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INTRODUCTION
"Eternelle supériorité du Damdy. Qu'est—ce que le Dandy? Qu'est-
ce que l'homme supérieur?” Baudelaire asks in his personal jowrmal Mon
coaur mis & mu.l Throughout his works he is repeatedly preoccupied with

the attempt to articulate a concept of dandyism, not only as a social and
philosophical stance, but as a literary style as well.

References to dandies and to darndyism are indeed mumerous in the
works of Baudelaire, and most critics touch at least briefly upon the
question of his dardyism. None, however, has yet paid strict attention
to the ewolution of the image of the dandy throughout the poet's works.
Ellen Moers, in a chapter devoted to Baudelaire in her work The Dandy:
Brummell to Beerbolm, can only concludg that Baudelaire used the word

"darndy" as a "value term" and that he "brought out all the capacity of
- 4
the dardy figure for rebellion."? F.W. Leakey in Baudelaire and Nature

limits Baudelaire's dandylsm to an expression of anti-naturalism and a

preference for the. artificial. André Ferran in L'Esthétique de

Baudelaire maintains that the poet's aesthetics is the faith of a "dandy

intériewr" and views Baudelaire's dandyism as a "sacerdoce."3 In his

Baudelatre, Jean-Paul Sartre attempts to treat Baudelaire's dandyism by

transforming it into a kind of nineteenth-century existentialism. A

recent publication, Roger Kembf's Dandies: Baudelaire et Cie, is a good
general survey of the history of dandyism in France, 'although the
subtitle is somewtlat misleading in that Baudelaire's dandyismg is not
specifically central to the study. Nor does /K:znpf respect the ewolution
of the notion of dardyism throughout' the poet's works. Similarly, in |
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As a "dardy—littérate:ir" Baudelaire was the inheritor of a literary

tradition which originated in England and which was subsequently
established in Prance by writers such as Balzac, Gautier, Musset, Sue

and, in particular, Barbey d'Aurevilly. In his study Du dandysme et de

George Brummell, Barbey struggled to find a succinct definition of

dardyli sm, and admitted: "Ceci est presque aussi difficile & décrire qu'a
definfr." N
~.Tt'1roughout_his works Baudelaire is répea_tedly preoccupied by an
"att:errpc to corceptualise dardy;.sm‘ not- only as a social and philosophical
stance, but a; a literary style as well. While many critics have touched
‘at least b;'iefly-upm\ the question of Baudelaire's dandyism, little
attention is given to the evolufion of this concept i{n Baudelaire's
‘thought . | '
The'r;teaning which Baudélaire associaged with the word "déndy"
shifted constantly. His own early life and works were in many ways the

testament of an "enfa}\tr. terptble” and a "poéte maudit."” His early

. . _‘ ) -
writings, and in particular the 1857 edition of Les Fleurs du Mel, are
without question a'cogent expression of his initilal concepc'ic'm of
dandyism, of what_~ he termed his "phase d'égoisme." However, the

condermation of , the 1857 edition of Les Fleurs du Mal precipitated a
crisis resulcmg in a‘spiritual ard literary reasséssrmt. Henceforth
Baudelaire s. works would reveal an increasing . concern about man in
general but & dec-neasing egotistical v{ew of art and the arttsc. In his
later works puhlished after 1857—-the Salon de 1859, the 1861 edition of

Les Fl.eurs du rhl Le Betnt:re de la vie moderne, Les Paradis artificiels,




his articles on Poe, Gautier, Delacroix and Wagner, his prose poems, his
Jourmal, and also his corresponderce of the period—Baudelaire's very

personal use of the word ”dary" underwent a significant ewvolution, to

the extent that he finally confaumded the dandy ard the saint, thereby
manifesting®a marked spiritual, moral and aesthetic ewolution which has

been either neglected or oversimplified.

iv
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INTRODUCTION
"Eternelle supériorité du Damdy. Qu'est—ce que le Dandy? Qu'est-
ce que l'homme supériewr?” Baudelaire asks in his personal jourmal Mon
coeur mis & nu.l Throughout his works he is repeatedly preoccupied with

the attempt to articulate a concept of dardyism, not only as a social and
philosophical stance, but as a literary style as well.

References to dandies and to dandyism are indeed rumerous in the
works of Baudelaire, anmd most critics touch at least briefly upon the
question of his dandyism. None, however, has yet paid strict attention
to the ewolution of the image of the dandy throughout the poet's works.
Ellen Moers, in a chapter devoted to Baudelaire 1in her work The Dardy:
Brummell to Beerbohlm, can only conclude that Baudelaire wused the word

"dardy” as a "value term" and that he "brought out all the capacity of
. 4
the dandy figure for rebellion."? F.u. Leakey in Baudelaire and Nature

limits Baudelaire's dandylsm to an expression of anti-naturalism and a

preference for the. artificial. André Ferran in L'Esthétique de

Baudelaire maintains that the poet's aesthetics is the faith of a "dandy
intérier" and views Baudelaire's dandyism as a "sacerdoce."3 In his
Baudelatre, Jean-Paul Sartre attempts to treat Baudelaire's dandyism by

transforming it into a kind of nineteenth—century existentialism. A

recent publication, Roger Keﬂ)f's Dandies: Baudelaire et Cie, is a good
general survey of the history of dandyism in France, 'although the
subtitle is somewtlat misleading in that Baudelaire's dandyismg is not
specifically central to the study. Nor does rK;lpf respect the evolution

of the notion of dandyism throughout'the poet's works. Similarly, in

9] . 1



his general axrvey\z—ﬁaﬁdysme de Baudelaire 8 Mallarmmé, Michel Lemaire

also neglects the ewolution of Raudelaire's dandyism in his discussion
of dandies from Baudelaire up to the present century.

Gernerally all critics fail to recognise that the meaning which
Baudelaire attributed to the word "dandv" was constantly shifting. In
short, the problem is that of chronolegy. Baudelaire's early life ard
works were 1n manv wavs the testament of an "enfant terrible," of a
"poéte maudit."” His early writings, and in particular the 1857 edition

of les Fleurs du Mal, are without question a cogent expression of his

initial conception of dandyism, of what he termed to be his early "phase
d'égoisme."® However, the condemation of the 1857 edition precipitated
a crisis in Baudelaire's O:UClOOk. Henceforth his worls were to portray
an increasing social concern and a decreasing egotistical view of art
and of the artist, witn the result that in his later writings his very
personal use of the word "dardy" urderwent a significant ewolution, to
the extent that he finally confourded the dandy and the saint. The
works published after ]:857——trxe Salon de 1839, the=i861 edition of Les

Fleurs du Mal, Le Peintre de la vie moderne, Les Paradis artificlels,

articles on Poe, Gautier, Delacroix and Wagner, .fhe prose poems, the
poet's jourmal, his corresponderce of the period-—learly reflect these
changes in his thought and manifest a.marked spiritual, moral and
aesthetic evolution which usually has been either neglected or
oversimplified by those writing on Baudelaire. The tone of the second

edition of Les Fleurs du Mal, for instance, differs vastly fran_chat of

the first edition, notwithstanding the fact that a critic such as D.J.
‘Mossop, in a work published as recently as 1961 ard, ironically, on the

centennial anniversary of the publication of the second edition,
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cauriously observes:

One should, theoreticallv speaking, be able to arrive
at the same conclusions about both editions of
les Fleurs du Mal, whether ome chooses to study the .
second edition in the light of the first, or the -
first in the light of the second.d -

Though in all his studies of Baudelaire Marcel Ruff is alwayvs
cognisant of the importance of chromology in the ewolution of the poet's
thought, he has nonetheless never directly or extensivelv treated the
theme of dandyvism. Ern;st Raynaud, who broaches the question of dardvism

in his short essav Baudelaire et la religion du dandysme, published in

1918, is aware of, yet neglects, the importance of chronology, for his
work ends with the very pregnant suggestion which ntijt better have
opened the study: "Nous savons bien que Baudelairg va tout résqudre
dans le sens du dogme chrétien, mais nous restc;ns frampés de l'audace de
son entreprise."® Furthermore, Raynaud's work is far fram camprehensive
since he basés his entire analysis of the theme on those few pages

on the dardy {n Le Peintre de la vie modeme. Most critics in fact terd

to limit their examinations of Baudelaire's dandyigm to a short
discussion of the essay on Guys. In his dissertation Aspects of
Baudelaire's Literary Dandyism, completed in 1970, Irving Wohlfarth

adopts.a Marxist and sociélogical approach in his study of only certain
aspects of th2 poet's dandyism. Wohlfarth neglects the ewolution of
dardyism in Baudelaire's thought, and dewvotes his study principally to
close readings of two prose poems, "Perte d'auréole" and "Les Foules,"
ard of the poem "A une passante.”

But the dandyigsm of Baudelaire certainly merits more than a t;rief
sketch. In many respects his or:iginalit:y lies in the evolution of his
dardyistr;, for his elaboration of dandyism as a ngw literary mode and as a
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new spirituality in the modern age was a major contribution to French
letters. 'Mndyism was an important social and literarv phenomenon
throughout the nineteenth century in France, and as a "darndy-litterateur”
Baudelaire was the inheritor of a French literarv tradition established

bv Balzac, Musset, Sue and others., and in particular byv Barbey

d'aurevillv. In fact, Barbev's essav Du dandvsme et de George Brummell,

published in 1845, is the pivotal work upon which the history of the
tradition of dardvism in France turms. There is little that came after
it that cannot somehow be traced directly back to this work, whether
Baudelaire's intellectual and spiritual dandyism or Huysmans' negative
and pessimistic dandvism. To appreciate fully the evolution of dandyism
in the thought and works of Baudelaire, then, requires an understandiﬁg
of the origins of dandvism, its relationship te the social, intellectual
and artistic climate of France during the earlv vears of the nineteenth

éenCUt-}', and the influence of this climate upon the early life ard early

works of the poet.
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PART ONF.

PRE-RAUDFIAIREAN DANDYISM: AN OUTLINE OF DANDYISM
FROM BRUMMELL TO BARBEY




"Ceci est presque asussi difficile

a décrire qu'a définir." .
——Barbey d'Amevilly, Du dandysme et
de George Brummell

CHAPTER I

-

SOME DEFINITIONS

P
i

The arbitrary relatimhj:p bet\:ween *sigrﬁf}.a:{c';'kajd "signifie” is
made clearly Mdmt when ;me. .c:i}\siders the pobi/o;vbf dardvidh. Any
mumber of terms have been uded tc;'signi'fy,-"that rare species of man that
“has came to be associated with 'maE“l'S'rm called dandyism:* "raffiné,”
fashionable, "mignon," exquisite, "roué," "petit-maitre,” ruffian,
"{ncroyable," buck, fop, beau, "muscadin," macaroni, Corinthian, dardy,
"gants jaunes,” tiger, "lion," play-bov, hippy. Conversely, the term
"dandy" hals been used to démote an eclectic variety of men ranging from
Alcibiades to play-boy Hugh Hefrer, and inc:fuding Julius Caesar, the Duke
de Lauzun, the Duke de Richelieu, Richard Sheridan, Napoléon, Wellingtonm,
George Brumell, Lord Byron, Alfred d'Orsay, Milord I'A'rsmxill/e:Ro'ger de
Beauvoir, Théophile Gautier, Alfred de Musset, Prosper Mei'imee, Jules
Barbey d'Aurevﬂly,.&lgéne Sue, FEdgar Poe, E)Jggne Delacrc;Lx';- Charles
Baudelaire, Robert de Montesquiou, Oscar Wilde, Max Beerbohm--not to
forget Satan, and also, according to Brummell's blographer William Jesse,
the Tndian fishermen of the Ganges.l Moreover, there would not even seem
to be a corventional one-to-one relationship between a given signifier
and a given signified. For Barbey d'Aurevilly, a beau was not a dardy.
"'on ne s'y mépremne pas, les Beaux ne sont pas les Dandys,"? he
wrote; and disregarding Brunmell's nicknames—"Buck" Brummell and "Beau”

7



Brummell--he affirmed that Brummell was unquestionably a dandy, or rather
the Dardy incarmate: |"En effet, il ne fut ,qu'un Dardy.
Brumell. . . . Il fut le Dandvsme méme."3 However, for William Jesse,
"Bnmne;.l mest assuredly was no dandv. . . . He was a beau. . . e
Such a panoply of terms ard pers&\alities. is enough to make one
despair of ever understanding the notion c:f_~':L=.u*d).'ism.5 Well might one
pender Carlvle's fatigued quer.:  "Again, wert not thou, at orfe period
of life., a Buck, or Blond. or Macaromi, or Incrovable, or Berdv, or W$
whatever name, according to vear a‘ﬁd place, such phenomenon is
distinmuished?™® What is a dandv? Who is a dandy? What is da;'dyism? A
paradox. A labvrinth. Indeed, the atcérrpt to trace the origin of tk':e
word "dardv" leads into a veritable etvmplogical n'ez,e, and the attempt to
articulate what the term representvsr e;wds in anAeffusibn of paradoxical
definitions, wmisconceptions and cqngradictions as mmerous as those

writing ~n the topic.

The etvrologv of the word {tseif is most uncertain.' -Ir}. the 1780s
the term appeared in Scr?qi;h;,ﬁbo;der songs, and it has been suggested
that "dandy" was stmii;;:héldiminutive for Andrew. As Ellen‘Moers has
pointe& out, "as _e,a;fy as the seventeen-seventies the word was bein,g Sung

thmughr;ut the American colonies in the phrase Yankee Doodle Dandy"7/--the

term in this case being an insult, sung by the British troops, directed
at the ill-fitting uniforms of Washington's soldiers. Others have
suggested that the word was derived from the French "dardin" meaning
"simpleton,” or "dandiner" meaning "to waddle." Still others would trace
its origin to the word "dandiprat,” a coin of little value minted during
the reign of—Henry VII.

Despite the uncertainty of his origins, the dandy has long haunted




the popular imaegination as a stereotyped persona--an arbiter of taste and

elegance, a figure of opulence, insolerce, wantomness ard decadence, an
effemifAate, a Don Juan. This image 1is reinforced by any number of
definitions of the term "dandy":

One who studies above everything to dress elegantly
and fashionably,; a beau, fop, "exquisite."8

A man who attracts attention by the unusual finery of
his dress and a corresponding fastidiousness or
display of mamer; a man of excessive neatness amnd

primgess in his attire and action; an exquisite; a
. fop.

Homme recherche dans sa toilette et exagérant les
modes jusqu'au ridicule.l

Homme qui se pique d'une 5upreme élégance dians sa
toilette et dans se$ nnniet‘es

Etégant qui affecte de suivre la mode.au jour le jour

et se pique du dernier raffinement en matiére de gout

et de maniéres.!l

Stutzer, Modeherr.13 - _
Even the popular exbression "quel arsouille"l4__which may be defined

r

variously as conmoting a penchant for drink, women, pleasure, moral
corruption, gambling—is but a wvulgar definition of a .type of decaderce

too often mistaken for dandyism. In a recent study entitled Du dandy

au play-boy, Maud Sacquard de Belleroche has defined the dandy as having
"l 'ame d'un aventurier . . . d'un aventurier en chomage"l5 and would

see in the play-boys of the t:wentieth century the "heritiers presonptiES/
de leurs péres: les dandtes."16 - Byt her the,sis is too restricted in that
‘1t {s based on a mutant variety of the dandy.’ Cranted, there may well be
a direct filiation fram Milord 1'Arsouille to Hugh Hefner, but cet;tainly
dandyi sm must have been mch more than "le carmaval du moi,"17 or, to

* “cite yet anocher d’#tionary definition, "(lal pretention a
~ .

o
1'élégance."18 & \
- hl ¢ A
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Emilien Carassus laments just such vulgar caricatures of the dandy
and of dardvism in his work Le Mythe du dardy:

Ces dandys célébres, recommis, erncensés ou dénigreés
par leurs contenporains, les voila, de nos jours,
réduits & servir d'enseigne ou d°' étiquet:te
Brummell, c'est un magasin de confection o 1'on peut
acquerir a prix modique,™In chic standardisé; le
comte d'Orsay uegne sur des flacons de parfum. Un
néon brille, s'éteint, se rallume; & chaque seconde
surgit de la ruit, esquissée par les tubes roses et
bleus, la classique silhouette aux pantalons
collants, a 1'habit ajusté, surmontée du chapeau haut
de forme et nantie de la came\;;’gcmneau: un bar,
une boutique se placent aipsi sous les auspices du
Dandy. Telle marque de port ou de whisky n'hésite
pas a se réclamer du "Beau" loodonien, et voici déja
qu'une marque de fromage se revét de 1l'étiquette

. "Dardy". Le jour viendra peut-etre ou paradera sur
une boite de petits pois ce Brumell qui les avait en
horreur, od le patronage de celui que n'admettatt
d'autre linge que blanchi & la campagne garantira la
gloutomerie enzymatique d'une lessive.

Grandeur et décadence: le dandy ne merite t-il
pas mieux que cette reduction & une Lmage de mode
vulgarisée, mise & la portée de tous les gouts et de
toutes des bourses?ld

Indeed, as early as 1844 William Jesse remarked that ‘dandyism had become
~ svmonvmous with "glaring extravaganzas in dress,"20 and that in falling
into the public domain it had came to be associated with wvulgarity of the
lowest order. It was for these reasons that he declined to call Brummell
a dandy:

It would be unjust {ndeed to Brummell's memory if I

neglected to show the impropriety of-calling him a

"dandy": the few associations comnected with the

term all teem with vulgarity; the tap-room measure of

that name {s not an exanple of refinement, arnd in

Johmson the nearest approach to the word s the

»Dandelion a wlgar flower!2l -

A Hmtted mumber of scholarly works and rwmerous articles have been

dewoted to the study of dandies and dandyism, and have restored dandylsm

to a specific historical context and imparted to the dandy a samewhat




more dignified image. Essential reading would include Jesse'stbiography
of Brumell and Barbey d'Aumrevilly's essay on dandyism, as well as Roger
Kempf's edition, under gfhe general title Sur le dandysme, of the three

ma jor studies of dandyism to be published in the nineteenth century:
Balzac's Traité de la vie élégante, Barbey d'Aurevilly's Du dandysme

et de George Brumell, and Baudelaire's Le Peintre de la vie moderne. In

the early years of the cwer}tieth century, Marcel ard Jacques Boulenger

devoted several studies to the subject of dandyism as a social

phenonlenon.  Of particular interest is the work by Jacques Boulenger—.

Sous Lduls-Philippe: les dandys. The works by Ellen Moers and BEmilien

Caras’sus already cited offer a survey of dardies and of dardyism on both
sides of the English Chamel. The work by Carassus is particularly

useful in that {t includes an anthology of excerpts fram works not

always easily accessible. John Prevost's Le Dardysme en France
(1817-1839) contains a wealth of bibliographical indications, ard

Elfzabeth Creed's Le Dandysme de Jules Barbey d'Aurevilly contains much

useful  information on dard}:sl’sm in general. A recent publication, Roger
Kempf's Dandies: Baudelaire et Cie is also a good general study of

dan‘:lyism._22 However, -even in these works no one all-inclusive ard
satisfactory definition of the dandy or of dardyism is to be fourd.

For Ellen Moers the dardy is "a Hero'-s:evidently at the cer;tre of
the stage that he need do nothing to prove his he"roism-—need never, in

fact, do anything at all."23 Jules Lemaitre also places the daﬁiy an

stage, not as a hero, hut rather as a vaudevillian 1llusionist:

Bref, {1 fait croire a4 ce qui n'existe pas. I1

"régne par les airs," comme d'autres par les talents,
par la force, par la richesse. I1 se fait, avec
rien, une supériorité mystérieuse que nul ne saurait
définir, mais dont les effets sont aussi réels et
aussi grands que ceux des supériorités classées et
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reconnues par les hommes. Le dandy est unm
révolutiomaire et un illusionniste.2%

For Marcel Thiry, "le dandysme est un didactisme.” "Absolument

pas," answers Luc Decaumes, "c'est une cuirasse."Z

Sartre goes so far as to disar®” the social and political
significance of damdvism by reducing th% dandy to the status of an

existential non-entity whe is not "engagé” amd therefore is inoffensive

—_— and ineffective:

- ‘Le dandysme! est aussi parfaitement inoffensif. 11
ne bouleverse aucune des lois établies. Il se veut
inutile et, sans doute, il ne sert pas; mais il ne
muit pas ron plus; et la classe au pavoir preferera
toujours un dandy & un révolutiommaire, de la méme
fagon que la bourgeoisie de Louis-Philippe tolérera
plus volontiers les outrances de l1'Art pour 1'Art que
la littérature engagée de Hu.go de Sand et de Pierre
Leroux. C'est un-* jeu d'enfant, que les adultes
considérent avec indulgence. 26

Camus om the other hand considers dandyism as an extension of the
Luciferian revolt encompassed in the Romantic experience, and

consequently sees in the dahdyl the ultimate expression of ") 'homme

révolte”:
Mais, dans sa source vive,, le romantisme deéfie
d'abord la loi morale et divine. Voila pourquoi son
image la plus originale n'est pas, d'abord, le
réwolutiormaire mais, logiquement, le dandy. . . .
Le révolté choisit la metaphysique du pire, qui
s'exprime dans la littératurevde damnation dont nous

ne sommes pas encore sortis. . . . Le romantisme
démontre en effet <12ue la révolte a partie liée avec
le dandysme.

For Roger Kempf, dandyism {s a metaphorical world inhabited by an
elite company of men: -

Le dardysme: un monde meétaphorique aux couleurs du
solefl couchant, un exercice impossible. . . .
dardies: une c e que chacun forme ou disper
a sa fagon. Un collage d'humeurs et de positions.Z

But his definitions remain general and vague, and therefore
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unsatisfactory, as Kempf himself admits elsewhere:

Mais le dandysme qui est une maniere d'étre ne se

réduit pas & ses manifestations anecdotiques: il

agit et s'éprouve. Comment peindre un regard de

Brumell sur une salle de bal. . .?729

To attempt to define succinctly ®dandy” or "dardyism,® then, would

appear to be, to borrow Kempf's expression, ™un exercice impossible.”
Any attempt to do so leads us onto a semantic minefield characterised by
contradictions and vague notions. Indeed, John Prevost's excellent

study, Le Dandysme en France (1817-1839), opens with these words: "Il

est peut-étre impossible de trouver une définition compiétement
satisfaisante du terme dardy."30 Even in her memoirs of 1817, Lady
Morgan related that she had great difficulty attempting to explain to
Madame de Volkonski exactly what a darndy was. "Je tachai alors de lul
faire la définition d'un dardy, autant que la chose est possible,” she
wrote, "et je lul demandaj si elle pouvait en trouver le pendant dans la
société de France."31 Writing in the 1840s, Barbey d'Aurevilly, himself
a dandy ard the first to attempt a serious study of dardyism, encqaimtered
the same difficulty. . ‘

In his article entitled "De 1'élégance,"32 published 20 April 1843

tn Le Moniteur de la mode—an article which -serves well as a preface to
the essay on dardyism anc' feorge Brummell--Barbey was determined not to

. admit defeat in the face of the difficulty of definition:

Il est des gens qui haissent la définition par
tempérament , .et qui voudraient qu'a propos de tout,
on ne regardat jamais sous rien. Ces gens-la sont
comme les albinos de la ée &4 qui on doit verser
un peu de jour par en et a travers de la gaze.
Ces douces ames trouvent déj& assez étincelante comme
.cela la définition de Montesquieu: "Le golit est un
Je ne sais quoi,"” définition qui est e ne sais
quelle ironie, si elle n'esg pas je ne sais quelle
sottise de la part d'un si grand esprit. .
Pour nous, nous aimons trop la précision dans la

13



pensée et”le nerf dans 1l'expression pour admettre le
je ne sais quoi, méme de Montesquieu. —— Quand une
chose est comme la grace et l‘élégance, nous pouvons
nous tromper sur ce_qu'elle est, mais nous savons
toujours que c'est quelque chose et quelque chose
eut s'exprimer. Ainsi cherchons. 33

We might well wonder whether the ccmcluding' "Ains{ cherchons” does not
udermine somewhat Barbev's humorous declaration, and in fact his attempt
to distinguish "l1'élégance™ from "la beauté," "la grace" and "la simple
notion de 'jcli" comes perilously close to being but an exercise in

tautologies in which he ;Siles definition upon definition:

L'élégance est plus que la grace et molns que la
beauté, mais elle se compose néawoins de beauté et
de grace; pourquol ne serait-elle pas, par exemple,
la motion de la beauté, réalisée dans les petites
choses et élevée, grice a la grace, au—dessus de la
simple notion de joli? )

S{ notre idée est juste, naus allons étre forcé de
mettre 'me définition sur une autre came les Indiens
qui, pour expliquer certain équilibre, mettaient la
terre sur un €léphant, puis juchaient 1'éléphant sur

- un oeuf.

Seulement nous mettrons, nous, ]'oeuf sur
l'éléphant, et les pieds de 1'é’éphant sur la terre.
Nous jonglerons moins bien, mais nous raisommerons.
mi enrx.

14

However, Barbey's mocking tone of self-assurance in the T843 'artic—le

was to\be significantly tempered 1in the first edition of Du dardysme

et de George Brumell, publistied in 1845. "(J]'al tadché pourtant de voir
clair dans ce que beaucoup de gens, -sans doute, n'eussent pas daigne
expliquer,” he wroée in his dedication to Ceésar Daly which prefaced the
first edition. "Ce que j'ai vu, je vous 1l'offre, mon cher Ihly."35 In
vriting -the essay on dandyism, Barbey had became clearly cognisant of the
difficulty of defining dandyism in general, and in particular what
constituted Brumell's elegance. -&6eci est presque aussi difficile a
décrire qu'a définir," he frankly admitted.3® He understood that
dandyism was difficult, {f not limpossible,‘to describe and define
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precisely because it was deperdant upon the confluence and symbiotic
relationship of two singular phenomena which, in 1845, were no more—the
existence of George Brummell himself, and the marmmers and morals of
English society arourd the turm of the century:

La vie de Brummell! tout entiére fut une influence,
c'est-a—dire ce qul ne peut guéres se raconter. On
la sent tout le temps qu'elle dure, et quand elle
n'est plus, on en peut signaler les résultats; mais
si ces résultats sont de la méme nature que
l'influence qui les créa, et s'ils n'ont pas plus de
durée, l'histoire en devient impossible. On retrouve
Herculamum sous la cendre; mais quelques anmnées sur
les moeurs d'une société 1'ensevelissent miamx que
toute la poussiere des volcans. Les Meémoires, ¢
histoire de ces moeurs, ne sont eux-mémes que; des
d-peu-prés. On ne retrouvera donc pas, come il le
faudrait, détaillée et nette, sinon vivante, la
soclété anglaise dfi temps de Brummell. On ne suivra
donc jamais, dans son ordoyante eterdue et 3a portée,
*1'action de Brumell sur ses contemporains. . . . En
effet, ce qui reste le moins de toute société, la
partie des moeurs qui ne laisse pas de débris,
1'arame trop subtil pour qu'il se conserve, ce sont
les manieres, les intransmissibles maniéres, par
lesquelles Brummell fut un prince de son temps.3/

Barbey's task would have been much easier had Brummell created a body of
art, but apart from a few lines of verse, Brummell left behind no ma jor
literary work, no autobiographical notes, no treatises.38 The reason for
this was that Bnmnell. had centred his {magination on making every aspect
of life itself into his work of art: |

I1 était un grand artiste 4 sa maniére; seulement som
art n'était pas spécial, ne s'exergait pas dans un
temps domné. C'était sa vie méme, le scintillement
éternel de facultés. . . . Cet homme, trop
superficiellement jugé, fut une puissance si
intellectuelle, qu'il régna encore plus par les airs
que par les mots. Son action sur les autres était
plus immédiate que celle qui s'exerce uniquement par
le largage. Il la produisait par 1l'intanation, le
regard, le geste, 1l'intention transparente, le
silence méme; et c'est me3sxp11cation a4 donner du
- peu de mots qu'il a laissés.

LIRS)



William Jesse also recognised that Brummell's life was his art, but
although his blographv of \Bnmnell abournds «with anecdotes ard mimute
descriptions of the Beau's wit, grace arnd taste, Jesse does not succeed
in portraving the ess.enc:e of Brummell or of his darﬁvism When Barbey
received Jesse's work in April of 1844, he was greatly disappointed ard
did not hesitate to criticise it in rather harsh terms. "Thé qui n'est
mas vert," he wrote to Trebutiem, "qui n'est pas noir, qui manque de
sucre ot presque de lait: un insipide breuvage!"™0 Dandyism, like
Brrmell himself ("il fut le Darcvsme méme." wrote Barbey“l), would need
to be seen in action, in its milieu, to be trmjly understood and
appreciated. "C'était sur place qu'était sa valeur,” Barbey

concluded. 42 '

Du dandvsme et de George Brummell was the ﬂirs: serious attempt toO

articulate a philosophy of dandyism in Framce. Throughout the essay, as
we have seen, Barbey emphasised and explained the difficulties involved
in defining dandyism, arnd the brief definition which he finally offers,
as vague and as open as it may seem to be, perhaps comes closest to
capturing the elusive spirit of dandyism: "Le Dandysme est toute une
maniére d'étre. . . . C'est une maniére d'étre, entiérement camposeéw de
ruances. . . . "43 Of course the true nature of éiardyism continued to be
elusive and consequently was misconstrued throughout the nineteenth
century, as it degenerated {into a, display of wealth, fashl.oﬁ ard
snobbery.  The century saw a proliferation of fashion journals, fhe
boulevards of Paris and the streets of London became congested with
imitators of Brummell, and young men of letters contrived to shock the
reading public. In our century; as Jean-Plerre Saidah points out, the

motion of dandyism has totally lost {ts original significance. The myth

18
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of the dardv persists, but dardvism simplv nc longer exists:

v Le dandvsme. Mot perverti, détourné de son sens, et
avec justice. Si le langage courant réduit le
dandysme & 1'élégarxe, en le vidant de toutes les
valeurs qu'il avait au siécle demier, c'est que le

dardvsme n'est plus. . . . [Lie dandysme, lui, est un
phénoméne qui est né et s'est développé au XIX€
— siécle. . . .[I]1 reste fondé sur des wvaleurs

correspondant & un moment de 1'histoire.

"o dandv ne mérite-t-il pas mieux?" asks Carassus. Yes, the dandy
does merit better consideration .than he is usually given, and serious
cansideration. In the England and France of the early nineteenth
centurv, there was an important psychclogical and social lesson to be
1eamé:d from the fact that Brummell's fo%.jl-:\:“\as his making, for his

7heatr1ca1 antics served well to mirror not his.‘hwn vanity so much as the
vanity, the pretermsion and the arrogance OfHEEIE age. The "King of
Fashion," as he was called, was 2ﬁt a despot; he was crowned by both
roval and oublic acclaim.
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"A Dardy is a Clothes-wearing Man."
~-—-Carlvle, Sartor Resartus

CHAPTER 11
THE SOCIAL PHENOMENON IN ENGLAND AND FRANCE

As difficult as it ‘may be to define "dandy" and "dandyism," it is
eq.xally-diffia.llt to ascribe historical parameters to what may be termed
the social phenomenon of dand_vism. Alcibiades is frequently cited as a
specimen of the dandy before the letter, his fame as such resting above
all upon one singular exploit: "avoir caupé la queue d'un chien acquis
au prix de 7000 drachmes."l Kempf adds Julius Caesar and Catilina to the
list,? and "some wags,™ states Ellen Moers, "have traced [dandyism] to
the 0Old Testament."3 Chateaubriand's René discovered it even among the
savages of North America under the magnificent and primeval "domes de’s
hois,™ as Chactas related how his captors had dressed him splendiferously
as a prelude to sacrifice on the funeral pyre:

Aussitdt "on me couronne de- fleurs; on me peint le

visage d'azur et de vermillon; on m'attache des

perles au nez et aux oreilles et l'on me met a la

main un chichikoué.4
Thus attired Chactas was brought before the imposing spectacle of the
council of ememy chieftans painted for war, magic men in 'flowing capes,
elders in beaver skin mantles, and women in robes of smn feathers.
Mérimée's Captain Ledoux, a white slave trader, discovered on che coasts
of Africa a black dandy, himself a dealer in slaves. Tamango was a
superb African warrior, dressed in odds and ends of military uniforms and

gear: "Ainsi équipé, le guerrier africain croyait surpasser en élegance
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le petit-maitre le plus accompli de Raris ou de\.\lordres."s As Roger
Kempf-maintains, "Le da;'mdysme avait toujours existé et partout . "6
Writing a centurv before kenpf, B.at'be)T d'Aurevilly was the first to have
made this obsérvaéion. "Le Dandvsme a8 sa racine,” he wrote, "dans la
nature tumaine de tous les pavs de tous les temps. . . . "/ In
particular, Barbey saw Richelieu, and even more so Lauzun, as "un dardy
d'avant les dardvs":

On a cité Richelieu et on 1'a opposé a Brummell.

Un Dandy encore, d'avant les Dandys, comme
Richelieu, avant méme que la chose nammée Dandysme
fiit nommée et que.des observateurs A& 1'analyse
-superfine 1l'eussent étudiée camme une chose en soi,
fut Lauzun--Laummy, bien plus fort que Richelieu,
quoiqu'il n'ait pas pris Port-Mahon. . . .8

Writing in La Mode m 1840, Cam’ar'der d' E.spalieres traced the dardy
In France back as far as the Renaissance. In his article he gave in same
detail what may be termed the genealogy ?_rﬁ the onomasiology of the
dardy, "d*aprés les traditions et les souvenirs qui nous en restent™:

Les lions, en France et surtout a Paris, sont les
princes du dandysme, ce sont les élus parmi les élus,
c'est la fine fleur du monde élégant et fashionable.
. . Ce qu'on appelle lion aujourd'hui, est un
fort connu en France depuis prés de trois
sieécles; c'est nous qul, les premiers, 1l'avons
érpnnté a 1'Espagne au temps de Philippe II et a& -
1'Italie aux Jours d'éclat de Venise et de Floremce;
nous 1 'avons prété ensuite & l'Angleterre, qui s'en
fait a4 présent les homeurs et qui en a fait ses
dandys, qui ne remontent guére qu'a une vingtaine,
peut-etre une trentaine d'amnées. Brumel [sic], le
falstaff [sic] du prince de Galles, . . . fut un des
premiers et des pl.us célébres . Entre les beaux
et les dardwfg 'Angleterre avait eu les macaronis.
. . . Les Tions du seiziéme siécle s'appelaient les
raffinés . . . plus tard des mignoms. Apres
euxx vinrent, sous Louis XIII et sous Louis XIV les
Ftits—am.tres et les beaux: . . . Moliére a peint
es ons de son temps dans les marquis de
qelques-unes de ses camedies. . . . Les lions les -
plus fameux de cette époque, furent les Vardes, les
Launm, les d'Ayen, les Marsillac. . . . Les roués
furent les lions de la wTégence; ce furent Tes
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dedeb@d'\eduducd'Orleans.. Ce
fut a l'école du Palais-Royal, par 1' exemple des |
roués du Régent, des Nocé, Pompadour, des Canillac et
des Riam, que se fornaceje\.meducdeﬁmsac qui
plus tard, “Sous le nam de duc de Richelieu, fut le
plus célebre lion de la cour de Louis XV, et qui,
perdant soixante ans, étomma 1'Europe par ses folies,
son éIégance, ses aventures et ses profusions. . .
A,pres lui, vint le duc de Lauzun, ce brillant grard
seigneur qui fut élevé sur les genoux de madame de
Pompadaxr. . . . Ensuite vinrent ces 1ncrovables,
perdant de ces. merveilleuses qui étaient les TTons
et les liomes du directoire.d

A. England
But dandyism, és the term is generally uderstood and acéepted

today, originated in the social and political upheavals of the late
eighteenth century, specifically in England. The industrial revolutionm,
the impact of which was realised much earlier in Great Britaim than on
the continent, undermined to a great extent the social and economic
hierarchy of English society, as Frangois Dreyfus points out:

Déja depuis 1760, 1'Angleterre a commencé sa

révolution industrielle. . . . Une société mouvelle

nait:  aux différenciations juridiques fordées encore

sur les ordres se Juxtapose tne nouvelle societe

fondée sur- les rapports economiques, ou triamphe une

bourgeoisie et s'agite un prolétariat essentiellement

urbain. . . .  Tout-puissant en Grande-Bretagne,

. un groupe nouveau est apparu d'entrepreneurs,

de manufacturters, de négociants. 10 .
"When such solid values as wealth and birth are upset,” adds Ellen Moers,
"ephemera such as style and pose are called upon to justify the

stratification of society."ll An essential element of this pose, as la

Varende maintains, was the spleen of the English -aristoc‘rac--"ceCte

fameuse neurasthénie du grand seigneur anglais"l2-_which served to set
him apart from the growing and influential utilitarian middle class. The
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times and the circumstances being thus favourable, dandytsm as a truly
social phenomeron finally flowered in the figure of George "Beau"
Brummell, who reigned és its high priest during the Regency in England.

The Beau's dash, his imaginative and acidic wit, ard his sense of

sartorial aesthetics were not in themselves enough to launch dandyism.

‘Onl_v in the political and social climate of the Regency, "when

aristocracy and monarchy were more widely despised (hence more nastily
exclusive) than ever before or since in English historv,"l3 could a
character such as Brummell ﬁse to fame through sheer folly. Indeed,
Brummell wuxderstood only too well the dynamics of vanity, and fram his
own exanpfe may be drawn an enlightening lesson on egoism and the less
commerdable aspects of the nature of man.

And vet Bnnnvéll himself has often been mis judged. Jesse found that
although there was much to amuse in Brummell, there was little to admire
or to commend. "[Llet us re‘collect',' however,"” he hastened to add, "that
Brimmell wore the bells of folly rather than the brand of vice."l4 In
spite of his folly, the Beau did have a profound seris'e of integrity and
hc;vnour.i5 He was wvain—-that cammot be denied; but he did give his
vanity a truly artistic expression.  As both Jesse ard Barbey d'Aurevilly
pointed out, Brumnell's {mpeccable taste, his ’social charm and gface, his
imovative dress, his imginativ'e wit all constituted the maénificent

work of art which was his 1life. He was cutting, proud, and

conceited--that too cannot be denied; but he gave no quarter in revealing

the vanity of others: .
As [Brumell] turned over the pages of life, he found

that impudence, well seasoned with wit, was oné of

the stepping-stones to notoriety; and also that a '
vain man, of whatever rank, was as easily cowed by .
ridicule, as a boy of the first form by an incipient :
Hercules. Of this discovery he took ample advantage,
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using it both as an offensive and defensive weapon;
and, when he had once gained the rostrum of
fashionable life, he kept {it, and lashed most
umercifully many of those who, in their simplicity,
had assisted in placing him there.16

. . N

That Brummell had such an alluring career in the midst of the
wantomess and extravagance of Regency society, however, camot fail to
raise questions of a serious moral amd social nature--"not only as
comected with the individual hims.elf, but on the society of which he
was the caurted, brilliant, and pampered ormament," observed Jesse.l’
Vanitv and pretension were indeed the passwords of the d\ay, and the high
society which made Brummell its "par‘rpered'omamen.t“ was quick to imitate
his stvle and taste--a domain in whicﬁ egn the Regent often mumbered
arong the Beau's foremost rivals. As the prototype of the dandy figure
in England fra:n 1800 on, Brumell was also err;ula'Ced by an ever increasing
mmber of would-be elegant;, all of wham claimed the title of "dandy."
However, in England up until 1816, writes Prevost, "le terme dandy
s'applique exclusivement au beau de la haute société."18: After that
date, the term came to be more universally applied, and Brumell was
obliged to share it with his imitators--a ve'ritable multitude of
counterfeit dandies. "Multitude: le mot accuse la contrefagon," Kempf
indignantly remarks.l9 It was for this reason, as we have seen, that
Jesse maintained that it was improper to call Brumell a "dandy," ard
insisted that he was a "beau"--the lgt'ter term at ieast .being samewhat
more restrictive in its commotations. By the late 1830s the term "dandy"
had beccgme pe jorative, and had given way. to other terms.- -"The thing, the
'dandy,' however, still exists . . . but the term i{s nearly obsoléte,"
wrote Jesse in 1844, "and has been replaced by the 'tiger' in England,
;and,'oddly enough, by tt_le 'lion' in France."20 But a change in

4+
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termirology did not ‘stem the tide of counterfeit dandies. Writing in
La Mode in 1840, Roger de Beauvoir, himself a gemuine dandy or "lion,"21
distiréuished "le véritable lion" fram "le faux" and in his satirical

fashion identified various species of the ‘counterfeit "lion": "le lion

politique,” "le lion littéraire,” "le lion artiste,” "le vieux lion."
"Ce qu'il y a de certain, c'est que, de rnéme‘.qu'en Belgique, il y a des
contrefacteurs de livres," he continued, "il y a chez nous des
c'ontt"efacte\.n's de dardysme. Les lions sont copiés au sein de Paris mé:me,
contrefaits, estw:'opi':-'_hs!"22 .

Indeed, the problem persists of how to distinguish what Carassus
calls "le dandy authentique"23 from the would-be dandy, fram—to
introduce yet arnother term—-the snob. ~ "0n conford ‘:rolontiers le dardy et
le snob," Carassus contimues. "Il est toujours -des osmoses possibles dans

la réalité, mais les principes qui régissent les deux attitudes sont

fonciérement différents.“Z" The distinction, di fficult perhaps to -

articulate, is nonetheless central to any discussion of dandyism.

As was the case with dardyism, snobbery also first took definitive

form in England. In his study Le Snobisme, Philippe Du Puy de Clinchamps
l':ns pointed out that the word itself—"snob"—was a general term of
common English slang at the end- of the eighteenth century, and that the
present day meaning. of the word i{s derived from_a specific term of
student slang dating from the turn of the: nineteenth century.25
Borrowing the term fram student slang, W.M. Thackeray wrote a series of
satirical articles, The Snob Pabers ,' which appeared in.the London MI

Punch before bdrg.,p.ablished in 1848 in wvolume form under the title
The Book of Snobs.26 Thackeray's psychological studies of bourgeois

social climbers cansecrated, not only in England but on the coritinent and
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in America as hell,'fhé— generally accepted meaning of the word "snob"
which Du Puy de Clinchamps defines as follows:

Dans tous les milieux, le snob est celui qui, dans
une part au moins de ses activités professiomelles
ou de loisirs, dans sa pensée et ses croyarces,
s'efforce d'appartenir, par imitation, ou appartient
4 un clan dont les membres sont assures d'étre
supérieurs au commm par le seul fait qu'ils se
donnent cette supériorité et se la recomaissent
mutuellement, et cela en dehors de toute valeur

humaine réelle_qui peut étre aussi bien mulle que de
premier plan.27

However, Du Puy de Clinchamps does confound the dandy ard the snob:
"U'n dand\ est la réussite parfaité d'un smob, ce qui ne va pas sans une
intelligence aigué et qui a fait dire qu'un dandy était un snob
intelligent."28  lean d'Ormesson is scarcely more successful in

di fferentiating the dandv not merely from the snob but from the arriviste

as well:

Arrivistes, snobs et dandys demandent aux autres de
les aider a vivre en les regardant. Ils ont besoin
d'étre recommus par leur public. Mex que les
autres' pour les arrivistes, avec les autres pour les
snobs, loin des autres pour le dardy, c'est en tout
cas dans 1'esprit des autres qu'fls ont a vivre.2

It is precisely such a confusion of terms that leads to a serious
-misunderstanding of the true nature of dandyism, as Carassus has

succinctly illustrated:

Toutes ces formules invitent, avec une certaine
justesse, a considérer le snobisme ‘comme une
dégradation du dandysme. Mais leur ‘Insuffisance
apparait; elles ne peuvent rendre compte de
1'originalité propre & chacune des deux démarches ni
des intentions qui les orientent. . . . L'échine du
dardy se refuse aux courbettes quand la croupe du
snob se contorsiome. Dens la magie sociale, le snob
se laisse fasciner, le dandy se construit umne
persommalité fascinante.

In a word, then, the true dandy was born, not “made, and his dandyism
‘consisted of immate qualities which defied imitation. "On ne devient pas




plus dandy qu'aristocrate,” writes Kempf in distinguishing between true
dandyism and "ce dandysme de surface."3l "Dépense, parure, éclats
d'extravagance, art de la table et de la conversation,"” adds Carassus,
"ce sont la simulacres™de darndysme plus que dandysme authentique."32 To
maintain the distinction between the authentic dandy arnd his emulators,
for the most part snobs, we shall follow Roger de Beauwoir's example in
’\
$peaking henceforth of "true dandies” and "false dandies."”

During the Regency pericd in England, no one of course could imitate
Brummell's personality or equal his success in society. But the extermal
manifestation of his dandyism, notably his dress, could be ard was more
readily copied. Contrary to the dictionary definitions of the dardy,
Brummell was not an extravagant or an ostentatious dresser. Jesse
relates that "in the commencement of [Brummell's] career, he, perhaps,
varied his dress too frequently; the whim, however, was of short
duration."33 Brumell was "never the slave of fashion"34 and he always
dressed with great care:’

His chief aim was to avoid anything marked; one of
* his aphorisms being, that the severest mortification
a gentleman could incur was, to attract observation
in the street by his outward appearance. He
exercised the most correct taste in the selection of
each article of apparel, of a form and colour
harmonious with all the rest, for the purpose of
producing a perfectly elegant general effect; and no
doubt he spent much time and pains in the attainment
of his object.35
He did not hesitate to criticise the want of neatness in the dress of
others, but what he criticised most of all was the lack of harmony and
imagination in attire. When unimaginative imitators flocked to
Brummell's tailors, the Beau.refused "to share his fame with his tailor,"
Jesse tells us, "and trusted alone to that ease and grace of mamer which

he possessed in a remarkable degree."36 Brummell's dress, then, always
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created an effect of balanced, hamonious and imaginative elegance, ard

in this sense his life was his art and his attire his vestimentary
[]

metaphor. It is precisely this cognitive significarce of costume which

Barthes analvses in his Essais critiques:
)

La cellule intellective, ou cognitive du costume de
théatre, son elément de base, c'est le si

. En somme, le bon costume de théatre doit etre assez
matériel pour signifier et assez transparent pour ne
pas constituer ses signes en parasites. Le costumesw
est une écriture et il en a 1l'ambiguité: 1'écriture
est un instrument au service d'un propos qul la
dépasse; mais si l'écriture est ou trop pauvre ou
trop riche, ou trop belle ou trop laide, elle ne
permet plus la lecture et faillit a sa fonction. Le
costume aussi doit trouver cette sorte d'équilibre
rare qui lui permet d'aider & la lecture de 1l'acte
théét%l sans 1'encombrer d'aucume valeur parasite.

The dress of Brumell's emulators, the counterfeiters of costume as
writing, -all too frequentiy lacked "cette sorte d'équilibre rare" of
which Barthes speaks, and conseciuentl_v created an effect of utter
ridiculousness, of which Barbey d'Aurevilly relates a classic example:

Un jour méme le croirait-on? les Dandys ont eu la

fantaisie de 1'habi: rdpé. . . . Ils étaient a bout
d'impertinence, ils n'en pouvaient plus. Ils

trouverent celle-la, qui était si dandie (je ne sais
pas un autre mot pour l'exprimer), de faire réper
leurs habits avant de les mettre, dans_ toute.
L' etendue de 1'étoffe, jpusqu'a ce qu elle ne fut plus
qu 'une espece de dentelle——une nuée.
L'opération était tres delicate et trés longue, et on
se servait, pour l'accamwplir, d'un morceau de verre
aiguise.

Prevost suggests that the factor of ridiculousness might well serve in
.discinguishing the irue dandy from the false dandy. "Mais le dandy
véritable n'est pas un type ridicule,"” he writes. "Il sait exciter et
retenir 1'admiration de toute une foule d'émules moins heureux."3?
Writing elsewhere on the dichotamy betwéen dandyism and fashion, Barthes g
adds: "[Le dardy] ne‘doit jamais tomber dans 1'excentrique, qui est ume
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forme éminemment imitable.™0 And indeed, imitation all too often falls
intc the category of parody, even though it be unintentiomal. Jesse, for
inStance, describes the dress of one of Brumell's less fortunate
imitators thus:

'Elxcessive padding, trousers containing cloth enough

for a coat besides, shirt—collars sawing Pff the

wearer's ears and the cormers threatening to\put out

his eves, wristbands intruding upon his plate,
an expansive shirc- front like a miniature

bleachgreen.
Encased in a whale-bone corset; head, bedecked with a derisive little

hat, protruding from a starched shi{tﬁar; throat entambed behind an
enormmis starched tie suggesting a block of chiselled marble rather more
than a plece of cloth, and seemingly kept afloat on billows of
shirt-front frills escaping the confines of a padded and close fitting
riding coat and an even closer fitting vest--the false dandy of the
Regency period in England cut a truly ridiculous figure. In motion he
appeared even more ridiculous, for he propelled himgelf with all the

grace of a corpse defying the laws of rigof rmrtis: or of a stranded sea
turtle, or of an unhorsed knight in full aymour. "S'il arrivait a 1'un
d'entre eux de tamber,” observes Prevost, "il ne pouvait plus se remettre

tout seul debout.f'“z In his comic fantasy, Sartor Resartus, -first

published {n 1831, Thomas Carlyle pemed a truly ingenious mock apology
of che__Bt_'i_ti‘sh dandy, claiming to see in him a character \brthy more of
piteous curiosity than of hasty and unsympathetic derisiom:

[Tlhe essential nature of the British Dandy, and the
/nystic sigrdficance that lies in him, carmot always
remain hidden under laughable and lamentable
o hallucination. . . . [W]hat {s it that the Dardy asks
in returm? SoLely, we may say, that you would
se his existence; would admit him to be a
livirg object; or even failing this, a visual object,

or thing that will reflect rays of lighe. . .
Understand his mystic significance, or aitogethex:
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ﬁ(gs and misinterpret it; do but look at him, and he
is contented. Mav we not well crv shame on an
ungrateful world, which refuses even this poor boon;
which will waste its optic faculty on dried
Crocodiles, and Siamese Twins; and over the domestic
wonderful wonder of wonders, a live Dandy, glance
with hasty irndifference, and a scarcely concealed
conCen'pt!&?*

hyv lampeoning and lambasting what he termed "the Dandiacal

Bodv,"%4 Carlvle brought his wit to bear not merely upon the ridiculous

fads and fashions of the dav, but in a larger sense upon the err;ity-headed

philosophv, the pessimism and the spiritual restlessness of his age,

inherent not onlv in the implicatisns of Diogenes Teufelsdrockh's very

name, but also in the somewhat !'wse-erded logic which lay behind the

Professor's philosophy of clothes:-

First, tquching Dardies, let us consider, with some
scientific strictnesy, what a Darndy specially is. A
Dardy is a Clothes-¥earing Man, a Man whose trade,
office and existenca €ohsists in the wearing of
Clothes. Fverv facu of his soul, spirit, purse
and person is heroically consecrated to this ore
object, the wearing of Clothes wisely and well: so
that as others dress to live, he lives to dress.
The all-importance of Clothes, which a German
Professor of unequalled learning and acumen, writes
his enormous Volume to demonstrate, has sprung up in
the intellect of the Dandy without effort, like an
instinct of genius; he is inspired with Cloth, a Poet
of Cloth. . . . All visible things are embiems; what

- thou seest {s not there on its own account; strictly

taken, is not there at all: Matter exists only
spiritually, and to represent some Idea, and bod
forth. Hence Clothes, as despicable as we think

them, are so unspeakably significant. . . . On the
other hand, all Emblematic things are properly
Clothes, thought-woven or hard-woven. . . . Men are e

properly said to be clothed with Authority, clothed
with Beauty, with Qurses, and the like.* Nay, if you
comsider it, what {s Man himself, and his whole
terrestrial Life, but an Emblem; a Clothing or
visible Gamment for that divine ME of his, cast
hither, like a light-particle, down fram Heaven?
. . . Language 1s called the Garment of Thought.

. Why. multiply instances? It is writtem, the
Heavens and the Earth shall fade away like a-Vesture;
which i{ndeed they are: the Time-Vesture of the




XV

Etermal. Whatsoever sensibly exists, whatsoever
represents Spirit to Spirit, is properly a Clothing,
a sult of Raiment, put on for a season, and to be
laid off. Thus in this one pregnant subject of
CLOTHES, rightly understood, is included all that men
have thought, dreamed, done, and .been: the whole
External Universe and what it holds is but Clothing;
ard the essence of all Scierce lies in the PHILOSOPHY
OF CLOTHES.4>

In addition to the philosophy of clothes, of near equal irrpor_t-ance
to the damdv was the philosophy of equitation—an observation which did

not escape the vitriolic pen of the author of Sartor Resartus. "Girt

with. thick double-milled kerseys; half-buried under shawls and
broad-brims, and overalls and mudboets, thy very fingers cased in doeskin
and mittens, thou hast bestrode that 'Horse I ride,'" quips Carlyle.
"Without Clothes, without bit or saddle, what hadst thou been; what had
thy fleet quadruped been?™® Indeed, without a horse the dandy, not
unlike mad Richard, had reason to cry out: "A horse! a horse! my kingdcm
for a hor;se!"“7 In many ways the dandies conquered a great poru of
their kingdam on horseback. Membership in the Jockey Club was essential
to any self-respecting dandy, and horses and horse racing, fashionai*
carriages, tilburies and elaborate harmesses mumbered among the most
important manifestations of Regency dardyism as a social phenomenon. The
horse was also reputedly actively inwolved in the setting of & new

fashion in noses--much to the displeasure of Brummell, owner of the

- particular nose in question. By the age of eighteen Brummell had been

promoted to the rank of captain in the prince's Tenth Dragoons. "Un
jJour, & la parade, son cheval le renversa," wrote Frémy, "et il eut le
nez brisé sous la visiére de son casque. La cicatrice lul en est
toujours restée. . . . "48 Somewhat tongue in cheek, Boulenger adds :-
"[Clela mit la fracture nasale & la mode, mais le désobligea."™9 A fad
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of fractured noses doubtlessly did not catch on, hut the dandy did show
deference to the Reau's choice of career by frequently affecting a
military air. When not on horseback, the dandv strove to appear as
though he had  fust disrmounted. and consequently hoots, spurs and .ridirg
Crops were not an wncammon sight in the salons of Lorndon.

Ideallv, the dand_\."s devcticon to sports was not limited to horses
ad ridine alome, hut included alsc other favourite pastimes such as
mmtine, shooting, fencinge, hare-fist boxing.. and of course drinkdng.
lord Byroe, for.exak‘\e. dr;\k\wegh;nus quantities -of gln while working
late at night. repc;rted Stendhal in an account of his visit to Italy in
1814, ar\r‘.\decpite a deformed right foot the poet was a most excellent
swirmer.3? On the whole, however, Sterdhal's Italian friends found Byron
te he "hautain, bizarrc et méme m peu fou":

‘1’1 btait  toujours et constamment occupé de soi
et de l'effet qu'il produisait sur les autres. .

. Plusieurs s'attendaient que lord Byron
demanderait a leur étre présenté. Soit orgueil,
timidité ou plutdt désir de dandy, de faire

precisernent le contraire ‘de la chose a 1aquelle on
s'attendait, i1 declina toujours cet ‘horneur . 2

Indeed, in the eyes of the public at the opening of the nineteenth
century, the dardy did appear to be a rather bizarre and notorious
figure. .He seemed to find life to.be frightfully tedious, a sentiment
lthch was betrayed by the splenetic frown which usually creased his brow.
He found it almost impossible to be decently clothed and nourished, and
consequently was obliged to patronise a select few tailors, and even
fewer restaurateurs. He stuttered purposely, affected to speak anli‘sh
incorrectly, was often obliged to wear a monocle, and always sought ways

to do the unexpected. Abqgye all, the dandy professed a deep hatred of

the profane and the vulgar, and sought to shock the public with a display |
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of studie® insolence and a pose of glacial impassibility. In

Chateaubriand's judgement, Bvron was in manv respects such a poseur:
Moe Albrizzi m'a conté tout lord Bvrom. . . . Sa
Seigneurie ne parlait ni aux Anglais, ni aux
Frangais, mais il ‘échangeait quelques mots avec les
Vénitiens et surtout avec les Venitiemnes. . . . la
comtesse Benzoni m'a parlé de Lord Byron. .
C'était un acteur, ne faisant rien comme les autres
afin qu'on le regardat, ne se perdant Jamais de wvue,

t incessamment devant lui, toujours a 1'effet,
8 1l'extraordinaire, towjours ep attitude, toujours en
scéne, méme en mangeant. 52

The notoriety of the rore prominent dandies was of oours; based on
wealth, which permitted a life of idleness and opulence. During his many
stavs in London, Chateaubriand had ample opportunity to observe English
high society from the inside, and he has left several humorous sketches
of fashionable life in the “capital throughout his Mémoires

d'outre-tambe:

La jourmée de Lordres était ainsi distribuée: & six
heures du matin, on courait a une partie fine,
consistant dans un premier déjeuner a la campagne;
revenait déjeuner & Londres; on changeait de toileCte
pour la pramenade de Bond-Street ou de Hyde-Park; on
se rhabillait pour 1'Opéra; & minuit, on se
rhabillait pour une soirée ou pour un raout. . .

Le supréme bon ton était de ne pouvoir pénétrer dans
les petits salons d'un bal privé, de rester dans
l'escalier obstrué par la foule, et de se trouver nez
& nez avec le duc de Somerset; béatitude o "Je suls
arrivé une fois.

The ostentation,and pretension which Chateaubriand had observed did not
pass unroticed in the press of the period, for the dandies, and Brummell
in particular, were frequently victims of journmalistic satire. For
example, one of the mainstays ?of the successful Regency dandy was
membership in a-celebrated club, the exclusivity of which was assured by
high membership dues, reckless gambling, and rules and regulations the
infringement of which led to a member's being "cut" or "blackballed" from

'
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the club. The frivolity of Regency dardvism readily came to the fore
within the framework of such clubs, and it is not surprising that
dardvism, in the public eye, came to be viewed as a ridiculous social
institution, a club-oriented sect or society of emptv-hesded characters

who "reallv never could see the use of a head,"3* as ome writer put ict.

Dandvism thus conceived was endlessly lampooned in articles such as "The
Dynasty of Dardies" which appeared in 1818 in The Literary Gazette:

I am a member of & society consisting of certain
distinguished persons, whose mamers or merits have
raised them above the level of the world. Upon this
society some busy people, who would fain be
 considered the wits of the day, have thought proper

to inflict the absurd title of "Damiies."” . . . Cur
Sect, or Society, is unquestionably the first and the
most select in the empire of Taste. . . . Our form

of goverrment is an absolute (but not hereditary)
monarchy; and our laws are framed as far as possible
according to the strictest letter of courtesy. . . .
No oaths are permitted by the laws—tho' some few
exclamations, as "By Gad,"” "Pon hameur," etc. are
tolerated in emergencies. . . . No person wearing
shoes in the moming. or boots in the evening, can be
admitted a member of the Society. The same penalty
attaches to those who presume to stare at pretty
women without the aid of an eye-glass. Every member,
on being admitted into the Society, must forswear the
use of some liquid called "porter," and must abjure
also a certain herbaceous plant or grass of
disagreeable odour, entitled (I believe)
"coppage," or "cabbage". . . . There is now
unhappily an interregrum with us: for poor B—- --,
who was elected unanimously, and with the expression
of a feeling almost amounting to acclamation (the
recollection makes me shudder even now)
has--retired, without giving up the sceptre of
command., 55

"Poor B-- --," obviously a referemce to Brummell, had "retired" in some
haste from the London social scene in 1816, first to Calais and later to

Caen. Brumell had of course had a falling-out with the Prince Regent,

but the real reason for which he was forced t6 flee the London he loved.

so well was to escape his English creditors. The Beau had not inherited
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a large estate, and yet had miraculously managed for vears to live well
beyornd his means--paying outragecus sums for smuff baxes, of which he had

an impressive collection, and canes of great heauty; losing unflinchingly '

at the gambling tables of the famous clubs of the period--Alrnack's,
White's, Watier's. "[Tlhere were Regency characters who would bet o:
anvthing, two flies on a wall," writes J.B. Priestley. "Watier's,
Byran's Dardy Club, which had Brummell as its president for same years,
was notorious throughout this period for its wilgl night-long gambling,

which claimed the value of many'an old estate."® But it was at Almack's

—

in »pa‘rticular tm London held court, as Chateaubriand
noted in his Mémoires: |

LA (4 Almack's] se rencontraient les vieux et les
jeunes dandys. Parmi les vieux brillait le vainqueur
de Waterloo, qui pramenait sa gloire comme un-piége &
femmes tendu a travers les quadrilles; a la tete- des
jeunes se distinguait lord Clanwilliam, fils,
disait-on, du duc de Richelieu. Il faisait des
choses admirables: 11 courait a cheval a Richmord et
revenait & Almack's aprés &tre també deux fois. Il
avait une certaine fagon _de parler 4 la maniére
d'Alcibiade, qui ravissait.>’/ .

Up until 1830, therefore, English dandyism represented little more
than adherence to a system of superficial signs, as Joln Prevost has
stressed:

Le dardy signifia-t-i1 quelque chose de profond pour
les esprits d'avant 18307 Nous eroyons que non.

- + « Seul l'aspect extérieur du dandy, les cols et
les cravates, . . . l'air empede et guinde,
1'impertinence du et du regard, arrétérent
l'attention du public. Brummell a part, rien
Jusqu'ici n'amonce le dardysme pﬁconise par Barbey
d'Arevilly et Charles Baudelaire.

J.B. Priestley has likewise viewed dandylsm under the Regercy to have
been little more than a sort of mck—he;'oic game:

To discuss for hours the shape of a cravat, to shrink
with horror from a badly-cut coat, to spend half the
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day choosing clothes and putting them on, these were
moves in a game being played with mock solemnity. In
its indifference to serious matters and its intense
concentration upon trivia, Regency dardyism . . .
was a half-defiant, half-humorous way of life. There
was in it a good deal ‘of poker-faced impudence, and
to be temporarily successful {t needed a considerable
audience of non-dandies, ordinary people who were
either -amused or shocked.59 . .

Not evervone, however, was amused or shocked by the false dandies. Many,

&

and particularly the true dandies, were simply disgusted. In an unsigned

article entttled "Les Dardyvs" which appeafed in the Revue de Péris in

1832, "le fat anglais” is described as an insulting ignoramus whose only
language is " jeu, chasse et chevaux,” who sprawls himself "sur un canapé,
comme un paysan dans un sillon,"” who has "tout juste la grace d'ur.) ours
rra .,dressé"——".rien de tout cela n'empéche qu'il ne soit un
fashionable!"60 Uriting.in La Mode in 1830, Astolphe de Custine, himself
mmbering among the true dandies, deplored- the wigerity and the rudeness
::f the London dandies: .

J'al vu chez lady *** les trois ou quatre dardys du
moment . . e Ce sultan de raout, assis sur un
canapé, avec un bdton -4 la main, la barbe mal faite,
a dessein, des habits ridicules, et quelquefois un
lorgnon fixeé entre l'os du sourcil et la paupiére -
inferieure, parait écouter ce qu'on ne lui dit pas,
et ne répond jamats a ce qu'on lul dit; car

) l'impolitesse est aujourd'hmi la premiére qualite
requise pour se mettre a la mode.61

Chateaubriand--referred to by' Béudelaife as the father of true French
dardyismb2 —also found little to admire in'the English dandfes, wham he
had ample occasion to observe, both abroad and in E‘z‘élarﬂ, ttn‘o&.;fmt his
long diplomatic careetr. In a letter dated 15 Noverber 1828, sent fra.n
Rame uhe;'e he was then the French ambassador, Chateaubriand complained to
Madame Recamier of the dep]:orable canduct of the English dandies on tour.

"(Clette miltitude d'insipides Anglaises et de frivoles dandys,” he wrote
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indignantly, "proménent leur bizarrerie, leur emmui, leur insolence dans
vos fétes, et s'établissent chez vous camme 3 1'auberge."®3 Writing in

1839, he recalled those months of 1822 when he was French ambassador in

. . 1
London, and has left a memorable portrait of the British dandy whose

evolution he had observed over a period spamning nearly twenty years:

En- 1822 le fashionable devait offrir au premier
coup d'oeil un homme malheureux et malade; il devait
avolr quelque chose de négligé dans sa persome, les-
ongles longs, la barbe non pas entieére; non pas
rasée, mais grandie un moment par surprise, par
oubli, pendant les préoccupations du désespoir;
meche de cheveux au vent, regard profond, sublime,
egare et fatal; lévres contractees en d'edain de
1'espece. hu'naine coeur e, byronien, noye dam

“le dégoﬁt"et“re mtére‘der T o T
« Aujourd'hui ce n'est plus cela le dandy doit
avoir un alr conquérant, léger, insolent; ig doit
soigner sa toilette. porter des moustaches ou une
barbe taillée en romd comme la fraise de la reine
‘Elisabeth, ou camme le disque radieux du soleil; il
décéle la flére irndéperdance de son caractére en
gardant son chapesu sur la téte, en se roulant sur
les sofas, en allongeant ses bottes au nez des ladies’
assises .en admiration sur des chaises devant lui; il
nmteadmevalavecunecanmequil porte camme un
cierge, indifférent au cheval qul est entre ses
Jambes par hasard. Il faut que sa santé soit
‘parfaite, et son ame toujours au camble de cing ou
six feli.citns Quelques dandys radicaux, les plus
avancés vers l'avenir, ont une pipe. :

Mals sans doute, toutes ces choses sont changées
dans le temps méme que je mets & les décrire. ©On dit
que le dardy de cette heure ne doit plus. savoir s'il
e)d.ste, si le monde est la, s'il y a des fermes, et
s'il doit saluer son prochain.64

» The death of George IV in 1830 signalled not only the demise of
Regency dardyism, but also the end of a particular era in British history
which had favoured the follies of Brummell and fostered the growth of
dardyism. That same year also witnessed the birth of Fraser's Magazine,

a publication which the begimming bemoaned and satirised the

decaderce of English soci and. Snglish letters.65 It was in Fraser's

that first appeared in serial fgrm Carlyle's Sartor Resartus--a work
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which was to give voice to.an ever growing public reaction against
dardyism. In particular the third last chapter of the book--"The
Dandiacal Body"66-_might well be interpreted as a sort of bammer for what
later came to be the Victorian canpaign against the Regency period in
gerneral and dandyism specifically. Carlyle concluded his work with a
sanewhat ominous portrait of the social ramifications of dandyism. In
opposing the frivQlous luxury of the "Dandiacal Household™ to the abject
miserv and poverty of the' very lowest ciass in Britain, the "Poor-Slave

Household, "67 Carlyle's work took cn all the dimensions of a pre-Marxist

prophecy of class struggle: : " - -

Such are the two Sects which, at this moment, divide
the more unsettled portion of the British People.

