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Abstract:

Until now the almost unconsidered influence of GdmMaturin’sMelmoth the Wanderer
(1820) on Oscar Wilde'Bicture of Dorian Gray(1890/1891) is discussed. The analysis of
the links between the two works is used to proademework for examining how Wilde
uses this earlier text by a distant ancestor assailple model for the plot and characterization
of his own Decadent novel.

Abstrakt:

Tato prace zkouma vliv romanu Charlese MatuNtemoth PoutniK1820) na dilo Oscara
Wilda (1890/1891Dbraz Doriana Graygvliv, ktery je Siroce uznavan, nicménebyl
doposud hlougji analyzovan. Analyza spojitosti mezid@ba dily je zde pouZita jako nastroj,
umoiujici urkit, do jaké miry a jakym Zisobem, Wilde pouZil prvky z dila svého
vzdaleného fibuzného fi tvorbé svého vlastniho dekadentniho rom&twraz Doriana
Graye.
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1. OSCAR WILDE'S CONNECTION WITH CHARLES ROBERT MAT URIN'S
WORK MELMOTH THE WANDERER

There seems to be an obvious influence of Céd&ttibert Maturin’sVielmoth the Wanderer
on Oscar Wilde'sicture of Dorian Gray as many critics have claimed. However, the links
between the two pieces of work have been littlesmered and have not been deeply
analyzed yet. The aim of this paper is to preseateiements that Wilde has probably taken
from Melmoth the Wandereand to analyze, how Wilde has handled thermha Picture of
Dorian Gray.

The possibility that there was an influence daitiin’s Melmoth the Wanderesn Wilde’s
Picture of Dorian Grayhas not only been validated by many critics, bug also supported
by the fact that Maturin was not only Wilde’s liey ancestor, but also his family ancestor.
Wilde was the great-nephew of Maturin. He not argynonstrably knew Maturin®lelmoth,
but was also emotionally connected with this pie€enork, as the following quotations
confirm. Richard Ellmann, whose autobiography ot&sWilde is broadly considered to be
the most respectable one, suggests that “Matuxielsnoth the Wandergwith its mysterious
satanic hero, exercised fascination upon many fanvaters at the time, including Oscar
Wilde.” (Ellmann, 6) Moreover, Wilde's emotional rmoection with his great-uncle’s book is
supported by the fact that, after Wilde’'s releasmnf Reading Goal (Wilde having been
sentenced for homosexual relationships), Wilde titnek pseudonym of Sebastian Melmoth.
As Gary Schmidgall observes:

And so, began the period of three and a half ydarsmg which Oscar was to wander
The Continent, [...] His new mood — and its attendglancholic humor — were
perfectly reflected in the name he chose to trameler, Sebastian Melmoth: Sebastian
from the saint of the persecuted, Melmoth from theerant romantic hero of
Maturin’s novelMelmoth the WanderdSchmidgall, 332-333).

Even Wilde himself confirmed the connection betwdkea chosen pseudonym Sebastian
Melmoth and Maturin’s bookelmothin a letter, when explaining to a friend, why hwse
this pseudonym. As Montgomery Hyde quotes fromldter Wilde wrote to Wilkinson in

January 1900:

You asked me about ‘Melmoth’: of course | have eittanged my name: in Paris | am
as well known as in London: it would be childishutBo prevent postmen having fits |
sometimes have my letters inscribed by the nanzeconirious novel by my great-uncle
Maturin: a novel that was part of a romantic reliehithe early century, and though
imperfect, a pioneer. (Hyde, 454- 455)



2. MAJOR LINKS BETWEEN MELMOTH THE WANDERER AND THE PICTURE
OF DORIAN GRAY

It is arguable that there are obvious links leetv Maturin’sMelmoth the Wandereand
Wilde’s Picture of Dorian GrayFirstly, Melmoth the Wanderas often denoted to be one of
the greatest Gothic novels ever written. Howevdiicdit it is, to classifyThe Picture of
Dorian Gray, as far as genre is concerned, it is generallyidersd to be partly a Gothic
novel. Both of the novels include typical Gothieralents.

One of the most significant ones is the therhanoral corruption and degeneration,
including homoerotic impulses.

In Melmoth moral corruption and degeneration flourish fronpmessed natural human
needs and desires, and are suppressed by somptedrparts, principles and institutions of
society. Such a suppressing of natural human needislesires transforms people, according
to Maturin, into cruel creatures who try to compedor those suppressed needs and desires

by morally corrupted ones-like, for instance, tleea for power or even sadism.

The theme of moral corruption and degenerasdgpical forThe Picture of Dorian Gray
the work, which is generally considered to be thestrDecadent novel of the nineteenth
century. However, moral corruption and degeneraiio®orian Gray are, unlike those in
Maturin’s work, connected with the liberation fraal moral principles, especially with the
(homo) sexual liberation, as Clausson argues. iShigpical for a fin-de-siecle Gothic novel
(Gothic Revival) and such an approach fully accoxitt the principles of Decadence. The
motif of (homo) sexual liberation connected withradacorruption and degeneration is quite
usual in the Decadent novels of the Gothic Reypealod. Here, Stevenson@range Case of
Dr. Jekyll and Mr. Hydeshould be mentioned as one of the most typicas.one

In Melmoth the homoerotic elements are included mostly ihéTrale of the Spaniard”.
The homosexual impulses are represented here,diegdo Patrick Holland, for instance, by
a very intimate Alonzo’s relationship with his dnet or by the way Maturin has fetishized
the Saint Sebastian figure, represented by a youmgek who helped another monk Frau
Paulo and therefore became a victim himself orHgy narrative of the sexual relationship
between a woman disguised as a monk and anothde. mon

As far as the homoerotic hits Dorian Gray are concerned, they are obvious, as it will be

explained in Chapter Three in detail. For instari®asil's or Lord Henry’s relationship to



Dorian can be understood by homoerotic hits, ad a®lBasi's comment on Dorian’s
corruption of many young men that Nils Clausson leasjzes.

Another significant Gothic element, linking boworks, is the atmosphere of mystery and
horror. To be more specific, both works use tlerté of the man who has sold his soul to the
Devil-or has pledged his soul-for either extensibtife along with supernatural powers (in
the case of Melmoth) or for extension of youth @&dnot being physically burdened by
ageing, mainly because of moral corruption ancedegation (in Dorian’s case). After selling
their souls to the Devil (or pledging then), botiaracters accept their roles- the role of the
Devil's servant (in Melmoth’s case) and the roletioé Devil’s disciple (in Dorian’s). By
accepting such roles, both of them become hearitessl and they both try to seduce other
human beings to sin.

What is more, both authors use the motif of hesterious magic picture of that Devil's
alliant. The portrait of Melmoth and the picture@drian Gray have some characteristics in
common. Both of them are supernatural, both ake afi a way and both are hidden (in the
Blue Chamber, in Melmoth’s case; in the attic, iorian’s).

Although the plot oMelmoth the Wanderdnas a very complicated Chinese-box narrative
structure of stories-within-stories and narrativesiin-narratives, there is a central and
unifying element:

It is Melmoth, an Irish gentleman, who in the sdeenth century obtained a
preternaturally extended life from the Devil at fivéce of his soul. If he can persuade
another to take the bargain off his hands, andnasshbis existing state, he can be
saved, but this he can never manage to effect, attemhow assiduously he haunts
those whom despair has made reckless and fraffiticernet 5”)
This plot contains mystery and horror itself andréfore can be understood by a typical
Gothic element. What is more, such a plot offersuvia a large scope for opening rich
scenes full of horror, because Melmoth, as menti@ve, is wandering the world, looking
for people in despair. So, he visits places fulltefror, for example, the madhouse, in
Stanton’s tale, or in “The Tale of the Spaniardtiie prison of the Spanish Inquisition and the
unnatural surroundings of the monastery, full agde changed by these unnatural conditions
into cruel creatures. So, Melmoth the horror flourishes mainly from brilliant defations of
the horrible situations of people who are in despaicluding a sparkling psychological
insight into the feelings of those suffering humans
Another element, which Anne Williams identifias typically Gothic, and which is linking

both works, is a vulnerable, curious, heroin, Ntelmoth the Wandererepresented by



Immalee. According to Clausson,Dorian Gray, Wilde has transformed this Gothic element
into Dorian, at the stage, when Dorian was stilloicent.

In addition to that, there is another very imanot link betweerMelmoth the Wandereand
The Picture of Dorian GrayMaturin, as well as Wilde, criticizes those prples and
institutions of society that suppress natural humeeds and desires.

As mentioned above, Maturin considers suppngssf natural human affections to be the
source of moral corruption which is in strong cadiction with the God’s laws, represented
in his novel by the Bible. In his criticisms, “Main concentrates on the opposition against
the Catholic Church and the intense sectarian ibrif(“Internet 67)

Wilde also criticizes the official values oktkociety, in his case, Victorian society, which,
according to him, suppress human needs and deBinésunlike Maturin, Wilde does not
respect any moral values and rules, only the olesiof Aestheticism and Decadence.

There are various links betwektelmoth the Wandereand The Picture of Dorian Gray

and these links will be described and analyzecetaitin Chapter Three.



3. LINKS BETWEEN MELMOTH THE WANDERER AND THE PICTURE OF
DORIAN GRAY

3.1 Moral corruption and degeneration inMelmoth the Wanderer

In Melmoth the Wandergmoral corruption and degeneration are usuallgeduy
restraints on natural human needs and desireshvainé suppressed by some corrupted parts,
principles and institutions of society. A signditt example of such an institution is in
Maturin’s work the Catholic Church, with its whagstem based on hypocrisy, corruption by
power and wealth, and consequently the sub-intitatof the Catholic Church with the focus
on Spanish Inquisition and Spanish monasteries.

Suppressing of natural affections, may, accgrtiinMaturin, lead to two possible results.
The first one is suffering and consequently mooafuption and degeneration. For example,
in “The Tale of the Spaniard”, Alonzo is told a hble story about the cruel punishment of a
woman disguised as a monk, who had relationship anbther monk within the walls of the
monastery, and their relationship was revealecerAftat they were punished by the
imprisonment in the dungeons of the monastery anthére starve to death. Here is how their
degeneration was increasing along with their infgmg sufferings:

For the first hours they tried to comfort eacheoth they suggested to each other
hopes of liberation [...]They were rapidly becomirigexts of hostility to each other,

- oh what a feast to me! The third night, - howlsh&ll it? but you have bid me go
on. All the horrible and loathsome excruciationsashine had been undergone; the
agonies of their famished sickness they loathet etter, - they could have cursed
each other, if they had had breath to curse. Itavathe fourth night that | heard the
shriek of the wretched female, - her lover, indlgeny of hunger, - had fastened his
teeth in her shoulder; - that bosom on which hedwadften luxuriated, became a meal
to him now.” (Maturin, 289, 290, 291)

This extract represents a typical example of the, Wwaw Maturin connects suffering (or the
restrains on natural human needs) with moral ction@mnd degeneration. Step by step, love

is being replaced by mutual hate. Along with intBmsg sufferings, former lovers are losing

their humanity. This process of degeneration ipéoby the cannibalistic element.

