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Summary

Androgyny evokes nowadays a plethora of imagesagedciations. In order to
discover the meaning of ‘androgyny’ conveyed tdatg of the so-called
Decadent literature movement | found it necessagive a brief history of the
term. However, two androgynous images — ‘hermaptecand ‘asexual’
androgyny — have always co-existed and were edjyeiciavogue in the
literature of the Fin-de-Siecle period to denoteearerging homosexual identity
and especially so in the works of Oscar Wilde.

In order to illustrate this | take a psychologiapproach in an analysis of
androgynous literary figures based on R.D. Lainlgéories. Particularly ifhe
Divided Self Laing shows what kind of behaviour patterns sétised
individuals display, prone as they were to suffgfiom a heightened
consciousness of the ‘self’. In particular, chagesihot necessarily conforming
to one or the other gender are determined by oestages of ontological
insecurity which can be traced in androgynous dahars in Decadent literature.

In this context ‘Camp’ plays an important role, eog/ny being one of its
central images. Because signs of effeminacy in wene the first visible signs
of homosexuality, | examine how ‘camping it up’ wvasethod of dealing with
their stigma.

The first and most well-known male image associatgd what we would now
term ‘Camp’ is that of the dandy. There are sevisrads of the dandy and each
of them undergoes an analysis as to whether thaaicopsychological signs of
stigmatisation.

The same procedure is applied to works of autlrora the period of French
Decadence of the nineteenth century and otheatitevorks which influenced
Oscar Wilde. It was there where an increasing palpcgjisation of protagonists,
and especially also stigmatised characters firgabéo be recognised.

| will demonstrate how much Oscar Wilde was gremtfiuenced by the literary
French Decadent tradition of shifting the outett pboan inner plot. In particular
in The Picture of Dorian Graybut also in his other works, this becomes clear
by referring to R. D. Laing’s categories of psydwtal character studies which
display, as in Wilde’s works, the effects of stigoaaised by a gender non-
conforming identity.
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1. Introduction

The central figure which triggered off my reseanchandrogyny was the
literary persona of Dorian Gray in Oscar Wild&ise Picture of Dorian
Graywho, with his androgynous beauty, attracts both arehwomen

alike. Dorian’s main characteristic is his elusigs® which, | believe, has
also been an integral part of his fascination famegations of readers and
researchers. This fact spurned me on all the noopenthim down and to
arrive at a conclusive interpretation of why Donaas considered to have
such a corruptive influence over other men. Acaaydo Alex Ross in his
recent article foThe New Yorkeér this aspect shocked Victorian sensibility
in particular and led to Wilde being cross-examiatdis trial in 1895 as

to whether or not his only novel was a ‘sodomitisabk®. More than 100
years later it still puzzles me why Dorian was edeed to be such an evil
character. It could not solely have been, as matigsuperficially

repeat, the fact that Dorian has affairs with memwall as women. If both
partners have their share of fun and, as is usitlal'affaires’, keep quiet
about it, this would not result in Dorian becomswgh a diabolical figure,
even causing some of his partners to commit suithdi Self, in his novel
Dorian - which can be regarded as a twenty-first centergion ofThe
Picture of Dorian Gray identifies Dorian as an evil psychopath but denie

the reader any insight as to how this has cometabou

The first interpretations ofhe Picture of Dorian Grayhen taking a
psychological approach used the ‘Narcissus mythhes basis. Wilde
himself initiated this approach when he comparesdddGray to
Narcissus: ‘Once, in boyish mockery of Narciss#shad kissed, or

! Alex Ross, ‘Deceptive Picture: How Oscar Wilderpedl over “Dorian Gray”The New Yorker
(August 8, 2011), p.64.

% Merlin Holland Irish Peacock & Scarlet Marquess: The Real TaDscar Wildg London:.Fourth
Estate, 2003), p.97.



feigned to kiss, those painted lips that now smilecruelly at him?

Under the influence of Sigmund Freud, who saw iarem as a typical
trait in the development of any young homosexunm,rtarcissistic
character of Dorian became inextricably linked wittmoerotic inversion.

It is not surprising, therefore, when W.H. Audenoyhs a homosexual and
an artist saw himself in a similar situation to tdldeduces that ‘the artist
and the homosexual are both characterised by tegittan-normal

amount of narcissisn? However, Dorian Gray, through most of the novel
being aware of the real ‘picture’ of himself, is @ case of self-loathing

than of narcissism.

Until recently psychoanalytic interpretations oflé’'s works, as for
example Melissa Knox's book entitl€scar Wilde: A Long and Lovely
Suicidé or Ashley H. Robinsattempting in the same vein to arrive at an
explanation for Wilde’s irrational behaviquake the biographical details
of Wilde’s life as their starting point. In conttaghen | myself analyse
androgynous characters in Wilde’s works and alsather works of
authors belonging to the literary Decadent moveidny to avoid a
biographical approach and keep first of all focdgsemarily on what |

find in the author’s texts. Only when | feel itlhe absolutely necessary or

particularly enlightening do | make use of biograpghinformation.

% Oscar WildeThe Picture of Dorian Gray : An Annotated, UncemsbEdition ed. By Nicholas Frankel
(Cambridge, Massachusetts: The Belknap Press ofrthiJniversity Press, 2011), p.164.

“W.H. Auden, ‘A Playboy of the Western World: Ssdar, the Homintern Martyr’, iRartisan Review
17 (1950), S. 391.

®> Melissa Knox, Oscar Wilde: A long and lovely suicifilew Haven & London: Yale University Press,
1994).

® Ashley H. RobinsQscar Wilde: The Great Drama of His LifBrighton: Sussex Academic Press,
2011).



In his bookKunst und Krankheit in der Psychoanaly3esef Rattnéalso
begins his chapter on Wilde by trying his handsstchoanalysing Oscar
Wilde. He is the first to mention the concept aftalogische Unsicherheit’
(Rattner, p.90), i.e. ontological insecurity in oestion with Wilde and
abandons the old Freudian cliché of narcissisnedddthe self-contained
and often quite autistic impression one gets of@gyghous characters in
nineteenth century literature could very easilylleae to the premature
conclusion of dealing with narcissistic traits. Hoxgr, as | will explain, on
the contrary, it has to do with the various aspet&igmatisation and
ontological insecurity. In contrast to Melissa Knbsee no underlying
death wish as the driving force in Wilde and hisrlry characters, but | do
detect in the many androgynous characters in ‘@@utliterature a
psychological mechanism maintaining the precariself’ of an

individual.

Over the last decades, attempts to analyse Osdded/literary oeuvre
from a psychological point of view seem to have enor less petered out.
In the latest overviews with regard to recent &itgrcriticism on Oscar
Wilde undertaken by lan Sm3IMelissa KnoX and Frederick S. Rod¥nh
no category featuring psychological or psychoamnadyinterpretations is
included. This is probably due to a lack of puldimas covering that topic.
| locate my own research in a field covering aspbetween psychological
and gueer theory, as | can detect behaviour patteworks of authors
even before Wilde which point to stigmatised fomhsleviant sexuality.

To me it seems that a psychological approach t@QOafklde is so closely

" Josef Rattneunst und Krankheit in der Psychoanalyed. by Gerhard Danzer (Miinchen:
Quintessenz Verlag, 1993), pp. 59-97.

8 lan Small, Oscar WildeRecent Research. A Supplement to ‘Oscar WildelRes' (Greensboro: ELT
Press, 2000).

° Melissa KnoxOscar Wilde in the 1990s: The Critic as Creatblew York: Camden House, 2001).
1% Frederick S. RoderRalgrave Advances in Oscar Wilde Studidew York: Palgrave Macmillan,
2004).



bound up with gay studies and queer theory thanthardly feature any
longer as a distinct category of its own.

In order to discover the meaning of androgyny cgrdeby authors of the
so-called Decadent literature movement in the eeh century, it is
necessaryo give a brief history of the term in the firstagiter. Androgyny
evokes nowadays a plethora of images and assadattowill then
become obvious what coded references were conu®yaddrogynous
images in Oscar Wilde’s time, when the word andnygyas hardly
current. Homosexuality could not be and was néethlbbout in public and
the word homosexual was not used then to identifyiadividual person.
Nowadays, the most recent example of androgyny intighvhat is
described as ‘gender bending’, visualised and @uméd in the seventies
by ‘glam’ rock stars, in the eighties exemplifiedthe New Romantic
movement, and over the last two decades possilbppiied in

metrosexual media celebrities such as David Beckham

It was Francette Pacteau, however, who pointethatitandrogyné” is an
elusive abstract term often defying definitionislup to the individual what
he/she perceives as androgynous and what qualgrebe associated with

him/her.

In our present day reality when identifying the meg of the term
androgyny it is also important to differentiatérdm hermaphroditism.
Today both terms are often confused with one ampittach has to do
with the fact that in former times they were usaerichangeably. In fact,

whereas ‘androgyny’ relates to someone’s psychokbgnake-up,

! Francette Pacteau, ‘The Impossible Referent: Reptations of the Androgyne’, in Victor Burgin &
James Donald & Cora Kaplan (eds:prmations of FantasgNew York: Methuen, 1986), p.17.



‘hermaphroditism’ describes the genetical and plafsappearance of an
individual who, for example, to a certain degresptilys both male and

female genitalia.

In Ingrid Sell’s dissertation entitled ‘Third Gentfg, in which she attempts
to categorise real forms of androgyny, the neaggtoach to visible
androgyny are transsexuals or ‘transgender’ indiaisl However, Sell
emphasises that the outward combination of masealnd feminine
characteristics tell the observer nothing about tpender identity (Sell,
p.33).

The word androgyny itself is made up of ‘andro’ agyha’, which in

Greek means ‘femininity’ and ‘masculinity’. In foentimes most concepts
of androgyny used to rely on this simple gendeatyinl will briefly quote
examples which venture to move beyond this tragitidoipolar concept of
androgyny, such as, for example, Kate BornsteilghL.Bowery or the
artist duo Eva & Adele.

But going back as far as the history of androgynancient times is
concerned, in his bodgexual AmbivalenégLuc Brissonhas undertaken
intensive studies where he states that being duxaeswas purely a
prerogative of gods in ancient Greece. Thus inccafbuman babies being
born with both male and female genitalia, this wdsrpreted as a sign of
divine anger (Brisson, p.147). Later, during therfaa Empire, this

superstition was explained away and, as describ@etronius’s

2|1ngrid Sell, ‘Third Gender: A Qualitative Study tife Experiences of Individuals who identify asrggi
neither Man or Woman'(unpublished doctoral theSisiversity of Ann Arbor (Michigan), 2001).

13 Luc BrissonSexual Ambivalence: Androgyny and HermaphroditistBraeco-Roman Antiquity
(Berkeley & Los Angeles: University of Californiadds, 2002).



Satyricont?, such intersexed individuals were often put opldig for

financial gain.

The first two myths that dealt more extensivelynsaandrogyny were
described by Plato in tt@ymposiui and by Ovid in his

Metamorphosé& Plato’s complementary model of androgyny was pised
the second half of the nineteenth century, as s basthe theories of some
of the first early sexologists. Richard von Krdfting, Havelock Ellis and
later on Heinrich Ulrichs identified homosexualitgt as a same-sex
practice, but as a form of psychic androgyny. Adougly Krafft-Ebing
coined the term ‘inversio#’ implying that, in early puberty, an
individual’s brain centre had been inversely atgdaso that men felt
themselves inwardly female and vice versa. Howauetft-Ebing still
regarded such inverts as ‘sick’, whereas Elislopted a more positive
approach and did not regard such an anomaly asydarty pathological.
He even went so far as to interpret this androgjfrthe psyche as a sign of
genius. Karl Heinrich Ulrichi§ was obviously influenced by Plato’s
Symposiunas it was there that he got the idea for his ntareh ‘Uranian

love'.

In The Modern Androgyne Imaginatidisa Radé’ gives a comprehensive
overview of all the above-mentioned early sexolsgand their definition

of psychic androgyny. Much earlier in a chapteitkxd ‘The Intermediate

4 petroniusThe Satyricontransl. by P.G. Walsh (Oxford: Oxford Universiyess, 1997).

!> platon,Das Gastmahl oder Von der Liet®tuttgart: Reclam, 1979).

' Ovid, MetamorphoserLateinisch/Deutsch (Stuttgart: Reclam, 1994).

" Richard von Krafft-EbingPsychopathia Sexual{@892), transl. by Charles Gilbert Chaddock, #th e
(Philadelphia: F.A. Davis, 1908).

'8 Havelock Ellis,Studies in the Psychology of SBXiladelphia: F.A. Davis, 1915), p.196.

19 Karl Heinrich Ulrichs Forschungen (iber das Rathsel der mannmannlichdret . Gladius furens,
VII. Memnon,. Vol.8 (Hamburg: Mannerschwarm, 1994).

% Lisa Rado;The Modern Androgyne Imagination: A failed Sublii@karlottesville: University Press of
Virginia, 2000), p.15.



Sex’ in his book_ove’s Coming-of-Age&Edward Carpentéralso discusses
in detail Ulrich’s nomenclature of the differentiias of Uranian love.
Carpenter also deals with homoerotic but nevertisatelibate relations
between men which were known under the name of clawalry’ or
‘higher sodomy’. These terms are useful when anafylsomoerotic

relations in works by Walter Pater and Oscar Wilde.

Such real life studies regarding these various soofrandrogyny carried
out by the first sexologists were, according toftist volume of Michel
Foucault’s History of Sexualityessential in constituting and defining a
homosexual identity. Previously all kinds of abnathsexual relations had
been categorised as various forms of sodomy. Tdegraetion of a form of
psychic androgyny, ‘a hermaphroditism of the sBul/as central in

defining a homosexual identity.

It was the next generation of ‘sexual’ academicgsychologists such as
Otto Weininger and Sigmund Freud who separatedogydy from sexual
practice. They regarded androgyny as an anciert baman condition
which certain individuals would occasionally reveertit was finally C. G.
Jung for whom androgyny became an ideal stateyafis wholeness
where an individual integrates in his personatity ideal aspects of both
femininity and masculinity. Such a ‘Jungian’ andyogus character
became the ideal for feminists like Carolyn Heillprwho, in the early
1970s, inToward a Recognition of Androgyfiyoiced her hopes that it

would free the individual from the constraints i@fditional sex roles.

2L Edward Carpentet,ove’s Coming-Of-Agé_ondon: Methuen, 1914), pp.114-134.

2 Michel FoucaultThe History of Sexuality I: The Will to Knowledgdarmondsworth: Penguin, 1998),
p.43.

23 Caroly G. HeilbrunToward a Recognition of Androgyfiyew York: Knopf, 1973), pp.ix-x.



Particularly in her bookice Versat was Majorie Garbét who has
unearthed all the traces of Plato’s myth of ‘cortipte and ‘wholeness’

which are to be found in the field of modern psyogwy.

In contrast to Plato’SymposiumOvid’s myth concerning the nymph
Salmacis and the young adolescent Hermaphroditis Metamorphoses
IS not about a new wholeness and a psychic andydgyinconjures up
decadent and unhealthy notions of androgyny. Acagrtb Luc Brisson,
both the two protagonists come across to the reelsexually ambiguous
individuals, even before their final forced phys$igaion. However, Ovid’s
myth is also about competition, as Tracy Hargreavésmdrogyny in
Modern Literaturé and Achim Aurnhammer in his stuéydrogynié®
point out The struggle between Hermaphroditus trying to mgfemself
against Salmacis’s embraces is more than simpggh& for Aurnhammer
it is also an internal struggle of an adolesceaeinabting to retain his pre-
social, childlike, virginal innocence, whilst attsame time finding

pleasure by being simultaneously desired by both amel women.

Ovid’s myth depicting an unwholesome androgynyetéhtiates between
two completely different kinds of androgyny. Thesniot explicitly stressed
by either Marjorie Garber or Francette Pacteathénatter’s article

entitled ‘The Impossible Referent’ Pacteau onlythat the fact when she

127

talks of ‘dual sexual identity’ and ‘non-sexual miigfies] “*. We can

appreciate the different kinds of androgyny morgliekly when we view

24 Majorie GarberYice Versa: Bisexuality and the Eroticism of Everydife (London: Hamish
Hamilton, 1995), pp.207-236.

% Tracy Hargreaveg\ndrogyny in Modern LiteraturéHoundmills: Palgrave Macmillan, 2005), pp.1-2.
% Achim Aurnhammer, Androgynie: Studien zu einem Mat der europaischen Literatur (Cologne:
Bohlau, 1986),pp.9-23.

%" Francette Pacteau, ‘The Impossible Referent'amek Donald & Cora Kaplan (ed$prmations of
Fantasy( New York: Methuen, 1986), p.62.



certain Pre-Raphaelite paintings such as Dantei@abuossetti'sBeata

Beatrixor his picturé/enus Verticordia

In my thesis | would like to define one type of esglyny uniting both male
and female signifiers in equal shares on the phaybiady as
‘hermaphrodite androgyny’. In contrast to this, avhcall ‘asexual
androgyny’ is determined by neutralising all mabhel #emale signifiers.
However, what both types have in common is a sdffesency which
renders them independent of sexual desire. Botistean be applied to
both males and females. The fact that androgyngussss in history
seemed to have a self-sufficient aura about thera ge the idea to take a
closer look on the topic of celibacy. And indeedod examples for both
forms of female androgyny throughout the ages Ictctaod in Elizabeth
Abbott’s History of Celibac$f where she depicts different types of
feminine androgyny amongst early Christian womerastrays famous
female characters such as Florence Nightingaleam af Arc. In
nineteenth century decadent literature a promiagainple for a female
asexual androgyne would be the ‘femme fragile’antcast to the ‘femme
fatale’. As far as masculine androgynes are corckiihis the asexual type
which is far more prominent in fin-de-siecle niretéh century painting
and literature. Especially with Joséphin Péladdm praises the ideal of
being a male virgin adolescent. In art, particylanlpaintings by Simeon
Solomon, it is the male ephebes who are the mestajent just as the
protagonists in many of the works by the Germarcadent’ writer Hugo
von Hofmannsthal . In her bodkn-de-SiécleShearer We8t points out
that the male or female androgyne was a codedereferto what we

nowadays call homosexuality. The asexual male gyt could also be

%8 Elizabeth AbbottA History of CelibacyToronto: Harper Collins, 1999).
9 Shearer WesFin de Siécle: Art and Society in an Age of Utaiaty (London: Bloomsbury, 1993),
pp. 76-79.
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interpreted as a homoerotic but spiritualised eddldorm of love between

two men, better known at the time under the terrneiv chivalry’.

| also want to show that both these two major foofnsale and female
androgyny display behaviour patterns symptomaticise Erving
Goffman’s term, of a ‘discreditable stigni%’a stigma of social or sexual
deviancy which is for the outsider not immediatalible. | will base my
line of argumentation on R. D. Laing’s bodke Divided Selt where he
analyses schizoid behaviour patterns which devahapserve as typical
survival strategies of individuals living in untdat@ personal situations, i.e.
for example suffering from a discreditable stigifiae effect of such a
stigma is that a person cannot sustain a stabsesg#ndentity, is unable to
disclose his true identity in public and lacksranfsense of personal
autonomy. Laing terms such a condition ‘ontologinakcurity’ and he
detected three psychological processes which ptevstigmatised
individual from having close personal relationshipsgulfment’,
‘implosion’ and ‘petrification’. The outcome of dliese three internal
mechanisms is that an ontologically insecure imhligi develops a schizoid
condition, that is a false ‘public self’ and a résdut-up self’. As such an
individual is increasingly living through his soliyaaccepted but artificial
self, his real self and with it his sense of bealiye’ diminishes. A vicious

circle of all three mechanism ensues which canlyée overcome.

For setting Laing in a wider context in the fielidpsychology and
contrasting his approach with Freud, Daniel Bursttwook on Laingrhe
Crucible of Experiencé proved to be invaluable. Burston as well as

% Erving Goffman Stigma: Notes on the Management of Spoiled lgefhbndon: Penguin, 1990), p.14.
3 Ronald D. LaingThe Divided SelfHarmondsworth: Pelican Books, 1975).

%2 Daniel BurstonThe Crucible of Experience: R.D. Laing and thésiSrof Psychotherap§Cambridge
(Massachusetts): Harvard University Press, 2000).
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Laing’s son Adrian point out that Laing took ovketconcept of ‘the false
self’ from Sgren Kierkegaard’s treatiSeckness unto Death(1849).
Kierkegaard must have fascinated Laing, as he efrst to appoint the
strive for an authentic selfhood to become a cersisae in his studies,
thus gaining the status of being the father of mo@saistentialism.
Kierkegaard had almost 100 years earlier detecsachidar psychological
process he divided into two principles: a ‘femindespair’ of ‘not wanting
to be oneself’ and a ‘masculine despair’ of ‘wagtin despair to be
oneself'. In both cases the individual is unablgeoerate an independent
authentic self from within, but tries to live betlimauthentic masks.
Interestingly Thomas Wright iBuilt of Book&*, where he explores what
kind of reading influenced Oscar Wilde, alludeshte fact that he was
probably familiar with Kierkegaard’s works as histfmer read continental

philosophers in their original language.

Another survival strategy for stigmatised indivitkiand a way for them to
keep the self unharmed in a hostile environmentesom the form of
‘camp humour’. Christopher Isherwood in 1954 wasftrst who referred
in his novelThe World in the Evenifigto the fact that ‘camp’ is not only
about style, but also about something which is nmohe serious and
important to some individuals. While several pudticns, especially those
under the auspices of Moe Meyer and Fabio Cletegqatohat ‘camp’ was
inextricably linked up with a gay identity and siuigy, it was Chuck

Kleinhang® who realised that camp humour was instrumentadistaining

¥ Sgren Kierkegaard;he Sickness unto Deathondon: Penguin, 2008).

% Thomas WrightBuilt of Books: How Reading Defined the Life of @3#/ilde (New York: Henry Holt
and Company, 2008), p.96.

% Christopher Isherwoodhe World in the EveningMinneapolis: University of Minnesota Press,
1999),pp.110-111.

% Chuck Kleinhans, ‘Taking out the Trash: Camp arelRolitics of Parody’, in Moe Meyer (edThe
Politics and Poetics of Camhondon: Routledge, 1994),p. 187.
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a positive identity in the face of a hostile sogi@ynthia Morrilf” went
even further and tried to analyse camp humour kingsa Freudian
approach, comparing it with gallows humour. Fongay however a
deeper understanding what makes the ego so inallieeit is necessary
taking Sigmund Freud’s treatise dokes and their Relations to the
Unconsciousnto account. Freud there discovers what he teltslentious
jokes®®, which comprise also gallows humour and are sinil@amp
humour, thriving on releasing psychic pressuraillitbe shown that quite
similar to Laing, Freud also explains the reledsgsgchic pressure on the
basis of a split psyche with the aim to ward ofy @anssible discrimination

and to make suffering induced by stigma bearable.

The figure of the dandy, especially in Oscar Wigde&orks, has become
one of the central images of ‘camp’, to a greagmeixtor his special kind of
camp humour. The fact that a typical feminine pgatwve as ‘dressing up’
and elegance of behaviour is inextricably linkedniglh the image of the
dandy was the reason why he became one of theérsonifications of
androgyny. Particularly since Oscar Wilde, a famdarsdy himself,
became after his prison sentence the first recagl@shomosexual person
in public, the figure of the dandy has become dased with sexually
deviant behaviour. It was therefore interestintpte a closer look whether
patterns of ontologically insecure behaviour ccagddiscerned even before
that time in the dandy prototypes, pointing to agiole stigma.

Ellen Moers’s profound researchTine Dandy’ became the basis for
differentiating the different types: The prototygendy personified by
Beau Brummell, the so-called ‘Butterfly dandiesiogvned for showing

37 Cynthia Morrill, ‘Revamping the Gay Sensibility) Moe Meyer (ed, The Politics and Poetics of
Camp(London: Routledge, 1994).

% Sigmund FreudJokes and their Relations to the Unconscifiiendon: Routledge & Kegan Paul,
1966), p. 102.

%9 Ellen MoersThe Dandy: Brummell to BeerboHimondon: Secker & Warburg, 1959).
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off their outrageous clothes, and the intellectaldy exemplified by

Charles Baudelaire in France.

For taking a closer look at Beau Brummell, lan isf° biography proved
to be indispensable and a corrective to Jules Bati#aurevilly’s early
character study of Beau Brummell. When discusdwegritellectual type of
dandy exemplified first and foremost by Charles ddaire, it was Domna
C. Stanton’s analysis of thistocrat as Art' who backed my theory that
Beau Brummell, and to a much greater extent Baudeized by
dissolving their bodies to extinguish every signfof gender and class. In
such a way they represent regarding dandies tleedyfhe male asexual
androgyne. The ‘Butterfly Dandies’ however exemedtifin the early
nineteenth century the opposite category of thenaphrodite male
androgyne by uniting on their bodies male and fengainder signifiers. As
a twentieth century counterpart for them could ibsdovhat we nowadays
call metrosexuals, that is media stars like Dawwdkham who draw our

attention by adopting male and female traits alike.

In the 8" chapter of my thesis it is important for me towhehy the figure
of the androgyne began to feature so prominenthyneteenth century art
and literature of the Decadence. The Decadenceeashing for new
literary and artistic images which could shock lteergeois middle-
classes, making them thus aware of their self-eigint complacency. In
particular what Barbara Spackman in her artictdnenbookPerennial
Decaycalls ‘interversion$” were phenomena which challenged the basic
structure of a society that thrived on absolutéedtinces like for example

“%1an Kelly, Beau Brummell: The Ultimate Dandlyondon: Hodder, 2005).

“I Domna C. Stantor,he Aristocrat as ArfNew York: Columbia University Press, 1980).

42 Barbara Spackman, ‘Interversions’, in Liz Consta&lDennis Denisoff & Matthew Potolsky (eds.),
Perennial Decay: On Aesthetics and Politics of Drace(Philadelphia: University of Pennsylvania
Press, 1999), pp.35-49.
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male/female. Androgyny was one of these hybrid tants which
Spackman had in mind evading the logic of diffeeer®8ut apart from
adopting the stance of ‘épater le bourgeois’ tadaar from French authors
like Charles Baudelaire, it was also a new debnif genius, of the true
artist which paved the way for androgyny to be eisded with sexual
deviant behaviour. According to Richard Dellamardiis bookMasculine
Desire” it was first the art critic John Ruskin in Englanto completely
revised his former moralistic stance regardingaad artist when realising
his own unconventional feelings for a ten-yeargitltl and discovering
that the mind of an artist like that of his muclmaeéd painter J.M.W.
Turner was tinged with sexual or mental degeneraater in 1873 Walter
Pater in his book ofihe Renaissance: Studies in Art and Pdéeyplored
also the quality of artistic genius praising astiste Leonardo da Vinci
having a ‘unique temperament’ and thus portrayimgracters of a ‘strange
beauty’ and of a ‘doubtful sex’. Pater also sawhm androgynous quality
of da Vinci a prerequisite of artistic genius, #t®y excusing his own

homoerotic feelings.

Influenced by the brothers Edmond and Jules Gomciher authors of the
fin-de-siecle strove to portray their charactersardy as exact as possible,
but also thought to uncover their ‘I'états d’antee state of their soul and
thus taking Realism onto a higher level. This sefeak ‘hyperrealism’
which Arthur Symons described as an ‘intense saisciousness’,
furthered in authors of the fin-de-siécle the &iio give their readers

psychographs of their protagonists. The increasitegest of authors of the

“3Richard DellamoraMasculine Desire: The Sexual Politics of VictoridestheticisnChapel Hill &
London: University of North Carolina Press, 1990},19.

“Walter PaterThe Renaissance: Studies in Art and Pog@yford: Oxford University Press, 1985),
p.74-75.

“5 Arthur Symons, ‘The Decadent Movement in Literatuin Karl Beckson (ed.}Aesthetes and
Decadents of the 1890'§Chicago: Academy Chicago Publishers, 1982), p.135
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Decadence in individuals on the fringes of sociegether with their zeal
of giving an exact insight into their souls resdlie the first psychological

insights into stigmatised characters in nineteertitury literature.

The same interest must have dominated Oscar Walthe &ites as the
strongest influences upon him authors who portredy@ynous characters
in their works, displaying sexually deviant behawiolhese androgynes
comprising effeminate men and masculine women woaigadays be
labelled homosexual or at least perceived to dyspénder non-
conforming behaviour. Wilde’s own realisation o$ hiomoerotic feelings
must have played an important role in this andeseas a kind of compass

detecting works of homoerotic content.

The most well-known androgynous type before DoGaay that also
became the model for many other decadent charantérsde-siecle
literature was Huysmans'’s protagonist Des Esseintbis novel A
Rebourg1884). Wilde himself named Huysmans’s novel dyhis first
trial when asked what book he had in mind thatquesl Dorian Gray.
Although Wilde later admitted that it only gave hanibasic idea, the
character of Des Esseintes set the agenda of hpartiay a decadent
character, and since then a sexually deviant tteged as a necessary

ingredient to it.

When discussing the literary influences on Wildauter’'s novel
Mademoiselle de Maupis far more enlightning, because Gautier offers
the reader much more insight into the psyche odhdrogynous
protagonists. It is astonishing how detailed in3.&Autier depicted the
innermost feelings, the despair and insecuritieshafacters suffering from

a stigma. The authoress Rachilde, a French no¥asisar Wilde admired
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and knew in person, attempted to do the same ind\alMonsier Vénus
It is thanks to Diana Holme$%first book-length study on Rachilde in
English that it became possible for me to undertageofound

interpretation of that novel focussing on the isstigender.

The obvious choice regarding literary influencesiitde’s The Picture of
Dorian Graymight be Benjamin Disraeli’'s novel with the simiByunding
title Vivian Grey because Wilde took the famous portrait motif fritns
novel. | try to prove with the help of William Kulmlatest biography on
Disraeli that besides this ingenious motif Wildesvedso inspired by the
author and his flamboyant and homoerotic conduathvimirrored itself in

the protagonists of Disraeli’s first three novels.