. To the eve of the political Seer, their mutual
relation, pregnant with the elements of discord and
hostility, is far fram consoling. . . . If,
indeed, there were to arise a Cormunion of Dnudges,
as there is already a Communion of Saints, what
strangest effects would follow therefram! Dandyism
as yet affects to look-down on Drudgism: but perhaps
the hour of trial, when it will be practically seen
-which Olg\t to look down, and which up, {s not so
distant. .

Ard indeed the seven year reign of William IV was punctuated with

social disorder and political upheavals. The passing of the Reform Bill
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in 1832 brought about a camplete overhauling of the electoral syét’en and

dealt "a death-blow to oligarchical politics in England,"09 and by
extension to ma-ﬁy other forms of privilege and exclusivism.

Consequently, dandyism perished to a large extent with the estéblislment

of the democratic principles which the great Bill encompassed. As a

social phenomenon. {t had flourished during the period of England's

history which was to see a general transference of power from’ the

aristocracy to the people. "Le dardysme apparait surtout aux époques

transitoires,™ Baudelaire observed in his essay on Guys, "ou la
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démocratie n'est pas-emore toute-puissante, od l'aristocratie n'est que
partiellement chancelante et avilie."’0  victoria was crcwned. in 1837,
and the domestic, utilitarian and pious mentality that characterised her
reign would force dardyism udergrourd until the end of the century.

As FEllen Moers has pointed out, the year 1830 truly marked "a
turmning-point in the histor)‘r of dardyism in bo.th France and England."71
In England, as we have discussed, dandyism was to be greatly diminished
in the vears immediatelv following the death of George IV. In Frarse,
however, the July Revolutioﬁ of 1830 firmly ent_renéhed dardyism on French

soil.
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(ne of the most prcxﬁ‘ineﬁt, dardies whan (hateaubriand observed in
Lomdon in 1822 was a countryman, Count Alfred d'Orsay. In 1821 d'Orsay
arrived in london where he sdon reigned over dardyism as Brumell had

done before him. He "quickly became the favourite of Lord .and Lady
Blessington, married their daughter--whom he totally Vrieg_lﬂectedl, seemingly

preferring Lady Blessj.n.gton72 —ard spirited the entire family and most
of the Blessington household away on a seven year European tou—, stopping
for a time in Gemoa to visit Byron. Of d'Orsay Chateaubriand left an
unflattering portrait:

~ Rien ne réussissait, a Londres, comme 1'insolewce,
témoin d'Orsay, frére de la duchesse de Guiche: {1
s'était mis a galoper dans Hyde-Park, a sauter des
barriéres, a Jouer, a tutoyer - sans faqon les dandys:
il avait un succes sans égal, et, pour y mettre le
canb].e, il finit gnlever une famille entiére,
pére, mére ét enfants

After the voyage in the company of the Blessingtons, d'Orsay
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returmed to Paris for a time, where through him, according to Jacques
Beulenger, dardyism finally became French: ‘

C'est par lui que le Dardysme, se dérobant peut—etre
au modele idéal établi par les Beaux d'outre-Manche,
devient frangais--et vivant. Il a penefne——par
intuition ou par étude--1'essence du dandysme et
deviné que le génie de la mise sans la souplesse et
l'esprit n'est qu'art glacé de fantoche.’%

The first wave of anglamania to hit France, however, dated from well
before d'Orsav's triumph in Paris. From the turn of the century on

English travellers and returning emigrés brought with them into France

English customs and mamers, and of course artifacts bearing the
 all-important label:. "Made. in England.".-But— it wes-mot-untit after the —

peace of 1815 that dandyism truly began to flower in France. "The fall

of the Emperor, the return of louis XVIII in 1814; the Cent Jours, the

defeat at Waterloo, the second return of the House of Bourbon in 1815,"

writes Moers, "these were the necessary preludes to the My occypation

of Paris and the triumph of einglanania.'ﬁs The first English dandies to

disembark in Paris caused-as much astonishment as would have the sudden

appearance of a mythological creature in a z00. Writing in 1817, Lady

Morgan in her memtirs described the sensation creatéd by "ces enfans de

la mode™ in the salons of Paris:

[J]'al vu un dardy de Londres, paroissant tout a coup

dans une ass&ﬁ%e en France, y produire une aussi
_grande sensation par la nouveauté de ce caractére, et
par 1'impossibilité o l'on se trouvoit de pouvoir le
définir, que lorsque 1'ornitho synchus paradoxus vint
confordre les systemes, et troubler les arrangemens
des naturalistes au jardin des Plantes.

J'étois un solr chez la princesse de Volkonski,
dame russe, attendant le commencement d'un de ses
Jjolis opéras italiens, quand un de ces enfans de la
mode, . . mouvellement arrivé & Paris, parut & la
porte du salon, tout fier de sa tollette apprétée, et
faisant une recomoissance dans la compagnie par le
moyen du verre de sa lorgnette. Il me fit 1'homeur
de me recommoitre, s'approcha de moi, et me fit, en
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baillant & demi, quelques questions dont il.
n'attendit pas la réponse, m'ayant quittée pour
s'avancer vers quelque autre persome qu'il avoit
auss{ recommue. . . . Madame de Volkonski le regarda
d'un air de curiosité qu'elle ne pouvoit rassasier,
et parut s'en amuser, quand il nous eut quittées,
elle me demanda: "Mails qu'estce que cela?" Je
répondis: "Un dandy."

"Un dandy! repeta-t-elle: un damdy! c'est donc
un gernre parmi vous qu'un darndy?"

"Non, repondis je, c'est plutdt une wvariété
dans 1'espece.

In 1817, then, the darrly was generally unknown in France, ard it
would be some years before Paris could claim an imdigemous population of
the species. Count Alfred d'Orsay ard Lord Henry Seymour, who were the
Lf{grres-de proue—-du-vaissemr darﬂysm“lz—tﬁ-ﬁance,—uere—beehbom—a&er-———~

.1800—d'0rsay in 1801 and Seymour in 1805. Fyrthermore, these two
figureheads were not thoroughbred French dardies; d'Orsay lived a rumber
of years in Lordon, and Seymour was an Englishman, the illegitimate son
of lLady Yarmouth, residing {n Paris. Even as late as 1830 there was a
dearth of Parisian dandies, as Ladv Morgan remarked in her description of
France in 1829 and 1830. This she ittributed to the fact that the very
notion of dandyism seemea to be qLd‘:e foreign to the French conscience:

{J]'eus 1l'opportunité de remarquer combien 1'espece des
dardies est plus rare en France qu'en Angleterre. La
fatuitée convient si peu aux gotts, aux habitudes de
l'intelligente et studieuse jeunesse de ce pays et aux
{dées d'égalité qui y dominent, que le merveilleux, comme
1'on appelle le dandy parlsien, est re@rde gmale*nent
plutot caomme un ridicule que comme un modéle. Il a méme.
peine & oonserver les hommeurs de sa profession, car, en
dépit des soins Journaliers et ponctuels qu'il apporte a
sa tollette, il parait toujours endimancheé; parce qu'il
est exagéré dans tous les articlm depuis_ le
noeud de sa cravate jusqu'aux cordons de ses souliers 78

Writing fifteen years after Lady Morgan, Barbey d'Aurevilly

.expressed at same length the doubt that dardyism, that delicate hothouse
flower native to English soil, could ever survive as anyfhing but a



hvbrid in France:

frv 1

‘Lle nom de Dardvsme cherche depuis quelque temps a
s'acclimater & Paris. . . . Il restera étranger
comme la chose qu'il exprime . . . et woila pourquoi
le mot Dand¥sme n'est pas frangais. . . . Nous avons
beau réflechir toutes les couleurs: le caméeléon ne
peut reflechir le blanc, et le blanc pour les
peuples, c'est la force méme de leur originalite

. Eh bien c'est la force de 1' originalité
anglalse s anrj.mgnc sur la vanité humaine . .
qui produit ce qu'on appelle le Dandysme. Nul moyen
de partager cela avec l'Angleterre. . . . Singerie
n'est pas ressemblance. . iLle pays de
Richelieu ne produira pas de Bn.mnell 7

Barbev judged d'Orsay to be too agreeable, too full of good will ard

simplv too French to be considered a dandy. "Mais d'Orsay,” he wrote,

"ce lion dans le sens de la fashion, et qui n'en avait pas moins la

beauté de ceux de 1'Atlas, d'Orsay n'était pas un Dardy. On s'y est
mépris. "80

Until well into the 1830s, then, French dandyism was but an
imitation of the most superficial aspects of English dandyism and English
customs. One of the first manifestations of anglamania i{n the France of
the early nineteenth century was the importation of the Bnglish language
itself. The word "dandy" was naturally among the first English words to
be imported, and was soon followed by innumerable others: club,
fashionable, high life, snob, swell, fast, smart, wit, rout. But of
course the English language often fared no better than did English
dandyism on French soil, as English words were all too frequently
mi spronounced and misspelled beyord recognition. "Riding coat” became
"redingote” and "plum pudding" occasionally became "plamb poudding.”
"[T]1s ignoraient 1l'anglais, ces anglomanes, et ils ne savalent méme pas
mettre leur nom au pluriel: tout le monde écrivait et pronongatlt

dandys," chides Boulenger. "Quolque leur conversation. fut farcie de




termes britamniques, bien peu patlaient cette langue, si qelques-uns la
lisaient."81 :
For those few fashionables who had mastered English, essential

reading was Thomas Bryon's The Sportsman's Companion for theTurf,

especially as the mania of the English for horses and horse racing had
been quick to catch on in France. In 1é26 Bryon founded the "Société
d'atateurs de caurses,"82 and for chos,e who had still not managed to
master the. English language but found it indispensable to be up to date
with racing terminology, a bilingual ‘edition of Bryon's work was
published in 1827.83 In 1833 "La Société d'encouragermen: pour
1'amélioration et le perfectiomnement des races de chev;ux en France"84
was fourded. Shortly afterwards the Jockey Club was established, and
Roger de Beauvoir, hims!elf a great compisseur of horses, saluted, in a

short story about an English groom in Paris, "la société du

club des jockeis [sic],_ qui vient de se former & Paris, et a laquelle se )

‘sont empressés de cancourir les plus illustres de nos dandies.';85‘_ From
1834 on races were held regularly at Chantilly, and were applauded
e.nthu'siastically b)'r the public and the press, as the. accaint whith
appeared in the Revue de Paris of May 1834 reveal;;:

Jeudi, tous les amateur$ de courses de chevaux
_s'étaient domné rendez-vous & Chantilly. Ce
spectacle sera ggu a peu aussi.fashionable en France
qu’en Angleterre. Les noms des coureurs rivaux
deviennent populaires; il fallait voir, jeudi, comme
ont été accueillis avec homeur Helena, Arlette et
Noéma: Un temps superbe a favorisé les courses‘ie
(hantilly. "Au miltess. de cette foule de voitures ‘e
de .cavalfers, on pouvait. se crolre awux
races d'Ascott.

Other sports "a 1'anglaise" were also in vogue: boxing, shooting, -

fencing, hunting. But invariably sports became a pretext for. gambling.
The Jockey Club was soon ‘renowned for elegant dining and reckless

-
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betting. . "Tout, au Jockey-Club, se réglait par un pari," writes
Boulenger.8/ Lord‘ Seymour, the first president of both La Sociéte
d'encouragement and of the 'Jock‘ey Club, resigned his post in disgust:
Hord Seymour! était un des SE‘L;lS a y prendre & coeur
les courses, et en 1836, quand i1 s'apergut qu'on s'y

occupait surtout de sosgper et de jouer la
bouillotte, il démissioma.

When not engaged in racing, gambling or dining, the Parisian dandies
‘eithgr took to horseback themselves, or paraded in a splendiferous array
of tilhhries and carriages through the grand boulevards and down the
Chams-Flvsées to the Bois de Boulogne. A man's worth, in all senses of
‘the word, came tc be judgecd by the finmeness of :his horses and his
carri;qges. An episade in Bugéne Sue's novel Arthur dramatically depicts
_ this attitude. .In the chapter entitled "Les GentYemen Riders,"89 two
' rivals for the faWs of Mne de Pendfiel challenge each other, not to a
'corrmonplace'dué-l, but to a murderous steeplechase in the Bois de
Boulogne, during the course of which one rider falls to his death. For
the Sunday dandy whose finanéial resources were limited, horses and
carfiages of quality could be hired, ard for those of even more limited
“means, a pair of spurs be? an essential accoutrement for a fashionable
stroll im the Tuilerias. -

Above all it was imperative to be pver visible, for dardy,i:sm;s a
social phensmenon was deperdent on the act of being seen. To that
‘effect, high society devoted aftennms to erdless rounds of social

calls, Jeventrgs to zrand balls, thd theatre, and of course the opera.
' An evening out was not camplete without dimner at Tortoni s (noted also
for {ts ice cream) or at one of the other few ulcra—,fashiq_rmb_le

restauraﬂtfs of the perfod: the Cafe Anglais, the Cffé 'de Paris, the Café

Riche, the Café Hardy. The prices were high and the fare was rich, as a ’
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comon quip of the dav clearly expressed: " I!1 faut étre riche pour

-diner au Café Hardv, et hardi pour diner au Café Riche."%0 café

conversation invariably centred on monev, horses and fashion. The café
was also a hotbed of high society gossip, as Félix Deriege wryly cbserved
in 1842: "La nouvelle de 1'abdication du roi Louis-Philippe et celle de

la chute des cataractes du Niagara sont parties du Café de Paris."91 But

abowe all, the fashionable cafe was the place to be seen in, and more
importantly, the place in which to be seen.92
Moreover, it was important that one display oneself in the

appropriately chic quarters of the city. In the Paris of 1830, the heart

‘of this area was the boulevard de Gand, presently the boulevard des

Italiens, such as Lady Morgan described in her memoirs:

Nous Cernﬂ.names notre pramenade devant Tortoni, et

nous parvurnes, non sans difficulté, a nous procurer

des sieges 4 1l'une des femétres du salon, ou la

collation accoutumée de glaces, etc. nous fut servie

avec une promptitude, une élégance, qui ne se

trouvent que dans cette capitale de Paris, dont les

frontiéres sont le Palais-Royal et la Chaussée

d'Antin,93
Beyond these boundaries fashionable life was unthinkable, if not
practically impossible. "Tout le monde sait," reports Carassus,
"qu'au-dela des Variétés ce sont les Indes."94 Only within the circle of
an appreciative public, or more precisely, within the circle of a
restricted and onied elite initiated to the codes of high life—and in
the Europe of the early nineteenth century this invariably implied large
cities, specifically capital cities such as London and Paris--only within
such a setting could dandyism truly flourish. "Mais un personnage
suppose un public; le dandy ne peut se poser qu'en s'dpposmt," writes
Camus. "Il ne peut s'assurer de son existence qu'en la retrouvant dans

le visage des’ autres. . . . Etre seul pour le dardy revient a n'étre
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rien."95 Indeed, rather tb':an leave London, Brummell resigned his
commission when his regiment was transferred to Manchester--a lowly
mamufacturing town. When he was finallv obliged to leave London ard to
take up residemce in Framce, Brummell sadly witnessed the decline and
demise of his influerce and glory amidst the bourgeois provincialism of
Calais, and eventually of Caen. As a social phenomenon, then, dandyism
was necessarily an urban phenomenon, to the extent that outside the urban
context its existerce was either impossible or distorted. For instance,
Arthur, the voung dardv-protagonist of Sue's novel, leaves Parls to
escape the social life which he had grown to detest, precisely because he
knew that such a life stvle was impossible in the provinces. In

La Vérmus d'Ille Mérimée illustrates that provincial attempts at dandyism

could all too readily lapse into ridiculous distortion of the
sophisticated fashionable life of the capital:

(M. Alphonse de Peyrehorade] était ce soir-la habillé
avec elégance, exactement d'aprés la gravure du
dernier numéro du Journal des Modes. Mais il me
semblait géné dans ses vetements; il etait raide
come un piquet dans son col de velours, et ne se
tournait que tout d'une piéce. Ses ~=l.s grosses et
halées, ses ongles courts contrastaient
singuliérement avec son costume. C'étaient des mains
de laboureur sortant des manches d'un dandy.96

Not unlike Mérimée's fictional character, the well-dressed gentleman
in both town and country found that in order to keep abreast of’vthe.
vagaries of fashion, he had absolutely to subscribe to a number of
{l1lustrated fashion periodicals which were launched throughout the 1830s:
La Mode, revue des modes, galerie de moeurs, album des salons (1829);

Le Dandy, journal non politique (1833); Le Bon Ton, jourmal des modes

(1834); Ariel, journal du monde élégant (1836); Le Dardy, jourmal spécial

de la coupe pour messieurs les tailleurs (1838); Reunions des modes,

-
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jourmal spécial de MM. les tailleurs, coiffeurs, chapeliers, bottiers,

etc., etc. (1838). Such reviews contained coloured illustrations,
clothing patterns, reports on shoes, hats and new materials. Some of the
most illustrious dardies and men of letters of the day were regular
contributors. Articles by Roger de Beaurvoir, art criticism by Théophile
(i?autier, poems by Alfred de Musset, theatre critiques and poems by Alfred
de Vigny appeared regularly in Ariel, for example.

Fashion itself was of course based on the predictable profusion of
canes and cravats and hats, to which was added on occasion a monocle
necessary to a gentleman wishing to ogle impudently a lady. Thus boldly
attired, the ultra-fahionable of the Paris of the 1830s was frequently
lampooned {n publications such as Le Charivari, publiant chaque jour un

nouveau dessin——a satirical daily which came out’ in 1832. One such

dréwirg portrays a fashionable, sporting 'a beard and moustache, outfitted
in a "bibi," a rakishly tailored "redingote," boots, spurs, and carrying
a massive canie resembling a club or a log rather more than an elegant

accessory. ’w:Lrh a pompous gestuge he is examining—with the aid of a

monocle attached to a ribbon passing around his neck—a statue in the
Tuileries. He is half-standing, half-sitting on his cane in such a way'

as to block the path of two young ladies. The caption of the dras}ing

reads as follows: ©

Il est toujours a Paris une classe d'ultra
- fashionables, qui semble wouloir faire ressortir le
coté barroque de la , et qui se charge, comme
nous pourrions le faﬁ nous caricaturistes, de
ridiculiser le golit du jour. --Nous ne prendrons pas
la peine d'inventer des compositions que nous
trauvons toutes faites dans les pramenades publiques,
dans les salons, a 1'Opéra; nous coplerons fidélement
les originaux qui auront la bonté de poser pour
amuser le public, et M. Num sera le peintre des

Meﬁ de notre époque. Ce dessin reprodult la’
coupe et tourmure de ces extraits de chapeaunx que
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1'on nomme des bibis.97

By 1833, however, Le Charivari was carrying a fashion colum for men.

~The "Modes d'hommes”™ article in the issue of 21 Jarmary commences: "Le
nambre des chemises de couleur a dimims¥ considérablement; quelques
élégans les ont pourtant conservées pour le matin."98 In genmeral fashiom
changed quickly, as a voung Parisian dandy once explained to Lady Morgan:

Le gilet lui-méme qui a paru hier pouwr la premiere

fois aux Tuileries et qui sera vu demain dans tout

Paris, ne se montrera plus mulle part la semaine

prochaine, si ce n'est dans quelque coin du Marais,

le grand_dépdt des choses oubliées et l'antipode de

la mode.%9
Indeed, the umwary dandy's reputation could at any moment be snipped by

. ~
the tailor's scissors: by Jamuary of 1833, "les gilets ne forment
presque plus la pointe sur le bas, et ils ne doivent pas dépasser le pan
de 1'habit."100
In addition to the fashion reviews and magazines which sprang up in

the 1820s and 1830s, several manuals were also inspired by the vanity of
the period and were published from the 1820s through the 1840s. A goodly
mumber of these manuals were frivolous in nature, and with mock solermit;y
offered lessons in practical darndyism. In 1825 ‘Jean Brillat-Savarin

published a two volume work entitled Physiologie du gout , au

méditations de gastronamie transcendante. Ouvrage théorique, historique

et a4 l'ordre du jour, dédié aux gastronomes parisiens. His theory of

transcendent gastronomy was based on the following premise: "La
table est le seul endroit ol l'on ne s'ermuie jamais pendant la premiére
heure."101 In 1826 and 1827, Emile Marc Hilaire published no less than

five guides to social success: L'Art de réussir en amour, enseigné en

25 lecons; L'Art de fumer et de priser sans deplaire aux belleé, enseigne

‘en 14 legdws; L'Art de né jamais déjeunex chez sol, et de diner toujours
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chez les autres, enseigné en huit lecons; L'Art de mettre sa cravate de

toutes les maniéres commues et usitées, enseigné et démontré en seize

lecons; L'Art de payer ses dettes et de satisfaire ses créanciers, sans

débourser un sou, enseigné en dix lecons.l102 In his Manuel du

fashiomable, ou guide de 1'élégant, published in 1829, Eugéne Ronteix

cautioned, however, that becoming a dardy was a task not. to be taken
lightly: "[I]1 faut autant de travail pour devenir un élégant parfait ou

fashionable, que pour parvenir au premier rang dans les sciemnces ou dans.

les arts."103 Ronteix also brusquely reminded aspiring fashicnables that
dandylism, like alchemy, was based on a complex system of esoteric laws:
[I]1 ne faut avoir précisément ni richesse, ni

naissance, ni talens, ni gloire, et ceperdant i1 faut
posséder un je ne sais quoi composé de tous ces

élémens . . . et wvolla un da_Ld};, goddam!. . .
Ceci n'e pas clair, dites-vous Soit. . . . si
vous ez déja campris, je n'aurais s besoin,

l'expliquer, de faire un livre.

As had the case éaz;lier in England, dandyism in the France of
the 1830s had came to signify in general the glorification of all the
basest aspects of the tuman character: egoism, wanton frivollity, vanity,
cold-heartedness verging on cruelty, impudence,- insolence, idleness,
grardiose displays of wealth and gross extravaganzas of dress. In an
anonymous article entitled "Les Dandys,"” published in 1832 in the
Revue de Parlis, the author pondered the curfous inversion of social

values which the superficial manifestations of dandyism had brought
about: i |

dandy] a beau n'avoir d'autte conversation que

plaisanteries triviales et des médisarces qu'il

éte tout bas & l'oreille d'une dame, au milieu

société nambreuse, sans daigner s'apercevoir

n'est pas seul avec elle dans le salon; . . .

beauOb étre d'une ignorance grossiére sur tout
|

« . e tout cela n'empéche qu'il
1t un fashiannbl.e'l%e
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In an unsigned article which appeared in the Revue britamique in 1837,

the writer deplored "la fashionable affectian . . . & la mode" that had
contaminated Europe and had destroyed man's m;bler sentiments and
" faculties, and he would see in dardyism the dire symptom of social decay:
"{Oln s'apergoit que. c'est le fruit d'un siécle tout mécanique, d'une
civilisation industrielle, d'un jeu de ressort auquel 1'dme manque."106
But it was Hororé de Balzac who, in a series of short articles
published in 1830, most severelv castigated the follies and frivolities
of that social attitude which had come to be known as dandyism. Balzac
wsdissected the dandy to reveal "tous les ressorts de ce charmant
polichinelle™107 and humqrbL‘s.ly partrayed the ways in which everyday life
was subjected to the dic.tates of "les disciples de la FASHION."108
Costume was above all "le critérium auquel on recomaitrait l'hc.mre
comme 41 faut et 1'hame sans éducation,” wrote Balzac. "Tant vaut
1'homme, tant vaut la cravate."l0% And he continued:
Ces habits a collets et i revers rembourrés, drap au
dehors, carton en dedans, ne sont-ils pas le prodult
de la plus étrange aberration d'esprit? ... . Pour
moi, je suis encore a concevoir camment deux hommes
ains{ vBtus peuvent se regarder sans rire.l10
Balzac also ridiculed the ciandy's costume repea;edly throughout his

noyels.  In Le Contrat de mariage he elevated Paul de Manerville to the

station of -"Brummel bordelais"lll for having imported not merely "la

persomalité britarmique et ses barriéres glaciales," but also "le‘\

. .
vernis" and "les gants jaumes."112 In La Cousine Bette he depicted Hulot

junIor as "le jeune homme tel que l'a fabriqué la Révolution de 1830,"

and pronaamced such young men to be "des cercueils ambulants
. . . toujours vétus de drap noir."113 In all of Balzac's works, the
speéch of Count de Vandenesse in Autre étude de fenme surely rumbers
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among the most comical and succinct summaries of the dardy as a

clothes—clad creature:

Aujourd'hul tout drdle qui peut convenablement
soutenir sa téte sur un col, couvrir sa pulssante
poitrine d'hamme d'une demi-aune de satin en forme de
cuirasse, montrer un front ou reluise un génie
apocryphe sous des cheve.m bouclés, se dardiner sur
deux escarpins vernis ormés de chaussettes en sole
qu codtent six francs, tient son lorgnon dans une de
ses arcades sourcilieres en plissant le haut de sa
joue, et, fut-i1l clerc d'aveué, fils d'entrepreneur
ou batard de banquier, il toise impertinemment la
plus jolie duchesse, 1'évalue quand elle descerd
l1'escalier d'un théidtre, et dit a4 son ami habillé
par Buisson, chez qul nous nous habillons tous, et
monté sur vernis -comme le premier duc venu:
—"™oild, mon cher, une femme comme il faut."114

Even the lacerating humour of Jules Vallés, who was arfhing but a dardy,
was brought to bear upon the tyrammy of tailors ard of fashion. In the
chapter engitled "La Toilette"™ in L'Enfant, the first of his trilogy of
rovels, Vallés' protagonist Jacques Vingtras describes the costume that
his mother ("[Oln est pauvre, mais on a du goit,” she says. "Moi
<

d'abord, je veux que mon enfant soit bien mis."115) had made for him when
he was twelve years of age:

[Ulne étoffe criante, q.xi a des reflets de tigre au .

soleil; -——me étoffe comme une lime, qui exaspére les

doigts quand on la touche, et qui flambe au grard air

came une casserole! . . . des boutons, vert vif,

vert gai, en forme d'olives, . . . un chapeau haut de

forme . . . qui se dressait comme une menace sur me

téte. . . . Un pentalon blanc & sous—pieds' . ..
[J])'avais 1l'air d'un léopard. . . .116

Virgtras the child-dandy, the "tigre au soleil,"™ the "léopard" was but a

parody of the "lion" of the 1840s.117

The d..ardies.had completely revolutionised not only dress, but dining
as'well Balzac remarked. Indeed, they had done away with the word
fitself: -

En ce moment le déjeuner n'est plus qu'un pré jugé.
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Cui deieune" . - . [Uln fashionable aura mangé, mais
il n'aura pas le droit de dire: J'ai dejeune
Seulement il aura pris quelque chose, un rien; c¢'est
le mot de tout le morde, ¢ est—a-dire de la jeune
France.

The vocabulary "a la mode" of the day went far beyond the confines
of the dinner table',\ however, FOr words like everything else, observed

Balzac, were in fashion one day and out of fashion the next:

Il y a autant de danger & se servir d'un mot usé,
qu'a ne pas le prononcer came il faut, et 11
faut. Un jeune homme arriéré qui croirait faire de

l'effet avec ramidal, est aussi ridicule qu'un
dardy qui porterait un bolivar. - 119

Smoking too suddenly became fashionable. "La pipe est deverme comme
un délire," complained Balzac, with the result that one could not set
foot in the street or in the salon "sgns aspirer le muage efpesté de
quelque insolent tabacolitre."120

Even certain doctors amd certain diseases were {n vogue among the

wealthy. "Ne nous étommons donc pas,” wrote Eugéne Sue in 1830 in a

satirical article entitled Les Médecins a la mode, ;'de voir aussi la té&e

fraiche et souriante de la Mode s'épanouir sous le bomnet doctoral."12l

In his nowvel Arthur, pub!ished in serial form in 1838—1839, Sue also

pointed out that there were two types of Christians in the fashionable

world:

I1 existe deux sortes de jeunes chrétiens de salon,
. . les jeunes chrétfens qul dansent, et ceux qui
ne dansent pas. . . . les premiers, les chretiens
danseurs, sont plus ou moins gros et gras, rosés,
potelés, bouclés, frisés, cravatés, gourmes, guindés,
parfumés. Ce sont les Beaux, les Cavaliers, les
Lions de ce christiahIsme de boudolr, de ce
catholicisme -de. table & thé. . . . Le chrétien
danseur’ doit danc comaitre les prédicateurs a la -
mode. . . . Loin des chrétiens danseurs qui
s'épanouissent sous les bougles des lustres florit
modestement dans 1'embrasure des portes: - le
chrétien qui ne danse pas. . . Graves, austeres,
pales, maigres, sombres, negliges plus pudibonds que
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saint Joseph, ils ont bien de la peine & ne pas se
couvrir de cerdres. . . . Des qu'il s'agit de
faiblesse humaine, pour lul, c'’est-a-dire pour les
autres, i1 n'y a pas de milieu, de moyen terme,
1'enfer, le diable et ses cormes, c'est net, c'est
tranché.122

By the early 1840s there was even a new type of woman in fashiom,

the prototype being George Sard. The "liome" wés of course an avid

reader of Sard, and according to an artizle published in La Mode in 1842,
"[la liome] parle courses came lord Herry Seymour, chasse comme le

marquis du Halay, trente et quarante camme M. de Montron, cigares et

cigarettes came le duc . d'Olivares."123 In his Physiologie du .liom,

published in 1842, Félix Deriége also puzzled over tHe functioning of
these curious female dardies—-the "liommes™:
C'étaient de petits étres féminins richement mariés,
coquets, jolis, quli maniaient parfaitement 1le

pistolet et la cravache, montaient-a cheval comme des
lanciers, prisaient fort la ci%aretté, et ne

dédaignaient pas le Champagne frappé.l24
In a recent publication Jean Ziegler has cast some new historical light
on a celebrated "liomme" of the 1840s—Marie-Elisabeth Sergent, better
known as Pomaré,125 the "am[—iavec des hanches" in Baudelaire's Choix de

maximes consoclantes sur 1'amour.l26 Initially Pomaré enjoyed "un

triomphe di & ses polkas er;:lia’blées,"]-z7 and her reputation grew as she
took to wearing men's attire ard to .spending nights in cafés talking with
writers, painters and musicians:

Ce nest: donc pas a son physique qu'Elise dut sa

renommée, mais & son entrain de danseuse, peut-étre a

sa lascivit:e, a .son esprit intarissable de soupeuse

du boulevard et aussi a 1' gdace de l'artiste

équestre qu'elle était restée.l

Pomaré died in 1847,-and in a sense her death heralded the end of

dandyism as a social phenomerion in France. . In & historical context, the

golden age of French dandyism spamned the period between the Revolution
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of 1830 and the Revolution of 1848. "Il n'est pas sérieusement question
de dandvsmé en France avant 1830," writes Prevost. "Le dardysme est un
rhénoméne caractéristique du régre de Louis-Philippe."129 The reign of
Louis~Philippe, who was "le mdéle du 'roi citoven' tel que :e concevait
la Scjureeoisie parisienne,” increasingiy took on "le caractére de
'monarchie bourgeoise,'" write A, Jardin and A.J. ’I‘udesé;. "Les
nominations, hatives, dommérent lieu & une Course aux places qui- fut
dénoncée méﬁe par des partisans de la révolution de Juillet."130
Balzac's novels abound with descriptions of the scrambles for
administrative posts, the influence of monev ard power, the importance of
appearances and social status, and the bourgeois attitude of self-
satisfaction characteristic of what would today be termed the "upwardly
mobile®™ class. Of the "arriv{ste" and ;'parverm" of the 1830s and 1840s,
Balzac has left many a memorable portrait:

L]'esprit, infatué de politique, re's'peg:c&z—m envers

ses esp_érances, les contenant_ sous une fausse

cravité, tres envieux dés réputations faites, lachant-

des ohrases au lieu de ces mots incisifs, les

diamaits ‘de la conversation. francaise, rrqis;lﬁlein de

tenue et premant la morgue pour la dignite. .

As a social phenomenon, then, the growth of dandyism was favoured by
two historical factors: the scéady rise to power of the bourgeoisie
following the revolutionary wars, and the sudden upsurge of vanity ard
egoism which permeated French society follbwing the Revolutior{ of 1830.
"C'est avec la montée de la bourgeoisie et l'effacement des anciemnes
élites, ou du moins 1'obligation pour elles de se ‘plier a un mode de vie -
mieux dpproprié aux nouvelles comeptior's,f" writes Carassus, "que le
dandysme se développe.™32 As a specifically bourgeois W,
dandyism was associated Wwith soéiai dlimbing and the accumulation of
goods and wealth. Since birth and fina_ncial resources were no longer




prerequisites to enter the social scene, the would-be dardy and the snob
of every cutegorv—"fiit-il clerc d'avoué, fils d'entrepreneur ou bédtard
de banquier," Balzac had remarkedl33-_was free to step forth and prove
his worth. The more prominent dandies of the pericd, therefore, included
not primarily aristocrats, but diplomats, financiers, bankers,
industrialists, notorious men of letters; "le pur dardysme," Carassus
hastens to add, "réclamait peut-étre moins de qualificatio;*ls
professionmelles."134 Artists and true dandies soon revolted against the
bourgeois mentality, desplsing the complacency, the utilitarianism ard
the materialism of the age. Indeéd, dardyism had sractically become a
capitalist enterprise by the time Marx arnd Engels lished The Commumist

Manifesto in 1848. As early as 1842 Felix Deriége had underscored the
social and political implications of dardyism in his caustic satire

Physiologie du lion, complete with illustrations by Gavarni and Daumier:

[L]le dandysme actuel se résume, malheureusement comme
toutes les classes de la hiérarchie sociale, en dewux
especes d'hommes: les exploiteurs, 'rrarguis sans nom,
financiers sans argent, braves sans épée et dons
Juans” sans maitresses, qui spéculent sur le luxe de
lewrs amis; et les -exploités, malheureux jeunes gens
qui dépensent 1l'argent, et quelquefois 1'homneur de
leur famille, en élégantes folies.133

By 1847 the political situation throughout Europe had become extremely
unstable,136 and with the abdication of Louis-Philippe in 1848, the
concerns of dardyism in France were swept aside for a time by the ensuing

social, political and ideological turmoil.
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"Au jourd'hui nous prenons un livre
bien plus pour la fagon que pour
1'étoffe."

—Balzac, Physiologie du mariage

"Ce n'est que du dardisme."
—Désiré Nisaxd, Journal des débats

CHAPTER III
THE LITERARY PHENOMENON IN ENGLAND AND FRANCE

In addition to beiné a major Social phenomenon, dandyism also
manifested itself as a na;')or literary pheranemn in the early nj;neteenth
century.,f first in Englénd; and then in France around 1830. In
particular, literary dandyism was, to become one of the principal
influences in the ewvolution of French letters throughout the entire

nineteenth century.

A.* Englard

a3 -

The dandy made his first definitive, literal.appearance in English
1et£ters in Byron's poem "Beppo," which was published.in February of 1818:
"But. I am but a nameless sort of person, / A broken Dardy late‘ly on my
travels."l In the same year the dard): also made his apgearancé ?n Thanas

l}bore's The F\dgefand.ly in Paris, a volume of 1light verse in letter

form. Moore however permed a satirical sketch of the dandy right fram
the very first "letter" of the work:
You remember how sheepish Bob looked at Kiirandy,

But lord! he's quite alter'd—they've made him
' , (a Dandy;
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And Bob's far the best of the gerwus I've seen: -
An improving young man, fond oé [earning,-mb%tims,
Ard goes now to Paris to s French dishes.

Between 1825 and 1830, dandies and dandyism were portrayed in a
somewhat more serious vein in a mmber of what were termed "fashionable"
novelgs, which described in infinite detail the vagaries of Regency

/
datdyism and the events of high life in London. Most notable of these
works were Robert Plumer Ward's Tremaine (1825), Thomas Henry Lister's
. -

Granby (1826), Benjamin Disraeli's Vivian Grey (1826), and Edward

Bulwer's Pelham (1828). In Lister's Gramby and Bulwer's Pelham, the
representation of the proﬁagoni‘st is, respectively, a portrait of
Brumell during the success of his youth in London, and during his exile
in France.3

From the outset, however, literary dardyism in England came to be
_ closely associated with the brand of Romanticism exemplified by Byrom.
One of the foremost .charﬁcter:is_tics of this Romanticism was the image of
Luciferian revolt, as depicted in the irony and satanism of "Don Juan"
for exarr;ple. In his new pt'orﬁinent role in 1ettefz.'s the devil was
frequentl}; portréygd as a dandy. #Ms_early as the turn of the century
Coleridge dressed Satan In finery and accomtrements -worthy of a dandy in
his poem "The Devil's Thoughts,"® and in De 1'Allemagne Madame de Stasl

described the Mephistopheles of Goethe's Faust as "un diable civilisé"
who exhibited all the characteristics of the Regency dandy.5

Charles Maturin's protagonist in his gothic novel Melmoth the

Wanderer, first publi§hed in 1.820, is likewise a figure of satanic

. sm. Akin to Faust, the, Flyirg' Dutchman and the Wandering Jew,
Melmoth the Wanderer had long ago made a pact with Satan to wander the
earth Bseducing and ‘securing souls for the demon, in exchange for




supernatural powers, universal knowledge and prolonged life. A typically
Ramantic hero, Melmoth is not merely a rebellious and damned soul, but
also a dandy in the best tradition, as evidemced by his boredam, his
impassibility, his impudence and the sardonic laughter with which he
Judges men ard the world. At the very erd of the tale when he is
finally called to his master, Melmoth takes leave of this world with a
supreme gesture of despite worthy of ‘Beau Brummell. On a cliff
overlooking the sea, the Wanderer leaves behind but a single memento of
his existence--his neckcloth, which his descendant, the young John
Melmoth, finds the following morning:

The ocean was beneath--the wide, waste, e-ngulphing

ocean! On a crag bjggeath them, something humg as

floating to the blast. Melmoth clambered down and

caught {it. It was the handkerchief which the

Warderer had worn about, his neck the preceding night-

-that was the last trace of the Wanderer!6
In France the satanic dandyism of Maturin's protagonists, and indeed of
Maturin himself,’ did_ not escape the attention of both Balzac ard
Baudelaire. In 1831 Balzac’ praised Maturin as Great Britain's most
original author:

[L]'auteur moderne le plus original dont la Grande- -

Bretagne puisse se glorifier, Maturin, le prétre

auquel nous devons Eva, ‘Melmoth, Bertram, etait

coquet, galant, fétait les femmes et 1 'homme aux
ca\cepCions terribles devenait, le soir, un dameret,

un dandy.8

Four years later, in 1835, Balzac published his own sequel to Maturin's
novel, which he entitled Melmoth réconcilié. Throughout his works
Baudelaire made numerous refererces to Maturin and Melmoth, perhaps rnost

notably in his essay De l'essence du rire, ard in Febmary of 1865 he

wrote to Michel Lévy of his plan to translate Melmoth. 9
However, literary dandyism should .not be urderstood to i.nply simply

S AN
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the portrayal, whether favourable or unfavourable, of .d.ardies ard
dandyism in works of fiction. Literary darndyism might better be defined
as the very form of the work itself-—and by form we mean to iInclude the
style of the author, the pose the author adopts before his work, and the
attitude of the author vis-a-vis his readers. In Byron's "Beppo," for
instance, the tale of the Venetian couple seems almost incidental. The
dominant discourse in the poem is indeed that of the narrator, whose
digressions and intermuptions constitute, It would seem, the essential
ambiance and matter of the poem.. It is the narrator who casts himself as
the carefree ard footloose dandy-of letters in stanza LII:

But I am but a nameless sort of person,
A broken Dandy lately on my travels

Not: caring as I ought for critics' cavils;

I've half a mind to tumble down to prose,

But verse is more in fashion--so here goes.l0
After making a few disparaging remarks about the "rabble" and the "vulgar
set" that a man of "ton" had to put up with "durir{g the dynasty of
Dandies,"!l the narrator-poet concludes the poem in the most cavalier
fashion, thereby dismissing his reader in like mammer, for the simple
reason that he has reached the bottom of his page:

My pen is at the bottam of a page,

Which being finish'd, heye the story ends;

'Tis to be wish'd it had been sooner done2

But stories somehow lengthen when begun.l
It {s precisely this cavalier attitude present in Byron's works that
constitutes his literary dandyism, as Prewvost has pointed out:

Interrompre une pensée, un sentiment de haute volée

par une parole, une image vulgaire, placer la vertu
au service du vice et, ainsi, se moquer du lecteur,

voila , selon itt, constitue le sme de
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R. France | . :

In the France of the late 18263 and the 1830s many aspir'ing dandies,
as we have seen pre\{imsly, based their dress and conduct on the maxims
set forth in the numerous maruals and fashion periodicals published
during this period'. These writings clearly do not cgnstitute works of
great literary merit, but the attitudes of Brummell's French emulators
were undoubtedly also influerced by English fashionable novels, many of
which were readily available in their original editions in the bookshops
of Paris, and most of which were also available in French translations
which appeare;i soon after the publication of the English :editions.
However, in spite of the influence of English fashiona.ble novels on the
'soclal history of dandyism in France,_ ;.mch novels had negligible
influence on the development of dandyism as a literary phenamenon in
Prarce.

There were published, nevertheless, a rumber of French novels in
which dandyism was-a central theme. Stendhal was perhaps the first ‘to
draw tnspiration for his works fram the vanity and fatuity of the period.
In his most widely read work, be Rouge et le noir, published in 1830, he

portrayed the initiation of Julien Sorel into t:he rites of dandyism.

A Londres, il conmut enfin la haute fatuite. I1
s'était 1ié avec de jeunes seigneurs russes qui
1'initiérent.

--Vous étes prédestiné, mon cher Sorel, lui
disaient-ils, vous avez naturellement cette mine
froide ‘et & mille lieuves de la sensation présente,
que nous eherchons tant a nous domner.

—Vous n avezéu campris votre siécle, lul disait
le prince Koraso faites toujours le cmtraire de
ce 'on attend de vous. Volla, d"Thomeur, la seule
r—aﬁa\—& ITépoque. Ne soyez ni fou, rl affectd,
car alors on atterxdrait de wous des folies et des
affectations,. et le précepte ne serait plus accampli.

.............. - 3 - - - . - - . . .

Julien était un dandy maintenant, et campremeit 1'art

kB




s P

de vivre 3 Paris.lé o ~
Balzac's novels abound -with meticulous descripci%of darﬁies ard the
intricacies of darndyism, and Sue's Arthur is perhaps the most poignant
portrait of a dandy to have been written during the first half of the
nineteenth century in France. # — .
" mowever, such novels were nof merely Fremch versions of the English
fashionable novels, and they quite often contained viewpoints which were
in fact hostile to dandyism. Stendhal avowed a profound distaste for the
ridiculous vanity ard rudeness of the English dandie‘s, including Byron.
"Aprés tout," he wrote, "l'ame de lord Byron était tellement exaltable
~quand il n'était pas dardy."15 Despite his own social pretensions and
hié/somevhat garish attempts at dandyism, Balzac rut'hlessl,x did not®
hes_itate to lay bare a‘}:1 the comivings and the baseness of the social
climbers and would-be dandies' in his works. Similarly, Sue's Arthur is
not so mixch a glorification of high life as it is a decrying of it, and
indeed one should not lose sight of the fact that rtroughout the novel
Arthur seeks to shun such a life and its comp.t:ing influences. Later,

in Les Mystéres de Paris which were published in serial form in. 1842, Sue

was to transform completely the image of the aloof, rude dandy into that
of Rodolphe, the princely dandy arnd agent of so'cs.al Justice.
A decade before the transformation of the image of the dardy in Les

&gtéfes de Paris, however, the notion of dand$ism itself had tlﬁready
begun to change in the French capital. The dandies of-this period, says
Carassus, offered "une imagé plus souriante, plus dét;ndue que ne
faf¥ajent leurs prédécesseurs anglicisés" wham Lady Morgan had described

72

Imher memoirs. Furthermore, Carassus continues, "il arrive.méme que les

frontiéres entre le .dandysme et la 'bohéme dorée! se fassent’
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_ Lmertai.nes "'16 \H\m!'tjle entitled "Le Pays latin en 1832," Roger de

Beauvcif describea\pst/sudm a rapprochement becween dandyism and the
Bdmemi.a;n uprld of art{sts, scholars ard studem:s

Depuis trols siécles au moins légers dandys de la
capitale, la rue Saint- Jacques est pour vous la
‘provincte. -Une étroite et longue cité platrée de
rouge et de noir, enrouee, criarde " et savante,

- encombrée de professeurs et de l}vres, d'usuriers et
de colléges, de restaurateurs de savans. Un
soir méme, et chez Tortoni, j'Al surpris l'mde'vous
-pariant encore de Flicoceeux le Jdemain ¢'un bal
amrx Tuideries-ol 1l avait cru trouver. 1

The new breed of dandies of che 1830s also professed an inte:'est in
arts and lettgrs, and many were themselves wrfters of one sort or

another "Brummell et ses emles, states Carassus, "professaient un

,ce‘rtain méprfké 1'égard des artistes. Ces nouvedux dandys, eux, sont
parfols jt:xmlistes; 11s font méme des livres."18 Pperiodical publishing

.. LY . N oy
was -immensely successful during the reign of Louis-Philippe, and many

authors of the period contributed regularly to the’ journals. A few even
mna‘ged to carve out suxessful careers in journalism, but for the
ma jority of them who were much less affluent than Roger de Beauvoir and
"la je\nesse dorée," Joining 'la 'boheme jo/urnali,ste was borne of
necesstty Such was the case of Barbey. d Aurevilly who, in his constant

need for "same m"m to support himself and his career #s & author,

was obliged to take up jourmalism and to produce "ces prostitutiors' ‘
A hasquées qu'an appelle des articles. 20 : . . »

As dandyism came to be aséociated more and ‘more with art and

l{terature, and no longer exdlmi;rely with the world of fashion, Byron
nd!r than Bmmll begm;e the ideal of the dm-dyvospecifically the .

darﬂy 'as littératewr. With Byron, "'le dardysme est descendu de ses

L anm.nriltocradq.m' wrote the anonytmus au;hor of an 1838 review
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of Théophile Ggutier's Fortunio; ."le gen_ie d'un Anglais, grand seigneur
et surtout grand poéte,- [ouv;'it] une vo~ie‘ nouvelle en mettant le dandysme
dans ses écrits."?l Writing movre than a ceno.ny later, Prevost confirms
that it was Byron alone who i:n.fluenced most directly French literarv
dardyism: "L'influence des lettres anglaises sur le développement du
dandysme littéraire frangais se reduitpresque entiérement & celle c?s”
oeuvres de Lord Byrom, particuliérement gé'm et de Don Juan."22 J’

In particular, it was the cavalier fatt'itude which characterised
Byron's pose before his work and ‘before his reader which would {nfluence
greatly the literary dardylism of .French authors. Sterdhal, uhec‘her or
not one might speak of an influence of Byron in his case, certainly
shared Byron's repugnance for the vul«gar and the profane, an attitude
which he readily Cransfe:’red—int_:o the realm of letters. * Stendhal
envisaged his, reading public as a’ select and cultivated few, and referred
to them as "ces- Happy few, pour lqsque‘ls seuls j'al ‘écrit, tres faché que
le 'reste de 1a canaille hmnj.ne lise mes réveries."?3 and it- was

precisely for these "happy few ‘that the author makes his off- hand
interjection at the outset of Le Rouge et le noir "Mais, quoique je

veuil!.e vous par].er de la province perxant deux cents pages, je n'aurai
pas ‘la barbarie de vous faire subir la longueur et les ménagements
savants d'un dialogue de province."24 Stendhal's hmét;cy attitude toward
his readers--particula.r’ly those who fall intg the- category of "la
canatlle r;mme"-is but a manifestation of the often contradictory and
always extremely subjecti;rg camlex of oplnic:ws which, as Moers has
remarked, coﬁst:itutes his "beylisme": "At many points the core of his .
personality—that cluster: .o'f pre hudices, pru.\ciple's and excentricities
that be himself called beylisme—touched on what a later generation would
> .




consider dardyism."25

‘Perhaps more than in the works of Stendhal, the influence of Byran's
literary dandyism is most manifestly evident in the works of "la Jeune-.
France,"” that generation ?f writers of the 1830s often referred to as
"les frénétiques,"26 who set out to shock, to mystify and to mock the
reading public. Foremost among che authors of this generation was
Théophile Gautier.

In 1829 and 1830, Gautier became embroiled in the liter;ry débate of
the period, and adamently defernded Romanticism and the lit‘erary views of
Victor Hugo' in what was to become known as the battle of Hermani. Aged
nimteen, ard - still unpublished at the time, Gautier gained immediate

- notoriety by wearingsa flamboyant red vest to the ‘opa'd.ng performance of

Hugo's play, given on 25 February 1830. "Si 1l'on prononce .le nam de
Théophile Gautier devant un philistin, :n'elit-il jamais lu de nous deux
vers et une seule ligne,"” Gautier later wrote, "il nous comait au moins

par le gilet rouge que nous portions & la premiére représentation

d'Hemani . "27

In a sense, the episode gf "le gilet rouge" marked the entrance of
the dandy as writer into the realm of French letters. In the following
years, @mia was quick to adopt a Byrgnic ;;ose toward his writing ard
his reader in the haughty prefaces to his works, an art form at which.he
truly ‘excelled.. The preface to Les Jeunes-France, which appeared in

1833, {s a masterpiece of irony and mocKery, and constitutes an excellent
profession of the young Parisian dandy-littérateur of the 1830s. The

yourg author outraged society by relentlessly ridiculing bourgecis wvalues
such a8 morality and industry: ‘

Le seul plaisir q'un livre me procure eﬁcm:e, c'est
le frisson du couteau d'ivoiré dans ses pages non

\
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ées: c'est une virginité came une autre, et
cela est toujours agréable & prerdre.
Je ne suis rien, Jenefais rien; je ne vis pas, Je

vegete je ne suis pas un homme, je suis une
huitre. 28

Professing not the slightest interest or purpose in life, and seemingly
convinced that {w: is less boring and more agreeable to write a novel than
“to read ome, our author confesses that by default he has chamelled his -
energies into literary pursuits: "Ainsi, n'étan! bon & rizen, pas méme 8
étre; dieu, je fais des préféces .et des contes Eantastiq:qu; .cela n'est
pas si bien que rien, mais c'eét'présque aussi bien, et c'est.quasi
svx"ronyrre n29  In.other prefaces Gautier not crnly systematically mocked
the use of prefaces which he suspected rea.ders never read ("Depuis bien»
longtemps 1'on se recrie sur 1'{nutilité des’ préfaces, et cependant 1'on
fait cd.:jan's des préfaces."30), ‘but he ‘also mocked the act of writing
. itself . ("L'auteur du présent livre . . . fait des vers pour avoir un
prétexte de ne rien faire, et ne fait rien sous prétexte qu'il fait des

vers."31)?

Also characteristic’ of c-}'we pose of the dand}f—littérééeur was the
cavalier, almost insul?ing fashion in which Ga\.'n:ier, on more than one
occasion, addressed his reading public--sometimes as an impersonal
collective "persoru‘wage éminemment respectable dont on a abusé de tant de
rpaniéres,-32 sometimes as a plurelity of !\r/divichml "lecteurs (pluriel
ambitieux)."33 . It would seem that in each reader Gautfer recognised a

potential dolt, for in his manifest:o of Romanticism, the celebrated

, preface to bhdetmiselle de bhupin, he expressed the ﬁish that 'mCre
| lecteur se tienne eveille jusqu'a la fin de cecte-_bienheureuse
préface."34 . ' |

Such a literary attitude or pose exemplified by Gaytier was
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pr\ewlenC among most authors of the period. In Alfred de Musset's long
poem "P;rdoche,b in which the protagonist—an aristocratic dandy ("A
peine / Le spleen le premait-il quatre fois par samim"35)-'—«ccmsiders
committing suicide because of a lost love, the t:a1e; erds rather abruptly
ard frivolously with a simple rhetorical question and answer: "Et que

fit Mardoche?--Pour changer / D'amour, il lui fallut six mols a

voyager."36 In one of his Contes immoraux, Petrus Borel's di sgruntled
and sdcidalhero, "Champavert le lycanthrope,"” spurmns the world and the
reader with "un rire goguena‘rd."37 ~In Prosper Mérimée'_s Le Vase
étrusque, the story of the dandy Saint—Clair, the narrator seemingly
grows impatient with the telling of his tale, and he does not hesitate to
commmicate his boredom by means of anh impertinent interve'ntion directed
at the reader: "On venait de déboucher une autre bouteille de vin de
Champagne ; ‘je"‘laisse au lecteur a en déterminer le mméro. Qu'il lui
suffise de sawvoir qu'on était veru a ce moment . . . i tout le monde
veut ‘parler:é la fois. . . ."38

But the ultimate imperfinence directed at the reader was the

mystifying vocalic "profession de foi par 1'auteur™ printed on the title

page of Charles Lassailly's novel Les Roueries de Trialph, nott;g"

contemporain avant son suicide, published in 1833:

Ah!
Eh! hé?
Hi! hi! hi!
Ch!
Hu! hu! hu! ! hul '
' Profession de foi par 1'auteur.  — 39

Throughout the work Lassatlly also ‘relentlessly satirises the art of

writing. At the very outset of t:hencpel the .narrator mocks - 11 terary
corvention, specifically the purpose of the preface and the role of the
vu.chr:

’ \
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Mon cher lecteur, écoutez-mol, et retenez ceci:
avant de commencer son poéme, il est bon que
l'artiste en prépare les- effets par un morceau
d’ouverture.

Or, prenez ce qui a été écrit déja pour une préface.40

At the end of the novel, the narrator wearily confesses that he 'bas
become utterly bored with his literary enterprise:

Je pourrais étaler ici une tartine d'épithétes sur
ce sujet mgnifique de la mer o je me plonge vivant;
mais je suis las des atrocités que j'ai composées, et
je ne demande qu'd me débarrasser de ce fdrdeau
pesant.

A la mer, & la mer, le Trialph!“l

Jules Barbey d'Aurevilly also adopted a Byronic pose in his early
writings. Shortly after the appearance of Musset's "Mardoche" (1830) ard .

Gautier's "Albertus" (1832), Barbey camposed La Bague d'Amnibal, which

was not published until 1842, and then in serial form. In evident ~
admiration of Byron, Barbey referred to his tale as "mon conte de Beppo,
ou plutdt de Beppa."2Z The dandy in the first tale which Barbey wrote,
Le Cachet d'onyi, car.posed in 1831, was obviously'irspired by another

great dardy of the age, Count Alfred d'Orsay. The story was urdeubtedly
deemed to be too outrageous for publication_, and consequently was noc‘
_published until 1919. But the shocking and unexpected conclusion of the
tale, worthy indeed of de Sade, situates it clearly within the traditic;n
of literary dardyism in the 1830.5:

"Tu m'appartiens,--dit-il & wvoix basse,-—et depuis
longtemps je ne veux plus de tol. Tu es déshonorée.
Je t'al mis une empreinte au front. FEh bien, pour *
que tu ne soifs jamais a& d'autres, tu seras encore
marquée aflleurs.” -

I1 prit sur la table a écrire.la cire argent et .
azur et un cachet. Jamais bourreau ne s'était servi
d'instruments plus mignons. Lé cachet, ou était
artistement gravée une mystérieuse devise d'amour,
était un superbe onyx que lul, Dorsay, avait domé &
Hortenge dans un tempe ou la devise ne mentait pas.

WI] présenta 4 la flamme de la bougie la cire
qodorance, qui se fordit toute bouillomnante, et dont




{1 fit tomber les gouttes étincelantes 1a ol 1l'amour
avait épulsé tout ce qu'il avait de nectar et de
parfums.

La victime poussa un cri d'asgonie et se souleva
pour retomber. Dorsay, intrépide et la main assureée,
imprima sur la cire bleue et pailletée qui
s 'enf t dans les chairs brilées le charmant
cachet a la devise d'amour!43

As had been the case earlier in English letters, a form of satanism
was also a theme or an aspeét camon to the literary dandyism of the
1830s in France. Gautier for example spoke of a "Belzebuth dandy"® in
his poem "Albertus,"” and Lassailly in his novel speaks of Trialph as the
;'favori du Diable" and of Satan as the "protecteur de Trialph."45 In
1837 Frédéric Soulié published Les Mémoires du diable, and Barbey

d'Aurevilly would later group a collection of stories urdew’ the general
title Les Diaboliques. Themes of Luciferian rewolt, the fantasgic,

horror, death, despair and suicide were quite cammonplace in these works,

and hence literary darmdylsm overlapped "le romantisme noir" or "le
frénétisme™ of the ea-rly nineteerith century. 46

~ As we have seen in the preceding pages, literary dandyism dominated
French letters throughout the 1830s and into the 1840s: firstly in the
sense that the dandy apgeared as a chafacter in works of literature—-in
the novels of Balzac*/ and Sue, in the short stories of Mérimée and
Barbey d'Aurevilly; and’ secor’dly in the sense that dandyism had now come

to take on a specific stylistic commotation. To recapituldte, the -

principal stylistiq characteristics of literary dandyism during this
period might be ;umnrised as follows: shocking subjects and:thsnes; a
penchant for mystification on the part of the author; the impertinent
tone and larguage'in which the author-narrator addressed his reader; the
apparent indifference which he revealed for his themes and his
characters; - the - fronic distanc? from which he viewed the role of the

| L
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reade'r, his own role as story teller, and the purpose and nature of his
art in general.

On the whole, the reaction of critics to the earliest manifestations
of literarv dandyism was to evaluate such works as little more than
exercises in frivolity, {f not outright bad taste. In his review

published in 1830 of Alfred de Musset's Contes d'Espagne et d'ltalie,

Désiré Nisard judged the young poet's work to be flawed by a certain kind
of dardyism:

(Alfred de Musset] aime mieux qu'on le croie roué
qu'imocent; mais, malgré lul, sa jeumesse fleurie et
sa fralche nation le trahissent, et j'ai bien
peur que ce maltre libertin de vingt ans n'ait pas
réussi aupres des gens d'expérience a se faire croire
tout & fait -mauyais sujet. Dans un poéte du
caractére et du génie de lord Byron, la rouerie méme
a de la grandeur, parce qu'elle cache un mépris
profond de 1'tumanité, et qu'elle est la réaction
naturelle d'un homme irrite et fort, contre une
société qui ne veut pas de ses vices au prix méme de
sa gloire. .Dems un jeune hame, ce n'est que du
dandisme.48

In 1832, in his review of Paul de Musset's novel La Table de nuit, H.C.

de Saint-Michel was the first to use .the specific term "dandysme
littéraire” and the first to define the phenomenon almost as a genre:

Ce toman appartient 4 1l'école du dardysme littéraire.

Il y a de l'esprit dans cette école, un grand

penchant pour la moquerie, une sorte d'analyse

® superficielle des passions et des caractéres qui ne

manque pas de gridce, une certaine prédilection pour
les héros & bonnes fortunes et les héroines ‘
coquettes; une affectation prononcée de parler .

parties fines, cablnet particulier au cabaret, vin de

. champagne, cigarites (sic], musique’ italienne,

chasse, . chevaux, etc., etc., un peu de crudité, du

cynisme méme dans certains passages; un tén de

frivolité enfin jouant assez bien l'aisance du grand
seigneur qui n'écrit que par oisiveteé. ‘

The . following year, in & brief review of Paul de Musset's novel Samuel,
~ Saint-Michel gave yet a further precision to his definition of the new
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Le li€té est tout juste l'oppose de ce

1 sme es poésies et la prose de M. ¢
trus Borel sont le type. Samuel, dans sa préface

adressée aux dames et aux }eunes gens, joue

admirablement 1'insouciance du dandy qui daigne

laisser un moment sa cravache pour saisir la plume et

écrire un conte % milieu d'un nuage de cigarres

[sic] de la Havane. a

’i‘r\e"editorial of the first number of .L'Europe littéraire, which came out
in March of 1833, was p.articularly hostile to the school of literary
dardyisn. The author of the article spoke of,"la nﬁssim sociale du
talent et des lettres,” and called for a new and more dignified literary
movement to replace the literary damdyism "qui marqua ces demiéres
amnées.” And he continued: "{T]achons de parler une langue vigoureuse
et pi'é_cise. Quitto;ns 1'immobilité le mouvement, et, sans brusquer’
la convenance et le bon gott, n'af::jms plus les formes énervées du
dardisme ., "5%

Nor did the phencmeron of literary darndyism escape the vituperative
pen of Balzac. As eaxly as 1829, in his introduction to P\'\ysiolc.;gie du
mariage, Balzac implied that the reading public had begun to succumb to a

certain style of writing. "Aujourd hui,” he camplained, "nous prenons un

3

}1vz:e bien plus pour la fagon que pour l'étoffe.f'52 ~ In an article

81

entitled "De la mode en littérature,” published in La Mode in May of

. 1830, Balzac further noted the presence of an insidious code which had

permeated the realm of letters in the capital. "BEn littérature, pous
avons m'jmnd'hn,'f he wrote., "une sorte d'étiquette a laguelle doiveht-
se soumettre la persomne h\t le livre d'un auteur.">3 In his preface to
thefirsteditimofhi’émded'@g_ which appeared in 1831, he

railed against such an 'etiq#tte" which gave rise, for .example, to the
mpertimnces « « « de tant de Ef_aciers, ard he furthermore qualified



. .
the literatuwe of the period in gemeral as "notre vandalisme actuel .
)

ol les auteurs [se tiemnent] toujours droits et raides."¥ This rigidity
which had permeated mot only literature but all aspects of life in
general, was, as Balzac fumed and ranted, every bit as ubiquitous as was
"bougran" in the year 1830: '

En effet, dans l'état actuel des choses, la bourrure
des habits n'est point un fait isolé, sans analogie,
elle me semble avoir sa cause dans un fait général du
meme genre, dans une certaine roideur qu'on remarque
de toute part autour de nous, dans les moeurs, dans
. les lettres, dans les arts. Cette grosse toile
gommée qui -sert & rendre si ferme nos revers
d'habits, s'appelle en langue technique, du M
c'est le . qul domne aux choses sinpeset
aisées en elles-memes une roideur artificielle. Eh
bien! de tous cotés, sous mille noms, sous mille
- formes différentes, nous retrouvons le bougran .
bougran moral . . bougran constitutiomel . .
bon..granphi};osophiq.le . . . bougran dramatique . . .
bougran académique . . . bougran de la peinture. :

What Balzac had so disparagingly termed literary "bougran" the
anomymous author of an 1833 review of Gautier's "Albertus" described as a

sort of "atonie lache ‘et molle, . . . la nonchalance et le dandysme le

plus camplet, le plus douteux, le plus dédaigneux, le:plus m n56

In reply to such aocusations Gautier himself declared war on critics and
jourmalists 1n his 1834 preface to Mademoiselle de Maupin;

i

- Ne serait-ce pas quelque chose a faire e la
critique des critiques? car ces grands dégolGtes, qui
font tant les superbes et les difficiles, sont loin
d'avoir 1'infaillibilité de notre saint pere. Il y
aurait de quoi remplir un jowrnal quotidien et du
plus gramd format. Leurs bévues historiques ou
autres, leurs citations controuvées, leurs fautes de
“frangais, leurs plagiats, leur radotage, leurs
plaisanteries rebattues et de mauvais gotit, leur
pauvreté d'idées, leur manque d'intelligence et de
tact, Seur ignorance des choses les plus simples.

Just as critics categorised authors and their works, so Gautier




classified critics throughout his preface: virtuous critics, moral
.critics, utilitarian critics, progressive critics, blasé critics, critics
of the future for wham oﬁly prospective works could possibly be pramising
or mrthwhile—aib of wham Gautier dismissed as "pieux feuilletonistes,
qu'effarouchent les ouvrages nouveaux et romantiques."® Although he
himself would later become a renowned jourmalist and critic, "Gautier
explained that "1l'antipathie naturelle du critique contre le poéte" was a
result of hypocrisy and envy on the part of the critic, for the simple
reason that, as Gautier claimed-wim pointed exaggeration, most critics
were failed poets.>d

-

As Deriége observed in his satirical Physiologie du lion, the

dispute between critic and dandy-littérateur contimued into the 1840s, by
which time the "dandy" had given way to the "lion":

Certains lions littéraires bravent cependant la
critique, et lancent hardiment leurs livres & travers
la société. Et vraiment ces représentans du monde
fashionable ne réussissent pas trop mal. Les femmes °
recherchent avec curiosité les ouvrages de .ges
scélérats .enchanteurs; elles aiment les .allures
indépendantes de leur style, et jusqu'a ces titres
cavaliers qu'ils semblent écrire du boutwde 1
cravache sur la couvertire jaune paille de 1'in-8°.
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"La réalité du Dardysme est husmaine,
sociale, et spirituelle."”

--Barbey d'Aurevilly, Du dandysse
et de George Brummell

CHAPTER IV
THE APOLOGIA OF LITERARY DANDYISM IN FRANCE

Behind the supercilious mask of literarv darndvism in France as it
developed throughout the 1830s and into the 1840s, there evolved as well
a more serious facet of the phenomenon--a gemuine concerm for questions
of art and aesthetics. ™ers 1832, wme nauvelle concep.tion du dandysme
prit forme," writes Prevost. "Elle eut son origine dans le Petit
Cénacle, dont les membres, selon Gautier, haissajient et repoussaient
autant que possi.ble ce .qu'Hm'ace appelait le profane vulgaire."!

Not onlv for the "Petit Cémacle," but for manv authors of the period
the question of :ulgarity alsn applied to literary matters. Sterdhal, as
Hubert Juin has noted, "a trés présent a l'ame la mediocrité de son
époque,”2 and one indéed,hears the voice of Sterndhal himself .intoning
through that of his char;acter Francols Cenci: "'Comment étonnerai-je mes
sots contemporains? Corment pourrais-je me dommer le plaisir si vif de

me sentir different de tout ce vulgaire?'"-3 A8 we have already noted,

Sterdhal explicitly separated himself and his art ‘from the wulgar massés

bv de&itc‘eing works "to the happy few."® Some authors difl however verge

on a tvpe of wilgarity, as Gautier implied in his Histoire du romantisme
when reminiscing about the literary disputes of the early thirties: \

Pour nous le monde se divisait en flambo s et en
grisf¥res, les uns objet de notre amourr, Tes autres de
notre aversion. . . . Grisatre avait aussi des acceptions
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littéraires dans notre pensée: Diderot était um
flamboyant, Voltaire un grisdtre, de méme que Rubens et
Poussin.

