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Introduction 

So much has been written about Oscar Wilde that it might seem that there is very little, both in his life and his work, to concentrate on in order to find any new, or at least interesting and important, details which could help illuminate some key aspects within his work. However, it was not until the second half of the twentieth century that Wilde’s life and work could be understood in the light of the information which had not been known until then. For example, it was more than sixty years after Wilde’s death that his intimate confession De Profundis was published in its full form. Wilde’s sexuality, along with the crime of “gross indecency” for which he was sentenced to two years’ hard labour, were, for quite a long time, a good enough reason for many scholars to abstract their attention from the foremost Irish Decadent playwright. Nevertheless, some of Wilde’s works, such as The Picture of Dorian Gray, are often in many respects autobiographical, which means that dealing with them seriously is only possible by dealing with Wilde’s life, or rather, at least with some aspects of his life, namely his sexuality: 
In order to gain a true understanding of the deep symbolic structure of Wilde’s novel, we must combine a recognition of deep human subjectivity with a recognition of Wilde’s own conflicted feelings about his homosexuality. If we deploy this combination, we are in a position, for the first time, fully to grasp Wilde’s meaning. 
(Carrol, 11) 

Considering the fact that it was not until 1967 that homosexuality ceased being a criminal offence in the United Kingdom, it seems quite understandable that many scholars would have felt uneasy about writing about Oscar Wilde and his work in an absolutely free way. Nevertheless, the role of Wilde’s sexuality has proven to be crucial as far as his work is concerned, The Picture of Dorian Gray being no exception: 
In recent years a number of studies have discussed the specifically homosexual character of Dorian Gray, and by making this issue into an explicit theme these studies have taken a crucial new step towards a true understanding of the deep symbolic structure in Wilde’s novel. (Carroll, 6) 
In accordance with the above-mentioned claim—that the homosexual elements of The Picture of Dorian Gray are vital to the full understanding the novel as such—the goal of this thesis is to analyse these elements in the novel. In order to do so, the first section deals with the literary sources by which Wilde was influenced when he wrote Dorian Gray and which, at the same time, include some homoerotic elements which were what made the novel so controversial. The second section concentrates on the sources of the three main characters of the novel—Dorian Gray, Basil Hallward, and Lord Henry Wotton—for these characters and their origin represent an important part of the homoerotic overtones of the novel. Finally, the third section is devoted to the allusions to homosexuality in the actual story. The goal of this last section is to analyse, on the basis of a close reading of Dorian Gray, the homoerotic elements in the plot, especially in the interrelationships among the main characters, for this is where the homosexual elements of the story are illustrated best. Through these three sections, this thesis will attempt to demonstrate that Wilde’s novel constitutes a daring gay apologia.  
Allusions to the Literary Sources of 
The Picture of Dorian Gray
No matter how peculiar it may seem, The Picture of Dorian Gray—the publication of which caused, mainly due to its homoerotic overtones, a sensation among the then Victorian critics—attracted the attention of many despite of its negative reception, even by those who condemned it on account of its originality. Oscar Wilde’s mother, Lady Wilde, having read the novel, was thrilled and said that the novel was “the most wonderful piece of writing in all the fiction of the day [...]” (Ellmann, 320), and even though her opinion was definitely exaggerated and must have been, at least partially, biased, it was not too far from the general opinion of those who praised the book. Taking this into consideration, the more interesting fact is that the book itself was, in spite of Oscar Wilde’s famous wit, intelligence, and creativity, not a pure product of those abilities, at least as far as the literary sources from which Wilde drew his inspiration are concerned. Not only were there a large number of books from which Wilde was inspired when he wrote Dorian Gray, what is more, some of these books obviously served him not only as a source of inspiration, but also, as in the case of Walter Pater’s Studies in the History of the Renaissance, as material which he, to some extent and with some subtle variations, directly incorporated into his novel. In his famous biography, Richard Ellmann emphasizes that there is an infinite number of sources from which Wilde, more or less, could have drawn when he wrote Dorian Gray: 

Among the many sources that have been offered for The Picture of Dorian Gray are Blazac’s La Peau de chagrin, Stevenson’s Dr Jekyll and Mr Hyde, Goethe’s Faust, Meinhold’s Sidonia. The list could be multiplied indefinitely. (311) 
Hesekth Pearson, whose biography of Wilde was highly praised by Merlin Holland, grandson of Wilde, who considered it to be “one of the best pre-Ellmann biographies” (Works, 1266), speaks about how Dorian Gray came into being in a more prosaic way: 

Originally it was, as we might guess, a short story on the lines of Balzac’s Peau de Chagrin and Poe’s William Wilson; then another short story was added, of an actress who loses her genius by falling in love; then a third, based on the discovery of Christ’s body in a tomb near Jerusalem, though how this was worked into the scheme of the book it is difficult to say. (Pearson, 144) 

On the whole, the Faustian theme is one of the most striking as far as the plot is concerned. At the beginning of the novel, in Chapter II, Dorian Gray proclaims that he would give his soul to maintain his youth and beauty: 
How sad it is! I shall grow old, and horrible, and dreadful. But this picture will remain always young. It will never be older than this particular day of June. [...] If it were only the other way! If it were I who was to be always young, and the picture that was to grow old! For that—for that—I would give everything! Yes, there is nothing in the whole world I would not give! I would give my soul for that! (33)
In this crucial passage we can see an obvious parallel with Doctor Faustus, the hero of Goethe’s play. However, it follows from a letter which he wrote to an editor that Wilde himself was aware of the fact that this theme was, by far, not new in the field of literature: “I first conceived the idea of a young man selling his soul in exchange for eternal youth—an idea that is old in the history of literature, but to which I have given a new form” (as quoted in Ellmann, 311). To keep the parallel with Faust, there is no doubt that even though it is not entirely obvious how much Lord Henry Wotton realizes that Dorian’s actions are the result of his influence, it is he who plays the role of the provoking devil here. A book which Wilde used in a more conspicuous way was Walter Pater’s Studies in the History of the Renaissance (1873). In Chapter X of Dorian Gray, Lord Henry gives Dorian a yellow book (that book will be dealt with later on). In Chapter XIX, when Dorian reproaches Lord Henry for giving him this book, Lord Henry says the following: 

“As for being poisoned by a book, there is no such a thing as that. Art has no influence upon action. It annihilates the desire to act. It is superbly sterile. The books that the world calls immoral are books that show the world its own shame. That is all.” (156) 
However, earlier in the novel, Lord Henry admits that he was also similarly influenced by a book when he was sixteen, and it is very likely that this book, although its name is not mentioned in the novel, was Pater’s Studies in the History of the Renaissance. This book became the bible for the whole Decadent generation, and Lord Henry’s recollection of how he was influenced by a book when he was young is very likely an autobiographical account of a similar influence which Pater’s Renaissance had on Wilde when he was a student at Oxford: 
Wilde did not meet Pater in person until his third year at Oxford, but during his first term he came under the spell of his Studies in the History of the Renaissance, published the year before. He never ceased to speak of it as “my golden book,” and in De Profundis he described Pater’s work as the “book which has had such a strange influence over my life.” Much of it, especially the celebrated “Conclusion” he had by heart. (Ellmann, 47)
In the famous “Conclusion” which Ellmann mentions—and which Pater later decided to remove, saying that “it might possibly mislead some of those young man into whose hands it might fall” (Renaissance, 247)—Pater appeals to his readers to go for every experience that they can, for ecstasy is the success of life: 