The second possible consequence of the suppgesisnatural affections is, according to
Maturin, that people try to compensate for thosilfihed natural needs and desires by

corrupted ones, for instance, by longing for poaresadism.



In the connection with the corrupt desire fower, Maturin criticizes, among others, so
called Directors (confessors) and in the conneatith longing for power, combined with
cruelty and sadism, especially the Spanish Ingars&ind some morally corrupted members
of Spanish monasteries.

The corruptness and the need for the powelirecrs is illustrated and explained in the
extract from the letter Juan Moncada wrote to higher Alonzo:

‘This was the Director’s plan. He thought the hb&lhad over my father and mother
too slight to gratify his ambition of domestic pawer realize his hopes of
professional distinctiorilhe basis of all ecclesiastical power rests upam[fe]Those
who by their vows are excluded from the interestlwhatural affections give us in
life, must seek for it in the artificial ones oige and domination, and the Director
found it there.’ (Maturin, 176, italics addéd

This extract is an explicit accusation of Directitee sub-institution of the Catholic Church),

who, according to Maturin, tried to replace “natwatiections given to us in life”, which they

avoided, by the artificial, corrupted ones, suckhasneed for power.

Next, the cruelty, inhumanity and the criminature of the Inquisition are described in the
two following extracts: “The prisoner underwent firet and the second applications with
unshrinking courage, bwain the infliction of the water-torture, which igdeed supportable to
humanity either to suffer relate, he exclaimed in the gagmtervals, he would disclose
everything...”

(Maturin, 80, italics added)

Alonzo’s condemnation to cruel death by the Indigsi

“Begone, accursed, we deliver you over to the sgarim, praying that it may deal
with you not too severely.’ At these terrible wgrdéiose meaning | understood but
too well, | uttered one shriek of agony — the dmlynan sound ever heard within the
walls of the Inquisition...On my return to my cdlfelt convinced the whole was a
scheme of inquisitorial art, to involve me in smtzusation, (their constant object
when they can effect it), and punish me for a crintele | was guilty only of an
extorted confessioh. (Maturin, 325, italics addéd

In the first extract, Maturin points the crueltyin§uisition out: “...on the infliction of the
water torture, which is indeed supportable to hutgah. In the second one, Maturin
illustrates criminal nature of The Spanish Inqigsif when pointing out their ways of
inquisition that were not based on the aim to retleatruth but on the target to prove the

before stated accusation: “...a scheme of inquisitanit, to involve me in self-

accusation,...and punish me for a crime, while | gty only of an extorted confession.”



Next, the description of the moral corruptidrpeople, living within the walls of Spanish
monasteries, the corruption flourishing from theressing of natural affections, is included
mainly in “The Tale of the Spaniard”. One exampl¢he heartlessness and cruelty of the
occupiers of the Spanish monasteries has beenlggebove in this paper, in the narrative
about the cruel, inhuman punishment of the seoxers that were condemned to the terrible
death in the dungeons of the monastery. Sadisreeptevithin the walls of the monastery, is
illustrated by the scene dealing with cruel whigpai a young monk who helped another
monk Frau Paulo. Later, a young monk died. Theescedescribed in the sub-head 3.3 of

this paper.

3.2 Moral corruption and degeneration inThe Picture of Dorian Gray

The theme of moral corruption and degenerasdgpical forThe Picture of Dorian Gray
the work, which is generally considered to be tlisthDecadent novel of the nineteenth
century. Moral corruption and degeneratioi hre Picture of Dorian Grajs connected with
the liberation from all moral principles, espegiallith the (homo) sexual liberation, as
Clausson argues.

This is typical for a fin-de-siecle Gothic néseSuch literature is classified as the Gothic
Revival and includes such works as Stevensstrange Case of Dr. Jekyll and Mr. Hyde,
Machen’sGreat God PanWells'slsland of Doctor Moreawr Stoker'sDracula. Clauson
guotes on these fin-de-siecle Gothic texts: “Omad can be said at the outset which
underlines the meaning of Decadence in connectitinthese texts’, says Punter about the
Gothic revival, ‘and that is théhey are all concerned in one way or another whik problem
of degeneration.”{nternet 2“, italics addedl

Here it should be mentioned that some critiosekample Nills Clausson or David Punter,
claim that there are more connections betwisa Picture of Dorian Gragynd, the above
mentioned fin-de-siecle Gothic novels. As Claussbserves: “[...] in my view, the Gothic
texts most relevant to Wilde’s novel are not théieaones of Maturin [...] and Poe, but the
contemporary fin-de-siecle Gothic tales of Stevenstachen, Wells, and Stoker, among

which David Punter places it in his stutliye Literature of Terro(1980).” (“Internet 2”)

Nevertheless, here it is important to emphasizeWille has not probably taken out most

of the Gothic elementsvhich are present in hRicture of Dorian Grayfrom his



contemporaries’ works becauske Picture of Dorian Grayas firstly published in 1890,
whereas Machen'Great God Parcame out in 1894, Wellsisland of Doctor Moreaun

1896 and Stoker’Braculain 1897. Although Stevenson®range Case of Dr. Jekyll and
Mr. Hydewas firstly published in 1886, Wilde has not prolyaaken out the Gothic elements
even from Stevenson’s work. That is to say, that@/iirstly told “the story of a man and a
picture” (Ellmann, 309) to the novelist W.B. Maxlyethen Maxwell was a child, as Richard
Ellmann notices in his work. When considering thet that Maxwell was born in 1866 and
he was demonstrably told “the story of a man apatture” by Wilde, when he (Maxwell)
was still a child, the plot ofhe Picture of Dorian Graynust have existed already
approximately in 1880s or even in 1870s, as Wilge'scipal autobiographer Ellmann
observes:

The ideas and themes he scattered were sometiapedrby his young admires. The
novelist W.B: Maxwell, while a boy, had heard matgries from Wilde, and wrote
one of them down and published it. He confessaffitde, whose face clouded, then
cleared as he mixed approval with reproach, ‘Stgalny story was the act of a
gentleman, but not telling me you had stolen it weaignore the claims of friendship.’
Then he suddenly became seridy&iu mustn’t take a story that | told you of a man
and a pictureNo, absolutely, | want that for myself. | fully nrego write it, and |
should be terribly upset if | were forestalled.'i first mention of The Picture of
Dorian Gray antedated by several years, Maxwel sdne actual composition.
(Ellmann, 309, italics added)

In The Picture of Dorian GrayDecadence is represented mainly by Dorian hima&df
Nassaar observes: “Dorian, as he degeneratesnbsaperfect example of the Decadent,
and his picture, as it grows more and more epedect type of Decadent art”.

(Nassaar, 37)

After Dorian meets Lord Henry at Basil’s studiod after hearing Lord Henry's
“subversive” sermon about the supremacy of beaudyyauth and about celebrating self-
development and looking for pleasures, Basil fiagsBorian’s portrait. Although Dorian had
sat for several portraits for Basil, this pictuseBiasil’s masterpiece because it mirrors the real
Dorian, as he truly is. Undoubtedly, it is also deése of Lord Henry’s sermon that awakened
in Dorian new, “strange” impulses.

Dorian is strongly influenced by Lord Henryersion about the supremacy of beauty and
youth. For the first time in his life, he is awarfethe fact that he looses his youth and beauty
day by day. He curses his portrait and expressewith: “If it were | who was to be always

young, and the picture that was to grow old! Fatflor that- | would give everything! Yes,



there is nothing in the whole world | would not giv would give my soul for that!” (Murray,
67)

Over the next few weeks Lord Henry's influemmser Dorian grows stronger as the
following conversation between Dorian and Lord Heraflects:

"I wish now | had not told you about Sibyl Van&'ou could not have helped telling

me, Dorian. All through your life you will tell meverything you do’.

‘Yes, Harry, | believe that is true. | cannot hadpimg you things. You have a curious

influence over me(Murray, 86 italics added)
Dorian dedicates his life to ‘the new Hedonism’ amdboking for pleasure. Meanwhile his
prayer has fulfilled and the portrait is burdenestéad of him by his (Dorian’s) first step
towards moral corruption, when he causes the saigi@&ibyl Vane by his cruel behavior to
her. Lord Henry gives Dorian the so-called “Yell®@ok” which serves Dorian as the
“educational textbook for a young Decadent”. Influaed by Lord Henry and The Yellow
Book, Dorian devotes his life to garnering new eig@ees and sensations, ignores
conventional moral and does not care about theecpugces of his actions.

As a part of his Decadent life, Dorian is loakiior new and new sensations but these new
sensations must be stronger than the previoustorsadisfy him. Thus, he starts to collect
various precious, often exotic things from all otleg world. The other reason for his
pathological desire for collecting exquisite thingshat it is one of the ways how Dorian can
forget about his increasing fear which he sometioagsot stand. As Platizky observes:

In an attempt to satisfy his craving for new seloset Dorian purchases ‘exquisite
specimens’ of textiles and embroideries [...]Dorigsodouses subtle symphonies of
exotic flowers. He collects together from all pastgshe world the strangest
instruments to be found, [...] Psychologically, Datsacompulsion to collect
compromises his freedom to do &, his ‘treasures’ and everything that he collected
in his lovely house, were to be for him means fefibulness, modes by which he
could escape from the fear that seemed to himmegstito be almost too great to be
born'. Dorian’s obsession with his one-lovely and now-damning portraying
catalyses his compulsive collecting. (“Internetidlics added)

The style, in whicThe Picture of Dorian Grais written, is often instructive, including the
part dealing with Dorian’s obsession with collegtof particular precious things. It begs the
guestion, ifThe Picture of Dorian Gragan be understood as “Wilde’s own Yellow Book”, it
means “an educational textbook for a Decadent”.