GCautier in his ved vest was of caurse one of the "flamboyants,” ard for
him literarv dardyism also was flamboyant in the sense that it opened uwp
a new mode of aesthetic and artistic statement, a new mode of expressing

sensitivity and creativity. In Le Roman de la momie he wrote that "le

pouvoir de la beauté est sans bormes, 1'étrangeté fait nalitre 1le

caprice,"® and in Medemoiselle de Maupin the -power of beauty and -the

strangeness of the ‘unexpected cambine to ac_tivétt“fhe highly refined.

sensitivity of d'Albert, elevating him to a state of spiritual ecstasy

‘arnd artistic reverie:

Je ne pensais pas, je ne révals pas, j'étals eonfondu
avec la nature qul m'environnait, je me sentais
frissormer avec le feuillage, miroiter avec 1l'eau,
reluire avec le rayon, m'épanouir avec la fleur.
.o Alors le rossignol, qui probablement .
n'attendait que cet instant pour commencer 4 chanter,
fit "jaillir de sorm petit gosier une note tellement
aigue et éclatante qué je l'enterdis par la poitrine
autant que par les oreilles. Le son se répandit
subitement dans ce ciel cristallin, vide de bruits,
et y fit une atmosphére harmonieuse, les autres
notes qui le suivirent voltigeaient en ttant des
atles. Je camprenais parfaitement ce qu®il disait,
come si j'eusse eu le secret dul ge des oiseaux.
. . . Je n'essayerai pas de te décrire sa beauté.
Il est des choses auxquelles les mots se refusent.
Conment dire 1'indicible? comment peindre ce qui n'a
ni forme ni coulew?®? _coment noter une voix sans
timbre et sans parolps?7 ’

.

Interestingly, Gautier's Medemoiselle de Maupin, and Lassailly's ‘_ng

Roueries de Trialph as well, were both Iiterary imnovations fram a

structural poinc’/o{)vim. Unlike the limear construction and realism in

®ihe works of Balzac an Wgo, for example, the concerms of plot, setting,

»

. K
character, time and reaiity--fragmentary, unfixed, often vague ard
incomplete in both ‘of these novels—are superseded by the undulations of

»
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the reverie of the artist and the erdeavour to articulate the oreiric.
But it was Théophile Dondev who first explicitly associated dandyism

with artistic reverie and ecstasy, in his poem entitled "Dardysme" which

dates from 1831 and which was published two vears later {n his collection

of poems Feu et flame: ¢

Je savoure a loisir les sourdes voluptés

Que la nature envoie a mes nerfs enchantés.
Les émanations des feuilles et des tiges .
M! enveloppent le oor'ps d'un réseau de vertiges

Von etre interieur me senble en c manent

Une 1le orientale aux palais magniliques,

04 dewux grards magiciens, athlétes pacifiques,
Font, sous 1'ceil d'une fée, assaut d'enchantement.8

As though te justify the comception of art which Dondey's poem and
t‘;is own works exemplified, Gautier permned the following apology in the
p-r‘eface to "Albertus," p;.lblished in 1832:

A quol cela sert-{1? -- Cela .sert a étre beau. ~

N'est-ce pas assez? comme les fleurs, comme les
parfuns comme les oiseaux, comme tout ce que 1'hamme

n'a py détourner et’ depraver a son usage. . . . Tout
l'art est la. -- Ll'art, c'est la liberté, le lLuxe;
1'efflorescence, c'est 1'épanouissement de l'ame dans
l'oisiveté. . . . Il y a et {1 y aura toujours des

dmes artistes a qui les tableaux d'Ingres et de
Delacroix, les aquarelles de Boulanger et de Decamps
‘sembleront plus utiles que les chemins de fer et les
- bateaux a vapeur.9
In this iight literary dardyism became much more than a simple attempt to
"épater le bourgeois"; it became an expression of defiance and spiritual
revolt in an age of growing utilitarianism.” In the celebrated prefacd to

Maderpiselle de Maupin, Gautfer addres;ed the d}chotcmy between "l{tile"

and "beau" in even greater detail and with greater vehemence:

Utilité: quel est ce mot, et a quol s'applique-t-i1?

. [J]e me passerais plus volontiers de bottes que
de poemes . + . Rien de ce qui est beau n'est
indispensable 4 la vie. . . . Il n'y a de vraiment
beau que ce qui ne peut servir 4 rien; tout ce qd
est utile est laid, car c'est l'expression de quelque
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besocin, et ceux de l'homme sont ignobles .et
dégoitants, came sa pauwre et infirme nature.--
L'endroit le plus utile d'une maison, ce sont les
latrines.10

Out of such a stance grew Gautier's philosophy of "l'art pour l'art”
thch was much more than an aesthetic statement; it was as well a
statement with social and political ramifications--ramifications which
were clearly perceived bv the author of a review of Gautier's Fortunio,
who saw in the works of Gautier "l'expression de ce dandysme nouveau”:

.. _ Un mépris systématique et souverain pour les idées,
" les sentimens, les habitudes et les convenances
- wvulgaires, un profond dégolit de la vie réelle et de
“ses étroites limites, lé réve d'une existence plus .
large au moyen de combinaisons -metérielles plus '
_ hardies, tel est le fond de cette nouvelle sagesse
dont Fortunio nous paralt jusqu’'a ce jour le

programmé le plus camplet.ll

“n[Lle dandysme," " continued the reviewer, "d'lmwgeéitd de corditioms; il

quittait la sphére des réalités pour entrer dans le domaine de

1'intelligerce."l2 “Thé key word here is "intelligence"--an attribute.

L)

which critics of the period rarely if ever corceded to literary dancb.rism,
but the use of which was markedly significant in that literary dardyism
was now gradually éorgaing to be considered as a serious literary

A Y
erdeavour.

-

Oddly enough, even Honoré de Balzac lauded the intelligence of the *
artist-—of that special "oisif" who might be termed a dandy-littératewr—
in the most ambftious and the longest of the articles which he published
in 1830, Traité de la vie elégante: "L'artiste est ‘toujo.n'.s grard. Il a

. une élégance et- une vie a lui, parce que chez luf tout refléte son

intelligence et sa gloire."l3 Although never fully completed, Traité de
la vte—élégante is a cogent hnd curiously seriocus work in which Balzac

articulated the necessity and the importance.of elegance—in costume,



marmers and metaphysics--for the new bourgeois society of France.

Despite the sweeping social changes brought about by the Rewolution of
1789, the society of 1830 consisted, according to Balzac, of three
distinct classes:
L'homme qui travaille,
L'homme qui pense .
LMﬂ'Equinefaitriemu* ) -
These three classes corresporded to three modes of exigtence:
1. La vie occupée .

2. Lla vie 4d' artiste
3. la vie élégante. is

Th'ese socia.l_ Vclhasses might-dthenrise ‘be defined by the mamner in which
each conceived of the concepts gf work and rest, as —;:;prvessed in the
fir;t four aphorisms in Balzac's treatise: ‘
I
‘Le but de.la vie civilisée ou sauvage est le repos.

II

4

Le repos absolu produit le spleen.
ITI

La vie élégante est, dans une large acception du
terme, l'art d'animer le repos.

v

L'homme habitué au travail ne peut ccmprrerd're la
vie eleganCe 16

Now the artist is an exception among men, for he alone can flucb.IaCe at
Wil between "1 ‘homme occupe and "l'oisif":

L'artiste est une exception: son ofsiveté est un ,
travail, et son travail est un repos; il est élégant

et neglige tour 4 tour. . . . Qu'il s'occupe a ne

rien faire ou médite un d'sef—d'oeuvre sans paraitre

occupé . . . il est tou jours lfcpression d'une

grande pensée et domine la societe

This fs in essence a definition of the darﬂy-litté'rateur of the
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1830s, although Balzac categorically refused to equate elegance with
dardyism, or the artist ("1'homme qui pense"l8) with the dandy (™un étre
pensant? . . . jamais™9), Indeed, Balzac avoided using the terws

"dandy" and "dandyvsme" throughout his treatise. Even during the

imaginary interview with Brummell in the third chapter of the’work, the _

Beau i{s never referred to as & dardy. As we have seen previously, the
dandvism 6f the early 1830s in France was generally characterised by
superftcial displays of friwvelity, gross extravaganzas of dress and
blatant egoism. Thus, on the sole occasion when Balzac mentions dardyism
in his Traité, he does so only in the most disparaging terms:
8 XXIX
Le Dardysme est une hérésie de la vie élégante.
En effet le Dardysme est une affectation de la mode.
En de faisant Dardy, un homme devient un meuble de
boudoir, un mamequin extrémement irgenieux qui peut
seposersurmchevalmsurmcaxnpe, qui mord ou
téte habilement le bout d'une came; mais un étre
pensant? ... . jamais. L'hame qui ne voit que la
mode dans la mode est un sot. La vie élegante
n'exclut ni la pensée, ni la science; elle les
consacre. Elle ne d8it pas apprendre "seulement &
Jouir du temps, mais & 1'employer dans un ordre
d'idées extremment élevé. 20
Balzac's denigration and rejection of the word "dandysme" in his treatise
may be viewed as but a question of semantics, for his close analysis of
- 2 .
"la vie élégante" is an earnest examination of the more serious aspects
of a phenomenon which first Barbey d'Aurevilly and then Baudelaire would
define as the philosophy and, indeed, the religion of dandyism.
* Furthermore, in associating the notion of elegance with the role of the
L ]
artist, Balzac was exploring the more sericus aspects of literary
dandyism before the letter. (Saint-Michel first spoke of "dandysme

liitt_éraire" in 183221), as evidenced by his discussion of the far-
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reaching effects, and hence the importance, of fashion and elegance:

Alors dans notre société les différences ont disparu: 4
il n'v a plus que des ruances. Aussi, le savoir-
vivre, 1'élégance des maniéres, le je ne sais ‘quoi,
fruit d'une é&ducation compléte, forment la seule
barriére qui sépare l'oisif, de l'homme occupé. S'il
existe un privilége, il dérive de la supériorité
morale. . . . Aussi, en dictant les loils de
1'elégance, la mode embrasse-t-elle tous les arts.
Elle est le principe des oeuvres came des ouvrages.
. . (Ellle fait les réwolutions de la musique, des
lettres, du dessin et de l'architecture. Or, un
traité de la vie élégante, étant la réunion des
principes incommutables qui doivent diriger 1la
mani festation de notre pensée par la vie extéri?écre,
est en quelque sorte la métaphysique des choses.

"Un ordre d'idées extrémement éleve,§ "la supériorité morale,” "la
métaphysic@e des choses"--these are indeed quite new and profound, even
spiritual claims for dandyism, especially coming from‘:he pen of a writer
who always so accurately and ruthlessly revealed much of the superficial
silliness of dandies and dandyism. Before Barbey and before Baudelaire,
Balzac recognised in "la.toilette" a succinct expression of "l'hamme avec
ses opinions politiques, 1'homme avec le texte de son existernce, 1'homme
hiéroglyphié."23 " He was, then, arrang the very first to intimate a
comnexion between elegance and art, between dandyism and spirituality.

In 1836, six vears after the publication-of Traité de la vie

élégante, mmdd‘thény published an article entitled "Le Roi de la mode"
which was one of the first serious attempts in France to elaborate a
theory of'ta'éndyism. In European dandyism he saw a unique, complex and
spiritual undertaking of the highest order:

I1 faut bien se rerndre compte d'ailleurs de ce qu'il
entre d'élémens et de conditions dans cette existence
incomparable qu'on appelle le dardisme, qualification
incompléte et avilie aujourd il . . . L'empire du
dardisme est exclusif et absorbe toutes les faculteés
de ses adeptes. C'est peut-étre pour cela qu'il est
le premier de tous lespcuvoirs et que tant de

ont passé leur vie & l'ambittomer. . . . [Pjour
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remplir d.ignez&t la mission du dandisme, {1 {faut)

surtout l'instinct divin, le sceau de la.

préde'stination
Althov.éh Frémy describes dandvism as a highly inteliectual pursuit ("l'un
des plus hauts emplois que l'hemme puisse faire de ses facultés™23), he
curiously did not include the artist in his theory of dandyism. "L'homme
qui écrit, qui remue des phrases et des passions, sera nécessairement
1'antipode du dandv,” he wrote. "Il en est de méme de celui qui excelle
dans un art quelconque. . .26 |

In 1844, the year following the publication of Barbey d'Aurevilly's

article "De l'élégance,” Eugéne Chapus published a volume entitled

Théorie de l'élégance. As though to dissociate his study fram the

frivolous guides and mamials on practical dandyism which appeared in the
late 1820s, such as those published by Hilaire in 1826 and 1827, Chapus
declared the serious intention of his work fram the outset: "On
n'enseigne pas l'élégance, on l'aime, on la voit, on la comprend
d'intuition, ‘on se 1'approprie, malis on n'en regoit pas de 1e<;ons.”27
For Chapus, as for Balzac and Frémy, there was a definite correlation
between elegance and civilisation. ™De tout temps les peuples qui ont
été les moins élégamment habillés ont été les plus arriérés en
civilisation,” he wrote. "(L]e cont:rairé a lieu chez tous ceux qui,
comme les Grecs, se sont avancés dans le perfectiommement de 1'esprit
humain."28  In addition Chapus_'s work did not fail to emphasise a
cardinal temet of vestimentary and literary dandyism alike: "la théorie
des couleurs®® and "les parfums"3C were as essential to Chapus's theory
of elegance as they would later be to the poetic theories of Baudelaire,
the gymbolist poets amd Huysmans.

Of all the apologists of damdyism, not only as a social but as a
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literarv and philoscphical phenomenon as well, Jules Barbey d'Aurevilly
was unquestionablyv cne of the most eloquent. Composed by 1844 and first
mublished {n 1845, his Du dardvsme et de George Brummell was the first

concerted, serious attempt {n France tq set down a philosophy of
dandyism, and the work would exert great influence on generations of
writers after Barbey.
Fram the time of his arrival in'Paris in the eédrly 1830s, where he
¢

was obliged to become a jourmalist to support himself, Barbey led the
life of a dardy to the extent that his finances would permit. The first
two of his Memoranda, which cover the pericd from August 1836 to Jaruary
1839, contain aburdant details of his early dardyism:

Commandé aussi des boutons d'acier fin ciselé pour un

gilet de veélours noir, sublime invention qui doit me €

faire plus d'homnmeur que n'importe quelle découverte

scientifique. . . .31 °

~

- Levé a huit heures. -- Essa'yé'un pantalon et cammandé

une redingote, affairgs graves, choses presque
. religleuses. ' -
""Barbev cherchait! constamment a étommer, a produire de l'effet,-a
'épater le bourgeois,' comme on dit," reports Boulenger.33 And indeed,
in his _journal Barbey revels in recounting his sirgular adventurés:
proving to a lady that he was "plus mince sans corset qu'elle avec le
sien,"3 being arrested for spending an entire night writing letters "sur

le divan de deux catins,"35 creating a scandal at a Christmas dirmer by

eating "du gigot parfaitement cru, avec un appéetit de carmnibale."36

Barbey was particfularly pleased to be viewed as a sensitive and refined

mystificator. "A dit de moi," he wrofe in his-journal, "que j'étais un

beau palais dans lequel il y a un labyrinthe. . . . {Lle mot est’

Y
remarquable et me plait."37 :

Despite the self-indulgences of his early years in Paris, Barbey did

.
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view dandyism seriously. "C'est le cOté intellectuel et nuancé de
1'élégance du dardysme qui l'intéresse,"” Elizabeth Creed has affirmed.38
He deplored the fact that many ‘of those who had masqueraded as dandies
were little better than "des jockeys et des fouetteurs de chiens,"39 and
he stressed vehemently that "le Dandysme n'est pas l'art brutal de mettre
une cravate."®0 In this respect, he felt th:at Carlyle in particular had
completely mistaken the true mature of dardyism in viewing it to be a
mere philosophy of clothes. Quite to the contrary, Barbey asserted that
"la réalité du Dardysme est humaine, sociale et spirituelle.™l He
further took Carlyle to task for having omitted "le Héros Dandy" from his

gallery of great men portrayed in On Heroes and Hero Worship. " Mlais il

1'a oublié," Barbey wryly surmised.4Z
In 1853 he once again came to the defence of dandyism by contesting
Balzac's summary judgement of the dardy in Traité de la vie élégante:

"En se faisant Dandy, un homme devient un meuble de toudoir . . . mais un
étre pensant? . . . jamais."43  In his review of the 1853 edition of
Balzac's treatise, Barbey wrote:

Eh bien, Stendhal avait peint le dardysme en homme
qui, sous les {impertinences de l'attitude, en
comprenait la profondeur! lihfine pour citer Balzdc
lul-méme a Balzac, les tétes les plus étomantes de
la Comédie humaine, celles dans lesquelles il a versé
Ie plus d"intelligence, sont des tétes de dardys.%4

Contrary to Balzac's opinion, Barbey reaffirmed that one could not make
oneself into a dardy: "On ne se fait pas Brummell. On l'est cu on ne
l'est pas."“5 But what kind of man then was a dandy? As early as 1838
Barbey had reflected on "la différence qu'il y a entre un homme supérieur
et un homme ordinaire.™® By 1845 he clearly viewed the dardy, in a

word, as "1'homme Supérieur™®’--mun homme qui porte en lul quelqge chose

de supérieur au monde visible."48 7
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Barbev's studv of Brummell was generally well received by the
critics of the period, who considered it to be a serious work. In 1845

Fdelestand Du Méril wrote of it:

les choses les plus frivoles ont leur coté sérieux;

le tout est de 1l'apercevoir, de savoir remonter aux

causes et pénétrer au coeur de la réalité. Pour la

plupart des moralistes,>le dandysme est une fatuite

malveillante et un ridicule. M. Barbey d'Aurevilly

ne s'est point condarmmé a tournmer machinalement

autour de ce lieu-commumn. . . . (Sla peinture du

dardysme est tres fine et étudiée con amore. . . .48

In his review of the 1861 edition of the work, Paul de Saint-Victor

suxdged the book to be "sérieux sous une forme étincelante et légére.">0

Barbey himself maintained that his book was "aussi sérieux que tout autre
livre d'histoire."51

In terms of the history of French letters the work was indeed a

landmark, for it was largelv due to the influence of Barbey and his

"Strange Book ™32 that, as Mcers states, "French dardyism achieved

intellectual maturity.”23 For Barbey, as we have seen, dandyism was an
artistic, intellectual and spiritual matte'r—:far removed from what it had
started out 4s in the 1820s. Thus, In Elizabeth Creed's assessment,
Barbey marked "la transition entre le n.arcissisrre“: . . et le ciardysme
purement 1.,1'1t:e1lcs:ct:L@\xe].."5‘6 Furthermore, the literary dandyism'ﬁf Barbey
d'Aurevilly was to have a profourd effect upon French letters in the

years following the publication of Du dgndysme et de George Brummell--a

work particularly admired by Baudelaire. Describing the dandy as
"l'homme supérieur,"35 linking dardyism and "élégance" to "la fantaisie
et ,l'imagination, de la partie mobile de nos facultés,"36 defining
dandyism as an anti-bourgeois attitude, giving dandyism a serious
literary expression: in these ways the dardyism of Barbey d'Aurevilly—

the "ap6tre"57 of dandyism in France—was indeed precursory to the
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evolution of the intellectual, interior ard profaurdly spiritual dardyism

of Baudelaire--"le prétre du Dardysme.">8
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"Ma jeunesse ne fut qu'un ténébreux orage,
Traversé ¢a et la par de brillants
soleils.”

— Baudelaire, "L'Ermemdi”

CHAPTER I
THE FORMATIVE YEARS
A. "ln dandv précoce": 1821-1831

Charles-Plerre Baudelaire was born in Paris at 13, rue
Hautefeuille on 9 April 1821. "Little is known of the éarly years of his
mother. Carocline Archimbeut Dufays, who was bom ir:n London in 1793,
"fille d'un officlier émigré a Londres perdant la Révolution."! She had
been brought back to France as a child, and she became an orphan at the
age of seven when her mothér died in Paris on 23 Nove%er 1800.2
Thereafter Caroline was raised with the fami_ly of her guardian, Plerre
Pérignon. A pemniless orphan and aloné in the world,- Caroline in her
nd.d-cx;enties was long past ker maidenly prime. She waslundoubtedly
resc_.ued from a 1ife of poverty ard lmelinesS by her marriage on 9
September 1819, to a man more tharn twice her age, Joseph-Frangois
Baudelaire. N |

Francois Baudelaire was born in 1759. It has generally been .
.consider,ed that Baudelaire's alaim:* "™Moi, fils d'un prétre"3 was little
more c‘han 'a fanciful mystification- or a desire to shock his
contemporaries. ..But Marcel Ruff has cqw.incingly demonstrated that the
.yang Baudelaire was ra;\sed in a Jansenist erviroment® and furthermore
that Frangols Baudelaire was ordained a priest {n 1783 or 1784: "Il n'y
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a ;as de doute que Frangois Baudelaire avait été ordomé prétre."d
However, at the height of the Rewolution in 1793, he renounced the
priesthecod, and later Citizen Baudelaire sought employment "dans les
hureaux de 1'instruction px;blique."6\

Refore the Revolution, and Mfesh fram his studies, Frangois
Baudelaire's first post was that of tutor to the 'sons of the Duc de
Choiseul-Praslin, in whose house he met the liberal-minded aristoc-racy of
the dav--~eonle such as Cahanis, Condm‘cer and %adame Helvéetius. He also
fremxented painters such as Na‘geon, Regnault, Prud'hon, and he was
comewhat of ‘an amateur painter and poet himself. . Hargely due to the
{nfluence .of the Choiseul family, he held a succession of administrative
rosts imder the Consulate and the Empire. He married i.n 1797, and his
son, Claude-Alphonse Baudelaire, was born in 1805. HisAwife died in
1814, and In i819 when he married Caroline he had a considerable estate
and was ]i&'{ng in rjeti:ren\ent on an adequate pensi:on. .

This, then, was the enviromment into which Charles Baudelaire was
horn in 1821. His father was an erudite man of sixty-two, é vestige of
eighteenth-century sensitivities and tastes, an a.mateu;' of the arts, a

N

di'stinguished and well-mammered gentleman. His mother was a young woman

——

of twentyv-eicht. In a long letter which she sent to Charles Asselineau
on 24 March 1868, Baudeiaire's mother wrote forﬁly of her first meeting
with Francois Baudelaire and of the six and a half years which she and
her first husband shared together' |

M. Baudelaire était un homme trés distingué, sous
tous les rapports, avec des maniéres exquises, tout &
fait at‘istocrati@:es . . . Llorsque j'ai conru M.

Baudelaire, c'était chez M. Perignon, mon tuteur,.
chez qud j'al été élevee. . . . Ce vteillard (i1 me
paraissait vieux--j' étais si jeune!—avec ses cheveux
gris frisés et ses sourcils noirs comme de 1'ébéne)
me plaisait par son esprit si original. . . . 51 le
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~ pére Baudelaire await v:u grardir son fils, il ne se
3 serait certes pas opposé & sa vocation d' de
' lettres, lul qul était passi70rne pour la littérature
et qui avait le golt si pur!
d Apart from these dewails, little factual evidence of Baudelaire's
early childhood and vouth was known, until recently. Let us first tum
our attention to Baudelaire's life up to the death of his father in 1827.
Following the death of Framgois Baudelaire, the inventory of the
Baudelaire household at 13, rue Hautefeuille, lists several paintings,
v princ's, sculptures, even a m:)dgl ship~-objects which must have exerted a
. . i
powerful visual influence upon the voung Baudelaire during the first six

-

vears of his life, as he himself has {ndicated in the Salon de 1859:

"Trés jeunes, mes yeux remplis d'images peintes et gravées n'avaient
jamais pu se rassasier,"8 and also in an autobiographical note: "Goit
permanent depuis l'enfance,de toutes les représentations plastiques".d-

Such an influerce also elucidates in part an entry in Mon coeur mis a mu:

. "Glorifier le culte des images (ma grande, mon unique, ma primitive
passion) "10  The wvisual experietme is without cpestion an extremely
inportanl element of Beudelaire s aesthetics, particularly important when
one considers that he wrote some of the most important and most
perceptive art critictsm of the nineteenth century. Indeed, Robert T.
Cargo has found that, if the singular and plural forms are cambined, the

most frequently occurring noun in Les Fleurs du Mal is the noun "oeil."ll
In his article "L'Oeil de Baudelaire," Marcel Ruff maintains that all of
Baudelaire's sensations are subordinated to "le regard":

Baudelaire s'éveille & la vie par le regard. .
Tableaux, gouaches. gravures, platres, au nanbre
d'une centaine, s'imposent de toutes parts a sa
vision dans le logeuent de quatre a cinq piéces ou {1
passe sés premiéres amnées. . . . Cette source
- originelle, jamais oubuee, est celle a laquelle il
- reviendra inlassablement s'abreuver, cedant au double




attrait d'ure satisfaciton esthétique et de l'enfance

retrouvee. Son attachement aux arts plastiques

pourrait bien étre une forme de fidelité a cette

enfance et 4 la mémoire de son pére.l2

In the room in which Baudelaire lived as a child, Jean Adhémar

relates that there were "ume petite to}}ette a glace, et un porte-
musique,” as well as other items of fumniture designed for a child—all
0f which indicated that Baudelaire's parerks sought to stimulate the
imagination and the natural curiosity of their son:
Les petits meubles prouvent une certaine éisance des
parents, et aussi une grande sollicitude; on volit
Frangois Baudelaire et sa femme tenaient & creer
autour de leur fils yn univers a sa taille, et gu'ili
ne cherchaient pas a en faire un homme avant 1'age.l
One easilv imagines that it is in this childhood roam, or universe, that
Bawdelaire's great long poem "Le Voyage" opens: "Pour I'enfant, amourewux
de cartes et d'estampes,- / L'univers est agal a son vaste appétit."l4
Frangois Baudeia\ife painted in this ,same room, and it was there that he
had his librarv, the memory of which Baudelaire ewokes in "La Voix,"
first nublished in 1861: ‘

Mon berceau s'adossait a la bibliotheque,
Babel sambre, o raman, science, fabliau,
Tout, la cerdre latine et la poussiére grec:que5
Se mélafent. .J'étais haut camine un in-folio.l
It was also in the apartment on rue Hautefeuille that the mysterles
of the senses and the mysteries of .the }endnine world were first opened
to Raudelaire, as he later wrote in Fusées:.

Le goit précoce des femmes. Je confondals 1'odeur de

la formnure avec 1'odeur de la ferme. Je me Souviens

. . . Bnfin, j'aimais ma mére. pour son élégance.

J'étais donc un dandy précoce.16
Elsewhere Baudelaire writes that in the child's precocious sensitivity to
the feminine world lies the germ of a stuperior genius: "Enfin, je veux

dire que le golt précoce du monde féminin, mundi muliebris, de tout cet
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appareil ordovant, scintillant et parfumé, fait les génies supérieurs."l?
He furthermore links "les génies supérieurs" with the figure of the dandy
in his intimate journals, under the heading "Dandysme": "Etermelle
supériorité du Dandy. Qu'est—ce que le Dandy? . . . Qu'est-ce que
1'homme supérieur?™l8 In this context, then, in this series of terms—-
"le goit précoce du monde féminin," "les génies supérieurs,” "1'hamme
supérieur,” "le Dardy"--Baudelaire elucidates in part his own particular
corception of dandyism, and thereby gives fuller meaning to his assertio;-l
of having been ™m dardy précoce.”

This linking of the mysteries of the senses with the mysteries of

the feminine world is also evinced in Morale du jouijou, wherein

Bpudelaire recalls an early childhood memory of a visit--"cela remonte
aux temps nebuleux de la premiére enfance"l® _- which he and his mother
made to Madame Panckoucke. "Je me rappelle trés distinctement," he
writes, "que cette dame était habillée de velours et de fourrure."20 In
this essay, Baudelaire further postulates that a child's initial sense of
the aesthetic, a child's initiation to art;y; is realised through the
medium of the toy ard more particularly through the sense of play which
derives from the child's sensitivity anci imagination: "Les enfants'
témoignent par leurs jeux de leur grande faculcé d'abstraction et de leur
haute pulssance imaginative."2l Describing the visit made to Madame
Panckoucke, Bauiielaire relates how the gracious lady led him by the hard
into a room filled with splerdid toys, and invited him to choose one as a

memento of his visit. "Je m'emparal immédiatement,” writes Baudelaire,
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"du p;lus beau, du plus cher, du ‘p\xf voyant,. du plus frais, du\plus!

bizarre des jmjoux."zz In this choice of a toy, Baudelaire recognised
his own budding inmate sense of beauty a::nd aesthetic sensitivity: "Cette
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facilité i contenter son imagination téﬁaoigne de la spiritualité de
l'enface dans ses conceptions artistiques. Le joujou est la premiére

init{ation de 1'enfaht i 1'art.m23

"Beay," "cher,” "vovant," "frais,” "bizarre,” "spiritualité" and
"imagination"--"t'imagination, cette reine des facultés," Baudelaire .

writes in Exposition universelle 1855 and in the Salon de 1859.2% In

Baudelaire's mind these terms are clearly to be associated with the early
experiences and the sensitivity of the voung child. And indeed, need one
stress how important these terms are to a full understanding of
Baudelaire's own view of art, aesthetics, modemity, and ﬁis particular
conception of dandyism--important to a full urverstanding, in a word, of
Baudelaire's genius? There can be no doubt that Baudelaire was himself a
verv sensitive child. And it is precisely to such an acute sensitivity,
evident from childhood on, that Baudelaire atti*butes the genius of the
mgture artist, as -he succinctly writes in Fusées: "Ne meprisez la
sensibilité de persorme. La sensibilité de chacun, c'est son génie."25
This crucial link which Baudelaire saw between childhood and gehius, and
which we shall discuss shortly at greater length, is again emphasised in
his essay on Constantin Guys: "Mais le génie n'est que 1'enfance
retrouvé a volonté,"26

Baudelaire also tells us that it was in early childhood that he
first experienced the feeling of the spiritua} 'dualism of man's

existence. "Tout enfant," he writes in Mon coeur mis 8 ru, "j'al senti

dans mon coeur deux sentiments contradictoires, l'horreur de la vie et
l'extase de la vie."27 Recalling the Jansenist formation of Frangois

Baudelaire, Raymond Isay suggests: "Et ne peut-on penser que Charles a

tenu de son pére 1l'obsession, et comme la hantise, l'horreur et 1'attrait
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a4 la fois des idées de la prédestination, du péché et de 1'enfer?"28
This austerity and severity of the Jansenist doctrine was undoubtedly

felt by the young Baudelaire, who later wrote in Mon coeur mis a nu:

"Dés mon enfance, tendance & la mysticité. Mes conversations avec
Dieu."29 And yet, on the other hand, Frangois Baudelaire also brought

into the realm of the experience and the imagination of his young son the

.riches of the‘arts and the refine:d and dignified customs and marmers of

the enlightened society that disappeared under the Revolution. This
Baudelaire himself sums up in an autobiograpbical sketch of his
childhood: "ENFANCE: Vieuwx mobilier Louis XVI, antiques, con’sula'c,
pastels, société dix-tuitieme siécle."30  Added to this, as we have
already dicussed, was the mystique of ’the feminine, sensual world
repreéented by his mot;zer. Such a background might well have instilled
in the young Baudelaire a sense of the bipolarity of the universe—"deux
sentiments contradictoires." As Isay aptly remarks: "A l'obseséim
religieuse est 1ié chez Baudelaire 1'appel des sems."3l In the
apartment on rue Hautefeuille, then, one finds in the young "dandy
‘précoce” the first awareness of dualism and of the dialectics of the
Dandy and the Saint that were to become one of the principal elements of
Baudelaire's aesthetics and metaphysics.

Following the death of Frangois Baudelaire, Caroline left the large
apartment {in rue Hautefeuille and she, her young son, her servant
Marfette, as well as Alphonse moved to an apartment overlooking place
Sain.t—André—des—Arts, and later to an apartment ;.n rue du Bac. The
summer months were spent in a small house in what was then the village of
Neuilly on the western outskirts of Paris.32 In his letter of 6 May

1861--one of the most touching letters Baudelaire ever wrote to his
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mother--he recalls the secure little domestic paradise which his mother
and Mariette created for him curing the (xriod of Carvline's widowhood, a
period which was for the verv voung Baudelaire "le bon temps”:

Crois-tu que j'ale une mémoire terrible? Plus tard,
la place Saint-Ardré-des-Arts et Neuillv. De longues
promenades, des tendresses perpétuelles! Je me
souviens des quais, qui étaient si tristes le soir.
Ah! ¢'a été pour moi le bon temps des terdresses
matermnelles. Je te demarnde pardon d'appeler g?
temps celul qui a ete sans doute mauvais pour toi.

In two untitled poems published for the first time in the 1857 edition of

Les Fleurs du Mal, Baudelaire evoked his memory of Mariette, "la servante

au g;ard coeur,"3 and as well his memory of the little house in Neuilly:
"Je n'al pas oublie, voisine de la ville, Notre blanche maison, petite
mais tranquille."35

Soon another figure entered the paradise of the ‘six year old child,
for in February 1828 Caroline married Jacques Aup\ick, a military officer
who was in the process of making a splerndid career for himself, and who
would go on to become an ambassador and in 1853 a senator. Aupick served
tn Algeria throuékEEnuch of 1830 through Jure of 1831. Sent to quell
the popular uprisings in Lvons in late 1831, Aupick sent for his wife and
stepson, and they joined him {n Lyons {n Jarnuary of 1832. Baudelaire
muld' turm eleven three months later.

For want of substantiating documents, Baudel:;!ire's early years have
often been the subject of mere conjecture ard speculation on the part of
his biographers and critics, some of whom have extrapolated some (.Jf the
a.h'ageous things Raudelaire said in later 1ife about his early years,
back into his childhood. For example, oné might speculate endlessly
about t.he autobiographical significance of a curiocus entry in P\J__;lé'ﬁ:

"Mes ancétres, idiots ou maniaques, dans des appartements solemnels, tous
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victimes de terribles passi.ors.":‘6 But knowing Baudelaire's penchant for
mystification and exaggeration, amd knowing that because of the many
difficulties of Baudelaire's adult life he might well have looked back
upon the past through embittered eyves, one cannot but help wonder
somet{imes where the truth about his childhood and earlv vears might lie.

One of the most controversial issues of Baudelaire's verv early
vouth has been the nature of his relationship with his father, his
mother and his stepfather, Gemeral Aupick. Frangois Baudelaire died on
10 February 1827, and Carolinme Baudelaire married Jacques Aupick on 8
November 1828. Fror these facts Frangois Porché, in his biography of
Baudelaire, has made a mumber of psvchoanalvtical speculations. He has
seen first of all "dans la gramde disproportion d'age qui edsl;ait entre
les parents de BaLdelair‘e'—-l}'prendére fatalite physiologiq(:e qui pesa
lourdement sur sa vie.” Invoking the laws of heredity,f?c‘)'rché goes on to
conclude that ™me telle union est quasi-monstrueuse” ard infex_-; that
precisely from this union stemmed Baudelaire's "t:enpérameﬁt nerveux,

. son caractére débile et vidlent."37 Sécondly, Porché would see in.
the relationship of the young Baudelaire z}nd his njc;ther, following the
death of ﬁ.'anqois Baudelaire, a case of the Cedipus” vamplex, .uhich he
bases in part on-an exce;‘p_t‘ from Bauéelaire's letter to his mother, dated
6 May 1861: "Il vy .a ey dans mon enfance une épéque d'amowr passiormé
\pour tol; écoute et lis sans peur. " Je ne t'en ai jamais tant dic."38

&w&mé’s obreclusion is that the object §f Baudelaire's first love was his
gother. "’F;\Cendez—mi bien,” writes Porché, "il ne s'agit pas mimmt
- _d'af’fection'; de Eer:udres_se . . . surtout lorsque la mére est jeune et

coeuette, "39 o . .
As an ad jmct ‘to his theory of the Oedipus complex, Porché would see
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in Taroline's marriage to Aupick "l'ume des sources les plus certaines du
malheer bawudelairien.™  In his studv of Baudelaire Jean-Paul Sartre
conaurs with Porché's assessment of the second marriage:

n novembre 1828 cette femme tant aimée se remarie a
u soldat: Bawudelaire est mis en pension. De cette

dmome date sa fameuse "félure". . . . 11 v awvait,
dans son existence, un événement qu'il n'avait pu

supporter: le second mariage de sa meére.4l

As a result of this psvchic wourd, of this betraval, "l'enfant éprouve,”
concludes Porché, "de la haine pour cet intrus qui lul a ravi sa mére."42
F~r Porché, then, the monstrous union of Baudelaire's parents, the erotic
love of the voumg Charles for his mother, the psychic wourd of the second
marriare, the deep hatred of the seven vear old bov for his stepfather--
these elements constitute, for Po‘rché, "le fond psvchologique™ 3 of the
VOl Ing, Pﬂude’ﬁ;irt?f~

‘A mmber of critics have taken exception to this type of narrow

" psvchoamalvtical appraisal of Baudelaire's early years. FEnid Starkie

writes:

Much nonsense has been written about the Oedipus
complex in comection with Baudelaire, and of his
sexual jealousy of his stepfather, while many foolish
storigs have been related to support this theory. It
must be remembered that most of them were prongly
{nivented by the paet himself in later life. . .

Marcel Ruff maintains that if Baudelaire felt a hatred for Aupick,
{t did not date fraom his childhood, but resulted rather fram a mutual
{ncompatibility which developed between the two men in later years:

Oui, Baudelaire a eu pour [Aupick] une haine ~
violente, aggravée par la jalousie. Mais quand?
Lorsque le genéral s'est opposé a la vocation de son
beau-fils et a son mode de vie. Baudelaire a pu par
la sulte, avec plus ou moins de sincéritée, faire
refluer cette haine rétrospectivement jusqu'au
premier soir du mariage. Mais {1 y a la une
déformation manifeste de la vérité et {1 est
regrettable que la plupart des commentateurs aient
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pris plaisir & accentuer cette déformation et &
l'exploiter avec un zéle q'il au:rzit: meux valu
emplover 4 une vérification attentive.4d
W.T. Bandv notes that Aaupick had a "comcession a perpétuité” at the
Montparnasse (emetery, whereas Joseph-Frangois Baudelaire had onlv a
temporary concession cf five vears which was never renewed.
Consequently, the final resting place of Baudelaire's father's mortal
remains is to this day undmown. Bandvy suggests that this neglect might
well have been one of the sources of the hostilitv which Baudelaire in
his later vears directed toward Aupick, his mother, and even his half-
brother.46
A.E. Carter allows that Aupick may have been a bit of a stuffed
shirt--"but certainly no ogre, no stepfather of legend."®/ C(Carter
suggests that Baudelaire's hatred of Aupick was in essence a type of
artistic, Byroric pose well-suited to the image of an emerging dardy:
While he was growing up, during the eighteen-thirties
ard forties, every budding poet wanted to be a fatal
man, his soul ravaged by some appalling secret.
Baudelaire loocked into the past and what he saw
intrigued him: his father had been a priest who
married; his mother had remarried. If the first
circumstance had satanic possibilities, the second
was a wonderful excuse for acting Hamlet .48
As we have seen, then, there is considerable disparity in the views
of critics writing on Baudelaire's childhood ard early years. In
particular, the so-called psychic wound of his early childhood has been
an especially problematic issue. A recent discovery, however, has shed

considerable new\ and {incontyovertible light on the adolescence of

Baudelaire, to wh&:h we now tutmn our attention. J
v 1 .

»
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B. Earlv (Correspondence: 1832-1840

Without doubt the childhood and youth of a great artist are not
without interest i{f one wishes to comprehend fully the aesthetics, the
creative principles arnd the sensitivities of the mature artist. This

Baudelaire himself eloquently states in lLes Paradis artificiels:

C'est dans les notes relatives a l'enfance que nous
trouvons le germe des étranges Tteveries de 1'hamme
adulte, et, disons mieux, de son génie. Tous les
biographes ont compris, d'une maniére plus ou moins
complete, 1'importance des anecdotes se rattachant a
1'enfance d'un écrivain ou d'un artiste. Mals je
trouve que cette importance n'a jamalis eété
suffisamment affirmée. Souvent, en contemplant des
cuvrages d'art, non pas dans leur materialite
facilement saisissable, dans les hiérogl s trop
clairs de leurs contours, ou dans le sens evident de
leurs sujets, mais dans 1'ame dont ils sont doues,
dans 1l'impression atmosphérique qu'ils camportent,
dans la lumiére ou dans les ténebres spirituelles
qu'ils déversent sur nos ames, j'al senti entrer en
moi comme une vision de l'enfance de leurs auteurs.
Tel petit chagrin, telle petite jouissance de
1'enfant, démesurément grossis par une exquise
sensibilité, deviennent plus tard dans 1'homme -
adulte, méme a son insu, le principe d'une oeuvre *
d'art. Enfin, pour m'exprimer d'une maniere plus
concise, ne serait-il pas facile de prouver, par une
comparaison philosophique’ entre les ouvrages d'un
artiste mir et 1'état de son ame quand 11 était ’
enfant, que le génie n'est que l'enfance nettement

~ formulee, douée paintenant, pour s'exprimer,
d'organes virils et puissants?z‘g

Until recently, however, there were precious few docunents——"not:es.
relatives a 1l'enfance" as Ba elaire writes in the passage above--
relating to Baudelaire's own £arly years. Miraculously, in the decade
following the Second World War, a bundle c‘onCai.nir'\g ninety-two
unpublished letters written by the young Baudelaire to his family members

was discovered. The letters were finally published by Philippe Auserve

{fn 1966, under the title Lettres ineédites aux siens. The earliest of



these letters, dated 9 Jaruary 1832, was written by a boy of tem to his
half-brother, Alphonse Baudelaire, and the bulk of these letters were
written by Baudelaire before his twentieth year. Consequently, these
letters represent a veritable biographical treasure trove, and a close
examination of them sheds much light on the early vears of Baudelaire's
life and reveals the first germs of the future artist's poetics. The
letters represent, in short, "l'enfance retrouvée"X of the future poet

of Les Fleurs du Mal.

Before examining the letters in detail, let us first give a brief
sketch of a most important chapter of Baudelaire's life, the period
between 1832 and 1840. In Jamuary of 1832, Charles and his mother left
Paris to join Aupick in Lyons. There Baudelaire was placed in a boarding
house, tiie geusion Delorme, while attending classes at the Collége royal,
a school with a rigid military tradition where he became a boarder later
in the same year. In January of 1836, Aupick was posted to Partis, whére
in March of that year Baudelaire was enrolled, again as a boarder, at the
collége louis-le-Grard. In his final year of studies, and just shortly
before he was to sit the "baccalam'é§t" exam, Baudelaire was expelled
from Louls-le-Grand on 18 April 1839, ostenstbly for having refused to
turn over and subsequently swallowing a mote which a fellow student had
passed to him In class. As a result, he was.sent to board with the
Lasegue family, whose son Charles gave Baudelaire private tutoring to
prepare him for the "baccalauréat."” Baudelaire passed his exam with ease
at the first try, and became a "bachelter" on 12 August 1839, the same
day that Aupick was promoted to the rark of "géneral .de brigade .">1

In November Baudelaire errolled at the Ecole de droit, but it is
unlikely that he attended many, Lf {ndeed any, classes. Around this




time, free of the re;ginven imposed bv boarding schools ard masters, free
alen to 3 certain extent of the watchful eves of his parents', Baudelaire
adorted a3 somewhat freewheeling life stvle, frequenting cafés and women
and induleing himself to the full in the life of the artistic Bohemia of
the Latin Quarter--"Vie libre 4 Paris," he wrote of this periad in an
a‘:t\b_iﬁqrs_rhical ncteS? ——all.of which led him to co-ncract c'iebts. In the
autum ~f 1839, he cantracted his most severe debt--the venereal
i seased? that would eventually cause his death. " It was aroud this time
that he made the acquaintance of a squint-eved prostitute, a .Iéwish girl
named Sara, al'so called "Louchette™ . and it might well have been fram
her that he firet caucht his fatal venereal infection.

Tt was alse ar this time that Baudelaire became friends with Ermest
Prarond, Mustave le Vavasseur, Philippe de Chemeviéres, Jules Buisson
and others--stydents and artists of Raudelaire's own age-—who were
brarders at the rension Bafllv situated on the place de 1l'Estrapade "in
the Latin Quarter.J> Together thev formed the."Ecole normande">6 at the
pensim Baillv. The eroup had no \"mifesto, no artistic credo, and was
inr essence but a vraui of friends whc.) enjoyed the i{ntellectual atmosphere
of debate at the pension, and whose discussions invariably centred an
art, literatire and philosophy. Jean Pormier propose‘s that it was during
these literarv and philosophical group discussions that I%audelaire first
encamtered the religious, mvstical writings of the eighteenth—century
Swedish scientist and philosopher Emmarmel Swedenborg.?/ Swedenborg's
visionarv philosophy of the comexions between the ;piduml realm and
the natural world was well known "to most writers from the beginning of
the reign of Louis-Philippe," Starkie writes.’8 Although Baudelaire's

knowledge of Swedenborg's works was mot very profound, the general
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nrinciples and {deas of Swedenborg's philosophy did influence
Baudetaire's aesthetics and spirftuality, most notably in the somet
"Correspordances.” In anv case, we know that he was familiar with the
writings of Swedenborg before the publication of La Fanfarlo in Jarmuary
of 1847, for we read that Samuel Cramer, Baudelaire's fictional dandy in
the Jeune-France tradition, kept at his bedside "un volume de
Shecie\'lbm'g."59 Throughout 1840 Baudelaire tells us that he made the
acquaintance of some of the most prominent literary men of the day.
Between the time of his "expulsion de Louis-le-Grard™ amd his "voyages
dans 1"Inde" commencing in June of 1841, the entry in his
autobiographical notes reads: "premiéres liaisons littéraires: Ourliac,
--Gérard, Balzac, le Vavasseur, Delatouche."®0  And to this list we might
add Victor Hugo, to whom Baudelaire addressed an enthusiastic letter
dated 25 February 1840.« Of the atmosphere that reigned during late 1839
.and throughout the early 1840s at the pension Bailly, amd of the young
bard that constituted the "Ecole normande,” Marcel Ruff writes:
Certes ils sont joyeux, bruyants, rimaillant tous
plus ou moins et jouant volontiers aux Jeunes-
France. Mais leurs folles restent sous le contrdle
vigilant de la sagesse et de la raison bourgeoises,
et quand ils verront Baudelaire s'écarter résolument
de la vole familiere (et familiale), abandomnmer 1la
régle et la sécurite, ils ne pourront se retenir de
le mettre en garde et de lui prodiguer leurs. -
avertissements amicaux. 61
As we shall see, Baudelaire's path from 1840 on did indeed start to stray
ever more from the path of wisdam and "la voie familiere."
These, then, are the known external facts of Baudelaire's life
during the period fram 1832 to 1840. Let us now turn our attention to
the interior being of Baudelaire during these nine years—an interior

being that is brought clearly into the light by his correspondence of
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this period. Rather than discuss the letters in a strict chromological
ordér, we shall examine them as a block and focus our attention on a
variety of areas of interest throughout the period in question.
Prophetically, the first letter--indeed, the first written document
--we posseés from Baudelaire's pen is on the topic of wvayage and
departuré. In this letter tc his half-brother, Alphonse, dated 9
January 1832, he writes of the nearing departure of himself and his
mother to iein Aupick inm Lvons: " T oujours, nous partirons plus ¢dt que
plus tard. . . ."62  Having arrived, he again writes to Alphonse: "Je te
vais raconter mon vovage. . . . Nous montons dans la diiiggme, nous
partons enfin."03 In Me \’éyage," published some tkenty-seven.yeqrs
later. how astonishing it is to hear the exact echo, the refrain of the
excitement and the enthusiasm of the voung traveller, whan we might count
amone "les vrais vovaseurs . . . coeurs legers, semblables aux ballons,”
about to set out on life's jourmev: "Un matin nous partons, le cerveau
plein de flarme."® Or to cite vet another example, to the "amateur de
“eéographie” of the early correspondence®d respords the "enfant, amoureux
de cartes et d'estampes" of "Le Vovage."66 Baudelaire's life was full of
incessant movement, . jourmevs, displacements and spiri‘tual agitations
right up to the erd. Pichois lists some twenty-six lknown addresses in
Paris of Baudelaire during his lifetime®’ and ghe ther‘ne of voyage is ore

; nf the central themes throughout Les Fleurs du Mal. One need not be

surprised, therefore, to discover this trait sb strongly pronounced in
the eleven year old boy who writes of himself: "{MJoi qul suis toujours
en mouvement"68-_"{1 faut touJours que je sols en mouvement, que je coure
et que je sois sur un pied ou sur 1'autre."69

Through travelling, of course, the adolescent has the opportunity to
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exert his indeperdence, to test his own wings so to speak. In 1832, for

example, Baudelaire wrote to his half-brother:

Al app'roche de cette ville, il y eut une montée et
nous descerdimes, maman, la damestique et moi. .
J]'allais bien en avant, et de maman, et de la
diligence. Bientdt je les perdis de vue tous les
deux. Il faut avouer icl que j'étais fort content,
car j'avalis l'air d'un monsieur seul sur la grande
route de Chalon & Lyon. 7

In 1838 Baudelaire exhibited this same desire to exert and to test his
independence—"faire 1'homme" he wrote in a letter to his mother who had
Joined his scepfacher at Bareges where Aupick, who suffered fram a bullet
wound he had received in 1815 went for hydrotherapy treatment at the spa
fram early May to the begimning of September 1838. Baudelaire wrote:
Maintenant 1'impatience me brile; la malle est faite.
Bien loin de m'effrayer parce que je fais un
voyage tout seul, j'en suis content, heureux: me
voila obligé de faire 1l'homme, de me surveiller;
d'écrire ma dépense, {de voir] les curiosités, monter
les cdtes, me promener 4 Toulouse, j'ai toutes les
peines du monde & ne pas crier partout que je suis
content
We also know fran his early corresptmdence that as an adolescent
Baudelaire was interested in travel literaturé. He owned copies of the

Premier Voyage and Setond Voyage of the naturalist and.traveller Frangois

Levaillant, Baudelaire's great-urcle on his mother's side, who had made
two trips into the interior of, southern Africa in the 1780s.72 In 1837
Baudelaire was proud of having purchased two eighteenth—century works of

travel: a Frerch translation 6f Laurence Sterne's A Sentimental Jourmey

Through France and Italy, and an edition of Madame Frangoise de

Graffigny's Lettres d'une Péruviemne. "Tu sais que §¢ voulais acheter un

ouvrage; pouxr mes 14 sous," he wrote to his nnthef, "j'en.al acheté deux;

" c'edt mieux encore; Voyage sentimental et Lettres péruviemes."’3

But with Baudelaire one also senses that in his early correspondence
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the notion of travel, of vovages, i{s symbolic of some deeper value,
svmbolic too of the urge toward same spiritual need. Llike the "Bohémiens

en voyage" of Les Fleurs du Mal, Baudelaire too was possessed of a

Bohemian spirit to which he gave expression as early a% 1832: "I]l me
semble que toujours voyager serait mener une vie qui me plairait
beaucouwp."’4 In his account of a sunset which he saw in the couxrse of
his jourmey to Lvons, one is also aware of the intimation of a
methaphysical and indeed a poetic and aesthetic dimension inherent in the
description of his visual experience: "Le jour' étant també, je vis un
bien beau spectacle, c'était le soleil ceuchant;. cette couleur rougedtre
formait un contraste singulier avéc ‘les montagnes qui étaient bleues
comme le pantalon le plus foncé."75 The sénsit'ivity of the young mar teo
the world arourd hiwr, to\ the world through -which he was travelling, is
enhanced bv the analogy inherent in the conju'ncgi()n "come," an analogy

which prefigures Baudelaire's adaptation in his thought and works of

Swedenborgian correspondences between heaven and man, as he wrote in his

- article on Victor Hugo published in 1861: "Swedenborg . . . nous avait

déja enseigné que le cinl est un trés grand homme; que tout, forme,

mouvement, nombre, ccauleur, par:fun. dans le spirituel comme dans le

naturel, est significatif, réciproque, converse, correspondant.”’6  The

analogy also prefigures Baudelaire's conception of the poet as "un
traducteur, un déchiffreur" of "1'inépuisable fc:nds de I1'universelle
analogie” which he describes in the same article on Hugo.’’ Furthermore,
in the analogy of "les montagnes qui étaiemt bléﬁs.cm le pantalon le
plus foncé" we find a preliminary but cogent expression of the

anthropocentrism which is so characteristic of Baudelaire's work—the

" tendency to reduce, to translate the natural world ‘into anthropomorphic
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forms. In "Gorrespcxﬂames,"'for example, all of nature becomes a temple
—"La Natwre est un' temple"’8__and similarly in "Obsession" forests are
transformed into cathedrals--"Grands bois, wous m'effrayez comme des
cathédrales."’® Implicit in the reduction of the natural dimension to
the hwman dimension, implicit in this triumph of man over nature is man's
desire to displace and to improve upon the imperfections of nature
through art and artifice, through what Baudelaire calls "la majesté
superlative des formes artificielles” in his discourse on "le
maquillage."80 1n the analogy in question we find the figure of a well-
dressed man--dare we suggest "dandv"--in dark blue trousers who'is equal
tc\>. {f not superior to, the natural spectacle of blue mountains at
sunse't. Herein we find the initial thrust of Baudelaire's dandyism—to
outde man and nature--and as well the germ of his spirituality—-to
i{mprove upon man's base inclinations by attempting to become a superior
man.

Baudelaire was of course capable of appreciating the beauty of a
natural setting. "Sans exagérer mous avons une vue des plus belles de
Lyon," he wrote to Alphonse. "Tu ne peux pas te figurer comme c'est
beau, comme c'est magn.ffique, comme c'est beau, comme ce coteau est
riche, came {1 est vert."81 But, not unlike Brummell who could not
suffer prolonged absences’ from the only place in which he could shine—
the boulevards, the restaurants, the fashionable shops ard the high
society of his beloved Lordon--the young "dandy précoce" likewise missed
the French capital and foumd Lyons to be an aesthetically urpleasing and
samewhat boring provincial town:

Encore un an d'écoulé; au mois d'avril j'aurai treize
ans, et deux se seront passés loin . . . de Paris que

Je regrette tant. Qu'on s'emnule au collége, surtout
au collége de Lyon. Les murs en sont tres tristel,
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si crasseux et si tumddes, les classes si obscures,
le caractére lvonnais si différent du caractere
parisien! Mais enfin le temps s'approche ou je vais

retourner a Parls. . . . Je regrette les boulevards,
et les bonbons de Berthellemot, et 1'universel
magasin de Giroux, et les riches bazars. . . A

Lvon, une seule boutique pour les beaux livres, deux
pour les gateaux et les bonbons, aimi du reste. Oh!
Rari nantes in gurgite vasto, c'est bien le cas
dTappliquer le precepte. Dans cette ville noire des
fumées du charbon de terre, on n'y trouve que de gros
marrons et de fines soieries.

We see thus that this early correspordence mav be said to prefigire the
aesthetic of modernity of the future poet, for the letters reveal that at

an ear—lv age Baudelaire's aesthetlcs was already essentially centred not

on nmature, but on man situated in a large metropolitan setting.

Baudelaire's earliest experiences of travel were indeed rich in
suggestive powers to spark his sensitive imagination and creativity.
Upon*returning from his trip to Baréges, he described his travels in an
enthusiastic letter to Alphomse: "Voici quel a été notre voyage.

Mais j'aurals mille choses 4 te raconter. . . . J'al des récits
interminablés."83 One of the "récits” brought back from Baréges fully
revealed the depth of Baudelaire's creative talents, which had been.fired

bv his vovage, in the form of one of his earliest poems, a poem of seven

_stanzas which was inspired by an excursion which he made with his

stepfather into the Pyrenees in September of 1838. The poem was
untitled, although unt{l quite recently it was known erroneously under
the title "Incampatibilité."34 In the opening of\fhis poem we hear the
clear tomes of the volce of the future author of "Elévation":

Tout la-haut, tout la-haut, loin de la route sure,

Des fermes, des vallons, par-dela les coteaux,

Par-dela les forets, les tapis de verdure,

Loin des derniers gazons foulés par les troupeaux,

On rencontre un lac.sombre emais_gé«ﬂir\n 1" abime
Que forment quelques pics desolés ét nelgeux;
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L'eau, muit et jour, y dort dans un repos sublime,
Et n'interrompt jamais son silence orageux.

The poem ends on a note of sereme, spiritual tranquillity sought by the
future poet of Les Fleurs du Mal throughout his life:

On dirait que le ciel, en cette solitude,

Se contempl@dans l'onde, et que ces monts, la-bas,

Ecoutent, recueillis, eur grave attitude,

Un mystére divin que 1 n'entend pas.

Et lorsque par hasard une nuée errante

Assombrit dans son vol le lac silencieux, ™

On croirait voir la robe ou l'ambre transparente

D'un esprit qui voyage et passe dans les cieux.8>
This beautifully lyric poem bears witness to one of the happiest moments
of Baudelaire's youth, and it is worth repeating that it was inspired by
an excursion which Baudelaire made in the company of his stepfather,
Jacques Aupick. The circumstance of this happy sentiment indeed seems to
stand in contradiction with the theory of Baudelaire's supposed hatred of
Aupick occasioned by, the second marriage of his mother, as proposed by

. Porché and others. ‘

The early correspondence indisputably does dispel the myth of
Baudelaire's hatred of Aupick during his childhood ard early adolescernce.
- Throughout cheée letters Baudelaire reveals respect, warmth, concern ard
affection for his stepfather, to whom he refers repeatedly as '"papa" or
"mon pére." Writing in 1832 he proudly described two beautiful ob jects
he had bought to offer as gifts to his stepfather: "Ces deux objets sont
en premier lieu un cure-oreille et cure-dent en ivoire, cure-dent qui me

coate 10 sous, et en deuxiéme lieu une plume anglaise de Clays dans un

étul de bols des iles."86 Nor does he disguise his pleasure in

desqﬁbing the gift of a curious and bizarre invention which his
stepfather offered him: "Papa aussi m'a fait un cadeau; {1 m'a dormé un

phénakisticope. Ce mot est aussi bizarre que 1'imvention."87 The
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phenakistoscope which Aupick gave him made a lasting impression on
Raudelaire whc twenty vears later descé}_bed the instnument in intricate

detail in Merale du joujou:

Le phénakisticope . . . est moins‘comu. Supposez un
mouvement quelconque, par exemple un exercice de
danseur ou de jongleur, divisé et décamposé en un

) certain nombre de mouvements . . . tous dessinés
autor d'un cercle de carton. Ajustez ce cercle,
ainsi qu'un autre cercle troué, . . . & un pivot au
bout d'un manche. . . . Les petites figures se

reflétent dans une glace située en face de vous.

. "Flaites tourmer rapidememt les cercles . . .
‘Vlous vovez se réfléchir dans la glace [des?
figures dansantes. . . . Je crols que généralement
les enfants agissent sur leurs joujoux, en d'autres
termes, que leur choix est dirigé par des
dispositions et des désirs. . . . Cependant je
n‘affirmerais pas . . . que les joujoux n'agissent
pas sur 1'enfant, surtout dans le cas de
prédestination littérajire ou artistique.

In 1837 Raudelaire wrote a letter to his mother which was full »f
concern for the health of Aupick who was once again suffering fram the
old bullet wound in his left thigh:

Je wvoudrais savoir des nouvelles de pa, s'il
souffre beaucoup, si 1'on pensera bientdt a fermer la
plaie, s'il s'emmuie bien, s'il te parle de moi, tout
ce que tu pourras me dire . . . car {1l faut sormger &
papa avant tout; et puisque lorsqu'il est en bomme
santé, 11 s'occupe tant de nous amuser, i1 faut étre
a 1ul quand il est malade.89

And in 1839 Baudelaire wrote a warm and affectio'nate,leCCer to
congratulate his stepfather on his pramotion to the rank of general:

Je viens de voir une borme nouvelle et j'en al une
borme a t'amoncer. J'ai lu ce matin ta nomination
dans lLe Moniteur, et Jje suls bachelier depuls hier
soir a 4 heures. . . . Je suis bien heureux de ta
nomination--de fils a pére, ce ne sont pas des
félicitations banales comme toutes celles que tu
“recevras. Mol je suis heureux, parce que je t'al wu
assez souvent pour savolr cambien cela t'était da;-
j'ai 1l'air de faire 1'homme, et de te féliciter comme
si j'étals ton égal ou ton supérieur.

In this letter we do.not find a tone ©f hatred—indeed, Baudelaire uses
t
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que Je remets toujours tout au lendemain"ll®; "je m'emnuie tellement que
je pleure sans savoir pourquoi. . . . Ainsi je m'emmuie moi-méme, les
autres m'emruient encore plus”ll?; "indolence, maussaderie, emmui."118

This darker side of Baudelaire's spirit was most movingly summed up in a

Y
letter to his parents written in 1834:

Ce n'est pas mon coeuwr qu'il faut corriger, il est
bon, c'est mon esprit qu'il faut fixer. . . . Vous .
avez désespéré de moi come d'un fils au mal duquel
on ne peut remédier et auquel tout est devenu
indifférent, i passe son temps dans la paresse, qui
est mou, lache, etrn'a pas le courage de se relever.

. J'al pensé que je pouvais vous écrire et wvous '
communiquer les réflexions que m'avalent suggérées
Perriud que me procure une vie passée dans la paresse
et les punitions.119

That such a profound and elogquent note of despair—profound in its
content which prefigures the whole metaphysic of "ermui" which would find

fts full expression in Les Fleurs du Mal; eloquent in its remarkable

stylistic features and mastery of language, a mastery of style and
language which pervades all of Baudelaire's early correspondence—s.m,lld

~
-

came fram the pen of a qhild not yet thirteen, is clearly indicative of a
superior mind, of a superior genius. Contrary to the contention of
Baudelaire's teachers--"I1 parait que je n'ai pas du tout l'air d'un’
philosophe,"” he wrote to Alphmselzo-—the early correspon:lence‘ gives
clear tee:,cimny of a spirit already caught up in the throes of the
metaphysical and existential anguish of the modern age, of a spirit
pressed, as Baudelaire himself wrote, "tantot vers le bon, tantot vers le
mauvais."121

Thus one sees that very early in his life Baudelaire was tom
between "le bon" and "le mauvais,” for the young author of these letters
was already cognis.ant of man's duality, of man's predicament of being
caught betwee:n the two opposing tendencies of what Baudelaire would term
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"to 1'ai ceperdant aime, et d'ailleurs 3'al aujourd'hui assez de sagesse
nour Tul rendre justice."9%

Althourh he succeeded reascnably well at school and won a rumber of
scholastic prizes, most notablvy for his proficiencv in Latin verse,
Bawdelaire laathed the stifling regimen of boarding schools and did not
retain pleasant memories of his school vears, as he indicated in an
autobiosraphical note: "Aprés 1830, le college de I.ybn. coups, batailles

avec les rprofesseurs et les camarades, lowrdgs mélancolies. Retour a

Parte—crttépe et Education par mon beau-fwre (le general Aupick)."™’>
Again, it is in the earlv correspondence_ -that we find evidence to

substantiate Baudelaire's claim. He detested living at boarding houses

and baardine schools: "Je me déplais hovtﬁaxt a8 la pension, elle est
sale, mal teme, en désordre, les.,(élevess hants et malpropres camme
tous les Lygmai's."q’* Nor did he get along well with the majority of his
classmates at lvons. "”Uur cinqg Parisiens que nous sommes dans la
pension, 11 n'.,v en a que deux que je puisse aimer," he wrote in 1832.97
later, while atterding louis-le-Grand, he described himself as a bit of
an nutsider: "es conversations que nous faisons au collége sont souvent
fort tnutiles et fort emmuyeuses; aussi ai-je souvent quitté la société
Ade camarades avec qui je suis 1ié, tantdt pour me promener seul, tantdt
pour aller essayer d'autres sociétés et d'autres conversations. . . .98

Furthermore, Baudelaire's revolutionary ins.tinct, his strong spirit
of indeperdence and defiance undoubtedly mede 1life difficult for his
schoolmasters. . "Je suis dans les mutins. - Je ne veux pas étre de ces
léche-culs qul craignent de déplaire aux pions,” he wrote while at Lyms
"Vengeance sur ceux qui ont abusé de leurs droits. C'éetait une

inscription des barricades de Paris."%9 Even in the letter of apology

a
. -
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»
and explanation for his conduct, addressed to the headmaster of Louis-le-
Grand on the very day of Baudelaire's expulsion fram school, one still

. detects his spirit of defiant revolt:

J'ai refusé de livrer un papier qui aurait fait punir
un camarade, un papier 4 peu preés insignifiant, wvous
le savez; quelque exagéré que cela vous parit, Vous
me 1l'auriez pardonné sans doute; mais quand wvous
m'avez dit que j exposais mon camarade a des soupgons
infames, cela m'a semblé si extraordinaire que j'ai
rietquejevousaimnquederespect 100

In the letter sent to Aupick on 18 April 1839 to anmounce Charles'

expulsion from school, the headmastér Jules Prertot did mot mince wordsT— -
"Je vous remvole donc ce jeune homme, qui était doué de moyens assez
remarquables, mais qui a tout gité par un trés mauais esprit, dont le
bon ordre du crliége a eu plus d'une fois 3 souffrir."10l  For Aupick,
O'marlec expulsion from louis-le-Grand was a source of dicappoiny\t
ﬁ.rrcher exacerbated by (harles' inclinmation to be a man of lett nd by
the Bohemian life style he adopted in late 1839. This Madame Aupick
stated in a letter to Asselineau in 1868: \

-

[Le général Aupick] a fait pour Charles des réves
dorés d'un brillant avenir: il wvoulait le voir
arriver a une haute position sociale, ce qui n'était
pas {rréalisable, étant l'ami du duc d'Orléans. Mais
quelle smpefaction pour nous, quand Charles s'est
refusé & tout ce qu'on voulait faire pour lui, a
voulu voler de ses propres ailes, et etre auteur:
Quel désenchantement dans notre vis d'intérieur si

.heureuse jusque-1a! Quel chagrin!l
Indeed, any real falling-out between Aupick and Baudelaire dated from
1839, and it stemmed not fram a deep hatred, not fram a psychic wourd,
but rather from an increasingly evident incompatibility of minds, for
Baudelaire dfd not believe himself cut out for the civil service or the
d.}plomat:ic career which Aupick could have assisted him in pursuing. In

any case, the poetic and philosophic bent of his temperamerit and
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mentality are clearly evident in the earlv correspordence.