Not the fruit of experience, but the experience itself, is the end. A counted number of pulses only is given to us of a variegated, dramatic life. How may we see in them all that is to be seen in them by the finest senses? How shall we pass most swiftly from point to point, and be present always at the focus where the greatest number of vital forces unite in their purest energy? To burn always with this hard, gem-like flame, to maintain this ecstasy is success in life. (188)
Not only this “Conclusion,” but also much of the actual text of Pater’s Renaissance served Wilde as inspiration. In Dorian Gray, it is the character of Lord Henry Wotton who clearly quotes from Pater, without mentioning the real author of his utterances. Good evidence of this is provided by the following observation by Ellmann: 

Lord Henry is forever quoting, or misquoting, without acknowledgment, from Pater’s Studies in the History of the Renaissance. Plagiarism is the worst of his crimes. He brazenly takes over the best-known passages. Pater had urged that we “be present always at the focus where the greatest number of vital forces unite in their purest energy,” and Lord Henry echoes him (though omitting the attribute of ‘purest’) when he says, “To realise one’s nature to perfection—that is what each of us is here for.” Pater says we must not allow the “theory or idea or system” to oblige us to the “sacrifice of any part of this experience.” Lord Henry goes further: “We are punished for out refusals. Every impulse that we strive to strangle broods in the mind, and poisons us. The body sins once, and has done with its sin, for action is a mode of purification. [...] The only way to get rid of temptation is to yield to it. Resist it, and your soul grows sick.” (317) 
An interesting book which must be dealt with when considering the possible sources of The Picture of Dorian Gray—for its content is, albeit indirectly, reflected in the novel—is Joris-Karl Huysmans’s A Rebours (Against Nature, or Against the Grain). In Chapter X of Dorian Gray, Lord Henry gives Dorian “a yellow book,” the description of which resembles, in many respects, A Rebours: 
It was a novel without a plot, and with only one character, being, indeed, simply a psychological study of a certain young Parisian, who spent his life trying to realise in the nineteenth century all the passions and modes of thought that belonged to every century except his own, and to sum up, as it were, in himself the various moods through which the world-spirit had ever passed, loving for their mere artificiality those renunciations that men have unwisely called virtue, as much as those natural rebellions that wise men still call sin. (96)
Indeed, Huysmans’s A Rebours is a novel with almost no plot. It tells the story of Duke Jean Floresas des Esseintes, a young and partly neurotic man. Des Esseintes is an aesthete who comes from a distinguished aristocratic family, but, at the same time, a man who detests contemporary society and its principles and sets out to explore his real soul by means of his sexual realisation. His sexual adventures are depicted in quite a naturalistic way, and the book as such deeply influenced many writers of Huysmans’s generation, even though Huysmans himself was more than skeptical as to its success: “It will be the biggest fiasco of the year—but I don’t care a damn! It will be something nobody has ever done before, and I shall have said what I want to say” (as quoted in Baldick, 131). Nevertheless, apart from the negative responses from those who felt disgusted and scandalized (and whose reactions had been, after all, allowed for), the book brought about a sensation: 

A Rebours became a literary sensation, taken up, talked about and argued about over and over again. Whistler praised it, the poet and playwright Arthur Symons called it “the breviary of decadence,” and Paul Valéry called it his “Bible and bedside book.” 
(McKenna, 76-77) 
However, in the first draft of Dorian Gray—which was the basis for the first version of the novel which came out in Lippincott’s Monthly Magazine on June 20th, 1890, and which included only thirteen chapters—Wilde refers to the “yellow book” as La Secret de Raoul, a book written by the fictional author Catulle Sarrazin: “This author was a blend of Catulle Mendes, whom he had known for some years, and Gabriel Sarrazin, whom he met in September 1888, and the name of ‘Raul’ came from Rachilde’s Monsieur Vénus” (Ellmann, 316). It was during the Queensberry case that Wilde, while being questioned by Edward Carson, the Marquess of Queensberry’s defence attorney, insinuated that the book which Dorian received in the novel was A Rebours: 
 
Carson:  In another passage Dorian Gray received a book. Was the book to which you 

refer a moral book?

Wilde:  Not well written, but it gave me an idea. (As quoted in Pearson, 154) 
Later in the trial, Wilde admitted that it was Huysmans’s A Rebours which he had in mind when he wrote about the “yellow book” which Lord Henry gives Dorian. There is, however, other direct evidence that the book concerned was A Rebours: Wilde’s reply to a letter written by E. W. Pratt, who, like many others, asked where he could buy Dorian’s “yellow book.” In reply to his letter, Wilde wrote: 

Dear Sir, The book in Dorian Gray is one of the many books I have never written, but it is partly suggested by Huysmans’s A Rebours, which you will get at any French bookseller’s. It is a fantastic variation on Huysmans’s over-realistic study of the artistic temperament in out inartistic age. (As quoted in McKenna, 77)
Apart from the fact that Wilde’s reading of A Rebours influenced Dorian Gray, it also had a significant and much more important impact on his life, namely his married life. A Rebours was, perhaps more than any other literary work, a book which, to a decisive extent, made a path towards his sexual realisation: 

Reading A Rebours was a turning point for Oscar; a moment of startling self-recognition which, coming when it did, just days after the supposed euphoria of his wedding night, pointed up the contrast between the safety, the predictability, and the normalness of sex with Constance within marriage, and the sheer danger and unpredictability of sex with young men. [...] Reading A Rebours had fired Oscar’s sexual imagination and ignited his barely repressed sexual desires. (McKenna, 79-80)
The overall impact of A Rebours on Oscar Wilde was strengthened even more by the fact that it was during his honeymoon that he began, partly with the help of A Rebours, to strongly realize that his previous homosexual experiences were not merely a result of his homoerotic desires, but the beginning of finding his true identity. Thus, A Rebours became to Wilde both a source of inspiration for Dorian Gray and a literary work which stood at the beginning of his self-recognition, and which helped him realize that his decision to marry Constance would definitely prove to be unfortunate both for himself and for her.           
Allusions to Actual People Who Were Sources for the 
Characters in The Picture of Dorian Gray
In spite of the fact that most of what happens in the actual novel was invented by Wilde, there are certain insinuations from which it follows that all the main characters of the novel—Dorian Gray, Basil Hallward, and Lord Henry Wotton—were, at least to a certain extent, based on reality. Shortly after The Picture of Dorian Gray caused a sensation, Wilde was flooded with questions about the originals of the characters, and he amused himself by giving several answers, some of which often being contradictory to one another, which can be seen from the following extracts concerning the character of Basil Hallward: 

In the year 1884 Wilde used often to drop in at the studio of a painter, Basil Ward, one of whose sitters was a young man of exceptional beauty. Incidentally, Wilde must have been a godsend to many painters of the time, as his conversation kept their sitters perpetually entertained. When the portrait was done and the youth had gone, Wilde happened to say “What a pity that such a glorious creature should ever grow old!” The artist agreed, adding “How delightful it would be if he could remain exactly as he is, while the portrait aged and withered in his stead!” Wilde expressed his obligation by naming the painter “Basil Hallward.” (Pearson, 145) 
This story would certainly be easy to believe if there were not other stories also spread by Wilde. In reaction to the above-mentioned story concerning the plot and one of the principal characters, Ellmann remarks as follows: 

The story would be more convincing if there was any evidence that a Basil Ward had painted Wilde, and if Wilde had not spread a second explanation. He was obviously the source for a story that appeared in the St James’s Gazette of 24 September 1891: the Canadian artist Frances Richards, whom Wilde had met in Canada in 1882, painted his portrait in 1887, prompting Wilde to say, “What a tragic thing it is. This portrait will never grow older, and I shall. If it was only the other way.” (313) 
There is, however, another story related to the character of Basil Hallward:
Still another version was recorded by Ernest Dowson, who heard Wilde say at Hebert Horne’s house on 9 October 1890 that the original of Basil Hallward was Charles Ricketts. (Ellmann, 313) 
Ellmann also provides, among others, Wilde’s famous explanation of how he perceived all the main characters of Dorian Gray in relation to himself: 