Eighteen years pass. Dorian’s name has beingected more and more with ill fame
because of the gossips that partly reflect hisliealOne night, Basil comes to Dorian’s place
to ask him about those gossips. They argue andglthie argument, Dorian decides to show

Basil his portrait that mirrors Dorian’s conscieras®l soul, and therefore is hideous and



horrible now. Basil is horrified when seeing thevioideous picture, his own piece of work,
and also the reflection of Dorian’s soul and coasce. He begs Dorian to do penance but
Dorian refuses because “it is too late”. After theclosure of his secret to Basil, Dorian
murders Basil in a bestially way. Basil's murdettie climax of Dorian’s moral corruption
and degeneration. As Clausson observes:

The Gothic plot iDorian Gray, then, is the typical plot of fin-de-siecle Gothic
degeneration from a higher to a lower state, froewtell-formed, respectable upper-
class Dr. Jekyll to the bestial, murderous, lowass Hyde [...] Dorian similarly
degenerates to a lower, bestial level of existeHeehides the portrait in the attic,
where ‘the face painted on the canvas could grastiddesodden, and unclean’.
(“Internet 27)

Dorian’s moral corruption and degeneration gratmlized not only by the hideous changes
of his portrait but also by the surroundings hiedaking for. Dorian is visiting the districts,
tenanted by the lowest classes of society. Moredweers visiting the underworld of London,
including opium dens, which serve in the novel agyaificant symbol of his degeneration.
For example, after the bestial murder of Basil,iBotravels to an opium dense, located in a
godforsaken London’s district, to forget aboutdnsne, although he has enough opium at his
luxury, comfortable home. This reflects Dorian’gydreration as well as Dorian’s other visits
of derelict sections of London and London’s undetdicAs Clausson observes:

He (Dorian) remembered wandering through dimlystieets with gaunt black-
shadowed archways and evil-looking houses. Wonmtanhwarse voices and harsh
laughter had called after him. Drunkards had reebgdcursing, and chattering to
themselves like monstrous apes. He had seen guatesijdren huddled upon
doorsteps, and had heard shrieks and oaths fromngjocourts.”(“Internet 27;
emphasized

To demonstrate and reflect Dorian’s degeneratioifigd&\ises here derelict, hideous sections
of London, remote from the parts of London, whéewelfare upper classes live. Dorian’s
degeneration is reflected here also by the assoesgatvith hideousness, grossness,
deterioration, underworld and Evil. As Claussonresgpes properly: “The lower classes are
described as ape-like, and by his increasing associwith them, Dorian becomes bestial
and ape-like, too. (Not insignificantly, the woranstrous occurs over twenty times in the
novel.)” (“Internet 2”)

Dorian’s degeneration is remarkably also refldah the changing character of Dorian’s
passion for collecting things. As Dorian’s degetieracontinuous, the character of his

collections is changing. His collections deterierdht first, Dorian concentrates mainly on



collecting beautiful, exotic things, later on thénig one way or another way connected with
the Evil. As Platizky observes:

The dissolution over time of both the painting &émel artifacts implies a
correspondence between the darker site of hisgibaind Dorian’s compulsion to
collect. Much as the ones-handsome features or Balsvard’s canvas become
bloated and bloodied, by the end of chapter eleDenian’s acquisitions deteriorate
from rare germs-garnet, wide stone, and bezoaatctst out demons, poisons, and
plaguels to a pantheon of historical tyrants andaisance revenge figures that
poison their victims and nations. (“Internet 4”)

As mentioned above, Dorian’s descending intoalhaorruption and degeneration are
symbolized and illustrated mainly by the changeBigiportrait. Dorian’s portrait reflects
Dorian’s ageing and his moral corruption and deggien not only by getting hideous and
horrible, but it also reflects Dorian’s descendintgp degeneration by the growing weight of
his portrait. As Dorian’s moral corruption and degeation is increasing, the portrait is
getting heavier. Nassaar observes that “the hethagportrait gets, the more of Dorian’s guilt
and sin is being transferred into it, until the eviten the weight of his sins comes crashing
down on his body.”(“Internet 3”)

Nassaar emphasizes the episode when Doriars Wanframe-maker to move the picture to
the attic, as the episode, which obviously refl¢ictsrelationship between Dorian’s
continuing degeneration and the growing weightefportrait. As Nassaar quotes frdime
Picture of Dorian Gray?Something of a loath to carry, sir, ‘gasped ddithan, when they
reached the top landing. And he whipped his shongtfead. ‘I am afraid it is rather heavy,
‘murmured Dorian, as he unlocked the door. | dar@nt to have it hung up. Just lean it
against the wall. Thanks.” (“Internet 3”)

When analyzing this episode, Nassaar quite pippephasizes the fact that the portrait
was not hung up, but leaned against the wall anér@ots it with the final episode of
Dorian’s death:

There was a cry heard, and a crash. The cry whsrsible in its agony that the
frightened servants woke, and crept out of theams [...] When they entered, they
foundhanging on the wak splendid portrait of their master as they hatidaen him,
in all wonder of his exquisite youth and beautyinigyon the floor was a dead man in
evening dress, with a knife in his heart. He wahered, wrinkled, and loathsome of
visage. It was not till they had examined the ritigg they recognized who it was.
(“Internet 37, italics added)

As Nassaar notices, when the servants entereddne, fthe picture was hanging on the
wall, not just leaned against the wall*Internet 3", italics added Nassaar argues that this is

not Wilde’s technical fault but his intention. Hégssaar) claims that the crash was not only



the fall of the dead body on the floor but that ¢hesh also symbolizes “the transference of all

his (Dorian’s) sins onto him from the portra(tinternet 3”)

3.3 Homosexual impulses itMelmoth the Wanderer

As | hope to showylelmoth the Wanderencludes at least three examples of homosexual
impulses, if not more.

Firstly, the most significant is the very intiteaelationship between Alonzo and his brother
Juan, included in “The Tale of the Spaniard”. “Thiale-male relationship is marked by
strongly ‘sensitive’ loyal piece, utterances, aetidvior.” (“Internet 7”) When Juan is trying
to set his brother Alonzo free, the words usedhéndcene include obvious homosexual
impulses:

'Alonzo, dear Alonzo’, murmured a voice. ' Juanadduan’, was all | could utter, as |
felt my shivering breasts held close to that ofrtiwst generous and affectionate of
brothers.”[...]"Juan supported me, consoled me, encouraged mejldahd more, than
a man ever did for a man — than a man ever dichgges for the most shrinking and
delicate of the other sex under his protection. Withh what agony of heart | retrace his
manly tendernesgMaturin, 294- 295, italics added

The utterance “Juan did all, and more, than a mandid for a man-than a man ever did
perhaps for the most shrinking and delicate ofatier sex under his protection” or the words
“manly tenderness” , Maturin uses, are obvious ¢werual hits. Patrick Holland even claims
that Alonso fetishizes his doomed brother.

Secondly, Holland also argues that the texffét@shized in a similar way the saint
Sebastian figure, represented by a younger monkhehped another monk Frau Paulo: “In
“The story of Frau Paulo”, accused of irregulardyyounger monk loyally cleaves to Paulo
until he himself is haunted to death by the comnyitine text fetishizes this Saint Sebastian
figure, dwelling on its bloody wounds as it soksgtreaderly homophilia.” ("Internet 77)
Holland’s claimant is probably based on the follogvpassage in the text:

A naked human being, covered with bloaxd uttering screams of rage and torture,
flashed by me...Four monks pursued him — they hdddig | was still on my knees,
and trembling from head to fodthe victimreached the door, found it shut, and
rallied. | turned, and saw a group worthy of MurilA more perfect human form never
existed than that of this unfortunate youtle stood in an attitude of despaihe was
streaming with bloodThe monks, with their lights, their scourges, #mar dark

habits, seemed like a group of demons who had mia@deof a wandering angel,- the
group resembled the infernal furies pursuing a @esktesAnd, indeed, no ancient



sculptor ever designed a figure more exquisite perdect than that they had so

barbarously mangledMaturin, 163, italics added)
St. Sebastian is often referred to as “a favoatatsamong homosexuals”. St. Sebastian, a
favorite of Emperor Diocletian, was a Captain @& Guard in the Roman Army. After he had
refused to renounce his Christianity, the Empeeatenced him to be tied to a tree so that
Romanian enemies could riddle him with arrows. fidtlewing expressions taken out from
the above extract strongly associate and also regethe St. Sebastian figure: “A naked
human being, covered with blood”; “the victim”; ‘hore perfect human form never existed
than that of this unfortunate youth”; “He was stnérag with blood”; “And, indeed, no ancient
sculptor ever designed a figure more exquisiteprtect than that they had so barbarously
mangled”.

Furthermore, Holland argues that even theioglahip between Alonzo and the brutal

monk Parricide who was leading Alonzo’s escape fteenmonastery, includes homosexual
impulses:

In fact, even the imagining of extreme male-malstitity[...]Jas when the brutal monk
Parricide who will kill Alonzo’s brother after leady Alonzo, in enforced intimacy, to
the side of reunion — the text proleptically offsmnething like an ‘s&m’ relation,
where an elder ‘macho’ figure dominates a youngentler figure, who seems to enter
into a sympathy dependence. ("Internet 77”)
The third obvious homosexual impulse, preseMammoth the Wanderet hope to prove
to be unquestionable, is included in the storyhefwoman disguised as a monk — novice who
has sexual relationship with another monk withiemwalls of the monastery:

The attachment between the young monk and the @owénit on. They were for ever
in the garden together — they inhaled the odote@flowers — they cultivated the
same cluster of carnations — they entwined theraseds they walked together — when
they were in the choir, their voices were like nabiecenseFriendship is often
carried to excess in conventual’s life, but thisridship was too like love.(Maturin,
282, italics added

The above mentioned extract includes implicit horate hits and the last sentence can be

understood in its context by an explicit one.

3.4 Homoerotic elements irmrhe Picture of Dorian Gray

The Picture of Dorian Grajncludes obvious homoerotic elements. Even oriteetentral
ideas of the novel — self-development, proclaimgddrd Henry and followed by Dorian,

includes actually (homo) sexual liberation. Accaglto Nils Clausson, by self-development



Wilde means realizing one's nature and free re@dinaf one’s desires without letting the
society restrict one’s liberation, in this casgezsally the (homo)sexual liberation. As
Clausson argues:

Lord Henry’s philosophy of unfettered self-develaarhcan be read as an implicit
recommendation to homosexuals to realize theirliaieg, despite the misguided
restrains of society and religion. ‘The aim of liseself-development,’” he tells Dorian:
‘To realize one’s nature perfectly, - that is whath of us is here for. People are
afraid of themselves nowadays. They have forgdtierhighest of all duties, the duty
that one owes to one’s self [...] The terror of spgievhich is the basis of morals, the
terror of God, which is the secret of religion eghk are the two things that govern us.
(“Internet 27)

Especially the sentence “To realize one’s naturéepty- that is what each of us is here for.”,
is in the given context the implicit appeal for hmsaxuals which Clausson means. The
sentence: “People are afraid of themselves nowada}so an implicit homoerotic hit.
Furthermore, Clausson observes that Lord Henryi@ttplcriticizes restrictive laws,
particularly the Labouchere Amendment (1885) thaminalized homosexual acts and calls

upon violating such laws:

| believe that if one man were to live out his litély and completely, were to give
form to every feeling, expression to every thougsslity to every dream — | believe
that the world would gain such a fresh impulseogfthat we would forget all the
maladieves of mediaevalism, and return to the iHellgleal — to something finer,
richer, than the Hellenic ideal, it may be. But Bravest man amongst us is afraid of
himself. The mutilation of the savage has its tagirvival in theself-denial that mars
our lives We are punished for our refusals. Every impubsg we strive to strangle
broods in the mind, and poisons us. The body siee,cand has done with its sin, for
action is a mode of purification. Nothing remaihert but the recollection of a
pleasure, or the luxury of a regr&he only way to get rid of a temptation is to yield
it. Resist it, and your soul grows sick with lorggior the things it has forbidden to
itself, with desire for what its monstrous laws é@avade monstrous and unlawful.
(Maturin, p.61, 62, italics added)

This is Lord Henry’s principal sermon that awake®borian the desire for self-development,
including the desire for homosexual liberation.“Bie self-denial that mars our lives “is
obviously meant (also) the denial of homosexuairdeshat are not bad themselves, but were
proclaimed bad by “monstrous laws”. The sentende“dnly way to get rid of a temptation

is to yield to it” is an apparent recommendatioméonosexuals to realize their desires and to
violate “monstrous laws”, as well as the wishtf give form to every feeling, expression to
every thought, reality to every dream”.

