— Chapter Five —

‘Paedobaptistry’:
Wilde as Priapic Educationalist

‘Liable to Misconstruction’:
Pater’s Evaluation of The Picture of Dorian Gray

| have an emerald, a great round emerald, which
Caesar’'s minion sent me. If you look through this
emerald you can see things which happen at a great
distance. Caesar himself carries such an emerald
when he goes to the circus. But my emerald islarg
| know well that it is larger. It is the largesnerald
in the whole world. You would like that, would you
not? Ask it of me and | will give it you.

(Oscar WildeSalomé*

| nformed of the death of his former friend and mektalter Pater, Oscar Wilde

immediately retorted: ‘Was he ever alive?Such was Wilde’s biting jest in
1894, a year before he would find himself the dé&m in the most (in)famous
set of Victorian trials, as well as ‘the most farmopederast in the world’'s
history’® Wilde’s question sprang from a perspective onePahat J. A.
Symonds equally shared, a perspective Symonds &squdn a letter to Henry
Graham Dakyns as ‘[Pater’s] view of life gives rhe treeps [...] | am sure it is
a ghastly sham’, and in a letter to Mary Robinserilaannot sympathize with
Pater’s theory of life [...] | have always thoughttie theory of one who has not
lived & loved’.* Denis Donoghue suggests that these letters ithptyif Pater is

! Oscar WildeSalomé: A Tragedy in One Aat The Complete Works of Oscar Wil@¢
edn (Glasgow: Harper Collins, 1994), pp.583-605@f).

2 Recorded by Max Beerbohm — as quoted in RichahedEin, Oscar Wilde rev. edn
(New York: Knopf, 1988), p.52. ‘In later life hasparaged Pater as man, as writer, and
as an influence, as Robert Ross noted with sontesi$s (Ibid.).

% Rupert Croft-CookeFeasting with Panthers: A New Consideration of Sdrage
Victorian Writers(London: W. H. Allen, 1967), p.176.

* Letter to Dakyns, after 20 February 1873 — fronthéet M. Schueller and Robert L.
Peters, edsThe Letters of John Addington Symagn8svols (Detroit, Ml: Wayne State
University Press, 1967-69), Il, p.273. Letter tobihson, 30 March 1885 — from R. M.
Seiler, ed.Walter Pater: The Critical Heritag€London: Routledge, 1980), p.124.
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indeed a lover of young men, | wish he would adtdlyoupon his desires and
stop etherealizing them in that sickly way’.According to Linda Dowling,
Symonds’s assessment of Pater stems from his cdemats, in word and deed,
‘to discard the crippling sexual sublimations oé tRlatonic eros’ advocated by
Pater, while still keeping ‘the ideal of Dorian c@deship’ — in essence, from
his attempts ‘to free himself and the English Uaasi from one half of the
inheritance of Oxford Hellenisn?’. Rather than be ‘crippled’ like Pater by the
‘sexual sublimations’ advocated by Socrates and/li®rian acolyte, Benjamin
Jowett, both Symonds and Wilde decided insteadnaolate Alcibiades, by
embracing the erotic potential tacitly afforded @dic eros, an erotic potential it
had always been accused of actualising anyway.hoAtdh their views were
similar in this regard, Wilde, with Alcibiades’ drken flair, would make a
grander entrance into the Victorian symposium twvanld Symonds, becoming
the spokesman for the ‘newer sexual realism’.

Socratic Love
Edouard-Henri (Paul) Avril (1849-1928)
Lithograph with watercolour, 1906

Plate VIII of the 1906 Paris edn
of De figuris Venerig1824)
by Friedrich Karl Forberg (1770-1848)
British Library, London, UR

! Denis DonoghuaValter Pater: Lover of Strange SoifiSew York: Knopf, 1995)p.40.

Z Linda Dowling,Hellenism and Homosexuality in Victorian Oxfdithaca, NY: Cornell
University Press, 1994), p.130. For Symonds'sasstof ‘Uranian eros’, see pp.128-38.
% Although he claims that Socrates went no furtheant what is displayed in this
illustration, Alcibiades nonetheless affirms thhistportrayal of Socrates as ‘sexually
aroused’ is no exaggeration: ‘Socrates is erdyicatracted to beautiful boys, and is
always hanging around them in a state of excitemenPlato, The Symposiuptrans. by
Christopher Gill and Desmond Lee (New York: Peng@ip06), p.69.
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Although one became a flamboyant dandy on the wamgof Late-
Victorian society and the other remained a reser@dord don whose
appearances before the public were usually in phiviide and Pater were
nonetheless friends — and had been so since 187&n Wilde was still an
undergraduate at Magdalen CollégeThe eventual breach between these two
friends was the result of a bevy of ‘boys’ and gkt text. This bevy included
John Henry Gray, a Decadent poet and later Roma&moliapriest, a ‘stunner’
soon to be supplanted in Wilde’s affections by Léifted Douglas(‘Bosie’), a
promiscuous aristocrat who dabbled in Uranian varsédawdled in his Oxford
studies, as well as flaunted a lack of discretiat tvould ultimately spur Wilde’s
demise and imprisonment. As early as 1891, Padridegun to concede that
Wilde was far too dangerous a person to know — giobb through details
supplied by their mutual friend Lionel Johnson, therson who would later
fatefully introduce Wilde to Douglas, his friendon Winchester College, a
public schoof. Pater responded accordingly. The text that aaditly provoked
this breach, a text equally indiscreet, Widse Picture of Dorian Graystill in
manuscript in 1890 when it was shown to Pater enhibpe that he would review
it, which he later did. In such a public venue as a review, there washrtioat
Pater needed to avoid, namely that Wilde's relatigm with John Gray was
intimately bound together with the text, as Rich@Hthann explains:

To give the hero of his novel the name of ‘Graysveaform of courtship. Wilde
probably named his hero not to point to a model, touflatter Gray by
identifying him with Dorian. Gray took the hintné in letters to Wilde signed
himself ‘Dorian’. Their intimacy was common talk.

To Wilde’s surprise and displeasure, Pater toak dlacasion of this
review not to flatter, elucidate, or cloak, but dstance himself as much as
possible from both Dorian and his corrupter, Lordnky Wotton — both of
whom were unmistakably modelled on himself andide@s he had expressed in
his volumeThe Renaissancdor ‘Wilde evidently intended [Lord Henry] to be
recognizably Pateriar?’. Although, in principle, Pater would have seconded

! See Ellmann, pp.83-84; Donoghue, p.81.

2 Ellmann, p.324. See Dowling{ellenism p.136. In ‘Oscar Wilde: The Myth of
Martyrdonv', Historian, 77.2 (2003), pp.30-38, Trevor Fisher suggests ‘iMidde and
Douglas [...] conducted themselves with such astamishindiscretion that it is
remarkable they survived as long as they did’ (p.34

% Donoghue, p.83. Sen Inquiry into Oscar Wilde's Revisions of ‘The tRie of Dorian
Gray’' (New York: Garland, 1988), pp.38, 63, and 114, ishBonald Lawler suggests
that Pater ‘was privy to Wilde’s first manuscrigtvisions and had been asked to make
suggestions for improvement’.

* Ellmann, pp.307-08.

® Donoghue,p.85. Lord Henry's verbal sparring is clearly @ed from Pater's
Renaissancgand often borders on plagiarism); however, Lomehi’'s name seems to
have derived from another source — the scandaloigtoerat Lord Henry Somerset
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Wilde’s claim that ‘life itself was the first, thgreatest, of the arfs— in his
signed review, ‘A Novel by Mr. Oscar Wilde’, pubitisd in the periodicalhe
Bookmann November 1891, Pater complained that

A true Epicureanism aims at a complete though haious development of
man’s entire organism. To lose the moral sensefhie, for instance, the sense
of sin and righteousness, as Mr. Wilde's heroeshard on doing as speedily, as
completely as they can, is to lose, or lower, oiggtion, to become less
complex, to pass from a higher to a lower degredesfelopment. [....] Lord
Henry, and even more the, from the first, suicitdo [Dorian], loses too much
in life to be a true Epicurean — loses so muchhim way of impressions, of
pleasant memories, and subsequent hopes, whicli][Basiward, by a really
Epicurean economy, manages to seéure.

(1851-1926), who was obliged to flee to the Contiregfter his irate wife had publicised
his sexual relationship with a young commoner natdedry Smith (Somerset had first
met Henry when the boy was only seven, but thegnssa to have become intimate until
Henry was about seventeen). Although, in a red@whe Pall Mall Gazette(30 March
1889), Wilde chides the exiled Lord Henry for Biengs of Adiew— ‘He has nothing to
say and says it — Wilde seems to have later radensd the potential of this erotic
exile, and decided to give him ‘something to salyie choicest of Pater's expressions —
see Timothy d’Arch Smithl.ove in Earnest: Some Notes on the Lives and Wstiof
English ‘Uranian’ Poets from 1889 to 1930ondon: Routledge and Kegan Paul, 1970),
pp.24-27. See also Robert K. Martin, ‘Parody araimidge: The Presence of Pater in
Dorian Gray, Victorian Newsletter63 (1983), pp.15-18. In ‘Self-Plagiarism, Credyi
and Craftsmanship in Oscar Wild&nglish Literature in Transition (1880-192031.1
(1998), pp.6-23, Josephine M. Guy relates: ‘SomihéThe Critic as Artist” Wilde uses
Arnold’s language, or Pater’s ifhe Picture of Dorian Graythe strategy is knowing and
careful — their ideas are never passed off as Véilden. Rather, in these instances,
borrowing has become a strategy of allusion, afdisplay rather than disguise’ (p.7).

Y In this chapter, the quotations frofthe Picture of Dorian Grayderive from two
sources: the origindlippincott version of 1890 (used as the base text), as wetha
authoritative version published by Harper CollinBhe reason for employing one or the
other is the markedly better sense or more suggepthirasing that it provides, as well as
the presence of those discussions about murderatfeatabsent from thé&ippincott
version. Oscar WildeThe Picture of Dorian Grayin Lippincott's Monthly Magazine: A
Popular Journal of General Literature, Science, dpdlitics, 46 (July 1890), pp.3-100
[Philadelphia, PA: J. B. Lippincott]; abbreviated Borian 1890. Oscar WildeThe
Picture of Dorian Gray in The Complete Works of Oscar Wild&" edn (Glasgow:
Harper Collins, 1994), pp.17-159; abbreviatedasian 1891. This particular quotation
is from Dorian 1890, p.66. All quotations from Wilde's other Werare taken fronthe
Complete Works

2 Walter Pater, ‘A Novel by Mr. Oscar Wilde’ [Reviesi The Picture of Dorian Grdy
The Bookman: A Monthly Journal for Bookreaders, IBayers and Booksellerd,.2
(November 1891), pp.59-60 — reprinted@scar Wilde: The Critical Heritageed. by
Karl Beckson (London: Routledge, 2001), pp.83-86.8@-85).
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Obviously, by late autumn 1891, Pater had becomdifa enough with Wilde’s
dangerous companions — the fictive Dorian Gray #red affected John Gray,
among others — familiar enough to desire distance:

Pater's sense of the relation between Lord Alfred ®ilde, added to common
rumor about Wilde's sexual life, made him decidat tminor textual changes in
Dorian Gray were not enough. He could have avoided havinghamy further
to do with the book. Instead, with unusual boldné® arranged to review it and
took the occasion to repudiate not only Lord Hemnyhis creatot.

Of Dorian, it was said that ‘these whispered scénadaly lent him, in the eyes of
many, his strange and dangerous chalorian 1890, p.74) — but Pater was
never one of the many. As Pater’s earlier responsehe scandals of Oscar
Browning and Simeon Solomon reveal, he only toeztatlangerous charm’ until
he himself risked being caught in the descendinghga-cage: ‘[Pater] became
prudent, but only when a scandal obtrudedAs Donoghue further explains:
‘Most of Pater’s friendships during his later yeatr$riendship is not too strong a
word for them, were with writers [...] and he retainthem in his circle unless
prudence indicated that he should be rid of thtmConfronted with the
increasing publicity of Wilde’s ‘dangerous charim,both its flamboyant and its
fictive forms, ‘Pater realized that in the minds\Wiflde’s popular readership the
ethics of Basil's timorous Platonism did not offtfe¢ gusto with which Dorian’s
flowers of evil blossomed. And in the inevitablentroversy, Pater had no
intention of carrying the blame for Wilde’s exubeta’> As Wilde would

! Donoghuep.84; ‘Lord Alfred’ should probably be replaced wiflohn Gray’ above.

2 f anything, the severe legal penalties encoudaggther than deterred the antinomian
Wilde’ (Fisher, p.32).

% Donoghuep.36. However, his friendships with Oscar Brownamgl Simeon Solomon
were certainly deeper than his sense of proprietyisezretion. As Donoghue notes about
Browning’s scandal at Eton: ‘None of these consittens made him unacceptable to
Pater or to the Fellows of King's College, Cambed(p.37). As for Solomon’s arrests
and imprisonment: ‘Pater at least went to thelitewf discussing the [1873] arrest with
Solomon’s sister Rebecca [...] Pater's affection fdm was not diminished by the
episode’ (p.38). Browning’s own disregard for st@ous associations continued
throughout his life, such that, in hidemories of Sixty Years at Eton, Cambridge and
Elsewhere(London: John Lane, 1910), pp.106-09, 182, Brogniras still proclaiming
loudly that the infamous Solomon had been his érien

* Donoghuep.70.

® Gerald Monsman, ‘The Platonic Eros of Walter Paied Oscar Wilde: “Love’s
Reflected Image” in the 1890sEnglish Literature in Transition (1880-1920%5.1
(2002), pp.26-45 (p.39). Monsman asks severatlagibrical questions relating to this
episode: ‘When Wilde visited Oxford in February908 possibly with a draft dDorian
Gray, did Pater see an echo of Mallock’s brutal cautof himself in Lord Henry,
whispering evil metaphors into the ear of the yooran?’ and ‘Did Pater realize that his
recurring language of erotic suffering and suggestevocation of strange sins
exacerbated sensual tendencies in impressionablésfi His note to the Conclusion of
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explain years later to Robert Baldwin Ross (18698)9 ‘Dear Pater was always
frightened of my propagand®’.

Oscar Wilde
Napoleon Sarony (1821-96)
Photograph, 1882
Prints and Photographs Division
Library of Congress, Washington, D.C., USA

In this particular case, Pater was confronted vetlpressing choice
between public discretion and personal friendshi@vilde's cultivations in
literature and in life had become too overtly s@ads and propagandistic for

The Renaissancindicates he would have’ (pp.38; 40). About tieention of the
Marquess of Queensberry’s attorneys to Deeian Gray as ‘primary evidence for the
defense’, see Moe Meyer, ‘Under the Sign of Wilda: Archaeology of Posing’, iThe
Politics and Poetics of Camed. by Moe Meyer (London: Routledge, 1994), pfl®9
(p.91).

In ‘Oscar Wilde, De Profundis and the Rhetoric of AgencyPapers on
Language and Literature37.1 (2001), pp.85-110, David Foster describesdhngerous
‘posing’ that Pater found so threatening:

The controversy oveDorian Gray exacerbated what by 1890 had already

become a rich intertext of posing [for Wilde]: tharly stories, newspaper and

magazine articles and photoBunch caricatures, and word of mouth, all
contributed to the complex public persona. The dwmotic overtones of

Wilde's posing blended both assertion and evasiteflecting direct attacks

from those who were suspicious of what lay bentaipose. (P.90)

! As quoted in Ellmanm.84.
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Pater’'s sense of security, such that Pater begatyrmn, to cultivate as much
distance between himself and his friend, in peeswhin print, as courtesy would
allow: ‘[Lionel] Johnson’s life was weird enough interest Pater but not to
make him afraid that he would be drawn into it. [THis was the main worry in
Pater’s friendship with Wilde". Pater was hoping — perhaps hopelessly — that,
by cultivating such a distance, he would spare &lfrthe cage threatening to
descend around Wilde and those nearby, a cagedafjally by the Labouchere
addition to the Criminal Law Amendment Act of 188khich extended the
criminality of same-sex erotic practices) and ex@di by the Cleveland Street
Scandal of 1889 (which exposed a ‘rent-boy’ ringlét Cleveland Street in
London’s West End, a sort of ‘telegraph-boy bratliedquented by gentlemen
and aristocrats, including Prince Edward — or se Bublic Record Office
documents concerning the investigation, releaseti9irs, suggesf). Wilde’s
connection to that underworld, at least textuallgs boldly asserted by a review
of The Picture of Dorian Grayublished inThe Scots Observesoon after the
novel appeared in its original form, liippincott’'s Magazinén 1890:

Mr Wilde has brains, and art, and style; but ifch@ write for none but outlawed
noblemen and perverted telegraph-boys, the soantakes to tailoring (or some
other decent trade) the better for his own repoagind the public morafs.

The problem is that Wilddid follow this reviewer’s advice: he began ‘tailagin
which involved frequenting the elaborately decadassnd perfumed rooms of
Alfred Taylor in Little College Street, near Weshtsiier Abbey, rooms where
Taylor had amassed a collection of young ‘stunné@n London’s working
classes, ‘renters’, male prostitutes all:

! Donoghuep.80. InWalter Pater: The Critical HeritageSeiler merely notes: ‘Their
cordial relations may have been dampened by Patersympathetic review ofhe
Picture of Dorian Gray(p.162).

2 For a discussion of this scandal, as well as ttanidn fascination with telegraph-boys
from the General Post Office (‘The telegraph-bopegrs to have provided the Uranians
with a considerable erotic stimulus’), see d’Arcimith, pp.27-29. See also H.
Montgomery HydeThe Cleveland Street Scandblew York: W. H. Allen, 1976), pp.20-
25; Morris Kaplan, ‘Did “My Lord Gomorrah” Smile?Homosexuality, Class and
Prostitution in the Cleveland Street Affair’, Disorder in the Court: Trials and Sexual
Conflict at the Turn of the Centured. by George Robb and Nancy Erber (New York:
New York University Press, 1999), pp.78-99; Colim@son, Lewis Chester, and David
Leitch, The Cleveland Street AffgiBoston, MA: Little, Brown, 1976).

% Thersites [the pseudonym of Charles Whibley], [Revof] The Picture of Dorian
Gray, in The Scots Observeb July 1890), as reprinted in Rupert Hart-Davis, ddhe
Letters of Oscar WildéNew York: Harcourt, Brace, 1962), p.265, note I8.“Culture
and Corruption”. Paterian Self-Developmewnérsus Gothic Degeneration in Oscar
Wilde's The Picture of Dorian Grdy Papers on Language and Literatyi®29.4 (2003),
pp.339-64, Nils Clausson claims that, ‘after Jufe 2890, the date the July issue of
Lippincott's Monthly Magazineappeared, “Victorian literature had a differenol8
(p.363).
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What seems to characterize all Wilde's affairshist the got to know the boys as
individuals, treated them handsomely, allowed thtemrefuse his attentions
without becoming rancorous, and did not corruptnthe They were already
prostitutes. The excitement of doing somethingsaered wrong, and the
professional avarice of the blackmailing, extoréit®) faithless boys, may have
been as important for Wilde as sexual gratification

Thus Wilde preoccupied himself with ‘trade’, witmeht-boys’ from ‘grey,
monstrous London [...] with its myriads of peoples #ordid sinners, and its
splendid sins’ Dorian 1891, p.47), living a life he would later summari®r
Ross: ‘I have fallen in and out of love, and #u#d hawks and doves alike.
How evil it is to buy Love, and how evil to sell iAnd yet what purple hours one
can snatch from that grey slow-moving thing we Gathe! My mouth is twisted
with kissing, and | feed on fevers’Meanwhile, Pater was at Oxford, living and
writing ‘The Aesthetic Life’:

It is part of [the aesthete’s] tact, his finely edted sense of fithess, to
dissimulate his interests, to say less than hdyrésgdls, to carry about with him
in self-defence through a vulgar age a habit oémes of irony it may be, this
again becoming in its turn but an added means fessior’

Had Pater lived a year longer than he did — byipgdss heart attack on
30 July 1894 — he would, like most Victorians, hawinessed Wilde's
publicised conviction, imprisonment, and completésgthce, a disgrace
facilitated by disclosures about Wilde’s involverharnth those young ‘renters’,
his relationship with Lord Alfred Douglas, and kisll-stained, hotel bed-sheets.
As the ‘gutter press’ liked to chide in various wawVilde had become the
ultimate embodiment of the ‘Ass-thete’, a puckiibsaon to Wilde's role as the
Victorian Bottom? When it came to the aesthetic (not the ass-thifec Pater’s

! Ellmann, p.390. For Wilde's interaction with Tegk ‘circle’, see Ellmann, pp.389-91;
for these sexual ‘episodes’ used against Wildeourt; see pp.441-42, 459-64, and 474-
75. For considerations of ‘renters’ and their henatic and paederastic underworld, see
Rupert Croft-Cookeleasting with PanthersRupert Croft-CookeThe Unrecorded Life
of Oscar WildgNew York: David McKay, 1972); Michael S. Foldyhe Trials of Oscar
Wilde: Deviance, Morality, and Late-Victorian Sagi¢éNew Haven, CT: Yale University
Press, 1997); Jeffrey Weeks, ‘Inverts, Perverts, liary-Annes: Male Prostitution and
the Regulation of Homosexuality in England in thénéteenth and Early Twentieth
Centuries’, inHidden from History: Reclaiming the Gay and LesbiRast ed. by Martin
Bauml Duberman, et al. (New York: Meridian, 198%),195-211.

2 Letter to Robert Ross, 14 May 1900, in Rupert Havis, ed. The Letters of Oscar
Wilde (New York: Harcourt, Brace, 1962), p.828.

% This is the last passage of an essay left unfeisit Pater's death — Houghton Library
(Harvard University) MSS, Engl. 1150 (7), as quotmtd punctuated by Donoghue,
p.291.

* Schmidgall notes that ‘the pun [is the resulthatesourceful menswear firm in Chicago
that, capitalizing on the publicity attending Ossavisit to the city in 1882, sought to
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instincts — even his instinct for dying — were ungoonly superb, leading
Henry James to express in a letter to Edmund Gos4® August 1894, just after
Pater’s burial at St Giles's Cemetery, Oxford: i§Hleath] presents itself to me
— so far as | know it — as one of the successélicitous lives, and the time &
manner of the death a part of the succks3ames was to prove prophetic. Had
Pater lived even a little longer, he would havenfbtimself inextricably bound
within the Victorian period’s most scandalous ta&ngh tangle comprised of
Wilde, Lord Alfred Douglas, a dozen ‘renters’, sail bed-sheets, arfidorian
Gray, a tangle he could hardly have avoided as inspireruch that the resultant
trials condemned. This was a tangle into whiclwhas inevitably drawn, though
posthumously.

catch the eye with an advertisement featuring “Wadcar;’ Or, Balaam, the Ass-thete™
(Stranger p.170). Such characterisations should be seerelation to Ari Adut's
comments: ‘The proclivities of Wilde were [...] corom knowledge in London for a
long time before his tribulations began’ (p.214)ilde’s well-known homosexuality did
not cause a scandal until his trials simply becatus@s not publicly denounced. People
prattled — much and maliciously, but always in pte/ (p.228) — ‘A Theory of
Scandal: Victorians, Homosexuality, and the FallOsicar Wilde',American Journal of
Sociology 111.1 (2005), pp.213-48.

! Rayburn S. Moore, edSelected Letters of Henry James to Edmund Gos8&-1®15:

A Literary Friendship(Baton Rouge: Louisiana State University Pres88)9p.115.
‘Death spared [Pater] the tragedy of Wilde's traatragedy we can conceive only as the
sacrifice of male homosexuality to male homopholiauit Pater's homoeroticism cannot
be represented in the terms of such a discours®Vitham F. Shuter, ‘The “Outing” of
Walter Pater’'Nineteenth Century Literaturd8.4 (1994), pp.480-506 (p.506).
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Pater would have cringed had he foreseen thapidivate intimations
concerningThe Picture of Dorian Graywould be invoked by Wilde, as he
dramatically occupied the dock in the Old Bailegrfr3 April till 31 May 1895,
to justify the novel's published contents. Undeyss-examination from Edward
Carson during his first trial, Wilde claimed thag had never deleted anything
from Dorian Gray, but had actually made an addition: ‘In one cdswas
pointed out to me — not in a newspaper or anytlintpat sort, but by the only
critic of the century whose opinion | set high, Mialter Pater — that a certain
passage was liable to misconstruction, and | madedalition’* For Wilde,
addition was always preferable to deletion, fordmagreed with Pater — ‘the
only critic of the century whose opinion | set High that ‘in literature, too, the
true artist may be best recognised by his tactusion’ (Appreciations p.I5)?
‘Tact’ was never a Wildean virtue. Wilde subsedlyetestified that Pater had
sent him several letters regardibprian Gray (letters no longer extant), the
outcome of which was his modification of that oyesliggestive passage Pater
feared was ‘liable to misconstructioh’That passage may have been, as Donald
Lawler suggestS$,the one in which Basil Hallward questions Doridroat the
ruin of his intimates: ‘Why is your friendship &teful to young men?Torian
1890, p.79). At this point in the novel, Basil egyto provide a ‘list of the
debauched’ for rhetorical support — the boy in @heards, Sir Henry Ashton,
Adrian Singleton, Lord Kent’s son, the young Dukderth — a list that Dorian
interrupts in the 1891 version: ‘Stop, Basil. Yare talking about things of

! As quoted in H. Montgomery Hyde, e@he Trials of Oscar Wilde2" edn (New York:

Dover, 1973), p.109.