Among critics there is no doubt that Wilde was fagted by Walter
Pater’s theories and books, especially his bookitallne Renaissance:
Studies in Art and PoetryHere Pater describes how the first wave of
Hellenism brought into the Middle Ages an old fatga sensualism that
had vanished together with the antique Gods. Wbekirg at the
Renaissance Pater praised a renewed acceptandests/at the beautiful
body, including the male body. But in contrast i iraise of a liberated
sensualism Herbert Sussman in his studyietorian Masculinite¥’ points
out that for Pater, only a restrained passion &auby was acceptable and,
especially a repressed state of homoerotic pasgsibe artist was for Pater

a pre-condition for genial works of art.

Oscar Wilde must in all probability have disagreethat respect with

Pater. By not only naming but also modelling himdas protagonist

“6 Diana HolmesRachilde: Decadence, Gender and the Woman W@gford: Berg, 2001).
" Herbert Sussmanictorian MasculinitiegCambridge: Cambridge University Press, 1995)8p.1
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Dorian Gray on the real character of John Grayrigd to show that a
repressed homosexuality is not necessarily thetovégad a fulfilled life.

On the contrary, Basil Hallward paints his mastrpiwhen he releases his
passion and is letting it show in the picture ofi@o. In order to support

my theory Jerusha Hull McCormack’s biographyJohn Gray: Poet,
Dandy, & Priest® proved indispensable, especially when describihgtw

in Wilde’s time went under the term of ‘New ChivdJra homoerotic but

celibate relationship with another man.

When analysing Oscar WildeThe Picture of Dorian Grayit turns out
that the whole novel is a psychological area o$itam In the centre is
Dorian, not being able or not wanting to becomeraved his homoerotic
passion but becoming the projection foil for othiées Basil Hallward to
realise their true sexual orientation. There is &lard Henry Wotton who
personifies the intellectual dandy, viewing societyis detached way as a
clockwork and trying to undertake an experimenthvdorian by moulding
him according to his hedonistic philosophies. Anelré is another
ontologically insecure character such as Doriahénshape of Sybil Vane
—an ‘homme fragile’ meets his female countergatfemme fragile’.
Similar to a chemical reaction Wilde lets Doriateiract with all these
characters trying to arrive at outlining psychodpsfor all of them. The
literary examples of other writers of the Decadeindérance | have
discussed above, might have influenced and possiiyned him on in
this undertaking. It is due to Nicholas Frankeattresearchers like myself
have since 2011 Wilde’s original and uncensoresd firanuscript for
Lippincott’s magazine of he Picture of Dorian Grdy at their disposal. It

“8 Jerusha Hull McCormagkohn Gray: Poet, Dandy, Prieilanover & London: Brandeis University
Press, 1991).

49 Oscar WildeThe Picture of Dorian Gray: An Annotated and Unaees Edition, edited by Nicholas
Frankel (Cambridge, Massachusetts: The BelknapsRifedarvard University Press, 2011).
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was being restored in such a way that Wilde’s oglfrcensoring changes,
but also modifications and deletions by the editdvl. Stoddart were
reversed. In the original restored form, the horabemundercurrent, in
particular regarding Basil Hallward’s passion fayrian, comes much

better to the surface.

Wilde’s story ‘The Portrait of Mr W. H.’ should ls=en with regard to
‘The Picture of Dorian Gray’ as a first attempthaiw to depict an
unmentionable subject like homoerotic passion, teefigilde tried his hand
at a full-length novel.

Whereas ‘The Portrait of Mr W.H.” was the startpmnt, his drama
‘Salomé’ takes the theme of moral corruption andiaédeviance to new
heights having as its central characters two pawarfdrogynes: Salomé

and Jokanaan.

Although my dissertation culminates in Wilde, itog no means about
Wilde. Wilde used and cited so many cultural coflesexample those of
the dandy and various images of androgyny, thaag indispensable to

first decipher and explore the implications of #hesferences.



19

2. A Short History of Androgyny

Whenever the topic of androgyny is mentioned, eadividual approaches
it from a different viewpoint thus indicating, dmetone hand, how potent
the term androgyny can be and on the other hand eamdusion exists as
to the exact meaning of the word. Over the germratup to the present
time the term has been used to describe variotsitédeals and fears,

thus mirroring the then contemporary zeitgeist.

As Francette Pacteau has already observed, stfwiran exact definition
of androgyny “reveals an ever evasive concept wtakhs us to the limits
of language™. Bearing this in mind, in my thesis | will onlytampt to
approach a definition with regard to the latterf lbakthe nineteenth
century, the so-called ‘fin-de-siecle’. It was laat time when there
appeared a plethora of androgynous images in wayrls®-called
‘decadent’ authors such as Algernon Swinburne, RBehnd Oscar
Wilde. | will also attempt to analyse reasons wdrydrogyny became so

fashionable in the period of The Yellow Book, tlee ‘yellow nineties’.

One of the first difficulties which complicates afuition of androgyny is
that ‘its appearance lies in the eye of the behbédel as such tends to be

rather subjective:

Androgyny cannot be circumscribed as belongingtoesbeing; it is

more a question of a relation between a look anapgearance, in other
wordspsycheandimage | do not encounter an ‘androgyne’ in the street;
rather | encounter a figure whom | ‘see as’ andnogis. That is to say,
the androgyne does not exist in the real (Pacteéq)

% Francette Pacteau, ‘The Impossible Referent'aines Donald & Cora Kaplan (ejisFormations of
Fantasy(New York: Methuen, 1986), p.62.
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Pacteau is here describing a common discrepanahvaducurs between
the outward appearance of someone and their immyehplogical self. For
instance, an onlooker may observe this individuatidrogynous looks but
guestions whether these mirror his true sexualntige It is important to
realise that in reality simply appearing androgysidaes not necessarily
have any deeper psychological significance. This albtoo apparent in
the seventies and in the New Romantic movememdreighties when
considering the fads and fashion accompanying pagiarends such as
Glam Rock. Dedicated fans of stars like David Boanel Boy George
copied their ‘androgyne chic’. But this fashionagnder bending and
dressing-up in an androgynous style was only skiepdDavid Bowie, in a
Guardiannewspaper article looking back on Glam Rock and/Ose
described what he was doing in the world of pofpestension’:

Pretension, or the ‘School of Pretension’ as |
pretentiously dubbed Brian Eno and myself in 1978,
was a quick-fix category for it all. By 1970 the
knock-on effect of The Dice Man, Warhol’s culture-
flattening and the breakdances of Derrida and
Foucault had changed the notion of ‘the absolute’,
of reality. It was no longer possible to take sesig

the history of things as stage-managed by the media
and the education system. Everything we knew was
wrong. Free at last — or, if you like, at sea witha
paddle — we were giving ourselves permission to
reinvent culture the way we wanted it: with great

big shoes™*

Nowadays the lives of David Bowie and Boy Georgandbreflect an
androgynous image. David Bowie is nhow a conventitather of a family;

Boy George is an icon of the gay scene. Their mailgimages belong to the

*1 Mick Rock, ‘Look back in Glamour: Ziggy and theit&r Years’, inGuardian Weekly April 12-18,
2001), p.16.
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past: Bowie’s alien-like appearance as Ziggy Ststrduas the ‘Man Who
Fell to Earth’ or the attention Boy George attrddig leaving the audience
guessing as to whether he was a girl or a boy. Bothie and Boy George
could or would not keep up their apparent andragyfowever, the fact
that so many, especially young people feel attcatigoop stars in this way
Is important. Stars who create an image in the anegiappearing sexually
ambiguous betrays, on the one hand, how ineffetieeld stereotyping
of masculinity and femininity has become and, andther hand leads on
to

the real question about ‘androgyny’ [...] how it
comes to mean both sexlessness and sexiness at
once. What's sexy about crossover gender cues, or
sexual misreading, or undecipherable gender?
How can people who are also attracted to
exaggeratedly ‘male’ or ‘ female’ figures be turned
on by persons of uncertain, or transgressively
double-signed, gender and sexuafity?

What often turns out to be the most attractive facvertisements and
fashion shows is the exact blend of 50% male af8d tenale, thus
resembling either the sexless beauty of Marlenéribreor Mia Farrow’s
boyish looks in her early days as an actress. ényehay life, however,
identifying persons who would qualify as real argnoes is difficult. An
attempt has been made by Ingrid Sell in her diasert where she attempts
to define a third gender, i.e. describing individuaho seem neither man
nor woman. She begins her study by approachingoggdy from the
outward visible point of view where she describes €ategories of

hermaphrodite all of whom each display to a cernti@gree some aspects of

*2 Marjorie GarberYice Versa: Bisexuality and the Eroticism of Everydlife( London: Hamish
Hamilton, 1995), p.233.
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both female and male genitalia. She bases herrodsea the findings of
geneticist Anne Fausto-Sterling who even discovers

‘true hermaphrodites’, a medical category
indicating the presence of one testis and one
ovary?>®

Note that the term ‘hermaphrodite’ instead of ‘agyne’ is here used for
the following reason:

The fusion of male and female is
anatomically expressed through the
presence, or partial presence of both sets of
genital organs®

To simplify matters it is now common practice geuwo categorical
terms. For a medical or anatomical condition: ‘haphroditism’ or
‘intersex’; when considering the psychic or psyogecal aspect:
‘androgyny’. As research has proved, a hermapleoddividual is not
necessarily bisexual or possesses an androgyngcisepsngrid Sell states
that ‘most researchers agree that gender idemstylts from a combination
of nature and nurture - which factor is more imanottis a matter of
controversy’(Ingrid Sell, p.11). From the outwardigible point of view
androgynes are often imagined to be transvesktesever, to quote

Ingrid Sell again, transvestites are ‘primarilydresexual men who cross-
dress for the pleasure it affords them (out of ety of reasons), but who
have no desire to give up their male identitiest@nge their bodies’
(Ingrid Sell, p.27). Other groups of individuals eylby cross-dressing, give
an impression of androgyny might nowadays be callety queens’. Their
desire to dress up as women has more to do wiiigfitnto a subculture

and their present institutionalised role in the gafe community. This

>3 Ingrid Sell ‘Third Gender: A Qualitative study of the Experies of Individuals who identify as being
neither Man nor Woman’ (unpublished doctoral the&rsn Arbor: University of Michigan, 2001), p.9.
**Wayne R. Dynes (ed.Encyclopaedia of Homosexualifjew York: Garland Publishing, 1990), p.56.
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subculture lends the gay community a great dedis &damp’ flavour, a
genre and taste centring round a certain senslauoibgr, artifice and
theatricality. Transsexuality, of course, is anothstance of cross-
dressing. But here it only marks one stage ondhd to a person’s final

identity as a female or male heterosexual.

Of course, there are also some individuals whoatavish to go the whole
way, as it were; they cross-dress but do not waslmtdlergo an actual sex-
change operation. Their wish to stop halfway thtotigs transitional
process can have many reasons. In some casebdbgibiological gender
may tend towards androgyny as they see themsedvasither man nor
woman and wish to demonstrate to the outside wbdtneither of these
stereotypical categories is appropriate, for themescribe their gender
identity. However, the onlooker may be misled bgrsautward signs. In
such cases Ingrid Sell offers the following advice:

Some create their own image without the use of
surgery or hormones; others partake of medical
technologies to reshape their bodies, and yet are
not interested in crossing all the way into the
opposite sex. The boundaries between transgender
and transsexual are blurry; some transsexuals as
well choose not to use hormones or surgery. It is
here, where the borders between transsexual and
transgender, and male and female, become hazy,
that Kessler and McKenna's (1978) admonition is
clearest: “The only way to ascertain someone’s
gender identity is to ask (Ingrid Sell, p.33)

There are even some people who see themselvegjaadared’ or go so far
as to call themselves ‘gender outlaws’, like ‘trgersdered writer and

performer’ Kate Bornstef, who aims for a real world with honest gender

fluidity on a daily basis, making traditional genaeeaningless. But it

%5 Kate BornsteinMy Gender WorkbooiNew York: Routledge, 1998).
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remains to be seen whether it is possible to fulyntain such a post-
modernist (perhaps better post-gender) stanceibyrdaventing yourself
and your gender, because one would have to negpateference point of
gender identity in order to overcome the normalogerinary. With Kate
Bornstein, one also have to ask oneself what iplgitheatrical
performance and what, to use her word, is ‘real\tyhether it makes sense
to label Bornstein herself androgynous raisestecalipoint as the term
‘androgyny’ itself consists of the two opposinggmbfandroandgyna,
that is femininity and masculinity. It is exactlyis gender binarism which
Bornstein is trying to overcome. In my first chagtere when discussing
different forms of androgyny all rely on a bipoldea of gender. There are

only a few exceptional cases which venture to nimeond this concept.

So far we have looked at androgyny from a visuadective, that is we
have taken a closer look at individuals who disfdath feminine and
masculine characteristics at the same time. Unfately, it is still very
common to place an individual’s sexual orientatioth direct reference to
an individual's sexually ambiguous appearance. Hmagogyny is often
confused with bisexuality. However, by using thedvbisexuality, one is
still affirming the masculine/feminine binary sttuee, whereas with the
word androgyny one is trying to combine the chamastics of both sexes
hinting at a third gender. Bisexuality, as the wimidicates, is best described

as ‘an indecision or alternation between two giwepersisting forms>®

It is interesting that Ingrid Sell draws attentiorthe fact that the word
androgyny in the lesbian community has also beeptad as a defining
identity,

% Alan Sinfield, The Wilde Centurfi.ondon: Cassell, 1994), p. 164.
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as a way of distancing themselves from the more
negative connotations associated with butch, among
them negative societal stereotypes (the “bulldagger
and “manhater”) as well as the charges of 1970s
lesbian feminists that butches (and their “femme”
counterparts) were simply imitating heterosexual
roles.(Ingrid Sell, p.34)

Note that once more the word ‘androgyny’ is usem e define an identity
attempting to be located outside the common masaffdéiminine binary

structure.

2.1 Androgyny in ancient Greek and Roman myths

Before taking a closer look at the two most infligrmyths regarding
androgyny, it would be useful to consider what wessant by the word
hermaphrodite and the place of dual sexuality tigaity. In ancient Greece
or Rome when a baby was born with both male andlegenital organs it
‘was interpreted as a sign of divine anger thaalded the extinction of the
human race, since it had become alien to itselfiacabable of
reproduction®’ Such infants were very soon put to death as thbgctinto
guestion certain social structures and, indeedveing survival of the whole
human race. Occasionally, however, primitive syrgedis used to turn them
into sexually unambiguous males or females. Lateind the Roman
Empire and under the influence of philosopherstastbrians, the births of
such hermaphrodites and the superstitions connagtedhem could be
explained away as biological phenomena or simpike$ of nature. Alas,
these dual-sexed individuals still experiencedréigoation and were often
displayed to the general public as curious exhdtifsin-fairs such as

described in PetroniusSatyricon In ancient times dual sexuality was

*" Luc Brisson Sexual Ambivalence: Androgynyand Hermaphroditis@ri@aeco-Roman Antiquitgransl.
by Janet LloydLondon: University of California Press , 2002,147.
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solely the prerogative of the gods for they wernsa those days as

important archetypes:

In very general terms, simultaneous dual sexudhist,
IS, possession of both sexes at once, expressasdhe
coincidence of opposites that characterizes thggrori
of all things. (Luc Brisson, p.72)

Both Plato and Ovid described the myths surroundohglt metamorphoses
into dual sexuality. The former’s ideas have comsytmbolise the
achievement of an ideal new wholeness; in Ovidétamorphosesn the
other hand there is a sense of unwholesome competWhen considering

fin de siecle decadent literature Ovid was by iargreater influence.

2.2 Plato’sSymposiunand the tale of Aristophanes

The initial reference point for research into amgroy must be the myth of
the existence of three sexual beings as told bgtédphanes in Plato’s
SymposiumThese sexual beings consist each of two spheas: and

male; female and female; male and female. Platoritbes these ‘spherical’
creatures, the first prototypes of human beingse@e®ming too arrogant and
overpowering. Zeus considers how to punish themwithout

extinguishing them completely. He thus ‘slices’da¢hree ‘double beings’
into two, causing each of them to experience tbs & the other half. In the
SymposiunAristophanes tells this story in order to expldie background
to erotic and sexual attraction. The ‘male-female, androgynous couples
turn out to be a procreative heterosexual coupbarifrom illustrating the
erotic attraction between men and women, howekier archaic myth
embodies two other important images. The firshat bf a new spiritual

wholeness of an individual who succeeds in integgdtoth male and
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female aspects into his/her personality in equatesh The second concerns
homosexuality. Aristophanes tells us about the éamaéle’ couple after
Pausanias has broached the topic of pederasty \wbardates the story of
the love of an older man for a young adolescent boyact we must not
forget that th&Symposiumvas the first text where homosexual love was
mentioned openly. It became one of the oldest eafar texts for discussing

and explaining homosexuality.

2.3 The Influence of Plato’s Complementary ModeSaxual Theory and
Psychiatry

In the second half of the nineteenth century, Pe&gmposiumvas for a
large part responsible for the misapprehensioroofdsexuality in
academic circles. Linda Dowlinglellenism and Homosexualisfates that
‘Greek Studies’ operated as a ‘homosexual c8dei E.M. Foster’s
posthumously published novellaurice, Clive Durham asks Maurice:

‘You've read the Symposium?’[...] No more was
said at the time, but he was free of another stibjec
and one he had never mentioned to any living soul.
He hadn’t known it could be mentioned, and when
Durham did so in the middle of the sunlit court a
breath of liberty touched hif.

The fact that the Symposium was, and still is arexice text for both
androgyny and homosexuality, must be why thesectmzepts are often
conflated. In thélodern Androgyne Imaginatidrnisa Rado mentions one of
the first modern sexual scientists, Richard vonfititgbing and his seminal
1892 bookPsychopathia Sexualend says:

%8 Linda Dowling,Hellenism and Homosexualigt-ondon: Cornell University Press, 1994), p. xiii.
%9 E.M. ForsterMaurice ( Harmondsworth: Penguin, 1971), p.50.
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Interestingly, he and others identify homosexuaisl(
their so-called pathology) not so much by theircpca
of same-sex attachments as by a kind of psychic
androgyny (hence the term ‘inversion’): the men are
[according to Krafft-Ebing]‘females in feeling; in
women, males’. In 1895 Richard von Krafft-Ebingrthe
came up with the term ‘inversion’ as he claimetave
found out that in effeminate men and masculine wome
the ‘brain centres’ had been incorrectly — as iteve
inversely — activated during puberty. Such
characteristics are here considered anything but
appealing; while the males of this class are diesdras
effeminate, impotent, and weak, females are regaade
unattractively masculine and overseXed

Moreover, Krafft-Ebing and his disciples claimedtttpsychic androgyny’
found its corporal expression also in such anatahaeformities of the sex
organs mentioned above, but not in a hermaphroddic Inverts,
according to Krafft-Ebing would ‘approach the opp®sex
anthropologically®* Generally speaking, the Krafft-Ebing school placed
individuals displaying ‘psychic androgyny’, or saled sexual inverts, in
the same category with masochists, paedophilether esexual freaks. It is
worth mentioning here that masculine-acting ‘gagmor feminine-acting
lesbians were apparently quite unknown to nineteeantury sexologists.
Such academics focused not on the characterishormbsexual same-sex

attraction but solely on the androgynous natureoohosexuals.

A few years after Krafft-Ebing, in 1897, Haveloclki€ the most prominent
sex theorist in Britain at the turn of the centhegan to publish his seven-
volume workStudies in the Psychology of S&kat one of the first volumes

bore the titléSexual Inversiometrays the importance of this topic for him.

% Lisa Rado;The Modern Androgyne Imagination: A Failed Subl{@barlottesville: University Press of
Virginia, 2000), p. 15.

®1 Richard von Krafft-EbingPsychopathia Sexual{d892), translated by Charles Gilbert Chaddodk, 7t
ed. (Philadelphia: F.A. Davis, 1908), p. 304.
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What he portrays here are different cases of gansgersion but, again, not
precisely, homosexuality. For example, HavelocksHElescribes
androgynous female inverts as women ‘whose mascglialities render it
comparatively easy for them to adopt masculine tiors.® The overall
tone and emphasis of his studies is not one ohegkand perversion as
with Krafft-Ebing. Inversion for Ellis is still ananomaly, but not a
pathological one. Admiringly, he draws attentiorihie fact that more than
half of his cases ‘possess artistic aptitudes ofing degree’(Ellis, p.294)
and as examples cites many creative artists thrthaghges such as Sappho,
Michelangelo, Christopher Marlowe, Walt Whitman adslcar Wilde etc.
Gender nonconformity it seems, is the prerequisitgenius. It is worth
noting, that writers like Walter Pater of the ‘ddeat school’ and
sexologists like Edward Carpenter and John Addm@gmonds held the

same view.

The first to give sexual inverts sympathetic treattrwas a German lawyer,
Karl Heinrich Ulrichs, in 1868, in a lengthy pameténtitled Die
Geschlechtsnatur des mannliebenden Urnings. Eihgrwessenschaftliche
Darstellung Ulrichs took the name ‘Urning’ for his male invé&nom Plato’s
Symposiumit is Pausanias who describes two kinds of lovstl§i, the
goddess Venus Pandemos symbolises a love thatdsgad by both men
and women and is governed by sexual lust; secdhdlgoddess Venus
Uranus (Ulrichs’s Urning) represents the noble digaified love practised
between two men. This love then came to be knowb@asian’. Ulrichs
was the first to realise that one’s biological deknot necessarily cancel
out one’s inner sexual identity. In his pamphletiieenot deal with
hermaphrodites. By quoting many biographies of ibgs’ Ulrichs proves

that ‘soul-sex is [not] indissolubly connected amelvitably derived from

%2 Havelock Ellis,Studies in the Psychology of $Ekiladelphia: F.A. Davis, 1915), p.196.
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body sex®® Ulrichs’s conception of sexual inversion is elatit in detail
by John Addington Symonds in his essay ‘A Probléiodern
Ethics’(1896). For Ulrichs

[...]the body of an Urning is masculine, his soul
feminine, so far as sex is concerned. Accordingly,
though physically unfitted for coition with men, Ise
imperatively drawn towards them by a natural impuls
(Chris White, p.78)

Surprisingly, it is interesting to note that Ulrg;halready by 1900 had set up
a nomenclature of different homosexual types pestah the second half of
the nineteenth century. His list is, in parts] stllid today and describes
feminine acting male homosexuals, as well as pastieand bisexuals.
Thus John Addington Symonds goes on to explairchdts model in his
above-mentioned essay by recounting that

The normal man he calls Dioning, the abnormal
man Urning. Among Urnings, those who prefer
effeminate males are christened by the name of
Mannling ; those who prefer powerful and
masculine adults receive the name of Weibling;
the Urning who cares for adolescents is styled a
Zwischen-Urning. Men who seem to be
indifferently attracted by both sexes, he calls
Uranodioninge. (Chris White, p.76)

It is clear that, in his system, Ulrichs had fotgatthat there are also
masculine acting gays who prefer men of the sape. tyesbians do not
feature in his categories either. However, he Wwaditst sexologist to pave
the way in order for Carpenter and Symonds to pafatvourable picture of

Uranian men who, ‘while possessing thoroughly miseypowers of mind

and body, [combine with these features] ...theaesidand more emotional

8 Chris White (ed.)Nineteenth-Century Writings on Homosexuality: ArSebook(London: Routledge,
1999), p.78.
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soul-nature of the womafi*'Lisa Rado points out that in Carpenter’s book

on Intermediate Types among Primitive FSllhe (Carpenter)

invoke[s] positive historical precedent to arguat tim
indigenous societies ‘effeminate men are frequently
believed to be versed in magic’[and he] insist$ tha
Uranian men possess an ‘instinctive artistic nature
owing to ‘the swift and constant interaction betwee
[their brains’] masculine and feminine elementkis&
Rado, p. 17)

She continues : ‘rather than a sign of heredid@gyeneration, this psychic
hermaphroditism is read as a sign of superiortadsl{Lisa Rado, p.17). On
the other hand, however, Ulrichs does not completetiude the body in
discovering the reason for sexual inversion, nanmetite human physique.
For him, ‘up to a certain stage of embryonic exiseeall living mammals
are hermaphroditic’, and he blames nature for uibt teveloping ‘the
proper differentiation of that portion of the phgadi being in which resides
the sexual appetite’, namely in the embryo. SdJioichs ‘there remains a

female soul in a male body’. (Chris White, p. 77)

Ulrichs’s view that the original state of all Ing creatures is
hermaphroditic is taken up in Freud’s postulaterfersal childhood
bisexuality. It remains a matter of debate, howgevaccording to Suzanne
Lilar whether Freud was more influenced by the Betbctor Wilhelm
FlieR ‘who]...] discovered the bisexual charactealbliving cells™®or
whether Freud got the original idea from Ulrich$.afy rate, in his book
Beyond the Pleasure Princip{#920), Freud came to belietlaat all living
organic matter had an innate tendency ‘compellingwards the

% Edward Carpentet,ove’s Coming-of-Agé_ondon: Methuen, 1907), p.152.

% Edward Carpentetntermediate Types among Primitive Folk: A Studgatial Evolutior{London:
George Allen & Unwin, 1919).

% Suzanne LilarAspects of Love in western sociétyondon: Thames and Hudson, 1965), p.132.
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reinstatement of an earlier condition, which it h@aébandon under the
influence of external disturbing forces’(Suzanniat,ip.132-133). For
Freud, Aristophanes’ speech in tBgmposiunmepresents an early
philosophical explanation of humanity’s both latbrgexuality and
homosexuality. In his booRex and Charactepublished in 1906, Otto
Weininger went even further. He proclaimed a ursakandrogyny where
‘there exist[s] all sorts of intermediate condisdmetween male and
female®’, and not simply two pure categories of male amaeie. He
believed that each cell in the human body contdiffsrent amounts of
male plasm and female plasm and thus ‘sexual difteation...is never
complete’ (Weininger, p.5). Thus for Weininger theixists only a ‘male’ or
a ‘female’ condition, but no such individuals asaimmand ‘woman’
(Weininger, p.8). Freud and Weininger, with th&ncept of androgyny,
took a new direction separating androgyny from aépuactice and
expanding it to become a universal condition. B@neple, for Freud,
according to Elisabeth Badinter, ‘the homosexuahisabnormal man’ who
is not sick.?® Lisa Rado, in her book The Modern Androgyne Imation
summarises all the different scientific schoolshafught revolving around
the concept of androgyny:

For the Krafft-Ebing school, androgyny is a
psychic and physical anomaly that characterizes an
individual with homosexual and deviant
tendencies. For Carpenter and his colleagues (and
to a lesser extent, Ellis), it is a primarily psich
condition also characterizing a third,
predominantly homosexual, sex, but with
particularly transcendent (mainly artistic) abdgi
Finally, for Freud and Weininger, androgyny
(divorced from sexual orientation) becomes a
universal physical condition that explodes the
notion of any pure sexual or gender categories. All

®7 Otto WeiningerSex and Charactdt.ondon: William Heinemann, 1906), p.7.
%8 Elisabeth BadintelPn Masculine IdentityNew York: Columbia University Press, 1995), p.154
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three theories of androgyny and the sexual body

spread quickly through academic and non-

academic circles. (Lisa Rado, p.19)
Sexual scientists of the above-mentioned first $almools emphasized
feminine behaviour patterns in case studies ofrtedemen and, when it
came to women their masculine qualities. Same-gectdon remained in
the background. From this fact, in the late twehteentury, Michel
Foucault deduces that for the formation of the heemaal identity, not the
signs and the sins of the flesh were crucial, huitrmalgamation of both

feminine and masculine character traits:

We must not forget that the psychological,
psychiatric, medical category of homosexuality was
constituted from the moment it was characterize{l [a
a certain way of inverting the masculine and the
feminine in oneself. Homosexuality appeared as one
of the forms of sexuality when it was transposednfr
the practice of sodomy onto a kind of interior
androgyny, a hermaphroditism of the soul. The
sodomite had been a temporary aberration; the
homosexual was now a species.

For sexual scientists such as Freud and Weininggnogyny had no direct
connection any more to homosexuality. It was tleisegation of sexual
scientists who influenced C.G. Jung. The latten¢drhis concept of
androgyny into a new kind of psychological androgwrmich, and this is
important, at its core contained a processmaividuation This entails a
man becoming conscious of his feminine qualitiegsahima.For a woman
this meant correspondingly becoming conscious ohiesculine side, her
animus According to Marjorie Garber, for Jung the ‘anglyoe or

hermaphrodite (for this purpose he uses the twogenterchangeably)

%9 Michel FoucaultThe History of Sexuality 1: The Will to Knowledgarmondsworth: Penguin, 1998),
p.43.
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represent the ideal integration of masculine andrfae in the psyche of
the individual, a state he calls “wholeness” odhnduation™(Garber,
p.211). Thus, whenever we find someone attractigegr she evokes one’s
inner or ‘other’ self which we can easily projeat® this person. But as
Marjorie Garber rightly observes, however, for Jithg relation between
the conscious and the unconscious is always hetarak. On the whole
Jung is in favour of simple gender stereotypefi@animaoranimus
should always be kept in the background: ‘If onediout the opposite sex
in oneself one is living in one’s own backgrounag ane’s real
individuality suffers. A man should live as a manda woman as a woman'’
Jung declared in an essay entitled ‘Woman in Eunopk927 (Garber,
p.212). For Jung, obviously, androgyny is only eotietical construct for
becoming a real and healthy man or woman, butalityat should be
avoided. Marjorie Garber even argues that for ibag

androgyne was an ‘idea’, an ‘ideal’, a ‘vision’, a
‘doctrine’, a ‘mind’, or a state of mind — anythibgt a
concrete reality. Once litecamea reality — walking
down the street hand in hand with its mirror twin,
capitalizing on sexual ambiguity to seduce andasate
an audience — it was sullied, misinterpreted, astd n
what they meant at all.(Garber, p.214)

The fact that Jung regarded ‘masculine’ and’ fenmehas constant qualities
and as universal god-given traits led his discipgspecially feminists in the
early 1970s when androgyny came into fashion ageirgreate an ideal
androgynous person. These qualities united in mdigidual his/ her best
characteristics, which were regarded as eithec#jfyi male or female. It
was especially Carolyn Heilbrun’s bodkward a Recognition of
Androgyny(1973) which paved the way for an androgynouslidéach was
seeking to liberate the individual from the strresiof prescribed sex roles.