Dorian’s reaction to Lord Henry’'s sermon spefakstself:



For nearly ten minutes he stood there, motionkegh, parted lips and eyes strangely
bright. He was dimly conscious thatttirely fresh influences were at work within him.
Yet they seemed to him to have come really froradtifhe few words that Basil’s
friend had said to him — words spoken by chancelauddt, and with willful paradox
in them — had touched sorsecret chord that had never been touched befotehlat
he felt was now vibrating and throbbing to curiqugses.(Murray, p.62, italics
added)

Clausson lays stress especially on the use ofwoadths as “vibrating”, “throbbing”, “secret

chord”, “curious pulses” that, according to him atder recent critics, suggest that “A

central element of the self-development is Dorialsgovery of his own

homosexuality.”(“Internet 2”)

Lord Henry’'s sermon only awakened Dorian’s sedesires as it is obvious from the
sentence: “He was dimly conscious that entirelghrmfluences were at work within hirviet

they seemed to him to have come really from hirhgkléirray, 62, italics added).

For that matter, homoerotic elements are mingiiealigh the whole novel. What else than a
homoerotic hit is Basil's reluctancy to exhibibilan’s painting. “I know you will laugh at
me, he (Basil) replied, but I really can’t exhititl have put too much myself into it.”

(Murray, 50)And later he (Basil) further explains “that eveyripait is a portrait of the artist,
of the artist’s spirit and soul, not of his sittefMurray, 52)*The reason | will not exhibit this
picture is that | am afraid that | have shown ith& secret of my own soul.”

(Murray, 52) By the sentences “that he had puttoch of himself into it (the picture)” and
“that he is afraid that he has shown the secrbtsobwn soul”, Basil obviously means that the
portrait reflects his (Basil's) homosexual attrantto Dorian.

For that matter, Basil's homosexual attractmiorian is unmistakable:

It is quite true that | have worshipped him with faore romance of feeling than a
man usually gives to a friend. Somehow, | had nlexed a woman...Well, from the
moment | met him, his personality had the mostexdiinary influence over me. |
guite admit that | adored him madly, extravagandllgsurdly. | was jealous of every
one to whom he spoke. | wanted to have him allyeth | was only happy when |
was with him. When | was away from him, he wakpglsent in my art

(“Internet 27, emphasize added)

Clausson points out another strong homosexaalatt included in the book. As he
comments: Dorian exercises a fatal sexual power over young,mepecially young

aristocrats.” (“Internet 2”, italics added). In his final, fatebnfrontation with Dorian,

Hallward asks Dorian:



Why is your friendship so fateful to young mé&here was that wretched boy in the
Guard who committed suicide. You were his greaiid. There was Sir Henry
Ashton, who had to leave England, with a tarnisheaie. You and he were
inseparable. What about Adrian Singleton, and resdful end? What about Lord
Kent’s only son, and his career? (...)What aboutdweng Duke of Perth? What sort of
life has he got now? What gentleman would assowrdtehim? Dorian, Dorian, your
reputation is infamous [...They say you corrupt everyone whom you becomeatgim
with.
(Wilde, 159, italics added)
The above extract sustains Clausson’s claimant'D@ian exercises a fatal sexual power
over young men”. Basil is enumerating the wholedfsyoung aristocrats, former Dorian’s
“friends”, who have become wretches because ofddiinfluence.
Another homosexual element, Basil’s ‘secretagigearances, is pointed out by Nassaar:
“Basil’'s attachment to Dorian has a homosexual dsian, and his disappearances are
probably for the sake of homosexual relief. (Thislear in the earlier, shorter version of the

novel but Wilde toned it down considerably in taeel version).” (Nassaar, 39)

3.5 The Theme of a “Cyclical Sin”

“Dorian, Dorian, your reputation is infamous [.They say you corrupt everyone whom you
become intimate witt(Murray, 159, italics added), says Basil to Dariahen visiting him to
ask him about the rumors.

There is another important element implicitiyntaned in the two sentences mentioned and
emphasized above, the element that cannot be ignwheen discussing Decadence in the
context of moral corruption and degeneration. this element that Michael Kaylor calls “a
cyclical sin”. Every Decadent, when descending de@pd deeper into moral corruption and
degeneration, looking for new and stranger sensaitio find satisfaction, reaches the point,
when there are only few sensations left to sahgfy. At this stage, a typical Decadent has
two other possibilities to choose between, eitbeseduce, or to decide not to seduce another
person to the corruption. When he chooses thegassibility, the first step is to evoke
curiosity in his subject of seduction. The curips# naturally followed by the desire for new

sensations connected with degeneration. The iyifi@hocent becomes degenerated and then



uses the same pattern to seduce another “victils i§ the “cyclical sin” Michael Kaylor
mentions in his work. As Kaylor observes:

The greater society of Decandents, personalitiesllord Henry and Pater and
perhaps Wilde himself, would have considered thémimation” of corruption to be
its own replication, tempting and corrupting Innetseuntil these Innocents
themselves became Decadents capable of temptingoangting in turn. This is the
cyclical sin [..] (Kaylor, 52)

In The Picture of Dorian Graythe first subject of the seduction, the firstdoent, was

Dorian. Lord Henry was evidently indulging in infiacing Dorian:

Talking to him was like playing upon an exquisitelw. He was answered to every
touch and thrill of the bow [...] There was somethiagibly enthralling in the
exercise of influence. No other activity was likeTio project one’s soul into some
gracious form, and let it tarry there for a momeathear one’s own intellectual views
echoed back to one with all the added music ofipassd youth; to convey one’s
temperament into another as though it were a stlbiteor a strange perfume: there
was a real joy in that — perhaps the most satigfyjog left to us in an age so limited
and vulgar as our own, an age grossly carnal iple@asures, and grossly common in
its aims[...]JHe was a marvelous type, too, this iadom by so curious a chance he
had met in Basil's studio, or could be fashiondd enmarvelous type, at any rate.
Grace was his, and the white purity of boyhood, laeauty such as old Greek marbles
kept for us. There was nothing that one could wotvdh him. He could be made a
Titan or a toy. What a pity it was that such beausy destined to fadéMurray, 74,
75)

This extract contains not only obvious homoeroiis, like for example: “He was a
marvelous type, too, this lad” or ...”and white pymf boyhood, and beauty such as old
Greek marbles kept for us”. It mainly reflects jbg of a Decadent flourishing from
influencing, even making a man be, what the sedweets him to be. The satisfaction
connected with creating a new person actually ristes probably partly from the fact that
this is a form of Decadent intellectual or artistiay to give birth to a child. Arguably this
theme is especially important for homosexuals.

As mentioned above, both central character®tsgduce other human beings to sin.
Nevertheless, Dorian has succeeded many timese Walmoth has not, although he
(Melmoth) is very persuasive, as, for instance uttisrance to Stanton in the madhouse
shows:

‘You think that the intellectual power is somethutigtinct from the vitality of the
soul, or, in other words, that if even your reasbauld be destroyed, (which it nearly
is), your soul might yet enjoy beatitude in thd &xercise of its enlarged and exalted
faculties, and all the clouds which obscured thendispelled by the Sun of
Righteousness, in whose beams you hope to baskéorand ever. Now, without



going into any metaphysical subtleties about tisérdition between mind and soul,
experience must teach you, that there can be needrito which madmen would not,
and do not precipitate themselves; mischief isthecupation, malice their habit,
murder their sport, and blasphemy their delightetibr a soul in this state can be a
hopeful one, it is for you to judge; but it seemsrte, that with the loss of reason, (and
reason cannot long be retained in this place),|gse also the hope of immortality.-*
Melmoth’s intellectual power is unquestionable. Yet is not able to seduce a single one
human being to take off his burden. Dorian is mondre successful in seduction of human

beings to sin.

3.6 Mystery and horror — other typical Gothic elemats

Although the theme of mystery is one of the digant features of Gothic literature, both
novels have in common that they are both baseti®orily one explicit mysterious element
and that is the central unifying element, the ncdiaracter and his portrait: Melmoth and his
mysterious portrait (in Maturin’s work) and Doriand especially his picture (in Wilde’s

novel). Nevertheless, both of the works deal whii theme of mystery implicitly.

Both works use a typical Gothic element — a mrysbf the man, who obtained a
preternaturally extended life along with supernatpowers from the Devil at the price of his
soul (Melmoth) and the man, who has pledged hisfsotihe extension of youth and for not

being physically burdened by ageing and by moraiugtion and degeneration (Dorian).

In Melmoth’s case, it is a Faustian motif, wieeman obtains something, what is not
naturally set to be given by the God to a humandeConsequently, the man is disowned by
the God, what is usually represented by his sdlimdgfor the Devil or for the hell.
Nevertheless, Maturin has enlarged the classiaadtiean archetype by adding another
element. The burden is transferable in this casdmdth “can be saved if he can persuade
another to take the bargain off his hands, andnaggus existing state”. The element of
transferability of the bargain is another connettetween the two novels, as it will be
explained.

Although some critics claim th@he Picture of Dorian Gragontains the same Faustian
archetype, | hope to show, that Wilde intentionalbed this Faustian motif only partly and

adapted it in a way, it would serve for expressifithe motives Wilde wanted to express.



Firstly, Dorian’s fatal prayergXpressed in a fit of distresggmphasis addgdcan not be
understood as an explicit contract with the Ddtvivas just the pledge: “If it were | who was
to be always young, and the picture that was tavgra! For that — for that — | would give
everything! Yes, there is nothing in the whole widrivould not give! | would give my soul
for that!” (Murray, 67)

Secondly, although Dorian also obtained saigt what is not set naturally to be given by
the God to a human being, Dorian’s only punishnetd return, what he obtained. My
potential opponents may object that the final pahich is dealing with Dorian’s death,
implicitly contains the element of Dorian’s fallrfthe Devil: “There was a cry heard, and a
crash. The cry was so horrible in its agony thaj’[(Murray, 214)

Nevertheless, considering the whole context ohitnel, its themes and Wilde’s philosophy,
and also what Wilde could afford to publish, | wishargue that the only Dorian’s
‘punishment’ was to return, what he unnaturallyaied as a part of his life, to return it
where it would belong to, according to Wilde: “Is@cond letter on Dorian Gray to the editor
of the St.Jameses Gazette, Wilde wrdteas‘proper that limitation should be placed on
action. It is not proper that limitations should pkaced on art.(Letters, p.261)” (Nassaar,

71, italics added) The whole novel is interdigithby the theme of the supremacy of art
above the real life. Any character, that Istated to prefer real life to art, was punished.
(Sibyl Vane, James Vane). | would like to show tlaatording to Wilde’s philosophy of
supremacy of beauty and art and his Decadent @iitos the story could not have ended in
another way than by restoring the portrait (thg afirstly, Wilde considered art to be
superior to real life. Secondly, Wilde’s view et there are no limitations on art but there
are limitations on real life. According to Wildat aan reveal, show and even celebrate the
Evil and it will not lose its beauty. It fully casponds with his Decadent philosophy. On the
contrary, Wilde believes that finding joy in E@hd degeneration in real life is ‘the journey to
the hell’. As Nassaar observes:

In art, one can descend to the bottom of the deumorerse and emerge unscathed. This
is dramatized in the final pagesTie Picture of Dorian GrayDorian’s picture
accompanies Dorian to the very depths of the demmorerse, but it returns unharmed

to its original state. Dorian, on the other handsdrhe demonic, then should be fully
explored only in art, if the exploration is to rema beautiful experiencé

[... ]“An art that delves into the dark caverns of oul and fully explores and
celebrates the evil within can remain beautiful, way of life that seeks fully to
translate inner evil into action will finally ceasebe beautiful and become an
inescapable nightmare. This is Wilde’s positio ire Picture of Dorian Graya

position he never abandoned. (Nassaar, 71, 7@sitaiided)



Dorian, “a perfect example of a Decadent”, as Nasshserves, lives the life “that seeks fully
to translate inner evil into action”, unlike LordceRry. This fact leads to the expected
consequences- Dorian’s life becomes “an inescapagiemare”, fulfilled by fear and horror.
Dorian’s fatal mistake was that he started to predal life to art almost from the beginning of
the novel. It was his fatal prayer, when Dorianresped the wish, if only the picture (the art)
could bear the burden of his ageing (and later ipiis corruption and degeneration). Dorian
did not respect the principle of supremacy of ad the principle that “finding joy in Evil and
degeneration in real life leads to an inescapalgletmare”. Dorian even finds joy in

watching the deterioration of his portrait, whiclor® and more reflects his sinking into moral
corruption and degeneration. (Lord Henry is notrawd the magic character of the picture.)
Then, the final scene of Dorian’s death expresgastly Wilde’s view and can be considered
a happy end in fact. By stubbing the picture, Doigkilling his own corrupted soul and
conscience. He dies and all his sins crash ontbddy, as Nassaar argues. It can be
understood as the explanation of that “cry so btarin its agony..”. The “cry so horrible in

its agony...” does not symbolize Dorian’s fall foetBevil, but the fall of all his sins and
heinous crimes onto him. By this act, Dorian’s diase been transferred from the portrait
(the art) into real life. The portrait is now agéeautiful and light. The art has been restored.
The element of the transferability is another Ingdtween Maturin’s novel and Wilde’s work,

as mentioned above.

3.6.1 The theme of the portrait of the Devil's altint

Both of the novels use the Gothic element ofyaterious picture of the Devil’s alliant,
containing horror itself. What is more, the two tpaits have some characteristics in common:
Both of them are supernatural, both are alivewag and both are hidden (in the Blue
Chamber, in Melmoth’s case; or in the attic, in iAois case).

The mysterious, horrible and supernatural chiaretics of Melmoth’s portrait are
expressed mainly by the three following passagatsdbal with the first and the second
John’s entering into the Blue Chamber and John'stimg the apparition of his ancestor:

John’s eyes were in a moment, and as if by maigieted on a portrait that hung on the
wall, and appeared, even to his untaught eye uiaersor to the tribe of family pictures
that are left to moulder on the walls of a familgmsion. It represented a man of middle
age.There was nothing remarkable in the costume, dthéncountenance, but the eyes,



John felt, were such as one feels they wish thdykaer seen, and feels they can never
forget. Had he been acquainted with the poetryooitisey, he might have often
exclaimed in his after-life,

Only the eyes had life,
They gleamed with demon light. — THALABA
(Maturin, 53, 54, italics added)

John’s second visit in the Blue Chamber:

“He started, turned away; but, as he turned aWwayhought he saw the eyes of the portrait,
on which his own was fixed, moa&d hurried back to his uncle’s bedside.” (Matubi,
italics added)

John’s meeting the apparition of his ancestor:

But (for Melmoth never could decide) was it in aamn or not, that he saw the figure
of his ancestor appear at the door? - hesitatiragyhe saw him at first on the night of
his uncle’s death, - saw him enter the room, apphdais bed, and heard his whisper,
‘You have burdened me, then; but those are flancas burvive. — | am alive, - | am
beside you.Melmoth started, sprung from his bed, - it wasaldrday-light. He looked
round, - there was no human being in the room busélf. He felt a slight pain in the
wrist of his right arm. He looked at it, it was bkaand blue, as from the recent gripe
of a strong hand(Maturin, 106, italics added)

The mysterious, supernatural and horrible egsehthe picture of Dorian Gray is obvious.
Unlike Melmoth’s portrait, which is relatively statthe picture of Dorian Gray mirrors
Dorian’s ageing and mainly his moral corruption a@edeneration in a very flexible way.

Nevertheless, the portraits are not the only@®af horror. IlMelmoth the Wanderer
horror flourishes mainly from brilliant descripti®f the horrible situations of human beings,
who are in despair, including a sparkling psychmalgnsight into the feelings of those
suffering onesFor example, in "The Tale of Guzman’s familyMaturin describes the
scene, which is horrible in its context. The diaght father, who could not keep his family,
decides to murder his own wife and his own childiespare them a much more dreadful
death from starving:

-World — world, be wise, and let your children @ig®u to your face for any thing but
felt most when it is least uttered! | have felbfiten, but | shall feel it no longer! — And
the wretch tottered towards the beds of his childfe.] ‘Father! — father!” cried

Julia, ‘are these your hands? Oh let me live, antll do any thing — any thing but’ —
‘Father! — dear father!” cried Ines, ‘spare usb-orrow may bring another meal?’
Maurice, the young child, sprung from his bed, aned, clinging round his father,
‘Oh, dear and was tearing out our throats; antigfat cried so long, that | thought
you never would coménd now — Oh God! Oh God! - as he felt the haoidthe
frantic wretch grasping his throat, - ‘are you thelf? (Maturin, 561, italics added)



The above mentioned extract illustrates, how Matuses his imagination and the plot he
chose, to show people, who are in despair. Thedattas become a wretch as a consequence
of suffering and is resolved to kill his own chidr. Especially, the moment, when the
youngest boy calling for help of his father andoguzing that it is his father that wants to

kill them, is extremely horrible.

Maturin seems to take delight in descriptiohexdreme sufferings and extreme horror
which is a consequence of those sufferings. Fdn sutreme situations, Maturin does not
need any supernatural instruments. The only thiatukih needs, to evoke the atmosphere of
horror, is his imagination and his psychologicaight into those souls that suffer in real life.

The scheme of evoking horror is always the saviaurin uses his imagination and
brilliant psychological insight to find horror ix@eme situations, connected with suffering in
real life. That has been shown in the above meati@xample from the “Tale of the
Guzman’s family”. Maturin’dMelmothis full of such examples. For instance, in Statston
tale, when Stanton is imprisoned in a madhouséakeegularly to watch a terrible
performance of a woman who has become mad aftemigall her children by the Great fire
of London. Stanton has regularly to watch the pertnce showing probably only a touch of
the real horror that has actually happened:

‘But my children are there!’ she cried in a voidauaspeakable agony, as she seemed
to make another effort; ‘here | am — here | am céogave you. — Oh God! They are
all blazing! — Take this arm — no, not that, is®rched and disabled — well, any arm —
take hold of my clothes — no, they are blazing ¥@&ll, take me all on fire as | am! —
And their hair, how it hisses! — Water, one dropvater for my youngest — he is but

an infant — for my youngest, and let me burn!(Matu96)

In The Picture of Dorian Grayhorror is tightly connected with the theme of alor
corruption and degeneration. As the most signifiexample and the illustration of the
contention, Dorian’s bestial murder of Basil shobédanalyzed: On a dark, foggy night,
Dorian is visited by Basil Hallward. Basil wants fiam to explain the rumors that are
spreading about Dorian. There is an argument betweam. Finally, Dorian decides to show
Basil his work (Dorian’s portrait) that mirrors Dan’s soul and conscience, and therefore is
hideous and terrible now, because it (the pictrefi¢cts all the Dorian’s sins, he had
committed so far. Basil is horrified by his own Wahat reveals the truth about Dorian to him
and begs Dorian to do a penance. Dorian refusekids@asil in a fit of rage. Then he forces
his former “friend” by blackmailing to dispose dfet dead body. Although Dorian committed
the murder partly as an act of self-protection,sék-protection was not the only motive for

the action



Here it is important to notice the way, Doriamunitted Basil’'s murder, and also the way,
he handled the dead body after the murder. As [dassdices, although Dorian murdered
Basil impulsively as a way of self-protection aftevealing his secret to Basil, the style of the
murder and the style of handling the dead bodyndsithe murders of the contemporary

serial killer Jack the Ripper:

Something glimmered on the top of the painted ctiedtfaced him. His eyes felt on
it. He new what it was. It was a knife he had bitugp, some days before, to cut a
piece of cord, and had forgotten to take away With. He moved slowly towards it,
passing Hallward as he hid so. As soon as he dgnnddim, he seized it, and turned
round. Hallward stirred in his chair as he was gdmrise He rushed at him, and dug
the knife into the great vein that is behind the esushing the man’s head down to
the table and stabbing again and agdin..] There was a stifled groan, and the
horrible sound of someone chocking the blood. Ttirees the outstretched arms shot
compulsively, waving grotesque stiff-fingered handse air. He stabbed him twice
more,but man did not move. Something began to tricklehe floor. He waited for a
moment, still pressing the head down. Then he thihevknife on the table, and
listened. (“Internet 3", italics added)

As Nassaar emphasizes, Dorian not only murdered \Biis a knife, but he (Dorian) was
stabbing again and again, maiming the body. Nagager emphasizes the link between the
fact that Jack the Ripper often disemboweled hismis and removed some inner organs. “In
a similar way”, Dorian let the dead body cut up dedtroy it completely by the help of his
former “friend” Allan Cambellwho he (Dorian) forced to it by blackmailing.

Nassaar further argues that Wilde used the sfythe murder, which associates Jack the
Ripper’'s murders, for two reasons. Firstly, he @&)lwanted to intensify the horror of
Dorian’s act and to emphasize Dorian’s plunge puce evil and used as the artistic
instrument the association with Jack the Rippeco8ely, Nassaar, as well as Ellmann, argue
that: “Wilde, after his first homosexual experiemtd 886, regarded himself as a criminal and
wrote as an artist — criminal. It should come tesngorise, then, that he was very interested in
the most famous murderer of his days and sougithio and reflect his crimes in his

literature.” (“Internet 1)

3.7 Other typical Gothic elements:

There is another typical Gothic element linkbaih works. It is a vulnerable, curious

heroine. As Clausson observes: Art of Darkness: A poetics of Gothiknne Williams



identified several conventions ‘familiar in Gotlmarratives from Walpole to the present: a
vulnerable and curious heroine; a wealthy, arbyteard enigmatic hero / villain, and a grand,
mysterious dwelling concealing the violent, imglicisexual secrets of this home fatale.”
(“Internet 27)

In The Picture of Dorian Grayall the above mentioned Gothic elements are ptefe
vulnerable and curious heroin is, according to Sasrepresented by the initially innocent
Dorian and a wealthy, arbitrary and enigmatic hallain by Lord Henry, as it will be
explained in detail. Dorian’s own house can be seea kind of a grand, mysterious dwelling
concealing the violent, implicitly sexual secretshos home fatale. The element of
mysteriousness is represented mainly by the fattRbrian’s portrait and its secret are
hidden there. The violent secret of Dorian’s haggée bestial murder of Basil. The
implicitly sexual secrets of the dwelling are cociieel with homosexuality and are clear in the
context of Dorian’s life and the central themela# hovel. As Clausson further observes,
“Wilde transforms the innocent heroine into thettally’ innocent Dorian.” (“Internet 2”)
Before Dorian meets Lord Henry and falls for hituance, Basil describes him to Lord
Henry in the following way: “Dorian is my dearesehd, ‘he saidHe has a simple and
beautiful nature [...]Jdon’t spoil hifMurray, 58,italics addedlin the stage when Dorian is

still innocent, Lord Henry sees him like this:

Lord Henry looked at him. Yes, he was certainly denfully handsome, with his
finely-curved scarlet lips, his frank blue eyes tiisp gold hair. There was something
in his face that made one trust him at once. Al¢andour of youth was there, as well
as all youth’s passionate purit9ne felt that he had kept himself unspotted fran th
world. No wonder Basil Hallward worshipped hiMurray, 59, 60Qitalics added)

Dorian’s initial innocence is expressed many timmethe novel, mainly by mouth of Lord
Henry. The two above extracts serve as an obvllussration of this fact. Basil begs Lord
Henry: “He has a simple and beautiful nature[...]'tlispoil him.” Dorian’s innocence is also
expressed by mouth of Lord Henry: “One felt tha{lberian) had kept himself unspotted
from the world.” This extract includes besides @ais initial innocence also homoeraotic hits.
The description of Dorian’s beauty goes beyondothiends of Aesthetism and also the
remark on Basil’s worshipping of Dorian can be d¢desed to be a homoerotic hit. Therefore,

Dorian is understood as a heroin.