2 In ‘Pater's SadnessRaritan, 20.2 (2000), pp.136-58, Jacques Khalip writes:
The type of currency that an absent, Pateriarcif@es unusually to promote is
most striking when we recast that absence as thaityquof countless
‘unmentionables’ during the nineteenth century wihike Pater himself, wore
their silence, rather than hearts, on their sleagesepressed proof of the love
that dared not speak its name. The price paidolyoisexuals is an oblivion that
society campaigns for and enforces as the ineetalolrld both out of and into
which homosexuals must be consigned. (P.147)

% See Lawler|nquiry, pp.55-56.

* Lawler claims that ‘there is only one instancethie final revision ofDorian Gray in

which Wilde made the kind of addition to which Hrided at the trial. It follows a long

series of detailed accusations by Basil Hallwargiafng men who had been ruined by an

association with Dorian Gray. This would seem jh&t sort of passage to which Pater

would take exception’ (Ibid., p.55, note). Monsnudrserves:
Wilde had begun his novel sometime late in 1889 famdhed revising it in
April or May of 1890; and he had visited Pater atfddd on or about 15
February 1890. On that occasion Wilde also catliadLionel Johnson, who
reported that Wilde had ‘laughed at Pater: and wmesl all my cigarettes’. If
Pater did read the manuscript dborian Gray, this would have been the
occasion, Wilde perhaps finding risible Pater'sralat the corrupting influence
of Dorian on his companions. (‘Platonic’, p.27)



307

which you know nothing’Dorian 1891, p.112). This is indeed a passage ‘liable
to misconstruction’, a passage with a suggestiwetesvhich Pater would have
been extremely sensitive.

Like the painter Basil, whom he praises in Bsokmanreview, Pater
always advised discretion, even in things onlybliéa to misconstruction’;
however, discretion was a quality Wilde rarelygifer, enjoyed, and for Wilde
enjoyment was everything. While Wilde's indiscoets were usually sexual,
Pater’'s were usually textual — which perhaps premptVilde’'s acidic retort
upon hearing of his former friend’s death: ‘Wasever alive?’ Well, Pater had
lived, even if only textually; and his texts exasemil an inescapable influence over
Wilde, as Wilde’s prison reading-lists reveal.

In De Profundis Wilde asserts that ‘with freedom, books, floweasd
the moon, who could not be happy?’ (p.1039). Hamwevduring his
imprisonment he had neither freedom nor emeraldhateoms (and only
occasionally the variable moon), but books he wantially permitted, upon
approved request:

In July 1895 Wilde was allowed to choose fifteerok®to be sent to him in
prison: they includedhe RenaissanceTwo months later he g@&reek Studies
Appreciations andlmaginary Portraits Robert Ross, visiting Wilde in prison in
May 1896, undertook to send hi@aston de Latoumwhen it came out on
October 6. A further list, submitted to the prisauthorities on December 3,
1896, included Pater’s posthumduiscellaneous Studigd895).*

Another list, dated 29 July 1897, requests ‘WaRater's posthumous volume of
essays’, though this was one of several volumeslsfrom the list by the prison
governor® Amidst this veritable library of Pater volumekistsmall cell in the
appropriately christened, but heteronymous ‘Reaiagl’, Wilde constructed an
epic epistle addressed ‘Dear Bosie’, a letter nalled De Profundis’ In this
epistle, Wilde employs the language of Pater tdarphe ways he had himself

! Donoghue, pp.85-86.

2 Suzanne Tatian, of Reader Services at the Wilkamrews Clark Library, University
of California, Los Angeles, kindly correspondedhwihe regarding a manuscript in the
library’s collection, ‘Autograph list of books reested by Wilde from the prison
authorities while at Reading. 1896’ (Shelfmark: VZ&F R825): ‘Our list doesn't
include any work of Pater’s. [...] Merlin HollandBhe Complete Letters of Oscar Wilde
(4" Estate, 2000) mentions this and includes a fevertists than what we own. In those
lists, works by Pater includ®enaissanceGreek StudiesAppreciations Imaginary
Portraits, andEssays A list at the P.R.O. from 29 July 1897 includ&dalter Pater’s
posthumous volume of essays” but it was one of re¢wbat the new governor struck
out’. Laurel McPhee, Assistant Librarian at tha€lLibrary, kindly seconded the above
details in another E-mail.

% It should be remembered that this title was inedrfor its posthumous publication in
1905. Although Wilde suggested the tiipistola: In Carcere et VinculjisRobert Ross
supplied the current title instead, based on aestgm from E. V. Lucas.
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been corrupted, initially by touches textual, thgntouches sexual. This second
touch (particularly that of Lord Alfred Douglas, vée life revolved, in Wilde's
phrasing, around ‘boys, brandy, and bettipdias received much, perhaps too
much consideration of late in film, biographiesd:ﬂ:miticism.2 In contrast, it is to

! Letter to Robert Ross, ca. 29 June 19Gfiters of Wildep.831.
2 As a scholarly choice, | have opted, beyond thefices of this footnote, neither to
qguote from nor to provide references to Neil McK&simhe Secret Life of Oscar Wilde
(New York: Basic Books, 2005 [2003]), a biographatt although not apparently
attempting to do so, strikingly supports my claifies including Wilde among the
paederastic Uranian writers, a point cogently mbgelad Adams in his review of the
biography:
This would be easier to enjoy as an epic of sekhatation if Wilde and Co.
really were arguing for the acceptance of love betwman and man. In fact, as
McKenna's extensive quotations make quite cleamymaere standing up for
the righteousness and desirability of sex betweem end boys. McKenna
exhaustively documents Wilde's relationships boithwoung men who were
his social equals, and with the teenage workingsclaoys or ‘chickens’ who
were to his taste. One encounter at a hotel inthifgy was with a 15-year-old
boy, an event which, if it happened today, wouldehaVilde castigated as a
celebrity paedophile — ‘Strange Bedfellow3he Guardian[online edn], 25
October 2003 <http://books.guardian.co.uk/revieiesftaphy/0,6121,1070373,
00.htmlI> [last accessed 25 May 2006].

In his biography (with its title befittingly deride from the most pornographic and
repetitive of Victorian pseudo-memoirb)ly Secret Lifeby Walter), McKenna seems
surprised that, confronted with the detail that d&ilhad practised anilingus on five
messenger boys in a single evening, Aubrey Beardslas ‘shocked and rather
disgusted’, Beardsley feeling that ‘to know thatc@swas a sodomite was one thing, to
be forced to listen to the goriest of gory detaitss quite another’ (McKenna, p.262).
McKenna clearly disagrees with Beardsley’s shoat disgust, since the entirety of his
biography revels in such revelations. As a redifitde is reduced to his sex-drive: his
every thought becomes priapic; almost every ‘frignigd’ he forges becomes a sexual
escapade that leaves behind scant intimacy andescdapth; his principal audience
becomes the legion of servants puzzled as to thgepmethod for handling the residues
with which Wilde has writ large his defiance of ganical society, writ in a medium less
conventional than that of the printed book or thetafian broadsheet — ‘bed sheets [...]
stained with a mixture of vaseline, semen and ewerg’ (McKenna, p.222).

Were even a fraction of the soiled ‘bed sheets’ Kiaa handles both accurate
and aptly evaluated — which | believe they are ({tftol would, for starters, discard the
overly-knowing, outrageousness, and unpublished eirenof Trelawny Backhouse) —
then, against the grain of McKenna’s rhetoricalmtafor Wilde as a heroic ‘sodomite’,
Wilde is recognisable as the Wilde | display: assAhete who is strikingly shallow and
best defined by Wilde's description of Dorian Gesy‘callous, concentrated on evil, with
stained mein, and soul hungry for rebellion’. Desgs scholarly, conceptual, and other
flaws, McKenna's biography should certainly be édesed in any holistic engagement
of Wilde's eroticism; however, for reasons scholarther than Beardsleyan, | have
refrained from engaging it here. It should also m@ted that McKenna rather
disingenuously employs the term ‘Uranian’ throughtu designate materials, actions,
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that earlier, textual touch that the following tsrnThose ‘boys’ came and went,
but Pater'sRenaissancevas a permanent object to have and to hold, adewil
explains: ‘I never travel anywhere without it; [..if] is the very flower of
decadence; the last trumpet should have soundechdmeent it was writter'.
Even in prison, Wilde's hand was ever upon thatlyherit’ of Decadence,
prompting him to relate to Douglas: ‘I rememberidg my first term at Oxford
reading in PatersRenaissance— that book which has had such a strange
influence over my life’ De Profundis p.1022). About Wilde’s relationship to
this volume, Ellmann relates: ‘Much of it, espdigiathe celebrated
“Conclusion”, he had by heart’.

For the Victorians, the most controversial, hemdkiential section of
The Renaissance: Studies in Art and Poetryitled Studies in the History of the
Renaissancén the first edition so prized by Wilde — was i@onclusion’, a
conclusion for which Pater later provided the faliog footnote:

This brief ‘Conclusion’ was omitted in the seconditien of this book, as |
conceived it might possibly mislead some of thoseng men into whose hands
it might fall. On the whole, | have thought it bés reprint it here, with some
slight changes which bring it closer to my origimaaning. | have dealt more
fully in Marius the Epicureanvith the thoughtsuggestedby it.

Renaissancé&893, p.186, emphasis added)

and individuals better labelled, given his oftenbidus claims, ‘homosexual’ and
‘homoerotic’. In most cases the materials, acti@ml individuals so labelled are indeed
‘Uranian’, though the import and importance of #heme ‘Uranian’ in a ‘paederastic’
sense, not in the ‘androphilic’ sense McKenna a&sserIn essence, the fatal,
encompassing flaw of McKenna's biography is thdails to recognise that Wilde and his
circle ‘were standing up for the righteousness daslirability of sex between men and
boys'. While Walt Whitman’s desires were primardndrophilic, Wilde’s rarely were,
adding a degree of specificity to Wilde's self-axatlon — despite an elevated, histrionic
tone inappropriate to the speaker and his circumst — that ‘A poet in prison for
loving boys loves boys. To have altered my lifeuldohave been to have admitted that
Uranian love is ignoble’ — Letter to Robert Rosa, £8 February 1898etters of Wilde
p.705. Since this statement was made to Wilde'stngonstant of friends, a fellow
paederast who knew him better than most, his pigass authentic (however
unreflective), rather than veiled: had Wilde imted, as McKenna would suggest, to
describe himself as ‘A poet in prison for lovingmhene would have phrased it thus.

! As quoted in Ellmann, p.301.

2 bid., p.47.

3 While reviewing her friend-and-neighbour’s novelr Macmillan’s Magazine(June
1885), Mrs Humphry Ward suggests tMarius serves to recant the ‘Conclusion’Tae
RenaissancgDonoghue,p.91). Donoghue partially agrees: ‘The book ideied a
revision of the Conclusion [...] But the motto of hdbooks might well be the same:
death is the mother of beauty’ (p.194). It mighvé been a recant or a revision, but it
proved equally dangerous, as W. B. Yeats sugge#itsaught us to walk upon a rope
tightly stretched through serene air, and we wefetb keep our feet upon a swaying
rope in a storm’ — in W. B. YeatéutobiographiegLondon: Macmillan, 1955), p.303.
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George Augustus Moore (1852-1933), a friend of Pated acquaintance of
Wilde, employs much the same phrasing while comgigehe influence and the
evasiveness of Pater's style — ‘all those lurkinglfimeanings, and that
evanescent suggestion’.‘Half-meanings’ and ‘suggestion’ — these were the
ways that Pater’s textual touch, however scandalooisetheless maintained its
discretion, as Lesley Higgins and James Eli Adaxpdaén, respectively:

Pater, therefore, learned the art of indirectimmfrtwo masterful practitioners,
Socrates and Plato; he pursued a complementaryagprin his own work
through the multiple voices of ancient Greek witimyth, and ar.

Invariably the binding secret remains obscuresegms to designate a particular
state of mind or mode of existence rather than @y baf discursive lore, and
hence is not to be revealed, only experienced. [Paler’'s rhetoric clearly
suggests a calculated affiliation of his aesth&ticivith homoerotic subcultures
that still remain shadowy in recent social andréitg histories of Victorian
England®

Masked as a consideration of Dorian’s ‘yellow boek’reminiscent of Flavian's
‘golden book’ and of Wilde’s description dhe Renaissanas ‘the golden book
of spirit and sense, the holy writ of beadty- Wilde says much the same about
Pater’s style, though his description is far morsightful, and is Higgins and
Adams elevated stylistically to the level of art:

The style in which it was written was that curigesvelled style, vivid and
obscure at once, full airgot and of archaisms, of technical expressions and of
elaborate paraphrases, that characterizes the af@tme of the finest artists of
the French school dbécadents. There were in it metaphors as monstrous as
orchids, and as evil in color. The life of the sefiwas described in the terms of
mystical philosophy. One hardly knew at times \wketone was reading the
spiritual ecstasies of some mediseval saint or thebith confessions of a modern
sinner. It was a poisonous book. The heavy oddnaense seemed to cling
about its pages and to trouble the brain. The roadence of the sentences, the
subtle monotony of their music, so full as it wafs complex refrains and
movements elaborately repeated, produced in thd pfithe lad [Dorian], as he

! George MooreConfessions of a Young Man: Avowa8 vol. of The Collected Works
of George Moorén 21 vols (New York: Boni and Liveright, 1922-24).166. See also
Dowling, Hellenism pp.xv-vi, 92-94; Louis AuchinclossThe Style’s the Man:
Reflections on Proust, Fitzgerald, Wharton, Vidahd Others(New York: Scribner’s,
1994), pp.89-98, ‘Pater and Wilde: Aestheticism Hiodnosexuality’.

2 Lesley Higgins, ‘Jowett and Pater: Trafficking fatonic Wares'Victorian Studies
37.1(1993), pp.43-72 (p.59).

% James Eli Adams, ‘Gentleman, Dandy, Priest: Mastinand Social Authority in Pater’s
Aestheticism’ ELH, 59.2 (1992), pp.441-66 (p.454).

* As quoted in Ellmann, p.83.
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passed from chapter to chapter, a form of revermatady of dreaming, that
made him unconscious of the falling day and cregphradows.
Dorian 1890, p.64)

Like all of his writings, Pater'®enaissancwas obscure to some, vivid to others,
depending on who was readihg.

Current critical consensus suggests that Pateienided audience was a
select group of Oxford (under)graduatespst of whom had homoerotic and/or
paederastic ‘dispositions’ and had studi#gdrae Humanioregor Greats), hence
could read Plato in the original, augmented perligphe recent translations by
Pater's mentor Benjamin Jowett, for ‘the predomaemnd pre-eminence of
“Jowett’s Plato” was significantly unchallenged foore than sixty years'.For
this group, Pater'®enaissanceame as a revelation, revealing that an ‘invisible
society’, an ‘inner circle of inspired souls’ likihemselves, had been the

Y YIn rhetorical terms, the appropriate figureaimplificatio, by which the writer works his
material, as a scientist but also as any laboréowar. [...] Some sentences are instances
of “the productive ardour”; they come upon pos#iks, contingencies, negligencies, and
take them up’ (Donoghue, pp.228-29). See Joris-KaysmansAgainst the Grain(A
rebour9 (New York: Dover, 1969), p.186, where Huysmanssigers such a style:
Of all forms of literature that of the prose poemswDes Esseintes’ chosen
favourite. [....] The novel, thus conceived, thus demsed in a page or
two, would become a communion, an interchange efight between a magic-
working author and an ideal reader, a mental coliaion by consent between
half a score persons of superior intellect scaitare and down the world, a
delectable feast for epicures and appreciable &y thnly.

2 Six representative cases are: David Hilliard, ébglish and Unmanly: Anglo-
Catholicism and Homosexuality'Yictorian Studies 25.2 (1982), pp.181-210; Clay
Daniel, ‘The Religion of Culture: Arnold’s Priestné Pater's Mystic’, Victorian
Newsletter 72 (1987), pp.9-11; William F. Shuter, ‘Pater@an’, Prose Studiesll.1
(1988), pp.41-60; Adams (1992); Dowlingdellenism (1994); Monsman, ‘Platonic’
(2002). Monsman refers to this group of readersaasinner circle of Oxonians’
(‘Platonic’, p.28). In ‘The Death of Euphues: Eumm and Decadence in Late-Victorian
Literature’, English Literature in Transition (1880-192045.1 (2002), pp.4-25, Lene
Ostermark-Johansen writes: ‘To Pater, both thaewtimself and the audience for
which he wrote were ideally scholars, more spedlificphilologists, going back to the
roots of the individual word through an archaeatayior geological excavation of the
linguistic deposits of added and abandoned layemseaning’ (p.10).

% Higgins, ‘Platonic Wares’, p.50. As Shuter notesve know from the record of his
library borrowings that Pater often studied Jowettanslations, and from a remark he
made to Grant Duff we can conclude that, on theleyHte was critical of them; in a clear
allusion to Jowett he said, speaking of Plato:iare photographic translation than we
yet have is alesideratufi (‘Don’, p.55). The difference between Patergpaoach to
Plato and Jowett’s is explained by Higgins: ‘Aetheart of Pater’s enterprise is that
which Jowett finds unspeakable: the body’ (p.53lonsman explains how ‘central’
Platonic thought was to Pater and Wilde: ‘Bothhaw define the influence of beauty
and love in terms of PlatoBhaedrus(‘Platonic’, p.26).
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rejuvenating force of Western culture in the Agd.ebnardo and Michelangelo,
and perhaps could become so again in the Age dbhNéc Phrased differently,
after Pater had hung his own portrait gallery ofn&ssance personalities
(including such disparate characters as the nomiBssnce Winckelmann), a
portrait gallery presenteda the nuances of Platonic indirection, this seleotg
found itself mirrored within a historical continuusaw itself reflected as distinct
and laudable, possessing an elite ‘consciousnesseasibility’ that would be
defended publicly, decades later, by Wilde’s brazenrtroom apologia. What
Wilde failed to anticipate was that his own apodofgir ‘The Love That Dare Not
Speak Its Name’ would become the last expressidhisfsuggestive’ language
of erotic indirection, a language that had begupetier out with Symonds’s death
in 1893 and Pater’'s in 1894, an opaque and mudtiéat language that was
replaced, during his three trials in 1895, withuebtilent directness, a directness
that infiltrated the language of law, psychologyurnalism, and the street, a
directness that encouraged taxonomies such abdmesexual®

However, for several millennia prior to 1895, tmglirect, ‘suggestive’
language of Plato had served as a splendid vefioickiiomoerotic and paederastic
expression, so much so that Arthur C. Benson, Bdiest and family-approved
biographer, would confide to his own diary: ‘Isit'teally rather dangerous to let
boys read Plato, if one is desirous that they shaatcept conventional
moralities?® Thereal dangers attributed to Pater's use of such ‘suggest
language and to the education it inculcated arechby Potolsky:

There has long been a threatening air surroundicgumts of Walter Pater’s
influence on his students and disciples. The weskOxford don, whose staid
but quietly subversive writings set the tone of tEeglish fin de siécle is
regularly credited with destroying lives, undermiimorals and contributing to
the perversion of countless studehts.

The dangers of Paterian education would seem tagame retrospect, only
after their real consequences manifested themsieltaes lives of the students.

! Higgins suggests that ‘In general terms, Patezrabed writers and texts from classical
and modern culture to constitute a counter- or @uhial canon: Ganymede, Zeno,
Plato, Socrates, Sappho, Pindar, Myron, Catulluspfiardo] da Vinci, Montaigne, and
most recently, for Pater, Johannes Winckelmanna{tnic Wares’, p.59).

2 Fisher notes that ‘once [Wilde] had arrived in olee found himself powerless to
prevent the attention of society being focused biatvhe called “uranian love” as it had
never been before. Queensberry’s detectives tsicke ghe veil of secrecy which had
concealed the gay sub-culture. A wave of puritamdphobia swept society’ (p.37).

® David NewsomeOn the Edge of Paradise: A. C. Benson: The DiafBhicago:
University of Chicago Press, 1980), p.194.

* Matthew Potolsky, ‘Fear of Falling: Walter Patem8arius the Epicureanas a
Dangerous InfluenceELH, 65.3 (1998), pp.701-29 (p.701).

® Ibid., p.704.
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It is this subversive ‘suggestiveness’, evinceaulgh language, education, and
art, that is encapsulated in a series of Patenigstipns levelled by Lord Henry
in Dorian Gray. ‘Was it not Plato, that artist in thought, whadhfirst analysed
it? Was it not [Michelangelo] Buonarotti who hadreed it in the coloured
marbles of a sonnet-sequence?’ (1891, p.40). Heryew third question is
missing from this series and could equally havenbesked: ‘Was it not Pater
who had made it so bountifully modern?’

While Pater could expect his own readers, paditylthose ‘elite
“Oxonian” souls’ educated ihiterae Humanioresto be well versed in Plato,
Wilde could subsequently expect those same readdye well versed in Pater,
could expect that they would recognise the Decadeat from whictDorian
Gray had sprung —The RenaissanceWhile Donoghue merely relates that ‘it is
possible that Pater's book, rather than [JorisKEdysmans'sA Reboursor
another claimant, is the “yellow book” Wilde’s LokEnry sends to Dorian Gray,
who imitates it in his progress to immoralify’Gerald Monsman supplies a
convincing motive behind Wilde’s decision to allowfoster multiple claimants:
‘Wilde may have partially deflected criticism awlgm Pater by hinting that the
model for Dorian’s poisonous book was HuysmanA'sRebours (1884),
[however] Pater's theme of the transfiguring boakk$ behind Dorian’s
corrupting volume® Wilde muddies the water even further by clairtinat ‘the
book that poisoned, or made perfect, Dorian Gragsdwt exist; it is a fancy of
mine merely® Whether the ‘yellow book’ is or is not an allusito Pater’s
Renaissancedoes not alter the relative certainty that, beside popular
readership, a readership alternatively curious scahdalised, Wilde had also
inherited a select group of readers who would lagegnised the subtle shadow
of Pater lingering over his only novelThis group would have recalled passages
like the following while readin@orian Gray.

[For Leonardo,] in such studies some interfusiorhef extremes of beauty and
terror shaped itself, as an image that might be see touched, in the mind of
this gracious youth, so fixed that for the reshisf life it never left him; and as
catching glimpses of it in the strange eyes or baichance people, he would
follow such about the streets of Florence till fum went down, of whom many
sketches of his remain. Some of these are fudl ofirious beauty, that remote
beauty apprehended only by those who have sougtaréfully; who, starting

! Donoghue, p.80.

2 Monsman, ‘Platonic’, p.40.

3 Letter to Ralph Payne, 12 February 189%kters of Wildep.352.

* Some believe, based on circumstantial evideneg Whlde had a hand in the writing or
editing of the anonymous, pornographic novdlkleny, or The Reverse of the Medal
(1893), subsequently published in two hundred cofig Leonard Smithers. Others
disagree, usually on stylistic bases; see Grahalnb f&irangers: Homosexual Love in the
Nineteenth Centur{New York: Norton, 2004), pp.207-08.
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with acknowledged types of beauty, have refinedaasupon these, as these
refine upon the world of common formsRgnaissanc&873, p.97)

In fact, the informed reader — the select, Decad@sbnian reader — would
probably have recognised the very kernel from wilohnian Grayseems to have
sprung, the end of Pater’s most famous of cambaspfLa Gioconda

The fancy of a perpetual life, sweeping togetharttousand experiences, is an
old one; and modern thought has conceived the iddaumanity as wrought
upon by, and summing up in itself, all modes ofugfiet and life. Certainly Lady
Lisa might stand as the embodiment of the old fatiey symbol of the modern
idea. (‘Leonardo’Renaissancé&873, p.119)

If Lady Lisa is, as Pater asserts, the embodimkthteoold fancy of perpetual life,
then Dorian Gray, her younger Uranian nephew, ésrtbw fancy of perpetual
youth — for, until the novel’'s anticlimactic lasage, Dorian retains his boyish,
underage appearance, a detail that has been centlgnjlossed over by most
critics. As Dorian puts it, ‘I shall be of ageless than a year’; and later, ‘| was a
school-boy when you knew meD¢rian 1890, pp.34; 54).

Throughout the novel, Dorian encapsulates the sdrtschoolboy
Leonardo would have pursued through Florence, DesiBtes through Paris,
Aschenbach through Venice. In fact, Des Esseisifgsirient exploits with such
a schoolboy seem to have infud@drian Gray, a novel that borrows much from
A rebours and not merely its visual and episodic texturBecause it also
demonstrates the subtle innuendo Wilde and hisdbonwould have employed
while attempting to acquire such a schoolboy framdathe byways of London,
the following episode from Huysmans’s novel hasnbgaoted in full:

Still chewing the bitter cud of his disillusionmefibes Esseintes] was walking
one day all alone in the Avenue de Latour-Maubowhgn he was accosted
near the Invalides by a young man, almost a bow, mdgged him to tell him the
shortest way to go to the Rue de Babylone. Deegifigs indicated his road
and, as he was crossing the Esplanade too, theyjfsegether.

The lad’s voice, insisting, it seemed t® tompanion quite needlessly, on
fuller instructions as to the way; — ‘Then you thinlo you? that by turning left,
| should be taking the longer road; but | was tiidt if | cut obliquely across
the Avenue, | should get there all the quicker’ was timid and appealing at the
same time, very low and very gentle.

Des Esseintes looked him up and down. sElemed to have just left
school, was poorly dressed in a little cheviot gckght round the hips and
barely coming below the break of the loins, a péiclose-fitting black breeches,

! Scholarly readers will immediately recognise thdtave, in all instances of quoting
from Pater’s ‘Lionardo da Vinci’ (fronRenaissancd873), replaced Pater’s alternative
spelling of ‘Lionardo’ with the more common ‘Leowdar (which Pater does himself in
subsequent editions). Given its unfamiliarity,chardo’ is a distraction that draws too
much attention to its own leonine form.
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a turn-down collar cut low to display a puffed agweep blue with white lines,
La Valliere shape. In his hand he carried a dessk bound in boards, and on
his head was a brown, flat-brimmed bowler hat.