Increasingly as Baudelaire came of age, he became aware of a
dichotomv within: on one hand a desire te please his mother ard father,
and the deégre tc follow the dictates of his own heart on the other.
Promises to work harder, tc get better grades, to be worthy of his
narents are 3l1 too evident 'in his early letters:

Quand la derniére fois encore je vous ai pramis de-ne
plus vous domer de chagrin, je parlais de bomme [.i,
lavais resahﬁ'&o\n de travailler et de travailler
ferra ssiez dire: mnous avons un
_filsmmnnan: nos_soins; mais l'étourderie et la
paresse m'ont fait oublier les sentiments qul me
rossédaient, quand je pramettais.l 3

Enfin, un nouveau trimestre wva commencer, ma
conversion va s'accomplir e: je serai un
travailleur.?

A force de m'exercer je parvierdrai a étre diﬁre de
ton affection. Je parviendrai i te contenter.l

As his schooling drew to an ernd, Baudelaire grew ever more concerned

about the choice of a profession. In the summer of 1838 he wrote to his

mother: "Je sens venir la vie avec encore plus de peur. Toutes les
comaissances qu'il faudra acquérir, tout le muvement qu'il faudra se
dormer pour trouver une place vide au milieu du monde, tout celsa
m'effraie."106 The following sumher, after passing his "baccalauréat,”
he was even more amxious and worried. "Voici donc la derniére amnée
finie, et je vals commencer un autre genre de vie; cela me parait
singulier, et parmi les inquiéetudes qui me premnent, la plus forte est le
choix d'une profession a vgnir," he wrote to Alphonse. "Cela me
préoccupe déja, me tourmente, d'autant plus que je ne me sens de vocation
a rien, et que je m& sens bien des golts divers qui preﬁnent
alternativement le dessus."107

In truth, Baudelaire felt no calling to any of the professional

»
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vocations which his parents had emvisaged for him, fo;' he was drawn, as
he ‘wrote above, bv "bien des golts divers qui premment alternativement le
dessus.” In this letter we divine all the contradictions and paradoxes,
~ all the turmoil of a poetic and philosophic mind that would prove to be
such a rich, {f sametimes painful, mother lode for the future poet.

"Throughout the early correspondence we find ample evidence of

Baudelatire's diverse tastes, orne of which was an acute ard critical

L
appreciation of literature and art.

Y

At the age of eleven he had a marked preference for "le romantique

et 1 histoire dansile genre desAContes de Jacob i ses p-etits —enfants."108~

. s

While at Louis-le-Grand he developed a taste for moderm authors, but was
ever discerning in his tast® and discriminating in his judgement, as he
revealed {n & letter to his mother:

Je n'ail lu qu'ouvrages modernes; mais de ces ouvrages
dont on parle partout, qui ont une réputation, que
tout le monde lit, enfin ce qu'il y g de meilleur; eh
bien, tout cela est faux, exagére, extravagant,

baarsouflé. C'est & Bugéne Sue que j'en veux, je

(a'ai] lu de lui qu'un livre, ilmaerrmyeémm'ir

Je suis degoute de tout cela: il n'y a que les
drames, les poésies de Victor Hugo et un livre de

- Slain]te-Beuve (Volupté) qui m'aient amusé. 109

-Baudelaire gave vent to his enthusiasm for letters and his admiration of
Victor Hugo 'in particular in the letter which he sent to the great poet

in February c}f 1840: "(I]l me semble . . . que je comprends tous vos
ouvrages. . . . (J]e vous aime comme on aime un héros, un livre, comme on
aime purement et sans intécgét toute belle chose. . . .[V]ous devez
- comprendre cet amour que nous dorme wun livre pour son auteur. . . ."110
And during a school outing to the museum at Versailles in 1838, .

Baudelaire had the occasion to exercise his critical acumen of painters

and peinting: "{J]e dis peut-étre une bétise, mais & la réserve de
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quelques tableaux d'Horace Vermet, de deux cu trois tableaux de Scheffer,

et de la Bataille de Taillebourg de Delacroix je n'al gardé souvenir de

rien. . . . .J]e ne rends campte que de mes impressions."ill
Baudelaire's voracious curiosity also drew himrto the mysteries of

religion and philosophv. Again his tastes were varied and diverse,

ranging from "le magnétisme animal"--"moi qui aime beaucoup le
merveilleux, je ne crois pas, il est wvrai, mais je n'en ris pas,” he
wrote in June 1838 to his motherllZ__to “la partie dogmatique de la
_religion . . . et 1'Esthétique ou la philosophie des arts," as he wrote

- in a letter dated 26 February 1839 to his stepfather to request a tutor

for extracurricular studies:

Mais moi, qui n'al pas besoin d'aide pour suivre la
classe proprement dite, ce qué je demanderais a mon
répétiteur, ce serait um surcroit de philosophie, ce
serait ce qui ne se fait pas en classe, savoir, la
religion dont 1l'étude n'entre pas dans le programme
de f'Universicé, et 1l'Esthétique ou la philosophie
des arts que notre professeur & coup sur n'aura pas
le temps de nous falre voir. )

Ce que je lul demarderais aussi, ce serait du

grec. . . . Tu sais que je me suils pris de goit pour
les langues anciennes, et le grec m'inspire une
grande curiosité. . . . Quant a la partie dogmatique

de la religion, c'est aussi une chose qui me
tourmente depuis le cammencement de 1'amée. ..
Que puis-je désirer de mieux pour le moment que
1'étude d'une langue qui me permettra de lire dans
les originaux des livres fort utiles? et que l'étude
de la plus belle partie de la philosophie, de la
religion?113
The energetic curiosity, enthusiasm and idealism which we have found
in Baudelaire's early corresporndence also have, however, a dark and
spleretic counterpoint. " Time and time again a litany of depressing,
melancholic terms escaped his pen as he described this darker state of
his mind: ™um naturel léger; un penchant invincible & la paresse"114;

"] 'engourdissement oi je suis tombd"ll5; ™ume éternelle paresse, qui fait
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que je remets toujours tout au lendemain"l16; "je m'emnuie tellement que
je pleure sans savoir pourquoi. . . . Ainsi je m'emruie moi-méme, les
autres m'emruient encore plus"n?;' "{mdolence, maussaderie, ermui."118

This darker side of BRaudelaire's spirit was most movingly summed up in a

-
letter to his parents written in 1834:

Ce n'est pas mon coeur qu'il faut corriger, il est
bon, c'est mon esprit qu'il faut fixer. . . . Vous :
avez désespéré de moi comme d'un fils au mal duquel
on ne peut remédier et auquel tout est devenu
fndifférent, qui passe son temps dans la paresse, qui
est mou, lache, etsn'a pas le camrasge de se relever.

. J'al pensé que je pouvais vous écrire et vous
communiquer les réflexions que m'avaient suggérées
el que me procure une vie passée dans la paresse
et les punitions.119

That such a profound and eloquent note of despair—profaumnd in its
content which prefigures the whole metaphysic of “ermwui" which would find

its full expression in Les Fleurs du Mal; eloquent in its remarkable
stylistic features and mastery of language, a mastery of style. and
language which pervades all of Baudelaire's early correspondence —should
came fram the pen of a ghild not yet thirteen, is clearly indicat:iv;of a
superior mind, of a superior genius. Contrary to the contention of
Baudelaire's teachers--"I1 parait que je n'ali pas du tout l'air d'un’
philosophe,"” he wrote to Alphonselzo-—the early correspondeme‘ gives
clear te;tirrony of a spirit already caught up in the throes of the
metaphysical and existential anguish of the modern age, of a spirit
pressed, as Baudelaire himself wrote, "tantdt vers le bon, tantdt vers le
mauvats."121

Thus one sees that very early in his life Baudelaire was tom
between "le bon" and "le mauvais,” for the young author of these letters
was already cognisént of man's duality, of man's predicament of beirng
caught betwee:n the two opposing tendencies of what Baudelaire would term
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"spleen et idéal" in lLes Flaurs du Mal, cognisant of being "&\ hamo

duplex" as he would write in 1859 in his preface to La Double Vie, a
collection of short stories by Charles Asselineau: "Qui parmi nous n'est
‘pas un homo duplex? Je veux parler de ceux dont l'esprit a été des

1'enfarce touched with pensi\heness; toujours double, action et {ntention,

réve et réalité; toujours l'un nuisant a l'autre, l'un usurpant la part
de 1l'autre."122 Moreover, throughout his adolescence Baudelaire's
actions im}ariably failed to match his intentions, as his unbridled,
poetie s‘pirit. was incapable of conforming to the world of reality. Upon
being expelled from Louis-le-Grard, Baudelaire felt a deep rwmiiiation, a .
feeling of having failed not only his parents, but himself also. He even
andered whether his expulsion was not after all a beneficial’
chastisement of his too wavward and too poetic sptrit. "[Jle suis
descendu d'un cran dans me propre -opinion . . - --aussi bas qu'on peut
1'étre," he wrcte tc his mother. "Clest peut-8tre un bien d'avoir.été
dénudé et dépoétisé,' je comprernds miewux ce qui mnqtjait—;c'est peut-étre,
comme on dif, un état de transition."123 |
Caught between dream and reality, and touched with pensiveness as he
was frnm childhood on, Baudelaire on the threshold of his adult life was
also preoccupied with becoming a distinguished man. "[1]1 faut &tre un
horme distingué!"™ he wrote to his mother on two occasions in 1838,12“
perhaps recalling the childhood memory of- the distinguished and refined
pentleman that hi's father had been. ™. Baudelaire était un homme trés
distingué, sous tous les rapports," Madame Aupick wrote of Franqeis
Baudelaire in a letter to Asselineau, "a\.rec des mnieres exquises, tout
a fait ari_.stocratiques:."lzs In his appreciation of manners and

refinement and aesthetics, it is indeed quite plausible that Baudelaire
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the dardv should model himself after his father, as Herry Bomnier has
Sngestéd: "[Il]l me semble que la grande figure qui domine de haut le
ciel baudelairien n'est pas celle de la mére, mais celle du pére, a qu
ce fils fut ff8le jusqu'd la caricature."126 At the end of his life,
when'Bauclelaire's spirituality was most predominant, he listed his father
as one of his divine intercessors. In his private journals, under the
. heading Hvgiéne, Baudelaire wrote: "Faire tous les matins ma priére a

-~

Dieu, réservoir de toute force et de toute justice, & mon pére, i

r 3

Mariette et & Poe, comme intercesseurs. . . .27
\ Throughout these letters which document "l'enfance retrouvée" of
Baudelaire, and in the specific areas of interest which we have examined
—wvoyages, intellectual curiosity amd poetic impulse; love and rewvolt;
. artistic {ideals and "ermwi"; "hamo duplex" and "homme distingué," the

latter suggesting the "homme supérieur” which Baudelaire associates with
his particular conception of the dandy “in Mon coeur mis a ml28._ we see

the emerging pattern, the prefiguration of the entire drama played out in

. evolution of his life. The early correspondence constitutes an extremely
important chapter of Baudelaire's life and thought, a chapter “happtly
rescued from oblivien by a fortuitous discovery in the years following
the Secord World War.

For the moment, however, Baudelaire's intention of becaming ™un
homme distingue" was dampened by two irreversible actions: the
“contraction of a venereal infection {n_ late 1839,129 and the contraction
of debts which accrued at an alarming rate as Baudelaire set about
leading the life of a dandy in the Lafi.n Quarter of the 1840s. The

letter which Baudelaire wrote to Alpionse in 1832 contained a premonition

-

the evolution of Baudelaire's thought and works as well as in the o~=_|
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of the disastrous financial situation that would plague him to the end of
his davs. "'T!u es aussi fort, comptant sur mon intelligence dans les
affaires d'argent," he wrote, "mais jen'y carprerds-rien."lw
Baudelaire's conxhuct which had in his wouth resulted in the public
hrdliation of being expelled frcr“ school was to prove to be far more
than just a state of transition. It was indeed but the first 1% a rumbér
of realityv's chastisements lving in store for him. The next was to be
the appointment .of :a "conseil jRudiciaire" in 1844 to administer what was
then left of his inheritance. And'as For this supreme chastisement, ‘it
would be onlv near the end of his 1life that Baudelaire would finally
attain the spiritual wisdom to be able to 10&( back upon his many

humiliations and conclude: "™Mes humiliations ont été des graces de
Dieu."131

C. Exotic Interlude and Reality's Chastisement: 1841-1845

) Bv May of‘ 1841 Aupick had become quite cc;ncmmed about the future of
his stepson. He was particularly displeased with Bat.xdelaire"s lifestyle
--the directioniess and dissolute lifestyle of the artists and witers in
the Latin Quarter of the 1840s, many aspects -of which Henri Mirger
captured so viﬁdl.y in his Scénes de la vie de Boréng.132 Judging from

his correspondence of the period, Baudelaire spent vast amounts of money
on clothing and accessories. In Jaruary of 1841 he sent an urgent letter
to Alphonse, requesting money to pay off an astOund.tng array of debcs——
totalling 2140 francs--owed to an assortment of ta.ilcrs, shoemakersg,
shirtmakers and glovemakers. The list included very urgent debts (".-Je

serail blen aise de dommer quelque argent & mon tailleur. Je le soupgonme

-



de me négliger," he wrote) and less urgent debts ("200 F . . . vieille
dette, consacrée a habiller une fille™.133 Aupick cormvened a family
cooncil, and it was decided to send Baudelaire abroad on a long sea
vovage in order to separate him from "des bohémes de la pire espéce, vers
lesquels l'attirait sa curiosité des cOtés mystérieux du Paris
dépravé,n134 X .
On 9 June 1841 Baudelaire departed fram Bordeaux en route for

Calcutta. After weathering a violent storm at sea, ‘the Paquebot-des-

Mers-du-Sud stopped for rvepairs at ile Maurice on 1 September. :ihere
Baudelaire was warmly received by Adolphe Autard de Bragard and his wife,
whose beauty and charm inspired Baudelaire to write "A une dame
créole. 35 On 18 September the ship with Baudelaire aboard left for ile
_Bourbon, presently Saint-Denis—de-la-Réunion. Having arrived at 1ile
Bourbon, Bsudelaire refused to cmtime any further on the wvoyage to
India, and set sail for France on 4 November, arriving in Bordeaux on 15
February 1842. The following day he wrote to General Aupick: "Je crois
que jJe reviens aQec la sagesse en poc:he."136
Events would soon demonstrate that Baudelaire did not return fram
his sea voyage with a great deal of practical wisdam in his pockec What
he did bring back from his voyage, however, were "des impressions qu'il
avait reques des pays lointains et des cieux incormus contemplés pendant
son voyage._"137 ‘The sea journey undoubtedly stimulated Baudelaire's
Nartistic sens;itivity and imagination, and provided him with many of the

138

exotic images ard sensations, the themes of jourmeys and of the sea, that

are characteristic of much of his poetry.
On 9 April 1842 Baudelaire reached the age of majority and claimed
the considerable inheritance left to him by his father. He immediately
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took up residence on the ile Saint-louis, "espéce d'ocasis de solitude au
milieu de Paris, que le fleuve, en l'entourant de ses deux bras, semble
défendre contre les empiétements de la civilisation."138 He took rooms
first at 10, quail de Béthame, moving in June of 1843 to 15, qual d'Anjou,
and twe months, later to 17, quai d'Anjcu, where he lived in an apartment
"eus les camhles™39 {n the lavish hitel Lauzun, which at that time was
known as the hotel Pimodan. This was the private mansion built in the
.seventeenth centurv bv the duc de‘Lauz'un, whar Barbey d'Aurevilly
qualified as ™m Dardy d'avant les Dandys" in his essay on Brummell.140

. The painter Fermand Boissard de Prisdenier also resided in the hotel
Pimodan, where he crganised exotic artistic solirées of music and
literature--including experimentation with hashish--knownas "fantasias.”
Gautier. Merval, Daumier, Ralzac (as a spectator only), and other writers
and artiste of the period attended these e@i@s which Gautier described
in his account entitled "Le Club des hachichins."14l It uas during one
of these "fantasias" {n mid-1843 that Gautier flrst met Bax.n:‘]e'l.aire.U‘2
Pichonis maintains that Baudelaire, like Balzac, was "un <imple

spectateur”

at Boissard's raucous gatherings: "Ces diners
philanthropis, ces fantasias de %épins devaient répugner au dandysme
Ri)JTeix de Baudelaire."142  But Baudelaire's spiritual and
cal éuriosity was piqued by the ramifications of the expansion
‘el and of the senses induced by intoxicants, and he wm:xld later

plumb the matter fully in Les Paradis artificiels.

Instz1led on the ile Saint-Louis, "seigneurialement logé dans . . ..
ce fameux hitel Pimodan,"l44 Baudelaire led the life of a prodigal
dandy, to the extent that by July of 1844 he had squardered almost half
of his inheritance on women, cafés, furniture, paintings and clothes.




Shortly after returning from his sea voyage Baudelaire._ m:ade the
acquaintance of a mulatto actress named Jeanme Duval (or .Lémer, or
Prosper) wham he pramptly established in an apartment of her own. He
also contracted heavy debts with Arondel, a dealer in secondhand

furniture and paintings who also loaned money to Baudelaire at exorbitant

. rates.l45

Baudelaire's tailor must have been rich indeed, for the testimony of
friends and acquaintances of the period attest the sartorial splendour of
the voung Baudelaire who manifested "1'étrange supériorité du
dandysme."146  Asselineau wrote of "un Baudelaire barbu, ultra-
fashionable, et voué a 1'habit noir," whose costume, topped by "un
chapeau de dandy," created a magnificent spectacle of ™un luxe de
toflette inusité."147 .But it was Nadar, with the observant eye of the
photographer, who best captured the portrait of Baudelaire the dandy of
the 1le Saint-louls:

A mesure que l'apparition se rapprochait, camme
aimantée sur nous, plus distinctement nous percevions
N jeune homme de bonme taille moyerme, élégant, tout
de noir wvetu sauf la cravate sang de boeuf, en
habit,-—a se rencontrait encore de jour, par-ci par-
la: —1'habit, qui dut étre médite, démésurément
évasé du torse en un cormet d'od é it comme
t la téte, et a basques infinitésimales, en
sifflet; —-1'étroit pantalon sanglé par le sous—pied
sur la botte irréprochablement vernie. Col de
chemise largement rabattu, manchettes non moins
amples en linge trés blanc de fine toile protestaient
par la proscripCiorn du moindre empois contre le
supplice d'encarcanement dont l'etrange gout
s'obstine a ankyloser nos generations présentes dans
les roideurs du calicot silicaté: eémancipation du
corps n 'aurait-elle quelque accointamce avec
t de l'esprit? —A la main, gantée de rose
pdle,--je dis de "rose",—il portait son chapesau, -
u de par la surabondance d'une chevelure
bouclée ‘.gc trés noire qui retombait sur les

“épaules.l
‘Baudelaire's dardyism at this time also bore the imprint of the
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influence of English dardvism. Le Vavasseur described his costume as
being ™ume temue a la fois anglaise et romantique, Byron habillé par
Brummel."149  Gautier recognised in Baudelaire's dandyism the sobermess
peculiar to English damdvism, and spoke of Baudelaire's dress as being,
"méticuleusement propre et correct, avec un cachet vaoulu de simplicite
anglaise."130  In the final analvysis, for Gautier Baudelaire was ™un
dandv égaré dans la bohéme, mais v gardant son rang et ses maniéres et ce
culte de soi-méme qui caractérise l'homme imbu des principes de
Brummel . "151
The image of himself which Baudelaire took such care to project in
the early 1840s is most powerfullv revealed in the oll portrait painted
bv Fmile Derov in 183 or 1844, as well as in Deroy's lithagraph done in
1844 which is hased on the painting.152 In the portrait Bauielaire‘ is
dressed in hlack, his head resting nonchalantly against his left hand,
his eves and mouth emitting -an ironical and rapler wit. On the whole,
the nortrait gives the impression of a studied pose of a poseur. "De ses
portraits: dessins, peintires, grawres, photographies, Baudelaire est,
chaque fois qu'il le peut, le collaborateur, s'il n'en est pas l'auteur,"
writes Pichois.153 Buisson maintained that even Baudelaire's ™habit noir
était une pose."15% This posing on Baudelaire's part Asselineau
attributed to his desire to shock the bourgeols mentality of the age:
"On ne posait, si pose i1 y a, que pour le bourgeois; et les habits
funébres et les chevelures désordonnées ne servaient que, comme les
‘monstres que les Chinols portent a la guérre, d'épouvantails a
1'ernemt . "155 |
But Baudelaire's posing also. served. another purpose: to distinguish
him from the common man. "Mais perswade—téi donc bien une chose, que tu
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sembles toujours ignorer; . . . je ne suls pas fait comme les autres
hommes ," Baudelaire wrote to his mother in 1844.156  "Tout est calculé
pour établir une distance bien respectueuse entre le dandy et le reste du )
monde ," writes Andre Beaunier. "EF a cette fin, 'tout 191 sert,
l'iﬁﬁertinence fréquérment, le paradoxe presque toujours, l=s sortes
viriées de 1'tronte, !'mmour. . . ."157

’Ihe‘ exotic 1nter1udé in BaLdelaire"s life, which began at the end of
his school years, was brought tc an abrupt halt on 21 September 1844.
Norcisse-Désiré Ancelle, a motary residing in Neuiily, was appointed
Raudelaire's "conseil judiclaire" and would administer what remained of
Raudelaire’s fortune by limiting hiim €o a monthly allowance. As we have
seen, when Baudelaire did have access to his capital, he did not pay his
debts. And since.ﬂaudelaire from 1844 on would not have access to the
capital remaining from his inheritance, he cadld r;st pay his.outstanding
debts. Thus, the prodigality of his youth would leave B-aude.laire under ™
the perpetual financial burdén of interest constantly accruing on old
det;ts. Reality's chastisement was "une humiliation affreuse™ 58 for the
youry dandy, a humiliation which would hauntshim for the rest’ of his
life. In Baudelaire's view, it Jwas the appointment .of. the "conseil
fxdiciaire® that ruined His life.‘ " . . le 'éonseil Judiciaire! Cet.te

épouvantable faute qui a ruiné mae vié, flétri -toutes mes journées et
donné a toqr.es rées pemée_Qa couleur de la haine e.t' duygdésgspoir,” he
angrily wrote to his mother’in 1860.159

Deprived of the means to ma‘intain his extravagant an lavish
lifestyle, ard faced with the pressing necessity Q:f earning money to .
support himself and' to pay his debts, Baudelaire turmed to journalism.

His first major publication was the Salon de 1845 which came out in May
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of that year. Asselineau maintains that Baudelaire's first publications
were art criticism rather than poetry because in the 1840s ™une éwvolution
se fit dans l'esprit public. . . .'Lla Peinture détrdna la Poésie."160
One might ‘add, however, that published jourmalism paid; poetrv, and
Raudelajre at this time was stfll an unpublished poet, did not. By mid-

1845, deﬁressed and discouraged by his lack of financial and literary

success, Baudelaire felt that life was too difficult and too camplicated.

At the end of hme he attempted to take ht¥ own life. He even had

Jearme déliver to Ancelle his suicide note ard last testament-—a letter

dated 30 Jume 1845:

Quand Mlle Jearme lemer vous remettra cette lettre,
je serai mort. . .- . Je me tue—sans chagrin. . . .
Je me tue parce que je ne puls plus vivre, que la
fatigue de m'endormir et la fatigue de me réveiller

me sont insupportables. Je me tue -parce que ?e suis
inutile aux autres--et dangereux a moi-méme.l16 '

While recovering from his self-inflicted knife wound, Baudelaire
stayed briefly at the home of his parents at 7, place Verddme. Shortly

thereafter he gave up his three rooms at the hotel Pimodan, and

henceforth he would.be obliged to live in more modest accammodations. On

the quai d'Anjou Baude]hs left behind a turbulent youth aptly sumed up
by the opening lines of his sommet "L'Emmemi™: "Ma jeunesse ne fut qu'un

ténébrewmorage, / Traversé ¢a et 1a par de briltants soleils."162
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"Ivresse litteraire. . . . De quel
nature était cette ivresse?"
—Bawdelaire, Mon coeur mis 4 nu

-’

CHAPTER II

THE EARLY WORKS

Baudelaire undoubtedly read Barbey d'Aurevilly's Du dardysme et de

George Brummell when it first came out in 1845. By that time Baudelaire

himself already had the reputation of & notorious dardy-littérateur. He
had already comracted a venmereal infection, had gore ‘on a long sea
journey, had squandered most of his inheritance, had lived in Lauzun’s
former residence, and had become embroiled in a tempestuous relationship
with the mulatto actress Jeam:\e Duval. He had also established
friendships with a n.umber of young bohemian writers and artists, and had
himself composed a mmber of literary pieces, including mst\of the
poems in Les Fleurs du Mal according to Asselineau.!l

With his access to his inheritance limited by the gppointment in
1844 of a "conseil judiciaire,”" the year 184)5 marked the end of
Baudelaire's bohemian days. Pressed by the necessity of paying hls
debts, and by the immediate necessity of supporting himself,? he, like
Barbey d'Aurevilly before him, was obliged to turn to jov.ml'ism. His
first publications were art criticism, short pleces of literary criticism
and a munber of short essays. His first two major pileces of art

criticism were the Salon de 185 and a much more important work, the

Salon de 1846, wherein Baudelaire reveals an astute and sound aesthetic

Judgement , escablishirfg his reputation as an art critic. In later years

2
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Théophile Gattier, whose own art criticism was of the highest order,
wrote: "Beudelaire était r critique d'art d'une sagacité parfaite, et
{1 apportait dans 1l'appréeciation de la peinture une subtilité
‘métaphysique et une originalité de point de vue qui font regretter qu'_i}.
Qn'aic pas consacré plus de temps & ce genre de travail®3

Already at the age of twenty-four, 1in the Saloh de 1845 Baudelaire

Fecognised the greatness of Delacroix, who represented for him "le génie
dans la peinture. "4 Indeed, following his introduction, Baudelaire
-devotes che very first line of his text to the praise of Delacroix "M.
Delacroix est décidément le peintre le plm original des temps anciens et
des temps rrnden\es."s Again in the Salon de 1846 Baudelaire dewvotes an

en’ire section to his discussion of Delacroix, heralding him as "le wrai
peintre du XIXe siécle,"® and attributinghto him a position secord to
none, even Ingres\ ™M. Ingres occupe aprés BEugéne Delacroix la place la
‘plus importante," Baudelaire h:rices.7 Of course Baudelaire did not
discover Delacroix, but he did ccme to the artist’s defence at a time
when Delacroix's works were not generally admired. "Jusqu'a présent on .a
été irjuste envers Bugeéne Delacroix. Lla critique a été pour lui amére et
lignorant:e.” he writgs.-g,
In these two salons Baudelaire also- sets the groundwork for what
Wwill ewlve into his aesthetic theory over the years. In the Salon de
1845 he intimates a relafion between "quelque cnose d'inattendu™® ard
. beauty——én association to which he gives a much richer and fuller
expression ‘in his journals written near the . .end of his life: "Ce qui
_n'est pas légéremert difforme a l'alr imsensible;——d'od il suit que
1'frrégularité, c'est-d-dire 1l'inattendu, la surprise, I'étorn;nent: sont

. une partie esséntielle et la caractéristique de la.beauté."l0 In the

!
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works of Delacroix and Corot he admires "la valeur d'une touche
spirituelle."ll He alsc admires “la naiveté et 1'originalité"l? in
Camille Corot's lardscapes which were not- fim;hed ard sterile copies of
nature, but rather powerful and magnificent suggestions of the beauty of
nature: " Ulne ceunre de‘gér:xie“ou si 1'on veut-me oceuvre d'ame--ou
tout est bien vu, bien observé, bien campris, bien imaginé-—est toujours
trés-hien exécutée, quand elle 1'est suffisamment."!3 Any painting which
lacks naivetv and originalitv Baudelaire disparagingly relegates to the
catepory "cdu chic et du Eon_c_if."u‘ In his later works, notably in the*.
Salon de 1859, Bawdelaire would develop the notion of "naiveté" }nt_o_his

theory of the imagination—-"cette reine des facultés."1d
In the Salon de 1846, Baudelaire further -associates the notion of

"naiveté" with his conception of Romanticism:

Le grand artiste sera donc . . . celul qui unira a
.o la naiveté . . . le plus de romantisme
possible. . . . Le romantisme n'est précisément ni
dans le choix des sujets ni dans la verité exacte,
mais dans la maniére de sentir. . . . Pour moi le
roma t l'expression la plus récente, la plus
actuelle du U. . . . [L]e romantisme ne consistera
pas dans unes exécution parfaite. . . . Qui dit
romentisme it art modemne,-—c'est-a—dire intimité,
spiritualite, couleur, aspiration vers 1l'infini,
exprimées par tous les moyens que contiement les
arts.

‘In defining Romanticism as the most recent and most modern artistic
expression, Baudelaire not only offers & preliminary formulary of. his
aesthetic of beauty, but he also establishes for the first time in his
work a link between modernity and his a‘esthetic of dardyism. In a brief
ccx‘xclu.sion to the Salon de 1845 he writes: -

[L]'héroisme de la vie modermne nous entoure et nous °
presse. . . . Celui-la sera le peintre, le vral
peintre, qui saura arracher a la vie actuelle son
coté épique, et nous faire voir et comprerdre, avec
de la couleur au du dessin, combien nous sommes
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grands et poétiques dans nos cravates et nos bottes
vernies.17

This link between modernity and dandyism is expliclitly stated in the
concluding section, entitled "De 1l'héroisme de la vie moderme," of the

Salon de 1846. "En relisant le livre du Dardysme, par M. Jules Barbey

d'Aurevilly,” &ites Baudelaire, "le lecteur verra clairement que
le dardysme est une chose moderne et qui tient & des causes tout & fait
nouvelles."18 . oo

In relation to the aesthetic of dardyism, Baudelaire writes that
beauty consists of ah etermal element and a transitory element. For
modern man, the transitory element is aptly symbolised by "l'habit, la
pelure du heros moderme. "19 Of the artists whose works were displayed at
the salon, Baudelaire Judged that Bugéne Lami--"le poéte du dandysme
hasar(denm et d' occasion”--and Paul “Gavarni--"le’ ‘poéte du dandysme
officiel"zo——sy;éceeaed'besc in capun:ing' che transitory element of the
beauty of modetn times represented in "le spectacle de la vie élégante et
des milliers d'existences flottantes qui circulent dans . . .. une grafx:le
ville,"21 | ‘

Baudelaire's aesthetic of dardyism is tl:ns amumed-i—n"rhis first
tho published works of art criticism. He first spoke briéfly ‘of -
"l'héroisme de la vie moderme" at the end of his Salon de 1845. And in

the three and a half pages which he dewotes to the subject in the
conclusion of the Salon de 1846, we find a prefiguration of his essay Le,

Peintre de la vie moderne, published in 1863, in which he treats at great

length and in great detail the topic of fodernity and dandylsm.
Bgudelaire's debut as a dandy-jourmalist is however marked by a

startling and peculiar ‘dnhiguityi In l'?is introduction to the Salon de

1845 Baudelaire seemingly comes to the defence of "le bourgeois . . . cet -

P
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étre inoffensif."22 He also writes that he admires in Louis-Philippe
"l'esprit éclairé et libéralement patermel d'un roi & qui le public et
les artistes doivent la jouissance de six musées."23 Again in Le Musée

classique du Bazar Bome-Nouvelle, a short piece published in Jamuary

1846, Baudelaire writes a glowing defence of the bourgeois:
Nous avons entendu maintes fols de jeunes artistes se

plaindre du bourgeois, et le représenter comme
1'ememi de toute chose grande et belle. --I1 y a la
une idée fausse qu'il est temps de relever. Il est
une chose mille fois plus dangereuse que le
bourgeqis, c'est l'artiste-bourgeois, qui a été créé

pour s'interposer entrz le public et le génie; il les
cache 1'un & 1'autre.?

Finally, in his dedication "Aux bourgeois® which prefaces the Salon de
1846, Baudelaire writes: "Vous étes les amis naturels des arts, parce
que vous étes, les uns riches, les autres savants."23
That such praise for the bomrgeoisie should flow from the pen of a
yoaumng dardy-littérateur is indeed startling, and ic has been a matter of
constermation for many critics writing on Baudelaire. The texts
' addressed to the bourgeois have been interpreted variously as being
‘ serious, aml_:xignmls'and ironic. Amnie Becq sees on Baudelaire's part "une
oscillation de 1l'ironique au sérieux" in the prefaces to hi; two
salons.26 But is is Marcel Ruff who offers one of the most convincing
"-explanatio.ns of the contradiction inherent in the defence of the
bourgeois ‘by'Bag\deléirre the young dardy. kuff sees .iﬁ the dedication an_
expression of Baudelaire'is reaction against the peculfar kind ofx
- polltica’i conformi ty which characterised the period:
.. 7 Or & ce moment l'opposition a la malheureuse
monarchie de Juillet est pour ainsi dire un article
de foi, les légitimistes, les républicains et les
bonapartistes s'alliant sans “scrupules pour accabler
leurs adversaires sous un faisceau d'arguments et de

.convictions parfaltement contradictoires. C'en était
assez pour , persuader Baudelaire de prendre le parti
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/ contraire.2’

\ - In another sense, however, the contradictionin Baudelaire's praise
of the bourgeois may be sumed up in the paradox inherent in the temm
"dardv-littérateur.” The dandy as writer produced a work which, in the
mid-nineteenth century, "was a Wity destined essentially for a
bourgeois marketplace. The success of the writer, then, was directly
dependent upon a reading public--a public that the dandy, by virtue of
his aestheticism and his asceticism, abhorred.28 Viewed in thts light,
Baudelaire's persuasive appeal to the bourgeols may also be interpreted
as lronic and somewhat self-serving, for in affirming a harmony between
art and the bourgeois, the artist ratifies the necessity and the value of
his art. Indeed, the conclusion of the preface to the Salon de 1846 may

be regarded as a masterpiece of ironic persuasion: "Vous étes les amis
natur.els des arts, parce que vous étes, les uns riches, les autres
savants., . . . C'est donc & vous, bourgeois, que ce livre est
naturellement dédié; car tout livre qui ne s'adresse pas a la majorité,—
nombre et intelligence,--est un sot livre."29 To imagine Baudelaire
writing either "un sot livre" or a book addressed "a la majorité" is
‘g certainly unthinkable. And 'so at one point in the Salon de 1845 the

woice of irony pricks the discourse of flattery. Baudelaire, not unlike
Stendhal addr:essixg the "happy few,"” wryly confesses: "Nous savons que
nous serons campris d'un petit nambre, mais cela nous suffit."30
Although muteéd, the ironic tone of the preface "Aux bourgeois"
camot be denied. As we have seen earlier in Part One, irony was chief
among the characteristics of literary dandyism. And Baudelaire himself
considered irony to be ome of the essential qualities of all literature:
"Deux qualités littéraires fordamentales: sumaturalisme et ironfe."31
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The ironic and insolent pose of Baudelaire the dandy-littérateur is-

manifestly evident in the short essayvs which he published in 1845 ard
1846. In Comment on paie ses dettes quand on & du génie, published in

November 1845, Baudelaire relates what is ostensibly an anecdote about
Balzac and his creditors. The piece opens with a flagrant and mocking
boast about breaching a confidence: "L'anecdote suivante m'a été cantée
avec priéres de n'en parler & persomne; c'est pour cela que je veux la

—

raconter a tout le monde."32 In Choix de maximes consolantes sur

l'amour, published in March 1846, Baudelaire offers advice on how to
choose "l'-héroilne de votre coeur."33 His advice to the reader ranges
from the casual and the scarrda]:ws——“dxez les Incas 1l'on aimait sa soeur;
contentez-vous de votre cousine”34--to the mock serious:

Bien qu'il faille étre de son siécle, gardez-vous
bien de singer 1l'illustre don Juan qui ne fut
d'abord, selon Moliére, qu'un rude coquin, bien style
et affilié 3§ l'amour, au crime et aux arguties;—
puis est devernu, griace & MM. Alfred de Musset et
Théophile Gautier, im flaneur artistique, courant
aprés la perfection & travers les mauvals lieux, et
finalement n'est plus qu'un vieux dardy éreinté de
tous ses voyages, et le plus sot du mondg aupreés
d'une hornéte -femme bien éprise de son mari.3d

Comment on paie ses dettés quand on a du génie and Choix de maximes

. consolantes sur l'amour are reminiscent of the many frivolous marnuals on

popular dardyism which appeared in France. tl‘u'mghtmt the 1820s and the
18305 as we have already seen in the first: part of the present study.
In a tone of mock seriousness these "manuals prescribed the correct method
and deportment required in matters ranging from the tying of ties to the
avoiding of paying debts. The two pleces by Baudelaire are parcicul.arly

reminiscent of two maruals by Bnile Marc Hilaire: L'Art de réussir en

Ve
amour, enseigné en 25 lecons (1826) ard L'Art de payer ses dettes et de

satisfaire ses créanciers, sans débourser un sou (1827).



Having offered advice to debtors and lovers, Baudelaire offers
advice to writers with great mock solemity in Conseils aux jeunes

littérateurs, published in April 1846. Since "la littérature . . . est

avant tout un remplissage de colonmnes, "36 Baudelaire advises learming
to write quickly: "Pour écrire vite, il faut avoir beaucoup pensé,—
avoir trimballé un sujet avec soi, a la promenade, au bain, au
restaurant, et presque chez sa maitresse."37

In "Prométhée délivré"” par L. de Semmeville, published in February

1846, Baudelaire adopts an insolent and superior attitude toward his
reader: "Pauvre lecteur, camme vous prenez le mors au dents, quand on
vous met sur une pente!"38 Such a cavalier attitude toward the reader is

.again present in Baudelaire's novella la F?qfarlo, his only piece of

-

prose fiction which first appeared in the January 1847 wvolume of the

Bulletin de la Société des gens de lettres. In the novella the narrator,

with an air of great superiority and impudence, takes great care to
establish a distance between Samuel Cramer and the more cammon species of
man: "Quelques lecteurs scrupuleux et amoureux de la vérit'é
vraisemblable trouveront sans doute beaucoup & redire a cette histoire.

Cette portion du public qui est essentiellement pusillanime ne

comprerdra guére le persornage de Samuel. . . ."39

162

In terms of Baudelaire's early literary darndyism, La Fanfarlo is the

masterpiece of his use of irony.40 In the novella, irony functions on a'
mnumber of levels simultangously. The narrator brushes a portrait of
Samuel Cramer as the consummate dandy-poet, "l'haomme le plus faux, le
plus égoiste, le plus sensuel, le plus gourmand, le plus spirituel,"4l
part Brumell and part Byron: _

Parmi tous ces demi-grands hommes que j'al ‘connus
dans cette terrible vie parisierme, Samuel fut,

A3
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plus que tout autre, 1'homme des belles oeuvres
ratées;-—créature maladive et fantastique, dont la
poésie brille bien plus dans sa persorme que dans ses
oeuvres, . . . esprit chez qui le paradoxe premait
souvent les proportitons de la naivete, et dont

1'imagination était aussi vaste que la solitude et la
paresse absolues.4?Z

Bv agreeing to seduce la Fanfarlo in orﬁer to save the marriage of his
childhood friend Mme de Cosmelly, Samuel--"notre jeune roud"43-_assumes
that the "honnéte ferme"*4 will oblige him with her f‘avours in the
future. In this case, however, the irony is directed against Samuel, for
Mre de Cosmelly {s not in the least duped by his dispiays of “false
passion: "Mme de Cosmelly, cette aimable E\lmire qui avait le coup d'oeil
ciair et prudent de la‘vertu, vit promptement le parti qu'elle pouvait
tirer de ce scélérat novice, pour son borheur et pour 1'homeur de son
mar?. E}le le paya donc de la méme momnaie; elle se laissa presser les
mains. . . ."45  She understands Samuel's character only too well, for
she had already been the victim of her husband's "dardysme . . . la vie
anglaise,-—cette mort du coeur,--la vie des clubs et des cercles.

' b6 '

Samruel himée}f uses irony as a shield and as a weaEyon in his
sedlction of la Fanfarlo.- In seducing the actress, Samuel strives to
maintain an ironic detachment fram all passion. He is intrigued by la
Fanfarlo, not beéauée she ié a woman, but_'because she, like him, is a
performer. Samuel 1is fascinated by the’ artifice of her‘ art, and when
alone with her in her room, he demands that she put on the costume she
wore in the role of Coldnbine.; "Eh! n'aubliez pas le rouge!" he hastens
to add.4’7 Both Samuel the dandy-poet and la Fanfarlo the actress--two
"créatures d'él1te™8__maintain an {ronic distance fram the natural world

| through their fespe'ct:ive art forms. But their detachment from the world,



and indeed from each other, falls victim to an ironic twist of fate at
- the end of the tale. 'Ihrcx@'tout the novella, Samuel is portrayed as an
impassible dandy who aloofly preys upon the world, not unlike the birds
of prey {n-his work Orfraies. However, at t:.he erd of the tale the bird
of prey is summarily plucked: "[A]lprés.avoir dénigré pendant trois mois
la Fanfarlo, il en devint éperdument amoureux. . . ."49

In falling victim to his own passion, Samuel's mask of ironic and
impassible detachment 1is shattgered. In becoming the respectable,
productive and successful author of "quatre livres de science," he falls
from the status of dandy-poet: .IPauvre chantre des Orfraies:! . . . Il
‘est tombé bien bas."30 Like the poet in Baudelaire's prose poem "Perte
" d'quréole,"S! Samuel too has lost his poet's halo, and has become one of
the bourgeois that he despised. Furthermore, in settling down to the
semblance of a family; life with la Fanfarlo, he has sirmmed _agaiﬁsi:
dandyism: "Quant & lui, 11 a été pund par ou i1 avait péché. Il avait
souvent singé la passion; i1 fut contraint de la connaitt:e. . .. .52 He
shas become but  "un vieux dardy éreinté . . . et le plus sot du“n'londe
suprés d'une horméte femme bien éprise de son mari."33 In Baudelaire's

view, woman wes part of the natural world, and consequently she was the
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opposite of the dardy. "La femme a faim et elle veut manger. Soif, et

dlle veut boire. Elle est en rut et elle veut étre foutue,” Bat_rlelaire
wrote. "La ferme est naturelle, c'est-i-dire abaminable. Aussi est—elle
toujours vulg'aire, c'est-d-dire le contraire du Dandy."34 Thus, women as
a creature o€ the physical -world represents a peﬁloxm danger for the

dandy, as Max Milner writes: "[E]lle invite.l'haune a pratiquer un anti-/

daidysme dans lequel sambre sa dignité de créature spirituelle. . ..."55
Such indeed was Samuel's fate. -

/
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In terms of Baudelaire's early dandyism, La Fanfarlo is the most
important text among his early works which were published before the 1857
edition of Les Fleurs.du Mal. Tl* novella is generally interpreted as

being largely autobiographical. Reflecting on Emile Deroy's portrait of
Bat.,ndelaire painted in 1843 or 1844, (hatles Asselineau had very early
/¢61nted out a marked similarity between Baudelaixe and his fictional
’ hero, Samuel Cramer: "Il m'est impossible, en regardant cette peinture,
de n'avoir pas aussitot présent‘é la mémoire le portfait de Samuel Cramer
dans La Fanfarlo, nouvelle écrite_e a la m2me date, et dont le héros me
semble 1'exacte ressemblance de 1'auteur."56 Claude Pichols sees in the
mrk'a reflexdon of:- Baudelaire's darndyism as a soclal code and as a
literary aesthetic: "Ainsi, a chaq{xe page, a chaque ligne de La
Fanfarlo, on reconnai.t intimement mélées la vie et la littérature,
constante imbrication: ., .37  This imbrication is evident right fram
~“the very outset of t;1e story, where we learn that Samuel had signed his
early works under the name Manuela de bbntevérde—a name whose nobiliary
particle_served to elevate Plim well above the commbn man.. Baudelaire
himself had signed La Fanpfarlo Lni\m' the name Charles Defayls--a version
of his mthetj's\rrgifbn name which he 'us‘ed to sign his correspondence and
his works of the mid-1840s.58 .
for André Ferran, however, Baudelaire's autobiographical sketch in
his novella is also a rigorous self-analysis and a self-criticism: "La
Fanfarlo . . . est une confession, un fragment autobiographique, une
critique. Baudelaire se peint et se juge. . . . Un auteur se peint
toujours un peu dans sés héros. <Et Trialph c'est Lassailly, comme Cramer
est Baudelaire."39 It is 'this self-portrait of the dandy, this mirror
{image of Bav.delairé's dandyism that constitutes the essential meaning of
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La Fanfarlo. Indeed, judged by traditional criteria of literary

apalysis, the novella as a narrattve discourse has great wealmesses in
plot and in charﬁcter development, and is sparse and often lacking in
descriptive passages to explain the actions and the psychology of the
characters. 60 \»haf we observe reflected behind the narrative is the
creation and the subsequent contenplatioﬁ of the many mirror ixﬁages of
Samuel the dardy. Mme de Co_\smelly even explicitly alludes to Samuel's
per:u:hant for studying himself in his mi rror. Speaking of their childhood
past, she says to him: "[.i]e me regardais moins souvent que vous dans la
glace."61 Fram early childhood on, then, Samuel had lived by ome of the
cardinal rules of dandyism: ™Le Dandy doit aspirer a étre sublime sans
interruption; il doit vivre @g§ dormir devant un miroir."62

Baudelaire's theme of self-contemplation ard his exploration of the

’ . ) »
role of the dandy-poet in La Fanfarko is a crucial key to the

urderstanding of the early phase of his own dandyism. "The story is, in
fact, Baudelaire's first mirror," writes C.A. Hackett.63 But the story
is also more than an ironic parable of dandyism. It is also, as
Nathaniel Wing states, "a far reaching examination of the artist and the
nature of artistic creation."64 As such,‘Bauielaire's only piece of
prose fiction offers us a remarkable self-portrait of Baudelaire the
dardy-poet at the age of twenty-five. ,

At the end of La Fanfarlo, Samuel founds a socialist: jourmal and

makes blans to enter politics. The sincerity of' Samuel's socialist
commitment is suspect, as indeed the irony inherent in the epigraph of
one 6f his books suggests: "Auri sacra fames!"605 From early 1848 to the

- end of 1851 Baudelaire too i:ook up the socialist cause, and the
earnestness of his political cammitment has also been questioned by many

JAND
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critics. During this pericd Baudelaire the dandy took on -the guise of a
revolutionary. Crépet writes that he even took to wearing a workman's
smock: "La blouse étant de mise pendant la période od Baudelaire afficha

des sympathies démocratiques, de 1848 a 1851, il 13 porta souvent, au
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cours de ces trois ans."©® Asselineau adds that even when wearing such.

clothing, Baudelaire's dress was ever meticulous and impeccable: "On le
rencontrait . . . sur les boulevards extérieurs, vétu tantot d'ume
vareuse et tantot d'une blouse; mais aussi irréprochdble, aussi correct
dans cette tenue dérﬁocratique que sous l'habit noir des jéurs
prospéres."™’ During the evehing of the day the Revolution bn-ake out, on
24 February 1848, Jules Buisson described a Baudelaire splerd}ferously

decked out in accoutrements befitting a dandy-revolutionary. "Il portait

un beau fusil 3 deux coups luisant et vierge, et une superbe cartouchiére

de cuir jaune tout aussi immaculée," Buisson wrote. "I1 . . . criait
beaucoup; et toujours son 'refrain: il fallait aller fusiller le général
Aupi.ck."68 It is doubtful that Baudelaire intended his "battle cry” to
be taken seriously. In all probability his display of bravado was nént
to shock his friend Buisson. After all, Baudelaire had already
discovered in 1835 that "la poudre fait/peur aux m."69

In addition to taking up arms, Baudelait:e also to&c up his pen in
1848 to collaborate on jdmls which supported the Republican cause. /0
Mouquet and Bandy write that throughout 1848 more than five hundred
:s.ocialist journals appeared, most of which pubiished only two or three
jssues.’l At the end of February 1848, Baudelaire, Champfleury and

Toubin founded Le Salut public which was republican and soclalist {in

tone. Two issues only were published. Fram 10 April to early May

: \)
Baudelaire was sub-editor of La Tribune nationale which was a moderate

v



168

socialist jon.xrn.sal.72 Finally, in October 1848 Baudelaire again set his

hand to journalism at Chiteauroux as editor "of Le Représentant de

1'Indre. The directors of the journal were so conservative, however,
that he left Chateauroux by the end of the month.

In addition to his mlism, Baudelaire's works and }ite.rary
criticism published during his revolutionary phase also reveal a marked
socialist sentiment. In Du vin et du hachisch, published in March 1851,

he p'n:iised wine as a support for the people in their struggle against
oppression and the hardships of life: "Le vin exalte la volonté.
Le vin est unA support physique. . . . Le vin rerd bon et sociable.
Enfin'le vin est pour le peuple qui travaille et qui mérite d'en
boire.‘"73 In his article .Pierre Dupont, published in August 1851, he

praised the Republican patriotism and the "sentiment indomptable
d'égalitén’4 '6f the poet and author of popular songs: ™La Révolution de
Février activa cette floraison. impatiente et augmenta les vibrations de
Ta corde populaire‘; tous les malheurs et toutes les espérances de la
Révolution firent écho dans la poésie de Pierre Dupont."/# In Les Drames
et les romans l';ornétes, published in November 1851, Baudelaire reproved
"la sotte hypocrisie bourgeoise" typified By certain®blays and novels
" which he di sparagingly dubbed "1'école du bon sens."’6

Baudelaire's social idealism came to an abrupt. end with Louis-
Napcléon's seisure of power on 2 December 1851. ™a fureur au coup
d'Etat. Combien j'al essuyé de coups de fusil. Encore un Bonaparte.
quelle hont:e!;' he wrote in his intimate journal.’’/ Thereafter he showed
liﬁtle interest in poiitics. "LE 2 DECEMBRE m'a phys\iquement

dépolitiqué. Il n'y a plus d'idées générales,” he wrote to Ancelle on 5

March 1852. "Que toit Paris soit orléaniste, c'est un fait, mais cela ne

- N B \ .
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me regarde pas."’8 Writihg in Mon coeuf a mu near the end of his
life‘, .BAudelaire comletely g.iécredited his political invo%\c in the

Revolution of. 1848. "™on ivresse en 1848. De quelle nature était cette

ivresse? Gout de la vengeance. Plaisir naturel .de la démolition.
Ivresse littéraire,” he wrote. "1848 ne fut amusant que par\ce que chacun
y faisét des utopies comme des chéteaux’gn Espagne. 1848 ne fut
charmant que par 1'exces méme. du Ridicule."’9 Baudelaire viewed the
Revolution as his "ivresse littéraire” since for him at that time it
embodied a part of hi:s poetic vision. In his essay on Pierre Dupont, for
example, he equated poetry with the motion of revolt: "C\‘est une grande
destinée que celle de la poésie{! Joyeuse ou lamntasle, elle porte
toujours en soi le divin caracté;'e utopique. . . . [Ejlle se fait

révolte. . . ."80

'.*iost critics dgree that Baudelaire's involvement in the Revolution
of 1848 was no®, in the fimal analysis, the result of a profound
political commigment. In: his biography of Baudelaire, Asselineau states

that the poet was drawn to the Revolution principally for aesthetic

o
reasons:;

Baudelaire aimait la Révolution; plutot i1 est vrai,
d'm amour d'artiste d'un amour de citoyen. Ce
qu'il en aimait, ce n'etait pas les doctrines qui, au
contraire, choquaient en lui un certain sens
supérieur de mysticisme aristocratique; c'était
l'enthoustasme, la fervente énergie qui
bouillonnaient dans toutes les tétes et emphatisgient
les écrits et les oeuvres de-toutes sortes.

Pierre Pluchon views Baudelaire's foray into journalism and his "ivresse
de 1848" as "véritables confessions 'd'égocis'me" and interprets

. [
Baudelaire's entire revolutionary episode as the daridy's ultimate

<
intoxicating experience: "L'insurrection ne serait-elle pas deverwe le

plaisir supréme réservé a 1'élite dandy? A Byron l'indépendance grecque,

2%
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& Baudelaire 1'avénement républicain!®82 Indeed Ba(xdelaire himself lends

" credence to Pluthon's amalysis, for he iater wrogé in his jourmal: ™Vous
" figurez-vous un mtﬂy-i:qtlht au peuple, excepté Ycur le bafouer?"83

His revolytionary phase finished, lgire wrote in Mon coeur mis

d ru, under the heading "POLITIQJE": *"Je. n'ai 'pas/ﬁ‘e’ convictions, comme
1“entendent les gens de mon siécle. . . 8 In the years immediately

\_—/

followirg the coup d état, houever there began to emerge in Bsudelaire

' convi tions of another order—cowictions of an imreasing,ly spiritual

and ysical nature. "Ceperdant, 'al quelques convictions,™ he
wrote, ¥dans un sens plus élevé, et qui ne peut pas &tre campris par les
gens de mom. Calbs.'sf‘ As early as January 18-52, Baudelaire gave clear

.evidence of a heightened spirfmal ccncem in his.short essay L'Ecole '

paienne, in which he wrote< "Renie_r les efforts de la société

. précédente, chrétieme et philosophique, c'est se suicider, c'est refuser

Ll force et les unyens de perfectiomement. . . . Pulssent la religion et
la 'philooqiue venir un jour, comme forcées par le cri A'un désespéré! 86
hdelai‘re soan reoognised the cry of }xsc such & desperate saul in the

. mrksof_EdgarAllanPoe

In 1852 Baudelaire reed for the first time the ma Jpr boeCry, éssay_s
and fiction of Edgar Poe. In Po‘e;'nmdelaire" immediately discovered 'a .

kindred poetic spirit, and this discovery did much. to inspire and to
confirm him in his newly emerging spiritual orientation. From 1852 to

1865, Baudelaire regularly published t:ranslatlons of Poe '8 woi:‘ks and
thue translations proved to be the'msc succes'zsful of his lit:erary
enterprius 37 As W. T. Bardy writ:es, dn'ing his lifetime "les plus

: rutables de ses travaux littéraires étaient ses tra:hctims d'Edgar

v .
L]

Poe . *88 ' * °
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Baudelaire wrote three major studies on Poe which were published in

1852, 1856 and 1857.89 m Edgar Poe, sa vie et ses oeuvres Baydelaire

readily identifies with Poe's hatred of the United States' single-minded
preoccupation with material progress. "Le temps et l'argent ont la-bas
une valeur si grande! L'activite mtérielle:fexagérée Jusqu'aux
proportions d'une manie nationale, laisse.danf les esprits bien peu de
place pour les choses qui ne sont pas de la terre,” Baudelaire wrote.

""Poe] considérait le Progrés, la grande- idée moderne, camme une extase

de gobe-mouches. . . ."90 Burit was the spiritual and metaphysical .

dimension of Poe's works which was of particular interest to Baudelaire.
Poe,_ like Baudelaire, “had convictions .uhich were not understood by his ’
countrymen. His sourdi:ngs of the mvsterious dark regions of the human
soul, his belief that "la Perversite naturelle” of man was "le résultat
des suggestions du Diable"9} went agamst the grain of a nation of
mtérial‘—m.irﬂed optimists given over to the philosophy of wealth and

progress. In Notes nouvelles sur Edgar Poe Baudelaire expressed his

admiration for the American poet: "[Clet auteur, produit d'un siécle
infatué de. lui-méme, erfant d'une nation plus infatuée d'elle-méme

g.l'aucme autre, 3 vu clairement, a imperturbablement affirmé la

N~
N~

méchanceté naturelle de ['Homme."92 .'

" The spiritual af-finit.y between Poe and Bgudelaire i{s indeed so great
that Baudelaire was accused of imitating Poe- W.T. Bardy maintains that.
Poe merely reinforced Baudelaire's own spi;rimal orientation: "A mon
avis, Poe a tnspiré Bquc-ielair’e plus qu'il ne 1'a fnfluencé, si 1'on pcut
faire cette distitictioh.@ Pour- lui,; Poe 'éFait un martyr de la _
littérature. . . ."93 'But 1t was Beudelaire himeelf who best explained
that what he found in Poe wian echo, a mirkor image of his own thought.

\.
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In a letter to Théophile Thoré, dated 20 June 1864, he wrote:
Eh bien! on m'accuse, moi, d'imiter Edgar Poe!
Savez-vous pourquoi j'al si patiemment traduit Poe?
Parce qu'il me ressemblait. La premiére fois que
j'al ouvert.un livre de lui, j'ai vu, avec é

et ravissement, ron seulenmt des sujets révés par
moi, mais des PHRASES pergzes par moi, et écrites par -,

lui vingt ans auparavant.

Poe was to remain Baudelaire's spiritual alter” ego tl'u'ougha.lt his life.
His feeling of identification with the American poet ran so deep that
writing near the end of his life he included Poe among the intercessors
to wham he prayed.93

Two other works which Baudelaire published in iéSS also reflect the
sbiritual and metaphysical concerns which he Tewealed in his studies of
Poe. In Exposition universelle 1855 Baudelaire gives evidence of his

awakening spirituality in voicing concern about the evil inherent in the

'

notion of material progress:

Demarndez & tout bon Frangais . . . ce qu'tl enterd -
par progrés, il répondra que c'est la vapeur,’
1'électricité et l'éclairage au gaz, miracles
incommus aux Romains. . . . Le pauvre homme est

tellement américaniseé far ses philosophes zoocrates

et industriels qu'il a perdu la notion des
différences qui caractérisent les. phénaménes du monde

physique et du monde moral, du naturel et du
surmaturel .96 . :

Baudelaire's spirituality is even more strongly expressed in De l'essence.

'yd.x rire et geénéralement du comique dans les artsfplaséitye.g which was
published in July 1855. Laughter,.for Baudelaire, is satanic in origin
: -

and is finextricably linked to man's fateful fall fram grace through
original sin: S~ |
. I1 est certain, si l'on veut se méttre au point de
vtzdel'pritorthodm que le rire humain est . -
intimement 1ié & 1l'accident d'une chute anciemne,
d'une dégradstion physique,et morale. Le rire et la
. douleur s'expriment par les oryanes ou résident le
commrdement et 1a science du blen ou 'du mal: les

- N -
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yeux et la bouche . %7
In 1855 this "point de vue de l'esprit orthodoxe™ was new to Baudelaire's
thought. "La notion chrétiemme du péché originel n’a pas de place dans
la partie de son oceuvre antérieure a 1855," writes Milner.98
Baudelaire's growing conviction that "nous scrﬁnes tous nés marqués
pour le mal"99 uas given explicit expression in his poem "Au lecteur"--

. : »
the poem that was to serve as the preface to Les Fleurs du Mal--which was

first published on 1 June 1855 in Revue des Deux Mondes. ° Fram 1845 on
Baudelaire published a rumber of poems in various journals.l00 Finally,
in 1857 he published his poems in volume f‘orm urder the title Les Fleurs
du Mal. The 1857 edition, centred pri.r;larily on the experience of the
areist, is to a.large extent a chronicle of Baudelaire's early phase of.
egotistical dandyism. And yet, poems such as "Au lecteur and
"L'Irrémédiable"l0l do presage the poét's awakening spirituality. As we
shall see, Baudelaire's emerging spiritual and metaphysical concerrs were -
brought into sharp focus by the condemation of the first editfon of Les
Fleurs du Mal. 'IhE ob_scenity trial of August 1857 precipitated a crisis

in Baudelaire which resulted in a profound spiritual ard literary

reassessment: on his part.



PART TWO: CHAPTER II

1 Charles Asselineau, "Charles Baudelaire: sa vie et son oeuvr;e,"
in Baudelaire et Asselinegu, textes recueillis et commentés par Jacques
Crépet et Claude Pichols (Paris: Nizet, 1953), pp. 64-65.

2 Baudelaire complained bitterly of his inability to work "a cause
du manque perpétuel d'argent” in a letter which he sent to his mother on
4 December 1847 (C, I, 142-143): "[I]1 m'est arrive de rester trois
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totalement pour mener contre elle un véritable combat.

of idealistic socialism:

24 Baudelaire, "Le Musée classique du Bazar Bomme-Nouvelle," OC, II,

la dédicace 'aux
bourgeois' du 'Salon de 1846,'"™ Romantisme, 17-18 (1977), 71.
view, the ambiguity of the position of the modern artist stems
fact that the artist himself is part of the dominant bourgeois social
class. The young Baudelaire typifies "la contradiction propre &
1'artiste qui, ressortissant & la classe dominante, ne peut s'en couper
: " (p. 74).
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petite bourgeoisie dans lgs années 1840: 1le cas de Ba
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la petite bourgeoisie et au soclalisme utopique.
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le cadre d'une idéologie petite-bourgeoise,
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notamment 4 cause des implications fouriéristes et
des options politiques que confient cette position
esthetique. Baudelaire congoit l'art moderne, le
romantisme, comme un moyen pour dépasser l'état
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d'harmonie. Cetartmdemerepresenteenmerue:enps
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pieddes}deesmmtesdmslemﬁedebo&mes et

de démocrates qu'il fréquentait.
28  In Sartre's view—Baudelaire (1963; rpt. Paris: Gallimard,

"1976), pp. 184-185—the dandy- -T{ttérateur is "le parasite des parasites:,

le dauiy patasite du pocte, qui’ est lul-méme parasite d'une classe

d'oppresseurs.” .

> 29 Baudelatre, "Salon de 1846," OC, II, 417.

. 30 Baudelaire, "Salon de 1845," OC, II, 357. .
31 Baudelaire, "Fusées," OC, I, 658.

32 Baudelatire, "Comment on pale ses dettes cpani on a du geénie," OC,
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11, 6.

33 Baudelaire, "Choix de maximes consolantes sur 1'amour,” OC, I,.
550. T

34 1bid., p. 551.
35 1bid.,, p. 551.

S

36 Baudelaire, "Conseils aux jeunes littérgteurs," oC, II, 14-15.
37 Ibid., p. 17. '

38 Raudelaire, "'Prométhée délivré' par L. de Semeville," OC, II,

39 Baudelaire, "La Fanfarlo," oC, I, 568-569.

40 For a detailed study of same of the many complexities of ironmy in
La Fanfarlo, see Nathaniel Wing, "The Poetics of Irony in Bawudelaire's
"La Fanfarlo, '™ Neophilologus (April 1975), pp. 165-189.

41 Bauielaire,."La Fanfarlo,” OC, I, 574.

42 1bid., pp. 553-554.

43 Baudelaire, "La Fanfarlo," OC, I, 569. In "'Anti-husbandry' and
- Self-Creation: A Comparison of Restoration Rake and Baudelaire's Dardy, "

Texas Studies.in Literature and Language .(Winter 1973), pp. 591-592,

Barbara L. Rubin maintains that the rake and the dandy are identical in
their misogyny ard in their refusal to join the social order:

Dandyism thus has, as a driving force, a repugnance
to women. . . . The rake and the dandy are identical

.« . In their refusal to join the social order
through marriage, ' fatherhood, or "husbardry."™ For
* both, beauty, joy, ard value are found only in the.
fictive world they create and sustain by will,
.talent, and discipline.

* In the novella ("La-Fanfarlo,™ OC, I, 577) Baudelaire's fictional alter
ego makes quite explicit his view of the social order:
Quoique Samuel £t une Lmagination depravee et peut-
étre a cause de cela méme, l'amour était chez lui
moins une affaire des sens que du raisormement.
C'était surtout l'admiration et 1'appetit du beau; il
considérait la reproduction comme un vice de l'mxr,
la grossesse conme une maladie d'araignée. Il a
écrit quelque part: Les anges sont hermdphrodites et
. stériles. -—-I1 aimait un corpe humain comme une
- “harmonie mterielle, camhe une belle architecture,
plus le mnvement, et ce matérialisme absolu n'était
pas loin de l'ideaum le plus pur. -
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& Baudelaire, "La Fanfarlo,” OC, I, 579.
45 1bid., p. 569.
— 46 1btd., p. 566.
47 1bid., p. 577.
48 1bid., p. 575. |
49 1bid., p. 571. ; Q
50 1bid., p. 580,
51 Baudelaire, "Perte d'auréole," OC, I, 352.
52 Baudelaire, "La Fanfarlo," CC,'I, 579.

53 Bauwdelaire, "Choix de maximes corsolantes sur l'amour,"” OC, I,
551. . : :

54 Baudelaire, "Mon coeur mis a nu," OC, I, 677.

55 Max Milner, "Baudelaire et 1'Eros noir," in Journées Baudelgire
(Bruxelles: Acadéemie royale de langue et de littérature frargaises,
1968), p. 127.

In Baudelaire's own case, life with Jeamme proved to be a generally
frustrating experience which on more than one occasion overwhelmed his
poetic spirit. In a letter to his mather, dated 27 March 1852 (C, I,
193), he wrote: . - . :

Jeamme. est deverme un obstacle nen seulement . a mon
borheur, . };' mais encore au perfectiomement de mon
esprit. . .4 Jamais les grands devoirs que j'ai &
accamplir, paiement de mes dettes, la gg%fttﬁde“ mes
titres de fortune, 1'acquisition de la célebrité
. . . ne se pourront accamplir dans de pareilles 2
.conditions. . . . VIVRE AVEC UN ETRE qui ne vous sait .
sucamn gré de vos efforts, qui les contrarie par une
maladresse ou une méchanceté permanente, qui ne vous
Gonsidére que comme son domestique et sa propriéteé,
avec qui il est impossible d'échanger une parole
politique ou litteraire, . . . --enfin est-ce
possible cela? Est—ce possible? -
56 "Charles Asselineau, Charles Baudelaire: sa vie et son oceuvre, p.
70. - In particular Asselineau cltes the following portralt of Samuel Tsee
Baudelai{re, "La Fanfaxlo,” OG, I, 553): "Samuel a le-front pur et noble,
les yeux brillants compe des gouttes de café, le nez taquin et railleur,
les lévres impudentes. et sensuelles, le menton carré et despote, la

chevelure prétentieusemerit raphaélesque.” '

] . 57 Claude Pichots, I ion, in Charles Baudelaire, La Fenfarlo,
] texte établi, présenté et awot§ per Claude Pichois (Moneco: Editions du -

Al
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Rocher, 1957)¢ p. 30.

38 For the correspondence, see Pichois' "Index des signatures de
Baudelaire autres que ses signatures habituelles," in Baudelaire, C, II,
1089. The Salon de 1845 and the Salon de 1846 were both signed
Baudelaire Dutays, and Choix de maximes consolantes sur l'amour and
Conseils aux jeunes littérateurs, both published In 18486, were signed
Baudelaire-Dufays. .