Furthermore Heilbrun states that ‘androgyny suggaspirit of
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reconciliation between the sexes’ and promisinfyfierange of experience
open to individuals who may as women, be aggresawenen tendef®
Heilbrun’s concept first — forty years ago - methwenthusiasm. It reflected
the then present zeitgeist, a time when a generafithippie’ men let their
hair grow, explored their soft feminine attributexl a time when women in
the streets started to wear trousers, breaking d@astions of masculinity
and taking on jobs which had always been considgyadally male. In the
fashion world this dawn of a new generation fousdekpression in the
unisex style when, for example, in the 1970s Yvasi3_aurent dressed his
models in male suits and the so-called ‘partnek’lad the high street
fashion shops. Feminists, however, soon becamachsnted with this
new wave of androgyny. For them it was too vagtera and was being
exploited, as it were, for the most unsuitable cogtideas. It was the
radical feminist Mary Daly who, after a time ofatdation with androgyny,
exposed it as a ‘vacuous term which not only failszpresent richness of
being. It also functions as a vacuum that suckspétlbound victims into
itself.””* For Daly, the constant navel-gazing which explgiime’s other
side involved, simply led to, as she says, nastisspseudo-wholeness'.
Furthermore, Heilbrun’s claim that androgyny wasabout women was
countered by feminist academics Catharine StimpsahBarbara C. Gelpi.
They cited examples showing that historically, andresent reality,
androgyny only concerned men. Stimpson, as citeddygrie Garber, went
even further in her criticism and became anxioas th

‘androgyny’ as an ideal could also displace the
more disturbing fact of homosexuality in political
and academic discourse, offering the fantasy of a
union of ‘masculine’ and ‘feminine’ traits in a
securely heterosexual context. Men should be
‘caring’ and do the dishes; women could have

"0 Carolyn Heilbrun;Toward a Recognition of Androgy(iyew York: Alfred A. Knopf, 1973), p.x.
" Mary Daly, Gyn/Ecology: The Metaethics of Radical Femin{&uston: Beacon Press, 1978), p.xi.
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professional careers. The ‘sensitive man’ and the
‘woman-who-could-have-it-all emerged as new
idealizations, and, on the surface at least, were
imagined within the context of the old social ideal
of marriage and the family. What they did in bed
was not discussed. (Garber, p. 217)

Although the behaviour patterns of these new angirogs types were
similar to those of homosexuals nevertheless, utideinfluence of Jung,

in the early 1970s this fact was played down byilien and her fellow
feminists. Androgyny lost more and more of its agpe feminists but it

still survived as an aspiring condition in the secultural field. In
Psychological Androgynyublished in 1985 this is demonstrated by Ellen
Piel Cook. She bases her book on former gendexddigres in the Jungian
fashion when she claims that

Certain sets of psychological characteristics have
been typically associated with each sex in our
society. The pattern and level of those
characteristics adopted and exhibited by an
individual is the sex-role identity, which is
developed by the sex-typing process. Feminine
characteristics involve emotionality, selflessness,
interrelationships with others, and sensitivity
(expressive/communal). Masculine
characteristics have been described as involving
assertive activity, self-development, separation
from others, and goal orientation
(instrumental/agentic). Traditionally, a feminine
sex-role identity for men (with expression of few
characteristics of the other dimension) have been
considered idedf.

According to Piel Cook a person becomes psychaddigiG@ndrogynous’
when he/she is able to blend positive masculinef@amihine

characteristics within him or herself. The outcamhsuch blending is not

typified as either masculine or feminine, it iseéed ‘androgynous’

"2 Ellen Piel CookPsychological AndrogynfNew York: Pergamon Press, 1985), pp.33-34.



37

behaviour. Moreover, Cook employs her concept dfagyny in the
context of the work-place and building up a car&&e sees it as an ideal
model of how males, and indeed females, shouldtbta highly
industrialised society and accordingly, how woman adapt to a
patriarchally structured work environment: ‘For exae, such individuals
can be independent and capable of leading othlradit{bnally masculine),
yet nurturant and sensitive of others (feminined ¢k, p.70). The
advantage for a nonsex-typed person is that hibeoisamore flexible
regarding behaviour. Furthermore, Cook illustrdtesargument by
pointing out the needs and dynamics of a quickBng/ing present-day
economy. She does state, however, that mascularacteristics are
valued much higher, reminding us that we arelstitig in a patriarchal
society. As a consequence men who adopt feminiagtigs do still suffer
not only from lower self-esteem but they also faskcure in situations
where traditional male behaviour is expected. Theye greater
inhibitions displaying their feminine side as thag always in danger of
not being seen a ‘real man’. This all has to dinwhe fact that

masculinity must be acquired, and at a high piite

man himself and those who surround him are so ensur
of his sexual identity that proofs of his manlinass
required. [...] Duty, proofs, trials — these words
indicate that there is a real task to be accomgdigh
become a man. Manhood is not bestowed at the putset
it must be constructed, or let us say
‘manufactured’(Elisabeth Badinter, p.2)

Women, on the other hand, seem to have fewergmbin embracing
male characteristics as these are valued muchmiglaesociety and
economy dominated by traditionally masculine valids only that, a
woman can always fall back on her traditional rddased on nothing more

than passivity. This makes it easier for her tettie risk of adopting
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male characteristics. Not only women but also mbo show behaviour
patterns discrepant of their sex or, regardlesbef sexual orientation,
act in a nonsex-typed way, suffer, according td @aok, from ‘unique
problems’ (Cook, p.121-122) regarding feelingsnsgcurity in their
personal psyche. Such typical psychological problenil be discussed

later on in more detail in this thesis.

2.4 Ovid’'s myth of Hermaphroditus

Aristophanes’ tale in th8ymposiunof two powerful spheres was used by
sexual scientists and feminists alike. It evokadliem both an image of
complementation as well as a new and restored waste On the other
hand, Ovid’'s myth of Hermaphroditus became theresiee point for a
different set of ideas all associated with andrggys Tracy Hargreaves
states inAndrogyny in Modern Literatureéhese ‘two significant, but
different, myths of a violent metamorphosis siesiy-side — one of
complement, one of competitioff. What, however, Ovid depicts in the
fourth book of hisdMetamorphoses an actual struggle culminating in the
rape of Hermaphroditus by Salmacis, a female nynipbs the myth is
characterised by a complete reversal of gendes.rblere Hermaphroditus
Is depicted as an effeminate youth resembling aryistatue, a fact which
Is emphasised by his soft white skin. That Hermagitws is not a
stereotypical male runs in the family: his mothshrodite, also always
evoked a sexually ambiguous image. She is, asaktssavell know, the
reincarnation of Uranos’s masculinity, namely hesis. On the island of
Cyprus, for example, she was revered/esus barbartawearing female

clothes but also having a beard and male genitals.

3 Tracy HargreavesAndrogyny in Modern LiteratureHoundmills: Palgrave Macmillan, 2005), p.1.
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Hermaphroditus’s masculinity can be questioned exwere when one
considers the following fact. In contrast to theitionally active role
attributed to a masculine man, Hermaphroditustekéd by a female
nymph and is seen adopting the passive role wkidoeimally reserved
for women of the species. When referring to seanatbivalence in
antiquity, Luc Brisson points out that

to be a man was to play an active role; to be aawom
was to play a passive role. Despite the fact that
homosexuality as such had nothing to do with dual
sexuality, passive homosexuals and also homosexual
women who behaved like men, both were assimilated
to androgynes. (Luc Brisson, p.41)

For Brisson ‘Ovid was the first to recount the mgtiHermaphroditus and
the only writer to establish specific links betweakral sexuality and
masculine homosexuality of the passive kind’'(Lus8on, p.42). This
surely leads to the conclusion, that for someoranirient Rome reading
about that myth, Hermaphroditus must have symtublise sort of
degraded character that was generally shunneddmtgoSimilarly, if we
take a closer look at Salmacis it is only at feight that she adopts the
traditional female role. On the one hand, she isgahe individuals
surrounding the virgin goddess Diana. They excefidtie sport of
hunting which was considered both in Greece arRboime ‘as war, a war
between man and the wild beasts’(Brisson, p.59)tlansl a typical
masculine activity. On the other hand, however,ismot a full member
of Diana’s entourage because she refuses to yssaaaf a bow and
arrow, thus avoiding the physical hardships of mthinstead, her
behaviour appears overly feminine for not only dsles enjoying picking
flowers, but she also ‘enjoys’ her beautiful bodyaithoroughly

narcissistic fashion, dressed as she is in trapapasbes. Nevertheless
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when she tries, in such a violent way, to embraeartdphroditus, she is
indeed taking an active, if not aggressive rolenSawehaviour would have
appeared utterly shocking and unnatural to thehindwats of ancient
Rome. Ovid’'s myth considered in its time from thoenp of view of
‘gender roles’ thus depicts a feminine lesbianmapting to assault a
passive homosexual. Well over a thousand yeans 1at&870, Burne-
Jones depicted a similar rape scene in his paiRtinglis and
Demophodnwhich he exhibited at the Old Watercolour Socidtyis
thoroughly provoked the indignation of the critiEsr them the picture
was objectionable because Phyllis, the princesstson pursuing
Demophodn, her unfaithful lover who refuses to édused by her, a
woman. The fact that it was again a woman, as eareahRome, who
initiated sexual contact was, in 1870, still coesedl unnatural and
disgusting. Germaine Greer, in her book about ‘Bbg’ commenting on
Burne-Jones’s picture, concludes that

Any woman who actively desired sex, instead of §ymp
submitting to it, was a bad lot and unfit to bersabout
her unnatural business in public. [...] Public amildo

not be seen to encourage either male submissiveness
female sexual desiré.

Nowadays, when it comes to sex, the idea that waraartake a more
active role is much more acceptable. However, passibmissiveness in

males is still heavily ridiculed.

If we return to ancient Rome and Ovid’s myth, iinteresting to note that
after the physical bodies of Salmacis and Hermaptus have seemed to
melt into one another Salmacis, the female nymajpgears, alas, from

the story. Hermaphroditus continues to exist bugrasven more

" Germaine Greeffhe Boy(London: Thames and Hudson, 2003), p.125.
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effeminate character — he is depicted having deeeldhe nymph’s
breasts. According to Achim Aurnhamrfiean expert on androgyny,
Ovid’s myth is even more multi-layered than dessdilabove.
Aurnhammer considers that both protagonists apgdearke thoroughly
‘self-involved’ in that they indulged themselvegciasistically in their
own appearance. Hermaphroditus’s innocent selepgdn, however, is
under threat: not only by Salmacis’s violent in&ttan with him, but also
from the fact that age and the passage of time sed&ave affected him.
When the nymph first approaches him and beginkrtavith him, his
cheeks blush like ‘apples hanging in sunny orchaidss symbolises the
beginning of his sexual maturity for he is now magare of any form of
sexual impact and is thus about to adopt the sodlof any grown-up
man. Thus Hermaphroditus, is, in fact, in dangdosihg his androgynous
completeness, which is determined by a pre-sdaalyirgin or innocently
child-like perfection. The physical union with Saans causes him to
recover his androgynous self-sufficiency although sexually more
mature form. Aurnhammer sees in the Hermaphrodiyit a
psychological model for a similar crisis in adoksce. A young man
values his natural wholeness and his identity @snaplete and
independent being. This leads him to reject anjallgrescribed
‘mature’, masculine role model as that would alstai forfeiting his
feminine side. The crisis is caused, then, accgrtbrAurnhammer, by
this heightened form of ‘self-mirroring’(Aurnhammep.20-21), thus
marking out Hermaphroditus as a typically egocertdharacter,
experiencing every change, however positive, asa He thus, says
Aurnhammer, resembles Narcissus. In Ovid’s Narsissyth there is also

a female nymph, by the name of Echo, who fall®uelwith Narcissus.

5 Achim AurnhammerAndrogynie: Studien zu einem Motiv in der europ#scLiteratur(Koln &
Wien: Bohlau Verlag, 1986).
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He, in the myth, is described as androgynously fiieabecause he is
desired by both young men and young women alikeveyer, in contrast
to the Hermaphroditus myth, the nymph Echo doexpttess her desire
by attacking Narcissus. In fact, eventually thethigghysically wither
away. Echo is ‘consumed’ by her unfulfilled love fdarcissus and, in
turn, Narcissus is, as it were, punished by Echagfworing her. In the end
he is also ‘consumed’ for admiring his beautifuagpe mirrored in the still
waters in a nearby pond. In complete contrast teislsus, however,
Hermaphroditus does in fact make the transitioadolescence and enters
the grown-up world although, as we have seen, girdorce. He survives

albeit without adopting any form of traditional ‘s@iline’ gender.

2.5 Two forms of androgyny: Hermaphrodite and AsgYAndrogyny

In order to understand better what arbitrary imagegt be conjured up
by Ovid with his myth it is essential to take asgolook how he depicts

the outcome of the melting together of Hermaphtsd#nd Salmacis:

As when one grafts a twig on some tree, he sees the
branches grow one, and with common life come to
maturity, so were these two bodies knit in close
embrace: they were no longer two, nor such as to be
called one, woman, and one, man. They seemed
neither, and yet botfi(Metamorphoset/ 375-379)

Other translations such as that by Luc Bressomare explicit. They
describe the result of the union as one single loalyappeared ‘to have
no sex and yet to have both’(Luc Bresson, p.42)hale different set of

contradictory concepts of androgyny evolve arodmsl @ambiguity ensuing

"6 Ovid, Metamorphosesranslated by Frank Justus Miller (Cambridge, Mabsisetts: Loeb Classical
Library, 1984).
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from attempts to depict the outcome of Hermaphusts fate. Roughly
speaking, such concepts fall into two broad catego©ne category
includes concepts that unite all male and femajeifsers; the other
contains attempts to discard all signifiers. Wetgard to the dual nature of
androgyny, Francette Pacteau points to the ‘vextigs possibility of a
dual sexual identity — vertiginous in that from bs@xual identity to non-
sexual identity, in effect non-identity, there miidge only one step’
(Francette Pacteau, p.62.). Especially duringitivdd-siécle period which
| am focussing on in my thesis — in the nineteeattury these two
different concepts of androgyny existed side by sbth feature
prominently in art and literature. As | concentratainly on Decadent
Literature it is not a distinction between ‘goodidabad’ androgyny.
Marjorie Garber stresses this fact when she powtshat

there were [...] really two kinds of androgyny, the
good kind, which was spiritual, mythic, ‘archetypal
and productive of intrapsychic oneness, and the bad
kind, which was physical, sexy and disturbing, and
which was likely to lead to bisexuality, group sthe
‘hapless confusion of the sexes’, and the
‘superabundance of erotic possibilities’ for which
Eliade disparaged the work of decadent authors from
Oscar Wilde to Théophile Gautier and A.C.
Swinburne.(Marjorie Garber, p.218)

| agree with Marjorie Garber to the extent thatdaogyny’ in fin-de-siecle
literature represented aspects which in those ways regarded as
unhealthy and taboo. However, we must not forgetfant which is often
underrated: the works of many decadent writersaiznatl topics relating
to aberrant or aggressive sexuality as they waotéake advantage of the
‘shock’ value of such writing, leading to them bgtalked about and thus
achieving higher sales figures! What Garber cgitot androgyny’ did
not exist as a concept at the end of the ninetesarttury as this is linked
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to C.G. Jung. However, something she does notwiddain detail but only
glosses over in her phrase ‘hapless confusioneo$éxes’ is a second kind
of androgyny which gives an ethereal image of itbdylin an attempt at
desexualisation. | feel sure that Garber wouldsthpashis other variant of
androgyny as ‘bad androgyny’ for, as | will pointtdater, it does not

represent a healthy and integrated personality.

As we have seen, early sexual theorists such asWridhs, Edward
Carpenter and, to a certain extent Havelock Efigheir attempts to
invoke a positive image of homosexual men, alsdt eeth androgyny.
They claimed that the androgynous nature of homadexendered them
superior to heterosexuals in that the former coetdbihe best of both
masculine and feminine traits. This positive imafja noble and uniquely
gifted homosexual was far removed from the ideaatoned behind
Ovid’s myth which conjures up the old negative petons of the male

homosexual, namely as a purely effeminate being.

Having mentioned the two types of androgyny we fmdineteenth
century decadent literature, the problem now i appropriate terms to
describe these two variants. In her b&skual Persondé Camille Paglia
tries to solve the problem by referring to Frietdridietzsche. In his first
book, The Birth of Tragedpf 1871, he uses the two contrasting terms:
ApollonianandDionysiac. Paglia interprets the Dionysiac principle as
representing a whole host of ideas and qualitiestgy, anarchy, rapture,
hysteria, promiscuity and, last but by no meanst]dasing one’s identity
in a state of ecstasy. On the other hand, fortherApollonian principle

implies the following: individuation, categorisaticfascism, being a

" Ccamille PagliaSexual Personae: Art and Decadence from Nefestifirily Dickinsor{New Haven:
Yale University Press, 1990).
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rational individual and thus highly intellectualwsll as living in a
solipsistic state of asexuality. Neither of theagegorisations are
particularly impressive. As Marjorie Garber rightigserves, Paglia had to
weaken the Nietzschean categories so much thatesimas thoroughly
confused. For example, in chapter 19 when sheittwgiabout decadent
art in general, she claims that the androgyne dattadjects sexuality.
She sees this as an example of the ApollonianiptencOf course, Paglia
Is right in her observation that the androgyne denarepudiates sexuality
but, alas, nowhere ifihe Birth of Tragedyoes Nietzsche equate
asexuality with the Apollonian condition. Paglis@draws attention to the
fact that in their paintings Edward Burne-JonesytBdsabriel Rossetti as
well as John Everett Millais and Holman Hunt usethme type of
androgynous face for both men and women — bothss@sembling the
looks of Elizabeth Siddal and Jane Morris, thesetpds models. By
blurring the gender boundaries and crowding thaingngs over and over
again with the same type of individual Paglia p®ioait that these
gentlemen create an ‘incestuous impression’ omth@oker. She is thus
acknowledging that there is a certain chthonic uruweent in Pre-
Raphaelite art and ascertaining that decadens adtiwholly Apollonian
but contains many Dionysian elements. This is gason why | am
mentioning Camille Paglia in my thesis for, at #aene time she is
implying that the Nietzschean categories of Apadomand Dionysiac are
not appropriate to differentiate the two forms nfleogyny in late

nineteenth century fin-de-siécle art and literature

Because of the comparative irrelevance for my psgpd the Dionysiac
and Apollonian categories as discussed by Camatgi& with reference to
Nietzsche, it seems to me more appropriate nownmnsider another

approach to these concepts of androgyny, nametphbgidering how
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males and females are portrayed in Pre-Raphaeite the second half of

the nineteenth century.

The strong presence in Pre-Raphaelite paintingefitodels Elizabeth
Siddal and Jane Morris had a great influence on jrawters perceived the
female face. Elizabeth Siddal, in fact, influen€hte Gabriel Rossetti
and the Pre-Raphaelite brotherhood on a much sicle than was
formerly thought possible. Her impact was so strondrossetti, leading
him and his fellow painters to concentrate on m&lisubjects such as
King Arthur. Rossetti seems to have found Siddafsience so
overpowering that he even went so far to as tormgspher ideas, often
declaring them and the ensuing sketches as ggnarifior. Afterwards,
however, he did not hesitate to declare them asvialswork. This was a
time when intellect, as such, was thought to beatural in a woman,
menacing the status of masculinity in men. In faatias thought that only

males could be valued for their inherent ‘intelledity’.

This quality in men can be seen projected in thecmane stern postures
assumed by Pre-Raphaelite women, confidently gaaitiglarge staring
eyes into the face of the onlooker. On the othadhhowever, the type
influenced by Siddal and Morris was characterisgtbhg flowing hair
and sensuous lips, symbolising female passion exwks power,
characteristics which, again in Victorian timesy@seen as threatening
and unhealthy in a woman. All sexual signifiersthbmale and female,
come together simultaneously on the faces and badithese women,
giving them a powerful presence. One prime exansplzante Gabriel
Rosssetti’s/enus Verticordiaf 1864-8 (Fig. 1). Others afidhe Lady
Lilith of 1868 (Fig.2), where he depicts Adam’s firstayiind als@d\starte
Syriaca(Fig.3) which he painted in 1877. All these godsssare
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prototypes for the emerging fin-de-siécle imagethefmenacingemme

fatale.

What a contrast, however, when the Pre-Raphagl#eded faces
resembling Elizabeth Siddal or Jane Morris foritineale characters. For
example, let us take the pictPerseus and the Sea Nymjitswvard
Burne-Jones painted in 1877 (Fig. 4). Perseustsihiahort and with his
finely drawn face, high cheekbones and large el#bexd in his metallic
armour he very much resembles Joan of Arc. Defipgt@rmour, the
overall effect on the observer is that he looksegealised. An even
greater and more blatant contrast is apparent wieetcompare Elizabeth
Siddal’s images both at the beginning and at tlieogmer modelling
career for the Pre-Raphaelites. At first, for thehe represents strong
goddesses such as in the paintings | have alreadyioned above.

But her life was cut short 1862 because of here@msing dependence on
laudanum, naively prescribed by doctors at the fon@ whole variety of
ilinesses. However, towards the end, she madedhesition in paintings to
an androgynous and otherworldgmme fragileFirst, inOpheliaby John
Everett Millais (Fig. 5) and again in RossetBseata BeatriXFig. 6)
where she appears ephemeral, resembling a virgiesaent girl.

As a final point, it is important to mention thag Camille Paglia
suggested, both androgynous types - the type tmaainis both feminine
and masculine sexual signifiers and the other, Wwisdevoid of any
sexual signifiers — both exist in a solipsistidstaf self-sufficiency. In
most Pre-Raphaelite paintings that feature thedbiglidrris type of
protagonist, even with eyes apparently staringgditat the observer,

he/she nevertheless appears not to be lookingstranead but, like a
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dreaming somnambulist, to be peering inwards, attdhs/her open

eyes, giving the viewer an introverted or evenstigtimpression.

2.5.1 The Two Types of Female Androgynes

Elizabeth Abbott in heHistory of Celibacyrovides good examples of
both female androgynous types and their self-contant when she
describes the lives of the first Christian martymsl church mothers in a
time when ‘even the poorest of Christians wererefiehe virginity of
their bodies as vehicles to carry them to an aadjédi.’”® The first
category of women — those striving to live a hdig,land eventually to
attain sainthood - lived like hermits, wasting tH®dies away by fasting
like modern-day anorexics. In this category Abloescribes early-
Christian women such as Pelagia, Marina or Ammalgatho, by fasting
and penitentials, turn themselves into thin, ganollpw-eyed ascetics
who thereby eradicate all signs of femininity ahdst transcend their
gender and who thereafter lead lives as eunuch saénkecond
generation of celibate women, however, emergeaity €hristianity who
were not docile, self-annihilating, female monkeligreatures. This group
of women were independent and free-spirited eath avi indomitable
will. Abbott points out that ‘Thecla’s independamtd interesting lifestyle
was much more appealing to many Christian womem tia self-effacing
virgins touted by the Church Fathers’ (Abbott, ).9his much more
aggressive form of virginity was used by these womeeprotect them
very much like a shield. It also empowered thenabse it liberated them
from the usual constraints women had to endureghamarriage and
childbirth, giving them important privileges whiel that time were only

reserved for men. Elizabeth Abbott mentions a aedhurch mother,

"8 Elizabeth AbbottA History of CelibacyToronto: HarperCollins, 1999), p.48.
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Melania, who even founded a community of women authany
hierarchical authority and which appeared to beranfof a strong
matriarchy. Abbott also distinguishes between taotiasting types of
celibate women by pointing out that : ‘Alexandral dielania were a
study in contrasts. While the virginal Alexandrartyged herself inside a
tomb, the confident, resourceful, privileged andrferly wealthy Melania
wore her celibacy like armor against danger’( Albjgo©95). Both these
female types prevalent in early Christianity représandrogynes’
because they have either discarded all signifigrisether male or female -
or display both signifiers simultaneously. As autesve cannot say they

are representative of stereotype females.

These two contrasting variants of androgyny widlypan integral part in
my thesis. It will be indispensable, therefore,foe to condense their
complete meaning into simpler terms. From now @ahdrogynous type
that unites all typical male and female signifienshim/herself and comes
across in his or her behaviour as an extremelyaatdividual | will
define as a ‘hermaphrodite androgyne’. The reveasegory, which
negates all sexual signifiers and tends to be passive in his/ her
demeanour | will allude to as an ‘asexual androgwwhen | talk about
typical male and female signifiers, these are mdt the so-called primary
gender signifiers, as for example smooth skin, kfeat etc. for women,
but they also include secondary signifiers descglaharacter traits

typically associated with both men and women.

The third column of the chart below shows sexeBeitems which
appear to belong to the traditional male and fersedeeotypes. Janet

Spence and her colleagues who collected the ddi@7 claim that it
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reflected the overall present- day realtyspence points out that only the

occupational role had a major effect on traditianale and female roles.

As far as my thesis is concerned, however, we motsfiorget that in the

nineteenth century fewer women than men had amy & occupational

employment:

Stereotypes, attitudes, and personal attributes

Table 2.3 Items from the Personal Attributes Questionnaire

18 Female-valued items

23 Male-valued items

12 Sex-specific items

Aware of others’ feelings
Considerate

Creative

Devotes self to others
Does not hide emotions
Emotional

Enjoys music and arts
Expresses tender feelings
Gentle

Grateful

Helpful to others

Kind

Likes children

Neat

Strong conscience
Tactful

Understanding

Warm to others

Active

Acts as leader
Adventurous

Ambitious

Competitive

Does not give up easily
Feels superior

Forward

Good at sports
Independent

Intellectual

Interested in sex

Knows ways of the world
Makes descisions easily
Not easily influenced
Not excitable in minor crisis
Not timid

Outgoing

Outspoken
Self-confident

Skilled in business
Stands up under pressure
Takes a stand

Female

Cries easily

Excitable in major crisis
Feelings hurt
Home-oriented

Needs approval

Need for security
Religious

Male

Aggressive

Dominant

Likes maths and science
Loud

Mechanical aptitude

Source: Based on Spence et al. (1975).

The above table gives, it seems only a superficipfession of both male

and female-valued items as well as those which geseticularly sex-

specific. Similarly, as will be shown later, itagly a superficial cliché that

9 Janet Spence et al., The Personal Attributes ignesiire: a measure of sex role stereotypes and
masculinity-femininity. JSAS Catalog of SelectedcDments in Psychology, 4:43 (MS 617) in: John
Archer & Barbara LloydSex and GendgCambridge: Cambridge University Press, 2002)3p.2
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only an ‘asexual’ androgynous individual attemptgtface his/her body,
and that only a ‘hermaphrodite’ androgynous indraidattempts to
manoeuvre his/her body into the foreground. In lexth facts are true for
both asexual and androgynous individuals. Moreateijl become
apparent that both androgynous categories haveltbeing in common:
they are both self-sufficient and neither has skaesire for another
person, let alone is willing to expose his/her dwdy or be penetrated
sexually. Furthermore, a considerable number df batlrogynes consider

themselves as ‘objets d’art’.

Two of the most outstanding personalities that@dd cited for these two
contrasting types of female androgynes are Jeaame and Florence
Nightingale. Jeanne d’Arc would be a prime exangbla hermaphrodite
androgyne. As is well-known, she often wore malieeatind, to quote the
above table of male-valued stereotypes, ‘act[eddader’ when she
commanded the French troops against the Englit428. However, as is
equally well-known, she was a very attractive ‘feime’ woman. It was
not only the fact that Jeanne obeyed God'’s req@rgrior her to remain a
virgin — her troops would not have respected hleemtise — but there was
also something in her nature which radiated antensense of self-
sufficient chastity which kept men at a distandedbeth Abbott points
out that ‘the soldiers uniformly believed it waspossible to desire her, so
much so that in her presence, they ceased to desireoman at all’
(Abbott, p.257-258). Jean I, Duc d’Alencon confgthis view when he
writes that

Sometimes, when we were in the field, | slept with
Joan and the soldiers ‘on the straw’, and
sometimes | saw Joan get ready for the night, and
sometimes | looked at her breasts, which were



52

beautiful. Nevertheless | never had any carnal
desire for her. (Abbott, p.257)

Florence Nightingale, too, ‘seemed to lack a sdmdin@ension’(Abbott,
p.281). In contrast, however, to Jeanne d’Arc sieednsubdued nun-like
appearance. No military armour here; Florence’thalg consisted simply
of plain black dresses and, befitting her roleraarany medical attendant,
on her head she wore a prim nurse’s cap. Like thstdemale Christian
martyrs, she wore herself out by following abstamidiets, and had a
quiet melancholy about her which probably stemmechfher withessing
so many men dying in the Crimean war. Her conteamyothe novelist
Elizabeth Gaskell, Abbott says, compared her charaa that of a

cold near-saint. Her soft voice and gentle
mannerisms belied her unyielding character and her
irresistible force of personality. She had causes
rather than friends, and she hovered, Gaskell
concluded, somewhere between God and the rest of
mankind. (Abbott, p.281)

It would lead to pointless speculation to discubether Jeanne d’Arc or
Florence Nightingale had any lesbian or bisexuadéacies. If they had
they probably suppressed them. Far more relevamiuiopresent
discussion is that, although one was always verghnaware of their
physical bodies, these ladies apparently radiatesftain aloofness,
warning others that they were not to be toucheeyTdchieved this either
by a certain amount of aggression or by attempgbngake themselves

invisible.

Asexual androgynes such as Florence Nightingalkeofirst female
Christian martyrs were, of course, not the ideé|satriarchal societies,

where the traditional place for a woman was inhtbmne. Her first duty



53

was to bear and bring up children. This type ofraggne, however,
presented no threat to conventional masculinitghénfirst part of her life,
as we know, Florence Nightingale was extremelwactner later years
she spent reclining on a sofa or a bed, but nestedh still focussed on
and dealt with her many philanthropic causes. @mortant aspect
throughout her whole life is that she never reloetigainst the politics of
the time, which were dominated by men, but sheseas, in her
comparatively docile way, to serve her male contaages by trying to

diminish the hardships caused by war.

It is interesting to point out that, in generalvess the case with the first
female Christian martyrs, in extreme cases, fermsgéxual androgynous
figures such as Nightingale can be projections missogynist male

imagination which sees in the female, per se, ardinful temptress who
must be silenced and stripped of any kind of segigaifiers conjured up
in male lustful thoughts. Such women, they thoughtuld be converted

into the obedient creatures we often find in pathal societies.