The face was at once pathetic and strgnggtactive; pale and drawn,
with regular features shaded by long black lodksvas lit up by great liquid
eyes, the lids circled with blue, set near the nagéch was splashed with a few
golden freckles and under which lurked a little mhouout with fleshy lips
divided by a line in the middle like a ripe cherry.

They examined each other for a moment,teyeye; then the young man
dropped his and stepped nearer; soon his arm whabingl against Des
Esseintes’, who slackened his pace, gazing withoaghtful look at the lad’s
swaying walk.

And lo! from this chance meeting sprang #tmastful friendship that
nevertheless was prolonged for months. To this @ss Esseintes could not
think of it without a shudder; never had he exparéal a more alluring liaison or
one that laid a more imperious spell on his senseger had he run such risks,
nor had he ever been so well content with sucliexaus sort of satisfaction.

Although Dorian begins as a far less ‘knowing’ smhoy, he subsequently
develops into a paederastic Des Esseintes in hisr@ght, though a pursuer of
schoolboys who himself retains the appearance ef endetail that further
heightens the paederastic import of Wilde's novehlthough Dorian may
chronologically ‘come of age’, outwardly he will @vremain a schoolboy, an
‘Adonis’ like ‘ivory and rose-leaves’, ‘a Narcissuwgith the ‘face of Antinols’, a
mystical representation of the ‘harmony of soul éody’ (1890, pp.4-9). This
commingling of Basil’s painterly touches, Dorian’perpetual youth’, and
Wilde’s exploration of ‘curious beauty’ suggestatthhe Renaissanaessay most
embossed omorian Gray is ‘Leonardo da Vinci’, a claim enhanced here by
intermingling Wilde’s 1890 and 1891 versions of tiovel.

In The Picture of Dorian Graythe reader arrives at an aesthetic moment,
the painter Basil Hallward perfecting his portrait this Adonis-Narcissus-
Antinols and suddenly realising: ‘I really cankhéit it. | have put too much of
myself into it" ©orian 1890, p.4). Overshadowing Basil's aesthetic tphns a
burgeoning fear that the ‘shallow, prying eyestltd general public (1890, p.10)
will recognise the painter’s lingering glance oféo

Two months ago | went to a crush at Lady Branddns] | suddenly became
conscious that some one was looking at me. | tuh@f-way round, and saw
Dorian Gray for the first time. When our eyes nlefelt that | was growing

pale. A curious instinct of terror came over niknew that | had come face to
face with some one whose mere personality was smnfating that, if | allowed

it to do so, it would absorb my whole nature, myolehsoul, my very art itself.

(1890, p.6)

! HuysmansA rebours pp.103-04.
2 ‘Basil's “secret” is the emotional turmoil of hisfatuation with Dorian, a “romance of
feeling” defined by the novel’s allusive complexag both Platonic and Paterian — the
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Portrait of Antinouis Portrait of Antinotis as Dionysus
Roman Roman
Marble, ca. 125-138 CE Marble, ca. 130-138 CE
Archaeological Museum of Olympia Hermitage Museum
Olympia, Greece St Petersburg, Russia

It is those eyes — the eyes of his sitter Doriathat begin, in time, to recognise
the depth of infatuation underlying Basil’s painsdfaces, especially given that
Basil's subsequent paintings are merely variatmn®orian-in-disguise, as with

one in which, ‘crowned with heavy lotus-blossonmm yas Antinols] had sat on
the prow of Adrian’s barge, gazing across the greebid Nile’ (1891, p.89).

Besides, Dorian is meanwhile being ‘schooled’ byd_blenry Wotton, schooled
to probe beneath the ‘shallow’ surfaces of bothvaaas and humanity, to ‘pry’
deeply into artistic motives and personal desitesdo what Pater praises in
Leonardo: ‘He learned [...] the art of going deep tracking the sources of
expression to their subtlest retreats, the powearofintimate presence in the
things he handledRenaissanc&873, p.96). For Dorian, ‘the art of going deep
is imbibed through the tutelage of Lord Henry, thaspirer’ who is Wilde’s

most Paterian creation. Throughout the novel, Udesry, in clearly Paterian
fashion, espouses theories described as ‘poisosshite’ that their influence is
barely felt by those they influenc®dgrian 1890, p.30), such that Dorian ‘was
[only] dimly conscious that entirely fresh influeexwere at work within him’

(1891, p.29; 1890, p.14 reads ‘entirely fresh imspal). As a submissive
‘hearer’, Dorian becomes privy to and proficientaih of Lord Henry’s ‘wrong,

fascinating, poisonous, delightful theories’ (1890,35), especially after

worship of ameirakiskos(young man) by his intellectually inspired lovéMonsman,
‘Platonic’, p.29).
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embracing Lord Henry’'s recommendation that he ‘dheesoul by means of the
senses’ (1890, p.16):

There were poisons so subtle that to know theip@ries one had to sicken of
them. There were maladies so strange that ond¢ohpdss through them if one
sought to understand their nature. And, yet, vehgteat reward one received!
How wonderful the whole world became to one! (.30

Lord Henry’s corrupting ‘influence’ is described aseries of distilled ‘poisons’,
‘poisons’ that a receptive Dorian imbibes until gins to receive their ‘great
reward’.

Ever thebon vivantof conversational influence, Lord Henry luxuriabes
Dorian’s receptive disposition and his own swayrate ‘Talking to [Dorian]
was like playing upon an exquisite violin. He aes®d to every touch and thrill
of the bow. ... There was something terribly entlimgllin the exercise of
influence’ (1891, p.39). Moreover, Lord Henry fulappreciates that the
‘influence’ that he exercises conversationally ilsoaexerted by potent
personalities captured aesthetically, a truth tbatian will later realise for
himself under the spell of Sibyl Vane’s theatritali‘'She makes [her audience]
as responsive as a violin’ (1890, p.36). In otiwerds, both Lord Henry and
Sibyl force their audience — namely Dorian — in&@sponsiveness, into a
sympathy with themselves and their motives, a syhyptnat Socrates praises in
thePhaedrus

But nobler far is the serious pursuit of the dititean, who finds a congenial
soul, and then with knowledge engrafts and sowgdsvavhich are able to help
themselves and him who planted them, and are rfatitful, but have in them
seeds which may bear fruit in other natures, nadun other ways — making
the seed everlasting and the possessors happye tatiiost extent of human
happiness. (As translated by Benjamin Jowett)

However, unlike Socrates’ philosopher (whose matiage noble) and Sibyl
(whose motives involve little more than the aestheexpressiveness
characteristic of Basil), when Lord Henry suggehleg ‘one should sympathise
with the colour, the beauty, the joy of life’ (189p.42), Wilde's reader
recognises that Lord Henry is not sowing ‘the seedrlasting’ that Socrates
promises will make ‘the possessors happy to theostnextent of human
happiness’. Instead, the ‘great reward’ that Lideshry promises is a heightened
sympathy with life’s ‘poisons’, life’s ‘sins’ — fofsin is the only color-element
left in modern life’ (1890, p.35), though a colalement as complex as a Persian
carpet.

! Plato,On Homosexuality: Lysis, Phaedrus, and Sympasitans. by Benjamin Jowett
(Buffalo, NY: Prometheus Books, 1991), pp.98-99.
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As he ‘lounged in the Park, or strolled down Pdailtg (1891, p.47),
places famed for illicit rendezvotd)orian made a habit of acquiring those sins
S0 various, sins such as those Des Esseintes foitihdis Parisian schoolboy.
‘This grey, monstrous London of ours, with its nag$ of people, its sordid
sinners, and its splendid sins’ (1891, p.47) — 1890 version reading ‘its
splendid sinners, and its sordid sins’ (p.24) & jgssage clearly plundered from
Pater: ‘In the streets of Milan, moved a peoplefagastic, changeful, and
dreamlike. To Leonardo least of all men could ¢hlee anything poisonous in the
exotic flowers of sentiment which grew there. Iasva life of exquisite
amusements [...] and brilliant sinsRénaissancel873, pp.101-02). With the
sordid bravado of Robert Browning’s Fra Lippo LippVilde and his Dorian
simply knot together their soiled bed-sheets amads from the Paterian loft of
aesthetic contemplation, rushing forth to find m@apable pleasures in the
moonlit streets of Florence, Milan, Hyde Park, azcBdilly. Like those once-
pristine bed-sheets, Pater’'s description of Leomard so brilliant, so exquisite
— is twisted into another shape and purpose, aggerpo sordid, sGray.

Nevertheless, even sins as fantastic, mercuriad, dreamlike as a
kaleidoscope or a Persian-carpet lose their puzatenbecome merely a blended
palette of grey after too much contemplation ouigdnce: they then afford little
save boredom, especially amidst the Decadent rigcésde ‘always searching
for new sensationsOorian 1890, p.17). As Lord Henry laughingly admits, é€rh
only horrible thing in the world isnnui [...] That is the one sin for which there
is no forgiveness’ (1891, p.146), an admission Batoghue explains: ‘In Pater
and in the decadence he and Huysmans gave waorarthé price one pays for
extreme achievements of refinement is that themiseturn from them, even as
a vacation exercise, to common forms of existenCehere is only further
refinement, the last curiosity’.Increasingly bored with this continual search for
further sensations, for further refinements, Dordoes indeed become more
horrible, more blandly grey — ‘callous, concentchtan evil, with stained mien,
and soul hungry for rebellion’ (1891, p.137), @ [...] with that pride of
rebellion that is half the fascination of sin, asmiling, with secret pleasure’

YIn *Say It with Flowers: The Poetry of Marc-AndFé&ffalovich’, College Literature
24.1 (1997), pp.11-27, Ed Madden notes: ‘In anotpeem in Tuberose and
Meadowsweet‘Mystic Love”, Raffalovich writes of “London, thavays of Piccadilly”,
alluding, perhaps, to a specific sexual geographthe city, to Piccadilly as a site for
homosexual cruising’ (p.19). See also Wolf von &dk, Sander L. Gilman, and J.
Edward ChamberlinDscar Wilde's London: A Scrapbook of Vices anduéist 1880-
1900 (Garden City, NY: Anchor, 1987). For a more recgmndy of male prostitution in
London’s Piccadilly Circus, see Mervyn HarriBhe Dilly Boys: Male Prostitution on
Piccadilly (London: Croom Helm, 1973).

2 Donoghue, p.186. Besides PateRenaissanceand Huysmans's\ rebours Wilde
probably constructed his novel from other sourcesvall, namely Benjamin Disraeli's
Vivian Grey (1827), Charles Robert Maturin’slelmoth the Wandere(1820), and
William Beckford’s The History of the Caliph Vathdkhe English translation of which
was first published in 1786).
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(1890, p.73). Pater notes a similar effect upoonaedo, though its cause is
obviously less carnal and narcissistic than itoisDorian: ‘This agitation, this
perpetual delay, give him an air of weariness amdug (Renaissancel873,
p.106).

At the end of the novel, Lord Henry exclaims, ‘Abgrian, how happy
you are! What an exquisite life you have had! Mwawve drunk deeply of
everything. You have crushed the grapes against palate’ Dorian 1890,
p.96). This exclamation is half true: ‘happy’, re ‘exquisite’, yes. As the
ultimate bon vivantof Victorian Decadence, Dorian has indeed drurdptieof
everything, especially those Decadent poisons fbickv he has acquired a
definite and definitive taste. As with most formispalatable connoisseurship,
aging bespeaks a degree of improvement; henceamdiscovers that the most
potent vintages of those Decadent poisons weril@lisin earlier ages.

In a particularly Paterian passage from chaptezethWilde reminds his
reader that ‘now and then a complex personalitk tbe place and assumed the
office of art; was indeed, in its way, a real woifkart, Life having its elaborate
masterpieces, just as poetry has, or sculpturpaimting’ ©orian 1890, pp.30-
31). For Dorian, Lord Henry’s personality and appéims have done just that.
By asserting poignantly that ‘life itself was thesf, the greatest, of the arts’, such
that ‘if a man treats life artistically, his braigs his heart’ (1890, p.66; 1891,
p.153), Lord Henry posits a Decadent syllogism tizdtever a man can imagine
his life can expressfor ‘there was no mood of the mind that had nst i
counterpart in the sensuous life’ (1890, p.69). dénthe influence of this
syllogism that blends art and life, Dorian comes@oognise that he also has
‘ancestors in literature [and art]’, complex peraires who, more so than Lord
Henry, could take ‘the place and assumed the offfcart’. Dorian soon feels
‘that he had known them all, those strange terfiiigigres that had passed across
the stage of the world and made sin so marvelland, evil so full of subtlety’
(1891, p.108) — the 1890 version reading ‘so fdllwmnder (p.76). Those
figures, those complex personalities first introgllidco Dorian through Lord
Henry's cultivated conversation and books, now bezthe principal influences
over him, influences so ‘subtle’ that he could lwgnder: ‘Had some strange
poisonous germ crept from body to body till it haghched his own?’ (1890,
p.75).

By continually pacing back and forth in his fanslyportrait gallery,
Dorian has indeed ‘crept from body to body till.it] reached his own’. Amidst
these wanderings, Dorian becomes increasinglygintd by the portrait of his
ancestor Philip Herbert, who was, according to anoie from the time of the
monarchs Elizabeth and James, “caressed by thd tmuhis handsome face,
which kept him not long company” (1890, p.75).After this suggestive

1 In Memoires of the Reigns of Queen Elizabeth and Kames(1658, attributed to
Francis Osborne), the passage reads ‘caressedN@ KAMES for his handsome face’
— as quoted inThe Picture of Dorian GrayOxford English Novels series), ed. with
intro. by Isobel Murray (Oxford: Oxford UniversiBress, 1974), p.246.
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anecdote, which leaves the reader wondering whetierroyal court had
caressed his ancestor’s face literally or metaphtyi' Dorian continues:

Yet one had ancestors in literature, as well asnel's own race, nearer perhaps
in type and temperament, many of them, and ceytaiith an influence of
which one was more absolutely conscious. [....] Hetfat he had known them
all, those strange terrible figures that had pass®dss the stage of the world
and made sin so marvellous and evil so full of wvand1890, pp.75-76)

After positing a veritable museum filled with paitls of homoerotic and
paederastic ancestors, as well as their cultusibwes, a museum in which
Dorian’s gallery constitutes only a meagre portidfilde, as one might expect,
proceeds to conveithe Picture of Dorian Graynto an elaborate catalogue of
ancestral artists and philosophers who shared hanidh ‘temperament’, a
catalogue that displays a continuum passing throBtgto, Michelangelo,
Montaigne, Shakespeare, and Winckelmann — a lidbwérs who find their
contemporary encapsulation and manifestation, e Baggests in his review, in
a proper Epicurean like Basil, a truth only belatedcognised by Dorian in the
novel and Wilde in the dock:

Basil would have helped him to resist Lord Henipuence, and the still more
poisonous influences that came from his own temperd The love that
[Basil] bore him — for it was really love — had sething noble and
intellectual in it. It was not that mere physiealmiration of beauty that is born
of the senses, and that dies when the sensesltirgas such love as Michael
Angelo had known, and Montaigne, and Winckelmannd &hakespeare
himself. Yes, Basil could have saved him. Butas too late now.
Porian 1890, p.60)

The ‘Love that dare not speak its name’ in thist@gnis such a great affection
of an elder for a younger man as there was bet®esid and Jonathan, such as
Plato made the very basis of his philosophy, amth &t$ you find in the sonnets
of Michaelangelo and Shakespeare. It is that degipitual affection that is as
pure as it is perfect. It dictates and pervadestgworks of art like those of
Shakespeare and Michaelangelo, and those twodetfemine [to Douglas],
such as they are. It is in this century misundet so much misunderstood that
it may be described as the ‘Love that dare notlsfisaname’, and on account of
it | am placed where | am now.

(From Wilde’s apologia durirggtfirst of his

two trials for ‘gross indecenc¥895¥

! About his own protagonist, Huysmans relates: &Bgurious accident of heredity, this
last scion of a race [Des Esseintes] bore a stresgmblance to the far-off ancestor, the
mignon of Princes’A rebours p.2).

2 As quoted in Ellmann, p.463. ‘Pater, of courss] kritten about all these intellectual
lovers, most recently of Montaigne and “Of Frien@shn Gaston de Latourbegun
1888)’ (Monsman, ‘Platonic’, p.29).
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The elaborate catalogue thatD®rian Gray also includes monarchs and their
favourites — Richard 1l, James |, Edward Il and édoved Piers Gaveston —
their presence masked by a masque of jewelled @odmift-giving:

Richard Il. had a coat, valued at thirty thousaratk®, which was covered with
balas rubies. [...] The favourites of James |. waaerengs of emeralds set in
gold filigrane. Edward Il. gave to Piers Gaves®rsuit of red-gold armor
studded with jacinths, and a collar of gold rosetsvdth turquoise-stones, and a
skull-cap parseméwith pearls. [....] How exquisite life had once beehlow
gorgeous in its pomp and decoration! (1890, g.71)

Then, lest the homoerotic and paederastic elen@ntsligion be overlooked,
Wilde darts St Sebastian into his catalogue (1892G3)> This Wildean
exploration of erotic portraiture has its antecede®ater’'s own erotic portrait of
Leonardo, as well as many of the other portrads tonstituteThe Renaissance

[Leonardo] plunged also into human personality, badame above all a painter
of portraits; faces of a modelling more skilful thiaas been seen before or since,
embodied with a reality which almost amounts tosibn on dark air. To take a
character as it was, and delicately sound its stepdged one so curious in
observation, curious in invention. (1873, p.104)

Many of the figures who constitute this Wildeanatagjue were first portrayed
for Dorian in what he later dubs the ‘yellow boo&’dangerously direct allusion
to Pater'sRenaissancdacking only its necessary italicisation: ‘TherfRissance

! These are some of the most prominent paederastiokrotic figures of English
history. A few years after Edward Il died, Ranuldlyden explained the method of his
death, which indicates its association with his beroticism: cum veru igniti inter
celenda confossus ignominioise perempftte was ignominiously slain with a fiery
poker thrust into his anus’) — from Caroline Binghalhe Life and Times of Edward I
(London: Weidenfeld and Nicolson, 1973), p.197. atk important here, for all of these
historical figures, is not whether the details abilvem are now considered historically
accurate or not, but that they were thought todoeimte by Wilde and other Victorians.
Regarding James |, see David M. Bergers€img James and Letters of Homoerotic
Desire(lowa City: lowa University Press, 1999); Mich&lYoung,King James and the
History of Homosexualit{New York: New York University Press, 2000). Fdret
homoeroticism of Richard Il, particularifa Shakespeare’s play, see Mario DiGafidjie
Homoerotics of Early Modern Dram@Cambridge: Cambridge University Press, 1997),
chapter four: “The Homoerotics of Favoritism in Gealy’.

2 Sebastian, an intimate favourite of Emperor Ditiate was appointed Captain of the
Guard in the Imperial Roman Army. When Sebastefnsed to denounce his acquired
Christianity in 286 CE, Diocletian ordered that the tied to a tree so that Mauretanian
archers could riddle him with arrows. He was tldubbed to death and cast into a
sewer. See his entry in Charles G. Herbermanal,.,e¢d.,The Catholic Encyclopaedia:
An International Work of Reference on the ConstitytDoctrine, Discipline and History
of the Catholic ChurcliNew York: Robert Appleton, 1907-12), vol. XIII.
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knew of strange manners of poisoning [....] Doriamysihad been poisoned by a
book’ (1890, p.77). This ‘yellow book’ had beemtieby Lord Henry, who
roguishly anticipated that its collection of stranguggestive poisons would
overwhelm Dorian, despite the assertion he latekesao the contrary, as
Ellmann explains:

When Dorian tells Lord Henry that the pseuddrebourdas corrupted him, his
friend denies that this could happen. ‘As for egoisoned by a book, there is
no such thing as that. Art has no influence updioa. It annihilates the desire
to act. It is superbly sterile. The books tha torld calls immoral are books
that show the world its own shame. That is aBut a book has completed for
Dorian what Lord Henry began. We are not allowedatcept [Lord Henry]
Wotton’s judgment, for it has already been madardieat he himself, when he
was sixteen, had been overwhelmed by a book. 6tk lis also left unnamed,
but its identity can be established from his tallord Henry is forever quoting,
or misquoting, without acknowledgment, from PateStsidies in the History of
the Renaissancé

Over time, the ‘prying’ Dorian comes to apprecidterd Henry's intention
behind loaning this volume: ‘You poisoned me watibook once. | should not
forgive that. Harry, promise me that you will nelend that book to any one. It
does harm’ (1890, p.97).

What a grand sentence is ‘I should not forgivet'tha one of those
flagrant-yet-subtle displays of the opaque styldde¢/ihad absorbed from Pater
and hisRenaissance— a portmanteau that provides potential for ‘suzfeand
‘symbol’ at once (to quote from the ‘Preface’ Bmrian Gray). Should notis
curious phrasing at best, perhaps measimgl not,perhaps meaningught not
— the first declares the unforgivable; the secauabgnises, playfully, something
almost forgiven already, for Dorian indeed recogsishat the lending of this
book is consistent with Lord Henry’'s decadent peadity and ‘wrong,
fascinating, poisonous, delightful theories’:

For years, Dorian Gray could not free himself frtme influence of this book.
Or perhaps it would be more accurate to say thatelver sought to free himself
from it. He procured from Paris no less than farge paper copies of the first
edition, and had them bound in different colouis,tisat they might suit his
various moods and the changing fancies of a naiuee which he seemed, at
times, to have almost entirely lost control. Therdy the wonderful young
Parisian, in whom the romantic and the scientifenperaments were so
strangely blended, became to him a kind of prerfigutype of himself. And,
indeed, the whole book seemed to him to containstoey of his own life,
written before he had lived it. (1891, p.97)

! Ellmann, p.317.
2 The 1890 version reads ‘could not free himselfrfiie memory of this book’, of which
he had acquired a mere ‘five large-paper copidbefirst edition’ (p.65).



32¢

The recognisable symptom provoked by this ‘dangemavel’ (in the 1891
version, ‘wonderful novel’) is an arousal of ‘sitifauriosity, a curiosity that, in
Dorian’s case, seems to make a fetish of one pédatly perverse chapter, a
chapter that he re-reads repeatedly:

The hero of the dangerous novel that had so infleéris life had himself had
this curious fancy. In a chapter of the book Hks teow, crowned with laurel,
lest lightning might strike him, he had sat, as€fibs, in a garden at Capri,
reading the shameful books of Elephantis, while risvand peacocks strutted
round him and the flute-player mocked the swingérth® censer; and, as
Caligula, had caroused with the green-shirted jgekim their stables, and
supped in an ivory manger with a jewel-frontletedde; and, as Domitian, had
wondered through a corridor lined with marble mistolooking round with
haggard eyes for the reflection of the dagger Wes to end his days, and sick
with that ennui [...] that comes on those to whore lifenies nothing; and had
peered through a clear emerald at the red sharobtbg Circus, [...] and heard
men cry on Nero Caesar as he passed by; and, aabBlag, had painted his face
with colors, and plied the distaff among the womén890, p.76)

The Roman allusions in this ‘curious fancy’ woulave passed unintelligibly by
Wilde’s casual or common readers, readers withbat‘tlear emerald’ of an
education inLiterae Humanioresto clarify their view, to enable them to
appreciate the dangerous decadence hidden witasethllusions — especially
given that, even as late as 1993, the passagevitooh the allusion to Tiberius
was taken required a fluency in Latin to graspeeiit had never been translated
into English:

A passage from Suetoniustsves of the Caesardescribes Tiberius's use of
erotica. (It is still not available in English miglation [as of 1993]; théoeb
Classical Seriedeaves the offending text in Latin.) In addititm having his
bedroom on Capri decorated with two expensive pajatby Parrhasios with
obscene subject matter (one showing Atnehigallus or eunuch high priest of
Cybele in an indecent act, the other Meleager pmifgy cunnilingus on
Atalanta), Tiberius had pictures illustrating sexpasitions placed throughout
rooms used for copulation: ‘He decorated roomatked in different places with
images and statuettes reproducing the most lassivii@intings and sculpture,
which he amplified according to the books of Elefiisg so that no position he
might order would fail to be representéd’.

! Huysmans also considers the erotic atmospherewuting Elagabalus —A rebours
pp.31-32. Simeon Solomon painted Elagabalus (thad® emperor Aurelius Antoninus)
dressed as a propheteseliogabalus, High Priest of the Sun and EmperoiRaine,
118-122 AD(1866; watercolour on paper; private collection).

2 John R. Clarke, ‘The Warren Cup and the Context&kEpresentations of Male-to-Male
Lovemaking in Augustan and Early Julio-Claudian’ArArt Bulletin, 75.2 (1993),
pp.275-94 (p.287).
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By repeatedly wandering through the erotic speetatiat was Tiberius's
pleasure-palace (itself a catalogue of erotica hyoof The Kama Sutfg Wilde
and his Dorian, ‘the hero of [his] dangerous nagvedpeatedly lift the poisoned
chalice to their own and the reader’s lips, althougost readers have never
recognised the draught it contains, or its eratipart so curious, so profane.