In The Aristocrat as Art: A Study of the "Hoométe Homme" and the
"Dandy" in Peventeenth- and Mineteenth-Century French Llterature (New
YOI‘R%/(E?i& University Press, 1980), p. 92, Dama C. Stanton writes:

"[T) ssion for poble names was equally pervasive in dandyistic life
as ih literature. . . . Even non-nobiliary foreign names, like Sarmuel
Cramer, set the dandy apart from cownon French stock." Adopted nobillary
names became, ironically, almost commonplace in French letters in the
nipeteenth century. To mention but a few examples, in Balzac's Illusions
s Lucien Chardon adopts his mother's name and becames Lucien de

. In 1831 Balzac himself added the nobiliary particle and became
Honore de Balzac. ~ Similarly, Gérard Labrunie became Gérard de Nerval,
and Jules Barbey extumed the long discarded d'Aurevilly patronym.

- 99 andreé Ferran, "Baudelaire juge de Baudelaire," Rewvue d'histoire
littéraire de_la France ( juillet-septembre 1929), pp. 449, .

60 For example, the matter.of Samsel's former acquaintance with Mme
de Cosmelly is summarily dispatched in one brief sentence (OC, I, 556):
"Samuel l'avait commue aux emvirons de Lyon, jeune, alerte, folatre et
plus maigre." Further details and explanations are not forthcoming, and
the reader's curiosity remains unsatisfied as the gqarrator simply
announces that Samuel relates, and only to himself, "dans son imagination
-« . détail par détail, tout ce jeune roman" (OC, I, 556). '

61 Raudelaire, *La Fanfarlo,” b_C, I, 564.

62 Baudelaire, ™Mon coeur mis a m," oC, I, 678.

~ 63 C.A. Hackett, "Baudelaire and Samuel Cramer," Australian Joumal
of French”Studies- (Mly-December 1969), p. 318. )

64 Nathaniel Wing, "The Poetics of Irony in Baudelaire's 'lLa
Fanfarlo,'" %(wﬂl 1975), pp. 167-168.

André Ferran— laire juge de Baudelaire," Rewvue d'histoire
littéraire de la France (juillet-septembre 1929), p. 456--also 'Points out
that Baudelaire's tale is more than a play of irony: "Ce comte,

pourtarx, va plus loin qu'un jeu. Baudelaire distingue ce qu'il fut, ce
qu'on est autodr de lul, ce que, peut-étre, il est encore."

_65 Baudelaire, "La Fanfar;lo," OC, I, 580. The Latin phrase {s
itself ambiguous, and may be translated as "accursed hunger for gold" or

"sacred hunger for gold." The expression is used ‘in the ‘unfavourable
sense in Book III of Virgil's Aeneid.

66 Eugéne Crépet, Charles Baudelaire, p. 46.
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67 Charles Asselineau, Clﬁrles Baudelaire: sa vie et son ceuvre, p.
91. :

68 This excerpt from Buisson's letter to Eugéne Crépet is reproduced
by Bardy and Pichols in Baudelaire devant ses cmtenporains (Paris:
Union Générale d'Edition, 196/}, pp. 96-9/.

69 See'BaLdelairé's letter to his brother Alphonse Baudelaire, 27
December 1835, .C, I, 35. In Baudelaire: histoire d'une &me (1944; rpt.
Paris: Flammarion, 1967), p. 185, Frangois Porché goes to the extreme of
suggesting that Bau:ielaire s cry ("Il faut aller fusiller le général
Aupick™) was a serious expression of his "golt de la vengeance" directed
against a step-father who had been instrumental in bringing about the
appointment of the "conseil judiciaire."

70 In the Pléiade edition of Baudelalre's works, Pichois has
included the texts from the journals to which Baudelaire contributed.
See Baudelaire, OC, II, 1012-1063.

1 Jules Mouquet and W.T. Bardy, Baudelaire en 1848. la Tribune
nationale (Paris: Editions Bmile-Paul Freresy 1946), p. 1/.

72 ‘Mouquet and Bandy—Baudelaire en 1848, pp. 39-41--state that
initially La Tribune nationale was socialist and democratic in tone, but
soon became quite tTonservative. This change in editorial policy would
seem to put into question the sincerity of Baudelaire's socialist
sentiments. "Comment expliquer un tel revirement d'opinions chez
Baudelaire en moins de six semaines? . Bawlelaire . . . était complétement
demmi d'argent," Mouquet and Bardy write. - "On peut donc expliquer la
volte-face politique de Baudelaire en partie par le d:emement dans lequel
11 se troutait.”

73 Baudelaire, "Du vin et du hachisch," OC, I, 397
74 Baudelaire, "Pierre D.xpont " oc, I, 28.

75 1bid., pp. 31-32. Baudelaire goes on to write of Dupont (OC, II,

27): ""[J]e préfére le poéte qui se met en commmication penmnent:e avec

les hommes de sén temps, et échange ‘avec eux des pensées et des
sentiments traduits dans un noble langage suffisamment correct."” This
portrait of ‘the poet-as a soclalist revolutionary stand§ in sharp
contrast to the portrait of the poet as a dardy (Samsel Cramer, for
instance) who strives to maintain an aloof and ironic distance between
himelf ard the cammon herd.

76 Badielaire, "Les Drames et les romans honnet:es, %, II, 39-40.
77 Baudelaire, "l'bncoem'misam!'(x: I, 679.

c, I, 188.

79 Baudelaire, "Mon coeur mis & au," OC, I, 679-680. ;

78 Letter to Narcisse Ancelle, '5 March 1852,

‘80 Baudelaire, "Pierre Dupont," OC, II, 3.
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81 (harles Asselineau, Charles Baudelaire: sa vie et son oeuvre, P-

85.

Richard J. Klein--"Baydelaire and Rewvolution: Some Notes," Yale
French Studies, 39 (1967), 89-—concludes that Baudelaire's interest in
the Revolution was® purely literary "It is clear that Baudelaire denied
any ultimate value to rewolution and that he claimed for lit:erat\me a
higher prerogative than that to which any political act can aspire.”

Claude Pichois--Baudelaire: études et témoignages (Neuchidtel:
Editions de la Bacomiere, 196/), p. 96—writes that Baudelaire sought
"dans les evenernents de 1848 un prétexte & libérer ses instincts de
révolte."

For a discussion of the influences of socialism and Fourierism on
Baudelaire, see Hartmut Stenzel, "Sur quelques souvenirs socialistes dans
1'oeéuvre de Baudelaire," Bulletin baudelairien (éte 1976), pp. 3-13.

82 pierre Pluchon, "Baudelaire: nihiliswe et contre-révolution,”
Revue politique et parlementaire (mars 1968), p. 74.

83 Baudelaire, ™on coeur mis & mu," oc, I, 684.%
Jean Williet—"Baudelaire et deux autres mythes: le peuple et le
geois," Revue des sciences humaines (avril-juin 1968), p. 225--argues

t Baudelaire's admiration for the people operates only through his
poetic vision: -

Il n'a pas d'amis parmi les humbles; le dandy en a la
nausée et ne voit pas comment sympathisér de pres et
de fagon durable avec des gens qu'il croit grossiers

et qui ne premment pas la peine de maquiller dans
lem's maniéres, la misere de leur ame. . -

84 Baudelaire, "Mon coeur mis & rw," OC, I, 680.
85 1bid., p. 680.
86 Baudelaire, "L'Ecole paiemne,” oc, 1I, 4748,

87 For a detailed chronology of Baudelaire's transletions of Poe,
see Y.-G. Le Dantec's "Bibliographie" in Edgar Allan Poe, Oeuvres
%_s' traduites par Charles Baudelaire (1951; rpt. Paris:

Ga , 1975), pp. 1150-1151, 1155-1156. .

According to Asselineau-Charles Baudelaire: sa vie et son oeuvre,
p. 93—Baudelaire frst discovered Poe. Eﬁ'oudx Isabelle Meunier's French
translation of Poe's The Black Cat. Meunier's Le Chat noir was published
* in La Démocratie pacifique on 27 Jaruary 1847. Prior to 1852, Baudelaire
himself published his first translation of Poe, Révélation Egmetique, {n*®
. Lal..i.bertedepensermlSJulylSéB :

~

88 W.T. Bandy, "Baudelaire et Poe: vers une nouvelle mise au
point,"™ Revue d"™histoire littéraire de la France, 2 (avril-juin 1967),
p. 329. .-

89 W.T. Bandy--"New Light on Baudelaire and Poe,” alﬁ
Studies, 10 (1953), 65-69—has shown that Baudelaire's T
sa vie et ses ouvrggg, published in 1852, was essentially a tfmlat:ion C




1~

of an American text. Edggr?oe, sa vie et ses oeuvres served as the
preface to the collection of tranglated tales entitled Histoires

extraordinaires which was fublished in March 1856. Notes nouvelles sur

served as the preface to the collection of translated tales
entit lles Histoires extraordinaires which was published ig March
1857. .

-y

90 Baudelaire, "Edgar Poe, sa vie et ses oceuvres," OC, II, 299.
. 91 audelaire, "Notes nouvelles sur Edgar Poe," OC, II, 323.
92 1bid., p. 322.

93 W.T. Bardy, "Baudelaire et Edgar Poe," Revue de littérature
comparée (avril-juin 1967), p. 19%. .

94 Letter to Théophile Thoré, 20 hure 1864, C, II, 580.

95 In "Hygiéne," , I, 673, Baudelaire wrote: "Faire tous les
matins ma ere a Dieu] réservoir de toute force et de toute justice, a
mon pére, a Mariette et a Poe, came intercesseurs. . . .©

96 Baudelaire, "Exposition universelle 1855," OC, II, 386.

97 Baudelaire, "De l'essence du rire et généralement du camique ‘rs
les arts plastiques," OC, II, 527-528.

98 ‘Max Milner, Baudelaire: enfer ou ciel, qu'importe! " (Paris:

Wlm, 1967), p. 75.

99 Baudelaire, "Notes nouvelles sur Edgar Poe," OC, II, 323.

100 F.w. Leakey has included a camplete Chronological Index of
udelaire's poems and works in his Baudelaire a;%Nat:ure (New York:
rmes and Noble, 1969), pp. 341-373. ,

01 wp'Irrémédiable"” was first published on 10 May 1857 in
L'Artiste. :
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"Le Dandy doit, aspirer & étre sublime
sans interruption; il doit vivre et
dormir devant un miroir.”

—Raudelaire, Mon coeur mis 4 nu

. . _ \‘ -
. L .

CHAPTER III

I
\
'II-EISS?EDITIONOFLESH..EIRSDUM/

/

A. The Dandy-Poet Goes to Press : . ey

4

$

+

The first edition of 1_.* Fleurs du Mal was put on sale on 25 Jure

- 1857. In their critical gdition ‘of the work, Jacques Crépet and Georges
_ Blin maintain that it is impossible to establish an exact and‘carpl\ete
ahronology for -fhe poems in t:;ie volume: "{L]e proceés de: composition des
Fleurs reste enveloppé de voiles qu'on ne peut guére espérer de
percer."l F.W. Leakey is somewhat less pessimisti¢ in this regard, and
recognising the importance of chronology in the ewvolution of Baudelaire's
thought: he maintains that "tout ;oint de repere chronologique, tel la

date dei composition présumée {'un premier texte peidu, peut avolr son
importance pour 1'étude de 1'oceuvre et de la pensée de BAudelaire."?
Howe_ve.er, even leakey claims only a ‘cpalified suceess in his endeavours to

establish the chronology for all the poems in Les Fleurs du Mal. For

example; ooncerning hisvettespt to fix the’ date‘.of composition of
"Harmonie du solr" im the last months of 1845/9:'2& first months ofhi
1846, 'r'\e admits: "Il nOous manque Sans. doute les preuves do‘umntaires
dont nous aurions besoﬁ pour établir de fac;on absolue la date de

compositiori dePce poéne."3 | e |
: According to two of Baudelaire's closest friewds during the period
: 2
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of the poet's early adulthood, Bawudelaire had camposed manyv, if not most,

of the poems published im les Fleurs du Mal bv the mid-1840s. In the
letter which he sgnt'to D.Jgene Crépet in October of 1886, Ernmest Prarond,
Baudelaire's friemd from the earlv davs at the pension Baillv, recalled
"quelques-uns des poémes déja composés par Baudelaire en 1843." Prarond
went on to list sixteen poems, and i{n conclusion affirmed: "Je suis
certiin que toutes ces piéces étaient ctrmposées avant la fin de 1843."¢
In his biographical studv of Baudelaire published in 1869, Charles

Asselineau stated that mnst of the poems i{n Les Fleurs du Mal had been

camposed’ by 1844: "En ce temps-la déja (1843-44) la plupart des piéces

imprimées dans le volume des Fleurs du Mal etaient faites; et douze ans

plus tard, le poéte, en les publiant, n'eut rien a v changer. Il fut
prématurément maitre de son style et de son esprit.™d

Asselineau goes on to state that in 1850 Baudelaire showed him "le
maruscrit de s;s poésies magnifiquement copié par un calligraphe, et qui
formait deux volumes in-40 cartommeés et dorés.. C'est ce manuscrit qui a

servi pour l'impression des Fleurs du Mal."0 In 1850 Baudelaire himself

made reference to the mamuscript copy of his poems in a letter to
Narcisse Ancelle, dated 10 Jamuary. In his letter Baudelaire camplained

of the poor workmanship of the calligrapher and of the poor quality of
the birding:

Des fautes ridicules et folles, . . . la dorure
pleine de taches, la reliure qui devait étre en
chagrin et #i est en papier imitant le chagrin, des
corrections Irndiquées par moi au crayon et qui n'ont
pas été accamplies, témoignent qu'il a profité de mon
absence p?ur ne pas faire son devoir, de plus, pour
‘me voler. :

It i{s thus, one may conclude, impossible to establish a definitive

chronology for les Fleurs du Mal; Baudelaire himself not having furmnished




- >
any indications about the dates of camposition of his poems.

Although Baudelaire often read his poems aloud to his fﬁends, with
very few exceptions he was reluctant for a long time to publish poems
uder his own name. For example, in 1843 Baudelaire's voung: friends of
the "Ecole normarde™ published a collective work of poems under the title
Vers. Baudelaire hac initially agreed to contribute to the volume, but
at the last moment he declined. , Ruff cautiously allows that it is
possible that some of Baudelaire's poems did appear in the volume:
""Alvec la complicité de Prarond Baudelaire y aura peut-étre glissé
quelaques-uns de ses poémes sous la signature de son ami."8 After all, in
1843 Bauuelaire amd Prarond were also collaborating on the unfinished
drama Idéolus. Writing in 1929, Jules Mouquet argued that more than two
thirds of the lines published in Vers were fram Baudelaire's pen, but
most critics do not campletely agrée with Mouquet.? '

In the final analysis, it is notv certain whether Baudelaire did or
did not try his poems out by surreptitiously publishing some of them
under the names of his friends. However, such a mystifving ploy or
practical joke would be in keeping with the image of Baudelaire as a
young  dandy-poseur, a type of latter day Alcibiades, for in casually
tossing off his own poems unsigned, Baudelaire would be acting like the
impassible Alcibiades cutting off the tail of his own very expensive dog.
Indeed, according to Arséne Houssaye, who in. the 1840s was the director
of the review L'Artiste, Baudelaire in his begimings used Privat

d'Anglemont as His literary mask:

Baudelaire dicta ses premiers somnets & son ami, qui
les signa. D'Anglemont me les apporta en ompe,gnie
du poete, qul voulait juger de l'effet qu'ils
pmdnraienc. - . o Baudelaire prit les somnets de
d'Anglemonty--ou plutét ses sonnets a lui,—et me
pria de les publier dans 1'Artiste, ce que je fis.

185




J'avais percé le mystére. Baudelaire aimait
ce jeu de cache-cache. Alors i1 jouait agussi a

1'Alcibiade, mais il coupait trop souvent la queue de
son chien. . . .10

Writf{ng in 1849 Auguste Vitu portrayed a Baudelaire basking in the
mvsterious and impenetrable reticence of the an:ubl‘ished poet, referring
to him as a "poéte étrange et grandiose, qui tient & l'hameur de rester
inédic."11

The first poem which Baudelaire finally did publish under his own
name, and then under the exotic cognomen Baudelaire mfaTyTs; was "A une
Crécle,” later entitled "A une dame créole," which appeared in L'Artiste
on 25 Mav 1845. With the exception of a few other poems published in
various journmals and reviews, it was not until the very day of His
thirtieth birthday, 9 April 1851, that Baudelaire published a group of
poens, eleven somets under the general title Les Limbes, in Le Messager

de 1'Assemblée. Four years later, on 1 June 1855, eighteen of

Baudelaire's poems were published under the general title Les Fleurs du

Mal.in the Revue des Deux Mondes.12 Finally, in 1857 Baudelaire

published the first edition of Les Fleurs du Msl, the work upon which his

reputation largely rests and the work which was destined to became a
landmark in French literature. The collection consisted of one hundred
and one poems: - "Au lecteur" plus one hundred mumbered poems. As we have
seen, prior to the publication of the first editionm, Baudela}re in his
early youth exhibited a rather curious reluctance to publish his poems
under his name. He also seemed reluctant to gather his poems together in
a volume form. If most <‘)f the poems in Les Flewrs”% Fal were c;:rposed

by 1844, and if the manuscript copy ©f the- work exdsted In 1850, as
Asselineau st:ated then why would Baudelaire have waited until he was
d‘d.rty six to pubush his volune of poetry?
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One possible explanation for this hesitation might well have been
Baudelaire's fear that he had not composed enough poems to constitute a
solid body of work. He confided his distasteof the slim volume of poetry
to Ks publisher, Auguste Poulet-Melassis, on two ‘occasions: in a letter
dated 16 February 1857--"[J]e suis toujours préoccupé de l'horreur de la
plaquette” 13, and again in a letter dated 7 March 1857--"Je suts toujours
trés préoccupé de la terreur de la plaquette."l4 Baudelaire felt that a
"plaquette” of v;z:se, by the very nature of its brevity, would not be
* considered a pz;ofaxrx:l and serious body of work, which he most definitely

intended Les Fleufs du Mal to be.. ' His concern that his volume be -
regarded as a serious work is r‘r%sc movingly 'eaq':ress'ed in a letter to
Narcisse Arcelle, dated 18 February 1866:

Et vous avez été assez ENFANT pour oublier que la
France a I-DRREIJR de la poésie; de la vraie poésie;

. enfin, qu'une poésie profonde, mais compliglée,
ame.re, froidement diabolique (en apperence), etait
moins faite que toute autre pour la frivolite
éternelle.--!

Faut-{l vous dire, avulsquinelavupasplus
deviné que les autres, que dans ce livre atroce, j'ai
Bhis tout mon. coeur, toute ma tendresse, toute ma
rel 4.32 (Eravestie), toute ma haine? 11 est vral
que i ecrirai le contraire, que je Jurerai mes grands’
dieuxquecestmlvredartg_.:g de s rie, de

lo¥lerie; et je meftirai comme un arra de
sl °

Marcel Ruff offers a perspicacious explanation far Baudelaire's

hesitation by interprétir:g it as Baudelaire's safeguard against bei.rg
mi sunderstood: "Cette réserve . . . s'expl.iique prﬁmcipaleﬁent sans doute
par l'appréhension de livrer au public des oeuv‘res qui risqualent de | .
n'étre ni camprises ni apprecieesx"lf’

f On 30 Decaber 1856 Baudelaire signed th; contract to publish Les -
Fleurs du Mal witﬁ the firm of Poulet-Malassis and de Broise. By the

terms of the contract, Baudelaire's mapuscript was to be delivered "le
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viggt janvier prochain."l7 However, there were delays #s the process of
Al .
correcting proof-sheets proved to be‘a long and tedious task, for
Baudelaire was a meticulous perfectionist, constantly revising ard
reworking his material. In the months preceding the publication of the
1857 edition, his correspondence to Poulet-Malassis (s rife with myriad
concerns relating to pagination, punctuation, typography, the quality of
{
paper to be used—-"toutes ces petites choses, d'ailleurs importantes."18
For example, he was greatly concerned that the size of type to be used
‘not " be too small, lest his work have the appeararce of a "plaquette.”
"Quant a la question mbgraptﬁque, je n'v entends rien., ou du moins -je
n'!y entends aqu'avec mon oeil,” he wrote to toulet-Malassis on 10 February
1857. ™Le huit me parait bien petit et bien peu grawz_,'-'19 In a secord
letter, also dated 10 February, Baudelaire again wrote to his publisher:
"™orr cher ami, je vous demande pardon de revenir & la charge aujourd'hui
pour la question du huit. . . . Je viens gde regarder du huit. dans deux ou
trois journaux. C'est bien petit, surtout pour un volume—-trois cents
pages en’ huit,"zo Writing a month later,-he exhibited the .most
meticulous cencern about the aesthetic appeararnce of the dedication to
Théophile Gautier which followed the title page:
| I1 me semble d'abord qu'il vaudrait mieux baisser un

peu toute la dédicace, de manieére qu ‘elle se crouvat

au milieu de la page; Je laisse d'ailleurs cela a

votre golt.. —Ensuite, je crois qu'il serait bon de

mettre Fleurs en italiqlns --en capitales penchées,

puisque c'est un titre—calembour. Enfin, bien que

chacune de ces Hgnes et de ces lettres soic dans de

bonnes proportions, (chacune rela#ivement .aux

autres,) Je les trouve toutes trop grosses; je croils -

Que 1" ensemble gagnerait en élégance si vous preniez

un oeil un peu plug petit pour chaque ligne,

toujours en gardant 1'importance groportiornell.e. Le

C.B. seul me parait un peu petit,<l .

¥

And Baudelaire was beside himself with frustration amd impatience at
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Poulet-Malassis' delay in sending him a proof of déa of les Fleurs
du Mal. "Vous ne voulez donc pas me montrer la couverture." he wrote to
his publisi}er in mid-May of 18:57, adding forty-one exclamation marks
after his cx;rt phrase.22 l Pa
Trroughout his life, Baudelaire proved to be a careful, thorough and
meticulous writer. "Tu comais 1'effroyable soin que je mets & ‘toute
chose,” he wrote to his mother.23 When his tramslation of Foe's The

\
Narrative of Arthur Gordon Pym of Nantucket was being readied for

printing in volume form, Baudelaire again confided in his mother: .
"Malgré le soin obstiné .que j'apporte & toute chose littéraire, je ne
‘suls pas .tgut a- fait satiéfa;t de ce de'rnier‘ ouvrage. Il me semble
tou jours que' cela pourrait stre mam."24 In 1857,.as Les Fle.n's du Mal

was being prepared for printing, he expressed exactly the same- concerns

to Poulet-Malassis! - -"Je veux tout relire encore, tant jai peur des

fautes."25 Such then were Baudelaire's work habits, but onde he l:m\
reviséd and reworked his material to the highest degree.of perfection, he

- would not tolerate errors or changes in the final pri.nted copy. Angeted

by changes made in two of his prose -poems, Bmdelaire wrote a terse
letCer fo the-director of the Revue nationale et etraggr_e_ in 1863: .

Je .viens de lire les cbux extraits (Les Tertations et
Dorothée) insérés dans la Revue ~gationale. J'y T
trouve d'extraordinaires changements Introdults apres '

" mon bon 4 tirer. Cela, Mmsieur, est la raison pour o
1aquIe]'IEntmtdejametdere\n.es . 3
. + « J'al passé ma vie entiére & apprendre 4 : .

¢ construire des phrases, et je dis, sans crainte de = -
' fairerim,qmceqmjelivreameinpﬂ:urieest’ 4

parfaitement fini .26 , -

. In his biog‘raphical sctﬂy of Baudelnire, Asse].ineau Explaim
Bmdelatm ] emcruciaci.rgly meticuleus work habits and me;hoda 89 ‘a
specifi.c fmction of his dardyd sm. "Baudelaire cmvaillaic en dardy he

~




writes, and goes on to give a general description of the poet's
"méthode"” : ‘

J'ai déja signalé atlleurs . . . l'habitude
systémtique chez de certains écrivains, de colporter
'leurs sujets, de les causer, de les cuire si je puls
ainsi parler, & tous les fours, €n les soutBCtant au
Jugement des grands et des petits, des lettrés et des
naifs. Cette méthode était aussi celle de
Baudelaire; et c'est ce qil explique a la fois 1le
petit nombre et 1'excellence de ses ouvrages.
Baudelaire travaillait en dandy. Nul ne fut moins
be_s_o%u_' que lui. S'il aimait le travail, comme
art, il avait en horreur le travail-fonction. J'ai
entendu des gens qui l'avaient mal conmu, ou qui
1'avalent conru trop tard, s'étonner que, "avec un si
grand talent", Baudelaire ne gagnat pas beal___-.no'.g
d'argent C'était le mécomnaitre absolument
: ait longtemps manifesté la prétention. et
'.meme la conviction de s'enrichir par son travall,
Baudelairer était trop délicat et trop respectueux de
lui-méme pour devenir un money-meking author. . . .
La vérité est que Baudelaire travaillait lentement et
tnégalement, repassant vingt fols sur les mémes
- endroits, se querellant lui-meme pendanc des heures
sur un mot, ecsarretantmmilieudmmepagepmxr

aller, camme je l'ai-dit, cuire sa7persee~au four de
- la flénerie et de la conversation.?

In many ways, then, the act of writing for Baudelaire was indeed an
act of dandyiSm,‘am act of.egoism. He have shown that the preparation of
his poems for publication was not unlike an act of meticulous grooming.
As we have seen in Part One of our study, Brummell ever strove to achieve
a balanced and harmonious unity in his dress, and would spend an entire
mornin,g m'inkling any ramber of freshly starched ties in the pursuit of
the elusive perfection of ‘an aesthetically pleasing knot. Similaf[y,
Baude'laire .sought perfection in his art and  often span'ed wlth a
recalcitrant line of poetry. "Je m'escrime contre une trentaine de vers
.insuffis;anCS, désagréables, mal faits, mal rimants,” he-wrote to Poulet-
Malassis, who was becoming impatient waiting for Baudelatre's revisions.

.

And in a postscript to the same letter, Baudelaire nonchalantly begged
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the pardon of his publisher for not having affixed postage: "Mille
pardons de ne pas affranchir.--Ni timbres, ni mormaie."28 In this
portrait of Bgudelaire e;s a writer, we see a reflexdon of the image ’of
the dandy as Narcissus persistently transfixed {n front of his mirro\
oblivious to the world around him. "Le Dandy dc;it aspirer 8 étre sublime® .
sans interruption; il doit vivre et dormir devant un miroir," Bpu:lela}fé/‘
wrote in Mon coeur ﬁis a .29 The image of Baudelaire as a poet-dandy is

also borne. out by the accounts of his contemporaries. In 1860 J.-F.
Vaudin wm.te: "M. Baudelaire est sans cesse & l'affiit de l'originalité,
dans ses écrits comme dans ses cravates. - Il pose pour la mise
mmtﬁqe, le foulard rouge, la voix de magister, la main, le geste, le'
regard. . . ."30 And in 1864 Alcide Dusolier wrote: ™M. Bau:lela{re est

artificiel en tout. Il se’ poudre, affimment ses famdliers, et meme il se

peint. Comme Eglé,‘ belle et poéte, i1 fait son visage; il est vrai qu'il
fait aussi ses vers, et fort bien."31 '

Baudelaire's meticulous precision, his gttention to detail, his
concern about,the effect to be created by his work—his concern about all
the minute and {ntricate details of his art--find a ready parallel in his
"éloge du mequillage" in Le Peintre de la vie moderme. In this essay he

establishes a comparison between the subtleties of make—hp and the
subtleties of art, for both the woman at Her dressing table and the poet
at his writing table aspire to be sublime through seeking unity in "le

beau jusque dans ses plus minutieuses manifestations": '
. - I1 importe fort peu que la ruse et l'artiffice solent
conmus de tous, sf le succés éen est certain et
l'effet ®oujours irrésistible. C'est dans ces
considérations que 1l'artiste philosophe trouvera
facilement la légitimation de toutes lés pratiques
employées dans tous les temps par les foux
consolider et diviniser, pour ainsi dire, leur
fragile beauté. L'émmmération en serait innomderable;




mais, pour nous restreindre & ce que notre temps
appelle wulgairement @%1#, ne voit

l'usage de la poudre de r z./q:i nial‘.sem:nxt;
anathématisé par les philosophes candides, a pour but
et pour résultat de faire disparditre du teint toutes
les taches que la nature y a outrageusement semées,
et de créer une unité abstraite dans le grain et la
couleur de la peau, laquelle uniteé, comme celle
produite par le maillot, rapproche immédiatement
1'étre humain de la statue, c'est-a-dire d'un étre
divin et supériewr? . . . Je permets volontiers &
ceux-1a que leur lourde gravité empéche de chercher
le beau jusque dans ses plus minutieuses
man{festations, de rire de mes reflexions et d'en
accuser la puérile solemnité; lewr jugement austére
n'a rien qui me touche; je me contenterai d'en
appeler aupreés des véritables artistes, ainsi que des
feomes qul ont requ en naissant une étincelle de ce

feu sacré do§. elles voudraient s'illuminer tout
entiéres. 32

.

Indeed, a misplaced comma, like a gisplaced beauty spot, could well ruin
the overall effect or the unity of the work, as Baudelaire in a fit of
vehoment exaggeration indicated in a letter to the director of the Revue

nationale: "Je vous avais dit: supprimez tout un morcesu, si une

virgule vous déplait dans le morceau, mais ne supprimez pas la virgule;
elle a sa ralson d'étre."”33 The physical appearance of Les Fleurs du Msl

was not more htporfant than its content, but as we have seen its
appearance was certainly not of a lesser importance in Baudelajre's eyes,
right down to the sharply contrasting colours--red and black--which
~adorned the cover of the 1857 editlon. It is of interest to note the
 symbolic methaghysical value which Baudelaire attributed to these twd
colaurs in the pages‘devo.ced to his praise of "maquillage”:

Quant au noir artificiel qui cernme 1'oeil et au rouge
‘qui marque la partie supérieure de la joue, bien que
I'usage en soit tiré du méme principe, du besoin de
surpasser la nature, le résultat est fait pour
satisfaire & un besoin tout opposé. Le rouge et le
noir représentent la vie, une vie surnaturelle et
excessive; ce cadre noir rend le regard plus proford
et plus singulier, domme & 1'oeil une apparence plus
décidée de fenétre ouverte sur 1'infini; le rouge,
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qui-enflamme la pommette, augmente encore la clarté
de 1a prunelle et ajoute & un beau \g)‘sage féminin la
. passion mystérieuse de la prétresse.-

Baudelaire was ineluctably drawn to "la passion mystérieuse” of woman as
the high priestess of the artificial, for the cult of artificiality is of \'
corse one of the comerstones of the dardyism of B&udelaire., whom André
Ferran ordains "le prétre du Dardysme. "33

Baudelaire's selection of an appropriate title for his wvolume also

proved to be a tedious venture. The first title envisaged for the work,
Les Lesbiemes, was armounced on the cover of the Salon de 1846. It was

a provocative title; in keeping with the tradition of "Jeune-France"
Romanticism. Baudelaire's calculated intention that the title be
shocking is also, as Max Milner states, an example of the poet's early

"dandysme intellectuel."36 Les Lesbiennes admirably summed up

Baudelaire's penchant for the "titre—calembour"3’ and for "titres
pétards.” "J'aime les titres mystérieux ou les titres pétards," he
wrote to Poulet-Malassis on 7 March 1857.38 Baudelaire was steeped in
-
the dardylsm of the artistic Bohemia of the mid-1840s, and the title was
_expressly designed to shock and to rattle the bourgeoisie, as Crépet and
Blin point out: ‘
‘ Baudelaire voulut par 1li braver le public. Et de
: - fait vers 1846 le poéte quli vient de quitter en
insurgé le foyer du général Aupick et qui s'est wu
- attriboer un conseil- judiciaire (1844) n'aime rien
tant que de scandaliser le bourgeois dont 1l réprouve
les golts orthodaxes. Il comvient aussi de rappeler
que les lesbiemes furent 3If'gm: a la mode dans le
secord - tiers du XIX® siécle.
That ’Baudelaire intended that his poetry shock the reading public—
"causer 1'étonnement ou 1'épouvante® as he himself said40— is clear.
| *{J]e suls intéressé & savoir--car Jje ne 1'ai jamais su que trés

vaguement, trés incamplétemert-— l'effet que peut produire sur le public




un gros paquet de poésies de moi," he wrote to Bmile Montégut on 18

Jamuary 1855.41 And in his letter of 7 April 1855 to Victor de Mars,

secretarv of the Revue des Deux Mordes, Baudelaire wrote of his intention

to ‘write a shocking epilogue, which was never completed, to accompany the
eighteen poems which would be published in the review on 1 June of that

vear: v

L'E:pilog{ne (adressé & une dame) dit a peu prés.-ceci:
laissez-mol me reposer dans l'amour. --Mais non,—
l'amour ne me reposera pas. --La candeur et la bonté
sont dégolitantes. --Si vous wvoulez me plaire et
ra jeunir les désirs, soyez cruelle, menteuse,
libertine, crap.:lem;e et voleuse; —et si vous ne
voulez pas étre cela, je vous assommerai, sans
colére. Car je suis le vral représentant de
1'ironie, et ma maladie est d'un genre absolument
incurable. —Cela, camme wvous vogez, fait umn joli
feu d'artifice de monstruosites, un véritable

i ,odi du olo au lecteur, une reelle
%lc.gsu_e; Afne prologue

' Baudelaire's fictional dandy-poet Sarruel Cramer had likewise set out to

scandalise the bourgeois with a volume of verse bearing a "titre petard"
—Orfraies——to which Mme de Cosmelly reacted with all the appropriate
indignity of the canfort:able and camplacent bourgeois class of the 1840s:

"Monsieur, je ne suis qu'une fenme, et par cormoq'ent:
mon jugement est peu de chose; mais {1 me parait que
les tristesses e{ les amours de messleurs les auteurs
ne ressemblent guére aux tristesses et aux amours des
autres hommes. . . . De plus, j'ignore pourquoi vous
. chérissez tant les sujets funébres et les
descriptions d'anatomie. Quand on est jeune, a
comme vous un beau talent et toutes les conditions
presunees du borheur; i1 me parait bien plus naturel
de célébrer la santé et les joies de 1'honnéte homme,

que de s'atgrceralanatheme etdecauseravecdes
Orfraies. . .

l-l;wever, Baudelaire soon became caught up in the hysteria of social
consciousness that led him to a®brief invol vement in the Revolution of
1848. His disposition changed somewhat, and in Novalber‘ of 1848 he
amounced a new title for his work, Les Limbes, a volume which various
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reviews of the time described as a book "destiné a représenter les
agitations e.t les mélancolies de la jeumesse moderne," a book "destiné &
retracer l'histoire des agitations spirituelles de la jeunesse
moderne.™4 This title, which was more "mystérieux" than "pétard,” would
have given adequate expression to the vision of man that Beaudelaire would
finally publish in 1857-—a vision of Byronic youth and it "agitations
spirituelles,”™ and in more general terms a vision of man torn between the
ideal and the splenetic, between God and Satan. However, the title was
abandoned, in all probability because of the publication in May of 1852
of "une plaquette de vers portant le méme titre, sous la signature d'un

obscur poéte provincial nommé Durand. "5

The title that finally headed the volume was proposed by Hippolyte
Babou around 1855. "Les Fleurs du Mal. Le livre n'avait pas de titre

alors—grarde affaire! et Dieu sait s'il en fut question,"” Asselineau
wrote in the notes for his biographical study of Baudelaire. "Celui qui
donmna le titre définitif-—Fleurs du Mal-—<c'est Hippolyte Babou, je m'en

souviens trés bien, un soir, aﬁ café Lemblin, apré¥ une 1longue
dissertation sur le sujet.™® The image of the flower was in all
lik..elihood of Baudelaire's own invention, since he had frequently used
this term to refer to his poems during his youth. In a letter to his
mother written in May of 1841, for example, he wrote: "Je t'embrasse et
je t'enverral dans ma prochaine lettre des fleurs qui te paraitront
singuliéres."47 |

The originality of the title was in‘the association of the image of
flowers with the image of Evil, a curious association of terms which
created an effect both "mysgérieux” ard "pet:ard " ard which was adnirably

suited to the content and the intention of Baudelaire's wvolume, as he
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himself explained in one of his projected prefaces for the 1861 edition

of les Fleurs du Mal: "Des poétes illustres s'étafent partagé dépuis

longtemps les provinces les plus fleuries du domaine poétique. Il m'a
paru plaisant, et d'autant plus agréable que la tdche était plus
difficile, d'extraire la beauté du Mal."™8 This seemingly impossible

task--"extraire la beauté du Mal"--was not" unlike an alchemical

transmutation which Baudelaire desdribed in a verse fragment in Bribes: ¢

"J'ai pétri de la boue et j'en ai fait de 1'or."9 The difficulty of the
task would require all the skills of a poet-magician. "Il y am
mot, dans le verbe, quelque chose de sacré qui nous défend d'en faire un
jeu de hasard. Manier savamment une langue, c'est pratiquer une espéce
de sorcellerie évocatoire,” Baudelaire wrote in his article on Théophile
Gautier,?® and he added in an entry in Fusées: "De la langue et de
1'écriture, prises comme opérations magiques, sorcellerae évocatoire."51
Albert Thibaudet thought th: title” to be ridiculous and rococo,
typical of the affected exaggerations of the Jeune-France style: "Il est
des baudelairiens fanatiques qL.E ne veulent pas recomaitre la moindre
défaillance dans la beauté de Baudelaire, 1aAmindre paille dans son
métal. Mails je crois que méme parmi ceux-'§ nul ne défendra le titre

ridicule et rococo des Fleurs du Mal,"52

Most critics, however, have  judged the title to be thoroughly
appropriate. Théophile Gautier felt that the citl‘e was a happy
discovery, perfectly reflecting the general idea of the work. In his
preface to the posthumous 1868 edition of Les Fleurs du Mal, he wrote:__

"Les Fleurs du Mal étaient un de ces titres heureux, plus difficiles &

trouver qu'on ne pense. Il résumait sous une forme bréve et poétique
1'idée générale du livre et en indiquait les tendances.">3
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Enid Starkie, who admits afat one of the chief values of the title
was that "it was bourd to startle arnd to arouse interest,"” nevertheless
points out a symbolical meaning of Baudelaire's title:

He probably did not intend that:it should be

ted in its usual meaning, but in its medieval
ard symbolical semnse, that {s to say that certain
plants are his emblems of sins and vices. This is
borne out by his description of the frontispiece he
wished Bracquemond to draw for the secord editiom,
which was to depict plants symbolizing the seven
deadly s%gs stifling the tree of knowledge ard
goodness. “ .

Alfred Engstrom points out that the word "Mal" is an extremely rich
and polvvalent word and does not signify only Evil, but includes as well
the full range of Baudelaire's mgjor themes——pain, emrui, death, sorrow,

anguish, despair, moral and spiritual suffering. "Les. FMleurs du Mal

suggests, then, Flowers of Evil, w’cb rich possibilities for

interpretation,” Engstrom writes. ®"Thus, amidst the grim and brooding -

N -
sense of Original Sin, the word Mal appears even more richly and

variously pertinent to Baudelaire's poems and affords a further
complexity of meanings to emhance the metaphorical significance of Lles

Fleurs du Mal."55
Baudelaire himself attributed a metaphorical and a metaphysical
significance to the word "Mal,"” as he indicated in a letter to Alpbonse
Tousseneli.. dated 21 Jaruary 1856:
{L]a Nature est un verbe, une allégorie, un moule, un
re é, s vous voulez . . . et & propros de péché
ﬁ, et de forme moulée sur 1'idée, j'al pense
en  souvent que les betes malfdisantes et
dégolitantes n'étalent peut-étre que la vivification,

corporification, éclosion 4 la vie matérielle, des
mauvaises nsées de 1'homme. ggssi la natuxe

. entiere partic péché originel.
Lis'ﬂeurs‘ du Mal is, in many respects, the testimony of ﬁan's "mauvaises

persées,” and as such the work bears out Baudelaire's .contention that

L - -

-
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"toute littérature dérive du péché.">” "Je veux dire que 1'art moderme a
une tendance sessentiellement démoniaque,"” he wrote in his study of
Théodore de Bamille, conterding that Beéthoven, Maturin, Byron,. Poe,
Alfred de Musset and others—and here we may include Raudelaire himself
as well--"ont projeté des ravons splendides, éblouissants, sur le Lucifer
latent qui est installé dans tout coeur humain.">® Given that Baudelaire
deemed it tc be man's nature to desire to comquer duality and to regain
unity, cor paradise, and since all literature stems from sin, as
Baudelaire wrote, it follows that "Tout poete lvrique, en vertu de sa
mature, opere fatalement un retar vers 1'Eden perdu. Tout, hommes,
pavsages, palais, dans le monde lvrique, est -pour ainsi dire
aggthéosé.“sg "In Raudelaire's case, his poems are indeed flowers that
blossamed out of his own bitter and pessimistic view of life, poems that

grew out of man's suffering and man's experience of Evil in the midst of

a failen Creation. Engstrom maintains that Bawudelaire's poems afford us

. "one of the most memorable legacies of suffering in the modern world,"60
but it should be moted that in keeping with Baudelaire's spirit of
contradiction, despair 1is inextricably coupled with hope, and that
suffering is set fully within the Christian framework of redemptiom, as;
the poet in the poem "Bénédiction" himself states: "'Soyez &1,11, mon
Dieu, qui domnez la souffrance ' Comme un divin reméde & nos
{mpuretés. '™l The title of Raudelaire's volume is indeed fitting, for
as Pichois remarks, "Mal indique blen la—dimension métaphysique du
recuet]. 62 , /

q

.




B. The Architecture of Egoism: A Portrait of the Dardy at the

Heart of His Poetry

Baudelaire had always insisted upon the importance of the order of
his poems in a collection. Even in 1855, in preparation far the
publication of eighteen of his poems in the Revue des Deux Mondes,

Baudelaire wrote to the secretary of the review, Victor de Mars: "Je
voulais vous dire ceci,—que je tiens vivement, quels que soient les
morceaux que vous choisirez, & les mettre en ordre avec vous, de maniére
qu'ils se fassent, pour ainsi dire, suite—de méme que nous avions fait
pour la premiére partie.™3 In December of 1856 he again exhibited his
concern about the disposition of his poems, this time in his volume. He
wrote to Poulet-Malassis: "[N]ou.s pourrons disposer ensemble 1'ordre des

matieres des Fleurs du Mal,--ensemble, eﬁtemlez—vmm, car la question est

importante. Il nous faut faire un volume composé seulement de bomnes
choses: peu de matiére, qul paraisse beaucoup, et qui soit trés
voyante."64 In the notes which Baudelaire drew up for his lawyer,
Gustave Chaix d'Est-Ange, in preparation for the obscenity trial of
August 1857,‘he spoke of "ce parfait ensemble de [son].livre."65  He

further stated: "Le Livre doit étre jugé dans son ensemble, et alors {1l

en ressort une terrible moralité."©® This insistence upon the word
"ensemble" is a clear indication that Baudelaire intended a specific

structure to be an inherent feature of Les Fleurs du Mal. In December of
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1861 Baudelaire offered a copy of the second edition of his work to.

Alfred de Vigny, and in his accampanying letter he again explicitly
stated that a specific order existed in his volume:

Voici les Fleurs, le dernier exemplaire sur “bon
papier. La verité est qu'il vous eétait destiné




depuls trés longtemps. Tous les anciens poémes sont
remaniés. Tous les nouveaux, je les marque au crayon
a la table des matieres.

Le seul éloge que je sollicite pour ce livre est
qu'on recomaisse qu'il n'est pas un pur album et
qu'il a un cammencement et une fin. Tous les poémes
nouveaux  ont ete faits pour étre adaptés sau cadre
singulter que j'avais choisi. 67

Barbey d'Aurevillv was the first to use the term "architecture" to
describe the ordering of poems which, as we have seen, was of ultimate
importance to Baudelaire. Following the judicial order for an

im*e:tigation of Les Fleurs du Mal in early July of 1857, in an article

dated 24 July which was destined for but never published in the daily Le
Fays, Barbey d' Aurevillv wrote:

Nous ne pouwons ni ne voulons rien citer du recueil
de poésies en question, et voici pourguoi: ume piéce
citée n'aurait que sa valeur individuelle, et il ne
faut pas s'y méprendre, dans le livre de M.
Baudelaire, chaque poésie a, de plus que la réussite
des details ou la fortume de la pensee, une valeur
trés importante d'ensemble et de situation qu'i[ ne
faut pas lul faire perdre, en la detachant. ‘Les
artistes qui volent les lignes sous le luxe et
l'efflorescence de la couleur percevront trés bien
qu'il y a ict une architecture secréte, un plan
calculé par le poete, meditatif et volontaire. Les
Flers du Mal ne sont pas & la suite les unes des
autres camme tant de morceaux lyriques, dispersés par
l'inspiration, et ramassés dans un recueil sans
d'autre raison que de les réunir. Elles sont moins
des poésies qu'une oeuvre poétique de la plus forte
unite.b8

In 1896, in an article published in Le Tombeau de Charles

Baudelaire, Prince Alexarmdre Qurousaof re-examined d'Aurevilly's statement
and produced br{ch tRe first critical examination of the architecture of

Les Fleurs du Mal, and a short commentary on the three editions of the

work, the third being the one prepared posthumously by Banville et
Asselineau and published in 1868. Ourousof stressed that in the 1857

edition the "architecture secrete" of which Barbey d'Aurevilly had
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written was an a posteriori structure: "Il est bien entendu que 1'ordre

des poémes @ été établi aprés coup, et n'a rien de\fn‘éconc;u."69 That the
architecture of the wolume was established affer the camposition of the
poems is certain, for as we have seen in Baudelaire's letter to Poulet-
Malassis mentioned above, the poet proposed that he and his publisher
together establish the order of the poems in the volume. .

In recent vears the question of the architecture of lLes Fleurs du

Mal has spawned a rumber of critical works, one of the earliest and -

indeed one of th ~most importanc being Marcel Ruff's article Sur

By architecture des "Fleurs duﬁpub\ﬁshed in 1930.70 It is beyond.the
scope . of our j&'esent studgr Ey/é/mmine ia any great detail the
! architecture of ’&udelai{y’e s volume, or to comment in depth on each poem
such as Feuillerat, Chérix and Galand have done.?l  Moreover, Claide
Pichois cautions that one -should not be too restrictive in one's
percept.ion of the af‘chitecture of the work, nor should one seek a
specific .meaning in the strict numerical succession of the poems:
"(S]eules les grandes mésses doiven't—‘int‘éresser le déctn'iffem"."n_
Plchois' contention is borne out by what Baudelaire himself said of

painting in the Salon de 1846: "[L]'art n'étant qu'\me'abst:raction et un

sacrifice du detail a l'ensehble, {1 est ortant de s'occuper surtout
des masses."’3 In the present study, refore, we shall limit our
observations to a discussion of same of the key poems in the volume and

an examination of the general structures or "masses" of Les Fleurs du

-Mal in order to illmtrate how the overall organisation of the 1857
edition constitutes an architecture of egoism.

Excluding "Au lect:eur," the 1857 edition of Les Fleurs du Mal is

"comprised of one hundred poems in five sections: "Spleen et idéal,"




"Fleurs du Mal," "Réwvolte,” "Le Vin," and "La Mort."/4é The largest

section of the volume is "Spleen et idéal” which contains more than three
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quarters of the poers—seventv—s'even poems to be exact. Within the

"Spleen et idéal" section there are a mmber of poem cycles, al though

critics are generallv not in ccnplete accord about the description or

title best suited to each cwcle, nor indeed about the nurber of poems

which constitute eac'h éycle. . In general, we perceive‘ three major cycles
in the "Spleen et idéal" section: the cycle’ ofart (fram "Bén'édictim"
to "La Céante" inclusive);.che cvcle of love (frams™es Bi joux"
"Moesta et erraburda” 1;1c1usive3; and the cycle of spleen (from "Les
Chats" tc "a Pipé" in_ciusive). The cvcle of love includes three sub-
cycles that have traditimmally been named after the women who inspired
them: the Jearme Duival cycle 'frm-'j’Les Bi joux" to "Je te domme ces vers
" oinclusive); d\eMadame Sabatier evcle ( from "Tout entiére” to "Le
Flacon" inclusive); and the Marie Daubnn cycle {(fram "Le Poison" to
"Causerie” 'incluci\'e‘?‘ Ihese are followed by four poems on the theme of

L]

love inspired by¥ di.\rerse women or "les .héroines secondaires"’S (fram

- .
g

s 'Heautnntfmroimems" to "'besta et errabunda" Inclusive}. Thereafter

the vefral flinos of the architecture are more readily visible, as Jean
'Pmptfer mggosts "D'une sectfon & 1'autfre, un mouvement se pergoit.

’I les deux postulations du coeur de 1'hamme ('Spleen' et 'Id&al')
conduf sent au Mal dans l'émtisme. a une contre-religion, a 1'évasion par

1'ivresse, enfin & la Mort."76

The introductory poem "Au lecteur" is not included in the rnumerical’

ranking of the poems, and does not fiéure within the five-part structure
of Les Fleurs du Mal,. for the prime function of this poem is to serve as

an overture to the whole of the volume. The poem depicts in a precise



ard condersed form the subject matter of the entire work: man in all his

anguish struggling in the midst of fallen Creation. Within the framework
of the Adamic myth, Baudelaire has portrayed the agory of man in the
midst of Evil; he has depicted man'’s obstinacy in sin and . he has
attributed the responsibility for this to "ce savant chimiste"-—"Satan
Trismégiste.” ‘ |

The reader is inexorably inscribed in the worlé depicted in "Au
lecteur™ through the universality or the primordial nature of the Adamic
myth. In addition, the reader is inevitably included in the forms of the
first person plural which dominate fully eighteen lines of the poem:

‘ Nos péchés sont tétus, nos repentirs sont laches;

Nous nous faisons payer grassement nos aveux,

Et nous rentrons gaiment dans le chemin bourbeux,.

Croyant par de vils pleurs laver toutes nos taches.
‘I-\;rthermre, in addressing the reader informally as "tu" in the last
stanza, .Baudelaire is insisting that the reader include himself in the
"nous® of the poem,-and that the reader recognise himself in the
horrifying portr;it of man.’ Indeed, the 1'cgirpe'lli.ng abost:_rophe whi‘ch
terminates the poem is tantamount to an act of aggression by the poet
directed at the 'conplaééht reader: ™u le cornais, lecteur, te monstre
délicat, / --Hypocrite iecteur,-—mn semblable,--mon frére!"77

. Baudelaire’s-e:&\ortation to his "hy"poc'rit:e lectewr" to recognise his."'
sins and crimes was in {tself enough to scandalise che camplacent
bourgeois mtddle .class of the- nineteenth century, a class whose-
philosophy of bourge?is 1iberalism was best summed up by one of France's
most prominegt poiiticians of the period, Francois Guizot, who declared: -
*Enrichissez-vous pexr le travail et par 1'épargre."’8 such a society had -
‘glven {itself entirely over to a Selief in material prosperity and
pro;‘res:'et, ard was Itttie. inclined to hear ‘of Satan and of sins, or to
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accept that it is5 "le Diable qui tient les fils qui nous remsent." This -

Baudelaire expressed in his draughts of a preface for Les Flaurs du Mal:

-"La France traverse une phase de vulgarité. Paris, centre et rayornement

de bétise_ universelle. Malgré Moliére et Béranger, on n'aLnfait. jamais
cru que la France irait si grard train dans la voie du Progrés.

I]l est plus defi\{e pour les gens de ce siecle de croire au Diable
que de 1'aimer."79

" In "Le canevas banal de nos piteux destins” depicted in "Au lecteur”
Baudelaire descrit-)es N.n range of man's sins, from men's common and
universal uealmesses-—\"la sottise, l'erre;.xr, le ‘péché, la lésine"--to the
horrific and satanic manifestations of Evil represented by the archetypal
symbols of maleficent beasts uhick'; prowl in "la..ménagerie infame de nos

. vices."80 In the menagerié of man's vices there i{s however one monster

that is "plus laid, plus méchant, plus immonde!"—"C'est 1'Emui!" The

ultimate vice to which man is prone is that spiritual taedium vitae which

is ermui. Pierre Emmanuel maintains that Baudelaire was the first to

state that modern man was oppressed by ennuil specifically.81 It s

"difficult to define the term precisely, and many attempts have been

made.82 But the most pertinent definition for our purposes is that of
Reinhard Kuhn who, in his study of enmui in Western literature, links
emmui with that spiritual 1assii:ude and emptiness known as acedia or "the

noontide demon of the Psalms 83 ‘Kuhn offers one of the most

caq:rehemive definit:ions of ermui to be found ‘ N

fWle can tentatively .define emmui as the state of
. emptiness that the soul feels when it is deprived of
interest in action, life, and the world (be it this
- world or another),-a condition that 1is the immediate
consequence, of thg -encouter with nothingness, and .
has.as an immediate effect a disaffection with
,réality. 'Such alfemation . . ., can bring about, as in
the case of Emma Bovary, a morose joylessness that



- occasionally culminates in total despair and even
suicidé. Or it can result in the Byronian pride of
the children of the centwry who consider themselves
superior to the reality from which they have been
divorced, who sometimes, as in the case of Manfred,
think themselves the eq&als of the Divinity. . .
Schimlj'trenics superuen artists, ard saints—these
? are but a few of the types who people the landscape
of ermui.

Fran Kuhn's defindtion, then, we see that ermui is a sentiment that lerds
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itself readily to the cult of dandyism. In its subtle and delicate

complexities, and even in its impilse to the Luciferian revolt of the
"enfants du siécle,” errmu is an integral part of Baudelaire's aesthetic

..“ Of MI.

In te'ms of the architecture of les Fleurs du Mal, enmui is in fact

the very foundation upon which the structure of the work is erected.
. Thematically, emui functions as a backdrop ar a leitmotif throughout the
entire volume, appearing at every turn in the poet's psychological voyage
fron "Bénédiction" to "La Mort des artistes.™ Yet behind the damdy-

poet's encBunters with ennui ‘lurks a metaphysical dimension, for

Baudelaire“ saw enmui as the very root of Evil. In its emptiness ermul is
capable og .accarubdating anything. Like a great vacuum, "ce monstre
délicat" is a Cronus that would devour the world, that can obliterate man
ard his "i-abrld by sucking everything fnto its own great void of a yawn

"I1 ferait' volontiers de la terre un débris / Et dans un béillement

avalerait le morde” ("Au lecteur”). In terms of the general structure of

Les Fleurs du Mal, ermui is therefore the mechanism behind a repetitive

cycucal. movement througtnn: the ‘work. | 'Rme-trajeétory of the poet's
acperi.emes traces out an ever narrowing gyre, a pattern in which the
poet's various aspirations to the ideal are repeatedly crushed, causing
him to fall deeper and deeper into the abysmal void of emmui. ‘
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In its overall design, the 1857 edition is, of caurse, egocentric
in that the volume is primarily centred on the perscna of the artist or
the dand.y-poet. The volume opens with the birth of the poet in
"Bénédiction™ and closes\with his anticipation of escaping ermui and
achieving recognition “after death in the final poem, "La Mort des
artistes." Moreover the @ychological drama of the poet is twofold in
that he plavs two 'rolés simultaneously: that of an artist creating a
work based on an aesthetic of Evil, and that of a superior man
experiencing Evil on a metaphysical level. ‘

The fir'st two iines of "Bénédiction" declare the divine election of
the po;et A", . . par un décret des puissances suprémes, / Le Poete
apparait en ce monde erruvé"), ard though scormed and misunderstood by
all around him, the roet finds solace in his certainty that he is one of
God's chosen superi;r being.; ("Jle sais que vous gardez une place au Poéte
/ Dans les rangs bienheureux des saintes Légions™). In. the poem which
{mmed{ately folkows, "Le Soleil;" the poet - likens himself to the sun
which as a king has the power to penetrate all places. In "Elévaticn" we
find that the poet does indeed possess a spirit of dimensions uncommon to
. most men, for he aldbne possesses the divine gift of being able to
.urderstand "sans effort / Le langage des fleurs et des choses muettes!"

'Ih;e poet, in.his Very privileged pésition of superiority at the
centre of creation‘, is moreover gifted with the ability to: perceive the
integral parts of the "profonde unité®™ ("Correspondances") of creation.
He alore 1is the man abb.e to perceive the universal analogies and
correspordences beﬁem the diverse parts of creation——correspondences

which for other men are merely "de confuses paroles" ("Correspordances”) .

The use of synaesthesia in "Correspondances" 1is rarely appreciated as
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anything more than a poetic technique, but as Ruff states it is foremost
for Baudelaire a mystical phenomenon.85 Furthermore, che theory of
. correspordences Is—.d‘irectly related to Baudelaire's aesthetics of
| dardvism, for his poetics is not centred on nature, as was the case with
the Romantics before him, but is clearly anthropocentric. "L'homme est
pour lul le centre du monde et la raison d'étre de toutes choses. La
Nature elle-méme ne le retient que dans la mesure ol elle raméne &
1'homme, pour qui e]:1e est faite," states Ruff,86 whose opinion 1is
confirmed by Leakey in his studly of Nature in Baudelaire: "But Nature is
at the-peEriphery rather than at the centre of his universe. . . . Nature
i{s ,seen almost always in same human relation, is viewed through the
screen of some remembered personal emotion, idea or sensation."87 In a

letter to Fernand Desnoyers Baudelaire himself wrote: "Dans le fond des

bois, enfermé sous ces voites semblables a celles des sacristies et des

. cathédrales, je pense 4 nos étormantes villes, et la prodigieuse musique
qi roule sur les sommets me semble la traduction des lamentations
humaines."88 * This transformation of the natural world into the human
dimension (as in "Correspordances” when nature is transformed into "un
temple"” and 1is thereby reduced to a construct of man's invention) is
constant in Baudelaire's-works. In his abhorrence of the natural order
which he found "shocking," Baudelaire elevated the cult of artificiality

. and the cult of the self to the order of first importance.89

Although besieged by introspective self-doubt in "La Muse malade"
and "Le Cuignon,Kand subjected to the distasteful campromising of
artistic principles {h "La Muse vénale," idleness and laziness in "Le
Mauvais Moine," despair and exasperation in "L'Ennemi," the poet
maintains a pose of hit)ght}l impen{ tence and outright arrogance in the
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guise of the hero in "Don Juan aux enfers." In this poem Don Juan,
"1l'oeil fier comme Antisthéne," is mot merely a libertine; he is an
impassible and umrepentant dandy "qui jefte son défi & Dieu et
3 1'mranité”0 at the end of the poem: "™ais le calme héros courbé sur
sa rapiére ' Regardait le sillage et ne daignait rien voir."

Tn keeping with the satanic character of Don Juan, the poet elects
as an expression of his ideal the image of Beauty whici is as impassible
1s a cold "réve de pilerre" ("la Beauté) which never cries nor laughs.
The poet thus has settled on an ideal which ‘s by far more simister amd
darker than "Le langage des fleurs et des choses muettes" ("Elévation").
This movement from "idéél" to "spleen™ in the cycle of art prefigdres the
thematic evolution which is repeated throughout the "Spleen et idéal"
section.

_ Similarly, in the love cycles the poet's notion of love, or the
idealisation of woman as the "mman referent"1 of the poet's quest for
beauty, undergoes a transformation. In the.Duval cycle, the poet's
attitude toward carnal love is transformed from the ideal to the
splenetic, yet the final note upon which that cycle ends is the artist's
pardon of the "Etre maudit™ in "Je te dorme ces vers. . . "

The ideal of spiritual love in the Sabatier and Daubrun cycles
undergoes a sfmilar movement from the ideal to the splenetic, with thé
notable difference that this time it is "le Démon" who presides over the
disinteégration of the ideal, by first appearing in the poet's roam in\
"Tout entiére,” and by finally extinguishing all light and hope "aux
carreaux de 1'Auberge" in "L'Irréparable.”

In terms of the thematic ewolution of Les Fleurs du Mal, the cycle

of spleen presents the second powerful force or tension which is
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operative in Baudelaire's vision of man, as is indicated by the title of
the section: "Spleen et idéal."” Throughout the cycle of spleen, the
diverse characteristics of the poet's state of spleen or ermui are
mimutely emmerated. Enmui denotes the fatigue of body and soul, the
distaste of life and of people, the lack of curiosity ("L'ermui, fruit de
la morne incuriosité,” says the poet in "Spleen," n° LX), and {t also
denotes the lack of hope:

—Et d'anciens corbillards, sans tambours ni musique,

Défilent lentement dans mon ame; et, l'Espoir

Pleurant cdme un vaincu, 1'»’\ngoisse despot que

Sur mon crane incliné plante son dra

("Spleeg", n° LXII)
Baudelairean envul is a profound metaphysical ermui, -taking the form

of a pessimistic non-participation in life which is characterised by the
desire to sleep "dans 1'oubli comme un requin dans 1l'onde" ("Le Mort
joyeux"), by the desire to became ™un granit . . . Assoupi dans le fond

d'un Saharah brumeux" ("Spleen,” n° 1X). To obliterate the sense\\of
being, to sleep the unconscious ard dreamless sleep of animals, to become
inanimate and immobile, such are the manifestations of "the state of
emptiness,” to borrow Kuhn's expression 'again,gz which the poet seeks
when besieged by ermud. It is the recognition of mar.’s dual nature--his
double postulation--which lies at the centre of the poet's metaphysical
emui. Thus, to the question: "Se livrer & Satan, qu'es—t:ce qie
c'est?"93  the answer is quite simply: to submit to Satan is to feel
_that there i a lack of unity between man and the universe, between man
ard God. It is in t!':is sense that the "deux postulations simultanées”94
may be construed as an expression of man's primordial desire for unity in

a world which is subject to multiplicity. In Paul Armold's terms: "La

postulation vers Satan . . . c'est la tendance au multiple. La
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postulation vers Dieu, c'est la tendance originelle & 1'unité."9>

Indeed, Arncld's interpretation of Baudelaire's entry in Mon coeur mis a

2.3} i? borme out within Les Fleurs du-bhl. In the cycle of art, the
universe is depicted ideally as ™une ténébreuse et profonde unitcé”
("Correspondances™). However, in the cycle of spleen this unity is
fragmented and the universe is inhabited by "des monstres visqueux"
("L'Irrémédiable"). The term "monstres™ here is signficant, for the
monstrous sigljitfies that which {s bizarre, grotesque, incoherent, that
which is formed of disparate parts; in short, the monstrous embodies the
lack of unity. Let us recall that in "Au lectewr" the world described is
devoid of unity and harmony, but it {s a world teeming with monsters.

In the love cycles as well the‘c;isinCegrat:ion of the ideal is also
an expression of the frag;'renta\tion of unity. In "Tout entiere," for
example, it is the demon of multiplicity that entices the poet to analyse
. and thus to break up the integral beauty and d‘\e overall hamﬁny of the
loved one. Rurthermore, in Fusées Baudelaire speaks of love as a sort of -
decomposition, "une torture ou . . . une opération chirurgicale":
"[Clertes, je croirais faire un sacrilége en apbliquant le mot: extase a

tp——

cette sorte de décomposition. --Epouvantable jeu ou {1 faut que 1'un des

joueurs perde le gouvernement de sol-méme! "6 Love ultimately represents kl

for Baudelaire not only the decomposition of an jdeal feeling of unity
between two lovers, but also the,loss of self—cor:troi, which is quite
simply the fragnentatién of the unity of the self.. This {s precisely
what the poet experiences in.the love cycles. v

The dandy of course always strives to maintajn the unity of the

self, for as Baudelaire wrote in le Peintre de 1la vie modemne, dandyiasm
. ] 4
{s among other things "une gymastique propre & fortifier la volonté et a
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discipliner 1'ame."97 Now since the vaporisation of the will and of the
self ieads to multiplicity, to the feeling that there is no unity between
man and the universe, then the dandy, in burnishing the image of the
self and in attempting to centralise amd to concentrate the self‘, is in
essence _perfcrmirg a ritual which effects a symbolical return.to the
state of primordial unity. To achieve this state of sublimity, the dandy
must be ever vigilant against the satanic postulation, against the great
gaping yawn of emrrui which wopld shatter the unified image of the self.
This i{s the reason whv the dandy must live and sleep wrapped in solitude
before his own fmage: "Le Dandv doit aspirer a étre sublime sans
faterruption; il doit vivre et dormir’ t un miroir."98 Moreover,
" since Baudelaire associates the love f/or woman with the loss of ‘unity,
and hence with the satanic postulation ("C'est & cette derniére que
doivent &tre rapportés les amours pour les fermes,"™ he wrote99) 'then the
conclusion that necessarily follows i{s: "La femme est le contraire du
lhn‘iy."lm-«-—\, - o . >

The dardy-poet in Les Fleurs du Mal falls into the state of spleen,’

then, when he fails to centralise the seif, when he allows the self to
become dispersed or "vai:orised: "De la vaporisation et de la
centralisation du-Moi. Tout est 14."101  For Baudelaire, the darmty, the
artist, the man of genius are all solitary guiciing lights—"Les Phares"—
. :
that point the way back to the state of primordiai unity, to the state of
oneness betieen man and the universe. Unicity is thus the characteristic
of l:he superibr man for Baudelaire:
Ga.xt invincible de la prostitution dars le coeur de
1'homme, d'od nait son horreur de la solitude, —Il
veutetredmx L'homme de génie veut étre un, donc
solitaire. . . . C'est cetté horreur de la solitide,

le besoin d'oublier son moi dans la chair e:(te&eure,
que 1'homme appelle 'noblanent besoin d'aimer




212

- The centralisation of the self may only be brought about, in Armold's
terminclogy, "par l'hyperconscience dans le mal (1l'existence), laquelle
seule distingue le moi du non-moi. C'est pourquoi Baudelaire dans
'L'Irrémédiable’' a joint les deux idées de chute et de consciernce dans le
mal."103

The cycle of spleen brings to a close the most important part of Les

Fleurs du Mal. Within the "Spleen et idéal" section the pcoet has

a‘rticulated, in terms of his own psychological drama, a vision of
duality, a vision of man torn between two simultaneous postulations.
This state of suspended tension next gives rise to the poet's spirit of
revolt in the sections "Fleurs du Mal” and "Révolte."