A more recent example, where the distinction betwesrmaphrodite and
asexual androgyny regarding women becomes evenenatent, is Sally
Potter's 1993 filmOrlando. This is based on Virginia Woolf's novel with
the same title in which, in the character of ‘Odah she writes a fictional
biography of Vita Sackville-West. The major crifioi against the film
was directed towards Potter’s choice of actresgaldwinton to play the
initially male Orlando. The fragile Tilda Swintoadked nothing like
Sackville-West and, after the screening of hen it the University of
Sussex, Sally Potter defended herself by explaithiagshe thought
Virginia Woolf's intention in the novel was thattl©rlando/Sackville-

West character should discover something innatserial and yet
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transcendent about him/ and later herself. MarjGagber comments here
that ‘[in other words...] a bland and inoffensiveleogyny [...] is
substituted for ambiguous, ambivalent, transgressexuality’ (Garber,
p.232). In fact, when we consider Orlando frons {int of view, it
seems that Potter had more the persona of Virgiaalih mind than that
of Vita Sackville-West. Indeed, Tilda Swinton’s ga&and delicately
fragile appearance reminds one very much of Viegivioolf. Both
give/gave an adolescently ephemeral impressionhghas a man or a
woman, or rather a boy or a girl. Both Swinton &vidolf are asexual
androgynous types, whereas Sackville-West represemore aggressive
androgyny, which | am now calling ‘hermaphroditelegyny’. Indeed,
Virginia Woolf , too, noticed how different both aharacter and
appearance she was compared to Vita Sackville-Wiesh, in an entry for
Monday 21 December 1925, she confesses in her diary:

Vita for 3 days at Long Barn, from which L[eonard]
& | returned yesterday. These Sapphiste

women,; friendship is never untinged with
amorosity. In short, my fears & refrainings, my
‘impertinence’ my usual self-consciousness in
intercourse with people who mayn’t want me & so
on —were all, as L. said, sheer fudge;[...] | lileg h
& being with her, & the splendour — she shines in
the grocers shop in Sevenoaks with a candle lit
radiance, stalking on legs like beech trees, pink
glowing, grape clustered, pearl hung. [...] Anyhow
she found me incredibly dowdy, no woman cared
less for personal appearance — no one put on things
in the way | did. [...] What is the effect of all ghon
me? Very mixed. There is her maturity & full
breastedness: her being so much in full sail on the
high tides, where | am coasting down backwaters;
her capacity | mean to take the floor in any
company, to represent her country, ...; her
motherhood (but she is a little cold & offhand with
her boys) her being in short (what | have never
been) a real woman. Then there is some
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voluptuousness about her; the grapes are ripe;t& no

reflective. No. In brain & insight she is not agltly

organised as | am. But then she is aware of this, &

so lavishes on me the maternal protection whiah, fo

some reason, is what | have always most wished

from everyone. [...] How much, for example, shall |

really miss her when she is motoring across the

desert?
On the one hand, Woolf admires Vita as a full-bdevoman and praises
her maternal qualities but, on the other hand, dogsail to acknowledge
her male qualities, once describing her lovinglynasstached™. Despite
Virginia’s fears that Vita's love for her might inlve sex, it remained a
platonic, primarily intellectual love affair. Inabty, Vita always made a
powerful impact on people for she was a combinadioso many male and
female characteristics. However she did not pderbuyearn for contact.
She was much more self-sufficient than one migkielbought. Her son,
Nigel Nicolson, inPortrait of a Marriage where he draws on his mother’s
secret diaries, depicts her as

...by no means frigid, but she came to look upen t
‘normal’ act of love as bestial and repulsive. hreof
her novelsGrand Canyor(1942), she gives expression
to this feeling: ‘One wonders how they ever brought
themselves to commit the grotesque act necessary to
beget children®

In reality, in his mother’s love affairs with womérwas the spiritual and

intellectual element that was far more important.

8 virginia Woolf, The Diary of Virginia Woolfedited by Anne Olivier Bell, Vol. 3 1925-30
(Harmondsworth: Penguin, 1982), pp. 51-52.

81 virginia Woolf, The Diary of Virginia Woolfedited by Anne Olivier Bell, Vol.2 1920-24
(Harmondsworth: Penguin, 1982), p.216.

82 Nigel Nicolson Portrait of a Marriage(London: Weidenfeld and Nicolson, 1973), p.139
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2.5.2 The Two Types of Male Androgynes

When it comes to androgynes of the male sexnitaee difficult to

employ the two simple categories of hermaphroditk @sexual
androgyny. This has very much to do with the fhat tmasculinity’ as
such, has to be acquired and is not automaticaita@'s primary natural
state. Elisabeth Badinter, writing on masculinentdg says that a boy has
to undergo

duty, proofs, trials [...] to become a man.
Manhood is not bestowed at the outset; it must be
constructed, or let us say ‘manufactur&d.’

Every boy has to overcome his own ‘feminine’ paisgito be recognized
as a genuine man. This is not necessarily thewilseairls. A girl has no
need to fight for her ‘female’ identity, for on thery day of her first

period she can be declared ‘a woman’.

In the context of decadent literature for the catsgtion of androgynes,
this means that the overwhelming majority of maldragynes are defined
by a passive determinant which, according to Badjm$ typically
associated with femininity. Fin-de-siécle literatuvas primarily interested
in the deviant, the abnormal male and not in stgpecal masculine men.
What one might call ‘passive’ male figures featpreminently in works
by Ronald Firbank, Oscar Wilde etc. In generaliterature and other
creative works, active male hermaphrodite androgyneuld have
approached the image of boldly masculine and agye&rag queens’ or
transvestites resembling, for example, Dr. Frank#ter in The Rocky

Horror Picture ShowThe reason why such examples of hermaphrodite

8 Elisabeth BadintePn Masculine Identity New York: Columbia University Press, 1992), p.2.
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androgyny in men did not feature prominently inaartl literature at the
end of the nineteenth century is that, even fodneadent art standards at
the time, it would have seemed too outrageousiarall probability,
against the law. However, one does find aggreshiag queens in the late
nineteenth century in those crude and vulgar Ghastpantomimes where
corpulent, bearded men played traditional characech as ‘Widow
Twanky’. These pantomime characters, with the#t@dl-obvious goal of
trying to make people laugh were completely inaffea — certainly not

against the law!

Somewhat later in 1918, a book issued in the Uritiades by the Medico-
Legal Journal entitledutobiography of an Androgynader the
pseudonym of Earl Lind claimed that it was relating ‘inner history’ of
classical Greek hermaphrodite sculptures. (Thikpby the way, for
some unknown reason was only available by mailraenedical
scientists and lawyers!) In the book one can sa®otograph of Earl Lind
posing asThe Sleeping Hermaphrodijta famous statue on display in the
Louvre. One can note here that, like Freud, Linesube terms
‘androgyne’ and ‘hermaphrodite’ interchangeabllye tisual practice at
the end of the nineteenth century not only for sé€saientists but also for
creative writers. Accordingly, in his book, Lindaghs

[...]Jthat he is all of a woman’s soul in a body @i

he believes to be one-third female and thus only

two-thirds malé**
At night Lind transforms himself into ‘Jennie Juaad becomes, in fact,
passive transvestite ‘fairy’. It is difficult to sttover whether Lind would
fit into the category of a genuine ‘hermaphroditdr@gyne’. In his book it

seems that he tries to impersonate a woman ascpgids possible and to

8 Earl Lind, Autobiography of an Androgynedited by Alfred W. Herzog, reprint of the 191dtin
(Amsterdam: Fredonia Books, 2005), p.xi.
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erase all signs of masculinity, culminating in lmyvan operation where
his penis is amputated. However, such a feminini@gbomosexual can
be termed only a ‘hermaphrodite androgyne’ insatahe actually
combines the nature and function of the two difiésexes, or indeed both
their psychological and physical characteristicha¥\makes Lind’s
transformation appear so vivid to us, accordingjreccy Hargreaves,
might be the fact that ‘Lind’s narrative is diffatdrom other narratives of
an imaginary androgyny in so far as he understdraandrogyne to have
an embodied status and a sexual identitiargreave’s statement is
important for us as the type of androgynes thaetmeen, and will be
discussed in this thesis always contain fictiomgfthological and quite
often mysterious elements in them as well as thisteuaura that
surrounds them. However, apart from claiming t@liging
Hermaphrodite sculpture, this is not the case ®#H Lind. | personally
think it is more appropriate to regard him as anff@ne homosexual’ or
even a transsexual trying to come to terms witlsb@ally discordant

identity for which he can find no name.

Decadent literature at the end of the nineteentkucg was much more
concerned with the male asexual androgyne in tiva & a young ephebe.
In this context we must not forget the writer Jdsggéladan, who was
obsessed by the idea of the androgyne as a vidgilescent. At the time
his ideas were very influential:

Sexuality seems to be identified by Péladan with
matter and androgyny with the unity of the spirit;
so that if the hermaphrodite is an angel in whom
spirit and matter are harmoniously synthesized, a
sexual man or woman is a dual being in whom the

8 Tracy HargreavesAndrogyny in Modern LiteraturéHoundmills: Palgrave Macmillan, 2005), p.31.
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body, the beast, constantly triumphs over the
spirit.2®

Péladan succeeded in bringing together in his gadamers and writers
such as Schwabe, Hodler, Vallotton, Khnopff et&kel©scar Wilde in
America, Péladan, often dressed up somewhat flaantityy went on
lecture tours all over Europe to preach his phidgo For him art has the
same duty as religion, that is to render God cohgmsible to mankind.
Beauty for him is simply sublimated reality. Thesaciples were central
and close to the heart of the aesthete movemettataime. On 28
August 1891 Péladan founded a branch of the ‘Qddréemple de la
Rose-Croix’ with the aim of bringing together pemptho sought
enlightenment and a new spirituality in order toage the profane nature

of the world and society in general.

When Péladan opened his nok\ndrogynehe did this with a long
panegyric in eight stanzas on the asexual androgyne

Il
Junger Mann mit den langen Haaren und fast
begehrenswert, den das Verlangen noch nicht
berihrt hat; Bartloser, der von den nahen
Gelegenheiten noch nichts weil3, vielleicht bleibst
du stolz, vielleicht besudelst du dich; Schiler, de
die Stimmen der Schlaflosigkeit hort, schlechter
Bursche oder Gelehrter, kinftiger Ritter der
Malteser oder der Dirnen! Lob sei dir!
Junges Méadchen mit den kurzen Haaren und fast
junglingshaft, deren Herz noch nicht gesprochen
hat; Knospe, die sich vor dem sinnlichen
Aufblihen verschliel3t; vielleicht wirst du
sundigen, vielleicht bleibst du tugendhatft; schdone
Maid, die das Leben im Gesang des Windes
buchstabiert; Landstreicherin oder Edelfraulein,

8 A.J.L. Busst, ‘The Image of the Androgyne in thie@leenth Century’, in lan Fletcher (edRpmantic
Mythologies(London: Routledge, 1967), p.69.
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die sich bald Maria oder Venus weihen wird! Lob
sei dir!

VI
[...] O urspringliches Geschlecht, endgiiltiges
Geschlecht, unabhangig von der Liebe,
unabhangig von der Form, Geschlecht, welches
das Geschlecht leugnet, Geschlecht der Ewigkeit!
Lob sei dir, Androgyr’

In English these lines could be translated as\ialo
I

Young man with such long hair that | almost longeajou,
who has not yet desired anyone

nor been aware of anyone’s yearning for you.

Beardless, not yet knowing anything of temptingapmities,
perhaps you’ll remain proud, perhaps you'll disgrgourself.
Schoolboy, who hears the sounds and voices

emerging from sleepless nights,

naughty boy or learned scholar,

future knight of Malta or seducing all those attrnae lasses!
All praise to you!

Young woman with short hair, almost like a youtHad,
whose heart has not yet been promised anyone.

A wee bud who is avoiding sensuously blooming -
perhaps you’ll commit a sin, perhaps you'll stagtwous.
Beautiful maiden, whose life is spelt out

in the melodious sound of the wind.

Country vagrant or noble lady

who will soon commit herself to St. Mary or Venus!
Oh! All praise to you!

VIl

(...) Oh, original human species, oh final decisigeaes,
independent of love, independent of form or gender,
defying his or her own species, - everlasting ssci
Praise be to you, you androgynous béthg!

87 Joséphin Péladaber Androgyn (Miinchen: Georg Miiller, 1924), p.11-15.

8 As there does not exist an English translatidrarislated these lines myself.



61

Here Péladan celebrates both the male and femaeasandrogyne. The
aesthetes at the end of thd"t@ntury, however, valued the beauty of the
male androgyne much more than that of its femalmi@ypart. Although it
was Péladan who popularised the image of the akardeogyne in the
fin-de-siecle he was basing its ideas on the Fr&uarhantic Tradition,
especially on Balzac and Gautier, both of whomdlaehdy equated
androgyny with a virgin-like condition. When Pélatkaandrogyne is first
sexually active and loses his virginity, he dessend it were, like an
angel from heaven and, on earth, becomes eith@naoma woman:
‘L’androgyne n’existe qu’'a I'état vierge: a la preme affirmation du sexe,

il se résout au male ou au feminifig.’

As we have seen, male asexual androgynes encapaulaty brief period
of time when a child is on the verge of adolesce@@maine Greer, in
The Boywriting about male beauty, indirectly hints thatandrogynous

quality of the asexual kind is a precondition fobay beautiful':

He has to be old enough to be capable of sexual
response but not yet old enough to shave. This
window of opportunity is not only narrow, it is
mostly illegal. The male human is beautiful when
his cheeks are still smooth, his body hairless, his
head full-maned, his eyes clear, his manner shy
and his belly flat.[...] Artists straight and gay leav
always known this, at least until the nineteenth
century. Women too have known it and know it
still. Girls and grandmothers are both susceptible
to the short-lived charm of boys, women who are
looking for fathers for their children less %o.

8 Joséphin Péladah;Androgyne (Paris 1891), p.38.
% Germaine Greeffhe Boy(London: Thames & Hudson, 2003), p.7.
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A striking feature of the male asexual androgyrn@as he appears
childlike and innocent but, at the same time, aseGpoints out, he is very
attractive, although not in a particularly sexuaywRoland Barthes
defined this ‘neuter gender which is neither maseuhor feminine’ as a
sexed nothingnes$ These androgynes seem to reflect the very moment
before they have to become either male or femaliethiey are trying to
hold back time in order to delay the move towandambiguity and
maturity. This process is very unnerving and pdg®kplains why the
androgyne always radiates the impression of hidelesion. Francette
Pacteau it seems, has found an explanation fattrectiveness of asexual
androgyny when she argues that

the wish correlative to the androgynous fantasyldou
be attached to archaic memoirs of early childhdlogl;
disavowal of sexual difference therefore represtmgs
fantasized re-enactment of an early pleasurable
perception. (Francette Pacteau, p.63)

It is clear now that the special kind of eroticiamth regard to asexual
androgynes is part of the auto-eroticism of latédbleod indicating a state

of self-sufficiency.

One of the most prominent authors of the decadenement in Vienna
was Hugo von Hofmannsthal. He, too, just like Pétadvas fascinated by
the image of the male asexual androgyne and camethi@ very similar
description in a late essay called ‘Ad me ipsunil@492952 Here,
amongst other matters, he explains the ‘innerestédthis androgynous
male protagonists - such as Andrea or Gianinoenm of his early works

entitledDer Tod des Tizia(Titian’'s Death’). The ‘inner’ state

I Roland Barthes, ‘Le Désir de neutre’,1978 lectimd,a Régle du jeuno.5 (August 1991), pp. 36-60.
2 Hugo von HofmannsthaGesammelte Werke: Rede und Aufsatze 11l 1925-(R2@kfurt am Main:
Fischer Taschenbuch, 1980),pp.599-627.
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Hofmannsthal is referring to here is what he c8ltaexistens’, in English
‘pre-existence’. Such a ‘state’, he explains, @dgl for young aesthetes
and enables them to view the world around thenoniytin a
contemplative way, but above all in totalitiesheatthan everything and
everyone singly and individually. Viewing the wotltus, from a distance,
furthers a human condition which, Hofmannsthal sayght be called
‘living out of this world’. Existing in this way nans that such young
aesthetes gain wisdom at an early age. Furtherrimg are completely
self-sufficient in their innocent world but the yanoment they become
actually involved in the world around them, theyl@utomatically
mentally drop out of their ‘pre-existence’ - theythey had been living -
and become trapped in mental inactivity. At the sdime they lose what
Hofmannsthal perceives as their supreme knowlddgeever, they will
still intuitively hang on to their former wisdomaall their lives strive to

regain their early androgynous state.

With this concept of ‘pre-existence’ Hofmannsthialcontrast to Péladan,
Is much closer to a healthy esoteric wholeness.f@hmer, together with
other authors of the decadent movement was paatlguhterested in an
idea of male androgyny that overwhelmingly poss®sgeically female
attributes. The fact that this type of male andmyggtid not correspond
with acceptable active masculinity can, on the loared, be explained by
such authors’ interest in anti-bourgeois charaaarthe fringes of society
and, on the other hand, by the fact that this ser&tion of the asexual
male androgyne was also used by fin-de-sieclegstbssublimate the idea
of homosexuality which, at that time, was socialhacceptable. Far more
preferable was an innocent child-like image. Thglish painter, Simeon
Solomon was especially renowned for his young andgent-looking

asexual androgyne figures and, together with Buorees, was one of the
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first artists to ‘employ’ androgyny as his very oa@sthetic expression
(Fig. 7). Solomon, however, suffered public disgrag being arrested for
sodomy. But up until 1873 his paintings were haltiigh esteem either as
emblems of the neo-Platonic idea of the perfect aoas futuristic visions
of the Saint-Simonian ideal, of an androgynousetgavhich entailed

sexual equality.

There was also a third possibility as to how Soloima@androgynous
figures were interpreted in some circles because

art allowed a tolerance for implicitly homosexual
themes, but it did not entirely mask those themes.
Androgyny thus became an acceptable code for
homosexual expression, but it also came to be used
to undermine the idea that homosexuality and
sodomy were equivalent states. In fact, the use of
androgyny in art became a means of expressing a
new aesthetic and an idealist philosophy in which
love between men was seen dsgherform of
experience than heterosexual love. Although
homosexuality was publicly considered both an
aberration and a crime, writers and artists began t
use the androgyne as a code for the exalted nature
of homosexual unioft’

In this passage taken from her bdok de SiecleShearer West seems to
sum up the idea behind the male asexual androgyaieas depicted in
Solomon’s paintings. She attempts to elucidateahasexual androgyne
could either symbolise homosexuality as we undedstiatoday or it could
be interpreted as a purely spiritual or platonaarfrof love between two
men, designated at the time ‘New Chivalry’ or ‘HegtSodomy’. For
instance, in the 1890s Charles Kains-Jackson &sredi the periodical

‘The Artist and Journal of Home Culture’ campaigteda purer,

% Shearer WesFin de Siéclé London: Bloomsbury, 1993), pp.76-77.
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intellectual and spiritually beautiful love betwemen. It was Kains-
Jackson who also called this idealised male reialigp ‘New Chivalry’
and maintained it was especially aesthetic aglindi lead to procreation.
One of ‘New Chivarlry’s’ most ardent supporterssWwdarc-André
Raffalovich. He, incidentally, was the companiortled author and later
Catholic bishop, John Gray, Oscar Wilde’s real-tifedel for his fictional
character Dorian Gray. In one of his critical wotksnisme et
unisexualité: étude sur différentes manifestatidaginstinct sexuét for
instance, Raffalovich tried to show in 1896 thatosexual men, when
trying to find an expression for their erotic atiea were not restricted to

sodomy.

But also in the creative literature towards the eftthe nineteenth
century, the figure of the asexual androgyne becaore prominent.

Shearer West points out that

poems and essays devoted to androgynous male
icons such as Antinous (the Greek youth who was
reportedly the lover of Emperor Hadrian) or
Hyacinthus (the beautiful boy loved by the God
Apollo) appeared frequently in published writing.
[...] Coded references to ancient Greek sculpture
were later exposed by Havelock ElliStudies in

the Psychology of Set 1897 as being more than
innocent allusions to the ‘love of souls’.(Shearer
West, p.147)

It is important here to note how much creative evatadmired and were
fascinated by the male asexual androgyne. Thisetstaste in the artists
was also present, it seems, in their audience anddtogether a first

early male homosexual community and became a sgiar an initial

%Marc-André RaffalovichUranisme et unisexualité: étude sur différentesifeatations de l'instinct
sexuel(Paris, 1896).
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homosexual identity. However, the asexual androgyficient, as he is,
unto himself denies any traces of sexuality. leréiture, the male asexual
androgyne turns out to be an image of repressed$exuality. Bearing
this in mind, my foremost aim in this thesis istow that, in Decadent
literature, both a hermaphrodite androgyne as agedn asexual

androgyne, reveal psychological mechanisms of sspehomosexuality.

To find definite living embodiments of the asexaatirogyne in real life is
difficult because they always avoid the actualéhand now’. They seem
to thrive on artifice, idealisation and fictionatsn. A rare example of a
once living asexual androgyne is Michael Jacksat.dwly did Jackson
undergo various operations to erase any obviouns sifhis racial
identity, with these operations any signs of hisoudinity were also
removed. With his nose now pointed and his chin nawower, he
appeared less masculine and much more refinedeamdihe. However,
he had so many sexual determinants eradicatedritfatt, to most of his
audience he appeared strangely bland but, likecamynon-or-garden
figure of pure plastic, nevertheless radiated efgrauth. It is not
surprising, therefore, that a studio boss in Hollga is reported to have
said that Jackson never had any real film potertdalclaimed that

[h]e doesn’t have a distinct persona that trans|ei
movies,|...] | think he would have been a very good
Peter Pan. Other than that, | don't know what yaiod
with him*®

The very image Jackson was trying to convey wasaddhat of a Peter
Pan - for our time, as it were - living on his Ndaad Ranch and
surrounding himself with young children. Whethegréhis any truth in the

accusation against him of child abuse is mere daton. Jackson himself

% Dana Kennedy, ‘Time to Face the MusiEhtertainment WeeklyDecember 17, 1993), p.30.
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at the time, however, did seem to give the publcitpression that he
was simply asexual, an eternal child as it werghWiis example of
Michael Jackson, it becomes obvious that asexuhbgyny is not a case
of adopting a new whole personality where such l&lvedanced human

being has perfectly integrated male and femalecspéthin himself.

So far we have only dealt with asexual androgyiay telied on a child-
like image. But there is another not so wide-spiigzage which is also
much more related to reality that has the sameafgignce - illness. When
talking about the Pre-Raphaelites we had alreadyhied upon the subject
when looking at how Dante Gabriel Rossetti portdalyss model and later
wife Elizabeth Siddal. First he painted her asagrful hermaphrodite
androgyne but later under the influence of heegbshe made the
transition in his works to an asexual androgynethedeby her image

turned into a child-like ‘femme fragile’.

A better example would be Lytton Strachey, who amaswuthor and
intellectual in the Bloomsbury circle. Although &they sported a long
beard his masculinity was neutralised by his featfibks caused by his
neurasthenic condition. His often eccentric andregti colourful clothes
enhanced the androgynous effect and made him ikelallarge insect.
For him this illness did not only made him lookyasa, it provided him
also an escape from normative masculinity whiclaited professional
activity and brought him nearer to a passive feratdée which he
enjoyed, although J.A. Taddeo points out in hekizbat it would be
wrong to draw the conclusion from these factors 8teachey wished to
become a woman. ‘Strachey seemed almost reliewatdhihiliness

allowed him to be passive: “Don’t you see, a womaad only say yes or
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no.”%® He simply cherished his asexually androgynouslitiom which
left him in a passive state of limbo. But althougjhachey was a disciple
of ‘Higher Sodomy’ he confessed to Leonard Woalfailetter of 2 May
1909 that despite

he occasionally sunk in the mud of [his] passion,
he continued to write papers for the Society on the
need for ‘restraint’. The tension between the
spiritual and physical, or the higher and lower
sodomy, became quite obvious in a number of
Strachey'’s relationships at Cambridge. (Taddeo,
p.28)

Again the first innocent and self-sufficient imgseon of a male asexual
androgyne, that is Lytton Strachey, proves wrorgy@amderneath the
outward image we find a personality which is batjlith a deviant

sexuality that is socially stigmatised.

2.6 The Dawn of a New Androgyny

So far when discussing art and literature of thed® siecle the asexual and
hermaphrodite androgynes were still differentiaedording to their
biological sex which is in a way a contradictiontself. This was due to
the fact that there were still minor sexual deteants visible which gave

away their biological sex.

The first to overcome the biological signifiers wihsescribing androgyny
must have been Charles Algernon Swinburne whernubksped in 1866
the poems ‘Hermaphroditus’ and ‘Fragoletta’ infirist volume ofPoems

and Ballads which brought the first wave of Decadence to Bndl It was

% Julie Anne Tadded_ytton Strachey and the Search for Modern Sebdeaitity ( New York: Harrington
Park Press, 2002), p.129.



69

obviously no coincidence that he juxtaposed irvbisme a poem
describing hermaphrodite androgyny with anotherlsylming asexual
androgyny. When presenting the figure of ‘Hermapghits’, the lyrical |
depicts the presence of all male and female sestgaifiers asking ‘To
what strange end hath some strange god madeTiag double blossoms
of two fruitless flowers?” In order to indicate the self-sufficiency of
Hermaphroditus the metaphor of ‘barrenness’ ilaigpeatedly in the

poem.

Swinburne took the name ‘Fragoletta’ for the foliogypoem most
definitely from Hyacinthe de Latouche’s novel oétsame name published
in 1829. According to A.J.L. Busst the hero-heram¢he novel had been

certainly one of the most famous French
hermaphrodites during the nineteenth century, not
only is [she] loved by both a man and a woman;
she herself also loves passionately but ineffelstual
members of both sexes.(Busst, p.76)

On the contrary in Swinburne’s poem the centgalre Fragoletta is
described as an asexual fragile being. The lytieainders: ‘Being sexless,
wilt thou be Maiden or boy?’ (Swinburne, p.82) Aatiogly Fragoletta is
at one instance addressed as a maiden: ‘Ah swaeatdiden’s mouth is
cold’(Swinburne, p.83). At another instance theclk | complains that
Venus cannot offer him a girl:‘Say, Venus hath mg ¢§lo front of female
curl, Among her Loves’(Swinburne, p.83). Both imagiat of the maiden
and that of the boy point to a virginal, pre-puleggcstate. Again the self-
containment of Fragoletta, just like in the casélefmaphroditus, is

indicated by metaphors of barrenness. Interestiagbugh, Swinburne

%" Charles Algernon Swinburn8winburne’s Collected Poetical Work&!. | (London: William
Heinemann), 1935, p.80.
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endows Fragoletta with a Medusa’s head.'Thou hastpent in thine hair,
In all the curls that close and cling’(Swinburned4). It seems that
Swinburne tries his hand at probing deeper intqpyehe of this figure.
As will be shown, a typical trait of androgynesineteenth century
literature is that they often have a petrifying @dike that of a Medusa, to
protect their inner self. Swinburne had alreadyiedkd in his two early
poems to sum up the two archetypal species of ggdes, that is the
hermaphrodite and the asexual androgyne in sucineafprm, that the

reader cannot make out their biological gender wdmmemplating them.

However, in recent times there has turned up omathscene a category of
total or complete asexual androgynes where itsslakely impossible to
make out whether their biological sex is male ondée. These are artists
who combine their art with their life. An art fortimat instantly comes to
the mind would be ‘body art’. For example the aitisigh Bowery
transformed his own body in such a way that it ingsossible to
determine his gender. Bowery tried to opt out efglender binary of male
and female and turned himself into a living pietar. A step further go
the artist duo Eva & Adele when they proclaim: ‘kéneer we are is
museum’. These two artists who regularly turn upuddlic art exhibitions
look like identical alien twins and have a smilisuggelic appearance,
sometimes their identical costumes have even wsags on them. Eva &
Adele (Fig. 8) see themselves as a public worktodrad when looking at
them the observer gives up thinking about whethisris a man or a
woman, it simply does not matter any more. Thegmies of male and
female are not valid any more. Also Renate Puvisgehe the few essays

about Eva & Adele sees this couple as asexual angel

appearing from nowhere like extraterrestrial
beings,[...] Like angels, they are without history,
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without a past. They have no biography and , like
angels, are of puzzlingly indeterminable gender.
And it is precisely in these characteristics that t
core of their message lies. The realization that
neither Eva nor Adele wanted to define themselves
expressly as male and/or female was seized by
both of them as a chance to implement “gender
self-identification as a socio-political factor’n@&

idea of art being life and one’s own life already
being art runs like a thread through Eva’s and
Adele’s entire work. Indeed, it is the guiding
principle of their constant striving for liberation
from those power structures which turn the subject
into the object, from those mechanisms and
processes which eventually exercise complete
control over the lives of human beings. [...] Eva &
Adele want to inspire people with courage, to
render given hierarchies powerless in order to be
able to live and work in their own self-determined
way. [...] The fact that Eva & Adele permanently
appear as art figures, and are always recognizable
as such, differentiates them from the artist duo
Gilbert & George who, whilst leading the way as
self-styled “living sculptures”, appear in normal
everyday attire and approach the problem from the
other, normal side. Moreover, Gilbert and George
openly admit to being homosexual, and they more
or less recede into the background behind their
artefacts?®

By erasing as many signifiers of their personaiis possible Eva &
Adele escape the classification and pressure hyas@exd social
hierarchies. The method they use to achieve ttasngar to the asexual
and hermaphrodite androgynes in decadent literaflnese characters are
also often marked as somehow out of place anddbeot fit their time

nor do they fit their sex. They either belong te thture and have an alien-
like quality about them or they live in the past they always avoid living

% Neuer Berliner Kunstverein (edBVA & ADELE: Wherever we are is muse(Btuttgart/Ostfildern:
Cantz Verlag,1999), pp. 37-38.
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in the here-and-now and seem to have fallen otltesf time. Moreover
they appear to come from nowhere because frequinayyare orphans or
it seems they had no earthly parentage. The mwstsit feature is an
aura of coldness that surrounds them, but thesegyrtes thrive on this
distance to other persons. Whereas other peopteloee to keep them
alive they need their inaccessibility to keep tiparsonality intact.
Ironically enough it is a contradiction in itseftfat Eva & Adele do not
want on the one hand to become an object in sbigedrchies but

willingly turn themselves into art objects to eseguyst that.