While snubbing Sibyl Vane — an actress who spisaal in those
Shakespearean roles allocated, on the Elizabethge,g0 a boy, recalling ‘The
Portrait of Mr. W. H.” — Dorian, the bestower ofetlpoisoned chalice, reveals
the stages of his own poisoning by saying, ‘YouehkMed my love. You used
to stir my imagination. Now you don’t even stir royriosity. You simply
produce no effect’ (1890, p.40). Initially, thélirence of a personality or a work
of art stirs the curiosity, then the imagination which, for someone whose
‘brain is his heart’, is the seat of desire. Thstfis passive, the second active.
Lord Henry insinuates as much to Basil, pointing the latter's own influence
over Dorian: *Your portrait of him has quickened hppreciation of the personal
appearance of other people. It has had that extedffect, among others’ (1890,
p.33). These passages above taste of the tinciur@ater's Renaissance
particularly the draught of ‘Leonardo’:

In the streets of Milan, moved a people as fartastiangeful, and dreamlike.
To Leonardo least of all men could there be angtlpoisonous in the exotic
flowers of sentiment which grew there. It wasfa bf exquisite amusements
[...] and brilliant sins; and it suited the qualiti/lds genius, composed in almost
equal parts of curiosity and the desire of beaotyakethingsas they came.
(1873, pp-101-02, emphasis added)

Although, initially, Dorian merely indulges in p@ge appreciation, a
voyeuristic pleasure in Sibyl's theatricality, e later moved to act, ‘to take
things’, to assert his ‘manhood’. In the culmioatiof this, Dorian grows bored
and cruel, and a distraught Sibyl takes a draufylitesal poison — prussic acid.
Like his ancestor Leonardo, Dorian admits: ‘I ldeautiful things that one can
touch and handle’Qorian 1890, p.54). The erotic import of this statemisnt
heightened by his subsequent comment to Basil:t tB& artistic temperament
that they create, or at any rate reveal, is stdkento me. [....] You have not
realized how | have developed. | was a schoolwbgn you knew me. | am a
man now. | have new passions, new thoughts, neasid | am different’ (1890,
p.54). In essence, Dorian has begun to mirror 8/ddd his love of ‘beautiful
things that one can touch and handle’, and latecadd: ‘I used to be utterly
reckless of young lives: | used to take up a bboye him “passionately”, and
then grow bored with him, and often take no notiteim. That is what | regret
in my past life’*

! Letter to Reginald Turner, 21 June 18B@tters of Wildep.616.
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Curiosity leads to desire; desire leads to contechtact leads to a
requirement that the beautiful thing that has aydaeen touched and handled be
possessed, bead ‘Eternal youth, infinite passion, pleasures &ubind secret,
wild joys and wilder sins, — he was haveall these things’'@orian 1890, p.51,
emphasis added). Beautiful things, whether aestletfleshy, stir in Dorian
obdurate passions, passions that require not daly hleauty be touched and
handled and possessed, but ultimately, ravished ith Borian thrusting his
claim of ‘I am a man now’ into the receptive bodlyhmmanity. For Dorian,
desire has shifted to necessity: ‘There were passin him thatvouldfind their
terrible outlet, dreams thatould make the shadow of their evil reaDdrian
1890, p.60, emphasis added). However, almost wutagly, Dorian finds that,
by giving his passions outlet, by making his dreamal and expressed, by
getting ‘to know’ beauty in every way (especialtyifs fullest biblical sense), his
passions are only further stirred: ‘The more heviknthe more he desired to
know. He had mad hungers that grew more ravensuseafed them’ (1890,
p.66). This is the ‘ravenous’ curiosity Dorian sdth with his creator, whose
punning search for ‘wild joys and wilder sins’ wddead to his tripartite ruin in
the Old Bailey by mid-decade.

Dorian’s earlier influences, such as the livinggomality of Lord Henry
or those personalities living only in the likesR#ter'sRenaissance- influences
that aroused his curiosity, taught him what wassfids, intensified his desires,
and provoked his ‘sinful’ imagination — those irdhces inspire him, in turn, to
create his own curious sins, sins as yet undepiotedt, as yet unconsidered by
man, all ‘those sins that seemed to be alreadsingiin spirit and in flesh, —
those curious unpictured sins whose very mysteny teem their subtlety and
their charm’ Dorian 1890, p.62).

‘Culture and corruption [...] | have known somethiofgjboth’ (Dorian
1890, p.94) — Dorian speaks of ‘culture’ and ‘cqtian’ almost aspast
influences, recognising with Pater and Lord Hergtthe should indeed know
something of both; for, like his fellow Decaderigyrian considers ‘culture and
corruption’ inextricably linked: ‘Culture and caogtion [...] | have know
something of both. It seems to me curious now they shouldeverbe found
together’ (Wilde probably intending ‘ever’ in therse of ‘always’). As an
artistic, philosophical, and practical movement;tgrian Decadence considered
‘culture and corruption’ at length, either recogmis or establishing a link
between them. This was a link that the Decadeniad in their ‘ancestors in
literature’ and in themselves, a link that culméthin a ‘suggestive’, eroticised
style like that which Pater found in Leonardo: f{osity and the desire of beauty
— these are the two elementary forces in Leonardetsus; curiosity often in
conflict with the desire of beauty, but generatimgynion with it, a type of subtle
and curious grace’Renaissancd 873, p.102). A style, a ‘subtle and curious
grace’ — this is exactly what Lord Henry had cudted in Dorian through
‘culture and corruption’, cultivated until Dorianemged and personified those
‘two elementary forces’ in himself.
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When Lord Henry complains that the painter Basdd no curiosity. It
was his chief defect’ (1890, p.96), his point iattBasil did not understand this
venomous quality — this stylised grace that is atame of curiosity and desire
— whether this venomous quality resided in Lord ®fear in Dorian or in
himself. Lord Henry's claim is illustrated by tpezzlement Basil displays while
naively interrogating Dorian in private: ‘Why ioyr friendship so fateful to
young men?’ Perhaps after Pater had seen it iuscaipt, Wilde’s alteration of
this passage had merely been the replacement avdhe ‘fatal’ with ‘fateful’;
however, the implication of the passage remainsstmee. After providing a
substantial list of ruined youths for rhetoricappart, Basil charges Dorian with
corrupting everyone ‘whom you become intimate w{tt890, p.80), filling them
‘with a madness for pleasure’ (1891, p.112). Thisdness for pleasure’ —
abounding with those ‘mad hungers that grew movenaus as [one] fed them’
— was the subtle poison common among the Victobanadents, at least those
who were not endowed, like Basil, with that ‘soft ahivalrous conscience’
championed by Pater and his ‘elevated’ Uranianipliss like Lionel Johnson.

‘The common’— Pater portrays Leonardo as ‘one who has thoughts
himself alone, [which is recognisable in] his higlifferentism, his intolerance
of the common forms of thingsRenaissanc&873, p.90); Wilde portrays Dorian
as much the same. But what of those ‘uncommonsq@u — ‘those curious
unpicturedsins whose very mystery lent them their subtletg ¢heir charm’?
What new colour-element of sin would Dorian, mastieso many sinful colours,
offer as a fateful (fatal) gift to later generasoof young men? What flower of
beauty would Dorian cultivate while motivated bliags resembling those of
Leonardo?

Other artists have been as careless of presenutaref applause, in self-

forgetfulness, or because they set moral or palitamds above the ends of art;
but in [Leonardo] this solitary culture of beaugems to have hung upon a kind
of self-love, and a carelessness in the work obhall but art itself. Out of the

secret places of a unique temperament he brouginigg blossoms and fruits
hitherto unknown; and for him the novel impressimmveyed, the exquisite

effect woven, counted as an end in itself — a peded.

Renaissanc&873, pp.110-11)

For Dorian, on the other hand, the ‘perfect endbuld be the
achievement of a colour-element more mysterious sufutle, a flower more
poisonous and charming than his friend Lord Henould ever even have
contemplated — a pleasure in the ultimate soc@tale, a crime beyond that of
murdering Basil, which led Dorian’s former intima®an Campbell to charge:
‘You have gone from corruption to corruption, armwyou have culminated in
crime’ (Dorian 1890, p.92). Alan assumes that the crime of muiglethe
‘culmination’ of Dorian’s corruption: it is not. This murder has merely
forecasted a new selection of pleasures—colourssediies capable of arousing
him — or, to use the murdered Basil's words, haseigesuggested to Dorian ‘an
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entirely new manner in art, an entirely new modesigle’ (1890, p.9). The
broader society of Victorian Decadents, persomalituch as Lord Henry and his
original, Walter Pater, would have considered thdrhination’ of corruption to
be its own replication: tempting and corruptingdoents until those Innocents
themselves become Decadents capable of temptinga@anapting in turn. This
is the cyclical sin for which many a Socrates haerbaccused, thwarted,
punished, or executed — such that even Dorian sléat ‘he would never again
tempt innocence. He would be good’ (1890, p.98),ifathe hallmark of
‘goodness’ is a refusal to tempt or corrupt inn@een

For ‘common’ Decadence (if Decadence can be labelsuch a
paradoxical thing), the pattern of its replicatisnindeed cyclical: a Decadent
uses his influential style, whether expressed ftiincart or through life, to spark
the curiosity of an Innocent. This Innocent, nourigus, is enticed by the
Decadent to imbibe sinful poisons, whether as ikeprattitudes, or actions,
poisons whose only consequence is to increasenttfueént’s appetite for them.
As a result, the Innocent begins to lose his innoee— hence, becomes
‘corrupted’ — through a futile attempt to satisfig lever-growing and ever-more-
complex appetites. Corruption merely leads to wron merely leads to
corruption until boredom forces the newly createst@lent (who was formerly
the Innocent) to re-evaluate this process — in rotherds, to become
imaginative. Though he may attempt otherwise, teivaluation inevitably
takes one or both of two Decadent forms, each bwpenpleasure in itself: the
pleasure of optingot to ‘tempt innocence’ and the pleasure of optingdoupt
as a form of art, as ‘corruption for corruptionake’. The first Decadent form is
displayed in Dorian’s boast that he has refrainethfdebauching a particular
village girl of late — ‘Suddenly | determined taale her as flower-like as | had
found her (1890, p.94). However, Lord Henry taunts Dorian with the
impossibility of such a fantasy, positing that R2ari despite his intentions, has at
the very least broken the girl's heart and givendesires that none of her social
class could ever fulfil. In fact, perhaps she hhsady drowned herself, like
‘Lizzie’ Siddal in John Everett Millais’s famous ipéing, ‘in some mill-pond,
with water-lilies round her, like Ophelia’ (1890,98). The second Decadent
form needs no further elaboration after the prewpdinalysis oDorian Gray,
save to recall that Wilde and his circle actualides ‘corruption for corruption’s
sake’ through their exploits with telegraph-boysl d@heir influence over young
intellectuals like André Gide (1869-1951): ‘Wildeyelieve, did me nothing but

! Of this episode, Monsman writes:
If Dorian’s ‘great renunciation’ is to spare a ctyrmaiden’s virginity, then by
contrast his ‘excess’ must be sexual indulgencaridd’s soul undergoes the
psychic disorder of erotomania described botftie RepubliqIX) and in the
Phaedrus The philosophical lover’'s antithesis is not ameo forgets himself
‘in the love of physical visible beauty’ but thecdelentnonlover of Lysias’s
speech in thePhaedrus one whose sensual desires are unmotivated by
intellectual beauty. (‘Platonic’, p.35)
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harm. In his company | lost the habit of thinkinghad more varied emotions,
but had forgotten how to bring order into thém’.

The first of these pleasures epting not to tempt innocenee serves to
improve the Decadent’s self-mastery, patience,ctely, and subtlety; the
second —eopting to corrupt as a form of art- serves to improve the Decadent’s
variety, scope, influence, and style. In both sasiee Decadent’'s potential for
poisoning remains the same, a potential he canelpt lbut actualise, for his
subtlety, his influence, and his style have became with his life and his art,
such that even in imprisonment or suicide the Deotidannot bereave himself of
his own ‘poisonous’ influence. In the end, Doriaay die physically, but his
influence — captured as a ‘surface’ (Basil’s restbpainting) and as a ‘symbol’
(the scandalous reputation he has left behind) sskaured for him a degree of
permanence, with Dorian merely becoming, at they Jeast, one of those
‘ancestors’ exerting his influence over the futtheough art and legend. Much
the same can be said of Wilde, as aesthete, witiggrsgressor, and ‘martyr’ for
‘The Cause?

So, inevitably, this cycle begins anew, the Inmbceeplacing the
Decadent who influenced him, continuing that liread influence that Pater so
fully, perhaps fatally captured iffthe Renaissancéis chronicle of Decadent
procreation or rebirth. In the following passagélde elucidates the pattern and
desire of ‘common’ Decadence, as well as the waysl IHenry luxuriates in
these:

And how charming [Dorian] had been at dinner trghhbefore, as, with startled
eyes and lips parted in frightened pleasure, hesha@dpposite to [Lord Henry]
at the club, the red candleshades staining tolerimse the wakening wonder
of his face. Talking to [Dorian] was like playingpon an exquisite violin. He
answered to every touch and thrill of the bow. ..efEhwas something terribly
enthralling in the exercise of influence. No othetivity was like it. To project
one’s soul into some gracious form, and let itytdhere for a moment; to hear
one’s own intellectual views echoed back to onéhvaill the added music of
passion and youth; to convey one’s temperamentantther as though it were a
subtle fluid or a strange perfume; there was ajogain that — perhaps the most
satisfying joy left to us in an age so limited amdgar as our own, an age
grossly carnal in its pleasures, and grossly cominoits aims. ... He was a

! From André Gide’s diary entry, 1 January 1892qasted in Ellmann, p.355. For
Gide’s descriptions of his encounters with Wildal dheir impact, see André GidH, It
Die: ... [Si le grain ne meust1924], trans. by Dorothy Bussy (London: Secker &
Warburg, 1955).

2 |n a letter to Frank Harris, George Bernard Shasvides the following assessment of
Wilde, for whom he held great sympathy: ‘Oscar wead sober, not honest, not
industrious’, but society made ‘a hero of him [..g fit is in the nature of people to
worship those who have been made to suffer hotriblyas quoted in Frank Harris,
Oscar Wilde: Including Memories of Oscar Wilde, @&gorge Bernard ShawEast
Lansing: Michigan State University Press, 19593 4.
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marvellous type, too, this lad, whom by so curiaushance [Lord Henry] had
met in Basil's studio; or could be fashioned intanarvellous type, at any rate.
Grace was his, and the white purity of boyhood, beduty such as old Greek
marbles kept for us. There was nothing that onddcaot do with him. He
could be made a Titan or a toyDqrian 1891, pp.39-40)

Nevertheless, however influenced by Lord Henry hey rhe, Dorian is not a
‘common Decadent’ is he? What then is the culnomatof Dorian’s
idiosyncratic, procreant ‘Ass-thetic'?

Prior to the silliness of his demise in the nasdihal pages, Dorian is a
figure poised to take ‘art for art's sake’ to artirerme that even Decadents like
Lord Henry would have considered untenable, areexdrthat probably furthered
Pater's decision to side, in his literary reviewithathe naive, murdered Basil
instead. Dorian is poised to move beyond ‘coraupfor corruption’s sake’ —
about which Lord Henry claims, ‘No other activityasvlike it — to ‘murder for
murder’s sake’, Wilde finding a slight example bistpleasure in Huysmans?s
rebours

It was some years ago now since one evening inRhe de Rivoli, [Des
Esseintes] had come across a young scamp of sigtegm a pale-faced, quick-
eyed child, as seductive as a girl. He was suclabgriously at a cigarette.

[....]

[Des Esseintes then takes the boy to Madzamee’s brothel and pays for
his pleasures with several prostitutes, which ldddslame Laure to comment:]
‘Ah, | understand; you rascal, you like 'em youdg,you?’

Des Esseintes shrugged his shoulders. — ‘You'reewiidthe mark! oh!
miles away from it’, he laughed; ‘the plain truthliam simply trying to train a
murderer’. [....]

[Des Esseintes then explains to her hentiin behind introducing the boy
to the Parisian underworld:] ‘I shall make him aicgquthe habit of these
pleasures which his means forbid his enjoying [Thén he will take to thieving
to pay for his visits here; he will stop at nothititat he may take his usual
diversions on this divan in this fine gas-lit apaent. If the worst comes to the
worst, he will, I hope, one fine day kill the gemtian who turns up just at the
wrong moment as he is breaking open his desk; theabject will be attained, |
shall have contributed, so far as in me lay, t@r@ scoundrel, an enemy the
more for the odious society that wrings so heaxgrsom from us alf*.

In the same humoured tone with which Des Esseiex@iins his murderous
intention behind facilitating this young scamp’swihe acquired addiction to
refined brothel pleasures, Lord Henry exclaims twi@n, whom Wilde's reader
knows to be the murderer of Basil, ‘Oh! anythingdmes a pleasure if one does
it too often’ Porian 1891, p.152) — undoubtedly even the pleasure oftdamr
Hence, Dorian serves to encapsulate for Wilde bath Esseintes and the ‘young
scamp of sixteen’ whom Des Esseintes hopes tovatsdtiinto a murderer.

! HuysmansA rebours pp.66-69.
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However, if this young scamp, commanded by hissloaver finds himself in a
situation where murder becomes a necessity, itheilfor self-preservation, not
for dispelling his ennui (which is the functionséems destined to provide for
Dorian). Notice the full speech from Wilde’s novetOh! anything becomes a
pleasure if one does it too often”, cried Lord Heaughing. “That is one of the
most important secrets of life. | should fancywieer, that murder is always a
mistake. One should never do anything that onedaatalk about after dinner™.
For Lord Henry, the dangers associated with mundeolve conversation; for
Dorian, commission.

‘The Renaissance knew of strange manners of pioigonDorian
observes, and the following is the most literalspoing inThe Renaissance

The year 1483 — the year of the birth of Raffaalled the thirty-first of
Leonardo’s life — is fixed as the date of [Leondsli@isit to Milan by the letter
in which he recommends himself to Ludovico Sfortee [Duke of Milan], and
offers to tell him for a price strange secretshe art of war. It was that Sforza
who murdered his young nephew [Gian Galleazzo]lbw $oison, yet was so
susceptible to religious impressions that he tufmisdvorst passions into a kind
of religious cultus, and who took for his device tmulberry tree — symbol, in
its long delay and sudden vyielding of flowers andgitftogether, of a wisdom
which economises all forces for an opportunityudden and sure effect.
(1873, pp.100-01)

Such passages were Decadent seeds that suddensu@hyl yielded in Wilde
and his like-minded contemporaries, real or fictaedlower and a fruit that Pater,
as well as Des Esseintes and Lord Henry, would lcamemplated but would
have avoided plucking, a flower and a fruit of whidorian and his predecessor
Ludovico Sforza (1451-1508) had become ardent ¢wdttiralists. For Dorian
and for Sforza, the ‘sudden and sure effect’ of deureven ‘by slow poison’,
was ‘something terribly enthralling’, for ‘no othactivity was like it’.

It must be admitted that Pater’s consideration Sébrza is indeed
disturbing, for Pater seems to enjoy the contrastvéen slowly poisoning a
nephew and slowly developing a religious sentimérta however, the
explanation behind this is rather simple. Wildeals enjoyed a pleasure; Pater,
a paradox. When Donoghue writes that ‘in Pater de&th is the mother of
beauty and the cause of our seeing beautiful thivitfsa correspondingly acute
sense of their transienckhis wording is precise: ‘Death is [...] the caus®ar
seeingbeautiful things’. This Paterian paradox recd#fis fictional defence of
Michelangelo made by Donatien Alphonse FrancgoigQ1¥814), the Marquis de
Sade, in his novelustine, or Good Conduct Well Chastiggé@91), a defence of

! Donoghue, p.24. Wolhee Choe similarly notes: téPand Shelley place death, as
aesthetic matter, even above life, although Patgs greater attention to the grave and its
attendant sorrows. [...] Contemplating death, Patggssts, frees us and allows a saner
perception of life’ — in ‘Walter Pater’'s “RomantMorality”, Victorian Newsletter72
(1987), pp.12-17 (p.15).
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Michelangelo for murdering, or at least revellirgsthetically in the murder of a
young man in order to copy his agonies for a Cixicifi: ‘And, when
Michelangelo wished to render a Christ after Natdié he make the crucifixion
of a young man the occasion for a fit of remor&@fly no: he copied the boy in
his death agonies’. That is the unravelling of the paradox for Patewever
Decadent, however cruel such a paradox may beth®nother hand, for Wilde
the appreciation of ‘death agonies’ is somethingtequifferent, certainly
involving more than a change of aesthetic perspedtiat transforms the writer
and the reader, the artist and his viewer into V@&tmus Heaney aptly dubs ‘the
artful voyeur’?

It is against Wilde’s description of Dorian aslloas, concentrated on
evil, with stained mien, and soul hungry for retosil (Dorian 1891, p.137) that
Pater's review ofDorian Gray should again be considered, particularly the
following passage:

A true Epicureanism aims at a complete though haious development of
man’s entire organism. To lose the moral sensefbie, for instance, the sense
of sin and righteousness, as Mr. Wilde's heroeshard on doing as speedily, as
completely as they can, is to lose, or lower, oigstion, to become less
complex, to pass from a higher to a lower degredesfelopment. [....] Lord
Henry, and even more the, from the first, suicitalo [Dorian], loses too much
in life to be a true Epicurean — loses so muchhim way of impressions, of
pleasant memories, and subsequent hopes, whicli][Basiward, by a really
Epicurean economy, manages to secure.

According to Pater, Dorian ‘loses too much in tibebe a true Epicurean’, to have
‘a really Epicurean economy’, a personal economgndiatable into
‘impressions’, ‘pleasant memories’, and ‘subsequbopes’. By invoking
‘Epicureanism’ several times, Pater radically tfamss the occasion of his
Bookmanreview into an opportunity to direct readers awlagm Wilde’s
immoral Dorian Gray and towards his own mor#arius the Epicurean This
redirection is more than a stratagem for self-preg®on on Pater's part.
Remember that the most controversial section oérRaRenaissance— the
‘Conclusion’ that Wilde had memorised in its erjre— later acquired the
following footnote:

! Marquis de Saddustine, or Good Conduct Well Chastisett Justine’, ‘Philosophy in
the Bedroom’, and Other Writing¢rans. by Richard Seaver and Austryn Wainhouse
(New York: Grove, 1990), pp.447-744 (p.552).

2 Seamus Heaney, ‘Punishment’, New Selected Poems, 1966-1986ndon: Faber,
1990), p.72 (line 32).

® Walter Pater, Review oborian Gray, reprinted in Beckson, edGritical Heritage
pp.84-85.
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This brief ‘Conclusion’ was omitted in the seconditien of this book, as |

conceived it might possibly mislead some of thoseng men into whose hands
it might fall. On the whole, | have thought it bés reprint it here, with some
slight changes which bring it closer to my origimaaning. | have dealt more
fully in Marius the Epicureamvith the thoughts suggested by it. (1893, p.186)

As Pater’'s only completed novel, as the fuller esgion of those Decadent
views that Wilde had found so entrancing and mebieran The Renaissance
Marius the Epicurean— which William Butler Yeats (1865-1939) considered
‘an example and the chief embodiment of Pater'sydesus teaching'— is the
one book curiously absent from Wilde’s prison regdists. A veritable library
of Pater without Pater's second masterpiece, ther,lamore elaborately
developed ‘yellow book’? Its absence is especiadlieworthy given that, as Nils
Clausson observeBorian Grays ‘indebtedness to Patefarius the Epicurean
[...] is well established®. Its absence from Wilde’s prison reading-lists is
perhaps much more revealing than the actual cantdrthose lists. So why no
Marius? A rudimentary juxtaposition of the diaries oé ttwo protagonists may
serve as an answer for this, as well as for howrReduld have responded to the
murderous desires surfacing at the end of Wildeiseh

Accused of corrupting and subsequently destrogisgore of Innocents,
Dorian invites Basil upstairs to his childhood solimom to view his concealed
diary, a diary that Wilde’s reader knows to be imaghless than the horribly
disfigured portrait of Dorian that Basil had pathteng ago, a portrait that is now
a revelation of absolute corruption expressed tinowarnished oil:

‘My God! Don't tell me that you are bad, and c@tuand shameful'.

Dorian Gray smiled. There was a curl oftempt in his lips. ‘Come
upstairs, Basil’, he said, quietly. ‘I keep a giaf my life from day to day, and
it never leaves the room in which it is writtenshall show it to you if you come
with me’. (Dorian 1891, p.114)

In contrast, the following bespeaks the flavouMafrius’s diary:

It was become a habit with Marius — one of his magdens — developed by
his assistance at [...] Emperor [Aurelius]’s ‘conaigns with himself’, to keep
a register of the movements of his own private ¢intsl and humours; not
continuously indeed, yet sometimes for lengthyriraks, during which it was no
idle self-indulgence, but a necessity of his imtetilal life, to ‘confess himself’,
with an intimacy, seemingly rare among the anciearius 1885, II, p.172)

! Potolsky, p.704.

2 Clausson, p.343. Clausson further observes tlihgugh ‘the early chapters @forian
Gray are dominated by the Paterian self-developmertt, ptbe Gothic plot inDorian
Gray is ultimately hostile to the progressive hopeglhmit by the Paterian plot of self-
actualization’ (pp.344; 362).