Wilde saw the three characters as refractions of his own image. He explained to a correspondent, “Basil Hallward is what I think I am: Lord Henry what the world thinks me: Dorian is what I would like to be—in other ages, perhaps.” (319) 
Lord Henry Wotton is a character whose origin is even more debatable than that of Basil Hallward. As was stated in the previous section, much of what makes Lord Henry such a dazzling conversationalist is his quotations or misquotations from Pater’s Renaissance. Considering that fact, one might assume that Lord Henry is the impersonation of Pater. Nevertheless, the reflection of the character of Lord Henry consists mainly in the ideas and phrases which were taken from The Renaissance rather than from Pater’s personality. In general, the opinions as to the origin of the character of Lord Henry vary. Despite everything else, it is undoubtable that it is, to some extent, Wilde himself who is the impersonation of Lord Henry, not in the way Lord Henry corrupts Dorian or in the way Lord Henry acts throughout the story, but, if not in anything else, in the eloquence and conversational mastery which Lord Henry possesses. Pearson elaborates on Wilde’s conversational abilities in the following way: 
But in conversation Wilde was a master of many styles. He could bring tears to the eyes of his audience, make them smile with joy, enrapture them with fantasy, enthral them with eloquence, tickle their intelligences with wit, and send them into fits of laughter by exhibitions of farcical humour or outrageous burlesque. [...] Never hesitating to find a word, but sometimes pausing to make an effect, his talk flowed steadily on, delivered in a solemn, almost portentous, style; and the contrast between the sobriety of the utterance and the whimsicality of the substance, the gravity of the manner and the triviality of the matter, was overpoweringly comical. (207-09)
In accordance with this description, which seems more than accurate and corresponds with a great deal of other accounts of Wilde’s conversational gift, it is perhaps best to consider the following passage from Dorian Gray, when the narrator—partly Wilde himself—describes the conversational abilities of Lord Henry: 

He played with the idea, and grew wilful; tossed it into the air and transformed it; let it escape and recaptured it; made it iridescent with fancy, and winged it with paradox [...] It was an extraordinary improvisation [...] He was brilliant, fantastic, irresponsible. He charmed his listeners out of themselves, and they followed his pipe laughing. (43) 
Hardly can there be a better description of how brilliant Wilde was when it came to conversation. In this extract, Wilde speaks about Lord Henry, but, in fact, he merely describes his own eloquence, which he could demonstrate in the most spectacular way, as well as Lord Henry does, in company. So, it is quite legitimate to state that, even though this character, in many respects, does not correspond with that of Wilde, Lord Henry’s most remarkable quality—his eloquence—is, as far as Wilde is concerned, quite autobiographical. Analysing Wilde’s description of Lord Henry in Dorian Gray, McKenna goes on find other similarities between Lord Henry and Wilde: 

Certainly the description of Lord Henry could be a convincing self-portrait of Oscar. [...] Like Lord Henry, Oscar was married. And like Lord Henry, he was tall, six foot tall, with pale olive skin, a low, languid voice that was deservedly famous for being fascinating, and hypnotically expressive hands. (167-68)
Lord Henry is, however, one of those characters who cannot but attract the reader’s attention, which is perhaps the reason why there are a number of theories concerning how this character came into being. In Oscar Wilde—A Certain Genius, Barbara Belford claims that the character of Lord Henry Wotton was based on John Pentland Mahaffy, Wilde’s tutor at Trinity, whom Wilde called his “first and best teacher” (Letters, 338): 

Mahaffy’s brilliance as a classicist was surpassed only by his gifts as a conversationalist. “There can be no doubt,” he wrote in The Principles of the Art of Conversation, “that of all the accomplishments prized in modern society that of being agreeable in conversation is the very first.” Wilde never disagreed on this point. “Until you heard Mahaffy talk,” one contemporary said, “you hadn’t realized how language could be used to charm and hypnotize.” Mahaffy was surely a model for Lord Henry, who mesmerizes Dorian Gray with his musical voice. (42) 
In spite of the above-mentioned claim, Barbara Belford deliberately writes that Mahaffy was surely a model (i.e. not the only one, but one of the possible models) for Lord Henry. Although he does not impeach the influence which Mahaffy had on Wilde, Neil McKenna, in his book The Secret Life of Oscar Wilde, maintains that even though Mahaffy was undoubtedly a brilliant talker, he was not the source for Lord Henry Wotton. McKenna claims, as opposed to Belford, that the source for Lord Henry was, in fact, Lord Ronald Gower, a close friend and later also a lover of Wilde: 

Not only did he introduce Frank [Miles] to fashionable society ladies in need of one of the flattering pastel portraits that Frank specialized in, but Gower was also his guide to London’s sexual underworld. Later, Oscar would base the character of Lord Henry Wotton, the corrupt and corrupting prophet of strange sins in Dorian Gray, on Gower. 
(17) 
Whether it was Mahaffy, Lord Gower, or someone else who served Wilde as the main source for the character of Lord Henry, the actual name of Wilde’s character—“Lord Henry”—was very likely based on a third person. In Secreted Desires: The Major Uranians: Hopkins, Pater and Wilde, Michael Matthew Kaylor deals, among other things, with the breach between Pater and Wilde, the breach whose cause was Pater’s review of Dorian Gray. Speaking about Lord Henry, Kaylor notes the following: 

Lord Henry’s verbal sparring is clearly derived from Pater’s Renaissance (and often borders on plagiarism); however, Lord Henry’s name seems to have derived from another source—the scandalous aristocrat Lord Henry Somerset (1851-1926), who was obliged to flee to the Continent after his irate wife had publicised his sexual relationship with a young commoner named Henry Smith (Somerset had first met Henry when the boy was only seven, but they seem not to have become intimate until Henry was about seventeen). (299-300) 
To sum up what has been stated about Lord Henry, most scholars, some of whom were already mentioned, agree that Lord Henry’s gifts as a speaker were undoubtedly based on Pater and his Renaissance. The evidence of this being true consists in the similarities between Lord Henry’s utterances and Pater’s text, which, as Kaylor pointed out, often borders on plagiarism. However, whoever was the actual basis for the character of Lord Henry remains unclear. 
Whereas the origins of Basil and, to some extent, Lord Henry may still be a subject for debate, the origin of the central character of the novel—Dorian Gray—is much less difficult to retrace. The actual fact that the name “Dorian” was and still is very uncommon insinuates that the decision to name the principal character of the novel “Dorian” was not accidental. Although the possible sources of the main characters were virtually unknown at the time Dorian Gray was published, shortly after the novel attracted attention due to its homosexual overtones, Dorian Gray was the first character whose origin, at least when it comes to his first name, came into the spotlight. The name “Dorian” was derived from the ancient Dorians, a Hellenic tribe which is believed by some to have brought homosexuality to Greece, and is therefore a clear allusion to “Greek love,” a term or euphemism for the form of homosexuality—or rather, homoeroticism—which was common and generally accepted in ancient Greece: 
Oscar had taken John Gray’s surname, changing his Christian name to the suggestive Dorian—a name replete with implicit paiderastia. The Dorians were a tribe of ancient Greece, inhabitating the major cities of Sparta, Argos and Corinth. They were famous for their custom of institutionalised paiderastia, by which an older man became the lover and the teacher of a youth. The Dorians were generally held responsible for the spread of paiderastia throughout ancient Greece. (McKenna, 164) 
While Dorian Gray’s first name was derived from this ancient Hellenic tribe, the choice of his surname was, as the above quotation reveals, inspired by a young man named John Gray (1866-1934), a young poet who was introduced to Wilde’s circle and later on became, almost certainly, Wilde’s lover: 