In Melmoth the Wandergthe element of a vulnerable, curious heroinepgasented by

the character of Immalee. Immalee’s innocence anidsity are expressed implicitly many



times in the tale and in the following extract esxplicitly: “This lead to a discussion, which
Immalee’smpregnablennocence though combined with ardent curioartyg quick
apprehension, rendered perfectly harmless to f(Maturin, 382)

Another Gothic element, although not preseM@moth the Wanderebut extremely
important inThe Picture of Dorian Grayis a wealthy, arbitrary and enigmatic hero /aini|
according to Clausson, represented by Lord HeAtthough Lord Henry presents himself as
a Hedonist and proclaims his controversial thealssut supremacy of beauty, youth and art,
calls upon self-development, connected with igrgpohany other valuesnd although it is
him that inspires Dorian to live a life of a Decatjd_.ord Henry does not live a life of a
Decadent himself. His life is relatively staid. Heits clubs and other places, where London
members of the upper class society meet, and atitertains or provokes the upper classes
with his controversial theories proclaimed in tbenf of witticisms. He never indulges in a
sordid behavior. Basil aptly describes him in tingt thapter: “You are an extraordinary

fellow. You never say a moral thing and you neveadvrong thing.” (Murray, 51)

3.8 The element of the criticism of some principleand institutions of the society linking

both pieces of work

Both authors criticized those principles andiin8ons of society that suppress natural
human needs and desires. Maturin considers sugprassing of natural affections to be the
source of moral corruption. In his criticisms, Matuconcentrates on the opposition against
the Catholic church and "the intense sectarianlmhf( “Internet 6”) Here it is important to
emphasize that Maturin does not criticize Christiaand natural God’s laws represented by
the Bible. On the contrary, he strongly respeatsBible as the only source of the God’s laws,
the good and the truth. It is people, society apkeially some institutions that Maturin

blames of misusing the Bible atite basic ideals of Christianity.

In this context, Maturin often criticizes esg@lyi the Catholic Church and the sectarian
conflicts, as mentioned above. Maturin uses Melfsatermon to Immalee for expressing
this criticism: “[...] even in the pure pages of thatok (Bible) which, they presume to say,
contains their title to peace on earth, and haggihereafter, a right to hate, plunder and

murder each other.” (Maturin, 408)



The unreserved respect to the Bible, as theceafrthe God’s laws, the good and the truth,
as well as the criticism of the intense sectar@nflct is apparent for instance from the

following extract:

They never dare to dispute that it contains irtédesinjunctions, - that those who
believe in it should live in habits of peace, barlexce and harmony, - that they
should love each other in prosperity, and assigt ether in adversity. They dare not
deny that the spirit that book inculcates and irespiis a spirit whose fruits are love,
joy, peace, long-suffering, mildness and truth.tese points they never presumed to
differ. — they are too plain to be denisd,they contrive to make matter of difference
out of the various habits they wear; and they @aheother’s throats for the love of
God, on the important subject, whether their jaskstould be red or white — or white
linen, or black household garments — or whethey steould immerse their children in
water, or sprinkle them with a few drops of it [. (Waturin, 409, italics added)

The emphasized part of the above extract illustritaturin’s criticism of the sectarian

conflict. Maturing criticizes people because thesateartificial conflicts based on petty

details, whereas they ignore and even violate by thtolerant and brutal behavior essential

principles of Christianity that the Bible represent

Besides the criticism of the sectarian confidaturin focuses on the opposition against the
whole system of the Catholic Church, which waspatiog to Maturin, based on the misuse
and misinterpretation of the God’s laws expressethe Bible. Maturin blames the Catholic
church of being corrupted by power and wealth, @mehly criticizes its sub-institutions,
especially the Spanish Inquisition, the unnatunal eorrupted surroundings of the Spanish
monasteries and also focuses on so called “Dirgtf{oonfessors). Maturin believes that as a
consequence of repressing of natural affectionsplpery to compensate the suppressed
natural needs and desires by the corrupted onésasuthe need for domination or sadism.

All the above mentioned elements-the need dovgr, sadism and also heartlessness and
cruelty, Maturin connects with the Spanish Inquesitwhich he focuses his opposition
against on. The cruelty and inhumanity of thisitagbn is openly criticized for instance in
the following extract dealing with the inquisitiohf...] infliction the water-torture, which is
indeed insupportable to humanisither to suffer or relate, he exclaimed in thepiag
intervals, he would disclose everything.” (Maty@®, italics addedylaturin’s criticism of
the misuse and misinterpretation of the God’s |@egresented by the Bible) is tellingly
expressed in the following extract dealing with éxamination of Alonzo by the Inquisition:
“What sin, then have | committed? ~ “The greatéstll possible sins; you refuse answering

the questions put to you at the tribunal of the thaty and merciful Inquisition™. (Maturin,



79) To refuse answering the questions at tribuogtie most holy and merciful Inquisition”
is declared to be the greatest of all possible'sMaturin’s attitude to the Spanish Inquisition
is also tellingly expressed by his descriptionha fire of the building of the Inquisition: “The
towers of the Inquisition shrunk into cinderghat tremendous monument of the power, and
crime, and gloom of the human mimggs wasting like a scroll in the fire.” (Maturi®27,

italics added)

Marutin’s criticism of the unnatural surroundsngf Spanish monasteries, that were,
according to Maturin, full of people, changed bgtsunnatural conditions into heartless,
corrupted and cruel creatures, is many times tgiliexpressed in “The Tale of the
Spaniard”. Heartlessness and cruelty of the mon#4glzeir superiors are described for
example in the narrative dealing with the punishinoénhe two revealed lovers, or by terrible

ways of torture of Alonzo.

As mentioned above, in his criticism of the whseystem of the Catholic Church and its
sub-institutions, Maturin also focuses his criticien so called “Directors”, who he blames of
hypocrisy and misusing their power. Similarly, aatltin criticizes the Director in “The Tale

of the Spaniard”, he criticizes the Director in @Tale of Immalee”:

However, though defective in education, and soméwaaow in mind, Father Jose
was a good man, and meant well. He loved powerhandas devoted to the interests
of the Catholic church ; but he had frequently deufwhich he kept to himself), of
the absolute necessity of celibacy, and he fetaifge effect!) a chill all over him
when he heard of the fires of an auto da fe.” (Matu39)

In the same context, Maturin criticizes the véh8panish society where the Catholic Church
was extremely powerful and, moreover, was interected with the temporal power. When
Juan tried to free Alonzo legally, before the cptiréy did not succeed because such a

precedent would be too dangerous for the wholeesyst

...but the precedent was too dangerous. The advooatee other side had remarked,
‘if this succeeds, we shall have all the monkspai8 appealing against their vows.’
Could a stronger argument have been used in fdwoy@ause? An impulse so
universal must surely originate in nature, justanad truth.” (Maturin, 242)

Wilde, as well as Maturin, criticizes the ofitvalues of the society, in his case, Victorian
society, that, according to him, also repressedrabhuman affections. This Wilde’s view is
very tellingly expressed in Lord Henry’s ‘subversigermon to Dorian in Chapter Ond:He
terror of society, which is the basis of moraie terror of God, which is the secret of
religion — these are the two things that goverri surray, 61, italics added)



4. CONCLUSION

As it has been stated and proved at the begjrofithis paper, there is an obvious influence
of Ch.R.Maturin’sMelmoth the Wanderarn O.Wilde’sPicture of Dorian Gray This
influence has not only been validated by manyasiéind by the fact that Wilde demonstrably
knew his great-uncle’s work and was emotionallyremted with this piece of work (Wilde’s
chosen pseudonym ‘Sebastian Melmoth’). This infogehas also been validated by obvious
links between the two works, the links that haverberiefly mentioned in Chapter Two and
analyzed in Chapter Three.

Firstly, both pieces of work contain typical Giatelements. As this paper has proved,
Wilde has not probably taken these Gothic elemeut$rom his fin-de-siecle contemporaries
becausd@he Picture of Dorian Grayas firstly published in 1890 (before most of his
contemporaries’ works).What is more, Wilde firstgme out with the story when telling it to
George Maxwell, when he(Maxwell) was a chitdneans in 1980s or even 1970s, while
Wilde’s fin-de-siecle contemporaries Wells, StevemndMachen and Stoker published their
fin-de-siecle Gothic novels in 1896, 1886, 1894 2887.

One of the most significant Gothic elements @nésnThe Picture of Dorian Grayas well
as inMelmoth the Wanderers the theme of moral corruption and degeneratioMaturin’s
work, moral corruption and degeneration are cabye@pressing natural human affections.
This often makes people try to compensate thesgaldtuman needs and desires by the
artificial and corrupted ones, such as the neegdarer or even sadism. According to
Maturin, “those, who by their vows are excludedirthe interest, which natural affections
give us in life, must seek for it in artificial oséor pride and domination” (Maturin,176), as
he explicitly proclaims in the letter, Juan Moncadate to his brother Alonzo in "The Tale
of the Spaniard”. This Maturin’s view is proclaimiaplicitly many times during the novel.

