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conversation — an art, it must be stressed, that he greatly valued® — and
particularly to the conversation of someone he admires, that one suspects
that the friend of Baudelaire’s youth is merging into the ideal artist. This
suspicion is strengthened by the affirmation that Le Vavasseur’s suppleness
‘lui permet de tout comprendre, de tout apprécier, de tout sentir, méme ce
qui a l'air, 4 premiére vue, le plus éloigné de sa nature’ (I, 181). This assertion
is very close to Baudelaire’s conviction that the great artist possessed a form
of intellectual and aesthetic cosmopolitanism, the ability that allowed Gautier
to ‘britanniser son génie’ in assessing the paintings of the English school (II,
123), and both Gautier and Leconte de Lisle to ‘habiller leur pensée des
modes variables que le temps éparpille dans I’éternité’ (I1, 177).

In part, then, this review is an attempt to recreate the nature of a man
whom Baudelaire associated with far happier days than those in which he
now lived. He makes no exaggerated claims for Le Vavasseur’s poetry: Vire
et les Virois is described as a chef-d’oeuvre, true, but the adjective ‘petit’
places the work in its true perspective and the phrase ‘les ruses de I’escrime’
together with the insistence on technical virtuosity offers warning to the
perceptive. Moreover, Baudelaire foresees potential criticisms: the poems, he
insists, ‘n’exclufent] pas, comme aucuns le pourraient croire, on le voit, la
réverie et la balancement de la mélodie’ (II, 180). Above all, however, ‘Gu-
stave Le Vavasseur’ is less a piece of conventional criticism than a prose
poem in which Baudelaire’s aim is not to judge or to assess but merely to
convey ‘la ressemblance de ce poéte.’

NOTES

1. For a detailed survey of the main studies of Baudelaire’s literary criticism see the
introduction to my Baudelaire’s Literary Criticism (Cambridge, University Press,
1981), in which, for reasons of space, there is no assessment of this review.
Quotations are taken from the Pléiade edition of Baudelaire’s (Euvres complétes,
edited by C. Pichois: I (Paris, 1975), abbreviated as I; II (Paris, 1976), abbreviated
as II.

2. The second of these comments is Baudelaire’s own addition to his American
source: see W. T. Bandy, Edgar Allan Poe (Toronto, University Press, 1973).

3. A. Duchesne, ‘Lettres franches’, Le Figaro, 2 May 1861. On the image of the
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4. Compare II, 103, 107, 129.

5. See Baudelaire, Correspondance, edited C. Pichois, II (Paris, Pléiade, 1973), 257,
787.
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6. On ‘naiveté’ see also D. Kelley, Le Salon de 1846 (Oxford, University Press, 1975).

7. ). Fleury, ‘Poésies fugitives’, La Démocratie pacifique, 26 May 1847,

8. See for example A. Durantin, ‘Vers’, L'Echo de la littérature et des beaux-arts,
August 1843, 235-7; and ‘Poésies fugitives’, ibid., August 1846, 387-9; Prarond,
De quelques écrivains nouveaux (Paris, Michel Lévy Fréres, 1852), 15-49; Sainte-
Beuve, Nouveaux lundis, X (Paris, Garnier Fréres, 1868), 125.
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