His principal young man until well into 1892 was one who arrived in Wilde’s circle like a new star—John Gray. Born on 2 March 1866, the son of a carpenter, Gray longed to join the world of cultivated people. Forced to leave school at thirteen and become a metal-turner, he studied languages, music, and painting on the side. At sixteen he passed a civil service examination and landed a clerkship, first in the Post Office, and six years later in the Library of the Foreign Office. Just when he and Wilde met is uncertain, because both of them said it was later than it was. But by 1889 the association had begun. (Ellmann, 307) 
There is quite a lot of evidence which suggests that it was John Gray who had inspired Wilde to name the central character of his novel as he did—though, after the relationship between these two men had cooled (at first mainly out of Gray’s jealousy over Lord Alfred Douglas), both Wilde and John Gray denied that it was Gray who had lent his name to Dorian: 
Wilde helped Gray to become a member of the Playgoers’ Club, and suggested him as a speaker. On February 1892, with Wilde in the chair, Gray took the position that art was manipulative and dandyistic, and the artist a pariah. Afterwards, Wilde praised him for “being misunderstood, a distinction that I myself share,” and denied that Gray’s surname had suggested Dorian’s. (Ellmann, 391) 
However, until then the evidence concerning John Gray having been the original for Wilde’s Dorian Gray had come both from Wilde and from John Gray. Ellmann explains Wilde’s motives as follows: 

To give the hero of his novel the name of “Gray” was a form of courtship. Wilde probably named his hero not to point to a model, but to flatter Gray by identifying him with Dorian. Gray took the hint, and in letters to Wilde signed himself “Dorian.” Their intimacy was common talk, for after a meeting of the Rhymers’ Club about 1 February 1891, where Gray read and Wilde turned up to listen, Lionel Johnson and Ernest Dowson both alluded to it. Johnson wrote in a letter of 5 February 1891, “I have made great friends with the original of Dorian: one John Gray, a youth in the Temple, aged thirty [actually twenty-five], with the face of fifteen. Dowson wrote on 2 February that “Dorian” Gray [read] some very beautiful and obscure versicles in the latest manner of French Symbolism. (308) 
McKenna, whose book The Secret Life of Oscar Wilde maps the relationships of Wilde in a most detailed way, is, as far as this issue is concerned, of the same opinion: 

Oscar [Wilde] paid John Gray the greatest possible tribute when he immortalised him in his first novel The Picture of Dorian Gray. [...] There could be no doubt in the minds of Oscar’s friends and contemporaries that John Gray was the model for Dorian Gray; that Oscar had fashioned his exquisite amoral hero from the exquisite reality of John Gray. It was an open secret among the confraternity of poets in London [...] (164) 
Another important fact which contributes to the direct parallel between John Gray and Dorian is that John Gray was known, just as Dorian in the novel, for looking much younger that he really was. It is again McKenna who, among other sources, provides an account of this similarity:
[John Gray] was wonderfully graceful and elegant, charming and intelligent with perfect manners. He looked much younger than his years. He was twenty-three when Oscar first met him, but could easily have passed for seventeen. When the poet Lionel Johnson met him two years later, he thought he had the face of a fifteen-year-old. John Gray retained this quality of youthfulness throughout his twenties, and beyond. (157) 
The fact that Dorian, as well as John Gray, looks like a boy of eighteen or twenty even in his late thirties is most apparent in Chapter XXVI of The Picture of Dorian Gray when James Vane, brother of Sibyl Vane, the actress who lost his life on account of Dorian, finally traces Dorian and is on the point of shooting him when, suddenly, despite being over thirty-eight years old, Dorian takes advantage of his youthful appearance to deceive James Vane, by claiming that he is too young to have ever known Sibyl Vane, who had been dead for eighteen years: 

“Stop,” he [Dorian] cried. “How long ago is it since your sister died? Quick, tell me!” “Eighteen years,” said the man. “Why do you ask me? What do years matter?” “Eighteen years,” laughed Dorian Gray, with a touch of triumph in this voice. “Eighteen years! Set me under the lamp and look at my face!” James Vane hesitated for a moment, not understanding what was meant. Then he seized Dorian Gray and dragged him from the archway. Dim and wavering as was the wind-blown light, yet it served to show him the hideous error, as it seemed, into which he had fallen, for the face of the man he had sought to kill had all the bloom of boyhood, all the unstained purity of youth. He seemed little more than a lad of twenty summers, hardly older, if older indeed at all, than his sister had been when they had parted so many years ago. It was obvious that this was not the man who had destroyed her life. He loosened his hold and reeled back. “My God! my God!” he cried, “and I would have murdered you!” [...] “Forgive me, sir,” muttered James Vane. (138) 
However, on the whole, some clear parallels between the poet John Gray and Wilde’s Dorian can be found throughout the novel, most notably in passages in which Wilde describes Dorian appearance. Another similar example which confirms the validity of such a claim follows from the following observation: 

Dorian Gray, like John Gray, is a young man of “extraordinary personal beauty,” “a young Adonis” who “looks as if he were made out of ivory and rose-leaves,” a veritable “Narcissus.” And like John Gray, Dorian looks much younger than his years. He is “little more than a lad, although he is really over twenty.” (McKenna, 165)         
Allusions to Homosexuality in The Picture of Dorian Gray 
This section will concentrate on what made The Picture of Dorian Gray so controversial: the homosexual overtones of the story. Whereas some allusions to homosexuality have been dealt with in the section devoted to the sources of Dorian Gray, this section will concentrate on the plot: in other words, on the basis of a close reading of Dorian Gray it will identify and elaborate on passages which contain specific homoerotic elements. It is common knowledge that the main reason why the novel was, at the time of its publication, condemned by the then Victorian critics was its implicit homosexual content. The word “implicit” is particularly important here—since, even though the overtones of the novel are clearly homosexual (or homoerotic), homosexuality is never, throughout the story, directly depicted. In light of this fact, some readers might consider that it is of no use to analyse an element which is not, in fact, clearly visible in the novel, but the contrary is the case here. The reasons why homosexuality could not have been depicted explicitly are obvious and by no means (as it follows from the following observation) diminish the homoerotic overtones of the novel as such: 
Dorian Gray has an overt heterosexual plot, and there is no explicit homosexuality in the story—it could hardly have been published had there been—but the putatively heterosexual liaison with Sybil is of a purely aesthetic character, and the atmosphere of the story is saturated with homoerotic feeling and style. That feeling and style make themselves felt from the opening lines of the novel, and the first several scenes establish its sexual orientation by interweaving four chief elements: images of luxuriant sensuality, an overriding preoccupation with male beauty, the depiction of effeminate mannerisms among the characters, and a perpetual patter of snide remarks that are hostile to women, to marriage, and to sexual fidelity. None of these four elements would by itself decisively signal a homoerotic orientation, but in the combination Wilde produces, the effect is unmistakable and strongly evocative. (Carroll, 6) 
Indeed, despite being indirect, the homosexual overtones of the novel are very strong. Even Richard Ellmann, whose biography Oscar Wilde is generally considered to have marked the beginning of modern Wilde scholarship, and who is sometimes, particularly today, reproached for his underestimation of the importance of Wilde’s homosexuality, speaks about Dorian Gray and its homosexual representation as follows: 
Dorian Gray, besides being about aestheticism, is also one of the first attempts to bring homosexuality into the English novel. Its appropriately covert presentation of this censored subject gave the book notoriety and originality. As Wilde had written in The Soul of Man Under Socialism, “Any attempt to extend the subject-matter of art is extremely distasteful to the public; and yet the vitality and progress of art depend in a large measure on the continual extension of the subject-matter.” (318-19) 
As has been said, the content of the novel, as well as the main characters are, or may seem, clearly heterosexual. For example, Lord Henry is married, and the only person with whom Dorian falls in love is an actress. However, it is these two characters, not to mention Basil, who provide a lot of evidence to say that their seeming heterosexuality is merely an illusion. Consider the following observation by Ellmann: 