In this context, Maturin connects the above moeeid compensations for those suppressed
natural affections by the artificial, corrupted smneth the whole system of the Catholic
Church, including its sub-institutions. The corioptby power and wealth, accompanied by
cruel and heartless behavior, is connected espewitdh the Spanish Inquisition. The need
for power, sadism, cruelty and heartlessness igioresd mainly in Stanton’s tale and “The
Tale of the Spaniard”, as it has been sustain€hapter Three in the extracts which deal
with the inquisition. Corrupted, artificial needsdabehavior is also often mentioned by
Maturin in connection with unnatural surrounding$she Spanish monasteries. Especially,

“The Tale of the Spaniard” includes many obvious bn corrupted, cruel behavior of the



monks and their superiors, as it has been mentiandgroved by the quotations of the
extracts dealing with the narration consideringdahesl punishment of the two revealed
lovers, or by terrible ways of torture of Alonaa.connection with the artificial need for
power as a compensation of natural affections, Kraalso mentions so called “Directors”,
who, according to Maturirwere often misusing their power, as it has beemwshn Chapter
Three by the extracts taken out from “The Talehef $paniard” and from “The Tale of
Immalee”.

The theme of moral corruption and degenerasdgpical for a fin-de-siecle Gothic
Decadent novelhe Picture of Dorian GrayThis theme is linking both pieces of work.

In The Picture of Dorian GrayVilde tightly connects the theme of moral corroptand
degeneration with the liberation from all moralued, especially with the (homo) sexual
liberation which is, according to many critics, luding Clausson, the central element of the
self-development proclaimed by Wilde mainly by ntoaf Lord Henry, especially in his
(Lord Henry’s) principal sermon to Dorian in Chap@ne of the book. In Chapter Three of
this paper, Dorian’s continuing Decadent degenamat described, as well as the symbols
that reflect it.

The most significant symbol reflecting Doriam®ral corruption and degeneration is his
portrait. The picture of Dorian Gray not only be@srhideous, reflecting Dorian’s ageing and
mainly his infamy but it also reflects his degeti@raby another characteristic of the portrait,
and it is its weight. Nassaar points out the refethip between the growing weight of
Dorian’s portrait and his degeneration. Nassaawnsli@tention especially to two scenes,
which having been contrasted, reflect Dorian’s panhg degeneration. The first scene deals
with the moment when Dorian has let his portraibéaremoved to the attic. The scene
reflects the fact that the Dorian’s picture haddme ‘something of a load to carry’ by having
been burdened by Dorian’s descending into.Sihe second scene, Nassaar emphasizes, is
the final scene of Dorian’s death, when, accordindassaar, ‘the crash Dorian’s servants
have heard’, was not only the crash of the deag batimainly the symbol of ‘the

transference of all his (Dorian’s) sins onto himnfrthe portrait’.

Wilde also used other elements to reflect @neemphasize Dorian’s descending into
degeneration. Firstly, it is the bestial murdeBaskil. The way Dorian murdered Basil and
then handled the body, associates Jack the Ripgtgtes Wilde used this association,
according to Nassaar, as the artistic instrumehigiwemphasizes Dorian’s descending to

bestial, murderous, lower level of existence. SdbgrDorian visits derelict, hideous districts



of London tenanted by the lowest classes of theegodvioreover, he visits the underworld,
including opium dens that serve as a significantlsyl of his degeneration. In this context,
Wilde uses the association with hideousness, gesssuleterioration and evil, again to reflect
and to emphasize Dorian’s degeneration from a feethed, respectable upper-class to a
lower-class, even ape-like level of existence, lasi€son argues. Last but not least, Platizky
points out the relation between Dorian’s degenenatind the changing character of his
collections. As Dorian’s degeneration continues,dallections deteriorate.

In the context of Decadence, connected withatnmorruption and degeneration, the motif
of so called ‘cyclical sin’ is important. Accordirig Michael Kaylor, “the ‘culmination’ of
corruption is its own replication, tempting andregting Innocents until those Innocents
themselves become Decadents capable of temptingaangoting in turn”, as it has been
validated in Chapter Three by quoting the extr&cis The Picture of Dorian Graghat
consider Lord Henry’s expression of the attracbbmfluencing someone else or “Dorian’s
corrupting of many young men, especially aristatat

Another element linking both pieces of workhattboth works include homoerotic
impulses. Maturin’Melmoth the Wanderencludes at least three homoerotic impulses. The
first one is the relationship between Alonzo Moncadahasdrother Juan from “The Tale of
the Spaniard”. As Alonzo’s utterances, considehisgorother Juan, sustain, Alonzo’s
relationship to his brother is very intimate andading to Holland, includes obvious
homosexual hits. As Holland observes, Alonzo eetistiizes the relationship between him
and his brother Juan. The second, demonstrably o impulse present Melmoth the
Wanderer s the relationship between a woman disguisedmsr&k and another monk, also
included in "The Tale of the Spaniard”. The elensesfttheir relationship associating
homoerotic impulses have also been mentioned imttract fromMelmoth the Wanderean
Chapter ThreeThirdly, the tale of Frau Paolo includes the most signiticeomosexual
impulse, especially the extract that, accordinglétland, fetishizes the Saint Sebastian figure
of a young monk, the extract, which emphasizesrtbek’s sacrificial role and the extract
mentioning the bloody, exalted scene when the yooogk, is personifying the role of a
victim of the society covered with blood, beautifulits state, which obviously associates
“the favorite holy of homosexuals” Saint Sebasticcording to HollandMelmoth the
Wandererincludes more homosexual hits, to be more pretligegis&m relationship”
between Alonzo and the parricide monk, where “@eioimacho’ figure dominates a

younger, gentler figure, who seems to enter irdgrapathy dependence”.



The homoerotic elements are mingled the wholeehof The Picture of Dorian Grayand,
according to some critics, including Clausson,ddetral element of Dorian’s self-
development is his (Dorian’s) revealing of his haeuality. It is unquestionable, there are
obvious homosexual impulsesTie Picture of Dorian Grayincluding Basil’s or Lord
Henry’s relationship to DorignBasil’s “secret” disappearances that Nassaargrdes as
Basil’'s homosexual relief, or the emphasized Dosiamique power over the young men,
especially aristocrats

Another typical Gothic element linkingelmoth the WandereandThe Picture of Dorian
Grayis the theme of mystery and horror. It is interggtihat although the theme of mystery is
one of the most significant features of Gothicrétere, both novels have in common that they
are both based on the only one explicit mysteredement and that is the central unifying
character and his portrait, it means the man wiscefther sold his soul to the Devil or has
pledged his soul for either the extension of lifeng with supernatural powers, in Melmoth’s
case, or for the extension of youth and for nohtghysically burdened by the age and
infamy, in Dorin’s case.

Maturin used the Faustian motif of a man whe ¢@ned something what is not naturally
set to be given by the God to a human being anéfibre Melmoth has been disowned by the
God and his soul has fallen for the hell. Nevedkg] Maturin has enlarged the classical
Faustian archetype by adding another element-tegilftty that the burden is transferable.

Wilde intentionally used the Faustian archetyply partly. Although Dorian was given
something, what is not naturally given by the Gm@d human being, too, this paper has
proved that, when considering the whole contexile# Picture of Dorian Gragnd Wilde’s
views, Dorian’s soul has not fallen for the helelonly Dorian’s punishment was to die and
by this act to return what he had unnaturally ot#di To return it where it belongs to,
according to Wilde, it meansto the art. As precisely summarized by Nassaaidé&/é
position has always been that: “An art that delweshe dark caverns of the soul and fully
explores and celebrates the evil within can rerbasutiful but a way of life that seeks fully
to translate inner evil into actor will, finally ase to the beauty and become an inescapable
nightmare.” SpWilde intentionally used the Faustian motif onlytba Dorian does not fall
for the hell. Nevertheless, the principle of thersunacy of art has to be fulfilled. Dorian
violated this principle by his fatal prayer. Hersd to prefer real life to art. Wilde
ingeniously handles the partly Faustian motif atie ‘portrait of the damned man” when

expressing the conflict between the two basic,rektttemes of his Decadent novel. It is the



theme of self-development and the theme of degeaerdVhile Dorian lives his real life in
accord with self-development, ignoring any morduea, his portrait reflects by increasing
hideousness and growing weight his (Dorian’s) degaion. Dorian seeks to translate inner
evil into action and the portrait bears the burdthis sins. The final scene of Dorian’s death
is then the climax, when the principles, Wilde paoued, are fulfilled. By stabbing the
portrait, Dorian kills his own, corrupted soul, ki sins fall onto him and the picture, “a
perfect example of a Decadent art”, is restoredirsboth works the burden is transferable
which is another element linking both novels. Big thction, two basic principles are fulfilled.
Firstly, the supremacy of art and secondly thegpie (connected with the first one) that in
art, evil can be explored and even celebrated ahdeynain beautiful “ but a way of life that
seeks fully to translate inner evil into actor wilhally cease to the beauty and become an
inescapable nightmare.”

The central, unifying character of the Devillsamt is connected with another element
linking both works. It is the portrait of this Désialliant. Both of the mysterious portraits
have some characteristics in common. Both of thensapernatural, both are alive in a way
and both are hidden, as the extracts from bottegief work initiated in Chapter Three
show.

There is one more typical Gothic element, defibg Anne Williams in her worklt Art of
Darkness: A Poetics of Gothjahat is present in both pieces of work. It isheracter of a
vulnerable and curious heroin. Melmoth the Wanderea vulnerable and curious heroin is
represented by Immalee. In Maturin’s work, Immadeailnerability and curiosity is
expressed implicitly many times during “The Taldmimalee” and even explicitly in the
extract quoted in Chapter Three.Tlhe Picture of Dorian Grgythe element of a vulnerable,
curious heroin is represented, according to ClaydspDorian himself, at the stage when he
(Dorian) was still innocent and unspotted by sgcighis has been confirmed by the extracts
from The Picture of Dorian Grathat deal with the attitude of Basil and Lord Hetoy
Dorian. Both extracts include obvious homosexutdl. I€lausson’s theory about the
transformation of the character of a heroin intgiBis probably partly based on this fact.

Another very important link between the two werk connected with the theme of the
criticism of those principles and institutions otgety that suppress natural human needs and
desires. As mentioned above, during the whole ndxaturin expresses the view that
suppressing of natural human needs and desiressmpakgle try to compensate them by the
artificial and corrupted ones, such as the neegdarer, domination, cruelty or even sadism.

Maturin expresses this view even explicitly in teéer Juan Moncada wrote to his brother



Alonzo. Although Maturin highly respects the Bibdes, the only source of the God’s laws, of
the good and the truth, Maturin blames people apeaally some institutions of misusing
and misinterpreting the content of those “pure page¢hat book” (the Bible).

Maturin’s criticism is focused on the whole systehthe Catholic Church and its sub-
institutions and the intense sectarian conflicttivia blames the Catholic church of

corruption by power and wealth and consequentlgriieizes its sub-institutions.

Maturin’s opposition is focused on the Spanish Isigjon, as tellingly expressed in Chapter
Three of this papefor example, when describing the fire of the bimi¢gdof the Inquisition:
“(...) the tremendous monument of the power, and eriamd gloom of the human mind”. In
the same context, Maturin criticizes the unnatswatoundings of the Spanish monasteries,
full of people changed into cruel, heartless cnestuas the extracts froltelmoth the
Wanderer, considering Alonzo’s or Frau Paolo’s cruel togturonfirm.

Maturing also blames so called “Directors” ( costas) of misusing their power in the same
context, as it is shown in "The Tale of the Spattiiar in “The Tale of Immalee”.