2.7 Summary

In the real world, people who appear androgynoukdamutsider do not
necessarily feel and act in an androgynous wagraasftheir personality is
concerned. Similarly, the medical condition of arh@phrodite does not
necessarily cause ambiguous gender behaviourelsettond half of the
nineteenth century, for the first sexologists sastiKarl Heinrich Ulrichs,
Edward Carpenter and, to a certain degree, Havdltisk the concept of
androgyny was bound up with homosexuality. It veessye have seen,
also influenced by Aristophanes’s tale in Pla®ygnposiumit was
Sigmund Freud and later C. G. Jung who separatdagyny from
homosexuality and saw in it a more archetypal andewsal condition to

which certain human beings reverted.

The two images of androgyny that predominate is tiesis are the
hermaphrodite and the asexual androgyne, both wihvdre based on the
myth of ‘Salmacis and Hermaphroditus’ as told bydOw his
Metamorphoseddere Ovid defines the androgyne as displaying eeith

male nor female sex, and yet, paradoxically bostdiically, Ovid’'s
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Hermaphroditus stands for the decadent androggnéhé feminine-
acting male homosexual. In modern times a parall€lvid would be
contained in Earl Lind’@&utobiography of an Androgynehere he depicts
himself as a ‘fairy’ and uses the statue of Hermagitus as a metaphor
when claiming to describe ‘his/her’ inner life. Wwist remember that, in
the nineteenth century, the terms androgyne anddghrodite were used

interchangeably.

In fin-de-siécle ‘decadent’ literature there israyalence of
representations of both the asexual and the hemodipd androgyne. This
‘decadent’ literature was concerned with anti-beaig themes and topics
which had hitherto been taboo or were only to humébon the fringes of
society. Such androgyny could be defined as ‘unhgahnd is
symbolised by a hermaphrodite statue where, ingi€aditerus there is a

penis. The statue is ‘barren’, and cannot begédrem.

Aristophanes’s myth in PlatoSymposiugwhich is more concerned with
a new and healthy ‘wholeness’, did not play a prant part in decadent
literature. This myth was more important for segidts such as Edward
Carpenter or Karl Heinrich Ulrichs, both of whommerdrying to unearth a

more positive archetypal image for the homosexual.

In order to define both types of Ovid’s historiealdrogyny more closely, |
apply a Freudian construct which Freud explorgssrireatise entitled
Group Psychology and Analysis of the Bq@921). Here he distinguishes
between the two categories of a ‘desire-for’ ardeaire-to-be’. Thus in

% Sigmund FreudGroup Psychology and Analysis of the Egansl. & edited by James Strachey
(London: Hogarth Press, 1959).
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Freudian taxonomy, asexual and hermaphrodite typasdrogyny are

defined according to the following model:

A male or femalder maphrodite androgyne:
1.desire-to-be male aridmale simultaneously

2.desire-for-neither - a male nor female individ{ia. self-sufficient)

A male or femalesexual androgyne:

1. desire-to-be neithenale norfemale

2. desire-for-neither - a male nor female individiua. self-sufficient)

The desire of both the male and female hermaplaaaitirogynes to be
simultaneously both male and female means thdaras physical
appearance and personality are concerned, they alhihale and female
signifiers. In contrast to this, the asexual angnagnegates or neutralises
all male and female determinants. Both types of@yyhes, however,
have one thing in common: they both tend towartfssséficiency and

radiate an aura of innocent autism.

This was one of the reasons why both kinds of agpydres were often
employed in nineteenth century Decadent literatisra socially safe image
in order to convey repressed homosexuality. Théaudiinner lives of
individuals with a deviant sexuality such as homaosdity were portrayed
in the literature of the up-and-coming fin-de-séealt movements, in
particular in Symbolism. Such creative artists waagticularly interested

in psychological aspects of the human being, tmelitions of an
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individual’s ‘soul’ and what lay beyond his/her sgiousness. Thus it
seems obvious to interpret the inherent self-sefficy of both types of
androgynes from a psychological perspective. Furibee, as will be
shown in the next chapter, particularly enlightgnas far as androgynes in
Decadent literature are concerned will be the kihgsychological
approach adopted by R. D. LaingTiheDivided Self
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3. A Psychopathology of Androgyny
‘You don’t know what it is to fall into the pit, the despised, mocked,
abandoned, sneered at — to be an outcast!...afrarg evoment lest the

mask should be stripped from one’s fat8

(from: Oscar Wilde’'d.ady Windermere’s Fgn

3.1 A Psychological Approach: R. D. Laing back airéh Kierkegaard

3.1.1 Introduction

After having depicted the realities of ordinary andcast folk, the
naturalistic novelist in France became more ancerm@erested in the
darker sides of life, in aberrations of behaviouwd & depicting characters
outside the norm. Although it might not appear sfrst sight, Symbolism
was the logical conclusion of Realism and Natamalin modern literature
as authors strove to explain not only motives pfaagonist’s actions but
tried to make visible what was going on insideltes/mind or at least tried
to convey the state of the soul of the protagofiisey did this by charging
objects or animals with a higher meaning, spedifi¢hings the characters

strongly identified with, thus turning them intoypbological symbols.

In this way Symbolism took Realism and Naturalismooa higher plane,
an inner psychological stage. Edmond de Gonconov®lLa Faustin
plays an important role in this development becaustands at the
crossroads of the two movements. In the introdaadiohis novel, Edmond
de Goncourt says that the emphasis will not besglan the plot but that
he is attempting to outline a psychograph of a gogin in a big city.

190 Oscar Wilde The Complete Play.ondon: Methuen, 1988), p.77.
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Je m’explique: Je veux faire un roman qui sera
simplement une étude psychologique et
physiologique de jeune fille, grandie et élevée
dans la serre chaude d’'une capitale, un roman
bati sur des documents humaiffs.

But Goncourt’s novel, published in 1881 is not dyrgbout any young
lady, but must have caught in particular Oscar Wddttention because it
Is about a successful actress, allowing the reladgtare in her difficulties
reconciling her public career and her private lReechard Ellmann, in his
up-to-now ultimate and unsurpassed biography absaar Wilde,

observes the following:

La Faustincontributed to the story of Sibyl Vane
in The Picture of Dorian Gray Sibyl loses her
powers as an actress by falling in love, reversing
La Faustin’s behaviour. More precisely, both
possibilities are mustered by La Faustin: she feels
the need to be in love in order to play Phedre, but
warns her lover that, if she should leave the stage
he would cease to love her in six months. A
contrary impulse makes her renounce her career
for his sake, only to find that without it life dsab.

A husband may be good, but a theatre audience is
better. Wilde found in such tensions between life
and art a source of dramatic excitement , and
developed them variously in the next fifteen

years'%?

Wilde, as we will see, did indeed find in Goncosirtiovel the same
psychological structures which had also fascinatedin Mademoiselle
de Maupinby Théophile Gautier, RachildelMonsieur Vénugand, to a
lesser extent, in Joris-Karl Huysma#sReboursin contrast to these

other novels, the decisive aspect which influent#de regarding

191 Edmond de Goncourtta Faustin (Paris: Bibliothéque-Charpentier, 1899), p.11.
102 Richard EllmannQscar Wilde(London: Hamisch Hamilton, 1987), p. 217.
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Goncourt’s novel is that he, Goncourt, specificalilgphasises that it is a
psychological studylLa Faustincan be categorised as what in German is
called aKlinstlerroman that is a novel which portrays an artist as its
central character, dealing with his art in relatiornis life. According to
Richard Ellmann, particularly iba Faustin Wilde’s interest evolved
around the question as to what an artist expersewben he transforms
the world around him as well as himself iimigjets d’art But, most
important of all, what the protagonists of the abawvels have in
common is that they do not find their place in sbciln some way or
other they are all outsiders and seem to belondhecavat all. Uprooted
and living in such a vacuum, the reader cannogcaise them. Their
situation forces them to construct their own idgnthus appearing to
belong to the post-modern age.

In the case of the actress La Faustin, her pratasguation is quite
obvious as it is linked to her social status aardéist. She is neither part of
the bourgeoisie nor simply working-class, but ig pha bohemian world
which is made up of artists, eccentrics and satri@b-outs. She is fully
aware that in the opinion of many people therestaally not much
difference between being an actress and a commgarden courtesan.
Moreover, the time she spent as a child in an orpba adds to her sense

of insecurity.

3.1.2 The Different Pressures of Stigmatisation

In fact, all the protagonists in the novels mergi@above which
influenced Oscar Wilde possess some form of stigtoaever, in his
book onStigma Erving Goffman differentiates between two Kirds

stigma:
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The term stigma and its synonyms conceal a

double perspective: does the stigmatised individual

assume his differentness is known about already or

Is evident on the spot, or does he assume it is

neither known about by those present nor

immediately perceivable by them? In the first case

one deals with the plight of tltkscredited in the

second with that of theiscreditable'®®
La Faustin is the only protagonist who would fatl the former category
as she carries out her stigmatised professioromt fvf a public audience.
All the others bear a ‘discreditable’ stigma: ase@tver would not be able
to discern such a stigma from the outside simmynfthe character’'s
behaviour in public. As opposed to real life, tidwantage of literature is
that we can penetrate the mind of the charactexs marrator, making it
possible for the reader to realize that certaitggonists possess a hidden,
a ‘discreditable’ stigma. It is important, howewvérat Goffman suggests
that the nature of the ‘discreditable’ stigma, framsychological
perspective, might be much more challenging thamamediately obvious
stigma. In real life, he says, it is especiall\amencounter with another
person that the

Issue is not that of managing tension
generated during social contacts, but rather
that of managing information about his
failing. To display or not to display; to tell or
not to tell; to let on or not to let on; to lie or
not to lie; and in each case, to whom, how,
when, and where” (E. Goffman, p.57).

Bearing these psychological aspects in mind, symrson may be under a
great deal of pressure from not knowing what peapbeind him really
think of him:

193 Erving Goffman, Stigma(London: Penguin, 1990), p.14.
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Further, during mixed contacts, the stigmatised
individual is likely to feel that he is ‘on’, hawgno

be self-conscious and calculating about the
impression he is making, to a degree and in areas
of conduct which he assumes others are not” (E.
Goffman, p.25).

The continual compulsion to create in public arfiaial image of oneself
and to negate one’s true character cannot leadégcwre and integrated
personality. Goffman chooses the term ‘passirmgg’jristance, for
someone who, in order to conceal an invisible sigid not to be too
conspicuous, only deliberately makes a faint impomson the outside
world. The reasons why someone with a ‘discreditadtigma resorts to
this method are fairly obvious. The pressures insogiety to adjust to a
common standard of what is regarded as normalemestrong.

Furthermore the benefits of ‘passing’ simply hefy@ ®o avoid troubles.

Bearing this in mind it becomes obvious why Ron8ldLaing, strongly
influenced by Goffman, saw the process of ‘passasga common form of
self-alienation. Being ‘normal’ was for Laing ‘arkl of pseudo-sanity
masquerading as the real thitf§’ But also, according to Laing,
individuals without a stigma and with a secure ficant sense of
themselves sometimes need their ‘false self’ talleathe rituals and
vicissitudes of daily life. Laing went even furtheerd blamed the pressures
of a normative society for destroying creativitydaxtinguishing an
artistic person’s ‘inner light’ - their special nal gift of being able to
expose their originality and individuality. In treennection lies Laing’s
fascination in his later career with ‘rebirthingagtices and why, all his

life, he was interested in the topic of ‘madnesa agn of genius’.

1% Daniel BurstonThe Crucible of Experience: R.D. Laing and the i8rif Psychotherap§Cambridge
Massachusetts: Harvard University Press, 2000), p.7
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However it is Goffman’s ground-breaking book omstas and the ways
to deal with them where one will find numerous refees to his classic
example of a ‘discreditable’ individual, namely tlod homosexuals. In the
early 1960s this was somewhat daring in a time witenosexuality was

still a punishable offence.

All the novels which strongly influenced Oscar Viagpart fronLa
Faustin have at their centre a character who suffers fioen t
‘discreditable’ stigma of gender-nonconformity.His study on gay men
and their development, Richard A. Isay sums uphtearily stigmatised
situation of gay men and women as follows:

The development of a gay identity, which begins
in the earliest years of childhood with same-sex
erotic fantasies, usually carries with it, in our
culture, the burdens of guilt and self-loathingttha
may impede or delay its consolidation and
integration. Social stigmatisation is particularly
damaging to the adolescent and young adult
because of the importance of peer acceptance in
the task of separation from parents. Such
stigmatisation and the internalisation of socialsbi
often lead to further lags in the formation of a
healthy sexual identity by encouraging conformity
to prevailing social conventions such as marriage
and to the denial of inherent sexual and attendant
psychological and social needs.

Erving Goffman sees homosexuality from a sociolalgpoint of view and
simply describes the various ways a spoiled idgoaused by stigma can
be managed. R.D. Laing took this a step furthertaad to explain how

and in which way an individual can deal with higsta from a

psychological perspective. After having studiedrawee hundred cases,

195 Richard A. IsayBeing Homosexual: Gay Men and Their Developriietv York: Farrar-Straus-
Giroux, 1989), p.66.
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Laing and his colleagues discovered that indivigiliing in an untenable
personal situation, most of them with a ‘discrdal#sstigma, all
developed the same schizoid patterns of behauoarder to make their
lives tolerable.

...It seems to us that without exception the

experience and behaviour that gets labelled

schizophrenic is a special strategy that a person

invents in order to live in an unliveable situation

In his life-situation the person has come to feel h

IS in an untenable position. He cannot make a

move, or make no move, without being beset by

contradictory and paradoxical pressures and

demands, pushes and pulls, both internally, from

himself, and externally, from those around him.

He is, as it were, in a position of checkm&fe.
What made Laing’s attitude in the field of psychlpiso revolutionary,
especially regarding homosexuality, was that hisi@ry goal was not to
‘cure’ the patient, but to help him return to astaf confident
‘wholeness’, freed from the threats of a normasigeiety. Laing’s first
two books,The Divided SeindSelf and Othersappeared at the
beginning of the 1960s, when homosexuality wakcsiitsidered by many
psychiatrists as a kind of illness or even madrgesaring this in mind,
Laing’s approach was very revolutionary as he ioijy claimed that not
the homosexual was sick, but the conditions hetb@mdure: a
homophobic society had made life unbearable fordamsing symptoms
of schizoid behaviour and, in the long run, asraisal strategy, causing

him to act unconsciously in a schizophrenic way.

It was no surprise that Laing with his revolutionarguments achieved
the status of a counter-culture icon although, gadmitted himself that

his ideas were not particularly avantgarde but vieawck to a view shared

1% R.D. Laing,The Politics of Experience and the Bird of Paradisendon:Penguin, 1967), p.95.
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by most psychiatrists at the turn of the century.reiminded us that ‘many
senior psychiatrists still said that if all schibognic patients were cared
for respectfully in good-enough surroundings, onester to one-third of
them would eventually recover without the beneditshock, drugs, or
lobotomy’(Daniel BurstonCrucible of Experiencep.70). Moreover,

Laing was seen as an ‘anti-psychiatrist’, as hesties did not correspond
to those psychiatrists of the Freudian school.é¢marded Freudian
psychoanalysis only as a means of uprooting thieseents in the human
psyche unfavourable for living in a normative stciédnd indeed Laing
never denied his anti-psychiatric leanings bubhatdame time he fully

repudiated the accusations that he glamorized gghienia:

| have never idealized mental suffering, or
romanticized despair, dissolution, torture or terro

| have never said that parents or families or $pcie
‘cause’ mental iliness, genetically or
environmentally. | have never denied the existence
of patterns of mind and conduct that are
excruciating. | have never called myself an anti-
psychiatrist, and have disclaimed the term from
when first my friend and colleague, David Cooper,
introduced it. However, | agree with the anti-
psychiatric thesis that by and large psychiatry
functions to exclude and repress those elements
society wants excluded and repressed. If society
requires such exclusion then exclusion it will get,
with or without the aid of psychiatry. Many
psychiatrists want psychiatry to bow out of this
function!®’

7 R.D. Laing,Wisdom, Madness and Folldingburgh: Canongate Classics), 1998, p.9.
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3.1.3The Divided Self1960)

AlthoughThe Divided Selvas well-received by the critics and praised as
a ‘thoroughly professional and original approachinderstanding
psychosis and in particular schizophretiat first sales were
disappointing. It was only some years later whenkihok came out in a
Penguin edition that it became a bestseller. Tlais probably due to the
different social climate at the end of the so-ahllewinging Sixties’ and
the new generation which was much more open toar&hchallenging
ideas in the field of psychology. Ronald Laing’s gadrian reminds us in
his biography of his father that the latter wagectrin his prophesy that
the importance of th&€he Divided Selivould eventually be recognised:
‘the British Journal of Psychiatr{finally reviewedThe Divided Selih
1982,

In my thesis, to a large extent | will be concetiigaon Laing’sThe
Divided Selfbecause it is the first work which serves bestamyin
explaining the psychological make-up of the twoan&prms of
androgyny | have already outlined in my first clepboth of which
feature prominently in Decadent literature.

Laing’s first and foremost aim withhe Divided SeMlvas to ‘make
madness, and the process of going mad, comprele(isiing, Divided
Self p.9). His starting point is when he claims thatentally healthy
person must necessarily possess what he defirgrgvasy ontological
security. In order to qualify as an ontologicalécare person one must

have a confident and stable sense of identityabhiléy to disclose one’s

1% Boh Mullan,R.D. Laing: A Personal Vieg.ondon: Duckworth, 1999), p.73.
199 Adrian Laing,R.D. Laing: A Life (Phoenix Mill: Sutton Publishing,2006), p.60.
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true identity in front of others and a firm awarssef personal autonomy.
All these aspects are necessary for maintainingtiomal interpersonal
relations and in particular for having an intimegationship with another
person. Moreover, in situations when society demmaudhenticity, an
ontologically secure individual does not feel thes@d as far as his
identity is concerned when he assumes a mask tevachis own ends. He
can comfortably alternate between ‘being-for-hifiseid ‘being-for-
others’, without any fear that the false self hassuming will obliterate
his true self. By contrast, an ontologically insecar schizoid individual

Is not able to fulfil these conditions mentionedadand, as a

consequence, is wary of close relationships witieiopeople.

In general, Laing specifies three psychologicatpsses which describe
the anxieties that prevent an ontologically inseqerson from disclosing
his true self: ‘engulfment’, ‘implosion’ and ‘pefigation’. Engulfment is

for Laing the fear that a schizoid person suffen@mwsomeone approaches
him too closely, particularly in an emotional wés he has a shaky sense
of his personal autonomy he experiences this cesseas though his
identity is being ‘engulfed’ to be finally replaceg the other person’s
identity. He loses himself, as it were, in the oth&lentity which, as

Laing points out can be welcome if you ‘hate yolitsié&you cannot

accept yourself as you are, however this is atsitudo beware of.

Engulfment is felt as a risk in being understood
(thus grasped, comprehended), in being loved,
or even simply in being seen. To be hated may
be feared for other reasons, but to be hated as
such is often less disturbing than to be
destroyed, as it is felt, through being engulfed
by love”. (Laing,Divided Selfp.44)
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With severe cases of schizophrenia, when one iglgilmoking at such a
patient this gives him, the patient, the feelingt tivhat he thinks is a
penetrating stare will extinguish his very soulslinteresting that here
Laing also draws attention to the fact that beiatgtl or always
misunderstood in a paradoxical way helps the ogtoally insecure
person much more to preserve his threatened igeBging hated or
misunderstood is therefore much less feared thisng beved and

‘understood’.

By the term ‘implosion’ Laing is describing the ntainstate of a schizoid
individual, in so much as he gradually experiertuesself as a vacuum.
This occurs because the ontologically insecuregpeging afraid of
engulfment creates a false personality for the g mpeiblic and directs
most of his emotional and intellectual dealingstigh this mask. As a
consequence, the schizoid person comes increasmgipend on his
false self and is convinced that he can only dshus ‘real’ self when he
is alone, completely disengaged from his publi€ Jéle classic example
for such a situation would be a ‘closeted’ gay pergoncealing his real
self because he is afraid of being rejected bymadphobic society. In
order to make this situation at all tolerable, bgures a false self to adapt
to false realities. This whole process gathers nmbume by the fact that
the ‘false’self is always present in a physicalydult not the hidden

‘real’ self. In the end the real ‘shut-up self, tgpisolated, is unable to be
enriched by outer experience, and so the whole nwoed comes to be
more and more impoverished, until the individualyrmame to feel he is
merely a vacuum (Laindoivided Selfp.75). In such a way the mask
becomes increasingly powerful and eventually tlaeestwo selves, the
real ‘shut-up self’ and a false public self. Anasihere, at this point, that a

schizophrenic situation arises because the twaadicting selves spy, as
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it were, on each other and thus the schizoid pdssospomes even more
self-conscious. ‘The individual in this positionimvariably terrifyingly
‘self-conscious’[...] in the sense in which this wasdused to mean the
exact opposite, namely, the feeling of being uratbservation by the
other’, that is the other self (Lain®ivided Selfp.74). The individual
conducts with himself what Laing calls a 'pseudteipersonal
relationship’. Judged from outside such self-enpetbindividuals, seem

to give the impression that they are being naissibut in reality quite
the opposite is true because from ‘within, the sellr looks out at the

false things being said and done and detests #akepand doer as though

he were someone else’ (Lairigivided Selfp.74).

The third and most important psychological aspefinthg the

mechanism of becoming schizoid is ‘petrificatidih’is not so much a state
of anxiety but a defence mechanism which helpseésayve the threatened
identity of the ontologically insecure individusi/hen doing research on
his patients Laing found out that those anxioustthgr shaky sense of
their own subjectivity would be ‘swamped, impinggabn, or congealed’
by another person, such individuals tried to r@athhe same way to the
other’s person’s subjectivity. This process worke b Medusa’s head, in
other words ‘turning’ the other person to stonesTheans that the
schizoid individual regards the other person singdyan object with no
feelings thus, in the end, completely depersomajibim. Although Laing
did admit that the partial depersonalisation okothwas a necessary
technique in everyday life to deal with the peamieund you, especially in
a professional context, the complete deperson@irsaf others is a
characteristic of schizophrenia which backfiresstbatangling the

schizoid person in a vicious circle. Laing says:
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The more one attempts to preserve one’s

autonomy and identity by nullifying the specific

human individuality of the other, the more it i# fe

to be necessary to continue to do so, because with

each denial of the other person’s ontological

status, one’s own ontological security is decreased

the threat to the self from the other is potentiate

and hence has to be even more desperately

negated. (LaingDivided Selfp.52)
At first glance it seems illogical that the ‘peicdtion’ of the other
person’s identity does not increase the ontologiealrrity of the schizoid
individual. However, when trying to maintain a sew$ identity, the other
crucial factor is that the schizoid’s existence tealse acknowledged by
others, usually by the piercing glances he in fiaast fears. The schizoid
individual needs confirmation by another persoomter that he can have
faith in his own existence. By reducing anothessparto an ‘object’, in
other words when ‘depersonalising’ him, at the séime he is lessening
the attention he thrives on to feel alive. The &wpnalised other’ is no
longer experienced by him as a human being. Butt& imobject cannot
confirm anyone’s presence. This places a schizeidgm in a most
paradoxical situation.

There is a failure to sustain a sense of one’s
own being without the presence of other
people. It is a failure to be by oneself, a failure
to exist alone.[...] This appears to be in direct
contradiction to the aforementioned dread that
other people will deprive him of his existence.
(Laing, Divided Selfp.52)

These two conflicting attitudes are characteristia schizoid psyche.
There seems to be only two options left for suplerson: either complete
isolation or a vampire-like attachment, a clingretationship where the

schizoid person is trying to take over the oth&léntity. As a result,
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Laing points out, the schizoid individual fluctuateetween two poles: ‘the
polarity is between complete isolation or complaerging of identity
rather than between separateness and relatedmesmdividual oscillates
perpetually, between two extremes, each equallgasible’(Laing,
Divided Selfp.53). This process is also present inside thehgs When
explaining the term ‘implosion’ in the last parggnd have already
described how the real self detests the false Betfthe false self, in order
to win the upper hand petrifies the real self lgsdcting and controlling it
as though it was a mere object. The schizoid pdisgins to observe
himself from the outside thus becoming, as it whig pwn ‘spectator’.
Such an unembodied self watches minutely what dlokly s doing and
eventually becomes too hyper-conscious in the Modiadays, scientists
know that, in schizophrenic patients, this hasaavith a surplus of the

second messenger dopamine.

Again, the superficial impression might be thaaafarcissistic character,
but Laing denies this:

Self-scrutiny is quite improperly regarded as a
form of narcissism. Neither the schizoid nor the
schizophrenic is narcissistic in this sense. [...]The
schizoid individual exists under the black sun, the
evil eye, of his own scrutiny. The glare of his
awareness Kkills his spontaneity, his freshness; it
destroys all joy. Everything withers under it. And
yet he remains, although profoundigt

narcissistic, compulsively preoccupied with the
sustained observation of his own mental and/or
bodily processes. [...] That is to say, he turns the
living spontaneity of his being into something
dead and lifeless by inspecting it. This he does to
others as well, and fears their doing it to him
(petrification). (LaingDivided Selfp.112)
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But just as in interpersonal relationships, thedaelf will not fully petrify
the real self, for that would dissolve the selfstousness which gives the

schizoid individual a sense of being alive.

In this context when discussing how Laing depidtexschizoid
mechanism of petrification, it also reveals the waing approached his
patients. He was much influenced by the works oftiMd@uber,
especially by and Thoy published in 1923° In this book Buber
discusses the two antithetical ‘modes of relateslfes had discovered:
the ‘I-Thou’ and the ‘I-It’ attitudes. Like Laindduber favoured the former
as it meant accepting a person as a whole humag,beith all of his or
her uniqueness. From the very beginning, it is irtgod that the ‘other’
must feel accepted and respected simply for hieeoown personality.
The ‘I-It’ attitude, however, entails a reifyingqmess which
depersonalises an individual either as a means arf obstacle to
achieving one’s goal. A human being is simply tariv@o a quantifiable
machine which can be numerically judged biologicathemically or
mathematically, etc. This would result in a Frends@proach to
psychoanalysis, where the psychological assessingdes the patient
into the id, ego and superego. However, Buber diccampletely dismiss
Freudian psychoanalysis but for him:

it oversteps its limits and overestimates its
strengths. In the clinical encounter, argued Buber,
it Is just not possible for a healer to redlyowa
patient deeply and humanly if the healer’s
experience is filtered through the medium of
theories or categories that fragment the persan int
a plurality of interacting systems — an id, egal an
superego, for example. And if one doesn't
genuinely “meet” the other, one cannot change (or

19 Martin Buber,l and Thou transl. by Ronald Gregor (Edinburgh: T. & T. ®lat937).
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be changed) by the encounter. (Daniel Burston,
Crucible of Experience.26)

Petrification is central to a consideration of goiphrenia. It thus becomes
quite obvious why Laing avoided the ‘I-It" approaghen dealing with
schizoid patients for it is just this depersonatiseffect they would have

feared most.

These three mechanism: ‘engulfment’, ‘implosiond goetrification’ play
an essential role in keeping a person at a cedtaiance combined with a
desire to win the other’s life-giving attention.&hchizoid individual finds
himself in such a precarious condition that ingpossible for him to
endure the closeness of an ontologically secusopers not only would
he be overwhelmed by his personality but his owsjesivity would be
annihilated:

The schizoid individual fears a real live
dialectical relationship with real live people.

He can relate himself only to depersonalized
persons, to phantoms of his own phantasies
(imagos), perhaps to things, perhaps to animals.
(Laing, Divided Selfp.77)

Accordingly, in the fin-de-siécle literature thaillMoe researched in this
thesis, it very often turns out that one schizdidracter attracts another
character with a shaky sense of being, simply lex#iey both readily
join in this alternating process, sensing thatatier will not completely
obliterate their own identity. This does not melaat such a relationship
would be successful, or that two schizoid individuaould be able to
become really close, let alone fall in love witltleather. But, due to their
psychological make-up, there is a certain amoumajnetism between

them. It has already been explained that when iddals had to endure
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untenable situations they tend to develop a sathiel@ntity in order to
survive. At the end of the nineteenth century irtipalar, gender-
nonconformity was one of the most serious and psggiically

challenging situations a person might face.

Let us now go back to the two variants of androgyineave already
defined who often feature prominently in decade#etdture, namely the
hermaphrodite and asexual androgyne. These twas tyfpendrogynes do
not conform to a stereotypical image of a compheéde or female gender
and thus one can assume that they represent hovadseXet the fact that
both types seem wholly self-sufficient marks themhas special cases. |
consider those self-contained types as homosekeakuse | follow
Michel Foucault who defines homosexuality as arttegshroditism of the
soul’. For him it was not so important whether adgr-nonconformist had
an active sex life or not, it was far more impaottthat he or she displayed
noticeable characteristics not in accordance wglohher biological sex.
Both androgynous types | have defined do not seszassarily
effeminate, but at least not masculine becauseydicg to Elisabeth
Badinter, true masculinity has to be actively carged, as it were, by
meeting certain social norms. Masculinity itselh@t necessarily natural

to one’s being.