% In Dorian 1890, this begins ‘My God! don'’t tell me that yare infamous!’ (p.81).
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[From Marius’s diary:] ‘How little | myself reallyneed, when people leave me
alone, with the intellectual powers at work sergnelhe drops of falling water,
a few wild flowers with their priceless fragran@efew tufts even of half-dead
leaves, changing colour in the quiet of a room izt but light and shadow in it;
these, for a susceptible mind, might well do detydll the glory of Augustus.
(Marius 1885, 11, p.180)

[From Marius’s diary:] ‘And what we need in the Webr|...] is a certain
permanent and general power of compassion — huyrmmstanding force of
self-pity — as an elementary ingredient of our abeitmosphere, if we are to
live in it at all. | wonder, sometimes, in whatyMaman has cajoled himself into
the bearing of his burden thus far, seeing howyewtep in the capacity of
apprehension his labour has won for him, from @gage, must needs increase
his dejection. It is as if the increase of knowjedwere but an increasing
revelation of the radical hopelessness of his fosit and | would that there
were one even as |, behind this vain show of thin¢ibid., p.182)

[From Marius’s diary:] ‘In the mere clinging of ham creatures to each other,
nay! in one’s own solitary self-pity, amid the affe even of what might appear
irredeemable loss, | seem to touch the etername®ung in that pitiful contact
[...] is educed, which, on a review of all the pexgitie of life, satisfies our moral
sense, and removes that appearance of unkindnegbeinsoul of things
themselves, and assures us that not everythingdwasin vain’. (Ibid., p.184)

‘Satisfies our moral sense’, ‘removes that appesgari unkindness’, ‘assures us
that not everything has been in vain’ — that is iPater meant by an ‘Epicurean
economy’ with its ‘impressions’, ‘pleasant memotiemnd ‘subsequent hopes'.
Ellmann explains this concisely: ‘[Pater] objectdtht Dorian’s and Lord
Henry’'s hedonism left no place for the higher pleas of generosity and
renunciation” Unlike Pater's Marius, Wilde’s Dorian has no mi@ense, is the
very appearance of unkindness (particularly as ssgdy the ‘truth’ of his soiled
portrait), and ever assures himself and Wilde’sdeeathat he has lived for
vanities alone (and certainly not in the spirit @fDutch vanitas painting,
exhorting the viewer to consider mortality and mgpéhough many critics have
mistakenly found such an image in Dorian’s nonsaidast moment on stage).
The ultimate result is that, ‘callous, concentrabedevil, with stained mien, and
soul hungry for rebellion’, Dorian is poised to bew that monster in which we,
members of a more ‘civilised’ society a hundredrgesfter Wilde’s fiction, now
revel.

From August to November of 1888, while Wilde wassibu crafting
Dorian Gray, or just before, ‘Jack the Ripper was busily aducing Wilde’s
London and the modern world to one of its stillremt fascinations — the serial-
killer — a figure who serves to encapsulate sevBedadent issues, as Wilde
clearly recognised:

! Ellmann, p318.
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An obsession with unrequited love, violence, anditldecharacterized the
Decadents on both sides of the [English] chanfidie presentation of love as
unnatural and dangerous had its roots in the selécously gay writing of
Oscar Wilde and the young French and English patts admired him. [....]
Masquerade, duplicity, and concealment seem taagd In hand with violenck.

[For Decadents like Wilde,] gay texts more operdyiaed death and violence
with the forbidderf.

In his essay ‘Pen, Pencil and Poison: A Study iae@t (1889 — also written
while ‘Jack the Ripper was on his rampage, or pis¢er — Wilde usurps the
tone and theme of Thomas De Quincey’s ‘On Murdensitered as One of the
Fine Arts’ (1827), and mischievously explores thigpdsition of one such
murderer:

Charles Lamb’s friend, Thomas Griffiths Wainewright.] [was] of an
extremely artistic temperament, [and] followed mangsters other than art,
being not merely a poet and a painter, an areci@n antiquarian, and a writer
of prose, an amateur of beautiful things and attditée of things delightful, but
also a forger of no mean or ordinary capabilitiesd as a subtle and secret
poisoner almost without rival in this or any agf.1093)

However, compared with the Whitechapel murders8#8]. the exploits of T. G.
Wainewright (1794-1852) were mere trifles, as Witdetainly recognised.

Daily newspaper coverage of the Whitechapel mgrded the attendant
gossip surrounding those events must have provitldde with a continual
stream of murderous titillation, something to ‘talkout after dinnef. Wilde’s
interest in these investigations probably increasdastantially after 7 November
1888, the day that Francis Tumblety (ca. 1833-19@3)American quack doctor,

! Martha Vicinus, ‘The Adolescent Boy: Fin de S&&lemme Fatale?Journal of the
History of Sexuality5.1 (1994), pp.90-114 (p.93).

2 |bid., p.98. This link between Wilde’s novel addck the Ripper’s crimes is noted,
though tritely handled, in Christopher S. Nassa&lilde’s The Picture of Dorian Gray
andSalomé& Explicator, 53.4 (1995), pp.217-20: ‘My thesis here is tihat influence of
Jack the Ripper is discernible in some of Wilde'stings, especiallyThe Picture of
Dorian GrayandSalomé(p.217).

% Oscar Wilde, ‘Pen, Pencil, and Poison: A StudyGreen’, Fortnightly Review 45
(January 1889), pp.41-54. The quoted passageis The Complete Works of Oscar
Wilde, 3¢ edn (Glasgow: Harper Collins, 1994), pp.1093-1107.

* ‘“The Ripper was the first sexual serial killer coanding international notoriety: he
inaugurated the modern consciousness of such cfimgst their breakfast tables the
British were confronted with the mechanisms of tlilest sexual homicide’ (Richard
Davenport-Hines, ‘Jack the RippePNB). In dramatic form, Terry Eagleton’s character
Wilde jokingly replies: ‘If I'm not Jack the Ripp¢hen maybe my father is. He has the
requisite skills. He delves into bodies; so de-'Saint Oscar and Other Play®xford:
Blackwell, 1997), p.54.
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was taken into custody on charges of ‘gross indececommitted with four
young men — John Doughty, Arthur Brice, Albert Eishand James Crowléy.
Five days later, Tumblety was also charged on simpof having committed the
Whitechapel murders, a charge Scotland Yard wasblento substantiate
adequately. Although the British press never migsid Tumblety’'s arrest
(maintaining a silence prompted perhaps by ScotMacdi), North American
newspapers did so immediately and with gdstéence, Wilde could easily have
learned of these chargem gossip within his Uranian circle eia details from
American or Canadian newspapers, especially sinagrer of his friends and
acquaintances were expatriates, such as Robert fRmss Canada, or were
Americans, such as Edgar Saltus (1855-1921), an@beadent authdt. Four
charges of sodomy and five charges of murderthat was indeed a catalogue of
‘sins’ worthy of a Dorian Gray. However, on 16 Movber, James L. Hannay, a
magistrate of the Marlborough Street MagistratesirCaeleased Tumblety on
bail, from whence he fled to the Continent on 24/&ber, assuring his own
sanctuary and perhaps Wilde's ennui, for even Weailght, transported to a
Tasmanian prison-colony, was more palpable a figoreontemplate than a
fleeing Tumblety — though the latter still garneonisiderable attention, since he

Y In “Jack the Ripper: Two Suspects “On TriaBtitish Heritage 23.6 (2002), pp.19-25,
Paul Begg and Stewart Evans write:;
Because of his homosexual activities, it has begneal that Tumblety would
not have murdered women because he was not attrectihat sex. However,
there seems little doubt that he was bisexual emdny event, there have been
other examples of homosexual murderers killing mdilating women. (P.25)

2 Consider these American and Canadian newspapedlitesa ‘THE SAME
TUMBLETY: “His Arrest in London not His First Expence™ (New York Times19
November 1888). ‘DR. TUMBLETY: MORE ABOUT THE SUEETED
WHITECHAPEL FIEND’ (San Francisco Chronicle20 November 1888). ‘A St. John
Acquaintance Arrested: The Notorious Dr. Tumblefyhe Daily Sun St John, New
Brunswick, Canada, 22 November 1888). “Dr. Kuntyik&' Career: The Quack Doctor
Supposed to Have Been Connected in the Whitechdpeders’ (Chicago Tribung 22
November 1888). ‘DOCTOR TUMBLETY'The Daily Alta California San Francisco,
23 November 1888). ‘Dr. Tumblety in New York: Imspor Byrnes’ Detectives Have
Been Watching Him CloselyBrooklyn Daily EagleNew York City, 4 December 1888).
‘AH THERE! TUMBLETY: The Notorious Whitechapel Susgt and His Ways and
Manners’ Bucks County Gazeit8ristol, Pennsylvania, 13 December 1888). ‘OHR.D
TUMBLETY: He Was Charged with Being the Whitechapeénd — Where Is He Now?’
(Atchison Daily GlobeKansas, 15 December 1888).

% In Oscar Wilde: Myths, Miracles and Imitatiof€ambridge: Cambridge University
Press, 1996), John Stokes notes that Wilde's friGebrge lves's ‘extraordinary
scrapbooks (they run for forty-five volumes) contalippings on Jack the Ripper [...]’
(p.75).

* The canonical list of the murdered is as follodary Ann Nichols (31 August 1888),
Annie Chapman (8 September 1888), Elizabeth Stedd Catharine Eddowes (30
September 1888), and Mary Jane Kelly (9 Novemb8&81.8
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remains, for many specialists, the most viable scisfpor ‘Jack the Ripper’,
especially since this ‘sodomite’ kept and avidlgplayed, as something to ‘talk
about after dinner’ in tones of disgust, a coll@ctbf embalmed uteri of every
class of woman. Tumblety’s collection of uteri makes Frederick lfets
revulsion towards the ‘female body’ — those ‘pasrotossed with jelly-fish’ —
seem rather tame by comparison.

Whether Tumblety was or was not ‘Jack the Rippeléss important for
the present consideration than that a dispropatemumber of the ‘prime
suspects’ were also implicated, in some way, indpeastic and/or homoerotic
practices, particularly those practices provided thg ‘male brothel’ at 19
Cleveland Street, infamous for its scandal invaivihe ‘postal boys’ — such as
Prince Albert Victor Christian Edward (1864-92; kwroinformally as ‘Eddy’
and his close friend and former tutor James KenSétphen (1859-97).0Others
were involved in similar activities elsewhere —Isws Tumblety and Montague
John Druitt (1857-88). Druitt, who graduated irB@&vith third class honours in
Literae Humaniorefrom New College, Oxford, had recently been dismis
from his post as assistant master at Eliot Plate&¢ Blackheath, southeast of
London, for ‘serious trouble’ (a euphemism for tlige of paederastic
pedagogues like William Johnson and Oscar Browtfiagd was found drowned

! For a book-length argument that Tumblety is thestiikely murderer, see Stewart
Evans and Paul Gaineyack the Ripper: First American Serial KillgiNew York:
Kodansha International, 1995). Of particular csityp is a letter from John George
Littlechild (1848-1923; one of the ‘Ripper’ invegditors from Scotland Yard; later
privately hired to investigate Wilde in 1895) to dbge R. Sims, Esq., 23 September
1913, explaining why Tumblety was a ‘prime susped®ichard Davenport-Hines writes:
‘There was a sexual element to his homicidal ereitet. He was daring, energetic, hate-
ridden, cruel, and perhaps obsessed with wombastK'the Ripper’PNB).

2 police documents from the Public Record Officée@ased in 1975) and the letters of the
self-exiled Lord Arthur Somerset unequivocally litihe later Duke of Clarence and his
friend Stephen to the ‘Cleveland Street Scandalthough the British press avoided this,
the American press was occasionally more forthrightable reports from England
announce that Prince Victor Albersif], eldest son of the prince of Wales and heir
presumptive to the throne, has returned from Indiaere he had gone to escape the
smoke of the Cleveland street scandal, in whickvag mixed up’ (‘Prince Victor'Paily
Northwestern Oshkosh, Wisconsin, 26 May 1890). Chief Inspe&iederick George
Abberline (1843-1929), the most prominent invesgbigan the ‘Jack the Ripper’ case,
was also one of those handling the ‘Cleveland SBtiegestigation — see Morris B.
Kaplan, Sodom on the Thames: Sex, Love, and Scandal ire Wildes(Ithaca, NY:
Cornell University Press, 2005), pp.167-70.

% While at Eton, Stephen had been a pupil of OscawBing and Francis Warre Cornish
(a close friend of William Johnsolater Cory).

* As reported in thé\cton, Chiswick, and Turnham Green Gazéhelanuary 1889). If
his suicide was motivated by his dismissal, it seaththe more likely that his dismissal
had involved disclosure of paederastic activitie&eorge Valentine's Eliot Place School,
especially since his assistant mastership was aslgcond — and seemingly elective —
career. By day, Druitt was a barrister, havingrbadmitted to the Inner Temple on 17
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in the Thames, at Chiswick, Middlesex, on 31 Decami888. This apparent
suicide correlated with the end of ‘Jack the Ripmer a newspaper headline,
suggesting to the Victorian press and to ScotlamadY which subsequently
closed its investigation, that the infamous ‘Jac#d taken his own life. Years
later, in a seven-page handwritten report, Sir MelvMacnaghten, Chief
Constable, noted: ‘[Druitt] was sexually insane &odn private info. | have little
doubt but that his own family believed him to héen the murderet”.

What is striking here — even after a dismissahefabove suspicions as
‘spurious speculation’ — is that a correlation wlaawn, at least by the Scotland
Yard investigators and by later ‘Ripperologistsatween the paederastic and/or
homoerotic dalliances of Tumblety, Druitt, Stephrince Eddy, and others, and
the propensity to commit the most famous crimireahpage of the Victorian
period. In the hierarchy of ‘sins’, paederasty asd often still is) seen as the
pinnacle, an observation that was made in ‘Chapteg’ in relation to a 1993
review of a new supplement to tbéctionary of National Biographya review in
which the anonymous reviewer, despite noting thelusion of various
murderers, states that ‘the vilest person here camonated is probably
Frederick Rolfe, “Baron Corvo?. For that reviewer, what makes Rolfe the
‘vilest person here commemorated’ is undoubtedat tie was a Uranian writer
and an unrepentant paederast. For modern Wegteigtys there is at least one
‘sin’ viler than murder, and that is actualisedgerasty: an individual capable of
committing a paederastic act was (is) capable pfhamg, even the Whitechapel
murders. For the nineteenth century, this conaoeckietween paederasty and
murder was popularised by Ambroise Tardieu (1818-a9French pathologist
and expert on forensic medicine: ‘Finally, in maoserious circumstances,
pederasty has served as a pretext and as a kbvadtdbr murder, and has thrown

May 1882, and called to the Bar of the Inner Tengule29 April 1885. He had chambers
at 9 Kings Bench Walk, London. By night, this belcin exercised some aspect or
another of his assistant mastership, despite havidgcently paid, legal career. A likely
supposition is that he retained this ‘monetarilpecessary’ post because he was sexually
attracted to or sexual active with some of the boy&ut concisely, by retaining this
‘teaching’ post, he could live in residence witk thoys at 9 Eliot Place, Blackheath.

! Melville Leslie Macnaghten (1853-1921), Memorandu3 February 1894, Public
Record Office, MEPO 3/141, ff.177-83. The mateoalthese suspects was gleaned from
the following sources: Paul Begdack the Ripper: The Facteondon: Robson, 2004);
Donald RumbelowThe Complete Jack the Ripp@ew York: Carroll & Graf, 2002);
Philip Sugden,The Complete History of Jack the Rippg#tew York: Carroll & Graf,
1994); Colin Wilson and Robin Odelljack the Ripper: Summing Up and Verdict
(London: Bantam, 1987). | aimed, in dealing witlege sources, to gather consistent
details; however, because | consider them, indallgly a bit dubious as sources
(although they seem ‘the standards’ in this areahisforical criminology), | have
refrained from including them in my ‘Bibliography’.

2 Anonymous, Review, ‘Famous Foundlings Bictionary of National Biography:
Missing Personsedited by C. S. NichollsThe Economist326.7798 (13 February 1993),
pp.91-92.
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in a new element, an unforeseen complication, enniedico-legal investigations
which arise from serious crimes. [...] “It could b&dsthat in Paris, pederasty is
the school in which the most adept and bold crifsiage trained™

Wilde seems to have acknowledged and embracedctmtemporary
correlation — at least from society’s perspectivéhence, his paederastic Dorian
is intentionallypoisedto become ‘that Sforza who murdered his young aeph
[Gian Galleazzo] by slow poisonpoised to become the budding Uranian
replacement for Wainewright's more gruesome deseetidJack the Rippef.
This ‘poised’ becomes all the more potent if oné&naevledges the ironic
insincerity surrounding Dorian’s ‘suicidal’ demise, Wildean wink at the
morality of the British reading public, a publicathwould never have tolerated a
perpetually young, perpetually unrepentant murddedt alive to wander
perpetually through the darkened alleyways of Landdo rip out the last page
of Wilde’s novel is to release Dorian from Victami@onstraint, to allow him to
fulfil the role that Wilde has destined him to playthe ultimate, Victorian
descendant of Wainewright and ‘Jack the Ripper’.

Nathan Leopold and Richard Loeb

! Ambroise Tardieu, ‘On Pederasty and Sodomy’, Radf Forensic Study on Offences
Against Public Decengy 7" edn, trans. by Lindsay Robinson (2006 [1878])
<http://www.thesymposium.co.uk/documents/tardiefrpd originally = published as
‘Troisiéme Partie: De la Pédérastie et de la Sodonm Etude médicolégale sur les
attentats aux moeurs™" edn [£' edn, 1857] (Paris: J. B. Bailliére, 1878), pp. 754
(p.195).

% My use of the word ‘poised’ is crucial: | anot suggesting that Dorian achieved a
mastery of ‘murder as a fine art’, but that Wildesitonstructed him with that potential in
mind. As forthe Dorian one finds within the confines of the elolyagree with Simon
Joyce: ‘But if Dorian has some success embodyimg doals and attitudes of the
aesthetic movement, he is a major disappointmena @siminal. Dorian’s criminal
centerpiece, the murder of the painter Basil Halllyés particularly poor, and undertaken
for the most pedestrian of motives’ Gapital Offenses: Geographies of Class and Crime
in Victorian London(Charlottesville: University of Virginia Press, @8), p.184.
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If contemporary films, novels, and newspaper headl bespeak the
current degree of curiosity, then we ‘Moderns’ findrselves saying with Lord
Henry, ‘I should like to know some one who had cadtted a real murder’
(Dorian 1891, p.147), perhaps to substantiate our owrrigeon the matter: ‘I
should fancy that crime was to [the lower ordersafiety] what art is to us,
simply a method of procuring extraordinary sensei@1891, p.152). Although
we, like Lord Henry, find our curiosity sparked by Sforzas, Wainewrights,
Rippers, Dorians, Leopolds & Loebs, and Hannibaitaes of this world — all of
those who kill or would willingly kill for pleasute sake — we, members of a
more ‘civilised’ society, disclaim any actual unskanding, and claim instead that
a Decadence that allows for murder with neithertiwg nor ‘insanity’ (those
two concepts required by our great bastions of lamd psychology) is
impossible’  Nevertheless, ‘Dorian manages the murder [of IBaand the

! wilde has, in many ways, simply anticipated tiesiof Leopold and Loeb. On 21 May
1924, Nathan Freudenthal Leopold (1904-71) and &ilbert Loeb (1905-36), two
charming and genius-level University of Chicagodyate students, sons of prominence
and wealth, kidnapped and murdered Robert EmarBebby’ Franks (1909-24), a
fourteen year old from their neighbourhood who waalking home from school.
Confronted with a premeditated murder committedvey ‘sane’ criminals — criminals
motivated by the excitement of the act — the pressed the term ‘thrill killing’. Once
caught, the homoerotic dynamics surrounding thelationship and their crime became
evident, though both the prosecution and the defattempted to discuss these dynamics
as little as possible. At one point, Defence Atay Clarence S. Darrow ‘added that Loeb
was not a homosexual, but Leopold was. [Darrowidd that Leopold was in love with
Dick Loeb’— Hal Higdon,Leopold & Loeb: The Crime of the Centuf@€hampaign:
University of lllinois Press, 1999), p.147. Foetargument by State’s Attorney Robert E.
Crowe that there was some form of ‘sexual pervargiathe killing’, centring around the
fact that they ‘had removed Bobby Frank’s trousengy before taking off the rest of his
clothes’ and that ‘the coroner’s physician sayst thhen little Robert Franks was
examined, his rectum was distended’, see Higdon24@p46. Even outside of the
courtroom, the erotic dynamics of the relationsbgtween Leopold and Loeb were not
lost on contemporaries. In ‘Elite of the Jail Thibeopold “Ain’t So Much™, an article
in the Chicago Daily Tribung4 June 1924), p.2, Tyrrell Krum writes: ‘All thugh their
childhood and college days “Babe” Leopold and “DickLoeb were constant
companions [...] Their trail of learning and spendiafj their fathers’ fortunes was
marked by their adhesive comradeship’ — as quate®&ul B. Franklin, ‘Jew Boys,
Queer Boys: Rhetorics of Antisemitism and Homophahi the Trial of Nathan “Babe”
Leopold Jr. and Richard “Dickie” Loeb’, iQueer Theory and the Jewish Questied.
by Daniel Boyarin, Daniel Itzkovitz, and Ann Pelteg (New York: Columbia
University Press, 2003), pp.121-48 (p.144, note. 427he use of the Whitmanesque
phrase ‘adhesive comradeship’ suggested tactfhlly they were lovers. However, the
most revealing assessment was probably that ofyH@fson, Chief Justice of the
Municipal Court of Chicago, and later famed for acdating Eugenics and the sterilizing
of ‘defectives’: ‘This case is not so unique frarpsychological standpoint that it will
not frequently repeat itself. On the contrarysivery common in criminology where one
of the parties is homosexual' — [Various], ‘The bekeopold Murder of Franks in
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disposal of the body, as if De Quincey were righdwet murder’s being one of the
fine arts’”

If the revelry expressed in ‘Pen, Pencil and Ruiseveals anything, all
that ‘murder as pleasure’ or ‘murder as a fine atjuires — for Wilde no less
than for Dorian — is a gradated reconsideratiagraalual moral negation distinct
from Pater’s aesthetic contemplation of the murde®forza or Hopkins’s quasi-
religious half-hope of an Afghan death for his lugboy. Notice how, after
killing his friend Basil Dorian 1891, p.117), Dorian begins to reconsider him:
‘Poor Basil! what a horrible way foa manto die!’ (1891, p.121, emphasis
added). His ‘friend’ becomes merely a ‘man’, tieerely a ‘thing’: ‘[Besides] a
horrible smell of nitric acid in the room [..the thingthat had been sitting at the
table was gone’ (1891, p.127, emphasis added).s fddonsideration is more
concisely expressed in a repeated refrain from 88lBallad of Reading Gaol’
(1898), a poem dedicated to a convict who was dgecfor slitting his wife’'s
throat with a razor (recalling th@odus operandof ‘Jack the Ripper’): ‘Each
man kills the thing he love$’. Such a reconsideration — his ‘friend’ ultimately

Chicago, May 21, 1924’ [in 6 partsjournal of Criminal Law and Criminologyl5
(1924), pp.347-508 — part 6: ‘Symposium of Commdris the Legal Profession’ —
(p.395). See Jonathan Simon, “A Situation So Weidgrhat It Will Probably Never
Repeat Itself. Madness, Youth, and Homicide in Ttieth-Century Criminal
Jurisprudence’, ilLaw’s MadnesgThe Amherst Series in Law, Jurisprudence, & Socia
Thought), ed. by Austin Sarat, Lawrence Douglasl Btartha Merrill Umphrey (Ann
Arbor: University of Michigan Press, 2003), pp.7881 About Wilde's influence on
Leopold, Franklin writes:
A new homophobic spin in the press [came] when dliees discovered that
[Leopold’s] scholarly proclivities included the s&t and even the homosexual.
In his confession Leopold revealed his familiasitigh the work of Sappho [...]
and admitted that had read Havelock ElliSsxual Inversior(1897), the most
widely circulated English-language study of homasdixy at the time. He also
expressed a great fondness for Pietro Aretino, Ithkan Renaissance poet
whose erotic verse he studied closely and congddé&amnslating, as well as
Oscar Wilde, whom he identified as a ‘pervert’ avttbm the press described as
one of his ‘heroes’. (P.130)

See also Higdon, p.83.

! Ellmann, p.316.

2 “The Ballad of Reading Gaol’, iThe Complete Works of Oscar Wild&® edn
(Glasgow: Harper Collins, 1994), pp.883-99. Théstigular phrasing is from line 37.
‘[Wilde] dedicatedThe Ballad of Reading Gadb a fellow prisoner, Charles Thomas
Wooldridge, who had been hanged for murdering pigise. [...] A trooper in the Royal
Guards, Wooldridge slit his spouse’s throat thieges with a razor. Since this was
obviously a premeditated crime, he was sentencede&th on 7 July 1896° — Karen
Alkalay-Gut, ‘Aesthetic and Decadent Poetry’, the Cambridge Companion to
Victorian Poetry ed. by Joseph Bristow (Cambridge: Cambridge UsitiePress, 2000),
pp.228-54 (p.250). Note Dorian’s comment afterdesy of Sibyl Vane's suicide: ‘I
have [...] murdered her as surely as if | had cutlitte throat with a knife’ (1891, p.79).
See Gert Hekma, ‘From Sade to Fassbinder: AestheficCruelty and Male Love in
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becoming ‘the thing’ — is in drastic antipathy toaNus’s evaluation of the
gladiatorial fights in the Roman amphitheatre:

There was something in a tolerance such as thitheirbare fact that [Emperor
Aurelius] could sit patiently through a [gladiat@lti scene like this, which
seemed to Marius to mark Aurelius as his inferioevnand for ever on the
question of righteousness; to set them on oppskites, in some great conflict,
of which that difference was but a single presentméMarius, |, p.241)

Or, this act of charity and utter forgiveness:

When a certain woman collected for interment theulted remains of Nero, the
pagan world surmised that she must be a Christianty a Christian would have
been likely to conceive so chivalrous a devotiowams mere wretchedness.
‘We refuse to be witnesses even of a homicide camdexd by the law’, boasts
the dainty conscience of a Christian apologist, take no part in your cruel
sports nor in the spectacles of the amphitheatré,vee hold that to witness a
murder is the same thing as to commit one’. (1.113)

Against the moral indictment and depth of the ab®éde and his murderous
Dorian seem, at best, strikingly shallow and atfdctdespite the fact that Wilde
has fashioned his Dorian so that ‘he has sometbinifpe glamour of a Faust
rather than the foulness of a murderer and drugctdd Pater and his Marius
would have agreed heartily with the verity Wilde vk later hypocritically
preach to Douglas on six separate occasioleifProfundis ‘The supreme vice
is shallowness?. Prison seems, at least on the ‘surface’, to ldtezed one of
Wilde’s ‘Phrases and Philosophies for the Use ef Young', that ‘Only the
shallow know themselves’ (p.1244). Not surprisingdven in prison Wilde
shallowly preferred the amoral Walter PaterTéfe Renaissancgl873) to the
moral Walter Pater oMarius the Epicurean(1885). To Wilde’s humoured
disdain, Pater had the worst of all habits — theithaf maturing.