Not that all Wilde’s principals are homosexuals, but they are scarcely anything else. Lord Henry is feebly married; rather to his satisfaction, his wife leaves him. He takes a cottage in Algiers (often a vacation spot for English homosexuals) for himself and Dorian, and his attempt to inseminate his friend spiritually is at least ambiguous. Dorian ruins men and women alike, as if his love in either mode is genuine only to the extent that it is tainted. As in A Rebours, both forms of love are rendered and corrupt. Hallward is murdered by the man he excessively loves. (319) 
Ellmann’s observation suddenly refutes, or at least doubts, the seeming heterosexuality of all the three characters. 
There is, however much more evidence when it comes to the homosexual inclination of the main characters, Basil Hallward being perhaps the best example in this respect. Basil, the man who painted the portrait of Dorian Gray, is the most sensitive character and, at the same time, a character whose homosexuality, or at least homosexual inclinations, can hardly be doubted. In Chapter I of Dorian Gray, after being asked why he does not want to exhibit the beautiful portrait of Dorian which he has been painting Basil Hallward says that it is because he has put too much of himself into it (19). Later, being pushed to elaborate on this weird explanation, Basil says: 
“Every portrait that is painted with feeling is a portrait of the artist, not of the sitter. The sitter is merely the accident, the occasion. It is not he who is revealed by the painter; it is rather the painter who, on the coloured canvas, reveals himself. The reason why I will not exhibit this picture is that I am afraid that I have shown in it the secret of my soul.” (20)
Not only does Basil’s utterance contradict what Wilde states in the Preface of Dorian Gray—that “to reveal art and conceal the artist is art’s aim” (17)—but it also insinuates that Dorian must have been more than a sitter to Basil. Everything becomes even clearer when Basil describes the occasion, a party at Lady Brandon’s, on which he and Dorian first met: 
“Well, after I had been in the room about ten minutes, talking to huge overdressed dowagers and tedious Academicians, I suddenly became conscious that some one was looking at me. I turned half-way round, and saw Dorian Gray for the first time. When our eyes met, I felt that I was growing pale. A curious sensation of terror came over me. I knew that I had come face to face with some one whose mere personality was so fascinating that, if I allowed it to do so, it would absorb my whole nature, my whole soul, my very art itself. [...] Something seemed to tell me that I was on the verge of a terrible crisis in my life. I had a strange feeling that Fate had in store for me exquisite joys and exquisite sorrows. [...] Suddenly I found myself face to face with the young man whose personality had so strangely stirred me. We were quite close, almost touching. Our eyes met again [...]” (21-22) 
It follows from the above that it was certainly love (not merely some kind of affection) that he feels towards Dorian. In Chapter IX, Basil finally gains the courage to reveal the true nature of his feelings to Dorian: 
“Dorian, from the moment I met you, your personality had the most extraordinary influence over me. I was dominated, soul, brain, and power by you. You became to me the visible incarnation of that unseen ideal whose memory haunts us artists like an exquisite dream. I worshipped you. I grew jealous of every one to whom you spoke. I wanted to have you all to myself. I was only happy when I was with you. [...] Of course, I never let you know anything about this. It would have been impossible. You would not have understood it. I hardly understood it myself. [...] Weeks and weeks went on and I grew more and more absorbed in you.” (89) 
Here the reader is encouraged to see an obvious autobiographical allusion to the relationship between Wilde and John Gray, or rather, an allusion to the development of their relationship. It seems, from what is known, that the way Basil speaks about his infatuation for Dorian Gray quite resembles the way Wilde became absorbed with John Gray: 
Basil’s only respite is to pour his unquenched and unquenchable love into the portrait he paints of Dorian. It was a work of “idolatry,” Basil tells Dorian. “There was love in every line and in every touch there was passion.” Oscar’s fictionalised portrait of John Gray is equally a work of idolatry, a hymn of praise, and, like Basil’s portrait of Dorian, there is love in every line, and in every touch, passion. And Oscar’s portrait of John, just like Basil’s portrait of Dorian, betrays “the secret of his soul,” the secret of his sexuality, the only difference being that while Basil seeks to conceal his love, Oscar seeks to proclaim it, wanting those who read The Picture of Dorian Gray to understand the true nature of his sexuality. (McKenna, 166) 
Another important account of Basil’s feelings towards Dorian is visible from Basil’s gloom and dejection when he learns that Dorian is engaged to be married to Sibyl Vane: 
The painter was silent and preoccupied. There was a gloom over him. He could not bear this marriage, and yet it seemed to him to be better than many other things that might have happened. [...] A strange sense of loss came over him. He felt that Dorian Gray would never again be to him all that he had been in the past. Life had come between them. [...] His eyes darkened, and the crowded, flaring streets became blurred to his eyes. (67-68) 
Also, it is important to point out that Basil seems to have acquiesced to the fact that his love for Dorian will never be returned by Dorian. Apart from the fact that it is very unlikely that Dorian might feel the same towards his friend, Basil realizes, as McKenna points out, that if he possessed Dorian Gray sexually, Dorian would lose his purity, a quality which makes him, besides his beauty, so attractive to Basil:
This was the paradox of l’amour de l’impossible, the love of the impossible. [...] Basil’s yearning, aspiring, unrequited love for Dorian is a paradox. It exists merely because it cannot exist. In its realisation lies its destruction. (166) 
Indeed, in spite of the fact that Basil loves Dorian, he perceives him primarily as an inspiration, or a source of inspiration, for his new art rather than an object of sexual desire. This idealisation of homosexuality by means of stressing its aesthetic value can also be seen in the famous or infamous speech that Wilde gave during his trials, by which he defended the “Love that dare not speak its name,” a phrase or euphemism for homosexuality used in the poem “Two Loves” written by Lord Alfred Douglas: 
“The ‘Love that dare not speak its name’ in this century is such a great affection of an elder for a younger man as there was between David and Jonathan, such as Plato made the very basis of his philosophy, and such as you will find in the sonnets of Michael Angelo and Shakespeare. It is that deep, spiritual affection which is as pure as it is perfect. It dictates and pervades great works of art like those of Shakespeare and Michael Angelo, and those two letters of mine. It is in this century misunderstood, so much misunderstood that it may be described as the ‘Love that dare not speak its name,’ and on account of it I am placed where I am now. It is beautiful, it is fine, it is the noblest form of affection. There is nothing unnatural about it. It is intellectual, and it repeatedly exits between an elder and a younger man, when the elder man has intellect, and the younger man has all the joy, hope, and glamour of life before him. That it should be so the world does not understand. The world mocks at it and sometimes puts one in the pillory for it.” (As quoted in Ellmann, 463) 
It was also during the Queensberry’s libel trial, which resulted in the subsequent trials that led to Wilde’s two years of imprisonment, that The Picture of Dorian Gray—albeit its Lippincott’s version—was used as evidence against Wilde, with the passages where Basil describes his feelings towards Dorian and finally confesses his love being particularly emphasized by Edward Carson, the prosecuting attorney: 
Carson:  Now I ask you, Mr. Wilde, do you consider that that description of the feeling 
of one man towards a youth just grown up was a proper or an improper feeling? 

Wilde:  I think it is the most perfect description of what an artist would feel on meeting 
a beautiful personality that was in some way necessary to his art and life. 

Carson:  You think that is a feeling a young man should have towards another? 
Wilde:  Yes, as an artist. [...] 