In the major part of my thesis | will be takinglaser look at the
behaviour patterns of these types of androgynesvidhshow that their
schizoid identities are the cause of their selftamment. Even today, in a
social climate that is far more permissive, therstill enough social
pressure which, | believe, is still to blame fohigoid tendencies in
homosexuals. Ironically enough the pressure isteaerot only from

outside the gay community but also from withirQwzer the last few years
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a cult of hyper-masculinity has emerged in the gaymunity and the
most ardent followers of this trend resemble tortfeemer heterosexual
oppressors. Christopher Kendall and Wayne Marthseove that
nowadays ‘corporeal masculinity emerges as théjimcfor many gay
men with a normative force of performativity thapaars to signify a
disavowal of the abnormal and the perverse th&inglly constituted the
gay male as a woman in a man’s botlyWhat Leo Bersani has termed a
heterosexualising of homosexuality or ‘De-Gayingrgess * is an ever
increasing trend with gays to internalise heterowative gender
hierarchies and gender binaries. For many thissedadevelopment when
remembering that it was just these issues thatilgasation had fought
against. Associated with the introduction of a &ehical gender binaric
system is the devaluation of the feminine side asdj result, gay men
especially are now prone to suppress their femisige, wishing to appear
even more masculine than any heterosexual manxa#smes of the most
visible form of this phenomenon might be the sdechlbear-scene’ (men
proud of showing off their hairy chests) and ‘leatlgays with a penchant
for provocative items of military uniforms. One dapation for this trend
might be that being in a position of power is Belf sexy and more
attractive to obvious gays as they are not nornailg to exert power in a
dominant heterosexual culture. Homosexuals in #eccanale drag

(styled and clothed in a very masculine way) oftemplain about those
camp and effeminate ‘queer’ artistes in the mdugg,tas gay men, fear
they might be associated with. However when thesle airag hunks
themselves behave and move about in a very femfasteon, the
observer may get the impression that such gay peupkt have a warped

perception of themselves. It is now a matter ofadelbvhether gay men

111 Christopher Kendall & Wayne Martino (ed€3endered Outcasts and Sexual Outlaidew York:
Harrington Park Press, 2006), p.8.
1121 e0 BersaniHomos(Cambridge, Massachusetts: Harvard University $2re895),p.5.
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trying to imitate culturally dominant images of mabnity, whether these
attempts betray signs of schizoid tendencies. Bagam a masculine way
makes the homosexual not so visible in public. &f@not then be
‘petrified’ and ‘depersonalised’ by curious onlookeOr does acting
‘masculine’ make a gay guy’ simply more attractarel sexy? My
suspicions are confirmed by Anthony Lambert whertlaims that
increasingly gay men are more and more using ‘nm&cimnetaphors when
describing themselves on dating websites or ouatiitineir sexual
experiences. ‘The idea of man in numerical ternarageinforces the
man-as-machine trope. [...] ‘Cock’, ‘prick’, ‘hard-grpecker’, and ‘tool’
all contribute to the man/machine constructioraimguage ** Although
gay men in this respect are actually here imitatimegerosexual men, it
cannot explain away the fact that seeing yourself@thers as a piece of

‘machinery’ is a schizophrenic feature and pathefpetrification process.

3.1.4 Sgren Kierkegaar8ickness unto Dea(ti849)

The crucial question which remains now is whethéex legitimate or does
it even make sense to apply Laing’s psychologippt@ach to the
decadent literature of the nineteenth century. #dtiaind™ points out
that his father took the concept of ‘the false’satim Sgren Kierkegaard’s
treatiseSickness unto Deathpublished in 1849, and that he was more
indebted to Kierkegaard’s work than he would adiikrkegaard was
called the father of modern existentialism becduese/as the first to focus
on the individual and his quest for authentic smifh He emphasised the

meaning of personal being. Another common denomirragarding the

113 Anthony Lambert, ‘Stats Please: Gay Men As MimRsbots, and Commodities in Contemporary
Cultural Spaces’, in C. Kendall & W. Martino (eds3endered Outcasts and Sexual OutléhNew
York: Harrington Park Press, 2006), p.68.

114 Adrian Laing,R.D. Laing: A Life(Phoenix Mill: Sutton Publishing, 2006).
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philosophical principles of existentialism was digered by Peter Lomas,
namely the fact that ‘the person is more thanmrgthind cannot be
adequately formulated in the terminology of natscénce ™ Along

with focussing on the human individual in the hanel now goes a
consciousness of the finiteness of human existefoeh means that
existentialists try to make use of all their poigirdnd be responsible for
their own existence. Existentialism centres indaregg around the archaic
emotional conditions of human life conjectures Bddlan:

Existence ends in death. Perhaps, then it is not
surprising that existentialism, unlike all other
major philosophical systems, focuses on the
emotionaldimensions of human existence.
Indeed, from Kierkegaard to Heidegger and
Sartre, the existentialists have provided brilliant
analyses of states such as anxiety, despai,
boredom and nausea. (Bob Mullan, 1999, p.91)

All the above mentioned characteristics of exigédism are also true for
Laing, but what fascinated Laing most in Kierkegéa®Bickness unto
Deathwas his claim that the basis of a meaningful afiléd existence
was authenticity. As far as Kierkegaard is concgmabody can
completely shed his self-consciousness. So wheeaoeitries to set up a
‘false’ self and displays a false facade to thelevein order to conform to
the normative conventions of society and blend imtmr example — he
cannot suppress his own self-consciousness conypéstdne would then
lose all hope in life.

A person in despair wants despairingly to be
himself. But surely if he wants despairingly to be
himself, he cannot want to be rid of himself. Yes,
or so it seems. But closer observation reveals the
contradiction to be still the same. The self which,
in his despair, he wants to be is a self he is not

15 peter Lomas, ‘Psychoanalysis — Freudian or Existiérin Charles Rycroft (ed.Psychoanalysis
Observed(London: Penguin, 1968), p.119.
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(indeed, to want to be the self he truly is, is the

very opposite of despair); that is, he wants to tea

his self away from the power which established it.

But despite all his despair, this he is incapalble o

doing. Despite all his despairing efforts, that

power is the stronger, and it compels him to be the

self he does not want to b8,
Laing depicted the same schizoid condition andgiheded it ‘implosion’,
that is when the ‘real’ self and the ‘false’ sqdfysipon each other. When
the schizoid individual continually fosters ancesgythens the false facade
he tries to show to the outer world, he becomesraad more depleted
and dreads losing his real identity. Laing as &slKierkegaard agree that
a true interior life can only be enlivened by autieinteraction with other
people. If ‘self-consciousness’ is predominantlyassvof the true self and
so-to-speak in harmony with it, only then can omea identity grow
stronger. Accordingly Kierkegaard writes that

what is decisive with regard to the self is
consciousness, that is to say, self-consciousness.
The more consciousness, the more will; the more
will, the more self. Someone who has no will at all
Is no self. But the more will he has, the more-self
consciousness he has too. (Kierkegadrckness
unto Death p.30)

Interestingly enough Kierkegaard outlines the saswllatory process
Laing also discovered in schizoid patients. A pssoghich they used to
stabilise their precarious sense of self. Kierkedidaowever, divides this
process into two principles: a feminine and a misedorm of despair.
The principle of ‘not wanting to be oneself’ Kiedaard calls feminine
and weak because for him that meant self-abandanmbicth he
associated with stereotypical feminine qualitiethef nineteenth century

such as devoting oneself fully to one’s family @ternatively, to the

118 Sgren Kierkegaardhe Sickness unto Deati.ondon: Penguin, 2008), pp.18-19.
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church. The opposite to ‘feminine’ despair is capsntly the ‘masculine’
despair he defines as ‘wanting in despair to baelfieand characterises it
as more assertive. As mentioned above, ‘masculiegpair does not
actually mean wanting to be your true self, but tiveyito be somebody
else otherwise, according to Kierkegaard, it wawtibe despair. In both
cases, though, the individual stubbornly refusegeteerate an independent
authentic self from within, but relies on receiviag inauthentic self, a

mask formed by society around him.

Comparing these two definitions of despair to Larsghizoid conditions,
the feminine attitude resembles the ‘engulfmendcess where an
individual merges his own self with another idgnt®n the other hand,
the more aggressive masculine principle tries terdethe precarious true
self by concealing it behind a mask. And, simitat&ing, both kinds of
despair condition one another and in many waysedaéed to each other.
According to Kierkegaard the

despair described [...] was over one’s
weakness, the despairer does not want to be
himself. But if, dialectically, just one single
further step is taken, then the person who
despairs in this way comes to the consciousness
of why he does not want to be himself. Then

the whole things turns around, defiance is

there, just because now he wants in despair to
be himself. (Kierkegaard, p.81)

When juxtaposing Kierkegaard and Laing it beconi®saus that

Kierkegaard set the groundwork for Laing. But itswgp to Laing, about
one hundred years later, to explain what kind gtpselogical processes
were at work behind Kierkegaard’s philosophicaltptzdes. Considering
that Kierkegaard wrote the treatSekness unto Death 1849 it is likely

that writers such as Wilde, Rachilde, Huysmanslatet on Firbank, all
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authors associated with the Decadence Movemehearid of the
nineteenth century were conscious of Kierkegagstiebsophical theories
and influenced by them. Moreover, Thomas Wright mvtleing research
on how Oscar Wilde was influenced by his readirsgalivered the
interesting fact that his mother who was bettemkmonder the name of
Speranza read continental philosophers, such agp8chauer, in their
original languages. Wright suggests that

it is likely that she was also familiar with
thinkers, such as the German Friedrich
Nietzsche and the Dane Sgren Kierkegaard,
who were not yet translated (or but little
translated) into English during her lifetime.
This opens up the intriguing possibility that she
may have introduced her son to the electrifying
writings of these two philosopher¥.

At the end of this chapter | would again likeptmnt out that it is
predominantly Laing’s research into schizoid cands of individuals
which are the linchpin in my thesis. It explaine #elf-containment of
those many protagonists who appear in a genderembéorening,
androgynous fashion in Decadent literature atuhe of the last century.

" Thomas WrightBuilt of Books: How Reading Defined the Life of @s#/ilde(New York: Henry
Holt and Company, 2008), p.96.
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3.2 Camp: Androgyny in Action

It is only shallow people who do not judge by appeees.

Oscar Wilde
(from: The Picture of Dorian Grdy®)

3.2.1 The Emerging Meanings Behind the Word ‘Camp’

One way to deal with a social or sexual stigmasswe have seen
regarding Laing, to develop schizoid patterns dgfavsour to come to
terms with a hostile society. Another way is tongait up’, a method of
dealing with your outsider status in particular wilee signs of a deviant

sexuality, such as effeminacy are too obvious.

An ephemeral phenomenon demands months of profi@ssérch in order
to clarify its meaning. Attempts are often madeéscribe ‘camp-ness’ in
obscure academic books. However, | discoveredsare isf the gay
magazinéAttitude in which a certain Rupert Smith, writing an ddic
entitled ‘A Brief History of Camp’ gives a definin which, to a great
extent, anticipates the conclusions drawn by thesgnt chapter:

Camp is shaped by the experience of being gay in
a straight world, and it's our way of processing a
culture that we don’t really fit in. It's about
masquerade and wish-fulfilment, about projecting
ourselves into situations from which we've been
excluded™®

Many attempts with quite contradictory outcomesehbgen made to
define ‘camp’ since Susan Sontag published helyébkkdes on Camp’ in
the mid-60s. The most striking feature when estayasithors and
academics have dealt with ‘camp’ turns out to la ithcannot easily be

118 Oscar WildeThe Picture of Dorian Gray: An Annotated , UncermsbEdition edited by Nicholas
Frankel, (Cambridge, Massachusetts: The BelknagsRieHarvard University Press, 2011), p.99.
119 Rupert Smith, ‘A Brief History of CampAttitude MagazingLondon: Vitality Publishing Ltd, July
2010), p.68-69.
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directly classified. Fabio Cleto, in his all-conging anthology about
‘Camp’ writes in his introduction that ‘the slippeess of camp has
constantly eluded critical definitiort¥’ and has thwarted all efforts to find
a stabilising core of meaning. However, androgyay dften been closely
associated with ‘camp-ness’ and this causes nmy st discover what it

involves. Susan Sontag in ‘Notes on Camp’:

The androgyne is certainly one of the great
images of Camp sensibility. Examples: the
swooning, slim, sinuous figures of Pre-
Raphaelite painting and poetry; the thin,
flowing, sexless bodies in Art Nouveau prints
and posters, presented in relief on lamps and
ashtrays; the haunting androgynous vacancy
behind the perfect beauty of Greta Garbo.
Here Camp taste draws on a mostly
unacknowledged truth of taste: the most
refined form of sexual attractiveness (as well
as the most refined form of sexual pleasure)
consists in going against the grain of one’s
sex. What is most beautiful in virile men is
something feminine; what is most beautiful in
feminine women is something masculinel...]
Allied to the Camp taste for the androgynous
Is something that seems quite different but
isn’t: a relish for the exaggeration of sexual
characteristics and personality mannerisths.

Although Sontag has repeatedly and rightly beensext of reducing
camp to a mere sensibility, she acknowledges, hewdvat ‘camp’ is not
exclusively a feature of the world of art but césoebe used to refer to a
person’s individual characteristics. It is alsd&y credit that she was the
first to single out one of the most essential eSthcharacteristics in

‘camp’ people when she observed that

120 Fabio Cleto (ed,)Camp(Edinburgh: Edinburgh University Press), p.2.
121 sysan Sontag\ Susan Sontag Readétarmondsworth: Penguin,
1982),pp.108-1009.
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to perceive Camp in objects and persons is to
understand ‘Being-as-Playing-a-Role’. It is the
farthest extension, in sensibility, of the metaphor
of life as theatre. (Sontag, p.109)

Unfortunately, when explaining ‘camp’, Sontag’sasdoes no more than
scratch the surface and in the end turns out ghigdoebecome a purely
subjective itemization of what she herself perce&e ‘camp’. This is also
the case when Sontag merely recognizes an afbeityween ‘camp’ taste
and homosexuality. Among the other critics, Davatd@nan seems
justified in reproaching Sontag for not explainimgy and how camp is
linked to a homosexual subculture. He says tha &8 not indicate how
the “erotics” of such a literature was relatedne sexuality of its creators
and audience® Moe Meyer goes even further and accuses Sontag of
degayifying and depoliticising ‘camp’ and thus tagnit into a
mainstream ‘commodity’ called ‘Pop Carfy’ The common denominator
for everyone dealing with ‘camp’, however, is thay see it as a
subversive counter-culture negating dominant bansgyealues. Andrew
Ross, in his essay 'Uses of Camp’ cites some oaiitiebourgeois forms
such as

anti-industry, pro-idleness; anti-family, pro-
bachelorhood; anti-respectability, pro-scandal,
anti-masculine, pro-feminine; anti-sport, pro-
frivolity; anti-decor, pro-exhibitionism; anti-
progress, pro-decadence; anti-wealth, pro-
fame.**

122 David Bergman, ‘Strategic Camp: The Art of GayeRtnic’, in David Bergman
(ed.),Camp Grounds: Style and Homosexual&ynherst: University of Massachusets
Press, 1993), p.92.

123 Moe Meyer (ed.)The Politics and Poetics of Canfipondon: Routledge, 1994), p.13.

124 Andrew Ross, ‘Uses of Camp’, in Fabio Cleto (e@amp(Edinburgh: Edinburgh
University Press, 1999), p.317.
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Ross classifies these qualities as ‘aristocrdtactations’ which represent
‘the deceased power of the aristocrat.” When modeatiectuals or
bohemian circles adopt these attitudes, for sotie$yindicates their
marginal status and ‘remoteness from power’(Rosd, 4§, which is non-
threatening and has no political impact. Ther@éasyever, one ingredient
of ‘camp’ which over the last decades has hadta{apolitical effect,
namely a pro-feminine stance. Up until then, Wespatriarchal society
could not prevent feminist ideas gaining more reaoan. It is in the
context of homosexuality, that the aspect of feammbecomes most
obviously political. Only those homosexuals whauafly openly display
their feminine side make themselves visible togéeeral public. It is the
feminine, not the masculine acting homosexual wétb carry a social
stigma and to bear the brunt of discrimination egjdction by society.
The outward indication of a ‘feminine’ gay man is bamp behaviour.
According to Moe Meyer, up to the 1950s, beforeKimesey report
revealed that there also existed masculine actig maving sex with
other men, camp conduct was the sole indicatobofdsexuality. Moe
Meyer claims that before that time, what he terbasv Camp’ or ‘Bottom
Camp’ was ‘the social performance of gay sociahiiyg accomplished
through performance of specific signifying codegesture, posture,
speech, and/or costum&”But these were purely superficial signifiers of

being gay, not connected to an individual's baskuslity.

When it comes to defining this behavioural patteaking a person appear
feminine, an adequate description is offered utiteeheading of ‘Camp’

in J. Redding Ware’s 1909 dictionary of Victoridarsy: Passing English

of the Victorian EraThis dictionary was highly regarded at the tihe.

125 Moe Meyer,An Archaeology of Posing: Essays on Camp, Drag, $exlality( LaVergne (USA):
Macater Press, 2010), pp-99-100.



103

aim was to document and introduce new expressibEsglish to a wider
audience. ‘Camp’ was defined here as ‘Actions aedt@es of
exaggerated emphasis. Probably from French. Udetlychy persons of
exceptional want of charactéf® ‘Exaggerated gestures’ was obviously
meant here to compare with the bourgeois norm ¢ im@haviour. Most
noticeable are the exaggerated gestures and postuiese males
imitating females. These theatrical movements anategral part of so-
called ‘drag’ performances consisting, to a largtemt, of physically
complementing and accentuating the spoken wordgukie whole body

as well as hand movements.

Interestingly enough, Thomas A. King finds thetfiraces of camp
behaviour, or what he calls ‘proto camp gesturésivhen reading reports
on the eighteenth century so-called ‘molly housesl in the context of
the aristocracy. Why aristocrats and especiallytesns started to use
empty gestures and perform, as King has it, ‘akintbat is placing your
hand on your hip or affecting a dangling limp wristcomes obvious
when we consider the historical and political ditrain Western Europe
in the seventeenth and eighteenth centuries. Tis®enacy at that time
had been losing more and more political power awtith conceal this fact
behind a facade of feminine refinement - a sigaugferiority in those
days. The dwindling significance of their sociakpion had to be
compensated for, not only by pompous baroque a&uatite and
extravagant clothing fashions, but also by ovdgiyinine gestures,

indicating some form of cultivated superiority.

126 3. Redding WareRassing English of the Victorian EréNew York: Dutton, 1909), p.61.
127 Thomas A. King, ‘Performing “Akimbo“, in Moe Meyded.), The Politics and Poetics of Camp
(London: Routledge, 1994),p.24.
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As far as the ‘mollies’ were concerned, they haliffarent problem. Their
feminine gestures and deportment were not in aecmel with their
naturally inborn masculinity. However, it was thesa-sexual
performative gestures, comprising also posturguoes and speech which
displayed an honesty as to their conception of fedves. Their true
gender identity, which was feminine, did not confdo their biological
sex. This incongruity gave the impression that as they lacked
substantial character. | think it is important taess here again that it is
mainly these performative or theatrical gesturas tlonstitute a
homosexual identity, or, according to Philip Co@amp is a lie which
tells the truth’ (Cleto, p.81). To present-day stgit is still these gestures
that render homosexuals visible, and not necegsary private sexual act
which is hard to prove anyway.

In this context it is interesting to point out wiNdbe Meyer describes as a
‘shift from a gender-based to a sex-based defmiibhomosexuality’
(Moe Meyer Archeology of Posing.75). If homosexual identity was to
be reduced simply to the mere sexual act and thosrbes the sole
criterion for defining a homosexual, problems arig@is somewhat naive
trend towards simplicity, which | see developingwadays above all in the
treatment of homosexuality by the mass media, méet<elibate gay
men, even those behaving effeminately, would noesgarily be
considered gay. As a consequence it is debatal#éheh’straight-acting’
homosexuals are at all representative of the gatiiy? It is perhaps now
irrelevant to go any deeper into this discussianl Imope it has become
clear as to what an important role ‘camp’ plays whefining the gay
identity. Richard Dyer, for instance, argues tlaanp
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...Is just about the only style, language and
culture that is distinctively and unambiguously
gay male. In a world drenched in straightness all
the images and words of society express and
confirm the rightness of heterosexuality. Camp
Is the one thing that expresses and confirms
being a gay maff®

When now comparing our two early examples of ‘cartipat is of the
aristocrat/courtier and the molly, the latter exéenpamely the man in
‘drag’ will make a stronger impact. For Esther Nemtfor example, the
‘drag queen’ is the foremost symbol of ‘cartip’ But both proto-camp
icons tried to sustain a facade by adopting a Bilgwhereas the
aristocrat/courtier strove to maintain his supescial status, the molly or
what nowadays would be equivalent to a ‘drag queetransvestite
lowers himself in status. The ‘drag queen’ reveldasspeak in self-

humiliation and doesn’t take himself too seriously.

Masculinity, as Elisabeth Badinter has pointed subot a naturally given
gender identity but has to be achieved by varioiigtion rites and is
therefore rated higher in a patriarchal societys Tact, makes it all the
more difficult for a man openly to confess to ndfifling his superior

social role his biological sex has prescribed far.l-or the heterosexual
man, but equally for the masculine gay man, thg dueeen symbolises
their worst fears: i.e. the former not to have aebd acceptable manhood
and for the latter, whilst knowing he is gay, mobe accepted as a straight-
acting individual and thus politically correct. Suears of gay men not to

come across as straight-acting ‘hunks’ but as drgoeens’ is often

128 Richard Dyer, ‘It's Being so Camp as Keeps Us @biBody Politic10, 1977, p.11.
129 Esther Newton, ‘Role Models’, in David Bergman .jeG@amp Grounds: Style aridomosexuality
(Amherst:University of Massachusets Press, 1993),-45.
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underestimated. This is not only so for those endloset, but also for those

who are openly gay, as can be seen on populanettdating sites.

The effect of personal self-debasement, stronglp@ated with ‘drag
queens’ is a vital ingredient of ‘camp’ which be@srbvious when
contrasting them with females impersonating mdteser Ackroyd

observes that:

The male impersonator, the actress in trousers,
seems...to lack depth and resonance...[and] is
never anything more than what she pretends to
be: a feminine, noble mind in a boy’s body. It is
a peculiarly sentimental and therefore harmless
reversal. The female impersonator, on the other
hand, has more dramatic presence — the idea of a
male mind and body underneath a female
costume evokes memories and fears to which
laughter is perhaps the best reactin.
Boyishness in women is smilingly accepted in aigiathal society where
masculine characteristics are favoured, but notdfierse, and that makes

drag queens so unacceptable.

3.2.2 The Four Parameters of ‘Camp’

When examining all the literature about ‘camp’ fparameters, which turn
up repeatedly appear to act as common denomindefirsng ‘camp’
‘irony’, aestheticism, ‘theatricality and humdtlt. It is important to filter
out and discuss these camp qualities separatefube ontologically

insecure characters such as defined by R.D. Lamgr@ne to demonstrate

130 peter AckroydPressing Up: Transvestism and Drag: The HistorpofObsessiofiNew York: Simon
and Schuster, 1979), p.102.

131 Esther Newton, ‘Role Models’, in David Bergman.je@amp Grounds: Style and Homosexuality
(Amherst: University of Massachusets Press, 19935.
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all these four elements of ‘camp’. When later méfg to androgynous
characters in the literary works of the Decadetioese camp qualities will

also feature prominently.

Camp irony is often brought about by a stark catftthat is when two
incongruous elements clash. This can occur in addlze same character.
The most incongruous contrast would be that of bulse / feminine’, but
there are other typical juxtapositions you willdim ‘camp’ such as ‘youth
/ old age’ or ‘virginity / promiscuity’, etc. Aes#icism is also an important
element because style in ‘camp’ is everything. Wadimp’ the content or
character of a work seems only to be found on diniase in the form of
style or a performance. Thus style conveys a ecenaning. It adds to the
impression that camp persons lack character. Glds&led to aestheticism
Is, of course, theatricality, which represents ohie most essential
ingredients of ‘camp’. These seemingly artificiadasomewhat unreal

‘camp’ human characters seem to act the wholeef lives as if on stage.

3.2.3 The Function of Camp Humour Protecting theeTself

One important aspect that will be analysed in na@tail here concerns
humour. As far as this last element is concerndudick Kleinhans agrees
with Jack Babuscio and describes it as

a strategy for reconciling conflicting
emotions: it is ‘a means of dealing with a
hostile environment and, in the process, of
defining a positive identity’....Camp humor
relies on an involvement, strongly identifying
with a situation or object while comically
appreciating its contradictions. In this it is
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different from the detachment that facilitates

mockery*®

On the one hand humour furthers an indirect antlesubnravelling of the
true identity, but on the other hand it is the velgment that keeps the ‘I’,
the ‘ego’ of an ontologically insecure person intads early as in 1954
Christopher Isherwood, himself an outsider becafi$es homosexuality,
in his novel ‘The World in the Evening’ said thaamp’ is only
superficially about ‘a swishy little boy with perded hair, dressed in a
picture hat and a feather boa, pretending to béeMamietrich.*** But
Isherwood must have realised, from his own expedgthat ‘camp’, or

what he defined as ‘High Camp’ has an underlyingpasness.

You can’t camp about something you don't take
seriously. You're not making fun of it; you're
making fun out of it. You're expressing what's
basically serious to you in terms of fun and
artifice and elegance. (Isherwood, p.110)

In this definition, Isherwood already senses ttatp’ has a
psychological dimension. However, it was thirty rgekater, when Mark
Booth with the help of R.D. Laing’s bodkhe Divided Selfletected an
analogy between camp behaviour and personalitgsanshaky sense of
selfhood. Booth recognised camp traits when R.[Ind.describes a self-
conscious exhibitionist. Like any camp person, las Wonstantly drawing
attention to himself and at the same time drawttgnéionawayfrom

himself’ *** However, Booth did not take the trouble to expiaihis book

132 Chuck Kleinhans, ‘Taking out the Trash: Camp drelpolitics of parody’, in Moe Meyer (edJhe
Politics and Poetics of Camhondon: Routledge, 1994), p.187.

133 Christopher Isherwood;he World in the EveningMinneapolis: University of Minnesota Press,
1999), p.110.

134 Mark Booth,Camp(London: Quartet Books, 1983),p.115.
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why camp characters show all the psychologicalaefef an ontologically

insecure person and how these defects arise.

Eleven years later, in 1994, Cynthia Morrill triedelucidate the
psychological side of ‘camp’ by comparing camp humo Freud’s
analysis of gallows humour. In her article, Morabserves that Freud
particularly regarded gallows humour as a way lieriiumorist’'s ego,
driven by the pleasure principle, to be rescueaahflunpleasant
confrontations with the material worfd® by means of an economy in
expenditure of affect. However, it is a pity thabivll does not explain
what sets the whole process in motion making tloe earticularly in camp
characters, so invulnerable. | guess the reasohtrbgythat Morrill did not
take Freud’s worklokes and their Relation to the Unconscioie account
which he had written as long ago as in 1905. SkedAer line of
argument solely on his essay on ‘Der Hurti8rwhich he published 22
years later. Idokes and their Relation to the Unconsciéusud was
preparing the ground for his psychological analg$isumour. He
specified a second group of jokes he called ‘tetides jokes’ which he
said ‘have sources of pleasure at their disposatlbs those open to
innocent jokes, in which all pleasure is in someg Vaked to their
technique*®’. An essential feature of tendentious jokes istiey create
pleasure by unleashing ‘inhibitions and repressi@feud, p.134). The
mechanism of the technical and non-tendentioussjokakes rational

judgements ineffective and this aspect supports

135 Cynthia Morrill, ‘Revamping the Gay Sensibilityh Moe Meyer (ed.)The Politics and Poetics of
Camp(London: Routledge, 1994), p.122.

13 Sigmund Freud, ‘Der Humor',ilihe Standard Edition of the Complete Psycholodi¢atks of
Sigmund FreudVol. XXI (1927-1931), transl. by J. Strachey (ldmm: Hogarth Press, 1995),p. 160-166.
137 Sigmund FreudJokes and their Relations to the Unconscio@sl. & ed. by James Strachey
(London: Routledge & Kegan Paul, 1966), p.102.
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major purposes which are combating
suppressions, in order to lift their internal
inhibitions by the ‘principle of fore-
pleasure’. Reason, critical judgement,
suppression — these are the forces against
which it fights in succession; it holds fast to
the original sources of verbal pleasure and,
from the stage of the jest onwards, opens
new sources of pleasure for itself by lifting
inhibitions.(Freud,Jokes and their Relation
to the Unconscioy$.137-138).

The fact that tendentious jokes are fuelled byttagrosource of pleasure -
that is by releasing psychic pressure - is alstutsdien unravelling how
humour works. In the case of humour, the psychoblidinchpin is again
that repressions and inhibitions cannot be comigléispelled in the
psyche and thus, cynical as it may sound, theysthserve as sources of

pleasure. Freud writes accordingly that

Defensive processes are the psychical correlative
of the flight reflex and perform the task of
preventing the generation of unpleasure from
internal sources. In fulfilling this task they serv
mental events as an automatic regulation, which
in the end, incidentally, turns out to be detrina¢nt
and has to be subjected to conscious thinking. |
have indicated one particular form of this defence,
repression that has failed, as the operative
mechanism for the development of
psychoneuroses. Humour can be regarded as the
highest of these defensive processes. It scorns to
withdraw the ideational content bearing the
distressing affect from conscious attention as
repression does, and thus surmounts the
automatism of defence. It brings this about by
finding a means of withdrawing the energy from
the release of unpleasure that is already in
preparation and of transforming it, by discharge,
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into pleasure. (Freudpkes and their Relation to

the Unconscioyp.233)
As the title already suggests, in Freud'’s treaiiséHumour’, written in
1927, he expanded his research results in moré.déptew aspect, which
will be important when comparing Freud’s theoryhwiR.D. Laing’s, is that

the humorous attitude — whatever it may
consist in — can be directed either towards the
subject’s own self or towards other people; it
Is to be assumed that it brings a yield of
pleasure to the person who adopts it, and a
similar yield of pleasure falls to the share of
the non-participating onlooker. (Freud, ‘Der
Humor’, p.161)

Conjuring up a humorous situation by poking fuyairself implies that
you become your own spectator. It means lookingpatself from the
outside, which inevitably involves a splitting betpersonality. This
schizophrenic self-observation is accompaniedttg kxpenditure of
feeling which might result in the typical Britishtiff-upper-lip’ attitude.
When Freud referred earlier to humour, he had dyreléscovered that
‘failed repressions’ played a major part in the lgharocess. Later on in
his essay on ‘Humour’ he must have realised thaférson is conscious
of his inhibitions, traumas, obsessions and abnloetaaviour, these will
inevitably clash with the societal norms of realifyhus Freud had to find
another factor as to how the ego could assert asel remain invulnerable

in the face of all kinds of reality. Freud thus cludes that

the ego refuses to be distressed by the
provocations of reality, to let itself be compelled
to suffer. It insists that it cannot be affectecihy
traumas of the external world; it shows, in fact,
that such traumas are no more than occasions for
it to gain pleasure. This last feature is a quite
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essential element of humour” (Freud, ‘Der
Humor’, p.162)

Freud repeatedly singles out two driving forces mvaralysing humour
and they are first and foremost the pleasure iecand secondly, a
‘rejection of the claims of reality’(Freud, ‘Der lhor’, p.163). Both forces
contribute to a ‘triumph of the ego’ and both reawary mechanisms give
humour its ‘rebellious’ character while bringing

humour near to the regressive or reactionary
processes which engage our attention so
extensively in psychopathology. Its fending off of
the possibility of suffering places it among the
great series of methods which the human mind
has constructed in order to evade the compulsion
to suffer — a series which begins with neurosis and
culminates in madness and which includes
Intoxication, self-absorption and ecstasy. (Freud,
‘Humour’, p.163)

It is interesting to discover that Freud too - aoly R.D. Laing — explains
humorous camp behaviour on the basis of a splithesywWhen, for Freud,

a person adopts a ‘humorous attitude towards hinmserder to ward off
possible suffering’ (Freud, ‘Humour’, p.164), itesas to Freud that this
person is treating himself like a child but, at #aene time is playing the
role of a superior adult towards that child. Frexglains this process again
in a more psychological way by stating that somesirthe ego splits itself
into an ego and a super-ego, which would be thevalgunt to a parent-
child relationship. The humorous attitude occuremwthe super-ego
becomes increasingly inflated because the hunioast

withdrawn the psychical accent from his ego [...]
having transposed it on to his super-ego”. From
the perspective of the “super-ego thus inflated, th
ego can appear tiny and all its interests trivial,
and, with this new distribution of energy, it may
become an easy matter for the super-ego to
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suppress the ego’s possibilities of reacting.
(Freud, ‘Humour’, p.164)

In Freudian theory regarding humour, it is the sizd super-ego which
brings about the ‘liberating and elevating’ effémtthe intimidated and
stigmatised ego by shrinking the world around & tomically small size
and saying to the ego ‘Look! here is the world, sihseems so dangerous!
It is nothing but a game for children — just womtlhking a jest about!’
(Freud, ‘Der Humor’, p.166) So in practice, forlaseted homosexual,
according to Freud that would mean that he wouldegdan at his repressed
gender-nonconforming ego by making jokes about ktyoputting on
female drag. But making fun of his normally sea@#ego is only possible
because his super-ego, which normally acts as taotiomg force, has
become so inflated that it underestimates thetstas of a homophobic

society.