"Fleurs du Mal,"” which in 1857 followed "Spleen et ideésl," is
perhaps the most shocking section of the first edition. In this section g
the poet adopts the cool Byronic pose of an outrageous dardy-writer: a
"poéte sinistre, emmemi des familles, ' Favori de l'enfer, courtisan mal
renté™ ("Les Deux Bomnes Soeurs"), and a consummate histrionic poseur who
plavs Martistement son rdle" ("La Béatrice")--"cette caricature / Et
cette ombre .d'Hamlet imitant .sa posture, / le regard indécis et les
cheveux au vent” (".a Béatrice™. Like the proud young lord in "Don Juan
aux enférs,'; the poet in "La Béatrice" likewise is capable of remaining
impassible when confronted by "un troupeau de démons vicieux":

. J'ayrais pu—-mon orgueil'aussi haut que les monts

Recevrait sans bouger le choc de cent démons!—

Nétourmer froidement ma téte souveraine.
His cool impassibility fs brqken only by his surprtse at the appearance
of his muse, his "Béatr’ic;e," in the company of the host of demons. Colin
Burns even compares the "femmes damnées” of this section with the dandy:

"Just as the Dardy expressed his spiritual superiority by living an
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‘ indenendant, aristocratic life divorced from mudane cares, so too, on a
different social plane, do the 'fermmes damnées' seek to rise above the
orthodcox patterns of human behaviour."104

Wmm this section centred on the double theme of Eros-
Thanatos, the images of lesbianism, mumrder, torture, debauchery, and
death scandalised bdurgeois moralitv and propriety, as evidenced by the
trial for obscenity which ensued in August of 1857. Yet the poet of les

Fleurs du Mal certainly did not invent debauchery and sin. Speaking of

"la Perversité naturelle"™ of man, Baudelaire asserts that ™nous sommes
tous nés marquis [sic] pour le mal!"103 The perversity of men which is
portrayed in the "Fleurs du Mal" section was purposely internded to be a
seductive depiction of the nature of Evil, as Baudelaire himself

intimated in Les Drames et les romans hormeétes:

Le vice est séduisant, il faut le peirdre séduisant;

mais il traine avec lul des maladies et des douleurs

morales singulieéres; i1 faut les décrire. . . . En

effet, 11 faut peindre les vices tels qu'ils sont, au

ne pas les voir. Et si le lecteur ne porte pas en

lui un guide philosophique et religieux qui

l'acc&pagne dans la lecture du livre, tant pis pour

lui.l d
Marcel Ruff has perceptively remarked that the obstinacy toc see in
Baudelaire's work an element of sadism or abnormality is perhaps the
reaction of a too self-righteous reader.10/

Moreover, in the section "Fleurs du Mal" vice certainly does not
preclude moral consequence and metaphysical anguish. In "Femmes.
damnées ," for example, Hippolyte confesses: -"'Je sens s'élargir dans mon
étre / Un abime béant.'"™ The submission to vice, or the "joie de

cendre” of which Baudelaire wrote, may also be viewed as the
manifestation of & conscious rewvolt—a revolt of the flesh in spleen

agafnst spleen. All the forms of voluptuousness—"1'appareil sanglant de
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la Destruction” ‘t"'La Destruction"'108__are expressions of a willing self-
da:*.na"cicn, a willing s.elf—destruction. "™oi, je dis: la wolupté unique
et suprée de l'amour git dans la certitude de faire le mal. —Et
1'homme et la femme savent de rmaissance que dans le mal se trouve toute
wlupté,” savs Baudelaire in Fusées.l0% However, the certainty of doing
Evil also implies the recognition of Good or even of Gbd. Accordingly,
the rewlt of the flesh in "Fleurs du Mal" is indirectly a manifestation
of the aspiration for Good. It is such an asﬁiration that Baudelaire

calls "le gott de 1'infini" in Les Paradis artificiels:

Helas! les vices de l'homme, si pleins d'horreur
qu'on’les suppose, contiement la preuve (quand ce ne
serait que leur infinie expansion!) de son golt de-
1'infini; seulement, c'est un goit qui se trampe
souvent de route. . . . C'est dans cette dépravation
du sens de 1'infird que git, selon moi, la raison de
tous les exces coupables. 110

Ard so the women of "Ferrmes dammées" are "Chercheuses d'infini," and .the
conscious pursuit of Evil by the damed souls in the "Fleurs du Mal"
section reflects a longing for the infinite in the midst of the finite

world, a longing for "le radieux sourire / Entrevu vaguement au bord des

autres cieux" ("Lesbos™). Thus, in this section the "jole de descerdre”
is simultanecusly "l'imvocation & Dieu, cu spiri.tualité."

The trilogy of poems in the "Révolte” sectic.)n constitutes the
supreme manifestation of the poet's satanic postulatioﬁ. Exdled in a
world "o 1'actton n'est pas la soeur du réve" ("Le Reniement de Saint
Pierre")~1in a world where the ideal is inevitably corrupted, where there
is ne feeli-ng f oneness between man and God, between man and the
universe—the t, "une nature. exilée dans l.'inparfait,"nl seeks an
escape from)'(s frustration in a spiritual revolt; he willingly conspires

against God by delivering himself to Satan--"Biton des exilés, lampe des
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{mventeurs, ' Confesseur des pendus et des campihratem's" [("Les Litanies
de Satan™). As we have seen in Part One, the theme of Luciferian revolt
ad a fascination with Satan were ca-mm; to the literary dardyism of the
1830s and 1840s in France. The proud and rebellious, impudent and
impenitent archangel who in Milton's Paradise Lost would rather reign in

heil -chan serve in heaven was a heroic figure of fierce independence and
great ma jesty, a figure that lent himself well to the image of the dardy.
Baudelaire cancluded that "Satan,--d la maniére de Milton,"112 was the
most perfect type of virile beauty. And yet, in revolting comsciously’
-against God, the consciousness of God is paradoxiéally all the more
heightened. Consciousness of Satan implies consciousness of God, just as
"in "Fleurs du Mal" we have seen that the awareness of Good is implied in

the awareness of Evil. Thus there is a redemptive value in the satanic

revolt, for Satan evokes "le goGt du Paradis" ("Les Litanies de Satan").
As Baudelaire wrote in his essay on laughter, "l'élément angélique et

1'¢tément disbolique fonctioment parallélement."113

In {ts position near the erd of the 1857 edition, the sectioh "Le

Vin" is interded to present wine as a means of enduring and of fleeing

the frustration of spleen ard the anguish of existence in Evil. In the

poem which closes the section, "Le Vin des amants,” wine is the method of
flight from this anguish for those "qui [voudraient] s'emparer
{mméd atement, sur cette terre méme, d'un paradis révélé"lls:

Partons & cheval sur le vin
Poar un ciel féerique et divin!

Rous fulrons sans repos ni tréves
Vers le Paradis de mes reves!

In Ruff's words, "'Le Vin' apparait en effet & cette place camme une

consolation ou un reméde: 11 permet d'oublier le mal qu'on a commls
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aussi bien que celui dont on souffre."ll>

. Whereas "Le Vin" proposes merely & temporary solution to the
problem of Evil, the section "La Mort"™ proposes the definitive solution
ard the idealised escape from the tortures of ermui. Each of the three
poems in the section closes with an image of transcendence or
resuorection. . For lovers, after death an angel will bring back to life
"les flammes mortes" ("La Mort des amants®); for the poor death leads to
a new 1ife——';C'est le portique anvert sur l;es Cleux incommus:" (".a Mort

des pauvres™; for artists death will reswrrect "les fleurs de leur

’ cen'eau"'("la Mort des artistes™). In Prévost's words: "[L]a mort est

la seule certitude qui reste & l1'hame et le poéte essaie d'en faire le
seul espoir."11®  The supreme hope. the sole hope of the poet is that
through death he will attain the "beau diadéme éblouissant et clair”
promised in "Bénédiction." Through death, the poet may escape the
duality of human existence in Fvil ard achieve finally the state of untty
with God which he anticipates in "Bénédiction":

Je sals que vous gardez une place au Poéte

Nans les rangs bienheureux des saintes Légions,

Et que vous 1'{rvitez 4 l'éternelle féte

Des Trones, des Vertus, des Dominations. _

Thus, In the final analysis the structure of the 1857 edition of Les

Fleurs du Mal 1is an architecture of egoism, for the work revolves

entirely around the central figure .of the dandy-poet.ll7 FRurthermore,
the 1857 edition is an example of what Asselineau termed a work of
literary dandyism: "Le dardysme en littérature s;erait donc tout ce qud
est l'opposé de la c¢ulstrerie, du pédantisme e'; de la besogne."118 Such
indeed is ‘the image of Les Fleurs du Mal which Baudelaire himself

projected in his notes for a preface intended for the work: "Il m'a paru
plaisant, et d'autant plus agréable que la tache était plus difficile,
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dlextraire la beautd du Mal. Ce livre, essentiellement imtile et
abhsolument innocent, -n'a pas été fait dans un autré but que de me
divertir et d'exercer mon golt passiomé de 1'obstacle."119  In
describing his book as being essentially useless, as being little else
th:an a pleas'aﬁt diversion and a literary game, Baudelaire the dandy was
challenging the bourgeois values of progress, propriety, work, and
profit.120

However, Baudelaire the poet certainly did intend Les Flel:n’s du Mal

'to be a serious work of literature. But in publishing the volume he did
not seek popularity; on the contrary, he sought notoriety. "Votre mot
'popularité’ m'a beaucoup fait rire," he wrote to Poulet-Malassis on 9
December 1?96. "Point de popularité, je le sais, mais un bel éreintage
général qui attirera la curiosité; et .puis nous saurons avoir ‘quelques
articles dans les revues étrangéres."l2l In this egoism and haughty
disdain of the world and its values ("L'homme de lettres est 1'ermemi du-
_-monde," Baudelaire wrotel2?), Baudelaire himself as well as the fictional

dardy-poet who is the principél actor in Les Fleurs du Mal both embody
the following definition which Asselineau gives in his biographical study
of Baudelaire: ' |

Le dandy . . . était 1'homme parfait, souverainement
{ndépendant, ne relevant que de lui-méme, et régnant
sur le monde en le dédaignant. L'écrivain-dandy
était celul qui méprise l'opinion commume et ne
s'attache qu'aif3 beau, et ercore selon sa conception
particuliére.l

But above all it is the uﬂerlying theme of ennui in Les Fleurs du™

Mal which serves best to accentuate the refined sensibility and the
superiority of the d!mdy—poet in his suffering and in his seeking new
forms of release fram erwwmi, as Stanton writes: .

Whether out of boredom or melancholia eor some
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~anxiety-ridden combination of the two, the dandy

" exhibits enmd as a sign ' of exquisite sensibility,
ard ultimately uses it as an instrument of conquest.
’ . Artifice ar sincerity, -the source {is
irrelevant what matters is the effective production
and emission of the sign in the pursuit of
superiority. For enmui, as sign -and/or catalyst,
triggers a determined and scametimes des%erate quest
for new sensations with heroic owvertones.

Such indeed is the quest of the egoistic dandy-poet in the 1857 edition
of Les Fleurs du Mal.
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Certainement, j'ai beaucoup a me plaindre de moi-.




méme, et je suls tout étayd et alarmé de cet état.
Ai-je besoin d'un déplacement, je n'en sais rien.
Est—ce le physique malade qui diminue 1'esprit et la
volonté, ou est—ce la lacheté spirituelle qui fatigue
le corps, je n'en sais rien. Mais ce qe je sens,
c'est un immense découragement, une sensation
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malheur vague, une défiance compléte de mes forces,
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‘trouver un amisement quelconque. . .

. Je me demande

sans cesse: 4 quol bon ceci? A quol bon cela?
C'est 18 le véritable esprit de spleen. . . . [Jle ne

me ra

lle pas etre tombé jamais si bas et m'étre

traine si longtemps dans 1'emmmi.
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Mon cher De

smyers,vuxsmedelmldezdesverspa;r

votre petit volume, des vers sur la Nature, n'est—ce

pac? sur les bois, les

chénes, 1a verdure, les

insectes,—le soleil sans doute? Mais, vous savez
bien que je suis incapable de m'attexdrir sur les
vegétaux et que mon ame est rebelle a cette
-singuliére re on nouvelle, qui aura toujours, ce
me semble, pour tout étre s tuel je ne sais quoi

8 que l'ame des

de s_hoﬁm. Je ne croiral
Dieux te dans les plantes, et quard méme elle y
habiteralt, Je m'en souclerais médiocrement, et

considérerais la miemme camme d'im bien plus haut
prix que celle des légumes sanctifiés. J'al méme
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toujours pensé qu'il v avait dans la Nature,

florissante et rajeunie, quelque chose d'impudent et
d'affligeant.

In Baudelaire's constant tendercy to anthropocentrise mature, nature
becaomes the mirror which reflects his imner being or self. For Charles
Mauron--"La Persomalité affective de Baudelaire,” Orbis litterarum, 12
(1957), 207—this reduction of the milieu to the role of mirror is one of
the chief characteristics of Baudelaire's poetics: ’

Depuis Rousseau, les littérateurs projetaient leurs

affects sur le milieu, selon un mecanisme primitif

deveru procédé littéraire. Baudelaire va au—dela.

Le poéte des Fleurs du Mal ne se contente pas de

projeter ses sentiments sur le milieu, il fait, de ce
mécanisme psychologique, l'essentiel d'une méthode
poétique. Sous le nom et dane- la cateégorie,
d'ailleurs plus large, des "correspondances,” il =
réduit le milieu au role de miroir: 1'ame cherchant

1'objet n'v voit que son image symétrique. . . Le

- ~bots,—1la mer ont - presque tcutemtttr“* --

concréte. Ils n'existent que camme reflets de nos

états intérieurs.
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PART THREE

L

TRANSFIGURATION--THE DANDY AND THE SAINT: 1858-1867




~"Ma phase d'egoisme
est-elle finie?"
--Baudelaire, Hygiéne

CHAPTER I
BGOISM TRANSFIGURED
A. A Spiritual and Literary Reassessment

The first edition of Les Fleurs du Mal went on sale on 25 June 1857.

Ten days later, in an article published in Figaro on 5 July, Gustave
Bourdin wrote a scathing condesmation of the work: "L'odieux y coudoie
1'ignoble; le repoussant s'y al_lie a l'infect. . . . Ce livre est un
hopital ocuvert 3 toutes les démences de l'esprit, & toutes les putridités
du coeur. . . . ‘Rlien ne peut justifier un homme de plus de trente [amns]
d'avoir dommé la publici:®? du livre a de semblables monstruosités."l
Bourdin's article touched off a chain of events which culminated in the
obscenity trial of August 1857. .In one sense, the trial sealed
Baudelaire's reputation as a "poete maudit." In another sense, however,
the trial was a great public humiliation for Baudelaire, for it also
represented society's chastisement of the dandy-poet. On 20 August
Baudelaire was condemned for having conmitted "le délit d'outrage a la
morale publique et aux bomnes moeurs."? The court ordered him to pay a
fine of 300 francs, and condemed six poems {n the volume. 3

Like the appointment of the "conseil judiciaire" in 1844, the trial
of 1857 was a major humiliation for Baudelaire, and it weighed heavily

upon his mind. "Histoire des Fleurs du Mal, humiliation par le
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malentendu, et mon procés,” he wrote in Mon coeur mis & nu.4 His feeling

of huniliation and of having been misunderstood ran so deep, that as late
as 1865, in a letter to Julien Lemer which he @te_&m his exile in
Belgium, Bsudelaire added to a list of his works a projécted "Histoire
des Fleurs du Mal."> '

-

Baudelaire's humiliation brought about a profound reassessment of
. -
his spiritual and aesthetic values. The years between the first and

second editions of Les Fleurs du Mal were the formative years of his

_ @esthetic maturity, a period after which his spiritual and aesthetic
positions did not greatly alter. For Marcel Ruff this period marks
Baudelaire's returm to the Catholic idea.® Indeed, in the Salon de 1859

when Baudelaire speaks of religion as "la plus haute fiction de 1l'esprit
humain,” he hastens to add: "[J]e parle exprés comme parlerait un athée
professeur de beaux-arts, et rien n'en doit étre conclu contre ma foi.n’

And writing about the second edition of Les Fleurs du Mal in a letter to
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his mother dated 1 April 1861, he stated that "le livre partait d'une -

idée catholique."® This period of reassessment also marks the beginning
of the spiritualisation or the transfiguration of Baudel.éire's dandyism,

a transformation which is manifestly evident in his works published after

the first edition of lLes Fleurs du Mal. Henceforth his works were to

reveal a markedly more spirtual and less egotistical tone. 9

One of the most striking examples of this transfiguration of the
dandy-poet cames to light when one compares two of Baudelaire's works,
\hich were published a number of years apart, on the subject‘ of

intoxicants: Du vin et du hachisch, comparés conme moyens de

multiplication de 1'individualité published in 1851; ard Les Paradis

artificfels: opium et hachisch published in' 1860.10 The change in
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Baudelaire's attitude toward hashish in particular is very illuminating.

However, as Maurice Saillet points out, when one compares Du vin et du

hacgech with Les Parad_is artificiels it is essential to cmsider

Baudelaire's change of view on the subjec-t of intoxicants not as a
contradiction or a lack of philosophical consistency, but as a clear sign
of the poet's spiritual growth. "Les§ variations de Baudelaire a 1‘'égard
des Excitants {llustrent a merveille ce droit de se contredire [dont‘
parle Baudelaire],” Saillet writes. "{I]l importe de considérer Les

Paradis artificiels . . . comme un trés précieux morceau de géologie

intime dont les strates correspondent aux di fférents iges du poéte."1l
One might argue‘chat since intaxicants enable man to alter his
personality ard his perception of reality, then fhe use of intoxicants
would ap.peal to the dandy's desire to construct ard to alt.:er at will his
own universe around him. = Alchoxg;h hin Du vin et du hachisch Baudelaire

does state that with the use of hashish "c'est lg volonté qui est
attaquée,”12 his conclusion on the use of intaxicants is far fram
da:mi'rig: "Enfin, le vin est pour le peupl:e qul travaille ét qui mérite
d'en boire. Le hachisch app-artient a la classe des joles

solitaires. . . ."1:_3

In lLes Paradis artlificiels, however, Baudelaire's: condemation of

intoxicants is unequivocal. Indeed, .the term "artificiel™ is the .
operative word i-n the title, for hashish as "1'tdeal artificiel” is, in

Baudelaire's final emal}sis', "un faux idéal"--a satanic manifestation of

;'l'Esprit du Mal"1é4 {n all his glory:

Qu'on. premne, si l'on veut, cette forme de langage
pour une métaphore excessive, j'avoueral que les
poisons excitants me semblent non-seulement un des
plus terribles et des plus sirs moyens dont dispose
1'Esprit des Ténébres pour eraOler et asservir la
déplorable humanite, mais méme une de ses
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{ncorporations les plus parfaites.l>
Under the influence of hashish, the erosion of man's liberty and
spiritual integrity culminates in "la croyance de 1l'individu en sa propre
@vinité,"16 wvhich in turn leads to a-blasphemous and egotistical avowal

4
superioritv: "Je suis deverm Dieu! . . . toutes ces choses ont été

crédes pAT mol, pour moi, pour moi!"17 This portrayal of "1'homme—

dieu"18 in Les Paradis artificiels brings to mind Baudelaire's early

sketch of himself under the influence of hashish, cduring the period of
the "fantasias" held at the hotel Pimodan. In the drawing, which dates
from the period 1842-1844, Baudelaire is dressed in black and stands
larger than life, more than twice as high as the Venddme columl9--a
representation of "l'homme-dieu" at the centre of creation, or in
Baudelaire's case a portrait of the satanic dardy-god of the ile Saint-
Louts. |

‘ In his earlier works Baudelaire had sought to project just such a

crafted image of the dandy-poet. However, in Les Paradis artificiels his

gaze turns inward, into his own being where he situates what he terms
"l'oeil intérieur."20 The {rsard-turning gaze, the mood of introspective

reflexion in Les Paradis artificiels is tantamount to an abjuration of

Baudelaire's earlier phase of egotistical dandyism. In one instance we
fird a clear condemation of the figure of the dardy-NarEissus transf ixed
in self-admiration in front of his own mirror image:

Ajouterai-je que le hachisch, comme toutes les joies
solitaires, rend 1'individu i{nutile aux hommes et la
société superflue pour 1l'individu, le poussant &
'admirer sans cesse lui-méme et le précipitamt jour
%e gouffre lunineux oi il admire sa face

de khrcisse?

Moreover, throughout Les Paradis artificiels there is indispﬁtably a

heightened sense of spirituality, for Baudelaire castigates the spiritual

-
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evil which he associates not only with intaxicants, but also with

contemporary discoveries such as ether and chloroform—all of which "™au
point de vue de la philosophie spirit;aliste . . . tendent a diminuer la
1{berté tumaine et 1'indispensable douleur."2Z He finds redemptive value
in work and imner contemplation--"la rédenptic;n . . . par le travail
successif et la.contenplzation"ZB——a value which 'stlands in sharp céntrast
‘to the in.dolencé of the dandv--"Un Dandv ne fait rien."24 To "ce parac;lis
d'occasion” which ‘hashish offers‘man, Baudelaire 'cfpposes the simple
virtue of "l'exercice assidu de la volonté."25 Man's "goﬁ-c de
1'infini"26 often leads him astray in his quest to regain paradise, but
at the erd of "Le ‘Poéme du hachisch" Baudelaire warms: "Qx'est—ce qu'un
parédis qu;on achéte au prix de son salut -éternel?"?7 1In Les Paradis
artificiels the dandy of Baudelaire's ee_'trly );ears,has clearly undergone a
spiritualisation. Like the ‘mySCer‘iOus J.G.F.28 addressed in the
dedication prefacing the work--the unidentified woman "qui tourne

maintenant tous ses regards vers le Ciel, ce lieu de. toutes les

transfigurations"29--now too Bat;ielaire the dardy turns his gaze from his

mirror and looks upward. \

Throughout Baudelaire's works, the struggle to maintain control over
the will is a central feature of his. ethics and his aesthetics. ™De la
vaporisation et de la centralisation du Moi. Tout est la," reads the

very first entry in Mon coeur. mis & mu.30 In Les' Paradis artificiels-

Baudelaire also laments the .desttuction and the vaporisation of man's
will-a- will whicH is usurped by intoxicants. ~Specifically, for the
artist, drug-induced dreams-—or rather "hallucinations" as B‘audelaire‘
terms them in the third section of‘."Le Poéme du har::ﬁisch"--do not
const:itut:; the raw material of a work of art, precisely because the




artist is not in control of his own will. "L'homme a voulu réver, le
réve gouvernera 1'homme,” Baudelaire writes.3l Marc Eigeldinger argues
that dreams must be tamed, organised and recomposed before becoming .che
substance of poetry, and that requires an effort of "la volonté lucide™:
"Mais le réve ne devient matiére d'art et de poésie que s'il est
volontaire eg gouverné par la ®omscience, reconstruit et structuré par
1'{ntervention de l'esprit. . . .32 ‘ .

In Baudelaire's terms, the shaping oé the poetic yision or dream is
achieved through the exercise of the creative imagination, which is
directly dependent upon the freedom of a lucid will. “[L]'Imagination
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Seule contient la poésie,” writes Baudelaire in his essay on Théophile

Gautier published in 1859.33 When one accepts that "la condition
génératrice des oeuvres d'a&, c'est . . . l'amour exclusif du Beau,
1'1dée fixe,"34 art has, a profoundly spiritualising virtue which offers
man a glimpse 6f "un paradfs révélé"--not an artificial paradise, but an
eternal paradise:

C'est cet admirable, cet immortel instinct du Beau
qui nous fait considérer la Terre et ses spectacles
comme un aperqu, comme une correspordance du Ciel.

. « Ainsi le principe de la poesie est, strictement
et simplement, 1l'aspiration humaine vers ume Beauté
supérieure, et la manifestation de ce principe egt
dans un enthousiasme, un enlévement de 1'ame. . . .39

Such a spiritual conceptioﬁ of poetry 1is far removed from the
superficial nature and the intent to shock inherent in the title of
Samuel Cramer's Orfraies or the young Baudelaire's Les Lesbiemgnes. As we

have already seen, in his early works Baudelaire's irontc pose of the

dardy-poet was in part intended to shock the public. But in the Salon de

1859, Baudelaire states that it is the aesthetic value of a work which

must take precedence over its "shock" value. "Je parlais tout & 1'heure -

% ~
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des artistes qui cherchent & étommer le public,™ he writes. -"Parce que
le Beau est toujours étomnant, il serait absurde de supposer que ce qui
est étonnant est toujours beau. "36 Here again, then, i{s a clear

indication of the transition in Baudelaire's aesthetic of artistic

dardyism.

Baudelaire only touches briefly upon his theory of the creative

imagination in his essay on Gautier, but his discussion of "cette reiné

des facultés"37 is at the very heart of his Salon de 1859. His analysis

of imdividual artists is entirely centred on this theme. The work i{s a
vast elaboration on the nature of the imagination, and as such it
represents one of Baudelaire's most profourd writings on his aesthetic
theory. From the very begimning of the Salon, Baudelaire speaks out
vehemently against "la médiocrité . . . et le calme plat de la fatuité"38
which characterised the "official" art of the period. "L'artiste,
aujourd'hui et depuls de nambreuses amnées,” he writes, "est, malgré son
absence de merite, un simple enfant gét_é."39 The majority of
contemporary artists—"faiseurs de babioles actuelles,"” Baudelaire calls
them®0__were skilled b-.;t mediocre taglents coddled by an urdiscriminating
‘public that was unappreciative of the c:eative imagination of a truly
.great artist such as Eugéne Delacroix. And Baudelaire attributed the
general debasement of art to the artist's lack of imagination.
"Discrédit de 1'imagination, mépris du grand, amour (non, ce mot est trop
beau), pratique exclusive du métier,” he writes, "telles sont, je crois,
quant a l'artiste, les raisons principales de son a!:aisss¢.=_rr_lent."“1

The genera' public of the mid-nineteenth century, caught up in the
great swell of techmological progress and the ethic of utilitarianism,

found little value in the aesthetics of the poetic imagination. "Le gout




exclusif du Vrai . . . opprime ici et étouffe le goit du Beau,"
Baudelaire complains. "Q’;.il faudrait ne voir que le Beau . . . , notre
public ne cherche que le Vrat."%2  In particular, "une industrie
nouvelle"#3-_photography--symbolised for Baudelaire the triumph of
technology over aesthetics. He was convinced that "les progrés mal
appliqués de la photographie ont beaucoup contribué, comme d'ailleurs

tous les progrés purement matériels, & l'appauvrissement du génie

artistique. . . ."44  For Baudelaire, "{l'imagination! est 1'analyse,
elle est 1a synthése. . . . Elle est la sensibilité."5 The implication
of these equations is clear: without imagination, the artist becomes a
mere copler, an imitator, a skilled technician.4é

In a'rmre general sense, Baudelaire deplored the idolatry of
material progress since it was indicative of a diminishing of man's
spiritual sensitivitv. "'Dlans ce culte niais de la nature, non épurée,
non expliquée par 1'imagimation,” he writes, "je vois un signe‘évidenc
d'abaissement général."*’ For Baudelaire, one of the links between man
and the spiritual lay in the faculty of the imagination. Throughout the

Salon de 1859 he repeatedly underscores the divine origin of the

imagination, most nocabfy in his translation of a passage fram a work by

a contemporary English author, Catherine Crowe:

Par imagination je ne '‘veux pas seulement exprimer
1'{idée commme impliquée dans ce mot dont on fait si
grand abus, laquelle est simplement fantaisie, mais
bien 1' imagination créatrice, qui est une fonction
beaucoup plus élevée, et qui, en tant que 1'homme est
fait a4 la ressemblance de Dieu, garde un rapport
eloigne avec cette pulssance sublime par laquellzale
Créateur congoit, crée et entretient son univers.

In denying the innginaticn, the'refore, modern man was, in Baudelaire's
view, severing one of his last links with the divine.
In the works published between the first and secord editiom of Les
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Fleurs du Mal, then, Baudelaire's point of view clearly takes on a more
Lg}iversal and a more spiritual dimension than was the case in ﬁis early
works. The concern that he e:xpr*essés in these later works about the
spiritual erosion inherent in man's blind faith in "la Fatuité moderne
et le progrés"s9 is admirably’ and succinctly sumad up in his

intimate jourmals:

Quoi de plus absurde que le Progrés . .. 250

Il ne peut y avoir de progres (vrai, c'est-a—dire

moral! que dans 1l'individu et par I'individu lui-
méme . 51 :

Theorie de la wvraie civiiisation. Elle n'est pas
dans le gaz, ni dans’'la \apeur, ni dans les tables
tournantes, elle est dans la diminution des traces du-
péché originel.>2 '

Margaret Gilman sees in the works of this period of reassessﬁwenc in
Baudelaire's life an indication of "a period of questioning, of
uncertainty, of pordering over the whole problem of the relation of art
te life, to philosophy, to religion.">3 \

It is also a period during which the young dardy-poet of the early
works matured, and the most dramatic evidence of the transfiguration of

the dandy is to be seen in the architectural changes made in the 1861

edition of les Fleurs du Mal. In turming away fram a total egotistical

preoccupation with the self, Baudelaire's vision expards tn a universai

considergtion of modern man's spiritual condition.

The 1861 Edition of Les Flams du Mal

The judgement of 20 August 1857 was a shattering blow which left ,
Baudelaire discouraged and disheartened in the months immediately

following. The sentence of the .court was the catastrophic fulfiIlment of
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apprehmiicm of being misunderstood, despite the precautions he had
taken which he felt would ensure that les Fleurs du Mal would not be

- misjudged. The epigraph, taken frdm Les Tragiques of Theodore Agrippa

d'Aubigné, was intended to ‘justify his examination of .Evil in the wvolume.
The prologue "Au lecteur,” in which man's obstinacy in sin is actt;ihxted
to the machinations of Satan, was intended to be a further moral
justification and explanmation, as was the prbcautionary note which headed
the "Révolte" section in the 1857 edition. But all of these precautions
were of no avail. Baudelaire even felt that the title, which had been
chosen so carefully, had failed to serve its purpose. "J'ai eu le
malheur,” he wrote to the ’:}rpress, "d'étre condamné pour un recueil de
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poésies intitulé: Les Fleurs du Mal, 1"horrible franchise de mon titre -

ne m'ayant pas suffisamment protégé.">* Furthermore, since "le livre
partait d'une idée catholique,"d® the fact that the volume had been

judged to be offensfve to religious, as well as social, morals

represented for Baudelaire the ultimate mi sunderstanding of his work. 56

'fS'il'y a quelque gloire a4 n'étre pas compris, ou & ne 1'étre que treés

peu,” he wrote, "je peux dire, sans vanterie, que, par ce petit, livre, je

1'al acquise. . . ."57 .‘ N
Although.he was exhausted and disco\.zrgged,58 Baudelaire wat not

defeated. By Christmes of 1857 he was already thipking of publishing a

secord edition of Les Fleurs du 551, even if this would require him to,

become a poet, . if not- by inspiracion, then "artificiellement, par
volorité."5%  Ar first, he. planned sanly to replace the six condemned

K
poems. "Je frism de paresse,” he wrote o ws mother on Christmas

ihy 1857, "mpenunc qu'il faudra, pour que ce livre puisse se vendre

légalement, le réimprimer tout entier, et compoler six poémes nouveaux -

-
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pour remplacer les six condammés."60  Within & vear, however, the
projected number of new poems had more than tripled. "Je commernce a
croire qu'au lieu de slx fleurs," Baudelaire wrote to Poulet-Malassis .in
earlvy November 1858, "j'en ferai vingt."él It was during his stayv with
his mother at Honfleur in 1859 that Baudelaire experienced, in the
tranquillity of the little house known as "la Maison-Joujou," a
- renaissance of his inspiration and creativity. "lci, dans le repos, la
faconde m'est reverme." he wrote to Sainte-Beuve.®? During his stav at

Honfleur Baudelaire probably first conceived his idea for the

frontispiece which he plammed to include in the secord edition.®3 It was
.also at Honfleur, in: Februarv of 1859, that Baudelaire composed "Le
chage‘," and it'was from Honfleur that he sent . copies of "lLe Voyage" and -
M.'Albatros” to his friends.

By 1899, then, the second edigion of Les Fleurs du Mal was well

uder way. By adding thirty-two new poems, by altering the architecture
of the work, and by planning to include a frontispiece of his own
conception, Baudelaire hoped that in his new edition he would not be

misunderstood.. "Je m'arrangerai de fagon a étre bien campris,” he wrote

to Alphonsé dé Calome. "Il n'y aura-plus que les gens d'une mauvaise
foi absolue qui ne camprendront pas L"Ln'persormlit.:é volontaire de mes
poésies: "6Qaudelaire maintained that "tous les morceaux nouveaux . . .
étaient tous faits pour le cadre. n65 Ho.wever, .1t is unlikely that a‘ll of
the new.poer@“w_ere expressly composed for the p't.;sitims they occupy in
.~ the 1861 edition. Neither is ‘it likely that all of the new poems were
. . // . composed between 1857 .and 1861’. Accase in point i{s "L'Albatros,” ghich'
. ) ~

according to Prarond and others dated fram the 1840s, probably from the

time of Baudelaire's sea journey.%6 In any event, the thirty-two poems




added in the 1861 edition were new to Les Fleurs du Mal.

"L'Albatros” is the first of the new poems which the reader
encounters. in the 1861 edition. It replaces "Le Soleil" which is
transposed to the new section entitled "Tableax parisiens."67 The
albatros—"ce voyageur ailé"®8__tortured and mocked by the sailors, is an
allegory of the poet who too is mocked and misunderstood bv men. In an
autobiographical sense, the poem may be construed as a rather bitter
reminiscence of Baude.laire's experience of the summer of 1857.
Thematicallv, however, the poem is better suited to the opening of’ the
volume than was "Le Soleil"”™ in the 1857 adition, for "L'Albatros" is a
contimuation of the theme of "Bénédiction." In both poems the poet is
misunderstood, and 1{s consequently mocked and put to the test of
suffering. In replacing "Le Soleil” with "L'Albatros," the begiming of
the cwcle of art is made much more cohesive thematically.

The tone of the conclusion of the cycle of art is altered in
particular by the addition of "Le Masque.” The poem adds a much stronger
spiritual and universal dimension to the cycle of art--a dimension which
is lacking in this cycle in the 1857 edition. In "Bénédiction,™ for
example, redemptive suffering is described solely in relation to the
poet. However, in "Le Masque" the poet looks beyond himself to find
spiritual sustenance {n the suffering--"1'indispensable douleur,”

Baudelaire writes in Les Paradis artificiels®9-—of the univ!rsal himan

mask of the statue: ". . . mon &me s'abreuve / Aux flots que la Douleur
fait jaillir de tes yeux!" The human mask weeps for having lived, and
for 1iving—"camme nous!"70 As one reads through the 1861 edition of Les

Fleurs du Mal, "Le Masque” is the first evidence of a shift away from a
preoccupation with the destiny of the artist, toward a more universal and
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compassionate consideration of man in general. And this shift {s an

indication of the spiritualisation and the transfiguration of' egoism

which becomes increasingly appirent in Baudelaire's works after 1857,
This shift is evident not only in the new poems added in the second

edition of Les Fleurs du Mal, but alsc in the general restructuring and

reorganising of the volume. In the 1861 edition the cycle of spleen is
so completely restructured that the tone of the entire volume {s
significantly changed. Excluding "L'Irremédiable," the fourteen poems
which follow the four "Spleen" poems in the 1857 edition are repositioned
in the 1861 edition. The last seven poems of this group are now placed
before the quartet of "Spleen" poems, while the other seven poems are
transposed to the new section, "Tableaux parisiens.” In the 1857
edition, "La Musique"” and "La Pipe" close the cycle of spleen upon a
rather optimistic note. Music soothes the poet, and his pipe’ is ™un
puissant dictame" which offers some respite from his enguish and ernui.
However, the new position of "La Pipe" near the begimming of the cycle of
spleen reveals that the "puissant dictame" has become 1 passing illusion,
a powerless remedy for a spirit "comblé de douleur." Likewise, the new
position of "La Musique" indicates that music can no longer soothe the
poet; it is now simply the "grand miroir / De [son] désespoir!”

In the 1861 edition, the ‘poet's meditation in the cycle of spleen
ends upon a resonate note of despair with "L'Héautontimorouménos,”
"L'Irrémédiable," and a new poem, "L'Horloge." In the 1857 edition the
powerful concluding| line of "L'Irrémédiable"--"La conscience dans le
Mal!"--is somewhat obscured by the thirteen poems, thematically
{ncoherent as a group, which terminate the section. However, in the 1861

edition "L'Irrémédiable," together with "L'Héautontimorouménos,” serve as
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a verv forceful epilogue to the cvcle of spleen.’l "L'Horloge," the new
poem which now ends the “Spleen et idéal"” section, resounds a theme which
is echoed throughout the entire volume: "la clepsvdre se vide.” The
poem is a crv of de'spairQ—mc only of the poet, but of "chaque homme"--a
crv of fear that it is perhaps too late to salvage 'a 1life caught in the
abvss of Fvil, too late tc achieve a unity of man with God, of man with
the universe. It is poems such as "L'Irrémédiable" ard "L'Horlog\;." with
their note of urgencv, with their frightful reminders of the dangers

inherent in the pursuit of Evil, which make of Les Fleurs du Mal "um

livre qui ne respire que la terreur et 1'horreur du Mal."72
The cycle of spleen in the 1861 edition of Les Fleurs du Msl

presents a much more sombre and pessimistic vision than is presented in
the 1857 version. Indeed, all of the new poems added to the cycle of
spleen are permeated by a mood of nihilism. In the first edition, the
termination of the cycle with "La Musique" and "La Pipe" leaves the
reader with the impression that for the poet at least it is possible to
escape the state of spleen. Man in general is denied such an escape
since in "La Pipe" it is solely the poet's salvation which is in
question. However, in the secord edition the focus of the entire cycle
{s shifted from the poet's evasion of reality (and his state of spleen)
to the question of the salvation of man in general. Thus, the cycle no
longer erds with the consideraton of the artist's destiny, vbur. is
universalised to include that of "chaque honme" ("L 'Horloge").

To recapitulate, the "Spleen et idéal" section {n the 1857 edition
closes, as {t opens,‘upon the consideration of the destiny of the poet.
However, in the 1861 version the poet appears in & much more objective
role and becomes a witness of the human condition. As a result, there 1is

-
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a much closer identification between the poet and mankind, as Ruff points

aat:

I1 semble bien que se manifeste la 1'intention de
dormer ume portée plus étendue d& cet examen de
conscience, et, en omettant les attributs et
- priviléges de 1'artiste, d'évoquer dans la conscience
du lecteur un écho plus direct-et plus profond.’3

The broadening of the scope of Baudelaire's vision of map i{s evident

in the new section which immediately follows-"Tableaux parisiens.” Of
the eighteen poems in this section, ten are new. The section itself
possesses a rigid interior unity. In order to examine all facets of life
in the capital, the section is set within the temporal framework of a
twentv-four hour period. The first half of the section consists of a
series of diumal poems, amd the last half consists of a series of
nocturnal poems. In "Le Crépuscule du matin," the section closes, as it
opens, with the dawning of a new dav ir the city. '

In this study of the city, Baudelaire paints a series of vignettes
of what he describes as "le paysage‘ des grandes villes" in the Salon de
[C]'est-a-dire la collection des grandeurs et des
beautés qui résultent d'une puissante agglomération
d'hommes et de monuments, le charme profond et
compliqué d'une capitale agée et vieillie dans les
gloires et les tribulations de la vie. /4 ’

The beauty which Baudelaire found in the spectacle of the city was not in

its architecture and momuments, however, but rather {n the human drama

which daily unfolded there. Consequently, .the "Tableatix parisiens”*

section is a refrain of Les Fleurs du Mal as a whole, and Baudelaire's
 main theme of the relationship between man and Evil is echoed throughout
the entire section. In Ruff's words, these eighteen poems are "des

tableaux du Mal sous ses formes spécifiquement parisiemes."’5




Although the poet is essentially a witness of the Evil which reigns
over the inhabitants of "Tableaux parisiens,"” he does not distance
himself spiritually or morally fram them. Even "dardys a face glabre"
are not .set apart from the wretched, the poor and the aged, for all are
caught up {n "Le branle universel de la danse macabre" ("Danse macabre").
By mingling with the crowd, by taking "un bain de multitude" as

Baudelaire says in "Les Foules” in Petits Poémes en prose—by adopting as
his own "toutes les professions, toutes les .joies et toutes les miséres
que la circonstance lul présente”’6-_the poet himself assumes the role of
"lun] damné @tidm de la capitale."’’ As a result, a bond of empathy
is established between himself and the charécters who people this
section. Such is the case in "Les Petites Vieilles":

Je vois s'épanouir vos passions novices

Sombres ou lumineux, je vis vos jours perdus;

Mon coeur multiplié jouit de tous vos vices!

Mon ame resplendit de toutes vos vertus!

Ruines! ma famille! & cerveaux congénéres !
It is because of this feeling of intimacy with the inhabitants of the
city that the poet is able to express such great compassion for their
suffering in "A une mendiante rousse," "Les Sept Vieillards," '"Les
Petites Vieilles," "Les Aveugles," "Le Crépuscu]ie du soir." His presence
never overshadows the universal human suffering of which he is a witness.

What “"Tableaux par{siens" ultimately achieves is to universalise the

themes presented in the "Spleen et idéal” section. In taking his themes
and images from the cgmon life of the city, Baudelaire not only greatly
broadens the scope of his vision of man, but he also intensifies the
human resonance of the entire volume and strikes a sympathetic chord in

his audience.’”8 In this way, according to T.S. Eliot, Baudelaire creates

a mode of expression for all of mankind:
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It is not merely in the use of imagery of common
life, not merely in the use of imagerv of the sordid
life of a great metropolis, but in the elevation of
such magery to the first intensity--presenting it as

» it is, and yet making it represent samething much
more than itself—that Baudelaire has created a mode
of release and expression for other men.’9

The section entitled "Le Vin" follows immediately after "Tableaux
parisiens" in the 1861 edition. In the first edition the section on wine
stood 'second last, preceding the section on death. 'Ihe reason for this
architectural alteration is not at first evident. The order of the poems
inthis section remains the same as it was in the 1857 edition. No poems
have been removed, nor have any new poems been added. In the 1857
edition "Le Vin" is thematically complementary to the section entitled
"lLa Mort." Since wine offers the poet a method of escaping emrmui, of
fleeing "Vers le paradis de !ses] réves" ("Le Vin des amants"), the
section on wine is well suited to the optimistic conclusion of the 1857
editiom. Moreover, the transition between these two sections is almost
imperceptible {n the first edition, since the first poem in the section
on death--"La Mort des amants"--is in essence a continuation of the last
ooen in the, section on wine—"Le Vin des amants.” However, as we have

seen earlier in our discussion of Du vin et du hachisch and Les Paradis

artificiels, Baudelaire's attitude toward 1§toxicants changed after 1857.
In Leg Paradis artificiels he condems "tous les excés coupables, depuis

1'ivresse solitaire et concentrée du littérateur . . . oblige de chercher
dans 1'opium un soulagement . . . jusqu'a l'ivrognerie la plué répugnante
des fawbourgs. . . ."80 wine, therefore, is no longer viewed by
Baudelaire as a support for man in his suffering. Far from being
nprofondément humain,”8l wine erodes the human will. Since it is

ultimately Satan who vaporises "le riche métal de notre volonté™ ("Au




lecteur™), then wine too is orme of Satan's instnmenss. The change in
Baudelaire's attitude toward intoxicants accounts for the change of
position which "Le Vin" undergoes in the 1861 edition. In "Tableaux
parisiens” and "Fleurs du Mal," the machinations of Satan are clearly
denournced. The section on wine, then, is well suited to its new position
between these two sections, for the five poems in "Le Vin" now constitute
an additional study of the relationship between' man and Evil.
Furthermore, "Le Vin" now serves as an extension of "Tableaux parisiens”
in that the poet has, in both of these sections, looked beyond himself to
examine tl';e destinv of man in general.

The transposition of "Le Vin" also greatly alters the conclusion of
the wlume. TIn the 1857 edition, "'LJVin" terminates the work upon a
rather opttmi‘stic note which.is‘ repeated in the theme of resurrection in
"La Mort dés amants,”" "La Mort des pauvres," and "La. Mort des artistes.”
However, the new poems added to "La Mort" dictate a change in the
architecture of the woluge. "Le Vin" {s no longer compatible with the
“augmented section on death. In§tead, the triple cl'und.er of "Fleurs du

Mal," "Révolte,"” and "La Mort" makes a much more forceful conclusion to

the work. As Jean Pommier states, the tramgposiﬁion of the section on ..

wine in the 1861 edition "procure a la trilogie qu'elle interrompait une
condensation bien plus forte. n82

The conclusion of the 1861 edition of Les Fleurs du Mal is much

graver and much more pessimistic than t:he conclusion of the first
edition. By virtue .of the three new poems med to the section on death
the theme of rewvolt evolves even further to encarpass man's ulttmate

expregsion of revolt—the revolt against existence itself. In "La Fin de

la journée" we find that "la Vie™ is denounced as being "sans réison,"
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"impudente™ and "criarde.” In the three poems which constituted "La
Mort" in the 1857 edition, the poet saw in death a symbol of the
spiritual transcendence of the state of Evil in which man exists.
Indeed, these poems were in one sense revelations of "les splendeurs

situges derriére le tombeau,” as Baudelaire writes in Notes nouvelles sur

\ngar Poe83-_revelations of a rebirth after death. However, by 1861
Baudelaire's attitude toward death had changed considerably. Death m
longer represented a triumph over emmui. In "Le Réve d'un curieux" the

poet dreams that he is a spectator in a theatre, amxiously waiting for

his death to reveal the splendours behind the tamb. But he is surprised
to discover that death reveals nothing and changes nothing:
Enfin la vérité froide se révéla:
J'étais mort sans surprise, et la terrible aurore
M'enveloppait. --Eh quoi' n'est-ce donc que cela?
La toile était levée et j'attendais encore.
This apprehension {s also woiced earlier in "Le Squelette laboureur,” one
of the new poems in "Tableax parisiens.”
At most, the .poet concludes that death will only obliterate the

l;onsciousness of the anguish of existence. Death is no longer a

transcendefce, but simply a deliverance--"la délivrance absolue, la

délivrance de tout," Baudelaire wrote to his mother.84 In "Le Voyage"

death is viewed as just.such a release fram the torments of life:

O Mort, vieux capitaine, il est temps. levons l'ancre:
Ce pays nous emmuie, 5 Mort! Appareillons!

Verse—nous ton poison pour qu'il nous réconforte!

Nous woulons, tant ce feu nous brile le cerveau, .

Plonger au fond du gouffre, Enfer ou Ciel, Qu inporte"

Au fond de 1'Inconmu pour trouver du nouveau:
Whether this deliverance leads to.heaven or to’ hell i{s not clear.85 -
"N'importe ou! n'importe oi! pourvu que ce soit hors de ce monde!" utters

the exasperated soul in "Any Where Out of the World,"86 the prose
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c:ountefpart of "Le Voyage." The three poems added to "La Mort"
definitely alter the tone of the entire section, and consequently the
tone of the entire volume. With the addition c?f these poems, the

movement within the section becomes more attumed to the movement of les

Fleurs du Mal as a whole, for there .is now in "La Mort" an interior

movement —similar to the interior movements in the love cycles and in the
entire "Spleen et idéal" section—which progresses fram the ideal to' the
splenetic.

In the second edition of lLes Flears du Mal, Baudelaire's vision of

man is greatly universalised to include the destiny of man in general.87
In terms of Baudelaire's spirituality, in the first edition the poet
somewhat arrogantly assumes that his own salvation will be granted. In

the second edition, specifically in poems such as "Le Voyage," the

efficacy of° divine grace '1Is not denied, but dammation is also
postulated: "Enfer ou Ciel, qu'importe?” This is the double postulation
- : in man of which Baudelaire writes in what is one of the key passages in

~Mon coeur mis*d mu: "Il y a dans tout homme, & toute heure, deux
post{xla_tions sfmxltmrées, l'une vers Dieu, l'autre vers Satan."88 The
chargé of tone brought about by arthitectural alterations in the second
edition _.in.tensifies the feeling 6f the horror of Evil. Consequently,
Baudelaire's vision c;f man is more spiritually poignant in i:he second
edition-the 1861 edftion which throughout gives evidence of a profound
spiru:_uai concern lacking in Bamlelalire's e&rly works, among hhich‘we
include the ‘1857 edition. We find it impossible, therefore, to agree
"with Mossop's contention that the two editions are essentially
identical.89 ’ . )

The spirituality and the universality of the 1861 edition of Les
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Fleurs du Mal are a most eloquent answer to the question which Baudelaire

asks in his journal: "Ma phase d'égoisme est-elle finie?"90 Without
question, the egoism of the dandy-poet has been transfigured.
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perpétuelle d'un malheur vague, une défiance
compléte de mes forces, une absence totale de désirs,
une {mpossibilité de trouver un amusement quelcongue.

59 Letter to Medame Aupick, 19 Febtuarv 18538, C, I, 451,

. 60 Letter to Madame Aupick, 25 December 1857, C, I, 436. The six
condermned poems were not in fact replaced in the 1861 edition. The
positions occupied by these six poems in the 1857 edition are left as
breaches in the structure of the 186l edition. See the Comparative Table
of the first two editions in the Apperdix.

61 Letter to Auguste Poulet-Malassis, around 5 November 1858, ¢, I,
522. . .

62 Letter to Sainte—Beuve, 21 February 1859, C, I, 553.

63 See the letter to Nadar, 16 May 1859, I, 575-580. Poulet-
" Malaysis proposed that Félix Bracquemond design (‘_E)e frontispiece. Claude
Pichois has reproduced excerpts from the -correspondence of Poulet-
‘Malassis to Bracquemond concerning the progress of the engraving for the
frontispiece in Baudelaire: études et témoignages (Neuchatel: Editions
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de la Bacomniére, 196/), pp. 187-200. Baudeleire was never satisfied '

. _with Bracquemond's work, so the project was abandened. -

64 Letter to Alphonse de Calomne, 10 November 1858, C, I, 522-523.

65 Letter to Madame Aurick, 1 April 1861, C,.II, 141. See also
Baudelaire's letter to Alfred de Vigny. around 16 . December 1861, C, II,
195-196. :

66 Jacques Crepet at Georges Blin, "Notes crttiqpes. Les Fleurs du
Mal (Parlis: Librairie José Corti, 1942}, pp. 289-—291

67 See the Comparative Table of the first two editions of Les Fleurs

du Mal in the Appendix. } A

68 Baudelaire, "L'Albatros'® OC, I, 10. ALl subsequent citations

from the 1861 edition of Les  Fleirs du Mal shall be . taken fram this

source. : : ST
. 69 Bardelaire, "Les -Paradis artificiels,"” OC, I, 439. .. ,

70 The well-known statue by Ermest Christophe. inspired Baudelaire's

"Le Masque." In the Salon de 1859 (OC, ‘II, 678) Baudelaire described

" "le ‘secret de l'allégorie, la morale de la fable" of Christophe s
bicephalous statue of a _woman:




Ce qui avait d'abord enchanté vos yeux, c'était un
masque, c'était le masque universel, votre masque,
mon masque, joli éventail dont une main habile se

sert pour wiler axx yeux du monde la douleur ou le
remords.

___ Pichois has included photographs revealing the mask and the face of the

statue in Album Baudelaire (Paris: Gallimard, 1974), p. 262.

71 In his tetter of 7 April 1855 (C, I, 312), Baudelaire wrote to
Victor de Mars that he was preparing an epilogue for the eighteen poems
which were to be published, urder the title lLes Fleurs du Mal, in the
Revue des Deux Mondes in June of 1855. The description which Baudelaire
gave of the piece is in large part a8 description of
"L'Héautontimorouménos.” From this evidence, the poem was then
originally intended to serve in the rdle of a conclusion. This it does

in the 1861 edition, bringing to a .powerful conclusion the major section
of the work—"Spleen et idéal.”

72 Baudelaire's letter to Achille Fould, 20 July 1857, C, I, 416.

73 Ruff, L'Esprit du mel et l'esthétique baudelairierme, p. 340.

~ 74 Baudelaire, "Salor de 1859," OC, II, 666.

75 Ruff, L'Espri.t da mal et l'esthétique baudelairieme, p. 343.

76 Baudelaire, "Les Foules", OC, I, 291.

.

77 Jules Laforgue, "Notes sur Baudelaire,™ in Mélanges posthumes
(Paris: Mercure de France, 1919), p. 111.

78 Confiding in the reader is' one of Baudelaire's greatest
imovations in his poetry. "Le premier," wrote Jules Laforgue--"Notes
sur Baudelaire,” in Mélanges posthumes (Paris: Mercure de France, 1919),

p. 111—-"i1 se raconta sur un mode modéré de confessiomal et ne prit pas
1'air inspiré."

79 Thomas Stearns Eliot, "Baudelaire," in Selected Essays (London:
Faber and Faber, 1969), p. 426. : o

80 Baudelaire, "Les Paradis grtificiels,” OC, I, 403.
81 Baudelaire, "Du vin et du hachisch," OC, I, 388.

- 82 Jegn Pommier, Autour de l'édition originale des "Fleurs du Mal"
(Geneve: Slatkine Reprints, 1968]), p. 140..-

o
7

83 ‘Baudelaire, "Notes nouvelles sur Edgar Poe," OC, 'II, 334.
84 Letter to Madame Aupick, 1 April 1861, C, II, 140.

85 For an interesting discussion on the topic "Angélisme et
satanisme chez Baudelaire," see William Bush, ed., Regards syr
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Baudelaire: actes du colloque de London (Canada) 1970 (Paris: Minard,
1$74), pp. 113-131. .

86 Baudelaire, "Any Where Out of the World," OC, I, 357.

87 In Baudelaire (Paris: Hatier-Boivin, 1955), p. 103, Marcel Ruff
writes: .

[L]'édition de 1857 est centrée tout entiére sur le
destin_du poéte, plutdt que de 1'homme en général.

. . . Cene sont pas seulement les trente-cing
nouveaux qui transforment le livre en 1861, mals
aussi la disposition générale qui en modifie
1'éclairage et en éterd la portée. Le poéte reste
nécessairement le sujet, pulsque Les Fleurs du Mal
sont pour la plus grande partie 1 expression d'une
expérience intérieure. b'his i1 apparait désormais
comme un témoin de l'humanité, et tout lecteur, quel
qu'il soit se sent atteint su méme degre.

SsBmﬂelaire, "Mon coeur mis & ™u,"” OC, I, 682.

89 In Baudelaire's Tragic Hero: A Study of the Architecture of "Les
Fleurs du Mal® (London: Oxtord University Press, 1961), p. 14, Deryk J.
Mossop writess

One should, theoretically speaking, be able to arriwve
at the same conclusions about both editions of Les
Fleurs du Mal, whether one chooses to study the

’ second edition in the light of the first, or the
first in the light of .the secord.

90 Raudelaire, "Hygiéne," OC, I, 671.




"Etrange spiritualisme! . . .
En vérité, je n'avais pas tout
a fait tort de considérer le
dandysme comme une espéce de
religion.”

—Baudelaire, Le Peintre de la
vie moderme

CHAPTER II
THE SEARCH FOR REDEMPTION
A. Spirttuality, Modermity and Dandyism .
The spiritual transfiguration of Baudelaire's dandyism became

« increasingly stronger in his works published after the second edition of

-Les Fleurs du Mal. In many respects, Baudelaire spoke to his age'with

the voice of a prophet in his late works. "[J]e sens quelquefois en moi
un prophéte,” he confessed in Fusées.l In his notes for a

pfo jecteci preface for the 1861 edition of Les Fleurs du Mal, the concemns

which Baudelaire expressed about the spiritual condition of modern man
are admirably suited to serve as a preface for all of his late works:

[J]e n'aurais jamais cru que notre patrie pit marcher
avec une-telle vélocité dans la voie du es. Ce
morde a8 acquis une épaisseur de wulgarite dorme -
au mépris de '1'homme spirituel la violermce d'une
passion.. . . . Il est plus difficile d'aimer Dieu que
de croire en lui. Au contraire, il est plus
difftcile pour les gens de ce siécle de croire au
Diable que de 1'aimer. Tout le monde le sert et
persorme n'y croit. Sublime subtilité du Diable.?2

In Richard Wagner et "Tamhauser" a Paris, published in May 1861,

Baudelaire states that when he first heard Wagner's music he underwent

"une opération spirituelle, une révélation,” and experienced "la
, .
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sensation de la béatitude spirituelle et phy_si@e."3 He had attended the
corcerts directed by Wagner at the Théatre-Italien in late Jamuary and

rly - February 1860.4 In the letter which he sent to Wagner on 17
February 1860, he expressed his great admiration for Wagner's music. He
also expressed the indignation he felt upon reading the unfavourable
reviews of Wagner's music--"des articles indignes, ridicules"d--which
appeared in the French press. As in the case of Poe's works, Baudelaire
recognised in Wagner's music the voice of a kindred spirit: "D'abord il
mﬁ'a semblé que je connaissais cette musique, et plus tard en y
réfléchissant, j'al compris d'ou venait ce mirage; il me semblait que
cette musique était la mierme, et je la recomnaissais comme tout homme

recomait les choses qu'il est destiné & aimer."®

Baudelaire was particularly \sensitive to the spirituality of

Wagner's music which he equated with the  energy and power of "une extase
religieuse.”’/ In Wagner's use of the eternal myths of man's suffering in
the state of duality—"c'est-a-dire de la chair avec l'esprit, de l'enfer
ave¢ le ciel, de Satan avec Dieu"8--the German camposer focused the
listener's consciousness upon "le jour oi Dieu a proféré le monde comme
une camplexe et indivisible totalité."? In portraying man's quest for
unity fn the midst of a fallen creation, Wagner's music ultimately
directed man toward "le vérit:able‘sens de la vie, 16;’ but de 1'universel
pélerinage, c'est-a-dire Dieu."l0 For Baudelaire it was above all this
profound spiritual dimension of 'Wagner's music that made the c&rposer "le
représentant le plus vrai de la nature moderne."li

Baudelaire's association of spirituality with h‘is aesthetic of

modern'ity i1s further expressed in a series of short articles on

contemporary authors which were published from June. through August of

5.
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1861 in the Revue fantaisiste. These articles were later published under

the general title Réflexions sur quelques—uns de mes contemporains. In

his.article on Théodore de‘ \Banville, Baudelaire argues that until
recently art had sought chiefly to enchant and to amuse the human spirit,
completely ignoring "l'horrible vie .de contention et de lutte dans
laquelle nous sommes plongés."l2 However, contemporary or modern art—

and in this respect Baudelaire mentions Beethoven, Maturin, Byron, Poe,

Alfred de Musset (we might here add Wagner to Baudelaire's list)--
focuses attention upon what Baudelaire terms "le: Lucifer latent qui est
- installé dans tout coeur humain."13 It {s in this context , then, &hat
Baud;laire affirms that "l'art mocierne a une tendance ess_e;mtiellanent
démé;m'.aque."ld Or, as he wrote to Poulet-Malassis, "toute littérature
dérive du péché."l5 This spiritual dimension, as we have already seen in
his article on Wagner, is in Baudelaire's view one of time-prime
characteristics of modernity, even to the extent that spirituality
becames for Baudelaire the maxim of the modern artist: "Tout poéte
lvrique, en Vertu de sa nature, opére fatalement un retour vers l'éden
perdu. Tout, hommes, paységes, palais, dans le monde lyrique, est pour
ainsi dire apothéosé."16 And thus in Bamville's poetry Baudelaire finds
the expression of "™un retour trés volontaire vers 1'état paradisiaque."l7

Similarly, "cette ardente . . . curiosité des religions" is at the very

centre of Leconte de Lisle"s work. "Peindre enbeaux vers, d'une nature
lunineuse et tranquille, les maniéres diverses suivant lesquelles 1'hcmne
a, jusqu'a présent, adoré Dieu et cherché le beau, tel a été," Baudelaire
wrote, "le but que Leconte de Lisle a assigné a sa poésie."18

Baudelaire fourd one of the most poignant expressions of modern
man's spiritual anguish in "la contemplation suggestive du ciel"19 which




lay at the very heart of Victor Hugo's works. Throughout the vast realms
of Hugo's universe moved "une ame collective qui interroge, qui pleure,
qui espére, et qui devine quelquefois."20 In portraying the anguished
desire of this univgréal soul to escape man's state of duality and to
return to "l'unité originelle,"?l Hugo's works spoke vividly to the
spirit of all men. In Baudelaire's view, -what most distinguished Hugo as
a poet was precisely his universality, and his universality lay in his
spirituality:

Afnsi Victor Hugo posseéde non seulement la- grandeur,

mais l'universalité. . . . Celui qui n'est pas

capable de tout peindre, . . . tout ce qu'il y a de

plus doux et tout ce qui- existe de plus horrible, le

sens intime et la beauté extérieure de chaque

~religion, . . . tout enfin, depuds le visible jusqu'a

1'imvisible, depuis le ciel jusqu'd l'enfer, celui-

1a, dis-je, n'est vraiment pas poéte dans 1' immense

étendue du mot et selon le coeur de Dieu. 22

The spiritual transfiguration of Baudelaire's dandyism is again

clearly underscored in his short article on Léon Cladel. In "Les Martyrs

ridicides" par Léon Cladel, first published on 15 October 1861 in the

Revue fantaisiste, Baudelaire pemned another prophetic waming to the
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modern age: "[A]Ju train dont nous marchons vers les ténébres, il y a’

lieu d'espérer qu'en l'an 1900 nous serons plongés dans le noir
absolu."23 In the preamble to.h-is discussion of Cladel's Wl,
B.audela‘ire‘ criticised the fatuity and the Epicureanism of modern youth:
"Le régne de Louls-Philippe, vers sa fin, fournissait déji de nombreux
‘ échantillons de lourde jeunesse épicuriemne et de jeunesse agioteuse."264
In‘ particular Baudelaire pillories what he considered to be the four

categories of young people that coristitute "la gentry parisiemne ."25 -
: ‘ gentry €

But his most acerbic criticism was reserved for "la jeunesse (ictérgire"

that would aspite to greatness and genius without submitting itself to

-

-~
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the self-discipline—to what Baudelaire calls "gymastique" 26_:that {is
so necessary to the act of poetic crestion: "[L]'inspiration, en un mot, .
n'est que la récompense}de l'exercice quotidien."?’ It is precisely this
"jeunesse littéraire"” that Cladel portrays as being "martyrs ridicules”
in his satirical novel. "Je vis défiTer les martyrs de la sottise, de la
/ fatuité, de la débauche, de la paresse juchée sur 1'espérance, des
‘ amourettes prétentieuses, de la sagesse égoistique, etc., tous ridiéules,

mais véritablement martyrs," wrote Baud#laire, "car ils souffrent pour

l'amour de leurs vices et s'y sacrifient avec une extraordinaire borne

foi."28 ‘
In Cladel's novel Baudelaire must have readily recognised the
A. portrait of his own prodigal youth. Indeed, Baudelaire's fictional alter
ego of his early days, Samuel Cramer, readily fits in with the parade of
"martyrs" that Cladel satirises. Inherent in Baudelaire's praise of
Cladel's work, then, is a self-criticism énd any ébneg_ation of the
egotistical phé'se of his own ‘earily dardyism. Moreover, Baudelaire is
particularly sensitive to the spiritual transfiguration which Cladel's

principal protagonist, Alpinien, undergoes in awakening to "les
—~—
sentiments religleux les plus purs" at the end of the novel:
- ‘ -. :

[Cle n'est pas sans un délicieux et. douloureux
attendrissement qu'on voit par instant son esprit
harassé . . . se retourner vers les salutaires
impressions de 1l'enfance, vers la Vierge Marie, vers
1¢ chant fortifiant des cloches, vers le crépu.sgule
conso%gnt de 1'Eglise, vers la famille, vers sa mere.

The above passage ‘may be applied equally well to Baudelaire's own life,
for by 1861 his spirit too was marking out a return to memories of his
past, a return to6 spiritual values, and a return also to his mother.