Wilde, as well as Maturin, criticizes in Heécture of Dorian Graythose principles and
institutions of the society that suppress natusahéin needs and desires. In Wilde’s case, it is
the hypocritical Victorian society that he critieg, especially in the context of self-
development and consequently (homo) sexual limaratilde’s view which includes the
criticism of the society that suppresses humansaad desires has been illustrated mainly
by the quotation of Lord Henry’s principal sermorDorian in Chapter Onehe Picture of
Dorian Gray, in which Lord Henry not only proclaims self-devetoent , including implicit
(homo)sexual liberation but he (Lord Henry) evehaxs to breaking the laws that he calls
“monstrous”, obviously hitting on The Labouchere émdment that criminalized homosexual
relationships. Wilde’s opposition against the piphes of the Victorian society is also
tellingly expressed by his following impressiveentt‘The terror of society, which is the basis
of morals, the terror of God, which is the secfaktigion- these are the two things that

govern us.” (Murray, 61)



Resumé:

Ackoli je vliv Maturinova dilaMelmoth Poutnilna Wildiv romanObraz Doriana Graye
obecr uznavan, nebyla doposud provedena hlubsi anabgjacsti mezi obma dily. Cilem
této prace bylo popsat a naslé@malyzovat pravtyto spojitosti se zadienim na zfisob,
jakym Wilde pouzil gkteré prvky dila svého vzdalenéhisquzného fi tvorbé vlastniho
dekadentniho romanu.

Existenci vlivu MaturinovéMelmotha Poutnikaa Wildiv Obraz Doriana Grayeotvrzuji
nejen renomovani kritici. @ezitou roli zde hraje i skuteost, Ze Wilde dilo svého prastryce
prokazatels znal, jak uvadi nagklad Richard Ellmann, Wililv piedni Zivotopisec. A co vic,
Wilde byl s timto romanem emociondlgpjat (pseudonym Sebastian Melmoth, ktery si
Wilde zvolil po svém propushi z wzeni, a jehoZ souvislost s Maturinovym romanem
potvrzuje mimo jiné i Wilde sam v jednom ze svydpid).

Krome prokazané skudeosti, Ze Wilde dilo svého prastryce znal a bylns dokonce i
emocialrt spjat, jsou zde zjevné prvky spojujici oba romatigdevsim, Maturifiv Poutnik
je obecr povazovan za jeden z nejuznakjdich gotickych romain Jakkoliv obtizné je
zaradit Obraz Doriana Graygeco se zanru tg, obech je toto Wildovo dilotast&né
povaZzovano row¥ za goticky roman.

Ok knihy obsahuji zjevné spdalee gotické prvky. Jednim z nejvyznagjgich je téma
moralniho Upadku a degeneracgetwe homosexualni tématiky.

V Melmothoviuvadi Maturin jako zdroj moralniho Upadku a degacerzejména
potlatovani girozenych lidskych paeb a tuzeb, které podle Maturina vede k utrpendneb
k tendenci kompenzovat tytdippzené, Bohendlovéku dané touhy, ustymi, negirozenymi
a zkazenymi jako je naéixlad touha po moci nebo krutostjpadre i sadismus. Z pottovani
piirozenych lidskych pdéeb a tuzeb obxiuje Maturin spolénost a pedevsim ikteré jeji
instituce.

V této souvislosti kritizuje cely systéem katddéccirkve, picemz zanstuje svou kritiku
hlavre na Spaslskou inkvizici, nepirozené prosedi Spaslskych klastei, a rovigz institut
takzvanych Domacich zpéaniki.

Spasdiskou inkvizici Maturin ote¥ens oznauje za instituci kriminalni povahydasto
upozonuje na jeji nelidskost, krutost, zkorumpovanost nzbohatstvim, a nechybi ani
otewené obvigni ze sadismu.

Maturin rovrgz kritizuje nepirozené prosedi Spasiskych klastei, plnych lidi, znénénych
témito negirozenymi podminkami a pottavanim girozenych pateb v kruté, nelidské
kreatury.

Ve stejném kontextu kritizuje (Maturin) institiatkzvanych Domacich zp&iniki. Uvadi
zde ogt potlatovani grirozenych lidskych sklaina naslednou snahu kompenzovéatgzené
lidské touhy unilymi, v tomto gipadt zejména touhou po moci.

Téma moralniho Upadku a degenerace je typiak@\piduv Obraz Doriana Graygobecr
povaZzovany za nejvice dekadentni roman devater@stéleti. Nicmé#, Wilde, na rozdil od
Maturina, spojuje moralni Upadek a degeneraci zegnseosvobozeni se od vSech
spol&enskych, moralnich hodnot, a to zviéStosvobozenim se od tehdejSich sfmtekych
pravidel (a dokonce i zakéhzakazujicich homosexualni vztahy. Podle mnohikrivéetns
Nilse Claussona, je dokonce i@stnim motivem Dorianova ,Zivelného vyvoje“ddomeni si
jeho (Dorianovy) vlastni homosexuality.

Téma osvobozeni se od sgeleskych pravidel a zakdmamienych proti
homosexualit,ve spojeni s tématikou degenerace, je relaitasté v dekadentnich romanech
té doby, které jsou obvyki@zeny do literarniho stru- Renesance gotické literatury. Na



tomto mist by mél zaznit nazev Stevensonovy kniRgdivny gipadDr. Jekylla a pana
Hydea jako jednoho z nejvyznamysich dtl daného literarniho sénu.

V Melmothovijsou vy3e zmigné homosexudlni prvky obsazeny zejména ve ,8paé
piibehu”. Patrick Holland v této souvislosti upo#aje gredevsim na velmi intimni (skryt
homosexualni) vztah Alonza k jeho bratru Juanobionea fetisizaci postavy Sv. Sebestiana
(,oblibeny svaty mezi homosexualy“), representowakivavym umdenim mladého mnicha.

Obraz Doriana Grayge homosexualni tématikou zcela napinKrong Gstedniho tématu
vySe zmigného ,zivelného vyvoje“(self-development), sp@jici zejména v wdoneni si a
(realizaci) vlastni (Dorianovy) homosexuality, jsoae i dalSi zjevné homosexualni prvky.
Jedna se ndjklad o vztah Basila nebo Lorda Henryho k Dorianmso vyjimé&nou
(sexualni) moc Doriana nad mnoha mladymi muziz@ikaziuje Nils Clausson.

DalSim dilezitym gotickym prvkem, spojujicim éldila, je atmosféra tajemna, mystiky a
hrazy. Konkrétrg, Ustednim mystickym prvkem je postava muze a jeho nkapic portrétu,
ktery buf’ prislibil nebo gimo zaprodal svou duBiablu, bul’ za prodlouzeny Zivot spolu
s nadpirozenymi schopnostmi (Melmoth), nebo za prodloézenadi a zachovani fyzické
krasy (Dorian).

V Maturinow Melmothovise jedna o Faustovsky motiv muze, ktery zaprodal slusi
Déblu za ®&co, co neni jinak lidské bytosti Bohertirpzers dano. Poté se hoiB zekne, coz
je reprezentovano obvykle propadnutim duse onohteiéblu nebo peklu. Maturin
nicmeére obohatil tento klasicky Faustovsky archetyp o npiiek, a to 0 moznost
prenositelnosti tohotoftbmene na jinou lidskou bytost.

Wilde rovreéz pouzil Faustovsky archetyp, ovSem jentast&ne, jak tato prace prokazala.
Dorian sice také obdrzeEeoo, co neni Bohemipozere dano lidské bytosti, ovSem
v kontextu Wildova dekadentniho romanu, Dorianowgednepropada peklu. Musi se pouze
naplnit princip nathzenosti urgni realnému Zivotu, proti kterému se Dorian svym
pranim/slibem vzefel. Wilde dimysirg pracuje gast&€né Faustovskym archetypem a reé¥n
portrétem ,prokletého muze'fipvyjadieni konfliktu dvou Usednich témat jeho dekadentniho
romanu, kterymi jsou ,zivelny vyvoj* (self-develomnt) a degenerace.

Zatimco Dorian ve svém Zivotiplatiuje princip ,Zivelného vyvoje” (self-development)
spojeny s ignorovanim jakychkoli moralnich a mratndéasad, jeho portrét zobrazuje jak
vizualrg, tak i svou rostouci tihou, Dorién moralni Upadek, degeneraciidchy.

Na tomto mist je dilezité zminit, Ze Melmotlv portrét a obraz Doriana Graye maji
nekteré spoléné charakteristiky. Oba maji nattpzeny charakter, oba jsou svymigpbem
Zivé a oba jsou ukryté. Zatimco Melmothportrét je relativa staticky, Wilde obohatil
Dorianiv obraz o dalSi rozén — Dorianiv portrét, jak bylo uvedeno vySeigbira lemeno
Dorianova starnuti, ale zejména jelitcchy a moralni Upadek a degeneraci.

Zawrecna scéna, znaziujici Dorianovu smrt, je tak nagnim principi, které Wilde
hlasal. Probodnutim portrétu Dorian zabije svouaiwou dusi, jehoiichy dopadnou na
jeho €lo a obraz (uréni) je ot krdsny. Napluje se tak princip n&dzenosti uréni nad
realnym zivotem a zarouigorincip, ktery Wilde roviz hlasal: Zlo Ize objevovat i oslavovat
v uneni, aniz by tim utrgla krdsa uréni, nikoliv v realnim Zivat.

Atmosféra tajemna a nadpzena je tedy v obou dilech expligitrepresentovana pouze
ustednimi postavami a jejich portréty. Atmosférazy je zastoupena v mnoheri$i mie.

V Melmothovi hiiza prameni zejména z brilantnich pagesozitki lidi, ktefi se ocitli
v extrémr zoufalych situacich. Popis jejich utrpeni vyivd@tmosféru hizy hlavre diky
Maturinow vyjimec¢né fantazii a psychologickému vhledu do pibgithto trpicich lidskych
bytosti.

Wilde pracuje s prvkem tizy jako s undleckym nastrojem, ktery mu umidje zdiraznit
hloubku Dorianovy degenerace. Nejvyznaam prikladem tohoto ,postupu” je bestialni



zpasob, jakym Dorian zavrazdil Basila, a jak poté adkl s jehodem. (Oboji asociuje svou
hraznosti a provedenim vrazdy Jacka Rozpateya

Poslednim gotickym prvkem, spétgm okEma ditim, je postava zranitelné, &lavé
hrdinky, v Melmothovi pedstavovana Imali. Wilde tento prvek, podle Clanaso
transformoval do postavy Doriana, ve chvili, kdy (orian) jeS¥ nevinny a s¥tem
neposkvrgny.

Jak jiz bylo zmineno, Maturin kritizuje spdh®st, gedevSim Bkteré jeji instituce
(katolicka cirkev), za pottavani girozenych lidskych tuzeb, coz vede k vySe zmjm
nasledkm. Toto je dalSi dleZitd spojitost mezi atma dily. Stejg tak Wilde kritizuje
spole&nost za potléovani grirozenych pateb a tuzeb. Willlv postoj vystizg ilustruje
nésledujici epigram weny asty Lorda Henryho: ,hrza ze spoknosti, cozZ je zaklad
mravnosti, a hiza z Boha, coz je tajemstvi naboZenstvi, - to dvésgi ovliada.”
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