In R.D. Laing’s terminology this would mean thiag¢ tself has so
vehemently turned those people surrounding itstdoe that for a short
humorous moment it cannot be petrified any moreait only come fully
alive in its true form before the pendulum of detation swings back and
the self is turned by the eyes of the observecsargimple object again.
The only weakness in Freud’s line of argument @t ke cannot thoroughly
- and as a consequence - convincingly explain \whystiper-ego starts to
expand. When he tries to outline this process kerbes vague and
indirectly admits that, for the moment, he haseady answer for this
phenomenon and refers to the still provisional ab@r of his theory:

In order to remain faithful to our customary
phraseology, we shall have to speak, not of
transposing the psychical accent, but of displacing
large amounts of cathexis. The question then is
whether we are entitled to picture extensive
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displacements like this from one agency of the

mental apparatus to another. It looks like a new

hypothesis constructed ad hoc. Yet we may

remind ourselves that we have repeatedly (even

though not sufficiently often) taken a factor osth

kind into account in our attempts at a

metapsychological picture of mental events.

(Freud, ‘Der Humor’, p.164)
R.D. Laing also splits the psyche of an ontologicaécure person into a
false embodied and a true disembodied self. Rougpaaking, however, in
Laing’s model there are other scenarios wherertteegelf could gain the
upper hand over the false self. In the first scenéne true insubstantial
self can display itself under the pretence thest d public performance.
The claim to be doing a performance acts like aldhAccordingly Laing
observes that

those people who suffer from intense anxiety
when performing or acting before an audience
are by no means necessarily ‘self-conscious’ in
general, and people who are usually extremely
self-conscious may lose their compulsive
preoccupations with this issue when they are
performing in front of others — the very
situation, on first reflection, one might suppose
would be most difficult for them to negotidt&.

The performances of severely self-conscious peagleally reveal their
true identity — or to use again the phrase thdi@Gore coined: ‘Camp is
a lie whicht tells the truth’(Cleto, p.81). Thigtgal characteristic also
explains why ‘camp’, which | have already pointed bas a strong affinity
to gender-nonconforming people, needs an audié&wm®rding to Laing, a
person with a shaky sense of selfhood gains imgtineon stage because
his/her weak insubstantial self can become alivdeuthe eyes of the

audience without having fear of being petrifiedeThble this ‘self’ is

138 R.D. Laing,The Divided Sel{Harmondsworth: Pelican, 1975), p.107.
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pretending to perform acts like a defensive shi€lds intricate process
also elucidates why ‘camp’ draws attention to thdyband its sexuality but
simultaneously drives one’s attention away fromatprocess | will further
explain when discussing the iconic camp image efdéindy. Another
example would be a ‘drag’ performance where gamgtitieis openly
displayed. The pretence, though, is that it imdictitious role elusively

keeping the gay identity of the performer at aatise.

Another real-life example to illustrate how ‘canworks as a signifier for a
gay, but at the same time fugitive identity wouédthe white soul diva
Dusty Springfield. The publicly known facts aboet h that she tried as a
white Irish Catholic girl to be successful in thend of black soul music in
the promiscuous swinging 60s - these facts aloffesdor us to imagine

in what a precarious state of mind she must hawedderself.
Springfield’s public performances on stage hada@ngtresemblance to
those of a male ‘drag queen’ with her mussed-upxieéed hair, heavy
make-up, long false eye-lashes, black kohl masaadaboright frosted-pink
lipstick. Even during recording sessions it is mgd that she hid her
insecurity behind a thick shield of make-up andecyable style. Patricia
Juliana Smith, in an essay about her, describet/Buppearance as a
‘vampy overkill’ that ‘shattered any naturalistitusion of femininity and
create[d] a highly ironic lesbian resignificatiohtbe gay man in drag®
Dusty admitted openly ‘Basically, I'm a drag queeyself’ (P.J. Smith,
p.194) and it was known that she sought real nthbey' queens’ for advice
regarding her style. As a closeted lesbian in Og & was Dusty’s true self
that she presented on stage. It is a matter ofteelsato whether there was

an element of self-loathing in her public preseatatas her style verged

139 patricia Juliana Smith, You Don’t Have to Say You Love Me*: The Camp Masapes of Dusty
Springfield’,in David Bergman (ed.;amp Grounds: Style and Homosexualfynherst: University of
Massachusets Press, 1993), p.188.
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on caricaturing femininity - revealing perhaps hosv true self had

become distorted under the social restrictions.

Apart from the pretence of giving a performanceehs a second scenario
for an ontological insecure person to reveal histhee self. This was
named after a glamorous pianist and entertainberbice, who became
famous for his completely over-the-top style riffoim his huge coiffure
down to his diamond studded gown and fingers. Aagepsychological
mechanism was also named after him. The so-cdliedrace effect’
Bergman defines as ‘to be so exaggerated an exahplieat you in fact
are that people think you couldn’t possibly béiit such effects work not
by dismantling the gender system but by tradingohlindness™.
However, Bergman admits that the effect is limiéed the ‘conspiracy of
blindness’ between artists and their audiencesk#wm not much scope

to display their real, innate personalities.

At the end of this chapter on ‘camp’, | would liteepoint out again that for
all the four main ingredients of ‘camp’, namely haum, irony, theatricality
and aestheticism, an underlying hidden stigmaerpdyche of a camp
person is necessary to set psychological mechammsmestion. The fact
that a repressed stigma is a major source for ‘tanks it closely with
gender-nonconformity. However, | think that ondgle main functions of
‘camp’ is a way for gays to make oppression beatdhht is transcending
the ‘I’ to keep it protected. Thus ‘camp’ might kegarded as a sort of
‘hygienic cure’ for a psyche suffering under astgand, as a
consequence, struggling with a shaky sense oflsedfalso a signifier that

social repressions against gay people are stélgorte There are critics,

10 David Bergman (ed.J;amp Grounds: Style and Homosexualiiynherst: University of Massachusets
Press, 1993), p.xiv.
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though, who claim that gay discrimination has cdas®l ‘camp’ will
therefore disappear, or only survive in the fornnatitutionalised ‘drag
gueens’ on the gay scene, or will even be reduneadconsumerist world
to a mere aesthetic attribute of post-modern dandiet since a large
number of gay men are nowadays starting to emthateformer
oppressors, thatis since (hyper-)masculinitydeme an ideal for many
gays and is vital for becoming a politically cottrgay person, in the gay
community itself oppression against ‘feminine’ gay# continue and thus

‘Camp’ has unfortunately (or not?!) a good chanfceomtinuing.

3.2.4 High ‘Camp’ versus Low ‘Camp’

Whether ‘camp’ appears to a normal person as alyr&ubversive form of
behaviour, or even ‘political’, depends on howsiperceived. Chuck
Kleinhans differentiates between ‘High Camp’ andWw.Camp’, which
may correspond to the already defined categories@fual and
hermaphrodite androgyny. For example, ‘Low Camptépts the
deconstructed gender presence of drag queendelibérately celebrates
bad taste and often intentionally offends aestlettt social sensibilities in
order to make a statement’(Chuck Kleinhans, p.1B@).as far as gender
politics are concerned, ‘Low Camp’ will not confube onlooker or have a
disorientating effect on him/her, as male and fensaixual signifiers are
still discernible. Thus ‘Low Camp’ keeps the genbeary unharmed.
‘High Camp’, on the other hand, ‘aims for the sessslillusion’ (Chuck
Kleinhans, p.189) of male or female impersonatiboan hold the
onlooker in total consternation as to the biologge of an individual, but
only if the illusion is completely androgynous im asexual way - that is if
no male or female signifiers can be obviously tda¢¢éowever, if the

illusion is that of a perfect man or a perfect wormeam of the opinion that
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we could never call it ‘camp’ any more: at leagethmain traits of ‘camp’,
I.e. irony, humour and especially theatricalitye amissing. As far as the
gender binary is concerned there would be no distating effect. Here
we are dealing with perfect female impersonatorsven transsexuals.
Moe Meyer points out that

the goal of a Drag Queen (as opposed to a
female impersonator) wamtto look like a
woman. ...No, the goal of a drag queen was to
look like a Drag Queen, something beyond Man
or Woman, larger than life, fantastic,
mesmerizing in her liminality. The aim was not
to ‘pass’ as a woman, but to stand out as a
Queen, as a category of being beyond the gender
binary. There is a big difference between a Drag
Queen and a female impersonator. (Moe Meyer,
Archaeology of Posing.178)

An example to illustrate this would be the poputaditional role of the
Dame in an English Christmas pantomime when, niytfon adults, but
even for small children, it is quite obvious asfisight that ‘she’, the
Dame, is a stout, often plump male actor. In thsecthere is no
disorientation on the part of the observer. Oumgunale actor could

never give the impression of being a real female.

A disorientating effect could only be achieved iE made obvious that
the same individual could give the onlooker thdgurllusion, and | stress
perfect, of being either a man or a woman. On therdhand, ‘High

Camp’, as | define it, renders visible the congtd character of gender,
not as in the obvious acceptable or perfect inaitatiHigh Camp’ goes

against the traditional notions of male and fenaaé could be seen as an
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example of the social constructionist school wiseverole is not simply a

performance but appears to the onlooker as conpleatural.

It could be summarised that ‘camp’ acts as a metafan bridging the
male/female incongruity, and this is one of themraiasons why ‘camp’
features androgyny as one of its main images. dlas explains the close
affinity of camp to gender non-conformity, or totpLin Moe Meyer’s
words, that ‘Camp produces gay social visibilityl€yer, Politics and

Poetics of Camp.5).

‘Camp’ also turns out to be a way of dealing wetpnessed social stigmas,
but first and foremost with homosexuality. R.D. hgis explanatory model
of a schizoid individual together with Freud’s arsaé of humour, a vital
characteristic of camp, serve best to illumindt®m a psychological angle
- why camp behaviour displays all the behavioutguas Laing identifies

in a person with no secure sense of selfhood. €hemative character of
‘camp’ also involves such characters always seenaiday to an
audience. This is, according to Laing, vital f@chizoid character to
maintain a sense of reality, of ‘being alive’. N@ing petrified or
depersonalised by an audience’s gaze is brouglit aipathe one hand, by
the pretence of carrying out a public performanu# @ the other hand by
transcending the ‘ego’ which, according to Freusl h@en inflated by
humour and can thus remain unassailable. In thysavaamp’ individual
not only appears to turn his ‘real’, living persbityanto a, for the
observer, obscure impenetrable artifice but alsdgd¢o consider other
people ignorant, unsympathetic, but neverthelessrdes - for him/her,
nonentities.‘Camp’ thus ends up being not simplplaintary, but for some
indeed a compulsory mode of behaviour, closelytedl#o stigmatised

ontologically insecure characters.
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4. The Dandy: Character and Personality

Apart from being one of Camp’s central images,daedy turned out to be
one of the most prevalent images of ‘male androgynthe nineteenth
century. Oscar Wilde's major works can hardly détheut the figure of the
dandy maintaining his superiority by giving sampdésis wit, what we
would nowadays term ‘camp’ humour. However, as ballshown in this
chapter, during the nineteenth century there maigtkitself different
kinds of dandy figures. First there was the cladslandy, which had its
roots in the father of all dandies: George BryaedB' Brummell. This
‘dandiacal’ prototype was celebrated in a long y&salules Barbey
d’Aurevilly at the beginning of the nineteenth aagtand he thus
popularized Brummell and made sure that he wasongotten. Besides the
classical dandy, other dandy figures turned upthieeintellectual dandy
personified by Charles Baudelaire in Paris andqaérly in England the
‘Butterfly Dandies’ attracted attention as theykatvessing-up and

effeminate behaviour to new heights.

4.1 Beau Brummell

As far as dandies are concerned (an ‘old-fashiowedd by the way),
there seems to be one superficial cliché imaget particularly masculine
male, he is fancifully dressed, usually with highthaginative ideas and
tastes. As one dictionary definition has it, noyas it an ‘old-fashioned’
word but it indicates ‘a man who spends a lotmietiand money on his
clothes and appearant® However in this chapter | will show that there
are several types of dandies which have to berdiiteated. The fact that
they fall into different categories will become esjpally important later

when analysing Oscar Wilde’s plays and his ndvet Picture oDorian

1“1 Della Summers (edDjctionary of Contemporary EnglishMiinchen: Langenscheidt-Longman,
1995), p.344.
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Gray. In Wilde’s works the figure of the dandy playsreduent role and is

of central importance.

In the many books which have been written aboutdgasm’ all writers
agree that the first prototype of the dandy whigtemed on the London
scene at the beginning of the nineteenth centusy@&orge Bryan ‘Beau’
Brummell. Typical of androgynous figures, as in tase of Beau
Brummell, is the fact that they seem to occur duhe blue, so-to-speak
and appear somewhat alien-like. One important gresée for designating
an individual a dandy is that a dandy is free fieomg common ties that
would link him to a certain definite backgroune. itamily, milieu, social
class and even gender. He is ‘self-styled’ so-tmkgdostering in our minds
the image of an exceptional individual with no coomineritage. In her
classic book about ‘The Dandy’, Ellen Moers desesihow Beau
Brummel set about this process of self-stylisation:

When Brummell first came up to London he

disposed of his brother and sister by cutting them,

and disowned his ancestors by alluding to his

origins as baser than they were. ‘Who ever heard

of George B.’s father,” he would say, ‘and who

would ever have heard of George B. himself, if he

had been anything but what he 8%’
Beau Brummell took care to conceal his source adnme. Having neither a
profession nor any attachments or obligations sischife or children, it
was hardly possible to place him in any socialdngny. It can be
maintained that not only did he not fit into theisb hierarchy of Regency
England, neither did he acknowledge its patriarbiiarchy. Max

Beerbohm, with regard to Brummel in his essay abdanties observes:

1“2 Ellen Moers,The Dandy( London: Secker & Warburg, 1959), p.18.
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Of rank, for its own sake, Mr. Brummell had no
love. He patronised all his patrons. Even to the
Regent his attitude was always that of a master
in an art to one who is sincerely willing and
anxious to learn from hirti

Brummell was able to break down class barrier®. félot that he had not
descended from the aristocracy - his father wasileservant who had
made it into Regency high society — this fact uhdes Brummels explosive
antipathy towards class structures. Ellen Moersaepia Mrs Gore in a less
charitable mood towards dandies: ‘the dandy wasotaody, who made
himself somebody, and gave the law to everybodytéks, p.26). As Hans-
Joachim SchickedariZ* points out, Brummel was a self-made man and, as
such, it was very difficult to classify or to gitteis new social type a name.
First he was called ‘Buck Brummell'. Outstandingmud fashion in those
days were either called ‘macaronies’, ‘buck’ os, laer in Brummell's case
‘beau’. But all these terms had a negative toucheaoked the image of a
fop, a victim to fashion or simply a snob — somewaating to draw
attention to himself and granting himself statusv@aring the latest
fashion. At first this negative image must alsoénbeen true for Brummell.
His biographers portray him in his early years asfahunter’, an old-
fashioned term for a snob. Later, however, he vegsiibed as being a man
of quite contrary characteristics as for exampheaa of ‘understatement’,
‘simplicity’ and ‘natural elegance’ — charactemstiwe do not normally
associate with the cliché image of the dandy. Gagtesse, who published
the first biography about Brummell in 1844 and &@sremained the main
source for a whole host of subsequent biograpktated that Brummell's

chief aim was ‘to avoid anything marked’, one of Bphorisms being, that

'3 Max BeerbohmThe Works of Max Beerbohimondon: Heinemann, 1922), p.7.
14 Hans-Joachim Schickedarsthetische Rebellion und rebellische Astheerankfurt: Harenberg,
2000),p.4.
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the severest mortification a gentleman could inaas, to attract
observation in the street by his outward appeat@vioers, p.34). That was
the reason why Jesse hesitated to classify Brunewetl as a dandy as ‘the
few associations connected with the term all teetin vulgarity [...] He
exercised the most correct taste in the selecfi@ach article of apparel, of
a form and colour harmonious with the rest, forpghepose of producing a
perfectly elegant general effect;’(Schickedanz9pi8). Quite similarly
Ellen Moers points out in her study that “his distion was only visible to
the initiate”(Moers, p.35). Brummell was influencedjarding his clothing
by the practical and simple attire of the Englishrry squire. This austere
fashion had its cause not only in the more econalnpimduction methods
for clothing attire but also expressed a longingtie old aristocratic ideals
of the landed gentry in times when the politicakMavas becoming more
and more democratic. Here we can literally seertbengruity inherent in
all forms of ‘camp’ — and the ‘Dandy’ is one of thetstanding figures in
camp. On the one hand, he tries to be progressnvellra-modern, but on
the other hand he tries to revive the ideals ofgohe age. Brummell, by
adopting the style of an English country squire wgisig to signify with his
‘dress’ a renewal of the old aristocracy, althobghimself was not of
noble birth.

There are other characteristics regarding the adtappearance of the
dandy which at first sight clash with one anotharlietray a great deal of
the psychological make-up of such an individuasofar as Brummell was
the harbinger of today’s modern fashion, he intomdla style emphasising
the natural form and outlines of the physical bdgiynilar to many of
today’s fashions, according to Hannelore Schiéffenot the clothing

models the body, but the body models the clothisgthe natural contours

%5 Hannelore Schlaffeiode, Schule der Fraugifrankfurt am Main: Suhrkamp, 2007),p.91.
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of the body have more and more come into the fo€@sshion, the means
of keeping them in good shape, i.e. all kinds airspnd physical exercises
have became necessary. How important slimnesseapiite of fashion
became is illustrated by an anecdote of the timenithe friendship
between Brummell and George IV was already oragslegs. The Prince
Regent demonstratively once ignored Brummell albat Watier's Club,
whereupon Brummell remarked in such a loud vordi$ friend Lord

Alvanley so that everyone could overhear it: “Wbg/our fat
friend?”(Moers, p.28) The Prince Regent was noslam as he once was
and in this way Brummell let him understand théihaugh he was the
person with the most political power, he was nat eould never be the
most fashionable person in London society. Brumthel dandy, had

become an arbiter of who should be admitted toghketusive society.

Another field where Brummell set modern standards w cosmetics
where he introduced an exemplary physical bod#agliness. He was
proud of the fact that he did not exude unpleasdatirs and that it was not
necessary for him to use perfume. In her book Mge#mss a detailed

description of his bathroom routine:

Then he would shave with extreme care
(Brummell never grew whiskers of any kind),
wash and scrub and wash again with plenty of
good soap and hot water, then scratch his face with
a stiff fleshbrush till “he looked very much like a
man in the scarlet fever.” His last painful chore
before dressing was to stand with a magnifying
mirror in one hand and tweezer in the other, and
pluck out one by one from cheek and chin each
hair that had survived shaving and scrubbing.
(Moers, p.33).
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When focusing on Brummell's body, the outward olssesenses
something of a contradictory effect. By keepingdim svaist and grooming
his skin Brummell draws attention to his body laitthe same time, tries to
avert this attention. The energetic scrubbing sfface gives the
impression that he is trying, as it were, to waishself away: He seems to
be erasing all signs of masculinity from his botlgere is no trace of a
beard and his rosy cheeks and waspish waist megtidse of a young and
innocent girl. He did not use perfume to emphakigenasculinity; on the
contrary, his aim was to neutralize any smell flambody thus reducing a
sense of his physical presence. Nevertheless heeavembe seen and
acknowledged as the most stylish man about towandy’ Brummell’s
physical body appears to swing to and fro like mdpgum between two
extreme poles. At one extreme, the dandy is makiggeat effort to render
his body as attractive as possible thus invitiregghze of a spectator; at the
other, he is trying to desexualise and negate ¢mg same body so that
nobody might perceive him as a living human beiagdmly as a work of
art. This behaviour pattern is a typical examplavb&t R.D. Laing has
termed ‘ontological insecurity’. The fact that Bromeall can neither be
placed in a social hierarchy nor, as | will shoan one define his gender,

reinforces one’s opinion of his view of his precas mental state.

4.2 Jules Barbey D’AurevillyDu Dandysme et de George Brummell

Whereas up to now | have merely tried to decoderBnell’'s outward
appearance by relying on the anecdotes in Captased first biography,
| will take now a closer look @u Dandysmet de George Brummeh
long essay which Jules Amédée Barbey d’Aureviliygtely published in
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1844. With this portrayal of dandyism Barbey d’Autly was attempting
the first psychological interpretation of the dandfter closely
scrutinizing Brummel’s behaviour, at the end ofstisdy he arrives at the
same conclusion as | did solely by analysing hisvatd appearance:
namely that the dandy possesses a highly contoagioature and refuses

to be categorized.

Twofold and multiple natures, of an undecidedly
sex, their Grace is heightened by their Powery thei
Power by their Grace; they are the hermaphrodites
of History, not of Fable, and Alcibiades was their
supreme type, among the most beautiful of the
nations:*

Natures doubles et multiples, d’'un sexe intelldctue

indécis, ou la Grace est plus Grace encore dans la

Force, et ou la Force se retrouve encore dans la

Grace; Androgynes de I'Histoire, non plus de la

Fable, et dont Alicibiade fut le plus beau typezxhe

la plus belle des nationi¥’
Moreover d’Aurevilly’s judgment goes to prove Sdtedanz’s argument
that the specific appearance of Brummell using @&® and dressing so
fashionably mirrored his psychological self. Hisvard self and his outward
dress formed a unity. This aspect contributes @ gleal to the ‘camp’
image of the dandy: His stylish masquerade — afiestaken by the
onlooker simply as a false fagcade or concealingesaspect or other of his
inner self - in fact reveals the truth about hel iharacter. Thus Brummell
personified one of the first and foremost defingaf ‘camp’: ‘The lie that
tells the truth’.

Brummell was a living work of art or as Barbey geiout it in his essay:

146 Jules Barbey D’AurevillyDandyismtransl. by Douglas Ainslie in 184Rew York: PAJ
Publications, 1988), p.78.
147 Jules Barbey D’AurevillyDu Dandysme et de George Brumngd¥aris, 1861), pp.168-169.
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He was a great artist in his way, but his art wats n

specialized nor manifested within a limited tinte. |

was his life itself, the eternal brilliancy of fdtas

which are forever active in a man created to live

with his fellows. He pleased with his person as

others please with their works. (Barbey

d’Aurevilly, p.54)
To go back to Barbey’s conclusion at the end ofeksay, Barbey uses the
word ‘androgyne’. The English translation has ‘hapmrodite. This is
surely wrong, as it refers nowadays to a medicatltmn. However,
Douglas Ainslie is correct when he translates Bagierench expression
‘d’'un sexe intellectuel indécis’ by ‘of an undedilfly] sex’. This
expression not only refers to the dandy’s conttadycintellectual’ nature
but also to contradictions in his nature regardjagder. It is here that
Barbey attributes feminine qualities to the dangybinting out that
‘wlomen will never forgive him [Brummell] for haag been graceful as
they, men for not having been graceful as he’ (d&lly, p.51).
D’Aurevilly, however, continues to ‘feminize’ dandyn further by
choosing Alicibiades as the ideal type of dandgtd?lin hisSSymposium
introduces Alicibiades as the last visitor - auigal androgynously
looking youth with ribbons dangling from his haMicibiades tells the
others at the meal how he had wanted to seducat8earith his beauty —
but all in vain. Socrates resists his advancesfdictbiades’s story turns
into a eulogy on Socrates’ moral and spiritualrsitk and thus exemplifies
how Alicibiades is initiated into a purely intelteal, platonic attitude to

love.

The dandy, as portrayed by d’Aurevilly is a Janarsefl creature,
displaying both female and male qualities equafyBrummell’'s case this

‘dressing-up’ is not particularly exaggerated, bewertheless his charm
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and elegance are usually characteristics assocatieghassive femininity.
Disturbingly revolutionary with regard to the dicbmy as far as gender is
concerned is that, on the one hand, the dandy hunmself into a passive
object of desire - a role traditionally designatiedvomen. On the other
hand as Domna C. Stantdhpoints out, the dandy assigned to himself the
role of a Circe who is actively trying to seduce @apture people with his
charm. Thus it would not be quite accurate to bealaindy as a mere
passive ‘objet d’art’ , but rather more as an axgtas it were, ‘sujet d’art’.
Brummell himself was certainly no passive charadterwas very
influential in setting the standards of taste aaghifon, dominating society
by judging who might enter fashionable high socmtyot. This displayed
his active masculine qualities. The first impressi® get of Brummell
then is that of a ‘hermaphrodite androgyne’, witlthbomasculine and
feminine characteristics. But did Brummell actuahow any form of
desire for any other human being? Was he evewvm lor instance? He

remained single all his life.

The main source for all researchers on Brummeféstbday is the first
biography written on him namely by Captain Willigk@sse. No emotional
attachments are mentioned in this work. For J&sammell is an aloof
character. It is particularly his ‘sang froid’ ahid detached and impassive
attitude towards society which are emphasised dndhyeven today cling
to the albeit cliché image of the ‘dandy’. Howeuarthe latest biography
on Brummell, lan Kelly expresses his doubts wittare to the reliability
of Captain William Jesse’s book:

If Jesse is an invaluable source....he is not aveay

completely reliable or straightforward one. He
asked a lot of questions of Brummell’s friends and

1“8 Domna C. Stantorf;he Aristocrat as ArfNew York: Columbia University Press, 1980), p.1468.
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acquaintances, but frequently not the right ortes. |

took a French writer of the same period to ask

Jesse the salient simple question he had missed:

was there one great love in Brummell’s Iif&?
The answer is indefinite. Kelly accuses Jesse @eking Brummell by
deliberately covering up his love life. Moreover Brummel's medical
records in France, Kelly claims to have discovehed for many years he
had suffered from syphilis. Where and how he migtwte contracted this
remains unresolved for Kelly too. As potential lsjene suggests a famous
high-society courtesan, Harriette Wilson, or evendByron. It is a fact
that Brummel conducted close friendships with lb#se individuals. But
Kelly can provide no evidence as to whether anywsax involved. It is
clear that his androgynous looks must have atudot¢h men and women.
However, Kelly, whilst admitting being not sympatbédo the idea of
asexuality comes to the conclusion that Brummeltrhage been sexually
unavailable:

Brummell played at affection, was adept at
flattery, was evidently attractive and amusing and
knew it, but in addition to this he chose
deliberately to send out a differing signal. He was
also unavailable. (lan Kelly, p.305)

Brummell must have loved theatricality and, lik&arman ‘Minnesanger’,
he is reported to have wooed women, especially vilearnas with of a
group of friends: ‘They were light-hearted dramashvBrummell casting
himself as the juvenile lead: humorous, elegantearatted as if with an
audience in mind or in sight’(lan Kelly, p.303)nl&elly’s impression here
Is in accordance with Domna C. Stanton’s theory tiva dandy adopted

this mere pretension of affection from the tradhtaf the ‘honnéte

1491an Kelly, Beau Brummell: The Ultimate Dandlyondon: Hodder, 2005), p.18.



130

homme’. The dandy is thus adapting the code of evadlicourtly love to
his time - then ‘love’ was systematically desexsedi.

Brummell lived his life in a very ‘camp’ way ash& was constantly on
stage and flirting with women was simply part of frerformance. Another
part of this performance, where there was evemlalree audience
present, were his ‘levée’: he granted certain petye privilege — just after
he had risen in the morning - of watching him gettiressed. Of course
they had to pay for the performance! All thesegbaphical details
concerning Brummell's theatricality indicate thaea the general public

could enjoy his performances.

lan Kelly concludes regarding Brummell's genderf@enance that ‘it
must be acknowledged that the apparent enigmawhBiell’s sexuality
was possibly itself a construct of a deliberatedginoling man. Brummell
refused to be pinned down’(lan Kelly, p.311). Thahility to classify
Brummel‘s ‘gender’ makes him a classic example bawwJonathan
Dollimore termed ‘anti-essentialism’. In the sana#wvJessica Feldman
points out that ‘the answer to the dilemma of daadg artist lies locked
within the stronghold of dichotomous gender, arés$ Barbey repeatedly
attacks within his essay on dandyisii.Barbey d’Aurevilly shows that
the dandy breaks down the dichotomous gender aa¢sduy carefully
encouraging people to pay less attention to hisighaybody. D’Aurevilly
illustrates this ‘vaporisation’ of the dandy’s bdoly describing a fashion
prank which came into existence under Brummell.