Although Dorian could kill both his conscience d@waksil, he nonetheless
had to admit, ‘The dead linger sometimes. The oyastairs will not go away’
(Dorian 1891, p.124) — that is, until his former intimatéaA Campbell arrives
with nitric acid. For dissolving Pater, Wilde cleosistead the acidity of his wit,
asking the one question he himself could best bagavered: ‘Was [Pater] ever
alive?’ A few years after snarling that vitrioliemark, Wilde awoke in Reading
Gaol, awoke to the realisation that he had misreater's Renaissancehad
mapped his life according to faulty and shallow rdmates gleaned from a
‘golden book’, had failed to comprehend Pater’s reppnsion thatThe

Homosexual Artists’, inAlterity, Identity, Image: Selves and Others in i8gc and
Scholarship (Amsterdam Studies on Cultural Identity), ed. by ®rbey and J. Th.
Leerssen (Amsterdam, The Netherlands: Editions Ripd®91), pp.57-74.

! Ellmann, p.99.

2 De Profundis pp.981, 1002, 1005, 1020, 1021, and 1056.
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Renaissancémight possibly mislead some of those young méao whose hands
it might fall."* Wilde had indeed been misled. He had takenehser of the
‘two Uranian paths’, the path of Pandemotic lushea than Uranian love, the
unfortunate path Alcibiades had taken long befateaight to the statue of
Priapus, whose pedestal always bore, in the tintkeoRomans, an epigrammatic
warning such as ‘If | do seize you, you shall besgetched that you will think
your anus never had any wrinkles’ or ‘Thou shadtrfihis god and hold thy hand
high: this is worth thy while, for lo! there stamtkady thy cross, the phallds’.

Since he had been impaled upon a phallic crokssaswn erecting,it is
understandable that Wilde had no place in hisdiféis prison cell for a book
that would have acted as a conscience, that woave kchoed Basil's dismay:
‘My God! don’t tell me that you are bad, and comttupnd shameful’. Pater’'s
Marius would have done just that. It would have reminded Wilde — self-
dubbed ‘the pariah-dog of the nineteenth century of exactly what he had
sacrificed and killed through the hubris of hisdkgttack on Douglas’s father,
the Marquess of Queensberry, as well as througbkdtaid evidence that he had
left behind, evidence submitted against him duhisgsubsequent trials for ‘gross
indecency’: not only his reputation, his literagreer, his family, and his health,
but also the aspirations of many like Symonds aakiPwho had attempted to
keep a tactful, homoerotic and paederastic flouvibiie yet in the public eye.
The impact of Wilde’s fall is readily observable thre first group:

The real immoral certainty lay in Oscar's appallidgsregard of innocent
bystanders who stood to be devastated by his puwbpiysical pleasures that,
he later admitted, ‘wreck the soul: his wife atwlo boys, of course; his
mother; his close friends; the poor family butland many a young man, one
imagines, whom he amused himself with and thenlessly discarded. His ass-
theticism was criminal more in the figurative thhe literal sens.

Y In A Usable Past: Essays on Modern and ContemporagtripéAmherst: University of
Massachusetts Press, 1984), Paul Mariani writAs:Hopkins knew, Pater was more of a
moralist than Mallock gave him credit for. Hadr® removed his famous “Conclusion”
from the second edition dfhe Renaissanceecause it might be misused by the “wild”
young? It is the kind of sacrifice of art for gghér good, as David Downes notes, that
would not be lost on Hopkins’ (p.119).

2 The first epigram is fronPriapeia: sive diversorum poetarum in Priapum lusaos
Sportive Epigrams on Priapus by Diverse Poets, mgliEh Verse and Prosérans. by
Leonard C. Smithers and Sir Richard Burton (Cosridpofictitious imprint; probably
London]: [n.p.], 1890); the second, from Virgil tf#buted),Priapeg 2.16.

% See Robb, pp.35-39: ‘Wilde may have been “credifion the cross of public morality,
but he supplied the hammer and the nails’ (p.37).

* One could claim that Wilde was merely economigiigjrequests, sindéarius was in
two volumes, rather than one. However, he reqdeStaucer'sCanterbury Talesn two
volumes and a complete set of Dickens’s works Ekmsann, pp.508-10).

® Letter to Leonard Smithers, 11 December 1&8@fters of Wildep.695.

® Schmidgall Stranger pp.191-92.
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Although more oblique, its impact on the secondugravas also shattering, as
Dowling explains: ‘In this moment [...] all the expded scope Symonds had so
cautiously, Pater so covertly, and Wilde so casyesndeavoured to win for
homoerotic imagination and experience would seelyivanish overnight®. Its
impact on the second group can be gauged mostychaaconsidering its impact
on Edward Carpenter.

After the death of J. A. Symonds in 1893, the Usanpoet Edward
Carpenter believed that the mantle of ‘homoeratid paederastic apologist’ had
passed to him. In consequence, he began immediatalomposeHomogenic
Love: and Its Place in a Free Socigty pamphlet privately published by the
Manchester Labour Press in 1894. However, givenfalout of Wilde’s trials
and imprisonment, it suddenly became untenable Cfarpenter, despite his
intentions, to includédlomogenic Lovén his 1896 collectiohove’s Coming-of-
Age As Carpenter would phrase this himself: ‘Theld&itrial had done its
work; and silence must henceforth reign on sexemlaj.2 For the next decade,
the ‘silence’ that Carpenter forecasted remainedhat is, until 1908, when he
broke that silence himself by publishifige Intermediate Sex: A Study of Some
Transitional Types of Men and Womehe first volume in English to affirm
same-sex desires as well as have a wide readérship.

Beyond the textual, Carpenter also had more ‘praktUranian aims
that were thwarted by the Wilde catastrophe, ppalty his involvement in the
organisation and curriculum of Abbotsholme, a sthoanded as an ‘idyllic
pastoral environmeriton the banks of the Dove River in rural Derbyshae
location that he felt would be conducive for théabishment of a Uranian
utopia. Influenced by German naturists, Walt Whitrnand his friend Carpenter,
Cecil Reddie (1858-1932) founded Abbotsholme aararfore overtly Uranian
environment than even William Johnson’s Eton Calleg

In 1905 Richard Ungewitter, then 36, publishe@ Nacktheit(Nakednesgs a

slim book, daringly illustrated with photographs lis followers walking in

woods. Over 90,000 copies were sold. A year latrset up a naturalist
society, organised on masonic lines. [....] Wernenmdermann, a Swiss, joined
Ungewitter, and wrote widely and with great coniotabout the benefits of
bringing up children as naturists, arguing thatytieuld not feel guilty about
their bodies or their sexuality. His influence weaislely felt. In England some
boys’ schools, most noticeably Bedales [founded 893], took up his ideas.
Another was Abbotsholme, a progressive boys’ schaatted in 1889. The
school hymn ‘The Love of Comrades’ was adapted fidalt Whitman, the

! Dowling, Hellenism p.141.

2 Edward CarpenterMy Days and Dreams, Being Autobiographical Npt28 edn
(London: George Allen & Unwin, 1916), p.196.

® Edward CarpenteiThe Intermediate Sex: A Study of Some Transitidgpes of Men
and WomerfLondon: Sonnenschein, 1908).

* David Hornbrook Education and Dramatic Art2" edn (London: Routledge, 1998),
p.5.
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chapel and grounds were adorned with statues afugynaked boys, and in
summer there was compulsory nude bathing in the tiv

So, for six years at Abbotsholme, ‘The Love of Cades’ was on everyone’s
lips; and naked boys, both from marble and fledtied the rural landscape
without anyone feeling ashamed ... that is, till therterposed a Wilde.

Given the vehement castigation that Wilde’s traisited, Carpenter and
his disciple Reddie were forced to drape their jgalions and their pupils anew.
In fact, Victorian society intended to thwart theabian potential of such schools
in the future by infusing these all-male educatioeavironments with girls:
‘Within the boys’ schools there was a growing numbeeducators, such as the
Reverend Cecil Grant, who favoured co-educatiorabge it was likely to lessen
the risk of homosexuality in the public schodls’.

Wilde had indeed thwarted the Uranian dream ofess-tlandestine
venue, such as Abbotsholme, for practising a pastierpedagogy. Wilde had
indeed nullified much of the aesthetic, educatiprald other capital that the
Uranians had amassed by circulating pamphlets,npoessays, paintings, and
photographic ‘studies’. Wilde had indeed kille@ tdranian hope of exercising a
broader cultural influence though periodicals sashtheArtist and Journal of
Home Culture which tactfully printed Uranian material until @tes Kains
Jackson resigned his editorship in 1894 (a serdndip decision, especially
given that, after Wilde's trials a year later, ibuld have been untenable to
circulate Uranian materials so openly). Nevertbgle¢he legend of ‘Wilde the
martyr’ and the decadence of l&ture of Dorian Graywould continue to live
beyond their author, as a lingering influence awany of the later Uranians, as
is evinced by their texts and artworks. Althougie'aesthetics of Pater and the
Greek ideal were being slightly perverted and ntispreted’ by Wilde and his
coterie, suggests d’Arch Smith too slightly, theorks like Dorian Graydid ‘set
off a flood of paederastic material in the formwveirse, prose and paintings as
well as initiating a new trend in the art of phatmghy’? In essence, Dorian
became one of those ‘ancestors in literature’, $hah after his immortalisation
on the canvas of fiction, paederastic and homaeriterature would ever
afterwards be branded, to some extent, as Wildegemy — branded with his
‘wild joys and wilder sins’, branded with the bleshiof the murderous Cafn.

! Emmanuel CooperFully Exposed: The Male Nude in Photograpliyondon:
Routledge, 2002), p.80.

2 Roy Lowe,Schooling and Social Change, 1964-19R6ndon: Routledge, 1997), p.10.
% D’Arch Smith, p.2. | obviously disagree with hise of the word ‘slightly’.

* After the murder, on 20 April 1999, of twelve stis and a teacher at Columbine High
School, Jefferson County, Colorado, by Eric Davigri$ (1981-99) and Dylan Bennett
Klebold (1981-99), two high school seniors who catted suicide at the scene, the
following comment was made during a Congressioraring: ‘Unhappily, no one knew
that behind the fresh faces of Eric Harris and BWaebold lurked the picture of Dorian
Gray’ — Marketing Violence to Children: Hearing before tBemmittee on Commerce,
Science, and Transportation, United States Sefate, Hundredth Sixth Congress, First
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However, Wilde also had progeny who were neitbgtual nor pictorial
— two charming and distanced sons, Cyril (1885-)94hd Vyvyan (1886-
1967), sons whom Wilde seems to have intended ltowfan his own heavy,
Decadent footsteps, footsteps left across theigsaryrin the form of fairy tales.
One of those tales, ‘The Young King’, is particljasubversive, with a
paederastic import that will soon be consideredeagth — but first, it is
necessary to defend a claim that, for Victorian &ksnts like Wilde, precocious
children like Cyril and Vyvyan could, given a propenvironment, somewhere
like Abbotsholme, perceive such an erotic impofto substantiate this claim,
Henry James’s novélvhat Maisie Knew(1897) is uniquely suited — though,
before reaching Maisie, the following needs to malshort excursion to a child
who is a master of mirrors; for, as Wilde stresgeSalomé ‘Only in mirrors
should one look, for mirrors do but show us masks'.

Title Page for A House of Pomegranates
lllustrated by Charles De Sousy Ricketts (1866-1931
and Charles Hazelwood Shannon (1863-1937)
(London: James R. Osgood, 1891)

Session, May 4, 199QJ).S. G.P.O., Supt. of Docs., Congressional S@iffice, 2001),
p.31. Clearly, the murderous reputation of Dolay continues to survive, and to have
referential currency within Western society.

! Salomép.601.
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‘Somebodilled Something That's Clear’:
James’s Approach to Childhood Knowing

‘It seems very pretty’, [Alice] said when she had
finished [reading ‘Jabberwocky’], ‘but it'sather
hard to understand” (You see she didn't like to
confess, even to herself, that she couldn’t maloeitit
at all.) ‘Somehow it seems to fill my head witleas
— only | dont exactly know what they are!
However,somebodilled something that's clear, at
any rate —'

(Lewis CarrollThrough the Looking-Gla¥s

It may seem that Alice has gathered little from gfmem ‘Jabberwocky’ —
though eventually inThrough the Looking-Glasshe will have its problematic
diction explained by the most famous of eggheadsnpty Dumpty? Despite
being oblivious to its almost-Wittgensteinian laaga-game, its Anglo-Saxon
parody, and its flurry of neologisms, Alice flawdbs latches onto its core
meaning, so much so that few adults could probbétier her three-word précis:
‘Somebody killed something’. Despite her gaps miderstanding, despite her
inability to define that ‘somebody’ or ‘somethingilice nonetheless gathers the
import of what she has read, recognising that soméas killed ‘the thing'.

In the preface to the New York edition of his nlowhat Maisie Knew
Henry James asserts (as readers might themselspscsjthat ‘the infant mind
would at the best leave great gaps and voidssinriderstanding.Nevertheless,
James later remarks, ‘Small children have many rpereeptions than they have
terms to translate them; their vision is at any mptmuch richer, their
apprehension even constantly stronger, than tliempt, their at all producible,
vocabulary” James’s observations and Lewis Carroll’'s langwgagee find their
proper gloss in two of Ludwig Wittgenstein’s mostable of propositions: ‘The
limits of my language mean the limits of my worldhd further ‘“That the world

! Lewis Carroll, Through the Looking-Glass and What Alice Found &hed. by Susan
L. Rattiner (Mineola, NY: Dover, 1999 [1872]), p.12 In Henry James: The Major
Novels(Cambridge: Cambridge University Press, 1991)jtdu/oolf writes: ‘If James’s
ruthless logic, as he sets up the terms of his péohinds us of Humpty Dumpty’s, his
child heroine, like Carroll's, will walk safely andndaunted through what, to an older
protagonist, would be a world made nightmarish hg teversal of all norms.What
Maisie Knewis in some ways aflice Through the Looking Glassr grown-ups’ (p.70).

2 Carroll, Looking-Glasspp.58-60.

% Henry James, Preface \fghat Maisie Knew, The Pupil, In the Caiew York edn], in
Literary Criticism: French Writers, Other Europeanriters, The Prefaces to the New
York Edition(New York: Library of America, 1984), pp.1156-421160).

* Ibid., pp.1160-61.
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is myworld, shows itself in the fact that the limitstbe languagetlie language
which | understand) mean the limits ofy world’.> Despite ‘great gaps and
voids’, children’s perceptions are often ‘much gchthan they ‘have terms to
translate them’ into — hence, their inability tarfulate adequate speech-acts
poses ‘the limits of [their] world’, as well as pides an opportunity for the more
mature to fill those ‘great gaps and voids’ withe thleasantness of Marius’s
childhood, until ‘the whole of life seemed full s&cred presences’ (I, p.17) — or
else, rather selfishly, to convert the child ireadeep little porcelain cup in which
biting acids could be mixedMaisie p.398).

Before considering Oscar Wilde's sons as an irgdralidience for ‘The
Young King’, it is a necessary aside to considenekds novel, which is about a
turbulent divorce and its aftermath as viewed bghdd, drawing particular
attention to a few passages that illustrate howafarhild’s language — and,
consequently, societal navigation — can be expaneleeh under questionable
and morally reprehensible circumstances. In Jasnasvel, mothers and fathers
continually change partners and names, while Mdisiself becomes the pretext
for all sorts of adult sexual intrigde. Neglected and exploited by everyone
around her, Maisie provides James with an oppdstutd consider how far
‘overthought’ and ‘underthought’ can pass betweeradult and a child — and
the amount of passage, James suggests, is cofdalera

What Maisie Knewis, according to James’s narrator, the story of
‘innocence so saturated with knowledge’ (p.528)knowledge that Maisie has
derived through the continual (mis)use relativegehmade of her as a plaything,
a plaything in games they assume she will nevédy ddmprehend:

‘Poor little monkey!” [her mother] at last exclaidieand the words were an
epitaph for the tomb of Maisie’s childhood. Shesvabandoned to her fate.
What was clear to any spectator was that the anky binding her to either
parent was this lamentable fact of her being ayreadsel for bitterness, a deep
little porcelain cup in which biting acids could béxed. They had wanted her
not for any good they could do her, but for thenmahey could, with her
unconscious aid, do each other. (P.398)

The following snippet of conversation, made uponidiéés return after six
months spent with her father, reveals the firsteggion of this ‘use’:

! Ludwig Wittgenstein Tractatus Logico-Philosophicu®©gden bilingual edn), trans. by
C. K. Ogden, with intro. by Bertrand Russell (Lond®outledge, 1992), propositions 5.6
and 5.62.

2 See Cora Diamond, ‘Henry James, Moral Philosopheisralism’, in Mapping the
Ethical Turn: A Reader in Ethics, Culture, and k#tey Theory ed. by Todd F. Davis and
Kenneth Womack (Charlottesville: University of Minga Press, 2001), pp.252-70.

% In The Negative Imagination: Form and Perspectivetia Novels of Henry James
(Ithaca, NY: Cornell University Press, 1968), Salears goes as far as to suggest that
‘one might callWhat Maisie Kneva latent pornographic novel’ (p.27).
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‘And did your beastly papa, my precious angel, sengd message to your own
loving mamma?’

[..]

‘He said | was to tell you, from him’, she faithifureported, ‘that you're a nasty
horrid pig" (P.404)

Such is the beginning of Maisie’s education. HoereWWaisie soon enough
decides, insightfully, not to play along, for ‘shad a new feeling, the feeling of
danger; on which a new remedy rose to meet itjdba of an inner self, or, in
other words, of concealment’ (pp.405-86)n other words, Maisie has begun to
recognise the existence of ‘underthought’, thaetgthing had something behind
it: life was like a long, long corridor with roved closed doors. She had learned
that at these doors it was wise not to knock’ (B)4br, as the narrator further
relates, ‘she had grown up among things as to wiechoremost knowledge was
that she was not to ask about them’ (p.419). Heweahe ‘why’ of this is also
within Maisie’s grasp or, at the very least, heyeuaristic gaze:

It was in the nature of things to be none of a sufald’s business, even when a
small child had from the first been deluded intiear that she might be only too
much initiated. [...] [Maisie] learned on the otheanid soon to recognise that
patient little silences and intelligent little lomlcould be rewarded from time to
time by delightful little glimpses. (P.511)

As James’s narrator explains, Maisie’s ‘sharpenenkss of spectatorship’ —
described as ‘an odd air of being present at hstoyi [...] as if she could only
get at experience by flattening her nose againparge of glass’ (p.472) —
brought ‘a high quickening of Maisie’s direct pgotens’ (p.467). As James
emphasises in one of his notebooks: ‘EVERYTHINGKES PLACE BEFORE
MAISIE’.?

For the adults in James’s novel, innocence anidiiguage ‘limit" — its
supposed language ‘barrier’ — serve rhetorical fioms about which the child is
only indirectly consequential. Accused of retagnietters to Maisie from her
mother, Miss Overmore (who will later become Mrsake the girl's stepmother)
responds: ‘They were not fit for the innocent dhib see’ (p.428) — though it
must be admitted that nothing contained in thoseere could have been any
more scandalous than her own conversations witingydiaisie or within range
of Maisie’s ‘spectatorship’. Notice her rather Goah protest to Sir Claude,

Y In ‘How Maisie Knows: The Behavioral Path to Knewbe’, Studies in the Novel5.3
(1983), pp.224-36, Geoffrey D. Smith writes: ‘Sibe eventually brings rewards, for
while Maisie withdraws from active social particijpsm in the game, she observes and
ascertains the rules that govern the adult playpra26).

2 F. O. Matthiessen and Kenneth B. Murdock, ddee Notebooks of Henry Jam@sew
York: Oxford University Press, 1947), p.238.
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Maisie’s new stepfather and soon to be her owaitillover — using Maisie, of
course, as the pretext for meeting and carryindtmit affair:

‘How you talk to her!’ cried Mrs. Beale.
‘No worse than you! he gaily rejoined. (P.488)

On one occasion, Sir Claude admits to Maisie:

‘I'm talking to you in the most extraordinary way +m always talking to you

in the most extraordinary way, ain’t I? One wothihk you were about sixty
and that | — | don't know what any one would thihlam. Unless a beastly
cad!" (P.629)

At another point, he makes a few lurid commentMgasie about his own wife,
Maisie’'s mother:

‘I beg your pardon [...] for appearing to discusstthart of possibility under
your sharp little nose. But the fact is | forgetifnthe time that Ida is your
sainted mother’.

‘So do I'" said Maisie. (P.470)

These passages illustrate how thoroughly Maisieeested as someone who is not
exactly an adult, not exactly a child. As a reghié language and other games in
the novel blur the distinction between the ‘coni@mal’ and the
‘unconventional’, with the ‘conventional’ leadingjnevitably, to the
‘unconventional’, particularly for Sir Claude, wleosrery name, in James’s
hands, seems an awkward clumping of the refinedtambase.

Sir Claude had a habit of presenting Maisie witiidten’'s games, the
instructions to which were far too complex for Maiand her elderly governess
to decipher; however, rather than admit their ignoe to Sir Claude, the girl and
her governess spend the time they are believedetglaying these games
discussing ‘him’ and the ‘games’ of his relationshi

[Sir Claude presented her with] ever so many gameBoxes, with printed
directions. [...] The games were, as he said, toenmniVay the evening hour; and
the evening hour indeed often passed in futilengite [on the part of Mrs. Wix,
the child’s governess,] to master what ‘it said’tba papers. When he asked the
pair how they liked the games they always repli@th,'immensely! but they
had earnest discussions as to whether they haglttértappeal to him frankly for
aid to understand them. This was a course thdizasy shrank from [....] The
answer on the winter nights to the puzzle of caadd counters and little
bewildering pamphlets was just to draw up to the &éind talk about him; and if
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the truth must be told this edifying interchangestduted for the time the little
girl’s chief education. (Pp.447-49)

In truth, these conventional and unconventionaiigsa’ pale into insignificance
next to the ‘games’ played by Maisie’'s mother ardmew husband, by Maisie’s
father and his new wife, and by the two new stegpiartogethet. Hence, this
game-motif becomes tHeit-motif running through the fireside chats Maisie has
with her governess Mrs Wix:

‘Well, my dear, it's [your mother’'s] game, and waush just hold on like grim
death’. Maisie could interpret at her leisure éhesminous words. Her
reflections indeed at this moment thickened appcé.She perceived [...] that
something beyond her knowledge had taken placédhénhbuse. The things
beyond her knowledge — numerous enough in truth ag hot hitherto, she
believed, been the things that had been neard®trto she had even had in the
past a small smug conviction that in the domesitiydinth she always kept the
clue. (P.460)

Or, as James’s reader is told elsewhere, ‘Therdittlasndeed in the relations of
her companions that [Maisie’s] precocious expemeoauldn’t explain’ (p.435),
for ‘our young lady was led [...] to arrive at ardapprehension of the unuttered
and the unknown’ (p.515).

To demonstrate Maisie’s ‘knowing’ and its relasbip to spectatorship,
gaming, and language, it is beneficial to take & dfi a lengthy stroll in
Kensington Gardens with her and her stepfatheg fisges of James’s novel
condensed below:

‘Upon my word hds making up to her!

[Sir Claude’s] allusion was to a couple who, digeside, at the end of
the glade, were moving in the same direction asn#edves. These distant
figures, in their slow stroll (which kept them slose together that their heads,
drooping a little forward, almost touched), presenthe back of a lady who
looked tall, who was evidently a very fine womamdathat of a gentleman
whose left hand appeared to be passed well intarnef...]

‘Why, mercy — if it isn’t mammal’

Y In ‘What Maisie Knows: A Study of Childhood and @ldscence’American Literature

36.4 (1965), pp.485-513, John C. McCloskey writes:
If one is tempted to regard Maisie as unusuallc@c®us, one must remember
that, unlike other children who have been learnmgursery and school those
things which society regards as necessary and prepe has had for years a
peculiar empirical education tutored at times ia tfature of the circumambient
evil by Mrs. Wix, so that by adolescence she hasnked the lessons of her
environment well enough to appear unusually ast(Pe506)

2 In ‘Moral Geography inWhat Maisie Kneiy University of Toronto Quarter]y48.2
(1978-79), pp.130-48, Jean Frantz Blackall suggsts‘the “games” figures ironically
describe her condition and her perceptions of thediv(pp.134-35).
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Sir Claude paused with a stare. ‘Mamma? Why, masnat
Brussels'.

Maisie, with her eyes on the lady, wondered. BAtissels?’

‘She’s gone to play a match’.

‘At billiards? [“Billiards were her great acconghment” (p.400)]
You didn't tell me’.

‘Of course | didn't!” Sir Claude ejaculated. ‘Tiess plenty | don't tell
you. She went on Wednesday'.

The couple had added to their distance, but Maissy'es more than
kept pace with them. ‘Then she has come back’.

Sir Claude watched the lady. ‘It's much more likehe never went!

‘It's mammal!’ the child said with decision.