Nowhere 1s this more clearly evident than in the long and beautiful
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though pai:nful letter, written on 6 May 1861, which Baudelaire sent to
his mother. In this letter which he qualified as "ce retour vers le
passé," Baudelaire opened "toute [son] &me" to his mother—"le seul étre
a qui ma vie est susperxue,” he wrote--ard took stock of his entire life:
his childhood,.his stepfather, his family life, his education, the
appointment of his "conseil judiciaire," his deb:s, his venereal
infection, his concerns about Jeamne, his literary career, his feelings
 of solitude.30 Overvwhelmed by the difficulties of his life, he was
frequently preoccupied bv thoughts of death and suicide. "Et moi, je
suis sans cesse, sans que tu t'ea:1 doutes, au bord du s.uicide," he wrote

to his mother.3l Marc Eigeldinger maintains that "l'idée de la mort

implique, chez Ba.elaire, une certitude de nature religieuse4."32 "Ihis‘
‘Baudelaire himself ‘inci.mated in another letter to his mother, dated 1
April 1861, wherein he wrote that on one occasion when he had been
obsessed by the notion of suicide, he had prayed for three months:

Dans- cette horrible situation d'esprit, impulssance
et hypocordrie, 1'idée du suicide m'est revenue; je
peux le dire maintenant que c'est passé; & toute
heure de la journée, cette idée me persécutait. Je
voyais la la délivrance absolue, la délivrance de
tout. En méme temps, et pendant trois mois, par une
contradiction singuliére, mais_seulement apparente,
j'ai prié! a toute heure. . . .33

Thus, in his letter of 6 May 1861, while in the desperate throes of
an anguished crisis, Baudelaﬁe pondered *{sa] santé spirituelle" and
submitted himself to a most profound spirituai introspection: "Je désire
de tout mon coeur (avec qpellé sincérité, persome ne peut le savoir que
moi!) croire qu'un étre extérieur et invisible s'intéresse & ma destinée;

mais cament faire pour le croire?"34 Here Baudelaire is not‘exﬁressing
doubt; on the coni:rary, he 1s on the threshold of redemption. From this

moment on we may say of him, as he 7.14_'nse1f sald of Cladel's protagonist

A\
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Alpinien: "On peut espérer qu'd partir de ce moment Alpinien est a

moitié sauve; i1 ne lul manque plus que de devenir un homme d'action, un

o

-

horme de dewoir, au jour le jour."3d

L 4 -
Baudelaire himself in his last years resolved to seek redemption by

becoming a man of action and a man of duty. "Le Plaisir nous use. Le

Travail nous fortifie. Choisissons,” he wrote in Hygiéne. "Faire son
devoir tous les jours et se fier a Dieu, pour le lendemain. . . . Une
sagesse abrégée. Toilette, priere, travail."3® His feeling of

contrition for his past life and his desire to make amendments took on an
even keener sense of urgency as a result of a recrudescence of his
venereal disease in 1861-1862.37 In early 1862 he experienc
singulier avertissement" which quickened his resolve:

J'ai cultivé mon hystérie avec jouissance et terreur.
Maintenant j'ai toujours le vertige, et aujourd'hui
23 janvier 1862, j'al subi un singulter
avertissement, j'al senti passer sur moi le vent de
l'aile de l'imbecillité. . . . A Honfleur! le plus
tot possible, avant de tamber plus bas. Que de
pressentiments et de signes envoyés déja par Dieu,
qu'il est grandement temps -d'agir, de considérer la
minute présente comme la plus importante des mirutes,

et de faire ma- dtuelle volupté de mon tourment
ordinaire, c.'est-aaire du ’f?ava%?.'gs

Baudelaire's spiritual and metaphysical preoccupations are also

reflected in his article "Les Misérables” par Victor Hugo, which was

publilshed in Le Boulevard on 20 April 1862. He judged Hugo's novel to

be "un livre de charité, un étourdissant rappel a l'ordre d'une sociéteé

trop amoureuse d'elle-méme."39 He also stressed the urderlying religious

theme of Hugo's work, which addressed "tous les mystéres inquiétants de
la vie" by medns of explanations firmly roeted "dans la doctrine
orthadoxe, dans A8 pure théorie catholique."0 In a moment of

«introspection in his article on Hugo, Baudelaire also assesses what may
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be viewed as his own spiritual evolution throughout the years:

Le poeéte,-dans son exubérante jeunesse, peut prendre
surtoat plaisir a chanter les pompes de la vie; car
tout ce que la vie contient de splendide et de riche
attire particuliérement le regard de la jeunesse.
- L'dge mir, au contraire, se tourne avec inquiétude et
curiosité vers les problémes et les mystéres.®

And in his mature vears one of the particular problems to which
Baudelaire ever more turnmed his attention was that of original sin. Such

is the theological consideration upon which his article on Les Misérables

ends: "Hélas! du Péché Originel, méme aprés tant de progrés depuis si
longtemps promis, il restera toujours bien assez de traces pour en

constater 1'immémoriale réalité."42

In the issues of La Presse published on 26 August, 27 August and 24
September 1862, Baudelaire published twenty prose poems under the general .
title Petits Poémes en prose. He had first published two prose poems—

N\ "le Crépuscule du soir" and "La Solitude"--in June 1855, ard he continued
to publish and to republish his prose poems in a variety of journals and
reviews right up to his death. However, the twenty poems which appeared
in La Presse in 1862 represent the largest r;.n)ber of prose poems to be
published together, prior to the posthumous publication of all (Qg
Baudelaire's prose poems. In 1869 they were published urder the tit{é
Petits Poémes en prose in the fourthA volume of the lévy edition of

Baudelaire's Oeuvres camplétes.43 As is the case with the poems in Les’

Fleurs du Mal, {t is impossible to discuss the prose poems in Petits

Poémes en prose in a gystematic and chronological order, since the dates

of composition are generally unknown. We do know, however, that- the
prose poems date fram the last years of Baudelaire's life. As we have
stated, his first two prose poems to be published appeared in 1855.

Between that time and the date of publication of the twenty poems which

- ~ ’ \
-
.
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e
appeared in 'l,a/'F”resse, 51?;rose poems uding the two already
published in 1855) were published in 1857, nine (including che six
already published in 1857) were published in 1861. In his correspondence
Baudelaire for the first time refers to his prose poems (which he

/

originally called "poemes nocturngs?) in his letter to Poulet-Malassis of

25 April 1857: "Je.camptais vous demander un nouveau service (les poémes
nocturmes) qui seront faits apfés les Curiosités, voila donc un projet au
panier."u‘

Baudelaire was not the first to have written poetic passages in

prose.43 Rousseau's Les Confessions, for example, contain many passages

of poetic prose. Most notable, however, was Aloysius Bertrand's Gaspard
de la rnuit, which was composed araund 1830 and published posthmoﬁsly in
1842. Bertrard's co&lection of poems had a mediaeval setting, ard as
such ’reflected ‘the Romantic revival of inter'est in the Middle Ages.

A

However, Baudelaire's prose paems were original in that they uerle set in
a modern urban milieu. This .Baudelaire himself s-tressed ‘in the
dedication to Arséne Houssaye which was published in La Presse on 26
August 1862, and which served as the preface to the twenty prose poer?
published in the jourmal at that time:

C'est en feuilletant, pour la vi&xgciéme fois au
moins, le fameux Gaspard de -la nuit, d'Aloysius
Bertrand . . . que l'ldee m'est venue de tenter
quelque chose d'analogue, et d' ﬁppliquer a la
description de la vie moderve . e procédé qu'il
avait appliqué a la peinture de la vie ancierne, s{ 7
étrangement pittoresque

The subject matter of Bau:lelaire's prost poems is in many instances

similar to that of his poems in verse, as he himself has stated. "Je

< -

.suls assez content de mon Spleen," he wrote to ‘Jules Troubat. "En somme,

c'est encore Les Fleurs du Mal, mais avec beaucoup plus de libﬂ'ti;\ et de

A\
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dec;ail . ™7 Inamtriccedsense theprosepoemsmybe\:ie\iedas
an elaborate expansion of the *Tableaux parisiens" sect{on which was
adgied in the 1861 {edition >f Les Fleu:rs du Mal. But in comparison with

Les Flaxs du Mel as-a whole, m.ever,thePetitsPoémesenpx;oseism

even stranger expression of Baudelaire's gesthetic of modernity in that . _
the pmse poelrs are ertirely inspired by the life and the inhabitants of
the m metropolis. "C'est sur‘tout de la fréquentation des villes

énormes, c'est du croisement de leurs innambrables rapports que ﬂmt ceg
idéal obsédamt , " " Baudelaire wrote im his dedicatory letter to
_!h:ssayef‘s Georges Blin maintains that of all of Baudelaire's works,

the Petits Poémes en prese is in fact the most cogent .expr‘essio.n of
Baudelatre's mdemit);' "Nous dirons que c'est l'ouvrage le plus
directemenc inspire -par les vues de notre poet:e sur la modernité dans les

eu.‘ts."“9 ) )
~
in addltion cO the question: of subject matter, the Petits Poémes en

N
LY

‘ prose is also m\expression of Baudelaire s aesthetic of mdemity fram a
stylistic point of view. In his prose poems, as he himself stated, he .
sought to realise "le miracle d'une prose poétique, musicale sans rythme
et sans rime, assez souple et assez heurtée pour s'adapter aux. mouvement s

1yriques de 1'ame, sux ondulations de la réverie, aux soubresauts de la

't ' conscience."30 Aloysius‘Bercrand's poems, although written in prose
form, were. nevertheless pervaded by they rhythmic fademes characteristic
of verse forms. By comparison, Bawdelafre's achievement in his Petits
. . .. Poimes en prose is original and innovative, for he created a new and
'uumble form of poetry—™un lyrisme mde;y'xe”51-—d\ich (s capable of
encompassing resonances, tcnesandnmcesofceni.npetpdbythefonml

. structures and limigations of poen'y in 'varse. Aa Suzarm Bernard
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states, Baudelaire's genius-in ;hi}s respect lies in his poetic mastery of
. the prose form to capture all the complexities of moderm life:

I1 est en effet essentiel ici, je crois, de ne pas
. séparer la forme "prose" choisie par Baudelaire de
‘ son intention moderniste: powy traduire dans tdute
1e\n*ca'tple)dtef57{ et 1l'ame des hommes du XIX® '
siécle, 11 était nécessajre d' employer une forme
souple . . . ; seule une prose trés souple et dégagée
de toute contrainte formelle (ce qui, motons-le tout
de suite, distingue Bsudelaire de Bertrand) pourra
épouser sans durcissement les palpitations de la vie,
les fluctuations du sentiment au_sein d'une grande
citcé.

Baudelaire's Petits Poémes en prose is also a testimony of ¢'.»

transfiguration of his dandyism, and givés indisputable evidence of his -
spiriﬁuality and of his campassion during his final years. For example,
'in "A une heure du matin" the poet makes a plaintive supplication to God
and to his fellow man for moral fortitude and‘courage:
| Ames de ceux que j'ai aimés, ames de ceux que j'al
chantés, fortiffez-moi, soutenez-moi, éloignez de moi
le mensonge et les vapeurs z.orn.ptrices du monde, et s
. vous ; Seigneur mon Dteu! accordez-moi la grace de
» 'prochiire quelques beaux vers qui me prouvent & moi-
gue je ne’suis pas le dernierdeshmmes
In "Les Veuves" the poet reveals deep compassion for "le deull du
pauvre,"> and ' in "Les Fendtres" the poet accepts with humility and

pride the privilege of having shared the suffering of others: "Et je me

couche, fier d'avoir vécu et souffert dam-'s d'autres que moi-méme."d5 But
the most méving ‘example of Baudelaire s spirituality and of his
compassion in the Petits Poémes en prose is the prayer which concludes ot

"Mademoiselle Bistouri®: . V

Seigneur, mon Dieu! vous, le Créateur, vous, le
Maitre; wous qui avez fait la Lof -et la Liberté; .
vous, le souverain qul laissez faire, vous le )
qui - partiornez,; vous qui étés plein de motifs et de -
* causes, et qu avez peut-étre mis dans mon esprit le
go(t de 1'horreur pour convertir mon coeur, comme la
¢ & : .

-

. ' ' . .
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guerison au bout d'une lame; Seigreur, ayez pitie,
ayez pitié des fous et des folles! O Createur! peut-

11’ exister des monstres aux yeux de Celui-ld seul qui

sait pourquoi ils existent, comment ils se gg_xt faits
et cament ils auraient pu ne pas se faire!’®

In view of the marked spirituality which pervades Baudelaire's
Petits Poémes en prose, we find {t impossible to aceept John Lyons'

summary _app.raisai that these poems are nothing more than the
hallucinatory and amusing anecdotes of a nonchalant dandy-poet. ."On the
whole," writes Lyons, "the texts which comprise Baudelaire's Petits

Poémes en prose are narratives—anecdotes of life in a great city,

. haliucinatory— adventures recounted in the first- person, st‘ories swapped
by a groyp of dardies over their co:di_al."57 There is .no swapping of
"tales, there is no ironic distance between the narrator and his subject
matter, or between the narrator ard his reader in Baudelaire's prose
poems. <“On the contrary, ‘there is a' sense oprrrofound intimacy and
sincerity, a sense of accessibility and of u‘tiv;rsality in these poems .
As Marcel Ruff points out, "les poémes en prcsé s'insinuent en ndus, nous
pénétrent camme une voix familiére, et, par un prestige plus subtil encore
que- celul des vers, s'emparent d'un lecteur désam\g. Entre lu? et le
poéte, plus d'intermédiaire."58 with the exception of the second edition
of Les Fleurs du Mal, in non€ of Baudelaire's works are his ccnpass;i,on,.

his humanity, his modernity and his spirituality so singularly and so.

admirably fused as in his. Pé'CLCS Poemes en prose. "Horril‘:le' vie!
Horrible ville!" he wrote of the spectacle of evil ard of 'sufferfng that
daily unfolded in the capital.’d "Je t'alme, & capicale'mf‘m:" he
added in his "Epilogue” to the‘Petits Poémes en prose.50

The fusion of Baudelairgs spiritmlicy and his aesthetic of

modernity, such as we have seen in his prose poems, is explicitly -

N
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associated with his aesthetic of dandyism in his major study of

Delacroix. The great painter died on 13 August 1863. Baudelaire's
L'Qeuvre et la vie d'Eugéne Delacroix was published shortly thereafter in

L'Opinion nationale, in the issues of 2 September, 14 November and 22

November 1863. In his letter to the editor which served as a preface to
his study, Baudelaire wrote: "Je voudrais, ume fois encore, une fois
supréme, rendre hormage au génie d'Eugéne Delacroix. . . ."61 As we have
seen previously, - Baudelaire's admiration for Delacroix 1is expressed
throughout his art criticism. In ®ct, much of the 1863 study i{s taken
directly fram the passaées devoted to Delacroix in the Salon de 1859.

What is new in the "hommage™ of 1863 is that‘BaL‘delaire now speaks
of Dglacroix‘s dardyism and links it with the painter's spirituality:
"Car enfin, i1 faut bien que je le dise, puisque je trouve en ceci;m
nouveau motif d'éloge, E. Delacroix, . . . parce qu'il était un homme de
génie complet, participait beaucowp du dandy. . . . Bugéme Delacroix
était un curieux mélange de s¢epticisme de politesse, de dardysme ... .
qui accampagne toujours le genie n62 ’Ihe dardy's code of rigorms self-

+ discipline and comcentration was translated in Delacroix s art inCO "la
‘concision et .une espéce d'intensité sans- oseentation, résultat habituel
de la comcentration de toutes les forces spirituelles vers un point

dorné . "63 For Baudelaire, this concentration of spiritual forces rmkes

of Delacroix's work ™un des diagnostics de 1'état spirituel de noCre‘
siécle."®4 In the final analys{s, Baudelaire saw in Delacroix's mrk Mun
retour vers 1'idée catholique™63 which contributed in great part to the )
§tatus;l of "hqme supérieur"66 and "grang homme"67 which the poet
conferred upon the painter. In his articld on Delacn.)ix then, we' see
, yet a further example of Baudelaire s fusion of spiritualicty and

’




dardyism, a fusion upon which he reflects repeatedly in his personal
jourmals: "Eternelle supériorité du Damdy. Qu'est—ce que le Dardy? .

. Qu'est—e que 1'hamme supérieur?"68
0Of all Bawudelaire's works, however, it i{s in Le Péintre de la vie

moderne- that his fusion of spirituality, modernity and dandyism is most

expressly and most succinctly stated. Baudelaire's essay on Constantin
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Guys was camposed in 1859-1860, but it was not published until 1863.69

Baudelaire had great difficulty placing his text for\publicaltion for a
rumber oL reasons. His essay on Guys is the most camplete and the most
detailed exposition of his theory of modern art. The works of Guys,
however, were for tle most part unkwwn in France at the time. Guys was
considered to be pri-marily are illustrator of journals, and was perhaps
best known for the sketches he made while an artist-correspondent for the
Illustrated Laﬁcn News au:ring the Crimean War. In addition, Baudelaire

. was obliged to refer to Guys simply as "M.G." ;mgl'mm his essay, for
Qiys was 8 modest man who shumed publicity. "Grand amoureux de la foule
et de l'incogrito, M.C.G. pousse l'originalité jusqu'a la modestie,"”
Ba;..\delaire wrote. 0 That Baudelaire had chosen a largely unknown
"11lustrator®—who moreover insisted on remaining anonymous in the essay-
-as the representative painter of modern life, made ‘editors reluctant to
consider his manuscript for p\;ialicac10n Finally, however, l) Peintre de

Laviemdemeappearedinthetm-eeissmsof Figaro publishedmZé
November , 29Nove:berar:13December1863

For Baudelaire, Guys' genius lay in his unfe_:ter‘ed curiosity and"

imagination, in his abiLiCy to see all things "en nouveauté" as would a
child. "[P]nnez-le auss{ pour un ham-enfant pour un homme possédant
4 chaque minute le gé\ie de l'enfm c'est-d-dire un génie pour lequel
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aucun aspect de la,vie n'est émoussé,” Baudelaire wrote. "(L]e génie '

n'est que l'enfance retrouvée a volonté, l'enfance doude mint:enant . e

de l'esprit-analytique. . . ."’1 In his drawings and water colours Guys

excelled in capturing all the details and all the aspects of urban ' life:

I1 admire l'étermelle beauté et 1'étomante harmonie
de la vie dans les capitales, harmonie si
providentiellement mainterme dans le tumulte de la .
liberté tumaine. Il contemple les paysages de la .
grande ville, paysages de plerre caresses par 1la
brume ou frappés par les soufflets du soleil. Il
Joult des beaux équipages, des fiers chevaux, de la
propreté éclatante des groams, de la dextérité des
valets, de la démarche des femmes onduleuses, des
beaux enfants . . .; en un mot, de la vie
universelle. 72

For Baudelaire, as for Guys, Paris was a Lmve;:sal allegory. "Paris,
sous tous seés aSpéccs, est pour Baudelaiyre une iréfuisable source de
symboles et d'allégories,” observes Albert Feuillerat, "une riche matiére
4 réveries ou méditations sur I'incertitude et les mensonges de la vie,
sur 1'universalité de la souffrance humaine, sur 1'ubiquité du r’il et
surtout sur la fuite, du temps et 1'imminence de la mort."73 .

In his portrayal of the i)eaut:y of urban life, Guys ever sought to

give expression to that elusive quality which Baudelaire calls modernity.

"Il ;herche ce quelque chose qu'on nous permettra d'appelergla nndemitg;
car 11 ne se présente pas de meillete mot pour exprimer 1'idée.en
question,” Baudelaire wrote.’4  "Modermité" tas an integral - part of.
Baudelaire's aesthgfic of beauty. In the first section of Le Peintre de

la® vie moderme, he writes that beauty is of a double camposition, even

thox.gh the impression it creates is one of unity: "Le beau est fait d'un
élément éternel, inwriable, dont la qualite eat excessivement difficile

a8 determiner, et d'un élément relatif, ci‘rconstanciel, qui sera, si l'on

veut, tour & tour ou tout ensemble, 1'époque, la mode, la morale, la
’ - _ ‘ ' o
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passion."’5 Speéifically, modernity constituted the "élément relatif” in
Baudelaire's comgption of beauty: "La modernité, c'est le:trarsitoire,
le fugitif, le contingent, la moitié de 1l'art, dont 1l'autre moitié est
l'étemel et 1'i.nm._n.al';'le."76 Baudelaire's great admiration for Guys lay
{n the fact that Guys, like Baudelaire himself, associates the idea of
beauty with the idea of modemity. "Il a rempli volontairement une
fonction que d'autres artistes dédaignent," Baudelaire states at the end
of his essay. "Il & cherché partout la beauté passagére, fugace, de la
vie présente,- le caractére de ce que le lecteur nous a permis d'appeler
la modernité."77

Baudelaire's theory of the duality inherent in the ultimate unity of
beauty is in keepipg with his spiritual conception of man's own d'uality.'
"La dualité de l'art est une conséquence —;atale de la dualité de
1'homme,” he maintained.’8 And Guys in his works did not neglect to
portray the dark side of man's double nat:v;rre—-"le vigce inévitable, c'est-
d-dire le regard du démon embusqué dans les ténébres."’9 As Baudelaire-

had set out to do in Les Fleurs du Mal, Guys in his work also extracted

* ."la beauté particuliére du mal, le beau dans l'horrible."aq

-

Baudelaire found in Guys, as he found too in Delacroix, many traits

"of the dardy. It is of crucial importance to note, however, that in the

case of Delacroix and 6uys, Baudelaire_’s" use of the term "dandy" carries .
2 marked spiritual ‘comnotation. = Baudelaire explicitly identifies Guys
with a spiritualised form of damdyism: "Je le nommerais volontiers um
dandy, et j'aurais pour cela quelques bomnes raisons; car le mot dandy
implique une quintessence de caractére et une intelligence subtile de

. tout le mécanisme moral de ce monde. . . ."81 Furthermore, as an artist

dominated by the passion to see and to feel all apsects of life around

™,
»
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~him~-and in this regard Baudelaire refers to Quys as "un homme du monde
entier" and "un citoyen spirituel de l'univers"82-_Guys dissociated
himself from the image of the dandy as a being that i{s impertinent,
indifferent and impassive “éar politique et raison de caste."83

Although the scope of Guys' work covered all ranges of the human’
experience--"ces longues galeries du high life et du low life"84__he was
particularly adept at capturing the aspects of refined life. "J'ai dé ja
dit que le pinceau de M.G.," Baudelaire wrote, "était merveilleusement
nropre a représenter les pompes du dandysme et 1'élégance de la
lionnerie."85 In the Paris of the mid-nineteenth century, dardies,
dandyism and "high life" certainly figured among the most spectacular
manifestations of that transitory element of beauty that is modernity.
In the cém:s of Dominique Rincé, "la philosophie du dandysme . . . est
l'emvers 'mondain' de la théorie esthétique de la modernité."86 In the

brief ninth section of Le Peintre de la vie muderme, which 1s entitled

"Le Dardy," Baudeiaire digresses from his analysis of Guys to discuss the
- significance of dardyism in general. |

The three and a half pages of text which Baudelaire devotes to "Le
Dandy” 1is the preliminary sketch of a treatise on dandyism--never
" completed--which Baudelaire had planned over a long period of time. In
.early 1860 he first mentioned his project to write a trpatise on "Le
Dandysme 1ittéraire ou la grarndeur sans cawvictions."87 In 1861 he

changed his title to "Chateaubriand, pére des Dandies, et sa postérits"88

and fncluded among Chatesubriard's’ posterity "de Maistre, de Custine;
Ferrarl, Paul de Molénes, d'Aurevilly."89' By 1863 his title had again
changed to "Les Raffinés et Les Dandies."90 In 1865, during his stay in

Brussels, the treatise was still foremost in his mind. "J'al commencé et
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je continue un petit travail sur Chateaubriand considéré comme le chef du

dandysme dans le monde moral," be wrote to Michel Iévy:91 Unfortunately,

Baudelaire's manuscript has not survived. _ <
In his sketch of the dandy in Le Peintre de la vie moderne,

‘Baudelaire finds dandyism as difficult to'define and to descride as had
Barbey d'Aurevilly before him. His deffnitions sre paradoxical--"Un
dandy peut étre un homme, blasé,- peut étre un homme souffrant. . . M2 -
and metaphorical—"Le dandysme est un soleil couchant; comme 1'astr¢ qui
décline, il est superbe, sans chaleur et plein de mélancolie."™3 what is
clear ih Baudela@re's brief‘chépt:er on the dandy j.s\ that in the last
years of his life Baudelaire"s.cmception of dandyismhad undergone a
spiritual transfiguration. For him'dard’}:is;n most certainly was not "un
-golt immodéré de la toilette et de 1'élégance matérielle."94 He eleveted
dandyism to the level of a spifitual doctrine 1in his" battle against
criviality,.mtgrial' progress aﬁd "la marée montante de la démocrat'ig,
~qui envahft tout et qui nivelle tout. "95  In terms of Baudelaire's
spiritual evolution, his essay on Guys is a most eloquent expression of
the fusion oé' his spirituality, his aesthetic of modemit:y and his
aesthetic of dandyism . "Etrange spiritualisme! . - . une gynnastique
propre a fortifier la wvolonte - et a discipliner l'ame," he wrote "En
vérité je n ‘avats pas tout & fait tort de considérer le dandysme comme
une espéce de religion,"96

_ Le Peintre de la vie moderne was the last of Bmmlaire'é ma jor
- works to be pubﬁshed during. his’ lifetime. ~With fts publication, the

wheel 1is come full circle, far Baudelaire's essay on Guys {s his answer

0

to the questt he had aaked .at the outget of his literary career:
"[Qlual peut étre 1e cSté épique de la vie maderme?"d7
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4By the end of 1863 Baudelaire was exhausted both mentally ard
physigally. Although he contimued to.publish his translations of Poe's
works until near the end -of his lrife, his financial situation grew
steadily worse. H:i:s financial difficulties were further exacerbated.by,
the banlruptcy in late 1862 of his friend and publisher Poulet-Malassis,
to whom Béudelaire owed sofe 5,000 francs.. In August 1863 Baudelaire

wrote to the Minister of Arts and to the Minister of Education to request

"une indemnité littéraire" in order to travél to Belgium to give a series
of public lectures on art and literature, and to camence a book on
Belgium. Hs request was turned down.98 Nevertheless, he resolved tg go
to Brussels at hi€ own expense. "Je suls malade de corps et de volonté.
J'ai besotn de changer de place;.," he wrote to Arthur Stevens on 21 April

1864, .."Je veux travailler & Bruxelles comme un Démon. J'y veux finir

‘mon Spleen de Paris et mes-Contemporains."? On 24 April he arrived in
Brussels where he téok a room at the Hotel du Grand Miroir. ‘

In My and June of 1864, Baudelaire gave a series of fiwve public
lectures in Brussels—one lecture on Pelacroix, one on Gautier, and three

on the general topic of stimulants and Les Paradis artificiels. Much to

his chagrin, the lectures were very poorly attended. Moreover,

. . - . _ )
- Baudelaire's efforts to find a Belgian publisher for his camplete works

were unsuccessful. As he grew more and more exasperated during his sta'y
in Brusséls, Baudelaire gave vent to his frustrations in the considerable
number of acrimonious notes and observations which he made in
prepar;ation for his work on \Belgiun. Although he did not live to
complete his book, his notes were published po‘strumusly under the title
Pauvre Belgique!. At the same time he also ’wroce A rumber of satirical

epigrams in verse which were also published posthumously, under the title

-

B
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Amoenitates Belgicae.

In Pauvre Belgique! Baudelaire directs his wvehemence against a

‘country which, not unlike the Uni ted States; was emblematic of the
chless pursuit of rmterial progress:

La Belgique est plus tenplie que tout autre pays de
gens qui crolent que Jésus-Christ était un grand
homme, que la nature n'enseigne rien que de y que
Ta morale universelle a précédé les dogmes dans
toutes les religions, que l'hamme peut tout et que la

, le chemin de fer et l'eclairage au gaz
prouvent 1'éternel progrés de 1'humanité.l

As Baudelaire wrote in Mon coeur mis & mu, "la vraie civilisation" m;

not founded on technology—-"elle est dans la diminution des traces du
péché originel."101 Not only was -Belgium antispiritual in Bauiel.ai_re's

view, it was also antipoetic: "Race antipathique.—Haine de la Beaute. --
Pudeur belge.--Dandysme belge."102 Belgian dandyism was indeed far.
removed from the spiritual -conception of dandyism which -Béudelqire
expressed in Le Peintre de la vie mod;zme. Indeed, when he refers to t:.hé

' Belgian dandy in Pauvre Belgique! he uses the .pejorative term "gandin":
3 ) .

"Singes en tout. Petit croquis du gandin belge."103
Baudelaire's motes on Belgium have Been harshly judged bechuse of
their excessively vituperative tone. Pbgiever', in his correspondence of
chis-perioa Baudelaire explains.tr‘\at he interded. his book to speak out
| . Againét "la sottise, t.nodeme" ard "la bétise'mdem'e.'flol‘ Moreover,
Baudelaire -expressly states that:. heman follsr lnows no'naticnality: "Ce
livre sur la Belgique est . . . w es;ayage de mes griffes. Je m;en
servirai plus tard contre la France . . . pour byen montrer mon degout de

la sottise universelle."105 In terms of Baudelafre's personal evolution,

his satire of human folly in Painme Belgique! is clearly yet anothex .
eample of the call to spiritual order that charactérises his last years’




and his last works. "Le but de ce livre satyrique [sic]," he wrote to

Ancelle in February 1866, "est la raillerie de tout ce qu'on. sppelle

progrés, ce que j'appelle, moi: le paganisme des imbéciles,—et ¥a
démonstration du gouvernement de Dieu."106 .

At the end of February 1866 Baudelaire, in collaboration with
Poulet-Malassis, published i.n Brussels i.es Epaves, a collection of
twenty-three of Baudelaire's poems including the six poems condemned
during the trial of August 1857. In mid-March 1866, during a trip to
Namur, Baudelaire collapsed while visiting .tv. Saint-Loup church. He was
returned hastily to Brussels. His health deteriorated so rapidly that by
the end of March he was paralysed on the ‘right side of hds body, and ‘had
been stricken by aphasia. He was able to utter only two syllables:
"eré nom." On 31 march 1866 the Nouvelles Fleurs du Msl., consisting of

fifteen poems by the poet who could speak or write’ no more, appeared in

Le Parmasse wnﬁ@porain. The fifteen poems had been published

previously in various jourmals, for the most part between 1861 and

1865.107  None of these poems had been included in either the first or

the second edition of Les Fleurs du Mal. All of . them were included in

the posthumous third edition. prepared by Asselineau and Banville. In

general, the poems in Nouvelles Fleurs du Mal convey a sense of spirttual
urgency which is most succinctly expressed in 't‘he guardian angel's
exhortation to the "mécréant” in "Le Rebelle": "Avant que ton @oeur ne

se blase, / A la gloire de Dieu,rallmfe ton.extase."108
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On 2 July 1866 Madame ;ﬂupick, accompanied by Arthar Sl:evér{s. brought

Baudelaire by train back to Parts, vhere he entered the mursing home and

clinic of Doctor Emile Duval. Over the next thirteen months, his
physical health steadily declined. In a moving actaunt of his last visit

L3
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with Béudelaire, Nadar affirmed that the poet, although unable fo speak,
had nonetheless embraced the word of God: .
La derniére fois que je le vis, & la maison Duval,

nous disputions de 1'immortalité de 1l'ame. Je dis
nous, parce que je lisais dans ses yeux aussi

. nettement, moi, que s'il edt pu parler: "Voyons,
comment peux -tu croire en Dieu?" repetais je.
Baudelaire s'écarta de la barre d'appul ou nous -

étions accoudés, et me montra le ciel. Devant nous,
au-dessus de nous, c'était, embrasant toute la nue,
cemant d'or et de feu la silhovette pulssante de
1'Arc de Triomphe, la pompe splendide du soleil
couchant. "Crémom! oh, crénom!" protestait-il

encore, me reprochait-il, 1ndigne, a grands coups de
poing vers le ciel.109
- On 31 August 1867 Charles-Pierre Baudelaire died. He wes interred in the .
vault with General Aupick in antpamass:e Cemetery, where his mother

Joined him four years later. . ' “

e

B. Bsudelaire--Dandy and Saint

PRIERE. Ne me chitiez pas dans ma mére et ne chitiez ‘1
s ma mére 4 cause de moi.—Je recommarde les
. ames de mon pere et dé Mariette.— z-moil la force
de faire immédiatement mon devoir tous les jours et "
de devenir ainsi un héros et un Saint.110

In this beautiful prayer recorded in Mon coeur mis & mu, Baudelaire
confounds the dandy or the hero and the saint. Mon coeur mis 4 nu, along

with Fusées and Hygiéne, constitute Baudelaire's intimate journals
written in the last years of his lfe. 111  The notes, observations,
aphorisms ard mﬁedau which comprise these journals are the ultimate
repository of Baudelaih's aesthetics and of his spirituality, and as
such they are a4 most ficﬁirg epilogue for his works, for his thouth ard
for his life. _

In regard to our subject of the evolution of Baudelaire's dardyism,
~ A N
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his journals are particularly {lluminsting. JIn them he retraces tl'e\
evolution of his life §rom the "dandy précoce”l W of the rue Hautéfeuiile
to the dardy-poe!:--"enfvré de son sang-froid et de son dardysme"u:’--of
the hdtel Pimodan, and finally to the "héros" and the "Saint"114 that he.

~

¥ by
aspired to become in his late years. He retyYaces too the evolution of

his work and of his thought, from the " sse littéraire"115 .of his

early writings to the "S'obriété. Spri té"l16 of his late works.
Throughaut his intimate jomnal;'/Bau;elalre pmclain's she "&termelle

supériorité du Dandylll’ to the extent that he ultimately confaumds the

dardy and the saint:' "Avant tout, Etre un grand homme et un Saint pour

sol -méme."118 A éreat man and a S&il’i_, a hero and a saint, a dandy a:__wgl_ e
saint. Most critics’ are inclined to see in Baudelaire either a dandy or
a saint. Claude Pichois writes: "Baudelaire voit dans le christianisme
une ntagie blanche, et une mythologie poétique dont le Christ rédempteur
est exclu. Le dardy ne peut étre un chrétien."l19 Jacques Vier chq.rgés
Baudelaire with angelism: < "Pourquoi s'obstiner a faire un saint de celui
qui n'enterdait le devenir que pour lui-méme et qui s'est {nfiniment plus

occupé d'angélisme que de sainteté?"120  Howewer, Christian Dédé an _—

‘\.

argues‘ that Baudelaire "se p?'résente came ‘un pécheur, dans un état de «
totale humilitd."12] Max Milner sees in Baudelaire an:exarr_g':le of
©  satanism—an m%of the dandy revolting. against God since "leim
un, par un erime de lése-dandysme, a 'donné naissance au nmultiple."122
For T.S. El@oc, however, BaLdglaim's sétanism "was an attat‘pc to gec~
into Chrtstianity by the hack door.™23 Marcel Ruff fimnly maintains
' that ."l'eschétique de ‘Baud‘ela.it;e reste établie sut-' ses assises'
spirituelles.”124 In response Pichois taxes Ruff with "le prosélytique
désir dé christianiser Baudehlailre."lz-" Ernest Rayr;mnd ffirme: "Nous
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savons bien que @audelaire va tout résoudre dans le sens du dogme
chrécien. . . ."126  wWriting in 1857, Barbey d'Aurevilly deemed that
Raudelaire had no altermative but to embrace Christianity: "Aprés Les

Flaars du Mal, il n'v a plus que deux partis a prendre pour le poéte qui

les fit éclore: ou se briler la cervelle . . . ou se fairp chrétien!"127
As Paul Arrold states, Ba\.delaire-aofe.s indeed have "le privilége de
passer tantdt pour un catholique, tantdt pour un athée et tantdt pour un
..~ palen inspiré ou révolté."128 Even Baugelaire's own sghool friends have
left us contradictory portraits of the 'y‘oung Baudelaire. Charles Cousin
wrote of "Baudelaire a vingt ans, . . . raffiné, paradoxal, boheme et
dandy."129 In a letter to his parents written in July 1839, Henri

Hignard spoke of the young Baudelaire who was "charmant, . . . sérieux,

studieux et religieux."130
-]

Dardy and saint. The phrase is seemingly paradoxical; the two words
would appear to be mutually exclusive terms. However, the juxtaposition
of contradictory terms is ome of the most salient characteristics of
Baudelaire's works and of his thought. Bipolarity, ambiguity and
irreconcilable opposites are prevdlent Baudelairean themes ("spleen et

- idéal," Good and Evil, God and Satan). Throughout his works Baudelaire
constantly seeks to perform what would seem to be an impossible exercise:
to achieve a state of unity through the reconciliation of.opposites. In

his article Conseils aux jeunes littérateurs, published in 1846, he spoke

of "la loi des contrastes, qui gouverne l'ordre moral et l'ordre

physique." In particular, he linked two diametrically opposed functions
—inspiration and daily work—which when cambined result in the unity of
the creative act which produces the work of art: "L'inspiration est

décidément la soeur du travail journalier. Ces deux contraires ne




s'excluent pas plus que tous les contraires qui constituent la
nature."131

The law of contrasts operates in Bawudelaire's own poetry' through his
use of rhetorical figures of speech such as axymoron and paradax.132
Through the use of oxymoron Baudelaire urderscores man's consciousness of
duslity—-"La conscience dans le Mal!"™ he calls it in L' Irrémédiablenl 33

—a consciousness which is also simultaneously the expression of a desire

" or a longing for a lost unity. "L'oxymoron realise 1l'union des

contraires, la coincidentia oppositorum,” writes Léon Cellier. "Bref, le

poéte est celul qui en usant de 1l'antithése et de 1'oxymoron, passe d'un
univers tragique & un paradis, de la dualité & 1'unité."13% Thus we see
that Baudelaire's spirituality is also rooted in the concept of

"coincidentia oppositorum,” as is evident for example in his study of
Hugo:

Le vers de Victor Hugo sait traduire pour 1'ame
tumaine . . . tout ce qu'il y a d'humain dans
n'importe quol, et aussi tout ce qu'il y a de divin,
de sacré ou de diabolique. . . . Mais c'est surtout
dans ces derniéres amnées qu'il a subi 1l'influence
métaphysique qui s'exhale de toutes ces choses,
curfosité d'un Oedipe obsédé par d'imnombrables
Sphirx. . Coment le pére un a-t- il pu engerdrer
la dualite et s'est-11 enfin metamorphose en une
population innombrable de nambres? Mystére! La
totalité infinie des nombres doit-elle ou peut-elle
se concentrer de nouveau dans l'unite originelle?
Mystére! . . . Tout ce qui est multiple deviendra-t-
11w . . . 2135

In Part One of our study we have seen that contradiction is also an
irmate feature of dardyism. Seeking a definition of dandyism, Roger
Kempf settles on an expression which is in itself a contradiction: "™un
exercice tmpossible"l36__tmpossible in the sense that the spirit of
contradiction inhe ent in dandyism {tseif maices it impossible to give a

"simple and unified definition of the term. Barbey d'Aurevilly
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encamtered the same diffiadty when writing on dandyism: "“Ceci est
presque aussi difficile & décrire qu'a définir."137 Dardyism implies a
tvpe of symbioc:ic relationship of opposites and a simultaneity of
opposites. As we have alreadv seen, at the outset of his treatise on

modernity and dandvism--Le Peintre de la vie moderme--Baudelaire states

that his con.ception of beauty involves the fusion of contrasting
elements: "[L]e beau est toujours, inévitablement double, bien que
1'impression qu'il produit soit wme. . . ."138. In Fusées he further
defines his conception of beauty by linking pairs of opposite terms, as
in an oxymoron: "des besoins spiz:im.nels, des ambitions ténébreusement
refoulées,"” "la Beauté" and "ic Maliieur,"” "la Joie" and "la Mélancolie.”
And immediately following in a parerlhetical remark Baudelaire explicitly
associates the motion of the simultaneity of opposites with dandyism:
""Lie type idéal du Dardy n'est pas & négliger dans ce sujet."139 '
Baudelaire's fusion of the dandy and the saint in his intimate
jamrmals is, therefore, entirely in keeping with the principle of the
union of opposites which, as we have just briefly de:mnstrat.ed above,
runs throughout his thought and works. Throughout Béudelaiye's life we
have seen that he underwent a profound spiritual transfiguration. One of
the ways in which hi¢ personal evolution is reflected is t.hrough the
evolution of the image of the dandy in his works. The meaning which he
associated with the word _"darrlv" shifted throughout his life. Writing in
ljxs:ie Raudelaire looks back upon his early days )c_i_.m_he qualifies as
"phase d'égoi'sme"140-_a period during which he was "enivré de son
sgng-ftjoid.et de son d.andysme."ll‘1 The appointnmt of his "conseil
judiciaire" was a humiliating affront to the haughty.dignity of the yourg
" dani'ly'. However, by the end of his life Baudeldire accepted as divine
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gifts the many chastisements he had suffered: "Mes humiliations ont éteé
des graces de Dieu."142

He also recognised that C!;rov.gh suffering--"1'indispensable douleur"
he wrote in Les Paradis artificielsl43__lay the pathway to redemption:

"Que béni soit ton fouet, / Seigneur! que la d)LLlEl;lI, 5 P'ére, soit
bénie!"14 He expresses this thought most succinctl_.v in his essay on
Wagner: "Comme le péché est partout, la rédemption est partout.

Rien de plus cosmopolite que 1'Etermel."145 Through suffering, then, the
egoism of the dandy of the ile Saint-louis is “transfigured into the
s lity and the prayer of the t8#c and the saint. As Baudelaire w:;ites

in Mon coeur mis & u: "Dieu est 1'étermel confident dans cette tragédie -

dont chacun est le héros.m"146

"Etre un grand homme et un saint pour:soi-méme, voila l'unique chose

importante.™%7 In adopting this maxim Baudelaire transforms dandyism.
into a code of spiritual and moral "hygiéne" to be lived and cultivated
within h.hﬁelf as he further explains im-an entry in Fusées: "Du culte
de soil-méme . . . au point de vue de la’santé, de 1'hygiéne, de la
toilette, de la noblesse spirituelle et de 1'éloquence."148 No longer is
the poet's dandyism a discort:r;mrror which he holds up to himself for
the shocked and surprised- public to gaze at. The code of dandy:ism has
been interpaliged ard spiritualised to become "ur:e gmastique propre. a
fortifier 1la volonté et & _discipline‘r 1':§me."1.‘:9 ®Saint Baudelaire?
Pourquoi pas?" writes Marcel Ruff "Le saint. n"est—i_'l pas avant tout
celul qui congoit la’sainteté . . conme une gpiécessité intégrale, camme
/c}.e régle inflexible?"150. '

£, 1ndeed "a Dandy 1is a Clothes-wearing Man," as Carlyle
sacirically quipped,151 then with BEmillen Carassus tet us qualify that
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"Baudelaire unit 1'habit du dardy et la bure du saint."152 Baudelaire,
dandy and saint. "En vérité," the poet himself writes, "je n'avais pas .
tout a fait tort de considérer le dandysme comme une espéce de

.religion."153
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APPENDIX

A COMPARATIVE TABLE OF THE FIRST TWO EDITIONS OF LES FLELRS DU MAL

In the following table, each poem in the 1857 edition which undergoes
a change of position in the 1861 edition is indicated by a cross reference
mumber in parentheses. For example, in thé 1857 edition, poem 2--"Le
Soleil"--is followed by (87), which indicates the mumerical position of
the poem in the 1861 edition. Similarlv, in the 1861 edition "Le Soleil"”
is followed by (2}, which indicates the mmerical position of the poem in
the 1857 edition.

Each new poem added to the second edition is preceded by an asterisk.

1857 EDITION

Au Lecteur

SPLEEN ET IDEAL

1 Bénédiction 1  Bénédiction
2 le Soleil (87) *2  L'Albatros
3  Elévation 3 Elévation.
4  Correspordances 4 Corresporndances
S "J'aime le souvenir . . " ) "J'aime le souvenir . . . "
6 Les Phares 6 Les Phares
7 La Muse malade 7 la Musg malade
8 La Muse vénale 8 La Muse vénale
9 Lle Mauvais Moine 3 Le Mauvais Moine
10 L'Ememi 10 L'Ermmemi
11 Le Guignon 11 Le Guignon
12 la Vie antérieure 12 La Vie antérieure
13 Bohémiens en voyage 13 Bohémiens en voyage
14 L'Homme et la mer 14 L'Homme et la mer
15 Don Juan aux enfers 15 Don Juan aux enfers
16 Chatiment de 1'orgueil 16 Chatiment de 1'orgueil
17 La Beauté 17 La Beauté .
18 L'lIdeal 18 L'Ideal
19 La Géante 19 La Géante
*20 Le Masque
*21 Hyme a la Beauté
20 Les Bi joux (condemned)
21 Parfum exotique 22 Parfum exotique
: : *23 La Chevelure
22 "Je t'adore a l'égal . .-." 24 "Je t'adore a l'égal . . ."
23 "Tu mettrais l'univers . . ." 25 "Tu mettrais 1l'univers . . ."
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1861 EDITION

Au lecteur

SPLEEN ET IDEAL



24
25

27
28
29
31

32
33

35

37

41
42
43
45
47
49

51

53
55

Sed non satiata

"Avec ses vétements . . .
Le Serpent qui danse

Une Charogne

De profundis clamevi

Le Vampire

Le Léthé (condermned)

"Une nuit que j'étais . . ."

Remords posthume
le Chat ("Viens . . .M)

Le BRalecon

"Je te dormme ces vers . . .

Tout entiere

"Qe diras-tu ce soir . . .7

Le Flambeau vivant

A celle qui est trop gaie
(cordemmed )

Réversibilite

Confession

L'Aube spirituelle

Harmonie du soir

Le Flacon

Le Poison

Ciel brauille

Le Chat ("Dans . . .")

Le Beau Navire

L'Invitation au voyage

L'Irréparable

Causerie

L'Héautont imoroumérnos (83)

Franciscae meae laudes
A une dame créole
Moesta et erraburda

Les Chats

Les Hiboux

La Cloche félée
Spleen ("Pluvidse . . .")

Sed non satiata

"Avec ses vétements . . ."
Le Serpent qui danse

Une Charogne

De profurdis clamavi

Le Vampire

"Une nuit que j'étais . .
Remords posthume

Le Chat ("Viens . . . ")
Duellum '

Le Balcon

‘Le Possédé

Un Fantome

"Je te dome ces vers . .
Semper eadem

Tout entiére

"Que diras-tu ce soir .
Le Flambeau vivant

Réversibilite
Confession

L'Aube spirituelle
Harmonie du soir

Le Flacon

Le Potson-

Ciel brouillé

le Chat ("Dans . . .")
Le Beau Navire
L'Invitation au voyage
L'Irréparable
Causerie

Chant d'autame -

A une Madone

Chanson d'aprés-midi
Sisina

Franciscae meae laudes

A une dame créole

Moesta et erraburda

Le Revenant (72)

Sormnet d'autame
Tristesses de la lune (75)
Les Chats

Les Hiboux

La Pipe (77)

La Musique (76)

Sépulture (74)

Une Gravure fantastique
Le Mort joyeux (73)

Le Tormeau de la haine {(71)
La Cloche féleée

Spleen ("Pluvidse . . .")



60
61
62
63

64

65
66
67
68
69
70
71
72
73
74
75
76
77

’

Spleen ("J'ai plus . . .M
Spleen ("Je suis . . .M
Spleen ("Quard . . .M
Brumes et pluies (101)

L' Irremédiable B

A une mendiante rousse (88)
Le Jeu (96)

Le Crépuscule du sqit (95

Le Crépuscule du matin (103)
"a servante . . ."(100)

"Je n'ai pas oublié . . ."(99)
Le Tormeau de la haine (73)
" Le Revenant (63)

Le Mort jeyeux (72)
Sépulture (70)

Tristesses de la lune (65)
'La Musique (69)

La Pipe (68)

76
77
78

*79
*81
*82

83

*85

Spleen ("J'ai plus . . .")
Spleen ("Je suis . . .M
Spleen ("Quard . . .™)

Obsession .

Le Gout du néant

Alchimie de la douleur
Horreur sympathique
L'Héaut ontimorouménos (52)
L'Irremediable

L'Horloge

TABLEAUX PARISIENS

*86
87
88

*89

*90

*91

*92

*93

*Q4
95
96

*97

*98
99
100
101

*102
103

Paysage
Le Soleil (2)
A une mendiante rousse (65)
Le Cygne
Les Sept Vieillards
Les Petites Viellles
Les Aveugles
A une passante
Le Squelette laboureur
le Crépuscule du soir (67)
Le Jeu (66)
Danse macabre
L'Amour du mensonge
"Je n'ai pas oublié . . ."(70)
"La servante . . ."(69)
Brumes et pluies (63)
Réve parisien
Le Crepuscule du matin (68)

LE VIN

104
105
106
107
108

L'Ame du vin (93)

Le Vin des chifformniers (94)
Le Vin de 1'assassin (95)
Le Vin du solitaire (96)

le Vin des amants (97)
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FLELRS DU MAL

78
79

La Destruction

Une Martyre

Lesbos (corndemned)

Fermmes damnées (condemned)
Fermes damnées ("Camme . . .M
Les Deux Bomes Soeurs

la Fontaine de sang
All"égorie

La Beatrice

Les Métamorphoses du vampire
. . (cordemned)
:Un Voyage a Cythere
- L'Amour et leACtame’

[ \‘
REVOLTE - \ L TN

90 Le Reniement[de Saint Pié;'t? /

91
92

LE

93
9%
95
96
97

LA

98
99

{
:

Abel et Caig’
Les Lt'tanie\s de Sat?.h

VIN ;

L'Ame du vin (104) .

Le Vin des chifformiers (105)
le Vin de 1'assassin (106)
Le Vin du solitaire (107)

Lle Vin des amants (108)

MORT -

la Mort des amants
La Mort des pauvres

100 La Mort des artistes
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FLEURS DU MAL

109
110

111
112
113
114
115

" 116

117

12 Destruction
lne Martyre

Fermmes damnées ("Camme . . .")
Les Deux Bormes Soeurs

La Fontaine de sang

Allegorie

La Beatrice

Un Voyage a Cvthere
L'Amour et le crane

REVOLTE

118 L& Reniement de Saint Pierre
119 Abel et Cain
120 Les Litanies de Satan

»~

LA MORT

121
122
123

*124

La Mort des amants
La Mort des pawvres
La Mort des artistes

LaFindelajomnee

*125 te. Réve d'un curieux
*126? Le Voyage

AN

-

-

- -~



BIBLIOGRAPHY
» > )
~_I. PRIMARY SOURCES - .

Baudelaire., Char'es-Plerre. Correspordance. Ed. Claude Pichois ard Jean
Ziegler. 2 vols. Paris: Gallimard, 1973.

——————— Les Fleurs dy Mal. Paris: Poulet-Malassis et de Broise,
1857; facsim. Geneve: Slatkine Reprintgp 1968.

-

——————— Les Fleurs di Mal. Ed. Jacques Crepet and Georges Blin.
Paris: Corti, 1942. . *

—_————e, Oeuvres completes. Ed. Claude Pichois. 2 wvols. Paris:
Gallimard, I§75:f§;%. . '

------ . Oeuvres.campletes. FEd. Marcel A. Ruff. Paris: Seuil,~

v

—————————— > Oeuvres. camplétes. Ed. Y.-G. Le Dantec. * Rev. Claude
Pichois. Parisi” Gallimard, 1961.

——————— . Oeuvres completes. Ed. Jacques Crépet and Claude Pichotis.
19 vols. Paris fonard 1922-1953.

—————— , trars Oeuvres ccnplet:es en prose. By Edgar Allan Poe.
Ed. Y.-G. Le Dant:ec 1951; rpt. Paris: ~ Gallimard, 1975.

- - .

299



300

II. SECONDARY SOURCES

Abé, Yoshio. "Baudelaire et Maxime du Camp." - Revue d'histoire
litteraire de la France, 67 (1967), 273-285.

Adhémar, Jean. ' "Baudelaire critique d'art." Revue des sciences
humaines, 89 (1958), 111-119.

—————-. "l'Univers enfantin de Baudelaire.". La Nef (février 1958,

Agel, Henri. "Le Dardy & I‘écran. Persistance ou d\égradation d‘L-m
mythe?” Revue d'esthétique, 20, Nos. 2-3 (1967),. 153-168.

Agulhon, Maurice. 1848 ou l'apprentissage de la République: 1848-1852.
Vol. VIII of Nouvelle Histoire de la France contemporaine. Paris:
Seuil, 1973.

]

"'Albertus, ou l'ame et le péché: legende theologique par 'Iheophile
Gautier." Le Charivari, 16 jarvier 1833, pp. 2-3. . ,

Amiot, Amme-Marie. Bawudelaire et l'illuninisme ParLS' Nizet, 1982

Antoiﬁe, Gérald. "Classicisme et modernité de 1 image dans 'Les Fleurs
du Mal.'" Amales de la Faculté des 1ettres et sciences humaines de
Nice, Nos. 4-5 (1968) 5—12

——:—————. "La Nuit chez Baudelaii'e." Revue d'his:oireelittératre de
la France, 67 (1967), 375-401. - .

Aressy, lucien. Les Derniéres Années de Baudelaire: 1861-1867. Paris:
Jouve, 1947. . ‘ :

Aries. Philippe Essais sur l'histoire de la mort en oécident du moyen = <
age a nos jours. Paris: Seuil, 1975.

Armold, Paul. Le Dieu de Baudelaire. Paris: Savel, 1947. - .
————, Esot:erisne-de Baudelaire. Paris: Vrin, 1972

——-;————. "I.es\"Paradis artificiels' de O'\arles Baudelaire ou 1'hymne
a4 la volonté. Les Cahiers de la Tour Saint-Jacques, No. 1 (1960),
- 92-104. < - ’ ,

Asselineau,. Charles. "Charles Baudelaire: sa vie et son oeuvre. In
Baudelaire et Asselineau. Ed. Jacques Crepet and Claude Pichois
Parls:_ Mzet, 1933, pp. 59-155. - -

—————————— . "Les Detniers Jours de Charles Batxlel.aire: - lettres de
) Charles Asselineau a Poulet-Malassis." In Baudelaire et Asselineau.

: E‘;l Jacques Crépet and Claude Pichots ‘Parig:  Nizet, 1953, pp.
) 2 7—2109

-
2



- "Discours prononcé sur la tombe de Baudelaire par Charles

Asselineau.” In Baudelaire et Asselineau. Ed. Jacques Crépet amd -
Claude Pichois. Paris: Nizet, 1933, pp. 251-254,

"Notes d'Asselineau sur Baudelaire." In Baudelaire et

Asselineau. Ed. Jacques-Grépet and Claude Pichois. Parls: WMNzet,
7?5’3—, Pp. 167-189.

Aubry, G. " Jean. \
Maison du

sage -1ittéraire: Baudelaire et Honfleur. Paris:\

Aurore, Bernard, "L'Aspect mnicheen de la met.aphysi baudelairierme.”

s cathares (automne-hiver 1959), 41-44\

Auserve, P’nilippeu Préface. Lettres inédites aux siens. By Charles-
Pierre Baudela;rﬁkgd. Philippe Auserve. Paris: Crasset, 1966.

Austin, Lloyd Jarnes\ "RBaudelaire et Delacroix.” Amnales de la Faculté

, 1

des lettres et scilences humaines de Nice, Nos.
1

tamaines

lxtterai

Universi

"Baudelaire et l'énergie spirituelle.” Rewvue des sciences
,» 22, No. 85 (1957), 35-42. .

"Retrouver la vision de 1' enfance Les Nouvelles
res, 6 juin 1957, p. 6.

+

ed. Studies in Modern French Literature. Manchester: The
ty Press, 1961. .

"Les 'Tableaux parisiens' un siécle aprés.®? Rewue des

sciences humaines, beasc 127 (1967), 433—&&7

L' Univers poétique de Baudelaire symbolisme et

symbolique. Paris: Mercure de France, 1956. s

Avni, Abraham. "A Revaluation of Baudelaire's 'Le Vin': Its Originality

and S1i
(1970),

gnificance for 'Les Fleurs du Mal.'"™ The French Review, 44

310-321. ‘

Babuts, Nicolae. "Une Réexamination de la dette de Baudelaite erwers
-Théophile Gautier." -Revue des sciences humaines, NS fasc. 127

(1967),

66-74.

351-380.

Baillot, A.-F. "Le Pessimisme de Baudelaire.” Quo vadis, 101-103 (1957),

Bainville, Jacques. "La Vie privée de Baudelaire." Gazette de France,

31 jarvier 1903, p. 3.

Balzac, Honoreé de. "Des mots a la mode." La Mode (avril—juin 1830), PP-

189-194,

Illusions perdues. Ed." Plerre Citron. 1966; rpt. Paris:

Garmnier-Flammarion, 1



3;02

/
-

————I-. "Nouvelle Théorie du déjeuner."” La Mode (avril-juin 1830),
pp. 215-219.

P
---------- Oeuvres complétes. New ed. La Société des études
balzaciemes. 28 vols. Paris: Club de 1l'hométe homme, 1956-1963.

————9——. "Physiologie de la tollette."” La Silhouette (juin-juillet
1830), pp. 8385, 22-23, 25-26.

—————~. "Traité de la vie élégante.” In Sur le dand . Ed. Roger
- Kempf. Paris: Union Générale d'Edition, 1571, pp. 5?-59.
Bandy, W.T., and Claude Pichotis, eds. Baudelaire devant ses

con%ams. Paris: Editions du Rocher, 1957; rpt. Paris: Union
e tion, 1967.

Bandy, William Thamas. "Baudelaire et Edgar Poe." Revue de littérature
comparée, 41 (1967), 180-194.

——ae=————. "Baudelaire et Poe: vers une nouvelle mise au point.”
Revue d'histoire littéraire de la France, 67.(1967), 329-334.

—_——— "Edgar Poe et la dédicace des 'Fleurs du Mal.'"™ Rewvue des
sciences humaines, 85 (1957), 97-100. :

——————. "™he Literary Climate of Paris in 1857." The French Review,
31 (1958), 192-196.

~————-., ™'Les morts, les pauvres morts . . . .'" Rewvue des sclences
h.may”\gs, NS fasc. 127 (1967), 477-480. : o

—_— . "New Liéht: on Baudelaire and Poe." Yale French Studies,
(19.'5;:1), 65-69.

——‘-—-——-, "I;'lhuversaltté de Baudelaire.™ Amnales de la Faculté des
lettres et sciences humaines de Nice, Nos. 4-5 (1968), 25-30.

Barbey  d'Aurevilly, Jules-Amédée. [Article sur le Traité de la vie
elegante de Balzac.] Le Pays, 22 juin 1853.

——+———-. Le XIXe Siécle. Ed. Jacques Petit. 2 vols. Parls: Mercure
de France, 1964.

———— ™y dardysme et de George Brummell." In Vol. II of his

Oeuvres romane s létes. Ed. Jacques Petit. 1966; rpt.
Paris: CEIIEE%, %572‘, PP-. 667-733. _

———————. Qeuvres romane s camplétes. Ed. Jaccjuas Petit. 2 wvols.
"1964-1966; rpt. Parls: '%EII%E, 1977 for wol. I, 1972 far vol.

II.

Barlow, Notman Howard. = Sainte-Beuve to Baudelaire: A Poetic Legacy.
Durham, N.C.: Duke University Press, 1964.




303

Barnett, Richard Lance. "Baudelaire and the Ambiguity of Women."
Renascence, 25 (1973}, 59-66.

Barthes, Roland. "Le .Dardysme et la mode."” In Dandies and Dandyism.
. United State Lines, 1962.

——— - . Le Degré zéro de l'écriture, suivi de Nouveaux Essais
critiques. 1953"'rpt. Paris: Seuil, 1672.

______ . Essais critiques. Paris: Seuil, 1964.

-—

————, "Larjgzge et™étement . " Critique, 142 (1959), 242-252.
--————-. "Les Maladies du costume de théatre." In Essais critiques.
Paris: Seuil, 1964, pp. 53-62.

—— . "Le Théatre de Baudelaire." In Essais critiques. Paris:
Seui}, 1964, pp. 41-47.

Bataille, Georges. La Littérature et le mal. 1957; pt. Paris:
Gallimard; 1975.

Beaumier, Ardre. "Charles Baudelaire et l'esthétique de la décadence."
The Nineteenth Century (March 1911), 527-544.

Beauvoir, Roger de. "Dayid Dick.” Revue de Paris (juin 1834), pp. 273-
292. _ ’

—--————-. "Le Lion d'aujourd'hui.™ La Mode, 11 juillet 1840, pp. 31-
3%. . . -

——-———-.  "Le Pays latin en 1832." Revue de Paris (mars 1832), pp.

Becqg, Annie. "Baudelaire et 'l'Amour de l'Art': la dedicace 'aux
" bourgeois' du 'Salon de 1846.'" Romaptisme, 17-18 (1977), 71-78.

Béguir;, Albert. L'Ame romantique eé le réve: essal sur le romantisme
allemand et.la poesie framcaise. 1939; rpt. Paris: Cortl, 1346.

Beilharz,‘Richard.’ "'Fantaisie' et 'imagination' chez Baudelaire,
Catherine Crowe et leurs prédécesseurs allemands." Amnales de la

Faculté des lettres et sciences humaines de Nice, Nos. 4-5 (1968,
31-40.

Bem, Jearme. -"Psychanmalyse et poétique baudelairiemne." Poétique, 25
(1976), 30-35. -

Benedetto, L.F. "L'Architecture des 'Fleurs du Mal.'" Zeitschrift fur
franzosische Sprache und Literatur, Bard 39 (Marz 1917), 18-70.

Bénichou, Paul. "A ‘propos du 'Guignon': mnote sur le travail poétique
chez Baudelaire.” In Etudes baudelairiemnés III. Neuchatel:
Editions de la Bacomniére, 1373, pp. 232-240.

-



Benjamin, Walter. Charles Baudelaire: .A Lyric Poet in the Era of High
Capitalism. Trans. Harry Zohn. London: NLB, 197/3.

Bemnett, Joseph D. Baudelaire: A Criticism. Princeton: Princetaon
University Press, 1944; rpt. Port Washington, N.Y.: Kennikat
Press, 1969.

Bergamin, José. "Le Satanisme liturgique de Baudelaire." In Journées

Baudelaire. Actes du colloque. Namur-Bruxelles, 10-13 octobre

. ruxelles: Académie royale de langue et de littérature
frangaises, 1968, pp. 141-147,

Bernard, Suzame. "Un Genre moderme: le poéme en prose.” L'Information
littéraire, 12 (1960), 1-8.

——————— Le Poéme en prose de Baudelaire jusqu'a nos _]OLII'S 1959;
rpt. Paris: Nizet, 196..

Bersani, Leo. Baudelaire and Freud. Berkeley University of California
Press, 1977,

304

Berthier, Philippe. "Des images sur les mots, des mots sur les images:

& propos de Baudelaire et Delacroix."” Rewvue d'histoire littéraire

de la France, 80 (1980), 900-920.

Bertrand, Aloysius. Gaspard de la ruit. Ed. Jean Richer. Paris:
Flammarion, 1972. ‘ .

Biermez,, Jean. "Baudelaire, poéte masqué." Rewvue générale, No. 6
{1970), 51-62.

Blanchot, Maurice. "Sur le jourmal intime." La Nouvelle Nouvelle Revue
francaise, No. 28 (1955), 683-691. .

Blin, Georges. Baudelaire. Pref. Jacques Crépet. 3rd ed. Paris:
Gallimard, 1933. ‘

—————— . "Les Fleurs de l'impossible." Rewvue des sciences umaines,
NS fasc. 127 (1967), 461-466.

——————-. Le Sadisme de Baudelaire. Paris: Corti, 1948.

Bodart, Roger. '"D'une certaine schizophrénie." In Journées Baudelaire.
Actes du colloque. Nammr-Bruxelles, 10-13 octobre 1967. Bruxelles:
Académd e royale de langue et de 11ittérature frangaises, 1968, pp.
62-65.

Bois, Jules. "L' l;{flueme de Baudelaire." Le Gaulois, 26 octobre 1902.

Bcnfanttni Mario. \"Baudelaire et Stendhal." Annales de la Faculté des
-5 (1968), 4147,

lettres et sciences hwmaines de Nice, Nos. ,

Bonnier, Hemry. "L'Archétype du poite: Baudelaire." Les Nouvelles

littéraires, 21 novembre 1968, p. 6.



Borel, Petrus. Champavert: contes i{mmoraux. Paris: Editions des
Autres, 1979.

——————— . Madame Put . phar. Pref. Jules Claretie. Paris: Regine
Deforges, 197/2.

Borgal, Clément. "La Métaphysique du dandy." Les Nouvelles littéraires,
21 novembre 1948, pp. 8-9.

Bouillon, J.-P. "Le Critique et la critique." Le Monde, 28 novembre
1968, p. 22.