Carson:  Do you mean to say that that passage describes the natural feeling of one man 
towards another? 
Wilde:  It would be the influence produced by a beautiful personality. 
Carson:  A beautiful person? 
Wilde:  I said a “beautiful personality.” You can describe it as you like. Dorian Gray’s 
was a most remarkable personality. (As quoted in Pearson, 152) 
Carson knew that the passage where Basil describes his feelings towards Dorian is one of the most striking examples of homoeroticism in the novel. Pushed to answer these questions of whether such a feeling of one man towards a youth is proper or improper, Wilde obviously does not feel uneasy admitting that there is nothing bad about it when it comes to art, whereby he confirms his claim that there should be no limits of what an artist is allowed to express. Wilde, however, tries to keep talking about this issue on the level of art, which is what Carson adroitly takes advantage of and begins to mix his inquiries concerning the homoerotic elements of The Picture of Dorian Gray with those concerning Wilde himself. Although the following passage is quite lengthy, it serves to display Wilde’s courtroom persona and hovers in theme around one question: “Does art and life merge in the adoration of a young man?”—
Carson:  May I take it that you, as an artist, have never known the feeling described 
here?

Wilde:  I have never allowed any personality to dominate my art. 
Carson:  Then you have never known the feeling you described? 
Wilde:  No. It is a work of fiction. 
Carson:  So far as you are concerned you have no experience as to its being a natural 
feeling? 
Wilde:  I think it is perfectly natural for any artist to admire intensely and love a young 
man. It is an incident in the life of almost every artist.  
Carson:  But let us go over it phrase by phrase. “I quite admit that I adored you madly.” 
What do you say to that? Have you ever adored a young man madly? 
Wilde:  No, not madly; I prefer love—that is a higher form. 

Carson:  Never mind about that. Let us keep down to the level we are at now? 
Wilde:  I have never given adoration to anybody except myself. 
(Loud laughter.) 

Carson:  I suppose you think that a very smart thing? 
Wilde:  Not at all. 
Carson:  Then you have never had that feeling? 
Wilde:  No. The whole idea was borrowed from Shakespeare, I regret to say—yes, from 
Shakespeare’s sonnets. 
Carson:  I believe you have written an article to show that Shakespeare’s sonnets were 
suggestive of unnatural vice? 
Wilde:  On the contrary I have written an article to show that they are not. I objected to 
such a perversion being put upon Shakespeare. 
Carson:  “I have adored you extravagantly”?—Do you mean financially? 
Wilde:  Oh, yes, financially! 
Carson:  Do you think we are talking about finance? 
Wilde:  I don’t know what you are talking about. 
Carson:  Don’t you? Well, I hope I shall make myself very plain before I have done. “I 
was jealous of every one to whom you spoke.” Have you ever been jealous of a 
young man? 
Wilde:  Never in my life. 
Carson:  “I wanted to have you all to myself.” Did you ever have that feeling? 
Wilde:  No; I should consider it an intense nuisance, an intense bore. 
Carson:  “I grew afraid that the world would know of my idolatry.” Why should he grow 
afraid that the world should know of it? 
Wilde:  Because there are people in the world who cannot understand the intense 
devotion, affection, and admiration that an artist can feel for a wonderful and 
beautiful personality. These are the conditions under which we live. I regret 
them. 
Carson:  These unfortunate people, that have not the high understanding that
             you have, might put it down to something wrong? 
Wilde:  Undoubtedly; to any point they chose. I am not concerned with the ignorance 
of others. (As quoted in Pearson, 152-53) 
Whereas Basil’s desires and feelings towards Dorian seem clear, the relationship between Dorian and Lord Henry is not as easy to define. Both characters like and admire each other from the very beginning, the evidence of which is the following passage: 
[Dorian] could not help liking the tall, graceful young man who was standing by him. His romantic, olive-coloured face and worn expression interested him. There was something in his low languid voice that was absolutely fascinating. His cool, white, flowerlike hands, even, had a curious charm. They moved, as he spoke, like music, and seemed to have a language of their own. But he felt afraid of him, and ashamed of being afraid. Why had it been left for a stranger to reveal him to himself? He had known Basil Hallward for months, but the friendship between them had never altered him. Suddenly there had come some one across his life who seemed to have disclosed to him life’s mystery. And, yet, what was there to be afraid of? (30) 
While Lord Henry is enchanted by Dorian’s beauty, Dorian is certainly charmed by Lord Henry’s wit, intelligence, and Hedonistic views of life—three things which, although only indirectly considered above, help Dorian realize his own passions and desires. However, even though Lord Henry pushes Dorian to live in compliance with his Hedonistic principles, he fails to live by them himself. Rather than being actually involved in what he proposes, he prefers to merely observe the effects of his philosophy on Dorian’s personality. The fact that Lord Henry fails to experience what he advocates makes us, as Kaylor points out, see here a parallel between him and Water Pater who was, as has been stated, one of Wilde’s main models for the character of Lord Henry: “Informed of the death of his former friend and mentor Walter Pater, Oscar Wilde immediately retorted: ‘Was he ever alive?’” (297). However, the fact that Lord Henry, as well as Walter Pater, fails to live by his philosophy does not imply that he lacks the passions and desires about which he speaks. Of course, he is married, but this fact means nothing to him: 
I never know where my wife is, and my wife never knows what I am doing. When we meet—we do meet occasionally, when we dine out together, or go down to the Duke’s—we tell each other the most absurd stories with the most serious faces. My wife is very good at it—much better, in fact, than I am. She ever gets confused over her dates, and I always do. But when she does find me out, she makes no row at all. I sometimes wish she would; but she merely laughs at me. (20)
Although this utterance by Lord Henry is, as usual, undoubtedly exaggerated, it is true that the fact that he is married is of little importance to him. His infatuation with Dorian, perhaps at the expense of wife, is well illustrated in Chapter IV of Dorian Gray, when Dorian meets Lord Henry’s wife: 
“You thought it was my husband. It is only his wife. You must let me introduce myself. I know you quite well by your photographs. I think my husband has got seventeen of them.”
“Not seventeen, Lady Henry?”
“Well, eighteen, then.” (45) 
In seems from this humorous scene that not only does Lord Henry’s wife anticipate or even know about the homosexual inclinations of her husband, but also that Lord Henry probably knows that his wife knows. Even so, as has been stated, he prefers to observe the influence of his philosophy rather than to live by it himself, not only when it comes to romances with men, but also, very likely, in romances with women, which is why one should not take his comments concerning his own unfaithfulness too seriously. Moreover, it follows from his witty epigrams that he does not even seem to consider women to be an equivalent counterpart to men: 