They had stood still, but Sir Claude had made thestnof his
opportunity, and it happened that just at this matnat the end of the vista, the
others halted and, still showing their backs, sektoestay talking. ‘Right you
are, my duck! he exclaimed at last. ‘It's my osmeet wife!’

He had spoken with a laugh, but he had changeducoémd Maisie
quickly looked away from him. ‘Then who is it witter?’

‘Blest if | know! said Sir Claude. [...]

[Maisie] studied the gentleman’s back. ‘Then is ttord Eric?’

For a moment her companion made no answer [...] ‘Vdbatou know
about Lord Eric?’

She tried innocently to be odd in return. ‘Oh,nlolv more than you
think! Is it Lord Eric?’ she repeated.

‘It may be. Blest if | care!

Their friends had slightly separated and now, asC3aude spoke,
suddenly faced round, showing all the splendouhef ladyship and all the
mystery of her comrade. Maisie held her breaithey’re coming!

‘Let them come’. And Sir Claude, pulling out hugarettes, began to
strike a light.

‘We shall meet them!’

‘No; they'll meetus.

Maisie stood her ground. ‘They see us. Just look’

Sir Claude threw away his match. ‘Come straigtit ofhe others, in
the return, evidently startled, had half pausedradeeeping well apart. ‘She’s
horribly surprised and she wants to slope’, heiooetl. ‘But it's too late’. [....]

‘What will she do now?’ [Maisie] asked.

Sir Claude was at present in a position to sdyy to pretend it's me’.

‘You?’

‘Why, that I'm up to something’.

In another minute [her mother] had justified thigdiction, erect there
before them like a figure of justice in full dregs.] ‘What are you doing with
my daughter? [....] | know your game, and I've sorimgjhnow to say to you
about it'.

Sir Claude gave a squeeze of the child’'s arm. nid tell you she
would have, [Maisie]?’

‘You're uncommonly afraid to hear it’, [her mothaxent on; ‘but if
you think she’ll protect you from it you're mightiimistaken. [...] Should you
like her to know, my dear [husband]?’
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Maisie had a sense of her [mother] launching thigiiry at him with
effect; yet [she] was also conscious of hoping BiatClaude would reply in the
affirmative. We have already learned that she ¢@de to like people’s liking
her to ‘know’. (This passage is from pp.494-99)

‘To know’ — this ‘knowing’, although not as develegh in her as in her decadent
parents and stepparents, allows Maisie nonethétessvigate such situations
with relative ease, to reach the core meaningmiénthought’ of such situations,
all of which draws attention to the imaginative lityaand irony of her mother’s
later statement that

‘There have been things between us — between @udel and me — which |

needn’t go into, you little nuisance, because yowldn't understand them'. It

suited her to convey that Maisie had been kepfasasshewas concerned or

could imagine, in a holy ignorance and that shetrtake for granted a supreme
simplicity. (Pp.549-50)

To solidify this point, consider the moment Maissetold by Mrs Wix of the
arrival of her stepfather to their hotel in Frareewhere, of course, he has come
principally for an adulterous dalliance with hez@nother:

‘My poor dear, he has come!’

‘Sir Claude?’ Maisie, clearing the little bed-rugth the width of her
spring, felt the polished floor under her bare feet

‘He crossed in the night; he got in early’. MMWix's head jerked
stiffly backward. ‘He’s there’.

‘And you've seen him?’

‘No. He's there — he’s there’, Mrs. Wix repeatgd..]

‘Do you mean he’s in thealor?’ Maisie asked again.

‘He’s with her’, Mrs. Wix desolately said. ‘He’s with her']].

‘Do you mean in her own room?’ Maisie continued.

She waited an instant. ‘God knows!’

(This passage is from pp.612213)

Well, not only God. Perhaps the more accurate losian to this exchange
between Maisie and her governess is found in tiditees of the novel:

‘Oh, | know! the child replied.
Mrs. Wix gave a sidelong look. She still had rofon wonder at what
Maisie knew. (P.649)

Y n ‘Closely Observed Texts: Learning from ReadiHgnry James’s novaWhat Maisie
Knew, Journal of Child Psychotherapy28.2 (2002), pp.217-33, Graham Shulman
writes: ‘Maisie enters a new stage of developmentstage of growing conscious
awareness of an adult sexual couple. This devedoprim Maisie’s consciousness is
specifically linked with the inevitable forward mawent of time’ (p.224).
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In relation to the present concern about litewatfor children —
particularly as it relates to the next exploratifdilde’'s sons as an intended
audience for ‘The Young King’ — and not just litereeaboutchildren, consider
another short passage fravhat Maisie Knewthe last pleasant moment spent
between the girl and her stepfather, Sir Claudhis 1 indeed one of the most
ironic moments in the novel, as well as the mogtdrtant (given the present
speculations about Maisie and her ‘knowing’) fornsidering James’s
protagonist as a reader of children’s literature:

They stood there and smiled, [Sir Claude] withtladl newspapers under his arm
and [Maisie] with the three books, one yellow awd pink. He had told her the
pink were for herself and the yellow one for MrsedB, implying in an
interesting way that these were the vivid divisiam$rance of literature for the
young and for the old. (P.636)

This is indeed humorous — Maisie’s two pink volumamtrasted with her
stepmother’s more salacious ‘yellow book’ — asrie@ould question, save for a
division in vocabulary, Maisie’s ability to undeasd fully the contents of that
French volume ‘for the old’. One could speculatetbe titles of those pink
volumes, perhaps British or American imports likentimental Little Lord
Fauntleroy or moralising Little Women all unworthy of a sensitive and
experienced child like Maisie, especially since,Jabn C. McCloskey notes:
‘There is little now in the situation, of which [N&de] is the center, that eludes
her. Her perception, her power of inference, hseight into character and motive
make her expertly at home in the world from whigr demand for exclusive
possession will shortly force her, an adolescengénerge®

It has not been uncommon for critics, from F. Ralis onwards, to
complain that James (un)intentionally mailbat Maisie Knevinto a comedy by
endowing his young heroine with uncanny powers afrah navigation and
personal insight. However, this complaint is nullified if Maisie r@cognised,

! McCloskey, p.507. For comment on James’s noeel ,Beverly Lyon ClarkKiddie Lit:
The Cultural Construction of Children’s Literatuie America(Baltimore, MD: Johns
Hopkins University Press, 2003), chapter 3: ‘Kiddiein the Academy’.

2 ‘There remains, finally, the question of the tarfehe novel, initially formulated by F.
R. Leavis and Marius Bewley in their debate overtbr James’s “comedy” here is
essentially Dickensian or Jacobean, informed byHter or horror. The Jacobean
argument has been elaborated by Martha Banta [.d |Sallie Sears’ (Blackall, pp.146-
47). For the novel's similarity to ‘an extraordiitg high-spirited comedy’, see F. R.
Leavis, “What Maisie Knew’, A Disagreement by F. Reavis’, in Marius Bewley,
Complex Fate: Hawthorne, Henry James and Some Qfnegrican Writerswith an
intro. and two interpolations by F. R. Leafi®ndon: Chatto and Windus, 1952), pp.119-
26. For its similarity to a comedy of manners, deeA. Ward,The Imagination of
Disaster: Evil in the Fiction of Henry Jamdkincoln: University of Nebraska Press,
1961), pp.82-83. IrLiterary Impressionism and Modernist Aesthet{€ambridge:
Cambridge University Press, 2001), Jesse Matz svrit&/hat Maisie Knevextends itself
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instead, as a representative of a distinct speigsng the young, a species in
which Lewis Carroll's Alice would equally have foditner place: those treated
as potential or fractal adultdn Child-Loving: The Erotic Child and Victorian
Culture James R. Kincaid claims that

few would question that the innocent child was nfactured by Rousseau, with
refinements by Wordsworth and a thousand lesseensyiinterior decorators,
and producers of greeting cards. Prior to theteggith century, says [Philippe]
Ariés, nobody worried about soiling childish innace because ‘nobody thought
that this innocence really existed’. Now, howeVar the Victorian period,] the
notion that the child was innocent, valuable, ae@kbecame commdn.

Maisie and Alice are neither innocent nor valuaide weak — at least in the
contexts of the texts that present them — yetheeiare they soiled by their trips
down the rabbit-holé. They are merely more ‘knowing’ than most adults
(whether Victorian parents or those of today) wapidfer, children who would
rather not play games from paper boxes or readitmoks in pink covers. They
might, more scandalously and disconcertingly, ekpedevance, beauty of
language, unpatronizing plots, and the answer§ tuastions.

‘But, Maisie and Alice are fictions’ is the obvi®uetort to this assertion,
though the sort of fictions that lead one to reaaibther set of precocious
children, two sons and a daughter who were unotstriby their famous father in
almost every way — allowed to speak as equals eoatlults of his circle, to
mingle with his evening guests, to visit the stgdib painters who specialised in
the nude (and even to take lessons), to frequémiséull of freethinking artists
and poets, to read any book. That the son Henafddmecome an unprecedented
master of the English novel, that the son Williarowd become a master of
psychology as well as the founder of Pragmatisiat, tihe daughter Alice would
become a memorable diarists, perhaps as interessirigprothy Wordsworth —
that would indeed be a triumvirate worthy of fictiahose three children from
among the children of Henry JamesZSr.

beyond any real hope for aesthetic ingenuity, asedastrays into a personification too
much like what Sterne gives usTiistram Shandy(p.114). Contemporary critics have
often avoided this debate through careful phrasingn Henry James and the
Philosophical Nove{Cambridge: Cambridge University Press, 1993),1&1ér Williams
writes: What Maisie Knewwith its unique blend of comedy, pathos and astyuis a
novel that is deeply concerned with ways of sed#iegworld’ (p.27).

! James R. KincaidChild-Loving: The Erotic Child and Victorian Culi(New York:
Routledge, 1992), p.72.

% ‘This question of how Maisie is affected by whaphens to her has in fact been a major
debate in critical response to the novel: critiewe been evenly divided between two
contrasting views of Maisie at the end — damaged eorrupted or undamaged and
uncorrupted’ (Shulman, p.230).

% For elaboration on the permissive atmosphere sndiag the James children —
seemingly an outgrowth of the Fourierist ideas ghiamed by their father — see the
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Ever the narcissistic father, Oscar Wilde seemiale expected much
the same ‘knowing’ to be reflected in the mirror ié own sons Cyril and
Vyvyan, as is suggested by the subversive faigstlle wrote and read to them,
particularly the paederastiour de forcé The Young King'.

Henry James, Sr. and Henry James, Jr.
[Studio of] Mathew Brady (ca. 1823-96)
Half-plate daguerreotype, 1 August 1854

Houghton Library, Harvard University
Cambridge, Massachusetts, USA

initial chapters of Sheldon M. Novickienry James: The Young MastéMew York:
Random House, 1996). For the overlap between Blaistory and James’s biographical
details, see John Carlos Rowe Other Henry Jamg®urham, NC: Duke University
Press, 1998), chapter 5: ‘The Portrait of a Smalf Bs a Young Girl: Gender Trouble in

What Maisie Knei(pp.120-54).
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‘Little Porcelain Cup in Which Biting Acids Could B e Mixed’:
Wilde’s Sons as an Audience for ‘The Young King’

| dreamed of the moisture of warm wet lips
Upon my lips.

Then sudden the shades of the night took wing,
And | saw that love was a beauteous thing,
For | clasped to my breast my curl-crowned king,
My sweet boy-king. (John Francis Bloxanonfr‘At Dawn’)*

The lines above, from a poem by John Francis Bloxaene published, perhaps
unsurprisingly, in the only issue ®he Chameleam Bazaar of Dangerous and
Smiling ChancefDecember 1894), an Oxford periodical that, asofim d’Arch
Smith relates, ‘received the full glare of publciand ridicule in the Wilde
trials’,? due in large part to a short story titled ‘TheeBtiand the Acolyte’, also
written by Bloxam. That particular story aptlyidtrates Martha Vicinus’s claim
that ‘throughout Europe the boy became a vesselwttich an author — and a
reader — could pour his or her anxieties, fantasa®d sexual desired’,
especially since Bloxam’s story centres around Rbireatherington, a priest
whose vague yearnings become strikingly tactilerafte appearance of Wilfred,
the boy who is to serve as his ceremonial acolyte:

The priest sprang through the open window, andrsgihe slim little figure in
his arms, he carried him into the room. He dregvdhrtain, and, sinking into
the deep arm-chair, laid the little fair head upémbreast, kissing his curls again
and agairf.

! As quoted in d’Arch Smith, p.56.

2 Ibid., p.54; see also pp.54-60.

3 Vicinus, p.91.

* This passage is taken from John Francis Bloxaime ‘Friest and the Acolyte’, reprinted
in Brian Reade, edSexual Heretics: Male Homosexuality in English tatare from
1850-1900(London: Routledge, Kegan Paul, 1970), pp.349#6853). For a facsimile
of the single issue of this magazine published884] seeThe Chamelegrwith intro. by

H. Montgomery Hyde and an essay by Timothy d’Archit8 (London: The Eighteen
Nineties Society, 1978). IRedophiles and Priests: Anatomy of a Contemporaigi<
(Oxford: Oxford University Press, 1996), Philip Bars writes: ‘A pederastic theme is
overt in Bloxam’s work, but a fascination with thhysical beauty of boys recurs in the
work of other clergy and pseudoclergy, including&e Manley Hopkins and Frederick
Rolfe’ (p.27). As yet another illustration of tleairrent inability to address paederastic
themes — even in scholarly contexts — considerféllewing description of Bloxam’s
story in Colin Cruise, “Pressing All Religions etHis Service”: Solomon’s Ritual
Paintings and Their Contexts’, ihove Revealed: Simeon Solomon and the Pre-
Raphaelitescompiled and ed. by Colin Cruise (London: Merr2D05), pp.57-63: ‘The
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To the priest’s pleasured surprise, the boy retbissiffection:

When they met in the vestry next morning, the laided his beautiful flower-
like face, and the priest, gently putting his ammgnd him, kissed him tenderly
on the lips.

‘My darling! my darling!” was all he said; but tHad returned his kiss
with a smile of wonderful almost heavenly love, dnsilence that seemed to
whisper something more than words.

Their secret intimacy flourishes until, one fatedukning, the rector of the church
surprises the priest and acolyteflagrante delicto

The little lad sat on his knees with his arms dipgeessed round [the priest’s]
neck and his golden curls laid against the priedtse-cut hair; his white night-
shirt contrasting strangely and beautifully witle tthull black of the other’s long
cassocK.

Recognising that their discovered intimacy, dulypfessed, will inevitably spell
their doom, or at least part them, this paederasiest conducts a final, fatal
communion, tinct with poison:

story ends with the Consecration of the Euchanmt the suicide of a priest and his
beloved friend’ (p.63). This phrasing recalls Jtisedisingenuous use of ‘friend’ to
cloak Socratic paederasty.

! Bloxam, ‘The Priest’, p.353.

2 bid., p.354.
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Just before the consecration the priest took agimgl from the pocket of his
cassock, blessed it, and poured the contents cchalice. [...] [The priest]
took the beautiful gold chalice, set with preci@tisnes, in his hand; he turned
towards [the boy]; but when he saw the light in bleautiful face he turned again
to the crucifix with a low moan. For one instarg bourage failed him; then he
turned to the little fellow again, and held the la@ato his lips [....] The instant
he had received, Ronald fell on his knees besideand drained the chalice to
the last drop. He set it down and threw his ammmd the beautiful figure of his
dearlly loved acolyte. Their lips met in one laisskof perfect love, and all was
over:

This synthesis of paederasty and the dangeroudcehalas not Bloxam's
invention: from Classical Greece to Renaissanaly lto Victorian England,
those upon the symposial couch, as in Michelanddoisi da Caravaggio’s
Bacchus were prone to extend theylix (resembling ascyphudike the Warren
Cup), a traditional paederastic gift for a belovsy/, the eroticism of such a
symposial act heightened by the undraping of tleh sand the presence of an
overripe and bursting pomegranate, a traditionaitsy of sexual experiende.
Given the paederastic import of Bloxam’s storyisihot surprising that,
once the Oxford University authorities became awafeits contents, this
particular undergraduate periodical did not survint® a second issueThe
Chameleots editor, who was none other than Bloxam himsal$éo printed in
this solitary issue Lord Alfred Douglas’s poem ‘Twoves’, with its (in)famous
line ‘I am the love that dare not speak its nanagid Wilde's ‘Phrases and
Philosophies for the Use of the Young’, an epigratien series that, in
association with ‘Two Loves’ and ‘The Priest ané thcolyte’, would be duly
exploited against him during his trials. The last these ‘Phrases and
Philosophies’ — ‘To love oneself is the beginning a life-long romance’
(p.1245) — was made incarnate Tme Picture of Dorian Graya novel of
narcissistic self-love, a novel itself for ‘the Uskéthe Young'. What Wilde's
contemporary readership never knew (and his rehgeteday still fails to
appreciate) is thddorian Gray— in many ways the most Decadent of Victorian
texts — was not initially composed to popularise #ensual values of Walter

! Bloxam, ‘The Priest’, pp.359-60.

2 Pomegranates appear in four of Caravaggio’s pajstiBoy with a Basket of Fruica.
1592),Bacchus(ca. 1596)Supper at Emmauga. 1601), andtill Life with Fruit on a
Stone Ledgéca. 1603). Given the ancient Roman atmosphe&aothusit seems that
Caravaggio is linking the bursting pomegranate \lith detail that the Romans used its
juice as a remedy for infertility and as an aphsa@di. Further, the fruit is associated with
the rape of Persephone, hence with sexual experiamd the Underworld. After
Demeter’s impassioned appeal, Zeus requests Persephrelease from Hades; however,
before leaving, Persephone eats some pomegrareds, sehich results in her required
return for a third part of each year, symbolisitigvtseeds are buried and reborn. About
Caravaggio’'s use of various fruits for erotic sugjyeness, see Adrienne Von Lates,
‘Caravaggio’s Peaches and Academic PiW&rds & Image11.1 (1995), pp.55-60.
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Pater'sRenaissancer to rewrite Joris-Karl Huysmansfs rebours but as a
children’s tale, a detail explained by Wilde's mijmal biographer, Richard
Ellmann:

The ideas and themes he scattered were sometimagedre by his
young admirers. The novelist W. B. Maxwell, whdeboy, had heard many
stories from Wilde, and wrote one of them down gmblished it. He
confessed to Wilde, whose face clouded, then deasehe mixed approval with
reproach, ‘Stealing my story was the act of a geméin, but not telling me you
had stolen it was to ignore the claims of friengshiThen he suddenly became
serious: ‘You mustn’t take a story that | told yofia man and a picture. No,
absolutely, |1 want that for myself. | fully meaa tvrite it, and | should be
terribly upset if | were forestalled’. This firatention ofThe Picture of Dorian
Gray antedated by several years, Maxwell says, thehctumpositior.

Bacchus
Michelangelo Merisi da Caravaggio (1571-1610)
Oil on canvas, ca. 1596
Galleria degli Uffizi, Florence, Italy

Wilde’s novel was one of the most decried of thetaey, decried as the absolute
flowering of the evils of Decadence: how much meoepugnant would that
flower have been had Wilde’s Victorian detractorsown that it had initially
been told to a ‘boy’ (though his dates suggest ligamight very well have been

! Ellmann, p.309.
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in his teens) named William Babington Maxwell (1866-1938), thensof his
friends? Basil's question to Dorian about the rofirhis intimates could equally
have been levelled at Wilde: ‘Why is your frienigsko fateful to young men?’

That the earliest form dborian Gray had been told to a boy or young
man also draws into question Wilde’s retort — iletéer to thePall Mall Gazette
in early December 1891 — that his second voluméin§ tales had not been
intended specifically for the young:

The writer of this review [...] starts by asking axtremely silly question, and

that is, whether or not | have written this bookttee purpose of giving pleasure
to the British child. Having expressed grave deudst this subject, a subject on
which | cannot conceive any fairly-educated persaning any doubts at all, he
proceeds, apparently quite seriously, to make Kteemely limited vocabulary

at the disposal of the British child the standaydaich the prose of an artist is
to be judged! Now in building thidouse of Pomegranatésad about as much
intention of pleasing the British child as | hadpiéasing the British publit.

‘Giving pleasure to the British child’ might not v& been Wilde's principal
intention in constructing his second volume of yaitales, A House of
Pomegranateg1891), but he seems to have drawn a distinctrgast for
himself, between the typical ‘British child’ andettikes of Maxwell or his own
sons — especially since his son Vyvyan would lag@mit, ‘He told usall his
own written fairy stories suitably adapted for ogwung minds’ (emphasis
added)’ with ‘suitably adapted’ probably only involving mpensation for ‘the
extremely limited vocabulary at the disposal of Bréish child’. Besides, as the
following will suggest, Wilde was less intent orivigg pleasure to the British

! Ellmann could very well be correct in labellingum Maxwell — as Maxwell does
himself — ‘a boy’. Whether the earlier, oral versiof Dorian Graywas told to Maxwell
as ‘a boy’ or as a teenager, it nonetheless sugtfest Wilde had been ruminating over
the details of this story ‘of a man and a pictdog’ more than a decade before it assumed
its published form in 1890. | have been unabléottate Maxwell’'s ‘plagiarised’ story,
and must assume that it was published anonymousljoain some minor journal or
newspaper.
2 Letters of Wildepp.301-02. IrFairy Tales and the Art of Subversion: The Cladsica
Genre for Children and the Process of Civilizatigew York: Routledge, 1991), Jack
David Zipes writes:
Wilde was highly disturbed by the way society cdiotied and punished young
people if they did not conform to the proper rulps..] He had always been
sensitive to the authoritarian schooling and chuighdity which most English
children were expected to tolerate [....] [For the&son,] he clearly wanted to
subvert the messages conveyed by [Hans Christiadeisen’s tales, but more
important his poetical style recalled the rhythmsl danguage of the Bible in
order to counter the stringent Christian code 11®)

® Vyvyan Holland, Son of Oscar WildgHarmondsworth, Middlesex, UK: Penguin,
1957), p.45.
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child’ than on ‘getting pleasure from the Britishild’, especially if, as Lord
Henry asserts, the ultimate pleasure is the exedfinfluence, ‘to convey one’s
temperament into another as though it were a stibitk[...] There was a real
joy in that’ (Dorian 1891, p.40). Put simply, given the first audiefmeDorian
Gray, Wilde's retort to thd?all Mall Gazettebecomes disingenuous, becomes an
act of essential and flagrant diversion, for he wasat liberty to assert that he
hadwritten those tales with an audience of childmeemind, lest he be accused of
attempting to ‘corrupt the innocent’, which wasfaat, what he was trying to do.

Wilde did have undistinguished contemporaries whaoakes for boys
could abound with paederastic content without dngwiuch or any publicity,
even when those contemporaries attempted to ctiarit@n. In a dumbfounding
piece of self-advertisement, Edward Irenaeus PBtesrenson (1858-1942) —
sometimes referred to as ‘The Father of Modern Acaer Gay Literature’ —
writing under the pseudonym of Xavier Mayne, pasatie paederastic nuances
of his own ‘subversive boys books’, particulatlgft to Themselves: Being the
Ordeal of Philip and Geraldwhich was published in the same year as Wilde's
House of Pomegranates

Fiction for young people that has uranian hintsuraly is thought the last sort
for circulating among British boys and girls. [MNetheless,] in ‘White
Cockades', a little tale of the flight of the YouwrdgPretender, by E. I. Stevenson,
issued in Edinburgh some years ago, passionatetidevivom a rustic youth
toward the prince, and its recognition are haltddhas homosexual in essence.
The sentiment of uranian adolescence is more disghable in another book
for lads, ‘Philip and Gerald’, by the same hand:romantic story in which a
youth in his latter teens is irresistibly attracted a much younger lad; and
becomescon amore responsible for the latter's personal safetyaiseries of
unexpected events that throw them together —fier li

Wilde always garnered too much attention from theegal public to be as overt
and scandalous as Prime-Stevenson; neverthelegsitedbdis comments to the
Pall Mall Gazette Wilde did construct tales for boys full of theerdiment of
uranian adolescence’, as Naomi Wood asserts:

Oscar Wilde's fairy tales are not often discussethis [erotic] context, though
his sexuality has been discussed extensively byarogly of critics in the
century since his death. Oscar Wilde's fairy tatgode the vision of an
idealistic pederast, a man who loves beautiful pputhe style and content of his
fairy tales offer a vision of love and beauty thiages a different aesthetic and
moral relationship to the world and experience fritva heavily censored and
didactic productions of the Grimm brothers. Osadalilde’s fairy tales

1 As quoted in James Gifford, ‘Left to ThemselvesieTSubversive Boys Books of
Edward Prime-Stevenson (1858-1942purnal of American and Comparative Cultures
24.3-4 (2001), pp.113-16 (p.113).
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rhetorically create a new, morally sensual child dnacting Walter Pater's
aesthetics.

Although specific pederastic practice is certaimiy to be gleaned from the fairy
tales, the fairy tales use the ideals and imagesowuding Classical and
contemporary homosexual discourses to offer anraltive, idealized form of
love and morality, one that emphasizes spiritualcprancy, unselfish self-
sacrifice, and, paradoxically, immersion in senseigerience as the means to
true spirituality®

Wilde’s most conspicuously paederastic fairy tale ‘& distinctly more
transgressive, though still by no means obtrusagsertion of homosexual
themes® — is ‘The Young King’ fromA House of Pomegranatés

Wilde’s tale begins with a pair of sensual imagesages seemingly
constructed as an invitation for his sons Cyril aWgvyan to admire
voyeuristically the young king as exhibitionist -hetfirst, this youth reclining
provocatively in a sensual pose; the second, raalmoyt the woodlands, barely
clothed:

The lad — for he was only a lad, being but sixtgears of age — [...] had
flung himself back with a deep sigh of relief oretkoft cushions of his
embroidered couch, lying there, wild-eyed and openthed, like a brown
woodland Faun, or some young animal of the forestlyisnared by the hunters.