Boulenger, Jacques. Sous lLouis-Philippe: les dandys. Pref. Marcel
Boulenger. Paris: Paul Ollendorft, 1907.

~~~~~~ . Sous louis-Philippe: les dardys. Paris: Calmamm-Levy,

Bourget, Jean-Loup. "Une lecture des 'Phares.'" 'L'Esprit créateur, 13
(1973), 129-136.

Breton, André. "Charles Baudelaire."” In Anthologie de 1 "humour noir.
Paris: Jean-Jacques Pauvert, 1966, pp. 133-139.

Brillat-Savarin, Jean Anthelme. Physiologie du goit, ou méditations de
gastronomie transcendante. Ouvrage theorique, historique et a

l'ordre du jour, dedie aux gastronames parisiens. 2 wols. Paris:
A. Sautelet, 1826.

——————— . Psysiologie du goGt. Pref. Jean-Frangois Revel. Parls:
Flammarion, 198Z. ,

.Brambert, Victor. "Baudelaire: City ‘Image's and the 'Dream of Stone.'"
Yale French Studies, 32 (1964), 99-105.

——————— "Claustration et infini chez Baudelaire." Ammales de la
Facultée des lettres et sciences hmaines de Nice, Nos.
49-59,

—_————. "'Le Cygne' de Baudelaire: douleur, souvenir, travail." In
Etudes baudelairiemnes III. Neuchdtel: Editions de la Bacomniere,
1973, pp. 254-261.

—_—— . "Lyrisme et dépersomnalisation: 1'exemple de Baudelaire.”
- Romantisme, 6 (1973), 29-37. \

————— The Romantic Prison: The Fremch Tradition. Princeton:
Princeton University Press, 19/8. ‘

Bronne, Carlo. "L'Expatrié en Belgique." Les Nouvelles littéraires, 21
novembre 1968, pp. 8-9.

305



" -

306

Brown, Jotn L. "La Présence de Baudelaire dans les lettres américaines.”
In Journées Baudelaire. Actes du colloque. Namur-Brixelles, 10-13
octobre 1967. Bruxelles: Académie royale de langue et de
littérature frangaises, 1968, pp. 208-215.

Brummell, George Bryan. Male and Female Costume. Grecian arnd Roman
Costume., British Costume fram the Roman Invasion until 1822 and the
Principles of Costume Applied to the Improved Dress of the Present
Day. Ed. Eleanor Parker. Garden City, N.Y.: Doubleday, Doran ard

., 1932,
Bryon, Thomas J. The Sportsman's Campanion for the Turf. . . . Mamel de
1'amateur des courses. . . . (Paris: Galignani, 1827.] .

Buck, August. "Baudelaire und das Problem des Dardysmus."” Archiv fur
Kul turgeschichte, 36, Heft 2 (1954), 231-249.

Burns, Colin A. "'Architecture secréte': Notes on the Secord Edition of
'Les Fleurs du Mal.'"™ Nottingham French Studles, 5, No. 2 (1966),
67-79.

P

—————————— . "Notes on the First Edition of 'Les Fleurs du Mal.'"
Nottingham French Studies, 2, No. 1 (1963), 14-24.

Bush, William, ed. Regards sur Baudelaire. Actes du colloque de London
Canada. The University of Western Ontario, 5-7 avril 1970. Paris:
Minard, 1974,

—————————— . Table ronde présidée par William Bush: "Angélisme et
satanisme chez Baudelaire.” In Regards sur Baudelaire. Actes du
colloque de London, Canada. The University of Western Ontarioy5-7
avril 1970. Paris: Minard, 1974, pp. 113-131.

Butor, Michel. Histoire extraordinaire: essal 'sur un réve de
Baudelaire. Paris: Gallimard, 1961.

Byron, George Gordon Noel (Lord). Poetical Works. Ed. Frederick Page.
New ed. Johm Jump. London: Oxford University Press, 1970.

Cabanés, [le docteur]. "Le Sadisme chez Baudelaire." La Chroni.ggs
médicale, 15 novembre 1902, pp. 725-735.

e

Cabau, Jacques. Edgar Poe. Paris: Seuil, 1977.

"Le Café Tortoni et le Café Desmares.” La Mode (jarmvier-mars 1830), pp.
9-12. g

Camus, Albert. L'Homme révolté. Paris: Gallimard, 1951.

Carassus, Bmilien. Le Mythe du dandy. Paris: Colin, 1971,

Cargo, Robert T. "Baudelaire, the Military, and Paul de Molénes." In
Etudes baudelairiemnes III. Neuchitel: Editions de la Bacomiére,
1373 55-75.

» PP-



307

—————— , ed. A Concordance to Baudelaire's "'Les Fleurs du Mal".
Chapel Hill, N.C.: versity o rolina ss,

——-—;———— comp. Concordance to Baudelaire's "Petits Poémes en prose”
with Complete Text of the Poems. University, Alabama:
. University of Aiabama Press, 1971. -

Cai-lyle, Thomas. Sartor Resartus. On Herces and Hero kbrship Introd.
W.H. Hudson. 1508; rpt. London: Dent, 1975.

Carter, A.E. A propos d'une visite de Baudelaire au chateau de
Versailles." In Etudes baudelairiemnes III. Neuchdtel: Editions
de la Bacomiére, 1973, pp. 26-40. g

——————— . Charles Baudelaire. Boston: Twayne, 1977. v

—————————— . "The Cult of Artifictalitv." University of Toronto
Quarterly, 25 (1955-1956), 452-466. .

Cassou-Yager, Héléne. La Polyxtélence du théme de la mort dans "Les
Fleurs du Mal" de Baudelaire. Paris: Nizet, 1978.

Castex, Pierre-Georges. "Balzac et Baudelaire.” Revue des sciences
humaines, 89 (1958), 139-151.

Cazotte, Jacques. Le Diable qnnrrewc Bd Max Milner. Paris: Gamier-
F’lamnarion 19/9.

-Cellier, Léon. "Baudelaire et George Sard." Revue d*histoire littéraire
de la France, 67 (1967), 239-259. '

——————————— "Baudelaire et l'enfance." Anmnales de la Faculté des
lettres et sciences lumaines de Nice, Nos. 4-> (19681, 67-/7.

uuuuu . "D'une rhétorique profonde: Baudelaire et 1'oxymoron."
Cahiers intemationaux de symbolisme, 8 (1965), 3-14.

—————— . "'Les Phares' de Baudelaire: etude de structure." Revue
des sciernces humaines, 31, No. 121 (1966), 97-103.

{

Chadbounme, Richard M. "The Generation of 1848: Four - Writers and Thet
Affinities." Essays in French Literature, No. 5 (1968), 1-21.

Chadourne, Marc. "'Melmoth' et le pacte inferndl."” La Revue de Paﬁs,
75 (1968), 8-14.

Chambers, Ross. "The Artist as Performing Dog." Camparative Literature,
23 (1971), 312-324. -

’

—————————— . "Trois pay;ages urbains: les poémes’ liminaires des
'Tableaux parisiens.’'®™ Moderm Philology, 80, No. 4 (1983}, 372-389.

Chapus, Bugéne. Théorie de l'élégance. Paris: Comptoir des imprimeurs-
unis, 1844, .




308

Chastaing, Maxime. "Audition colorée." Vie et langage, 54, No. 105
11960), 631-637.

Chategubriand, Frangois-René de. Atala. René. Pref. Pierre Reboul.
1964; rpt. Parls: Garnier-Flammarion, 19/76.

—————— . Memoires d'outre-tombe. Ed. Maurice levaillant. 2nd ed. 2
vols. 194Y; rpt. Paris: Flammarion, 1964.

Chérel, Albert. "L'Egoisme des poétes." Revue des travaux de l'Académie
des sciences morales et politiques (2e semestre 1951), 63-/1.

Cherix, Robert-Beroit. Essal d'une critique intégrale: oﬁmnentaire des
"Fleurs du Mal". Geneve: Droz; Paris: Minard, 1962.

Christ, Yvan. "Photo, fleur du mal?"™ La Table rorde, 232 (1967), 91-96.

Clancier;, Georges-Emmanuel. "L'Héritage de Baudelaire chez les
modernes.” In Journées Baudelaire. Actes du colloque.  Namur-
Bruxelles, 10-13 octobre 196/. Bruxelles: Académie roydle de
langue et de litterature francaises, 1968, pp. 225-231.

Cocking, J.M. "The Texture of Sensibility in 'Les Fleurs du Mal.
Essays in French Literature, No. 6 (1969), 18-35.

Cohen, Jean. Structure du langage poettque 1966; rpt. Paris:
Flammarion, 19/8.

»

v—» i
Coleridge, Samuel Taylor. The Poems of Samuel Taylor Coleridge. Ed..
Ernest Hartley Coleridge. 1912; rpt. Oxdord: = Oxftord University

Press, 1964. AT .

Collet, Francis. "Le Dsrd’ysme'de Bq{.delaire dans les 'Petits Poémes en
prose (1862).'" L'Ecole des lettres, 75, No. 11 (1984), 21-27.

[Courgg; de chevaux a (hantilly] Revue de Paris (mai _1834), pp. 206-

Crastre, Victor. Poésie et mystique Neuchatel. Editions de la
* Bacomiére, 1966. :

Creed, El{izabeth. be Dardysme de Jules Barbey d'Aurevilly. Paris:

Droe,- 1938

Crepet, BJgere Charles Baudelaire: eétude blographique. Rev. Jacques
Crépet. Paris:  Vanier editeur, Messein successeur, 1906.

Crépet, Jacques, .aﬁd Claude Pichois, eds. Baudelaire et Asselineau.
Paris: Nizet, 1953. .

(Custine, Astolphe de]. 'bbeurs etrangeres. Lettre écrite de Londres."
. La Mode (jarvier-mars 1830), pp. 121-125. '

"Les lhrdys Revue de Paris (mars 1832), pp. 262-263:




309

- Davin, Antonia, and Raymond Pouilliart. "Baudelaire et Agrippa
d'Aubigné: 1'épigraphe des 'Fleurs du Mal.'" Les lettres romanes,
30 (1976, 76-82. :

Dedet, Christian. "Le Support d'un mythe." Les Nouvelles littéraires,
21 novembre 1968, p. 9.

S

Dédéyan, Christian. "Baudelaire et Dieu." Points et contrepoints
(décembre 1967), 16-19.

Deguy, Michel. "L'Esthétique de Baudelaire.” Critique, 243-264 (1967),
695-717.

Delabroy, Jean. "Platon chez les dandies. Sur 'Le Portrait de Dorian
Gray' d'Oscar Wilde." Littérature, No. 25 (1977), 42-63.

Delesalle, Jean-Frangois. "Baudelaire rival de Jules Janin?" In Etudes
baudelairiemmes III. Neuchatel: FEditions de la Bacomieéere, 1973,
pp. &41-53.

----------- "'Le Doigt de Dieu': un conte inédit de Baudelaire.”
Bulletin baudelairien, 21, No. 3 (1986), 83-95. .

Delille, Edward. "Baudelaire: The Man." The Fortnightly Review, 1 June
1891, pp. 977-984. :

Démoris, René. ™Hiérarchie et dualisme dans la critique picturale chez
Baudelaire." Nottingham French Studies, 8, No. 2 (1969), 69-82.

Deriege, Félix, Physiologie du lion. Illus. Gavarni and Daumier.
Paris: ,J. Delahaye, 184/.

Desjardins, Jean {pseud. J. Flavien). "La Demi-soeur de Baudelaire." Le
Cramérien, 1€T avril 1971.

Didier, Béatrice. '"Une Economie de l'écriture: 'Fusées' et 'Mon coeur
mis 4 mu.'" Littérature, No. 10 (1973), 57-64.

_ Dondey, Théophile [pseud. Philothée O'Neddy]. "Dandysme."” In Feu et
flamme . Ed. Marcel Hervier. Paris: Editions des presses
Francaisks, 1926, pp. 34-37.

Dreyfus, Frangols G. Le Temps des révolutions: 1787-1870.  Paris:
Larousse, 1968. - ] -

Drost, klolfgang. "De 1a critique d'art baudelairfemme.” Amnales de la
Faculte des lettres et sciences humaines de Nice, Nos. 4-5 (1968),
75-88.

Du Bos, Charles. -"Introducbtion 4 'Mon coeur mis &8 nu.'" In

Approximations: quatriéme série et cinquieme série. Paris:
Editions Correa, 1948, pp. 1/-105.




Du Méril, Edelestand. "'Du dardysme et de G. Brummel  sic!,' par J.-A.
Barbey d'Aurevilly."™ Rewvue de Paris, 15 avril 1845.

Dupeyron, Georges. "Baudelaire et le sens de l'humain.” Europe, 45,
Nos. 456457 (1967), 170-176.

. Du Puy de Clinchamps, Philippe. Le Snobisme. 3rd ed. Paris: FPresses
- Universitaires de Framce, 1974.

Diron, Jacques. "Destin de Baudelaire." Revue des sciences humaines, 89
(1958), 59-79. .

Durry, Marie-Jeame. “Autour du poéme' en prose." Mercure de France, 273
(1937), 495-505.

"The Dynasty of Dandies."” The Literary Gazette, 26 September 1818, pp.
620-621.

Editorial. L'Europe littéraire, jourmal de la littérature nationale et
étrangére, 1°r mars 1833, p. 1.

Eigeldinger, Marc. T"Baudelaire et la conscience de la mort.” Etudes
littéraires, No. 1 (1968), 51-65. ° )

----------- "Baudelaire et l'alchimie verbale." In Etudes
baudelairiemnes II. Neuchdtel: Editions de la Bacomniére, 1971,
pp. 81-98. .

—————— .  "Baudelaire et le réve maitrisé." Romantisme, 15 (1977},

——————— Le Platonisme de Baudelaire. Neuchatel: Editions de la
Bacomniere, 1952. '

—————, ".a Symbolique solaire dans la poésie de Baudelaire." Rewvue
d'histoire litteraire de la France, 67 (1967), 357-374.

Eliade, Mircea. Le Mythe de 1l'étermel retour. 1969; rpt. Paris:
Gallimard, 1975.

Eliot, T.S. Selected Essays. London: Faber and Faber, 1969.

Emmanuel, Plerre. "Allocution." In Journées Baudelaire. Actes du
col.lpque. Namur-Bruxelles, 10-13 octobre 196/.. Bruxelles:
Académie royale de langue et de littérature frangaises, 1968, pp.
12_13. )

Namur-Bruxelles, 10-13 octobre 1967. Brnuxelles: Académie royale de
langue et de littérature frangaises, 1968, pp. 167-175. .

~————-. Baudelaire. Paris: Desclée de Brower, 1967.

—-———-. "Allocution." In Journées Baudelaire. Actes du colloque.’

310



311

—————— . "Baudelaire et nous." Revue des sciences humaines, .23, No.
83 (1958), 153-165.

—————— . Baudelaire, la ferme et Dieu. Paris: Seuil, 1982.

—————— . "La Difficulté d'étre.” Preuves, 214 (1968), 5-13.
Engstrom, Alfred. "Baudelaire's Title for 'Les Fleurs du Mal.'™ Orbis
litterarum, No. 12, fasc. 3—4 (1957), 193-202.

Escholier, Raymond. "Baudelaire, carabinier, ou la révolution dans 1'Ile
Saint-Louis.” Europe, 45, Nos. 456-457 (1967), 46-52.

Espalieres, [le camardeur d'!. ™.es Lions a'autrefois." la Mode, &
juillet 1840, pp. 1-4. -

Esteban, Claude. "Le, Regard de Baudelaire.® La Neuyelle Revue
frangaise, 33 (mars 1969), 430-440.

"Etudes de moeurs: les affectations.” Revue britamnique ou choix
d'articles traduits des meilleurs écrits periodiques de la Grande-
Bretagne (aout 1837), pp. 150-155.

"Extraits des mémoires d'un lion." La Mode, -15 juin 1842, pp. 384-390.

Fairlie, Alison. "Observations sur les 'Petits Poémes en prose.’'" Revue
des sciences tmmaines, NS fasc. 127 (1967), 449—460 .

—————————— . "Quelques remarques sur les 'Petits Poemes en prose e
Amales de la Faculté des lettres et sciences humaines de Nice,
-Nos. 4-5 (1968), 89-9/.

"Un Faux Penseur." Lle Temps, 2 mai 1920.

Ferran, André. "Baudelaire juge de Baudelaire.” Rewvue d'histolre
littéraire de la France, 36 (1929), 447-457.

—-———~. L'Esthétique de Baudelaire. Paris: Hachette, 1933; Ipt.
Paris: Nizet, 1968. .

Feuillerat, Albert. "L'Architecture des 'Fleurs du Mal.'" In Studies by
" Members of the French Department of Yale University. rt
Feuillerat. New H.aven Yale University Press, 1941.

-------- . Baudelaire et la belle aux cheveux d'or; New Haven: Yale
Univers{ty Press, 1941.

Flaubert, stave. Madame Bovary. Pref. Maurice Nadeau. Paris:
Galligard, 1978, . :

A

Florenne, Yves. "La Muse plastique de Baudelaire: critique et
creation." La Revue des deux mondes (mars 1971), 571-579.




./ 3

31

Follain, Jean. "Réactions et contradictions chez Baudelaire.” In_

Journées Baudelaire. Actes du colloque. Namur-Bruxelles, 10-13
octobre 1387. Bruxelles: Académie royale de langue et de
ltttérature frangaises, 1968, pp. 87-91.

Fondane, Benjamin. Baudelaire et l'expérience du gouffre. Paris:
Seghers, 1947. .

"'Fortunio,' par M. Théophile Gautier." Rewvue francaise .(juillet 1838), '

pp.' 373-377.

fouchet, Max-Pol. "Bandelaire ou le héeros wvaincu." Les Nouvelles
littéraires, 13 avril 1967, pp. 1, 7.

—————————— . "Un Prophéte de l'art d'aujourd'hui.” Les Nouvelles
lictéraires, 21 novembre 1968, pp. A-1, 18-D.

Fowlie, Wallace. "Baudelaire: The Begiming of a World.” In Regards
sur Baudelaire. Actes du colloque de London, Canada. gIﬁe
University of Western Ontario, 5-7 avril 1970. Paris: Minard,
1974, pp. 11-26.

Frémy, Armould. "Le Roi de la mode.® Revue de Paris (octobre 1836), pp.
255-272.

Galand, René. Baudelaire: poétiques et poésie. Paris: Nizet, 1969.

————— . "Baudelaire's Formulary of the True Aesthetics." In
Baudelaire as a love Poet and Other Essays. Ed. Lois Boe Hyslop.
University Park, Perm.: The Pemnsylvania State  University Press,
1969, pp. 41-64.

——————————— "Baudelaire's Psychology of Play." The French Review, -

Special Issue No. 2 (Winter 1971), 12-19.

—-———-. "Une Enigme baudelairieme ["J.G.F.™ dans la lettre-préface
des "Paradis artificiels™]." The Romanic Review, 58, No. 2 (1967),

77-82.

Gascht, André. "lLa Poésie et le sens de 1'humain.” Le Thyrse (février
1953), 54-66.

Gautier, Théophile. "Charles Baudelaire." In his Souvenirs romantiques.
Introd. Adolphe Boschot. Paris: Garnier, 19295, PP- 253:3251, §§3_
.356. °

————-. "Le Club des hachichins.” In Les Paradis artificiels par

Charles Baudelaire. Précédé de La Pipe d'opium, Le Hachich, Le Club

des hachichins par Théophile Gautier. Ed. Claude Pichols, ~ 1961;
rpt. Parls: Gallimard, 1977, pp. 43-66.

————-. Contes fantastiques. Pref. Hubert Juin. Paris: Union
Générale d"Fditions, I§73<. ’




313
—————. Fortunio. Nouvelle édition. Paris: H.L. Delloye, 1840.

—————— . Histoire du romantisme. Suivie de Notices romanti s et
d'une Etude sur la poeste—fwancaise 1830-1868. Nouvelle ﬁc{m\.
Paris: Charpentier, [18/4]. ’

---------- . Les Jeunes-France, romans goguenards, suivis de Contes
humoristiques. Parls: Charpentier, 1878,

—-———-. Mademoiselle de Mawpin. Introd. Geneviéve van den Bogaert. -
Paris: Gamier-Flammarion, 1966.

--------- —-. "Mort de Baudelaire."™ ' In his Souvenirs rm:ahti' S.
Introd. Adolphe Boschot. Paris: Gamier, 1923, pp. 262-268, 5;2_
© 353,

———— Poésies camplétes. Fd. Reré Jasinski. 3 wols. Paris:
: Firmin-Didot, 1932. ;

—_——— Le Roman de la momie. Pref. Geneviéve van den Bogaert.
Paris: Gamier-Flammarion, 1966. :

Geffroy, Gustave. "Le Morument de Baudelaire."” Le Gaulois, 13 septembre
1892. '

George, Fernarde M. de. "The Structure of Baudelaire's 'Petits Poémes en
prose.'"™ L'Esprit createur, 13 (1973); 144-153.

Gilman, Margaret. Baudelaire the Critic. New York: Columbla University
Press, 13943; rpt. New York: Octagon Books, 1971.

—————————— .  "'Les Fleurs du Mal' in 1957." The French Review, 31
(1958), 196-203. <

Godfrey, Sima. "The Dardy as Ironic Figure." Sub-Stance, No. 36 (1982),
21-33, .

Graaf, D.A. de. "Een sleutel tot Baudelaire's 'Dandysme.'"™ Rewvue des
langues vivantes, No. 5 (1958), 428-430.

Grava, Armolds. L'Aspect métaphysique du mal dans l'oeuvre littéraire de
Charles Baudelaire et d'Edgar Allan Poe. Lincoln, Neb.: University
of Nebraska Studies, 1956.

—————— . "L'Intuition baudelairiemne de la réalité bipolaire."™ Rewvue
des sciences humaines, NS fasc. 127 (1967), 397-415.

Guiette, Robert. "Baudelaire et le poéme en prose."” Revue belge de
philologie et d'histoire, 42, No. 3 (1964), 843-852. )

—_— "Des 'Paradis artificiels' aux 'Petits Poemes en prose.'"
In Etudes baudelairiennes III. Neuchatel : Ed{tions de la
Bacorniere, 19/3, pp. 1/8-184.




314

—————-. "Vers et prose chez Baudelaire." In Journeées Baudelaire.
Actes du colloque. Namur-Bruxelles, 10-13 octobre 196/. Brnuxelles:
Académie royale de langue et de littérature frangaises, 1968, pp.
36-46.

Guillaume, Alfred J. "Conversation with Léopold Sédar Senghor on His
Poetry and Baudelaire's." The French Review, 52 (1979), 839-847.

-

Hac'kett, C.A. "Baudelaire and Samuel Cramer." Australian Jourmal of
French Studies, 6 (1969), 317-32S.

¢

Hambly, Peter. "The ‘Structure of 'Les Fleurs du Mal':  Another
Suggestion." Australian Jourmal of French Studies, 8, No. 3 (1971),
269-296.

Hamburger, Michael. "Kindische Utopie und brutale Tauschung:
' Ammeriamgen tiber Baudelaire und die Geschichte eines Dilemmas.”
Akzente, 9 (1962), 304-321.

------ ~~. The Truth of Poetry: Tensions in Modern Poetry fram
Baudélaire to the 1960s. Harmondsworth: Pelican Books, 19727.

Hassan, Thab H. "Baudelaire's 'Correspordances': The DPialectic of a
Poetic Affinity." The French Review, 27 (1954), 437-445.

Haswell, Henry. "Baudelaire's Self-Portrait of Poe: 'Edgar Allan Poe:
sa vie et ses ouvrages.'"” Romance Notes, 10 (1969), 253-260.

Haulleville, Alphonse de. "La Vole triomphale." Le Vingtiéme Siécle, 31
' juillet 1934, -

Heck, Francis S. "Baudelaire's 'La Fanfarlo': An Example of Romantic
Irony." The Fremch Review, 49 (1976), 328-336.

—_——. "Montaigne and Baudelaire on Death. A Study in Contrast."
Neuphilologische Mitteilungen, 83, No. 2 (1982), 127-131.

Hérisson, Charles D. "A propos de Baudelaire en 1841-et 1842." Mercure
de France, 338 (1960) G4A9-475. '

—-———-. "L'Imagerie antique dans 'Les Fleurs du Mal.'" Amnales de
la Faculté des lettres et sciences humaines de MNice, S.
(1968), 99-112. ;

[Hilaire, BEmile Marc. Pseud. Emlle Marco de Sainb—Hilaire] L'Art
fumer et de ser sans dé laire aux belles, ensei en 14 1
vec une notice etymo que, que, tique, que,
politique, hygiénique, scient:ifique et lyrique, sur le tabac, la
tabatiere, la pipe et le cigare. Paris: Les Marchands de
nouveautas, 1827. ‘



315

{--—<———]. L'Art de mettre sa cravate de toutes les maniéres conmues "

et usitées, enseigne et demontre en seize lecons. Par le Baron

"Emile de L'Empese. Ouvrage indispensable a tous nos fashionables.
Paris: La Librairie universelle, 1827.

e ——— ]. L'Art de ne jamais déjeuner chez soi, et de diner toujours
chez les autres; enseigne ‘en huit lecons, indiguant les diverses
recettes pour se faire inviter tous les jours, toute l'amee, toute
Ta vie. Par feu M. le Chevalier de Mangerville. Parls: La
[Ibrairie universelle, 1827.

{—————]. L'Art de paver ses dettes et de satisfaire ses créanciers,
sans débourser un sdu, enseigne en dix lecons; ou mamuel du drolt
commercial, a ITusage des gens ruines. Deuxieme edition. Paris:
La Librairie universelle ({Imprimerie de H. Balzac), 1827.

r

{-~~-————-]. L'Art de réussir en amour, enseigné en 25 legons; ou
nouveaux secrets de triompher des femmes, et de les fixer. Deuxieme
edition. Parls: La Librairie frangaise et etrangere, 1326.

Hofmarm, Werner. "Baudeldlre et la caricature." Preuves, 207 (1968),
3843,

Houssaye, Arséne. "Baudelaire." Le Gaulois, 5 octobre 1892,

Howells, Bernard. "Baudelaire: Portrait of the Artist in 1846." French
Studies, 37, No. 4 (1983), 426-439. - -

Hubert, Judd D. "Baudelaire's Rewolutionary Poetics.” The Romanic
Review, 46 (1955), 164-177. ’

Hubert, Renée Riese. "La Technique de la peinture dans le poéme en prose
[A. Bertrand, Baudelaire, Rimbaud]." Cahiers de l'association
intermationale des études francaises, No. 18 (1966), 169-178.

Huysmans, Joris-Karl. A rebours. Ed. Marc Fumaroli. Paris:' Gallimard,
1977. - .

- —

Hyslop, Lois Boe, ed. Baudelaire as a lLove Poet ard Other Essays..

University Park, Perm.: The Pensylvania State University Press,
1969.

——————-, Baudelaire: Man of His Time. New Haven, Comn.: Yale
University Press, 1980. :

————, " laire's "'Elévation' ard E.T.A. Hoffmarm." The French
Review, (1973), 951-959.

Illyés, Gyula. "La Legon poétique de Baudelaire wvue par un poéte
étranger." In Journées Beudelaire. Actes du colloque. Namur-
Bruxelles, 10-13 octobre 1967. Bruxelles: Académie royale de
langue et de littérature frangaises, 1968, pp. 32-35.




316

Isay, Raymond. "Le Printemps de Baudelaire." La Rewvue des deux mondes
(1T juillet 1957), 85-14Q1. -

Jackson, R.F. "Bawdelaire, 'Le Gouffre' and the Critics.™ Australian
. Joaomal of French Studies, 11 (1974), &41-53.

James, Henry. "Charles Baudelaire (1876)." In Selected Literary
Criticism. Ed. Morris Shapira. Harmondsworth:  Penguin Books,
1568, pp. 53-59. .

Jardin, André, and André-Jean Tudesq. La France des notables. 2 vols.
Vol VI and Vol. VII of Nouvelle Histoire de la France contemporaine.
Paris: Seuil, 1973.

Jenson, Victor. Genése du spleen baudelairien: essai d'interprétation.
Roma: Edizioni dellTAteneo, 1982. .

Jeremy, Joln. "Samuel Cramer—Eclectic or Individualist?"” Nottingham
French Studies, 20, No. 1 (1981}, 10-21. '

Jesse, William. The Life of George Brummell, Esq., Cammonly Called Beau
Brumell. 2 vols. 1844; rpt. London: John C. Nimmo, 1886.

Johainet, René. "Baudelaire asocial."” Ecrits de Paris (avril 1958), 32-
39.

—————-. "Baudelaire prelogique." Ecrits de Paris (octobre 1958),

----------- "Un Mystérieux Voyage a Chiateauroux."” Le Figaro, 11
décembre 1926. _

Johnson, Barbara. Défigurations du %gr_xggge__go_éfy%.e: la_seconde
révolution baudelairiemne. Paris: ammarion, .

Joiner, Lawrence D., and Elizabeth G. Joiner. "Baudelaire's 'Un Voyage &
Cythére' as a Demonic Epiphany." Romance Notes, 17 (1977), 76-79.

Journées Bawdelaire. Aétas du colloque. Namur-Bruxelles, 10-13 octobre
~ 1967. . Bruxelles: Académie royale de langue et de littérature
frangaises, 1968. : .

Jouve, Plerre Jean. "Ammiversaire . . . et l'avare silence et la massive
uit.” Revue d'histoire littéraire de la France, 67 (1967), 225-
226.

Juin, Hubert. "Baudelaire, le démocrate et le tyran." In Vol. Il of
Lectures du XIX® siécle. Paris:. Union Générale d'Editions, 1977,
w. 259-273. * :

_. Lectures du XIX® siécle. - 2 vols. Parls: Union Générale
d'Edicions. 19761977, ~




.
1 4

Julia, Dominique. "Baudelaire, fils d'un prétre." La Quinzaine
littéraire, No. 75 (15-30 juin 1969), 14-15.

Kelley, D.J. "Deux aspects du_'Salon de 1846' de Baudelaire: ’ la
dédicace aux bourgeois et la couleur.” Forum for Modern Language
" Studies, 5 (1969), 331-346.

. L] ’
Kempf, Roger. Dandies: Baudelaire et Cie. Paris: Seuil, 1977.

——————— "Du délire et du rien.” In Sur le da me. Ed. Roger
Kempf. Paris: <Union Générale d'Edition, 15971, pp. /-29

—————— , ed. Sur le dardysme. Traité de la vie élégante par Balzac.
Du dandysme et de George Brummell par Barbey d'Aurevilly. Le
Peintre de la vie moderme par, Baudelaire. Parls: Union Générale
d'Edition, 1971. ,

Kies, Albert. "Baudelaire et les monstres." Bulletin baudelairien, 6,
No. 2 (1971), 10-14.

——————— Etudes baudelairiemmes. Louvain: Nawwelaerts, 1967.

——————— "‘Ils marchent # devant moi, ces Yeux pleins de lumiéres
. .. -.'"‘ In Etudes baudelairiemmes III. Neuchatel: Editions de
la Bacomiere, 1973, pp. 114-12/.

317

King, Russell S. "Dialogueein Baudelaire's Poetic Universe." L'Esprit

créateur, 13 (1973), 114-123.

——————— "The Poet as Clowrr: Variations on a Theme in XIXth-Century
French Poetry." Orbls litterarum, No. 3 (1978), 238-252.

————— . "Syntactic Compensations in the Two Versions of Baudelaire's

'L'Imvitation au’ voyage.'" Nottingham French Studies, 12, No. 1
(1973), 22-32. .

Klein, Richard J. "Baudelaire and Revolution: Some Notes." Yale French

Studies, 39 (1967), 85-97.

—————————— . "'Bénédiction'/'Perte d'auréole': Parables of
Interpretation.” Modermn Language Notes, 85 (1970), 515-528.

Kopp, Robert, and Claude Pichois. "Baudelaire et le haschisch.

‘Expérience et documentation.% Rewvue des sciences umaines, NS fasc.
127 (1967), 467-476.

Kremen, B.H. "Baudelaire's Celestial Décors." Philological Quarterly,
47 (1968), 237-252. - ) .

Kuhn, Reinhard. The Demon of Noontide: Enmul in Western Literature.
Princeton: Princeton University Press, 19/6.

Kunel, Maurice. Baudelaire en Belgique. Liége: Soledi, 1944.




-

——————— Cing _Journées avec Ch. Baudelaire. Liége: Aux éditions de
"vigie 30,% 1932.

Laere, Frangols van. "Baudelaire et Balzac."” In Jourmées Baudelaire.
Actes du colloque. Nammr-Bruxelles, 10-13 octobre 196/. Bruxelles:
Académie royale de langue et de littérature frangaises, 1968, pp.
181-191.

\

Laforgue, Jules. Mélanges posthumes. Paris: Mercure de France, 1919.

Lassailly, Charles. Les Roueries de Trialph, notre contemporain avant
son suicide. Paris: Editions Plasma, 19/8.

La Varerde. "Du Dardysme." Les Cahiers aurevilliens (juin 1939); rpt.
Genéve: Slatkine Reprints, 1972, pp. 27-34.

Lawrence, David Herbert. "Edgar Allan Poe." In Studies in Classic
American Literature. Harmondsworth: Penguin Books, 19/1, pp. /0-
‘88-

/beakey, F.W. Baudelaire and Nature. New York: BRarmes and Noble, 1969.

f ——————— "Les Esthétiques de Baudelaire: le 'systéme' des armées
: 1844-1847." Revue des sclences humaines, NS fasc. 127 (1967), 481-
496,

---------- . "Pour une étude chronologique des 'Fleurs du Mal':
'Harmonie du soir.'"™ Revue d'histoire littéraire de la France, 67
(1967), 343-356.

Lebois, Ardré. "Prestiges et actualité des 'Petits Poémes en prose' de
Baudelaire." Archives des lettres modernes, No. 18 (1958), 1-32,

Le Bris, Michel. "Les Masques de Satan. Le roman gothique arglais:

avatar du siécle des Lumiéres ou perversion romantique?” Le Nouvel

Observateur, 12 mars 1979, p. 80.

Le Dantec, Yves-Gérard. "La Poétique des 'Fleurs du Msl.'"™ Revue des

sciences tumaines, 23, No. 89 (1958), 95-109.

S — "Une Architecture secréte." Les Nouvelles ltttéra’ires, 6
Julp 1957, p. 5.

Lefebve, Maurice-Jean. "Discordances baudelairiennes et déraison
poeci.que " _In Jownées Baudelaire. Actes du colloque. Namur-
Bruxelles, 10-13 octobre 1967. Bruxelles: Académie royale de
langue et de littérature frangaises, 1968, pp. 92-103.

—————-. "Sumaturalité et époché baudelairiemnes."” Amnales de la

Faculté des lettres et sciences humaines de Nice. Nos. 4-5 (1968,
75130 /

Lemaire, Michel. Le lh;m{}_;'-_% de Baudelaire & Mallarmé. Montréal: Les
Presses de 1'Universite ; Paris: Klincksieck, 1978.

.

318



3189

Lemaitre, Jules. "Barbey d'Aurevilly.” In Les Contemporains: études et
portraits littéraires. Quatrieme série. Parls: H. Lecene et H.
Oudin, 1889, pp. 43-61.

Lepage, Jacques. "L'Abime camplice.” Marginales, 23, No. 122 (1968),
52-61.

Leroy, Claude. "L'Ecrivain en habit dandy.”™ Revue des sciences
humaines, NS fasc. 150 (1973), 261-276.

Levaux, Leopold. Les Masques de Baudelaire. Bruxelles: n.p., 1938.

leviomois, Louis. "De la dédicataire des 'Paradis artificiels.'"
Bulletin baudelairien, 12, No. 2 (1977), 3-18.

Lirdberger, Orjan. "De l'architecture dans 'Les Fleurs du Mal.'" Studia
neophilologica, 28, No. 2 (1956), 244-248.

Lloyd, Rosemary. Baudelaire's Literary Criticism. Cambridge: Cambridge
University Press, 1981.

Lockspeiser, Edward. "Baudelaire and Music.” The Yale Review, 59
(1970), 498-506.

Loisy, Jean. T"Baudelaire, prés de nous." Points et contrepoints
(décembre 1967), 3-9.

Lyons, John D. "A Prose Poem in the Nominal Style: 'Un Hémisphére dans
une chevelure.'" L'Esprit créateur, 13 (1973), 137-143,

Magne, Emile. "La Maladie et la mort de BRaudelaire." La Chronique
© médicale, 1°T décembre 1907, pp. 770-772.

Mamoni, O. Clefs pour 1l'imaginaire ou l'autre scéne. Paris: Seuil,
1969. :

Marchiori, Giuseppe. Delacroix: The Life and Work of the Artist
Illustrated with 80 Colour Plates. London: Thames and Hudson,
1969. )

Massin, Jean. Baudelaire entre Dieu et Satan. Paris: Julliard, 1946.

Maturih, Charles Robert. Melmoth the Wanderer: A Tale. Ed. Alethea
Hayter. Harmondsworth: Renguin Books, 1977.

Mauron, erlés. Le Dermmier Baudelaire. New ed. 1966; Paris: Corti,
1973.

—— Des métaphores obsédantes au mythe persomel. Introduction
a la psychocritique. Paris: Cortl, 1963.

—————————— . "La Personnalité affective de Baudelaire." Orbis
litterarum, No. 12, fasc. 34 (1957), 203-221.



320

' ~
—————, ' . "Premiéres Recherches sur la structure inconsciente des

'Fleurs du Mal.'®™ Ammales de la Faculté des lettres et sciences
hamaines de Nice, Nos. 4> (1968), 131-13/.

Maya, Tristan. "D'un essai de définition de l'lumour noir." Synthéses,
Nos. 217-218 (1964), 350-360.

Mc@regor, Rob Roy. "Is Baudelaire's 'Bénédiction' Christian and
Biblical?" Romance Notes, 11 (1969), 278-285.

Mendés, Catulle. "Bawudelaire, une ruit." Le Figaro, 2 novembre 1902.

Mérimée, Prosper. Nouvelles camlétes. Ed —Rierre Josserand. 2 vols.
Paris: Gallimard, 1964-1965.

Michaud, Guy. "Baudelaire devant la nouvelle critique." Amnales de la
Faculte des lettres et sciences humaines de Nice, Nos. 4-5 (1968),
139-154.

Michaut, [le docteur]. "Caomment est mort Baudelaire.” La Chronique
médicale, 15 mars 1902, pp. 186-190.

Mickel, Emanuel J. "Baudelaire's Changing View of the Artificial
Paradises.” Romance Notes, 12 (1971), 318-325.

Milhaud, Gérard. "Baudelaire au sortir de sa jeunesse." Burope, 45,
Nos. 456-457 (1967), 41-46. -

Milner, Max. Baudelaire: enfer ou ciel, qu'importe!. Paris: Plon,
1967.

N
—————~. "Baudelaire et 1'Eros noir."” In Jour/nées Baudelaire. Actes

du colloque. Namur-Bruxelles, 10-13 octobre 1567. Bruxelles:
Académie ruyale de langue et de littérature frangaises, 1968, pp.
123_131. :

——————————— Le Diable dans la littérature francaise de Cazotte a

320

Baudelaire: 1//2-1861. 2 vols. Paris: Corti, 1960.

-==~~———. "La Poétique de la chute.” In Regards sur Bawdelaire.
Actes du colloque de London, Canada. The Unfversity of Westemn
Ontario, 5-7 avril 1970. Paris; Minard, 1974, pp. 85-107.

"Modes d'hommes." Le Charivari, 21 janvier 1833, pp. 2-3.

Moers, Ellen. The Dardy: Bnmueil to Beerbolm. London: Secker and
Warburg, 1960.

Montel, Frangois. "Baudelaire révolutiomnaire.” Le Figaro, 8 aolt 1925.

[Moore, Thcmas]. The Family in Paris. Edited by Thanas Brown, The
Younger, Author Post-Bag. 7th ed. London: Longman,
Hurst, Rees, Ormme, ’ .




't 44

Mora, Edith. "Baudelaire et la femme."” In Journfées Baudelaire. Actes
du colloque. Namur-Bruxelles, 10-13 octobre 1967. Bruxelles:
Académie royale de langue et de littérature frangaises, 1968, pp.
112-122. ~ '

Moreau, Pierre. "Baudelgire et l'évasion.” Rewvue des sciernces humaines,
NS fasc. 127 (1967), 381-395. .

——————————— "En marge du 'Spleen de Paris.'"™ Revue d'histoire
littéraire de la France, 59 (1959), 539-543.

——————— "La Tradition francaise du poeme en prose avant Baudelaire."
Archives des lettres modermes, Nos. 19-20 (1959), 1-52.

Morgan, [Miss Sydney Owenson, plus tard Lady\lhanas Charles;. La France.
2 vols. Paris et Lorndres: Treuttel et Wirtz, 1817.

—————— . La France en 1829 et 1830. Traduit par Mlle A. Sobry. 2
vols. Paris: H. Fourmier, 1830.

Morice, louis. "La Vie antérieure." Etudes littéraires, No. 1 (1968),
29-49. .

Moss, Armand. Baudelajre et Madame Sabatier. Paris: Nizet, [1978].

Mossop, Deryk Joseph.. Baudelaire's Tragic Hero: A Study of the
Architecture of "Les Fleurs du Mal". London: Oxford University
Press, 1961.

—————— . Pure Poetry: Studies in French Poetic Theory and Practice
1746 to 1945. Oxford: Oxford University Press, 197%.

Mounin, Georges. "Baudelaire devant une critique structurale."” Amnales
de la Faculté des lettres et sciences humaines de Nice, Nos. 45
(1968), 155-160.

Mouguet, Jules, and W.T. Bandy. Baudelaire en 1848. La Tribme
nationale. Paris: Emile-Paul freres, 1546. ‘

Mirger, Henri. Scénes de la vie de bohéme. Ed. Francoise Geisenberger.
Paris: Julliard, 1964.

Musset, Alfred de. "Mardoche." In Poésies complétes. Paris:
Charpentier, 1850, pp. 109-131.

Nardis, Luigi de. "En marge d'une étude de Walter Benjamin sur
'Baudelaire et Paris.'"™ Amnales de la Faculté des lettres et
sciences twmaines de Nice, Nos. 4-5 (1968), 161-171.

Neckclothitania or Tietania, Being an Essay on Starchers. By One of the
Cloth. London: Stockdale, 1318.

Neugeister, Sebastiarf. Der Dichter als Dandy: Kafka, Baudelaire, Thomas
¢ Bernhard. Minchen:  Wilhelm Fink, 1973.

p



322

Newman, Barmett. "Pour la critique passiomnée."” Preuves, 207 (1968),
W47,

[Nisard, Désiré]. "'Contes d'Espegne et d'ltalie,' par M. Alfred de
Musset.™ Journal des débats politiques et littéraires, 8 avril
1830. ,

Oehler, Dolf. "Le Caractére double de l'héroisme et du beau modermes: a
propos de deux faits divers cités per Baudelaire en 1846." In
Etudes baudelairiemes VIII. Neuchiatel: Editions de la Bacomiére,

’W' -

Olivier, Paul. "Baudelaire et le dardysme.” In Analyses et réflexions. -
By Paul-Laurent Assoun et al. Paris: Ellipses, 1934, 'pp. 121-13Z.

Ormééson, Jean d'. "Arrivisme, snobisme, dandysme." Rewvue de
métaphysique e%de morale, 68, No. &4 (1963), 443-459.

E 58
Ourcusof, AllexatdfS]s "Etude sur les textes des 'Fleurs du Mal.'" In
Le Tombesu de'Charles Baudelaire. Paris: Bibliothéque Artistique
et Litteraire, 1896, pp. /-19, 36-37.

Pachet, Plierre. "Baudelaire et le sacrifice." Poétiggg, No. 20 (1974),
437451,

—————. "Pour une théorie du sacrifice." . Les Cahiers du chemin, No.
23 (1975), 5-22. .

---—--————. Le Premier Vemi: essai sur la politique baudelairiemne.
Paris: ~ Denocel, 19/6. -

Patty, James S. "Baudelaire et Hippolyte_ Babou." Revue d'histoire
littéraire de la France, 67 (1967), 260-272. .

'Paz, Octavio. "Présence et présent." Preuves, 207 (1968), 7-15.

" Petit, Jacques. "Baudelaire et Barbey d'Aumrevilly." Revue d'histoire
littéraire de la France, 67 (1967), 286<295.

Peyre, Henri, ed. Baudelaire: A Collection of Critical E‘.ss;ys.
Englewood Cliffs, N.J.: Prentice-Hall, 196Z.

—e————-, "Baudelaire as a Love Poet." In Baudelaire as a Love Poet
and Other Essays. Ed. Lois Boe Hyslop. University Park, Pemn.:
The Pernsylvania State University Press, 1969, pp. 3-39.

~—————_. Comaissance de Baudelaire. Paris: Corti, 1951.

Pia, Pascal. Baudelaire. 1952; rpt. Paris: Seuil, 1976.

Pichois, Claude. Album Baudelaire. Iconographie réunie et cammentée par
Ctaude Pichois. Paris: Gallimard, 1974.

—_— ”Mtam de 'La Fanfarlo': Baudelaire, Balzac et Marie




J_I;

323

Daubrun." Mercure de France, 328 (1956), 604—636.

—————— . "Autour des 'Paradis artificiels,' Baudelaire, Misset et de
Quincey."™ In Baudelaire: études et témoignages. Neuchitel:
Editions de la Bacomniere, 196/, pp. 141-144.

—————————— . "Baudelaire, Alexandre Dumas et le haschisch." 1In
Baudelaire: études et témoignages. Neuchdatel: Editions de la
Bacomniere, 196/, pp. 143-155.

--------- . "Raudelaire en 1847." Revue des sciemces humaines, 89
(1958), 121-138.

---------- . "Baudelaire et le 'mudus muliebris.'" In Baudelaire:

études et témoignages. Neuchatel: Editions de Ta Bacomiere, 1967,
pp. 156-162.

—————— . » Baudelaire: études et témoignages. Neuchatel: Editions de
la Bacémniere, 1967. )

——————— -~ "Baudelaire et Veuillot." In Baudelaire: etudes et

-

téemo s. Neuchatel: Editions de la Bacomiere, 1967, pp. 16+~

—_—————, "Baudelaire ou la difficulté créatrice." In Baudelaire:
édudes et témoi s. Neuchatel: Editions de la Bacomiere,

—_— I e Dossier Baudelaire."™ Romantisme, 8 (1974}, 92-102.

——————— , ed. la Fanfarlo. Bydxarles Baudelalre. Monaco: Editions
Du Rocher, 195/.

—————— , and Frangois Ruchon. Iconographie de Charles Baudelaire.
Recueiilie et commentée par Claude Pichois et Frangois Ruchon.
Geneve: Cailler, 1960.

——————— . Introduction. La !-:arlfarlo. By Charles Baudelaire. Monaco:
Editions Du Rocher, 1957, pp. 7-44. . T

——=--———-. "La Jeunesse de Baudelaire vue par Ernest Prarond (documents
inédits).” Etudes littéraires, No. 1 (1968), 113-123.

—————————— , ed. "Lettres a Charles Baudelaire." In Etudes
bal.delairiexhesY IV-V. Neuchatel: Editions de le Bacomiére, 1973.

—————————— .  "La Maison de BRaudelaire a Honfletr." In Baudelaire?”
études et témoignages. Neuchdtel: Editions de la Bacomniere, 1967,
pp. 265-269.

----- ——. "La Maladie de Baudelaire.” In Baudelaire: études et
témoignages. Neuchdtel: Editions de la Bacomiere, 1967, pp. 219-




JE¥ -

v 324

}
—————— , ed. Les Paradis artificiels par Charles Baudelaire. Précéde
de La Pipe d'oplum, Le Hachleh, Le Club des hachichins par Théophile
< Gautier. 1961; rpt. Parls: Gallimard, 1977.

——————————— "Poulet-Malassis, BaudeTaire et Bracquemond.™ In
. Baudelaire: études et témoignages. Neuchdtel: FEditions de la
em’ 3 w. - -

______ .  "Pour une prospective baudelairiemme." Etudes littéraires,
No. 1 (1968), 125—128.

---------- . "Sur Baudelaire et Hoffmann."‘ Revue de littérature
comparée, 27 (1953), 98-99.

——————— "Sur ka jeunesse de Baudelaire. Lettres d'Ermest Prarond et
de Jules Buisson & Eugéne Crépet." In Baudelaire: études et
témo s. Neuchatel: Editions de la Bacomieére, 1967, pp. 11-

—————— . "L'Univers des 'Fleurs du Mal.'"™ In Baudelaire: études et
témoi s. Neuchdtel: Editions de la Bacomidre, 1367, pp. 201-

Picon, Gaétan. '"La Qualité du présent." Preuves, 207 (1968)," 24-26.

Pire, Frangois. T"Baudelaire entre chien et chat.” Rewvue des langues
vivantes, No. 6 (1970), 612-620.

Plessis, Alain. De la féte impériale au mur des fédérés: 1852-1871.
’ Vol. IX of Nouvelle Histoire de la I-‘r contemporaine. Paris:
Seuil, 1973.

Pluchon, Pierre. "Baudelaire: nihilisme et cont:'r\e -révolution.” Rewvue
politique et parlementaire, No. 787 (1968), 72481.

- ‘ Poe, Edgar Allan. Qeuvres camplétes en prose. Traduites par Charles
Baudelaire. Texte etabli et armote par Y.-G. Le Dantec. 1951; rpt.
Paris: Gallimard, 1975. '

—-——;——. Poe's Poems and Essays. Introd. Andrew Lang. 1927; rpt.
Lordon: Dent; New York: Dutton, 1975. .

Pbmnier, Jean. Autour de l'édition originale des "Fleurs du Mal".
Genéve: Slatkink Reprints, 1968. _

—_—— "Bauielaire et Hugo: muvelles glanes.™ Revue des s'ciemes
humaines, NS fasc. 127 (1967), 337—349.

——————— "Le Dardysme de Barbey d'Aurevilly." Les Cahiers
aurevilliens (juin 1939); rpt. Genéve: Slatkine Reprints, 1577, pp.
343,

----------- "Du nouveau sur la pension Bailly." Rewvue d'histoire
littéraire de la France, 67 (1967), 227-238.

L 4




I

. 325

————— . La Mystique de Baudelaire. Paris: Belles Lettres, 1932.

Pompidou, Georges. "Le Précurseur de l'absurde.” Les Nouveliles
lictéraires, 21 novembre 1968, p. 1.

‘ Poncella, Securdo. "Baudelaire contemporain.” Etudes littéraires, No. 1
| (1968), 11-28.

-’ Porché, Frangois. Baudelaire: histoire d'ure ame. 1944; rpt. Paris:
| Flammarion, 1967/.

-——-———-. Baudelaire et la présidente. Paris: Gallimard, 1959.

Porter, Laurence M. "The Invisible Worm: Décay in the Privileged
Moments of Baudelaire's Poetry." L'Esprit créateur, 13 (1973), 100-
113.

-~

Nlec,' Geotres. . "Baudelaire et la critique d'identification."” Pargm.’,
18, No. 2 (1967), 18-37.

—————— . "Baudelaire et la luniére autoname. Annales de la
Faculté des lettres et sciences humaines de Nice, ~Nos. 45 (1968)7

183-192.

-----------. “Baudelaire précurseur de la critique moderme." In
Journées Baudelaire. Actes du colloque. Namur-Bruxelles, 10-13
octobre 196/.  Bruxelles: Académie royale de langue et de

lltterature frangaises, 1968, pp. 232-243.

—————— . Etudes sur le temps hwmain. Paris: Plon, n.d.

Prévost, Jean. Baudelaire: essai sur la création .et 1'inspiration
poétiques.  Paris: Mercure de France, 1953.

Prevost, John C. Le Dardysme en France (1817-1839). Genéve: Droz;
Paris: Minard, 1957_,

Priestley, J.B. The Prince of Pleasure ard His Regency 1811-20. New
York: Harper arJ Row, 1969.

Quennell, Peter. Baudelaire and the Symbolists. 1929; rpt. Freeport, .
N.Y.: Books for Libraries Press, 1971.

Quincey, Thamas de. Confessions of an English Opium Eater. Ed. Alethea
Hayter. Harmondsworth: Penguin Books, 197/5.

Rat, Maurice. "Baudelaire a recréé Poe plus qu'il ne l'a traduit." Le
Figaro littéraire, 5 janvier 1952, p. 7.

Raymnd Marcel. "Baudelaire et la sculpture.” In Journées Baudelaire.
Actes du colloque. Nammr-Bruxelles, 10-13 octobre 1967. Bruxelles:

Asadémie royale de lamgue et de 1ittérature francaises, 1968, pp.
| 66-74,




326

326
PN
- - ——————. "Baudelaire, réverie et\:- imagination.” La Revue de belles-
iettres, Nos. 1-2 (1977), 95-103\

Raynaud, Exymest. Baudelaire et la religion du dandysrte Paris: Mercure
de France, 1918.

Regards sur Baudelaire. Actes du colloque de london, Canada. The
University of Western Ontario, 5-7 avril 1970. Ed. William Bush.
Paris: Minard, 1974.

Régnier, Hernri de. "Baudelaire & Honfleur." La Revue de Paris, 1€Tr
septembre 1923, pp. 5-11.

Reichenberger, Kurt "Ein Deutungsproblem im .'Cycle des héroines
secordaires. Zeitschrift fixr franzdsische Sprache und Llceratur
72, H. 1-2 (1962), Z8=36. .

Renard, Jean-Claude. "L'Homme d‘'aprés le péch&." Les Nouvelles
littéraires, 21 novembre 1968, p. 8. -

——————— "Un Point de vue sur Baudelaire." In Journées -Baudelaire.
Actes du colloque. Namur-Bruxelles, 10-13 octobre 196/. Bruxelles:
Académie royale de langue’ et de littérature frangaises, 1968, pp.
104-107.

Reynold, Gonzague de. Charles Baudelaire. Paris: G. Crés, 1920.

Richard, Jean-Pierre. Poésie et ;:Jrofond'eur. 1955; rpt. Paris: Seuil,."
1976.

——————— "Le Vertige de- Baudelaire.” C(Critique, 11, Nos. 100-101
(1955), 771-792.

Richardson, Joarma. La Vie parisiemne 1852-1870. New York: Viking
Press, 1971.

Richer, Jean, and Marcel A. Ruff. Les Derniers Mois de Charles
Baudelaire et la rpublication posthume de ses oeuvres. Paris:
Nizet, 197/6.

Rincé, Dominique. Baudelaire et la modernité poetique Paris: Presses
» Universitaires de France, 195%.

——————————— La Poésie francaise du XIX® siécle. Paris: Presses
Universitaires de France, 1977. :

Robert, Catherine. "Le Paris de Baudelaire." Cahiers de Neuilly
(juille€ 1964), 95-100.

) Roberts, Dorothy H. "'La Cloche félée': Duality in Image, Struct:ure and
‘Ihane." Romence Notes, 16 (1975), 312-317.

Rodenbgglzr Georges. "Le Tombeau de Baudelaire." Le Figaro, 6 septembre
1



LY B g

Rohmam, Gerd. "Der Dichter als Dardy: vergleichende Betrachtungen zur ~
asthetischen Theorie und zum Kinstlerideal bel Edgar Allan Poe urd
Charles Baudelaire." Germanisch-ramanische Monatsschrift, 25, Heft
2 (1975), 199-213.

Rolle, Serge-Fortis. Le Beay d'Orsay. Paris: Julliard, 1978.

Rollins, Yvormne B. "Baudelaire et le grotesque."” The French Review, 50’
(1976), 270-277.

Ronteix, Bugene. Marwel du fashionable, ou guide de l'élégant. Paris:
Audot libraire-editeur, 1329.

Rosenthal, Alan S. "Baudelaire's Mysterious 'Enemy.'" Nineteerth—Century
French Studies, 4, No. 3 (1976), 286-294.

——————————— "The Theory and etry of ‘'ennui': Leopardi and
Baudelaire.” Neophilologus, 60 T1976), 342-356.

Rousseau, René L. "Baudelaire, .adorateur de la lunme.® Synthéses, Nos.
217-218 (1964), 281-294; No. 219 (1964), 87-98.

Rousselot, Jean. Histoire de la poésie francaise des origines a 1940.
2rd ed. Paris: Presses Universitaires de France, 1987.

Rubin, Barbara L. "'Anti-Husbardry' and Self-Creation: A Comparison of
Resgoration Rake and Baudelaire's Dandy." Texas Studies in
Literature and Language, 14 (1973), 583-592.

Ruff, Marcel A. "Les Anmées climatériques de Baudelaire."” L'Information
littéraire, 7, No. &4 (1955), 133-137.

-——————~. Baudelaire. Paris: Hatier-Boivin, 195S5.

——————— "Baudelaire et l'amour." La Table ronde, 97 (1956), 89-95.

—————————— . "Baudelaire et le poeme en prose." Zeitschrift flur
franzosische Sprache und Literatur, 77, H. 1-2 (1967), 116-1723.

—————~+. T"Baudelaire et le probléme de la forme." Rewvue des sclerces
humaines, 85 (1957), 43-54.

——————— . "Baudélaire, 'fils d'un prétre.'" Lla Quinzaine littéraire,
- No. 73 (16-31 mat 1969), 5-6.

--<--——--. L'Esprit du mal et l'esthétique baudelairierne'. Paris:
Colin, 1955. ‘ .

—-—~——-. "La Filiation de Baudelaire a Rimbaud." Etudes littéraires,
No. 1 (1968), 67-82.

—————— . ."L'Oeil de Baudelaire."” L'Arc, No. 10 (1960}, 13-17.



322

328

----------- "La Pensée politique et sociale de Baudelaire.” In
Littérature et société. Recueil d'études en 1'honneur de Bernard
Guyon. [Paris): Desclée de Browwer, 1973, pp. 65-75.

----------- "Regards sur l'homme Baudelaire.” . In Regards sur
Baudelaire. Actes du colloque de Londmn, Canada The University of
Western Ontario, 57 avril 1970. Paris: Minard, 1974, pp. 173-193.

—_—, "Sur l'architecture des 'Fleurs du Malm¥® Revue d'histoire
littéraire de la France, 37 (1930), 51-69, 393-402.

. »
Sabatier, Robert. la Poesie du dix-neuvieme siecle. 2 vols. Pts. 1 ard
2 of Vol. V of his Histoire de la poesie francaise. Paris: Albin
Michel, 1977. )

Sacquard de _Belleroche, Maud. Du damdy au play-boy: eétude. Paris:
Editions mondiales, 1964; rpt. Parls; Cino del , 1965.

Sacy, Samuel S. de. "Baudelaire et la distance critique." Revue des
sclences humaines, 23, No. 89 (19587, 81-93. , :

-

Sagnes, Guy. L'Ennui dans la littérature francaise de Flaubert a
Laforgue (1848-1834). Parts: Colin, 1969. ]

Saidah, Jean-Plerre. "Mérimée et le dardysme.” Europe, No. 557 (1975),
92-103. -

Saillet, Maurice. "Defense du plagiat." Les lettres nouvelles, No. 2
(1953), 205-214.

—--———-. Sur la route de Narcisse. Paris: Mercure de France, 1958.

Saint-Michel, H.C. de. "Bulletin critique.” Rewue de Paris (mars 1833),
pp. 3%3-350.

—=-—-——-. "'La Table de ruit,' par M. Paul de Musset." Revue de Paris
(mars 1832), pp. 270-271. ‘ '

Saint-Victor, Paul de. "'Du dardysme et de Brummel [sic].'" La Presse,
18 novembre 1861, n. pag.

Saisselin, Rémy G. "Dandyism and 'honnéteté.'" The French Review, 29
(1956), 457-460. L
AY

————————— . "From Baudelaire to Christian Dior: The Poetics of
F@hio:;." - The Joumrmal of Aesthetics amd Art Criticism, 18 (1959),
109-115.

Salvan, Jacques. "Le Sens de la chute dans 1'oceuvre de Bamdelaire. The
French Review, 34 (1960), 127-139.

Sartre, Jean-Paul. Bmdelaire Introd. Michel Leiris. 1963; rpt.
Parlis; Gallimard, 1976. ot



329

Satgé, Alain. "Baudelaire et Wagner: une critique d'identification.”
Berenice, No. 7 (1983}, 93-99,

Scarfe, Francis. "Baudelaire angliciste?” In Journées Baudelaire.
Actes du colloque. Nammr-Bruxelles, 10-13 octobre 1967/. Brnuxelles:

Académie royale de langue et de littérature frangaises, 1968, pp.
196-202.

Scheuren Robert. "Paris, ville socuffrance, chez Baudelaire et Rilke.™
In Journées Baudelaire. Aetes du colloque Namur-Brnixelles, 10-13
octobre 1967. Bruxelles: Académie royale de langue et de
littérature francaises, 1968, pp. 79-86

Sctmidt, Daniel. "Baudelaire et la peinture &.Llletin de 1' Imtitut
francais de Copenhague, 11 (1961), 4144, 72-75.

—————————- . "Baudelaire poéte en prose." Bulletin de 1l'Institut
francais de Copenhague, 11 (1961), 97-103.

. Schneider, Pierre. "La Découverte du présent." Preuves, 207 (1968), 3-°
6'

Séché, Alphonse, and Jules Bertaut. Charles Baudelaire. Paris: L.
Michaud, 1910.

Serrano, lucierme. Jeux de masques; essai sur le, travesti dérisoire
dans la littérature. Paris: Nizet, 1377/.

Serullaz, Maurice. "Une Pensée fulgurante." Les Nouvelles littéraires,
21 novembre 1968, p. A-1.

Shakespeare, William. Richard III. Ed. John Dover Wilsom. 1954; rpt.
. Cambridge: Cambridge University Press, 1971.

Sloane Joseph C. "Baudelaire as Art Critic Bulletin baidelairien, 5,
No. 1 (1969), 41- 6.

Sollers, Philippe. ™Don Juan aux enfers." La Nouvelle Revue francaise,
360 (1983), 3-29.

e _. ."Littérature et cocauce Tel quel, 26 (1966), 81-95.

Sorensen, Hans, "Le Cycle des "héroines secordaires' des 'Fleurs du
Mal.'" Orbis littérarum, 12, fasc. 3-4 (1957), 222-243.

Soulié, Frédéric. Les Mémoires du diable. 3 vols. Parls: Calmamn
Lévy, 1888- N ' : i .

"Spécimen n* 22 du Prospectus.” Le Chavivari, hundi 1832 {sic].

Staél,-Amme Louise Germaine de. De l'Allemagne. Introd. Simone Balayé.
2 vols. Paris: Garnier-Flammarion, 1968.




R

330

Stanton, Doma C. The Aristocrat as Art: A Study of the "haméte homme"
and the "dandy”™ in Seventeenth—- and Nineteenth-Centiry French
Literature. New York: Columbia University Press, 1980.

Starkie, Enid. Bsudelaire. Harmondsworth: PRenguin Books, 1971.

® Starobingki, Jean. "De la-critique a la poésie.” Preuves, 207 (1968),
16-23.

- —_——. "Sur quelques répondants allégoriques du poéte." Rewvue
d'histoire littéraire de la France, 67 (1967), 402-412.

-

Steirmmetz, Jean-Luc. "L'Acte du romantisme." In La Framnce
frénétique de 1830. Choix de textes. Ed. Jean-Luc Steirmetz.
Paris: Editions Phebus, 1978, pp. 9-45.

——————————— , ed. La France frénétique de 1830. Choix de textes.
Paris: Editions Phebus, 19/8. -

Stendhal [Henri Beyle]. Chroniques italiemes. Introd. Béatrice Didier.
Parlis: Gamier-Flammarion, 19//.

—————-. Correspondance. Ed. Herri Martineau. 10 wols. Paris: Le
Divan, 1933-1934.

—-———-. "Lord Byron en Italie. Récit d'un témoin oculaire (1816)."
Revue de Paris (mars 1830), pp. 186-204. \ -

——————— Le Rouge et le noir: chronique .du XIX® siécle. Ed. Henri
Martineau. Paris: Garnier, 1939.

Stenzel, Hartmut. "Les Ecrivains et 1'évolution idéol ique de la petite
bourgeoisie dans les années 1840: le cas de @-delaire."
Romantisme, 17-18 (1977), 79-91. -

---------- . "Sur quelques souvenirs soclalistes dans 1l'ceuvre de
Baudelaire.” Bulletin baudelairien, 12, No. 1 (1976), 3-13.

Sue, Eugéne. Arthur. Pref. Jean-Louis Bory. Paris: S.E.C.L.E.-Régine
Deforges, 197{.

T "Les Médecins 4 la mode.” La Mode ( jarvier-mars 1830), pp.
13—1 - -

——————". Les Mtéres de Paris. Introd. Pierre-Bmmamel Main. 4
vols. Paris: Hallier, -1978.

Suffran, Michel. "L'Invitation au naufrage: 1'exotisme du labyrinthe
chez Baudelaire." Les Pharaons, 36 (1969), 31-40.

Sutton, Denys. "Edouard Manet. The Artist as Dandy." Apollo (octobre
1983), 330-341.



331

Sypher, Wylie. Loss of the Self in Modern Literature and Art. New York:
Random House, 196Z.

Tabarant, A. la Vie artistique au temps de Baudelaire 1942; rpt.
Paris: Mercure de France, 1963,

Thackeray, W.M. Selections fram the Book of Smobs, Roundabout Papers and

Ballads. Ed. Bliss Perry. New York: .Doubleday and McClure, 1358.

Thibaudet, Albert. Histoire de la littérature frangaise de’ 1789 a nos
jours. Paris: Stock, 1936.

Thiry, Marcel. "Allocution.” In Journées Baudelaire. Actes du
colloque. Namur-Bruxelles, 10-13 octobre 196/. Bruxelles:

Académie rovale de langue et de littérature framgaises, 1968 pp.
14-16, '

————— ——. "La Raison des éclipses." In Journées Baudelaire. Actes du
colloque. Namur-Bruxelles, 10-13 octobre 196/. Bruxelles:

Académie royale de langue et de littérature francaises, 1968, pp.
47-61.

Todorov, Tzvetan. Qu'est—ce que le structuralisme?. Paris: Seuil,
1973,

Le Tombeau de Charles Baudelaire.’ Paris: Bibljothéque Artisti:que et
Litteraire, 1896. .

Le Tombeau de Charles Baudelaire. Ouvrage publié avec 'la collaboration
de Stephane Mallarme’ et al. Paris: Biblintheque Artistique et
Littéraire, 1896; rpt. New York: AMS Press, 1979.-

A J
Tournachon, Félix [pseud. Nadar]. Charles Baudelaire intime: le poéte
vierge. Paris: Blaizot, 1911.

Troude, Robert. "Les Synesthésjes: 1'audition colorée."” Revue des
sociétés savantes de Haute Normardie, 2 (1965), 75-83.

Turmell, Martin. Baudelaire: A Study of His Poetry. London: Hamish
Hamilton, 1953.

‘Ubersfeld Amie. "Hugo et Baudelaire: une lettre inédite." Rewue

d' his(:oire littéraire de la France, 68 (1968), 1047-1052.

Uniemville, Alix d'. [rBaudelaire aux iles." La Revue de Paris, 71
(1964), 96-102. )

Valéry, Paul. "Situation de Baudelaire.” In Variété I et I}. Paris:
Gallimard, 1978, pp. 230-251. '

Vallés, Jules. Le Bachelier. Pref. Bmilien Carassus. Paris: Garnier-
Flammarion, 19/0.




D A

o
i~

332

——————————— L'Enfant. Introd. Emilien Carassus. Paris: Garmier-
—————————— . L'Insurgé. Pref. Bmilien Carassus. Paris: Gamier-

Verdier, Pierre. "Le Dardysme de Baudelaire.® L'Ecole des lettres, (15
septembre 1979), 37-43.

Verona, Roxana. "Implications du dardysme chez Charles Baudelaire {en
roumain, résumé en framgais]." Analele universitdtii Bucuresti--
Limbi romanice, 21 (1972), 109-115.

Veuillot, Bugéne. "Baudelaire."” L'Univers, 29 octobre 1902.
Veuillot, Louis. [Le Décés de Baudelaire]. L'Univers, 2 septembre 1867.

Vier, Jacques. "Baudelaire poéte chrétien?" La Pensée catholique, 71
(1961), 67-72. :

——————————— "Histoire, substance et poésie des 'Fleurs du Mal.'"
Archives des lettres modermes, 23 (1959), 1-52.

Vivier, Robert. "Critique et metaphysique.” Revue d'histoire littéraire
de la France, 67 (1967), 413-423.

———, L'Originalité de Baudelaire. 1926; rpt. Bruxelles: Palais
des Academies, 1965. :

Vladisl Jan. "Un Siécle de temps moderne." In Journées Baudelaire.
Actes\du colloque. Nammr-Bruxelles, 10-13 octobre 1967. Brnuxelles:
émie royale de langue et de littérature frangaises, 1968, pp.

219-224,

Vouga, Daniel. '"Baudelaire'esbil chrétien?” In Journées Baudelaire.
Actes du colloque. MNamur-Bruxelles, 10-13 octobre 1967. Bruxelles:
Académie royale de langue et de littérature frangaises, 1968, pp.
148-156.

/

Williet, Jean. "Baudelaire et deux autres mythes: 1le peuple et le
bourgeois.” Revue des sciences hmmaines, 33, No. 130 (1968), 217-
238.

——————. "Baudelaire et le mythe du progrés.” Rewvue des sciences
humaines, NS fasc. 127 (1967), 417-431.

wirng, Nathaniel. "The Poetics of Irony in Baudelaire's 'La Fanfarlo.'"
Neophilologus, 59 (1975), 165-189.

—_— "The Stylistic Functions of Rhetoric in Baudelaire's 'Au
lecteur.'” Kentucky Romance Quarterly, No. 4 (1972), 447-460.

Wohlfarth, Irving Norman. "Aspects of Baudelaire's Literary Dandyism."
- Diss. Yale University, 1970. :




P.i

l 4

- 333

Wright, Barbara, and David H.T. Scott. Baudelaire: "La Fanfarlo" amd
"Le Spleen de Paris". London: Grant and Cutler, 1934,

Yokohari, Makoto. "L'Image du bourgeois chez Baudelaire. La préface du

'Salon de 1846.'" Etudes de langue et littérature francaises, 30
(1977), 54-67.

Ziegler, Jean. "Baudelaire et Méryon." Bulletin baudelairien, 11, No. 1
’ (1975), 3-14.

—————— . Gautier, Baudelaire. Un carré de dames: Pomare, Marix,
Bébé, Sisina. Paris: Nizet, 15/7,

Zimmerman, Melvin. "Baudelaire's Early Conception of Poe's Fate." Revue
de littérature comparee, 44 (1970), 117-120.

—-———-, "La Genése du symbole du thyrse chez Baudelaire.” Bulletin
baudelairien, 2, No. 1 (1966), 8-11.

_~
3

——_,




	Western University
	Scholarship@Western
	1987

	The Evolution Of Dandyism In Baudelaire's Thought: Dandy, Hero And Saint
	Kenneth Sutherland Mckellar
	Recommended Citation


	tmp.1410231248.pdf.gfXyq