“My dear boy, no woman is a genius. Women are a decorative sex. They never have anything to say, but they say it charmingly. Women represent the triumph of matter over mind, just as men represent the triumph of mind over morals.” (47) 
Lord Henry’s attraction to Dorian, his contempt for women, and his philosophical positions, result in his constant seducing of Dorian, both by means of his personality and his remarkable theories: 
“The aim of life is self-development. To realize one’s nature perfectly—that is what each of us is here for. People are afraid of themselves, nowadays. They have forgotten the highest ideal of all duties, the duty that one owes to one’s self. Of course they are charitable. They feed the hungry, and clothe the beggar. But their souls starve, and are naked. Courage has gone out of our race. Perhaps we never really had it. The terror of society, which is the basis of morals, the terror of God, which is the secret of religion—these are the two things that govern us.” (28) 
The above is one of many passages in which Lord Henry clearly wants Dorian to realize his homosexual desires: 
Lord Henry preaches a strange and compelling gospel to Dorian. “The aim of life is self-development,” he says. By self-development, Lord Henry of course means sexual development, specifically the acknowledgement and acceptance of one’s true sexual nature. [...] Lord Henry argues that it is society and religion which have conspired to suppress by fear men’s true sexual nature. (McKenna, 168) 
Lord Henry feels that even though his messages are not explicit, Dorian knows what he means, which allows Lord Henry to strengthen his insinuations even more by making his message, for those who can read between the lines, more specific: 
“I believe that if one man were to live out his life fully and completely, were to give form to every feeling, expression to every thought, reality to every dream—I believe that the world would gain such a fresh impulse of joy that we would forget all the maladies of mediaevalism, and return to the Hellenic ideal—to something finer, richer, than the Hellenic ideal, it may be. But the bravest man amongst us is afraid of himself. The mutilation of the savage has its tragic survival in the self-denial that mars our lives. We are punished for our refusals. Every impulse that we strive to strangle broods in the mind and poisons us. The body sins once, and has done with its sin, for action is a mode of purification. Nothing remains then but the recollection of a pleasure, or the luxury of a regret. The only way to get rid of a temptation is to yield to it. Resist it, and your soul grows sick with longing for the things it has forbidden to itself, with desire for what its monstrous laws have made monstrous and unlawful.” (28-29) 
In this passage, Lord Henry takes one of the decisive steps as far as his fatal influence over Dorian is concerned. Besides that—although Lord Henry’s allusion to the “Hellenic ideal” might not be strictly regarded as an allusion to “Greek love” or the forms of homosexuality which were generally accepted in ancient Greece—his remark concerning the “monstrous laws” is, very likely, among other things, an allusion to the recently introduced Labouchere Amendment which criminalized all homosexual acts between men, the amendment under which Wilde would to be prosecuted in 1895: 
This Amendment (Section XI of the Criminal Law Amendment Act, 1885) came into force on 1 January 1886 and, supposedly for the first time, made all homosexual acts between men illegal, “in public or private.” In fact, homosexual acts were already illegal, whether or not they took place in private. If Oscar Wilde had been convicted at any time in the previous 200 years, he would probably have received, the same sentence. (Robb, 20) 
Whatever the hidden message, Lord Henry’s supposition that his words will affect Dorian a great deal proves to have been right, which is obvious, after all, from Dorian’s reaction: 
“Stop!” faltered Dorian Gray, “stop! you bewilder me. I don’t know what to say. There is some answer to you, but I cannot find it. Don’t speak. Let me think. Or, rather, let me try not to think.” [...] The few words that Basil’s friend had said to him—words spoken by chance, no doubt, and with wilful paradox in them—had touched some secret chord that had never been touched before, but that he felt was now vibrating and throbbing to curious pulses. (29) 
Lord Henry gradually succeeds in contaminating Dorian with his philosophy and it is he who is fully responsible for Dorian’s corruption, which is dealt with in the second half of the book. The nature of Dorian’s sins remains vague and unknown to the reader, for they are never mentioned explicitly; nevertheless, there is little doubt that they are other than what is suggested by their homosexual overtones. In Chapter XXII, Basil meets Dorian and insists on speaking to him about some dreadful things he has been learning about him lately: 
“I think it right that you should know that the most dreadful things are being said against you in London. […] Why is your friendship so fatal to young men? There was that wretched boy in the Guards who committed suicide. You were his great friend. There was Sir Henry Ashton, who had to leave England with a tarnished name. You and he were inseparable. What about Adrian Singleton and his dreadful end? What about Lord Kent’s only son and his career? I met his father yesterday in St. James’s Street. He seemed broken with shame and sorrow. What about the young Duke of Perth? What sort of life has he got now? What gentleman would associate with him?” 
(112) 
It is worth mentioning that, according to some scholars, the passage above is the one which Wilde, at the suggestion of Pater, changed on account of the fact that it was “liable to misconstruction” (as quoted in Pearson, 151). However, as Alan Sinfield points out in The Wilde Century, in spite of all the homosexual overtones of Dorian Gray, the true nature of Dorian’s sins is, on account of their vagueness, difficult to define: 
Dorian is represented (in chapter 11) as repeating the debaucheries of Huysman’s protagonist in Against Nature, but there is no clear reference to anything that corresponds to the latter’s same-sex experiences. He is accused of ruining the reputations of numerous women and of having corrupted young men, but the vice of one these is specified as “taking his wife from the streets,” and of another as fraud. What Wilde had wanted, he said, was “to surround Dorian Gray with an atmosphere of moral corruption.” [...] Of course, that does not rule out same-sex passion, but neither does it make possible a secure labeling of Dorian’s vice. (101) 
The true nature of Dorian’s sins was also what Edward Carson wanted Wilde to make clear during the libel trial. Carson read a number of passages from the Lippincott’s version of Dorian Gray and was very well aware of the fact that the obvious homosexual overtones of Dorian’s sins were too strong for Wilde to deny: 
Just before the court adjourned for lunch, Carson turned his attention to Dorian Gray and read aloud the extracts from a letter of 19th July 1890 which Oscar wrote to the Scots Observer. “Each man sees his own sin in Dorian Gray,” Oscar had written. “What Dorian Gray’s sins are, no one knows. He who finds them has brought them.”
“Then you left it open to be inferred, I take it,” said Carson, “that the sins of Dorian Gray, some of them, may have been sodomy?”
“That is according to the temper of each one who reads the book; he who has found the sin has brought it,” Oscar replied.