And, indeed, it was the hunters who hadnébtim, coming upon him
almost by chance as, bare-limbed and pipe in Hameljas following the flock of
the poor goatherd who had brought him up, and whsmse he had always
fancied himself to be. (‘King’, p.213)

The pruriency of this passage is heightened expga@ignwhen placed alongside
biographical evidence for Wilde, such as the follgyyassages from two letters
to Robert Ross:

! Naomi Wood, ‘Creating the Sensual Child: Paterasthetics, Pederasty, and Oscar
Wilde's Fairy Tales’,Marvels & Tales: Journal of Fairy-Tale Studje$6.2 (2002),
pp.156-70 (p.156).

2 |bid., p.167. According to Schmidgall, ‘Oscar W@wever have been so foolish or
artlessly forthright as to compose his tales inhsacway as to make them specifically
“about” the oppression or repression of homosexdehtity [....] | suspect Oscar
sprinkled just enough subtly strange hints throwghbe stories to let the homosexual
cognoscenti know of his fellow-feelingS{ranger p.153).

% Ibid., p.161.

* Oscar Wilde, ‘The Young King’, ifThe Complete Works of Oscar Wild&" edn
(Glasgow: Harper Collins, 1994), pp.213-22.
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My dearest Bobbie, Bosie has insisted on stopperg fior sandwiches. He is
quite like a narcissus — so white and gold. | witime either Wednesday or
Thursday night to your rooms. Send me a line. iB@sso tired: he lies like a
hyacinth on the sofa, and | worship him.

You dear boy. Ever yours, Ostar

There is a great deal of beauty here [in Moroccthe Kabyle boys are quite
lovely. [...] Bosie and | have taken to haschighis quite exquisite: three puffs
of smoke and then peace and l8ve.

The mountains of Kabylia [are] full of villages p#ed by fauns. [...] We were
followed by lovely brown things from forest to fete The beggars here have
profiles, so the problem of poverty is easily sdl¥e

The young king, ‘a brown woodland Faun’, would finid equivalent in the boys
of Kabyle, ‘lovely brown things’ who followed Wildand Douglas about the
Moroccan woodlands (and certainly back to theimmedor ‘peace and love’ and
a little remuneration, ‘so the problem of povedyeasily solved’) — though, in
his later, more domesticated and palatial stateythung king, reclining ‘on the
soft cushions of his embroidered couch [...] wildeyand open-mouthed’,
would become the ‘hyacinth on the sofa’, Wilde'soved Lord Alfred Douglas.

Wilde’s sons would also have heard that the young kas a ‘strange
passion for beauty that was destined to have sat greinfluence over his life’
(‘King’, p.214), a phrase that has its echo in thather’'s claim to Douglas that
‘Pater’'s Renaissancg...] has had such a strange influence over my [ffae
Profundis p.1022), a phrase that reverberates in this taeause, as Wood
asserts, ‘Pater’s aesthetic credd ire Renaissanadearly informs Wilde’s fairy
tales’* Pater’s volume also infuses this particular taith a certain deadliness
that is not merely textual. As Dorian explainshéTRenaissance knew of strange
manners of poisoning’Dorian 1890, p.77) — one of the most memorable of
these, according to Pater, at the hand of Ludo@fmwza, ‘who murdered his
young nephew by slow poisorRénaissancé&893, p.85). The figure of Sforza
seems almost detectable behind the explanationeofléath of the young king's
mother, just after giving him birth: ‘Grief, ordlplague, as the court physician
stated, or, as some suggested, a swift Italianopo&iministered in a cup of
spiced wine, slew, within an hour of her wakenitings white girl who had given
him birth’ (‘King’, p.213).

Wilde’s sons would also have been told that, bseaof his ‘strange
passion for beauty’, the young king has a pencfargxploring his own palace,
and that rumours describe him being found

! As quoted in Ellmann, p.385.

2 Letter to Robert Ross, from Morocco, ca. 25 Jand#95, More Letters of Oscar
Wilde, ed. by Rupert Hart-Davis (New York: Vanguard, 39%.128.

3 Ibid., p.129.

*N. Wood, p.161. See also Schmidgatranger p.150.
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kneeling in real adoration before a great pictina had just been brought from
Venice, and that seemed to herald the worship wfesnew gods. On another
occasion he had been missed for several hoursaféerda lengthened search had
been discovered in a little chamber in one of thethern turrets of the palace
gazing, as one in a trance, at a Greek gem caritbdive figure of Adonis. He
had been seen, so the tale ran, pressing his viasntol the marble brow of an
antique statue that had been discovered in theobtt river on the occasion of
the building of the stone bridge, and was inscribeth the name of the
Bithynian slave of Hadrian. He had passed a whight in noting the effect of
the moonlight on a silver image of Endymion. (‘Kinp.214)

The passage above displays the young king as &edirby those Classical
ephebes whom Dorian Gray had come to encapsulatbdgainter Basil, since
Dorian was an ‘Adonis’, ‘a Narcissus’ with the ‘Bof Antinous’, the physical

manifestation of the ‘harmony of soul and bodyob(ian 1890, pp.4-9). In fact,

the young king finds himself reflected in thesetlaetic images, particularly in

his bedroom, where ‘a laughing Narcissus in graenze held a polished mirror
above its head’ (‘King’, p.215). The face of theupg king reflected in a mirror
held by a patinaed Narcissus is a cogent illustnatif Wilde’s claim that ‘to love

oneself is the beginning of a life-long romancewever fatal that narcissism is
to oneself or to others.

As Pater relates in hiRenaissanceJohannes Winckelmann had been
equally stirred by those erotically suggestive,dine images: ‘Suddenly he is in
contact with that life, still fervent in the relied plastic art’ (1893, p.146), for
‘Greek sculpture deals almost exclusively with ygwhere the moulding of the
bodily organs is still as if suspended between tiioand completion’ (p.174).
However, Winckelmann later found this ‘moulding thfe bodily organs’ in
something far less frigid than marble:

That his affinity with Hellenism was not merely éflectual, that the subtler
threads of temperament were inwoven in it, is pdolsg his romantic, fervent
friendships with young men. He has known, he sayay young men more
beautiful than Guido [Reni]'s archangel. Theseerfdships [succeeded in]
bringing him into contact with the pride of humamrh. (P.152)

Similarly, Wilde’s young king also has more thare@an marbles to stare upon,
to caress, and to kiss, for he has in his servimny young men more beautiful
than Guido’s archangel’, young companions who answéis every wish and

whim:

[The young king] would sometimes be accompaniedth®y slim, fair-haired
Court pages, with their floating mantles, and gagtdring ribands; but more
often he would be alone, feeling through a certgiiick instinct, which was
almost a divination, that the secrets of art aist learned in secret.

(‘King’, p.214)



36t

[After relating to his courtiers the three dreatmatthad revealed the inhumanity
surrounding the making of his regalia,] he baderttadl leave him, save one
page whom he kept as his companion, a lad a yaarggs than himself. Him
he kept for his service, and when he had batheddifrm clear water, [...] he
put on [his goatherder clothing], and in his hamdtbok his rude shepherd’'s
staff.

And the little page opened his big blyesein wonder, and said smiling to
him, ‘My lord, | see thy robe and thy sceptre, bhiere is thy crown?’ (P.220)

Alessandro Alberti with a Page
Follower of Titian (Tiziano Vecellio, ca. 1488-1576
Oil on canvas, mid century
National Gallery of Art, Washington, D.C., USA
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This fairy tale began with several invitationsatdmire voyeuristically —
the first, the image of the young king recliningarsensual pose; the second, of
the young king racing about the woodlands, barklthed — and it ends, after a
dozen such voyeuristic spectacles, with one thald&Viseems to have
incorporated specifically with Cyril and Vyvyan imind, for it relates to a
repeated image from one of their favourite fairlesa ‘The Selfish Giant’ —
‘[the trees] covered themselves with blossoms’§p)2 When the nobles enter
the cathedral, swords drawn to slay the young kimglegrading his office and
their esteem, they discover him awaiting his intest and praying before the
image of Christ:

And lo! through the painted windows came the simlggreaming upon him, and
the sunbeams wove round him a tissued robe thaffairzs than the robe that
had been fashioned for his pleasure. The deafildtesisomed [with] bare lilies
that were whiter than pearls. The dry thorn blossd [with] bare roses that
were redder than rubies. Whiter than fine peadsevthe lilies, and their stems
were of bright silver. Redder than male rubiesentie roses, and their leaves
were of beaten gold. [....] He stood there in a ldngliment, and the Glory of
God filled the place. [....] And the people fell uptheir knees in awe, and the
nobles sheathed their swords and did homage, @n8ithop’s face grew pale,
and his hands trembled. ‘A greater than | hatlwoed thee’, he cried, and he
knelt before him.

And the young King came down from the high altard passed home
through the midst of the people. But no man déwel upon his face, for it was
like the face of an angel. (‘King’, pp.221-22)

Although Cyril and Vyvyan would have heard that man dared look upon [the
young king’s] face’ after his staff had been ‘caef...] with blossoms’ and ‘the

Glory of God [had] filled the place’, they wouldsal have heard that ‘it was like
the face of an angel’ — for the narrator, theih&t always dared to look upon
the face of beauty that others feared (howevere@ug such a glance might be),
and was inviting his sons to do so as well.

Although the prurient, sensual imagery of ‘The Ygufing’ may have
gone unnoticed by Wilde’s sons — if one posits tinaty were less ‘knowing’
than Maisie, Alice, or the James children — thee tabnetheless provides
Decadent, paederastic opportunities, especially/ille’s sons were to inquire
while listening, ‘What is a Faun?’ ‘Who are theeim gods™?’ ‘Why does he
love Adonis and Endymion so much? ‘Who was thehgiian slave of
Hadrian?’ ‘What do Court pages do?’

The most ‘dangerous’ sentence in ‘The Young Kirg'a sentence that
ignores all discretion, all parental tact — seemydieitly structured to elicit just
such a question from either Cyril or Vyvyan, thewaar to which must needs be
paederastic, for it would be impossible to answbevise: ‘[The young king]
had been seen, so the tale ran, pressing his wpasntol the marble brow of an
antique statue that had been discovered in theb#tk river on the occasion of
the building of the stone bridge, and was inscrilvdth the name of the
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Bithynian slave of Hadrian’. This sentence seemsniplore either Cyril or
Vyvyan to inquire, ‘What is his name?’ — hence,\ding an occasion for their
father to insinuate about or expound upon the pastle relationship between
Emperor Hadrian (76-138 CE) and the Bithynian boytidols (111-130 CE),
about a love that, from the Victorian period toapd'dares not speak its nante’.
Their father would have had much to say on thatipdar theme, since his
letters to Ross abound with allusions to his fesremights with Antinous®

However, there is more here than mere textuahuaion; for, as Gary
Schmidgall observes, ‘one sad result of this cdieece was that the avocation of
youth-chasing on one hand and the vocation of fatia on the other began to
produce unattractive, sometimes poignant coincidghc— one of those
‘poignant coincidences’ arising because, unlike y&yv, ‘Cyril was rather more
like the kinds of young men Oscar instinctively \dtated toward in his
liaisons’;' which might explain why Vyvyan, who resembled fdther more in
disposition (and, later in life, became one of father's most sympathetic of
scholars), remained almost unmentioned in his fattnversations and letters,
while ‘I could not bear the idea of being separafi@in Cyril, that beautiful,
loving, loveable child of mine, my friend of aliénds, my companion beyond all
companions® However, preference aside, they were both higeryg, and
Wilde seems to have enfolded them — Cyril in patdc — directly into the
dangerous, erotic atmosphere he had structurednérbimself, a poignant
example being a summer holiday spent at the sea:

The Wilde family spent August and September of 1&34the seaside in
Worthing [....] Bosie was also a visitor at Worthirgnd this was also when
Oscar became friendly with an eighteen-year-old echr@onway who was a
newspaper boy on the pier at Brighton. [...] Thg became part of the family
circle, a playmate, in effect, to both Oscar arglduins. But, as the Queensberry
Plea of Justification stated, ‘The said Oscar Hi@j&lahertie Wills Wilde upon
several occasions in the months of August and Sdein the year of our Lord
One thousand eight hundred and ninety-four ..hatAlbion Hotel Brighton in
the same County did solicit and incite one Alfor$arold Conway to commit
sodomy and other acts of gross indecency and infityonath him’.®

It would certainly be more decorous to brush agieepaederastic import of this,
to claim that this Worthing holiday had merely pdad an opportunity for Wilde
to spend a few paternal months with his sons, wai® enjoying midnight
frolics with ‘Bosie’ Douglas and the newly acquir€bnway. Such a claim

! For an entire volume devoted to this paederasfiationship, see Royston Lambert,
Beloved and God: The Story of Hadrian and Antin@lesw York: Viking, 1984).

2 Letter to Robert Ross, 20 February 189&ters of Wildep.705.

% Schmidgall Stranger p.135.

* Ibid., p.142.

® De Profundis p.1005.

® Schmidgall Stranger pp.137-38.
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would be easier to maintain were it not for Wildeigpreciation that his lover
Lord Alfred Douglas had but three passions — ‘bdysndy, and betting'—
and that what Douglas was ‘betting on’ was the peos of ‘bedding’ Cyril, the
model for Wilde’'s ‘young king'.

Before considering a vignette about Douglas’s eratipes for Cyril, it is
crucial to consider and mark one comment by RolRess, Wilde's most
protective friend and former lover, as well as liierary and financial executor:
‘The only [published] personal reflections to whiahy importance or belief can
be attached are those by Monsieur André Gide andsEt.a Jeunessé’Ross’s
comment provides André Gide’s autobiographical malmances a degree of
authenticity afforded to only one other, and itinsthis light that one must
consider the following vignette: Gide records ttedter Douglas had described
Cyril's beauty to him, Douglas ‘whispered with dfsatisfied smile, “He will be
for me™.® As with anyone given to betting, Douglas was ¢mgnon a little luck
and a slight advantage, an advantage that Wildety tale might easily have
provided, for that tale was a Decadent seed plabye@yril's father, a father
whose lover hoped to reap its bounty, and wouldlyikhave acted upon his
desires for the ‘young king’ so ‘wild-eyed’ had \W&'s conviction and
imprisonment for ‘gross indecency’ not interposells a result of their father's
trials and incarceration, Cyril and Vyvyan nevewddm again. Whisked away
to the Continent to avoid the taint of his and Dasty lingering stains, they left
behind everything Wildean, even his name, becormiatgad Cyril and Vyvyan
Holland. The last word about this troubling episaidhtly belongs to Cyril, who
expresses that, after more than a decade of col#gom

the more convinced | became that, first and foremosiust be anan There
was to be no cry of decadent artist, of effeminassthete, of weak-kneed
degenerate. [....] | am no wild, passionate, irresfima hero. | live by thought,
not by emotior.

Cyril's comments, encapsulated in the allusivemlmo wild’, reveal the disparity
between Wilde's expectations and the fate of thms $® had hoped would follow
in his own Decadent footsteps, footsteps left acthsir nursery in the form of
fairy tales, the most prurient being ‘The Young &in Wilde’s sordid trials and

complete disgrace insured that his influence ov®istns would not continue as
he had envisioned — and assured, as well, that Bswgpuld lose his ‘chance’

! Letter to Robert Ross, ca. 29 June 19G8ters of Wildep.831. One is reminded here
of the statement attributed to Winston Churchildon'’t talk to me about naval tradition.
It's nothing but rum, sodomy and the lash’. Dosghaight well have profited from ‘the
lash’ — though, in his case, it would probably hés to ‘le vice anglais’ (a love of the
flagellum) rather than an improvement in discipline or chta

2 As quoted in Ada Leversohetters to theSphinx from Oscar Wilde, with Reminiscences
of the Author by Ada Leversdbhondon: Duckworth, 1930), p.14.

% See Gidelf It Die, pp.300-01. About Douglas’s plans for Cyril, s&&rch Smith, p.47.

* As quoted in Vyvyan Holland, p.122.
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with Cyril, a chance that Wilde does not seem teehldeen particularly averse
about facilitating, for none knew his beloved Dagi$ character and desires
better than he.

For over a hundred years, legions of parents havéttingly scattered
Wilde’s utterly Decadent, paederastic fairy talesoas the nurseries of the world.
It is an enduring benefit to Wilde’s enduring fathat he had learned from Pater
the secret of an enduringly evasive style — ‘atisth lurking half-meanings and
that evanescent suggestion’Otherwise, bonfires aplenty would probably have
consumed his works for children long ago. Howeteiee ‘the red shambles of
the Circus’ properly, one must peer ‘through arckraerald’ owned by a fiddling
Nero Qorian 1890, p.76) — which is a symbolic way of expregsihat, to
appreciate its ‘underthought’, one needs a Decapergpective like the one he
possessed and few ‘enlightened’ parents do. Raleg have always seemed a
rather innocuous genre (at least the English wgrig¢he last place one would
expect to find an utterly Decadent, paederastigfplaess: however, once
Wilde's ‘agenda’ is recognised, his fairy talesefdlly explode with erotic
nuance.

Before returning to Wilde, consider the followipgssage of typical
erotica, a masturbatory fantasy a bit banal, thie (fathing most parents would
consider criminal or nearly criminal to read to hild, an act that would
undoubtedly constitute ‘corrupting the innocent’:

His penis was very limp, so it took a long timeget himself going. ‘Now | am
going of!" he cried, and made himself very stiffdastraight. ‘Delightful’, he
cried, ‘I shall go on like this forever’. Fortuedy nobody saw him or heard
him. Then he began to feel a curious tingling aéas all over him. ‘Now | am
going to explode’, he cried. And he certainly ditplode. There was no doubt
about it.

The above may appear incompatible with the presensiderations, a trite
example of erotica lacking any Wildean flair. Ntradess, the above is, in
actuality, one of Wilde’s fairy tales stripped ¢$ isurface’ — or, to phrase this
symbolically, seen through Nero’'s ‘clear emerald’ a-dangerously clear
perspective Wilde thwarts for the typical reader doyew alterations, a few
additions. Replace the word ‘penis’ with ‘rockéein object very close in
contour), add a few bombastic sound-effects, arte ‘Remarkable Rocket’ is
ready for insertion intdhe Happy Prince and Other Tal€s388):

The Rocket was very damp, so he took a long timauta. At last, however, the
fire caught him.

‘Now | am going off!’ he cried, and he maldenself very stiff and straight.
‘I know | shall go much higher than the stars, mhaher than the moon, much
higher than the sun. In fact, | shall go so higgit t—’

Fizz! Fizz! Fizz! and he went straight agoi the air.

! Moore,Confessiong.166.
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‘Delightful” he cried, ‘I shall go on like¢his for ever. What a success |
am!’

But nobody saw him.

Then he began to feel a curious tinglingsa&ion all over him.

‘Now | am going to explode’, he cried. hall set the whole world on fire,
and make such a noise that nobody will talk abawythang else for a whole
year’. And he certainly did explode. Bang! Bangrg! went the gunpowder.
There was no doubt about it.

Izlut nobody heard him, not even the twdelitioys, for they were sound
asleep.

The above recalls Wilde's later Worthing holidayttwihis sons, and his
bombastic sexual exploits there with Douglas andvizy, though ‘nobody heard
[them], not even the two little boys, for they wei@ind asleep’, or seemed to be
(not that anyone was paying attention, except perifiar Douglas).

Through such fairy tales, Wilde had found a vehiébr his own
paederastic ‘agenda’, as well as a perfect coveesfpressing what could not
have been expressed so easily in another formciedlyaef one wished to extend
one’s influence over ‘the British child’. Wilde dandeed assumed the duties of
Rev. Canon Chasuble frofhe Importance of Being Earne&hasuble claiming,

‘l am not by any means a bigoted Paedobaptist’ (Att— implying that, though
he is a ‘Paedobaptist’ (or ‘sprinkler of childrenfe is not of the bigoted sort.
Wilde — another ‘Paedobaptist’, another ‘sprinklef children’, another
individual who liked ‘to convey [his] temperameriver] another as though it
were a subtle fluid’ — has been permitted to spdarks ‘subtle fluid’ over the
nurseries of the world, because parents, fortupdoel\Wilde, generally have an
inability to read below the surface, particulathetsurface of ‘Paedobaptistry’.
They generally have no knowledge of the importief‘Rreface’ taDorian Gray.

‘All art is at once surface and symbol. Those wbdeneath the surface do so at
their peril’ (1891, p.17).

The utter disparity between Pater’s ‘Epicureanisamid Wilde's
‘Paedobaptistry’ displays how divergent the two taa paths really are — one
leading to Platonic aestheticism, the other topeigatiation; one leading to ‘a
sort of chivalrous conscience’, the other to ‘a nmes$ for pleasure’. This
disparity involves the personal ethics of whetler proximity to the object of
desire should be crossed or not, involves the poeser absence of self-mastery,
involves a concern for the ‘problem of [and to] thay'.

For Pater, this problem is ever filtered throughe aof his favoured
conceptsascésigrigorous ‘self-control’, ‘self-discipline’, or &f-mastery’f —
and to be ‘no master of myself’, Hopkins asserits,the worst failure of all’

! Oscar Wilde, ‘The Remarkable Rocket’, Tihe Complete Works of Oscar Wil@ edn
(Glasgow: Harper Collins, 1994), pp.294-301 (p.301)

2 The Importance of Being Earngst ibid., pp.357-419 (p.382).

% In his ‘Preface’ toThe Renaissancéater glosses this term as ‘the austere anduserio
girding of the loins in youth’ (1893, p.xxii)). 8éDonoghue, pp.79; 88.
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(Retreat notes of 188&ermonsp.262). This failure to exercise self-mastery
ruined more than Wilde himself, for it also ruinedny of those boys and young
men who had come into contact with him and histhsge/erotic residues.
Wilde and his coterie had taken the easier, lesfopnd of the two Uranian
paths, hence would never have appreciated the ssipreof love and the beauty
of self-martyrdom that Uranians like Pater and Hopksought to actualise, to
legitimise, and to capture aesthetically, a love arself-martyrdom that was also
cogently and heart-wrenchingly embraced by Terétmebury White (1906-64),

a novelist who would, half a century later, walk game ‘elevated’ Uranian path
with a boy named Zed. As White relates on 18 Sapés 1957:

I have fallen in love with Zed. [...] It would be Unkable to make Zed
unhappy with the weight of this impractical, unabie love. It would be against
his human dignity. Besides, | love him for beingppy and innocent, so it
would be destroying what | loved. He could nonsdtahe weight of the world
against such feelings — not that they are bad é@m#elves. It is the public
opinion which makes them so. In any case, on eseoye of his happiness, not
my safety, the whole situation is an impossible.oddl | can do is to behave
like a gentleman. It has been my hideous fate @obbrn with an infinite
capacity for love and joy with no hope of usingrthe

| do not believe that some sort of sexual relaiaith Zed would do
him harm — he would probably think and call thénific. | do not think |
could hurt him spiritually or mentally. | do notleve that perverts are made so
by seduction. | do not think that sex is evil, ggcwhen it is cruel or degrading,
as in rape, sodomy, etc., or that | am evil or til@tcould be. But the practical
facts of life are an impenetrable barrier — thedas¥ God, the laws of Man.
His age, his parents, his self-esteem, his saHsreé, the progress of his
development in a social system hostile to the helaet brightness of his being
which has made this what a home should be for tivkeele weeks of utter
holiday, the fact that the old exist for the benefithe young, not vice versa, the
factual impossibilities set up by law and custong unthinkableness of turning
him into a lonely or sad or eclipsed or furtive T — every possible detail of
what is expedient, not what is moral, offers the f® my bosom, and | must let
it gnaw?

White’s comment that ‘the practical facts of lifeean impenetrable barrier [....]
[that] offers the fox to my bosom, and | must kegnaw’ is the most profound
expression of ‘elevated’ Uranian sentiment | hageyat encountered in my
studies, and reveals that the Uranian continuustilisa vital aspect of the human
condition and of aesthetic contemplation, reacl@mdeyond that ‘small band of
elite “Oxonian” souls’ that many would dismiss as an aberrant or abhbrren

1 As quoted in Sylvia Townsend Warndr, H. White: A BiographyLondon: Jonathan
Cape, 1967), pp.277-78. ‘White was so much of hiugd& mind’ (Ibid., p.274).

2 David J. DeLauraHebrew and Hellene in Victorian England: Newmannaid, and
Pater (Austin: University of Texas Press, 1969), p.230.
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cluster of ‘crazy’ Victorian poets or Oxford eccecs, a cluster that the
‘legitimate’ powers of contemporary Western societysocial, medical, ethical,
religious, legal, political, scholarly, and familia— would dismiss as
maladjusted, psychotic, immoral, sinful, unlawffringe, objectionable, and/or
intrusive. Despite such dismissals, the Uraniaminaum continues to surface,
even today.

What follows is a consideration of that continusmat least its more
‘elevated’ path taken by Hopkins, Pater, and lateters such as T. H. White —
a consideration that will serve as a miniaturehef éntire volume. Befittingly, it
will begin at the beginning, by considering theluehce of the earliest Uranian,
William Johnson later Cory), whose paederastic pedagogy and collection o
verseslonica influenced many an Etonian such as Digby Mackwdtiben,
providing lessons in paederastic pedagogy, eleviaigndship, erotic dalliance,
and thwarted love, lessons that serve to elucitt@epaederastic continuum
stretching, unbroken, from Greco-Roman times topttesent, a continuum that is
evident in the works of such writers as E. M. Farsind Guy Davenport.

Shepherd
Bertel Thorvaldsen (ca. 1770-1844)
Marble, after 1817
Hermitage, St Petersburg, Russia