“Then, I take it that some people upon reading the book, at all events, might reasonably think that it did deal with sodomy?” Carson persisted.

“Some people might think so.” Oscar was faltering. “Whether it would be reasonable or not [...]” (McKenna, 489) 
Here, Wilde was forced to admit that the reader might assume that sodomy was among Dorian’s sins; but he, being pushed by Carson, continued to say much more to confirm this assumption. Wilde had earlier admitted that he had made, at the suggestion of Pater, a few slight additions to the Lippincott’s version of Dorian Gray. As has been stated, Pater thought that a certain passage was liable to misconstruction. Being asked about this misconstruction, Wilde finally revealed what he had insinuated before: 
“In what respect?” Carson demanded.


“In every respect.”

“In what respect?” Carson snapped.



“In the respect that it would convey the impression that the sin of Dorian Gray as sodomy,” Oscar wretchedly conceded.

Carson finally wrung it out of him. Dorian Gray’s sin was sodomitical. The court rose for lunch. Carson had cross-examined Oscar to deadly effect. (McKenna, 489) 
However, it should be recognized that it is not only the characters of The Picture of Dorian Gray that possess some homoerotic elements, but also the narrator who, from time to time, adds some descriptions which amplify the homoerotic atmosphere of particular scenes. As John Stokes points out, the role of the narrator sometimes even overpowers the roles of the characters: 
As a novel, much of the interest of Dorian Gray resides in the narrative method. It should be read obliquely, with a ready eye for collusion and disparity between author and character. Wilde uses the first person very rarely, and by far the greater part is recounted in a third-person narration, which appears to be distanced from the characters yet knowingly at ease with their world. (29) 
This contributes to another set of homoerotic elements in The Picture of Dorian Gray—Wilde’s references to writers, artists, philosophers, monarchs, and figures from Greek mythology who are generally associated, at least to some extent, with homoeroticism: 
How strange it all was! He remembered something like it in history. Was it not Plato, that artist in thought, who had first analyzed it? Was it not Buonarotti who had carved it in the coloured marbles of a sonnet-sequence? But in our own century it was strange. 
(40) 
A parallel passage, albeit even more daring, can be found in the earlier Lippincott’s version of Dorian Gray (published in 1890), a passage which Wilde would later change: “The love that bore him—for it was really love—had something noble and intellectual in it. It was not that mere physical admiration of beauty that is born of the senses, and that dies when the senses tire. It was such love as Michael Angelo had known, and Montaigne, and Winckelmann, and Shakespeare himself” (1890, 60). In this connection, Kaylor writes: 
Wilde, as one might expect, proceeds to convert The Picture of Dorian Gray into an elaborate catalogue of ancestral artists and philosophers who shared his Uranian “temperament,” a catalogue that displays a continuum passing through Plato, Michelangelo, Montaigne, Shakespeare, and Winckelmann—a list of lovers who find their contemporary encapsulation and manifestation, as Pater suggests in his review, in a proper Epicurean like Basil. (320) 
As far as Greek mythology is concerned, at the very beginning of the novel, Dorian is likened, by Lord Henry, to Adonis and Narcissus: 
“Upon my word, Basil, I didn’t know you were so vain; I really can’t see any resemblance between you, with your rugged strong face and your coal-black hair, and this young Adonis, who looks as if he was made out of ivory and rose-leaves. Why, my dear Basil, he is a Narcissus.” (19) 
As regards Narcissus, several versions of his myth have survived. According to the tale told by Ovid, a youth named Narcissus scorned the love of Echo, a nymph, and was, consequently, punished by falling in love with the reflection of his own image which he saw in water. Being thirsty, Narcissus came to a stream to drink, but was grew afraid that he might damage his reflection, and so he died, staring at his image. However, there is another story, in fact even older than this, which includes some homoerotic elements. According to this story, Narcissus was punished for having refused all his male suitors, including Ameinias, the man who loved him most: 
All the men and women in town melted for him, yet he shunned every last one and kept his beauty to himself. His neighbor, Ameinias, loved him more than all the others put together. Day in, day out, he saw Narcissus pass his house, and simply could not keep his eyes off the radiant youth. The boy, of course, paid him scant notice. Finally, out of his wits longing, Ameinias waylaid Narcissus. He bared his heart, begged him to be his beloved. Narcissus held his tongue. A sharpened dagger, sent with a slave, was his answer. Ameinias caught on. He stood on Narcissus’ doorstep, lifted his hands to the skies, called down the wrath of the gods upon the one who spurred him: “Let him, too, be consumed by love ... and let him be denied the one he craves!” Just as before, he turned the dagger on himself. Narcissus was unmoved. Just as before, he turned a cold shoulder to anyone caught in the web of his beauty. But Artemis, the cruel goddess of the hunt, had heard Ameinias’ plea and made sure to fulfill it. 
(Calimach, 95-96) 
Finally, Narcissus became enamored with his own reflection in a pool and, not realizing that it was himself, he tried to seduce the beautiful boy. Once he kissed him, he realized that it was himself. Then, out of despair and sorrow, he took his sword and killed himself.  This second story was the one that led Wilde to include Narcissus in his tale, as a way of adding a homoerotic subtext.
However, as Kaylor explains further, “the elaborate catalogue that is Dorian Gray also includes monarchs and their favourites—Richard II, James I, Edward II and his beloved Piers Gaveston—their presence masked by a masque of jewelled pomp and gift giving” (321). Kaylor’s evidence for this claim is the following: 
Richard II. had a coat, valued at thirty thousand marks, which was covered with balas rubies.[...] The favourites of James I. wore earrings of emeralds set in gold filigrane. Edward II. gave to Piers Gaveston a suit of red-gold armour studded with jacinths, a collar of gold roses set with turquoise-stones, and a skull-cap parsemé with pearls.[...] How exquisite life had once been! (Dorian, 103-04) 
Wilde’s choice of monarchs, namely English monarchs was, as well as his choice of writers and philosophers, never accidental. Speaking about the monarchs that Wilde mentions, Kaylor explains: 
These are some of the most prominent paederastic/homoerotic figures of English history. A few years after Edward II died, Ranulph Higden explained the method of his death, which indicates its association with his homoeroticism: cum veru igniti inter calenda confossus ignominioise peremptus (“He was ignominously slain with a fiery poker thrust into his anus.”) (321) 
Even though Wilde does not mention any of the homoerotic details of the above-mentioned personalities, it has been suggested that he deliberately chose those who were generally connected with this issue. 
On the whole, it follows that the homoerotic overtones of the novel consist both in the actual story, especially in its characters, and in a significant number of allusions to homoeroticism which are made by the characters as well as the narrator, likely seen as Oscar Wilde himself by his own contemporaries and by critics today.   
Conclusion 
The homoerotic overtones of The Picture of Dorian Gray constitute an issue to which attention has been paid, but only a little. Nevertheless, it was primarily this issue which made the novel so controversial historically. This makes the homosexuality in the novel an important topic, the recognition of which is crucial to an understanding of the novel as such. This thesis attempted to analyse some of the homoerotic elements in the novel, both in the actual story and in the sources from which Wilde drew when he wrote it. As well as in the case of some other works of Wilde, much inspiration for Dorian Gray came from Wilde’s own life; therefore, it is considered necessary to mention and explain the role of these models, whether they were literary works or actual people, especially when they directly influenced the nature of the novel. In the first two sections, the literary sources of the novel and the actual people who were the sources of the main characters of Dorian Gray were dealt with respectively. The goal of this was to suggest that not only the actual characters of the story, but also the people on the basis of whom the characters came into being were closely related to homoeroticism. Knowledge of this fact could help a reader to understand the novel in a new context and to broaden, by means of emphasizing the autobiographical elements of the novel, his or her perception of Wilde’s work as a defiant piece of gay apologia. To achieve this, the third section, which is the longest, analysed some of the homosexual overtones of the novel, both in terms of the main characters and the narrator, who could be and was considered, given the transcripts of his trials, Wilde himself. The main goal of this thesis was to prove that the homoerotic elements are, albeit indirectly, so strong that they are crucial to the understanding of the novel as such. Seen in this way, Wilde’s novel becomes a daring vehicle for expressing “The love that dare not speak its name.” 

Works Cited
Baldick, Robert: The Life of J.-K. Huysmans. London: Dedalus, 2006 
Belford, Barbara. Oscar Wilde: A Certain Genius. New York: Random House, 2000
Calimach, Andrew. Lovers’ Legends: The Gay Greek Myths. New Rochelle: Haiduk 
Press, 2002
Carroll, Joseph. “Aestheticism, Homoeroticism, and Christian Guilt in The Picture of 
Dorian Gray,” Philosophy and Literature, 29.2 (2005), 286-304
Ellmann, Richard. Oscar Wilde. New York: Knopf, 1987

Kaylor, Michael Matthew. Secreted Desires: The Major Uranians: Hopkins, Pater and 
Wilde. Brno: Masaryk University Press, 2006 
McKenna, Neil. The Secret Life of Oscar Wilde. London: Arrow Books, 2004

Pater, Walter. The Renaissance: Studies in Art and Poetry. New York: Macmillan, 1906 
Pearson, Hesketh. The Life of Oscar Wilde. London: Methuen, 1947

Robb, Graham. Strangers: Homosexual Love in the Nineteenth Century. New York: 
W. W. Norton, 2005 
Sinfield, Alan. The Wilde Century: Effeminacy, Oscar Wilde and the Queer Moment. 
London: Cassell, 1994

Stokes, John. Oscar Wilde. London: Longman, 1978

Wilde, Oscar. The Complete Works of Oscar Wilde. Glasgow: Harper Collins, 1994

—. The Letters of Oscar Wilde. New York: Harcourt, 1962

—. The Picture of Dorian Gray in The Complete Works of Oscar Wilde. Glasgow: 
Harper Collins, 1994

—. The Picture of Dorian Gray in Lippincott’s Monthly Magazine: A Popular Journal of 
General Literature, Science, and Politics, 46 (July 1890). [Philadelphia, PA: J. B. Lippincott], 3-100

Appendix One

[image: image1.jpg]1S NUMBER GONTAINS

MONTHLY MAGAZINE

CONTENTS !
sonan enar . duce e -

' J:B:LIPPINCOTT::

LONDON: WAK:




          [image: image2.jpg]DO

Tae PICTV]@%‘QI‘ s

O
Wi LD%\O

wa ks sne €
MELBOVRYE .

729/




Michal Šilar   2008	 


    



































PAGE  
ii