They had come to the end of impertinences and atere
a loss how to proceed, when they hit upon this
dandiesque idea, which was to have their clothes to
before wearing them, through the whole extent ef th
cloth; so that they become a sort of lace — a clobhdy

130 jessica R. Feldma@ender on the Dividd_ondon: Cornell University Press, 1993), p.92.
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wanted to walk like Gods in their clouds! (d’Aurkby;j

p.32)
Feldman sees in this new fad not only a sheddirgjobiies but, together
with their clothes a discarding of physical bodies.

Together, in their imaginations, they have all but
excised the heavy stuff of corporeal life — if tles do
not make the dandy, neither do bodies. Their fdrasy
nearly dissolved the armor of clothing and hasgdin
them into a kind of unity; they share a cloud: ‘lls
voulaient marcher dans leur nuée, ces
dieux!"(Feldman, p.57)

The dissolution of the body into a cloud symbolifesunmaking of
identity, and in its last consequence reflectsatestf ontological insecurity
— or to use R.D. Laing’s term an ‘implosion of itign. In order to
overcome this precarious mental state the dandystbe affirmative gaze
of spectators. As a result the dandy’s only soofelf-confidence lies in
the spectators’ eyes. Bearing this in mind theofeihg original saying by
Brummell appears psychologically in a completeedent light: ‘In
society, stop until you have made your impresdioen go’(D’Aurevilly,
p.49). Brummel is not simply a superficial show-afhe initial visual
approval of society was for him highly affirmatigad all-important for
constituting and sustaining his sense of identiyrfeeling himself self-
confidently alive. By distinguishing himself in Hgshion in clothing, the
dandy is trying to gain this self-confidence. Howe\before this
awareness by society becomes too penetratindpdtisr for the dandy to
physically withdraw and not offer his body for gesleconsumption. For
Jessica Feldman this ‘extinction’ of the body soainirrored in
d’Aurevilly’s text. The latter only loosely connsabne cameo of thought
after another. The main body of the text seemttaken over by a mass

of footnotes.
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According to R. D. Laing a heightened self-conssimmss always goes
hand in hand with a psychological state of ontalabinsecurity. An
antidote to pressing self-awareness, which | h&ready mentioned, is
either a negation of one’s own body or the so-dgbetrification of the
people surrounding you. The dandy turns the pesysieunding him into
stone, as it were, by silencing them. Barbey d’Ailie

Like all Dandies he preferred astonishing to
pleasing,[...]His witticisms crucified; but his
impertinence was too great to be condensed amtdit
epigram.[...] Impertinence is a veiled genius andsdoe
not need the help of words to appear; without any
accentuation, its power is far greater than thahef
most brilliant epigram; it is the best shield agaitihe
vanity of others, so often hostile, and the beslclto
cover one’s own weaknesses.(d’Aurevilly, p.56)

Like all dandies Brummel has a Medusa’s head. Bygoeynical and
sarcastic but also by coming up with something detefy unexpected
dandies baffle their interlocutors in such a waat the latter are lost for
words, avert their gaze and withdraw. The dandiikeiedusa carries
the snakes not on his head but in his mouth,w&seri¢: his tongue is the
snake that bites. The dandy’s impertinent remagkgeshim as a protection

device to maintain his shaky sense of identity.

Closely connected with the dandy’s ‘vaporisatiohhs body is a state of
self-sufficiency which serves him as a shield agfams aching self-
awareness. D’Aurevilly openly describes such testa

Brummell, for he was vain, an Englishman, and a
Dandy! Like all practical people, who are nevereatis
from themselves and possess faith and will only for
immediate pleasures, he never desired others and
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enjoyed these [... Jto their fullest extent.(D’Aurky;
p.58)

Thus, it seems, to protect his precarious stateidl, close relationships
for the dandy are impossible. He might experieheetas a threat to his
own sense of identity. Again, this fear of ‘enguint’ by another
personality, as Laing calls it, is depicted by d’@wully. The latter gives
reasons why the dandy cannot afford to fall in love

[...]for to love, even in the least lofty acceptatiofithe
word — to desire — is always to depend, to be dneesof
one’s desire. The arms that clasp you the moseténd
are still a chain, [...]Brummell escaped that form of
slavery. His triumphs had all the insolence of
disinterestedness (D’Aurevilly, p.47-48).

The difficulty which the reader of d’Aurevilly’s x¢ encounters is,
according to Feldman, that d’Aurevilly’s portrait Brummel somehow
develops into a portrait of d’Aurevilly himself. €e are many similarities
to be found regarding their psychological maketipne considers a few
details of Barbey’s life, it becomes apparent wigytboth were spiritually
and intellectually related. Superficially d’Aurdyil too, loved to dress up
in a flamboyant style. However, not so elegantgiefully and discretely
as Brummell. A much more interesting fact is thestsica R. Feldman
discovered that d’Aurevilly suffered from a crughisense of self-
entrapment. His heightened sense of self-conscamssseems to have
culminated in the following desire: ‘I do not knavhat | would have given
this evening not to be myself'(Feldman, p.71). éhteique d’Aurevilly
often uses to submerge his own identity is to ofesttwith another
identity. Thus it seems that, according to Feldagain ‘the distrustful
reader may find ibu Dandysmehe record of one man (Barbey)

devouring another [i.e. Brummell]'(Feldman, p.77).
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In d’Aurevilly’s letters and journals Feldman hasearthed many portraits
‘demonstrating the types of people to whom Barbayg strongly attracted
and the ways in which he explained to himself #taaction’(Feldman,
p.58). When, with a Dr. Vatel, d’Aurevilly visitedental wards of
hospitals in Normandy, out of all the inmates heked a group of
‘catatonic’ men — ‘affected by a condition in whigbu cannot think,
speak, or move any part of your body. These men were so victimised by
an unspeakable sorrow that they had turned intagigsculptures, as it
were. Barbey must have seen in these catatonafdigted patients the
same psychological pattern he found in a mildemfor the ‘dandy’ and
perhaps in himself. The self-absorption of thesa mas so complete that
they took no notice of the world outside. A simisaance can be detected
in the dandy’s stoicism and, in order to protestgrecarious inner self, his

determination not to be affected by the exteriorleko

4.3 Charles Baudelaire: The Bohemian Dandy

Charles Baudelaire got to know d’Aurevilly’s tresgtion the dandy very
soon after it was published in 1845. He acceptediaoroughly imbibed
all of d’Aurevilly’s ideas on dandyism. However, Belaire’s
achievement was to develop d’Aurevilly’'s conceptsrefurther and to
focus much more on an intellectual dandyism. Unifoately, Baudelaire’s
esteem of d’Aurevilly’s essay was so great thag essult, having set his
own creative standards so high, he never got remufidishing his own
study of the dandy which he had always intendgultdish one day. He

did however, leave scattered fragments of his giteno explain the dandy

31 Summers, Della (ed.Rictionary of Contemporary EnglishMiinchen: Langenscheidt-Longman,
1995), p.200.
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in some of his essays, most especiallyMion coeur mis a nu’, ‘Fusées’
and ‘Le peintre de la vie moderne’. Moreover, is éssay ‘Notes
nouvelles sur Edgar Poe’ he paints a picture ofdbal dandy, where he
turns Poe into his artistic counterpart and sinmdtausly identifies with
him.

Aristocrate de nature plus encore que de naissénce,
Virginien, ’lhomme du Sud, le Byron égaré dans un
mauvais monde, a toujours gardé son impassibilité
philosophiquée??

Baudelaire, too, sees Edgar Allen Poe as a menflaenatural

aristocracy, an aristocracy of ideas. He also psdms stoicism, one of the
main traits of the dandy. The main reason why Bhaiigefelt such a great
affinity to Poe must have been, for both of thamejitprecarious social

status - both were social outcasts.

Baudelaire first started out in the manner of #a@sd generation of
dandies, copies of the original Beau Brummel: flagantly dressed-up
English butterfly dandies. Examples were Count d&yr George Bulwer-
Lytton or Benjamin Disraeli. Baudelaire himself lear and dyed his long
hair and wore light-pink gloves over his polishewjérnails. But after
spending more than 50, 000 francs in one yeandseplaced under the
care of a guardian and his annual income redudad.nieant that his
extravagant days as a butterfly dandy were ovehanghderwent a
profound change. He could be more frequently discesdy amongst people
from a lower-class bohemia assembling in Café MomuParis,
experimenting with cocaine, drugs and alcohol -s fleading a life similar
to Edgar Allen Poe on the brink of society. Itliscainteresting to note

here that, in association with Edgar Allen Poe,d&daire also mentions

152 Charles Baudelair@evres Complétes I{ Paris : Gallimard, 1976), p.322.
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Lord Byron. Baudelaire seems to have been stillarfced by the dark
Romanticism of which Byron was the most prominert efluential
representative in France as Domna Stanton sakisarAristocrat as Art
‘Consciously anachronistic in their revolt agaibstirgeois life, the
Jeunes-France clung to the early Byronic modef afteer dandies had
discarded it*®Byron became the leading figure of French Romésmtic
and with him certain dark negative aspects of Rditiam came to be
seen in a positive light. Stanton concludes: ‘Whatelse Byronism may
contain or imply, it is primarily an aristocratigsgem which exalts the self
as it condemns established order, moral and relsgoodes, humanity and
the universe at large’(Stanton, p.35). Baudelaiiteeged to Byronism and
thus to French Romanticism. This explains why lw@iporated a certain
dark side of life into his brand of dandyism as,dgample, drugs, satanic
crimes, sexual debaucheries, suffering and melaychbe typical world-
weariness which allows the Byronic hero to turtht® dark side of life is
expressed by Byron in ‘Childe Harold’s Pilgrimage’:

It is not love, it is not hate,

Nor low Ambition’s honours lost,

That bids me loathe my present state,
And fly from all | prized the most:

It is that weariness which springs

From all | meet, or hear, or see:

To me no pleasure Beauty brings;
Thine eyes have scarce a charm for me.

It is that settled, ceaseless gloom
The fabled Hebrew Wanderer bore;
That will not look beyond the tomb,
But cannot hope for rest beforg.

%3 Domna C. Stantorfhe Aristocrat as ArfNew York: Columbia University Press, 1980), p.37.
14| ord Byron,Byron’s Poetry edited by Frank D. McConnel (New York: Norto®78), p.47.
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Byron’s continued strong influence in France wassttihe reason why the
image of the French Romantic hero merged withdh#te dandy. Whereas
d’Aurevilly’s dandy only dallied with certain s@iconventions,
Baudelaire’s conception of the dandy now begankimgahese conventions
and leading an existence beyond the confines aétyodt must be noted,
however, that he had no aristocratic friends, lyubdhaving as an aristocrat,
according to Ellen Moers he was an ‘[aristocradi@hdy lost in
bohemia’(Moers, p.273). Thus this dandy was natvach society itself, but
was merely an onlooker or commentator, strollimgulgh the parks and
shopping galleries in Paris. He became known #&reur’, not caring
about society’s opinion of him but needing nevddebe the ‘bourgeoisie’ as
a supportive contrast. Although Baudelaire himagl§ not able to enjoy
economic freedom, he saw it as a necessary preacontbr dandies:

lls posseédent ainsi, a leur gré et dans une vaste
mesure, le temps et I'argent, sans lesquels la
fantasie, réduite a I'état de réverie passagere, ne
peut guere se traduire en action. (Baudelaire,
Oevres Completes Il, p.710)

Baudelaire could not turn his flights of fantastoineality without the
necessary money. It became an intellectual foradaoflyism, a dandyism of
ideas. It was so-to-speak internalized and notesgad in any form of
showy clothing fashion. When Baudelaire turned this type of
intellectual dandy he started to dress in blacklaadong jacket reminded
the onlooker of a monastic cloak. Again, as in BBaummel's case, the
psychological make-up of this new type of dandyrseexpressed in his
attire, reflecting his inner mental state. Hanseboa Schickedanz, writing
on aesthetic rebellion and rebelling aesthetesiadggudelaire’s black
attire some form of protective shield (Schickedaesthetische Rebellipn
p.116). It is however, also a way of reducing adyaphysicality and
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concentrating on his intellect and ideas. It igef@e very difficult placing
Baudelaire’s dandy in any social, historical anerd&ichical spectrum. When
Baudelaire defines the dandy in ‘Le peintre deidarmoderne’ he writes
that:

Le dandysme apparait surtout aux époques trarmestoir
ou la démocratie n’est pas encore toute-puissante,
I'aristocratie n’est que partiellement chancelatta
avilie. Dans le trouble de ces époques guelguesream
déclassés, dégoltes, désoeuvrés, mais tous riehes d
force native, peuvent concevoir le projet de fondex
espéece nouvelle d’'aristocratie, d’autant plus ciitfia
rompre qu’elle sera basée sur les facultés les plus
précieuses, les plus indestructibles, et sur les do
célestes que le travail et I'argent ne peuventérenf

Le dandysme est le dernier éclat d’héroisme damns le
décadences; (Baudelaire, Oeuvres Compl. I, p.711)

For Baudelaire the dandy seemed not to belongstown time. On the one
hand, with his dignified manner: His pride and deision not to have to
work for a living but to live a life of pleasurdyis means placing the dandy
back in the bygone age of the absolute power oétistocratic. On the
other hand the ideas a dandy bases his ‘aristdavacyor example
socialism, which Baudelaire mentions in connecwath Poe, seem to
belong to an idealistic future. On the other hawtording to Baudelaire,
they may be so temporarily high-flown that theyragta dandy’s
distinctive superiority. ‘C’est lui qui a dit, agwos du socialisme, a
I'époque ou celui-ci n'avait pas encore un nomgeunom du moins n’était
pas tout a fait vulgarisé’(Baudelaire, p.324). émgral, however, a dandy
for Baudelaire simply plays with various ideas. é&er commits himself
to a creed in which he might become completely ddesband looses his

individual identity.
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This new type of nineteenth century dandy disli&esrything connected
with the up-and-coming bourgeoisie, with its pre@tisense for leading an
utilitarian life. Such a dandy leads a timelesistexce. He lives in an
artificial paradise often induced by drugs; he rapped up completely in
himself and immersed in self-analysis. The phydicaly of Baudelaire’s
dandy can never be recognised in any present tineeseems always to be
a fugitive, forever on the run. It is therefore piossible to attach any
signifiers regarding class, politics, religion eea gender to such a volatile
physical body. Writing about d’Aurevilly’s dandypbinted out that his
most prominent characteristic was his artificialByummel turned himself
into an active ‘sujet d’art’. Baudelaire’s dandyists for a complete
metamorphosis from a physical human body intoiadiwork of art:

Le caractere de beauté du dandy consiste surtout

dans I'air froid qui vient de I'inébranlable

résolution de ne pas étre ému; on dirait un feu

latent qui se fait deviner, qui pourrait mais gei n

veut pas rayonner. C’est ce qui est, dans ces

images, parfaitement exprimé. (Baudelaire,

p.712).
A complete impassivity characterises Baudeladatsdy. Only when his
spirit shines through his emotionless outward aggres, does this
impassivity seem to vanish for a second. For Baudethis type of dandy

thrives on displaying a remote and cold facad@&¢ooutside world.

For Baudelaire naturalness often seems imperfeteaen hostile. He
strives therefore for some form of artificiality.i$ not surprising then that
he favours make-up to improve one’s natural comptexn his essay
‘Eloge du Magquillage’ he states that ‘Le maquillage pas a se cacher, a
éviter de se laisser deviner; au contraire, s’étaleon avec affectation, au

moins avec une espece de candeur’(Baudelaire, yp &A&dording to
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Baudelaire make-up should not be used to imitatigreato be as
inconspicuous as possible. It is the obvious andgeisable artificiality of
make-up that creates, for him, a beautiful effecthis context
Baudelaire’s attitude to women is understandabléid personal notes,
‘Mon coeur mis a nu’, he states that for him ‘Lanfaee est naturelle, c’est-
a-dire abominable. Aussi est-elle toujours vulgaitest-a-dire le contraire
du dandy.*>A woman, in her natural state, for Baudelaire &gydsting.
Reduced to her pure body, she reminds him of aendidure of fertility —
a body created merely for the useful function afgpeation symbolising
the instinctive sexual needs of human beings. 8mends him of an
animal. In contrast, the dandy, by negating hisytantt thus liberating it
from all useful functions becomes the absolute sgpmf the natural
female. Only when a woman gives up being contrdbgtier natural body
and converts herself, with the help of ‘artificiafake-up into an ephemeral
goddess, can Baudelaire tolerate her.

Among all the available instruments of the
transformative principle, none achieves the
passage from subject to object more dramatically
or more radically than make-up, a metonym for
the entire process of making oneself up, making
up for one’s natural deficiencies, or better,
making oneself into what one naturally is not.
(Stanton, p.183)

Baudelaire’s relation to women seems to have & deiishist quality. He
seems to be only able to appreciate the femalavber he can admire her
clothes, her jewellery and her make-up, i.e. @lttappings which draw
attention away from her body. Only when this appadesexualisation of

the female body is complete can Baudelaire see/timean as a ‘work of

art’, as a kind of ephemeral Madonna. Only thenteaappreciate her.

135 Charles Baudelairdournaux Intime¢Paris : Gallimard, 1949), p.53.
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La femme est bien dans son droit, et méme elle
accomplit une espece de devoir en s’appliquant a
paraitre magique et surnaturelle; il faut qu’elle
étonne, qu’elle charme ; idole, elle doit se dorer
pour étre adorée. (Baudelaire, pp. 716-717)

Baudelaire’s aesthetic attitude towards women @aek to his childhood.
In ‘Fusées’ he confesses to being a ‘precocioudyldar he loved his
mother only for her ‘elegance’: ‘Enfin, jaimais maere pour son
élégance. J'étais donc un dandy précoce’ (Baugellurnaux
Intimesp.27). We must always bear in mind that for Baadelthe dandy
evades any specific identification and seems tathsider like a physical
‘bodiless’ anti-bourgeois observing society frosudblime distance. Thus
it is only logical to conclude that such a dandsésse of being alive must
be very insecure. In this context he writes ‘Le Badoit aspirer a étre
sublime sans interruption; il doit vivre et dorrdgvant un
miroir’(Baudelaire, p.54). This becomes one oftbes descriptive
definitions of the dandy’s psyche. Similarly R.Caihg stated, that an
ontologically insecure person such as a dandy pargtnually reassure
himself that he is alive. For the earlier Barbeglandy the use of
Baudelaire’s mirror had not become reality as he stdl accepted and had
an active part to play in society. Now, for Baudeldis, let us say,
‘internal mirror’ has become an integral and neagspart of sustaining
his identity. Accordingly, Schickedanz points chattBaudelaire’s dandy,
because he is not directly participating in lifel as continuously analyzing
himself, this dandy is afflicted by melancholy aidkinds of neurotic
disorders which might culminate in losing his owentity (Schickedanz,
p.121). Stanton, too, argues in the same vein 8hersees in the dandy an
extremely good actor, living his life as if he weantinually on stage. She

also adds that his ‘degree of artistry presupptiseself-distantiation of
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the actor, the dispassionate evaluation of onets pgrformance...Such
objectivity with respect to the self affords anispknsable emotional
detachment’(Stanton, p.185).

However, in order to preserve his identity, for tlandy this ‘internal
mirror’ is not enough. He is not completely selffsient; he also needs
the attention, the gaze of the general public.rtfeoto attract this
attention, Baudelaire did not concentrate so murchig appearance, but
began spreading disturbing rumours about himsalififstance that he was
a real masochist devoted to self-flagellation. Bhimsmiliating stories, by
the way, were not true. They did, of course, prexndn with the necessary
publicity:

C’est avant tout le besoin ardent de se faire une

originalité, contenu dans les limites extérieurs de

convenances.[...] C’est le plaisir d’étonner et la

satisfaction orgueilleuse de ne jamais étre étonne.

Un dandy peut étre un homme blasé, peut étre un

homme souffrant; mais, dans ce dernier cas, il

sourira comme le Lacédémonien sous la morsure

du renard. (Baudelaire, p.710)
As indicated by Baudelaire in the quotation abdhrese upsetting and
untrue rumours he invented about himself had afoMbeffect. On the one
hand, they deepened the interest in his personanbine other hand, they
discredited him so much that the general publi¢ Kegir distance from
him. Both effects were intended by Baudelaire a&abitd the typical ‘to-ing
and fro-ing’, which can be observed regarding mgmlally insecure
personalities. They need the interested gaze giubic to feel alive but
when the staring becomes too piercing they arelepbtrified or ignore
those surrounding them or keep them at a safendistd8audelaire acts
similarly in that he is not particularly clever@dbse repartee — as was the

case with Beau Brummel. The dandy, as defined mdBlaire
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dehumanizes those around him, turning them, asnéwnto machines. For
instance, when Baudelaire is considering the pndscans of classifying
the painter Constantin Guys as a dandy, he dethdéfie cannot possibly
be one. He writes:

Je le nommerais volontiers un dandy, et jaurais

pour cela quelques bonnes raisons; car le mot

dandy implique une quintessence de caractere et

une intelligence subtile de tout le mécanisme

moral de ce monde; mais, d’'un autre coté, le

dandy aspire a l'insensibilité, et c’est par la que

M.G., qui est dominé, lui, par une passion

insatiable, celle de voir et de sentir, se détache

violemment du dandysme. (Baudelaire, p.691)
Oswald Wiener, in his essay ‘Eine Art Einzif&{‘A Kind of Unique
Individual’), also argues that for being classe@ &$andy’ is important the
latters superior awareness to see through the mmethanisms of society
and to reduce them to a simple set of rules. Thelylperceives society
around him functioning automatically like clockwofkllowing certain
rules of which only he is aware of. Realising tlhis,therefore no longer
feels threatened by the general public’s intrusittention. In this context it
Is perhaps interesting to note that a twentiethwgrdandy such as Andy
Warhol is quoted as saying in an interview thabbekeved that everyone

should behave like ‘a machine’, even Warhol him&§&lf

If we return to the dandy’s type of masochistid-sélasement, there is
even a third effect the dandy tries to achieve.ohding to Giinter Ergé®
the dandy, with his self-inflicted humiliation iiging to arrive at a

synthesis of all that represents human superiaitgh as with a warrior, a

1% Oswald Wiener, ,Eine Art Einzige’, in Verena valer Heyden-Rynsch (edRiten der
Selbstauflésun¢gMiinchen: Matthes & Seitz, 1982), pp. 43-48.

157 Andy Warhol, ‘Interview’, in Verena von der Heyd®&ynsch (ed.)Riten der Selbstauflésung
(Munchen: Matthes & Seitz, 1982), p. 298.

138 Giinter ErbeDandys: Virtuosen der Lebensku(#oin: Béhlau, 2002), p.189-190.
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poet and/or a priest. Stanton takes up the samefithought when
comparing the dandy to a type of secularized s@inmparing the life of
Baudelaire’s dandy with a ‘prideful Imitatio Chrisshe feels ‘the
Christian ascetic equates superiority with a cdpdor suffering modeled
after the Christian martyr’(Stanton, p.195). On d¢ine hand, this silent
suffering evokes Baudelaire’s ideal of beauty:

J'ai trouveé la définition du Beau, - de mon
Beau. C’est quelque chose d’ardent et de
triste, quelque chose d’'un peu vague, laissant
carriere a la conjecture. (Baudelaire,
Journaux Intimesp.21)

For Baudelaire melancholy is an indispensable oigre for beauty (for
the ‘Beau’), as also is the ability to bravely ereda tragic fate. On the
other hand, when he conjures up the image of & whio tries to transcend
his body by suffering, this again leads to onenefrnain characteristic of
the dandy namely his refusal to attach any sigmsifids we have seen he

does all he can, in fact, to ‘dissolve’ his body.

4.4 The Butterfly Dandies

Just when Baudelaire was bringing dandyism in Frdaaew intellectual
heights, in England - where dandyism all begamew type of dandy was
arriving on the London scene. The most promineatrg{es were
Benjamin Disraeli, Edward George Bulwer-Lytton akitted d’'Orsay.
They were seen as a late flowering of the Regenogieés. They brought a
new sweetness as it were to dandyism and werdfedsss ‘butterfly

dandies’. The originality of these dandies was nobsious in their
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clothing. They dressed in an ostentatious anddflstyle and by posturing
in such a theatrical fashion they were hoping t&eran impression on
London society: ‘dressing up’ was their forte. Tédzutterfly’ dandies
stood in complete contrast to, as Max Beerbohntlyigibserves,

[...] to Beau Brummel's utter simplicity of his
attire. The ‘countless rings’ affected by D’Orsay,
the many little golden chains, ‘every one of them
slighter than a cob-web,’ that Disraeli loved to
insinuate from one pocket to another of his vest,
would have seemed vulgar to Mr. Brumméil.

In ‘Sartor Resartus’ (1834) Thomas Carlyle criggghe dandy with the
well-known lines:

A Dandy is a Clothes-wearing Man, a Man

whose trade, office and existence consists in

the wearing of Clothes. [...] so that as others

dress to live, he lives to dre¥s.
This however is only true with regard to the speatdandy which we
now call a ‘butterfly’ dandy. For example, Carl{eew Alfred d’Orsay in
person and received him as a visitor. When he wamgthe chapter in
his book on the ‘Dandiacal Body’ he must have h&rshy and all the
other dandies of his type in mind but not, howetlezir famous
predecessor, Beau Brummell. This argument is stpgdry the fact that
Carlyle mentions Henry Pelham, the eponymous heRuiwer-Lytton’s
novel whose character is drawn from the author éiimsle appears in the
same chapter entitled ‘The Dandiacal Body’ as ldagling Teacher and
Preacher of the [Dandiacal] Sect’(Carlyle, p.209).

139 Max BeerbohmThe Works of Max Beerbohinondon: Heinemann, 1922), p.4.
%0 Thomas CarlyleSartor ResartugLondon: Everyman, 1984), p.204.
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In his long essafpu Dandysme et de George Brumnigarbey d’Aurevilly
tries to correct Carlyle’s misunderstanding witgael to Brummel by
pointing out that ‘Dandyism is a complete theoryifef and its material is
not its only side’(D’Aurevilly, p.31). However, Agle’s sweeping
statement on the dandy has become fixed in peopleds. Another
difference between Brummel and the later dandiesasrding to
Beerbohm that Mr. Brummell was a dandy, nothingdbdandy whereas
D’Orsay, Disraeli and Bulwer-Lytton were more ogdeartistes manqués’.
The latter were exhibitionists trying to furtheethcareers as ‘artistes’ —
Disraeli and Bulwer-Lytton as novelists and D’Orsesya painter. In order
to gain a better understanding as to how thesé¢etilyt dandies saw
themselves, invaluable insight is offered by Buhlvgtton’s, at that time
very popular and fashionable nowdlham or, The Adventures of a
Gentlemanpublished in 1828. As stated already, at tima¢ tiPelham, the
protagonist, might be considered Bulwer-Lytton®akgo. Later in life,
however, he distanced himself from the novel. Atlteginning of Vol.
1,Chapter X, Pelham is trying to find a way of emtg Parisian high
society:

On entering Paris | had resolved to set up ‘a
character’; for | was always of an ambitious nature
and desirous of being distinguished from the
ordinary herd. After various cogitations as to the
particular one | should assume, | thought nothing
appeared more likely to be remarkable among men,
and therefore pleasing to women, than an egregious
coxcomb: accordingly | arranged my hair into
ringlets, dressed myself with singular plainness an
simplicity (a low person, by the by, would have don
just the contrary) and, putting on an air of excegd
languor, made my maiden appearance at Lord
Bennington’s:**

161 Edward George Bulwer-Lyttoelham: Or, the Adventures of a Gentleni@oylestown: Wildside
Press, 2004), p.31.
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The passage quoted above is typical of Pelhamhentbttterfly’ dandy.
Not only that, Bulwer-Lytton is depicting what migie an ambivalent
image of himself. In order to conquer Parisian astycand characteristic of
this Regency ‘second’ generation of dandy, Pelhaondes to dress up as a
‘coxcomb’ but later in the quotation above, we Bae adopting one of
Brummell's ideas by trying to tone down his formdoéss. In fact, Bulwer-
Lytton is continually introducing Brummell’s ideago the novel. Even
Brummell himself appears - disguised under the naidr Russelton.
Pelham, however, cannot live up to Brummell’s fahdandyism. Both
he, and indeed Bulwer-Lytton himself, do succeechinosing plainer
colours for their clothing, but the overall effeétPelham (and possibly
Bulwer-Lytton) with beautiful curly hair in ‘ringls’ is so effeminate that, |

am sure, Brummel would never have approved of them.

The same is true with Pelham’s attitude towards &@nn spite of
admiring Russelton’s vow never to fall in love wdlwoman, in the end
Pelham matrries for love and settles down to lepibBessional life just like
Bulwer-Lytton himself Pelham'was hailed by the French critics as the
complete manual of dandyism’(Stanton, 38-39). Havethe ‘un-
dandiacal’ ending of the novel was ignored by ttigcs as a dénouement
for being too unfashionable. The reason why Bullagten, Disraeli and
d’'Orsay and others could never become true ‘BeaumBrel’ dandies is
mentioned by Barbey D’Aurevilly in a footnote irsfhook on dandyism:

[...] that sociallion D’Orsay, with all his Atlas
beauty, was not a Dandy. His was a nature
infinitely more complex,[...] His shapely hand
was given with such a grace as to win all hearts;
how different from the haughty touch of
Dandyism! D’'Orsay pleased and delighted
everyoneso much that even men wore his portrait!
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While Dandies make men wear — you know what —

and please women by displeasing thdm

criticizing one should never forget that detaih) |

one word D’Orsay was a kindly king; now,

kindliness is a sentiment unknown to Dandies.

(D’Aurevilly, p.60)
The *butterfly’ dandy did not frighten or even stse the people around
him. Neither did he engage in what Domna C. Stan#dis the ‘L’Art de
plaire en déplaisant’: “a perverse interplay ofaaition and repulsion that
fulfils a need to captivate people who are deeméstior, and who will
lionize the very individual who showers them wititntempt”(Stanton,
p.146). Although when they first meet Mr Russekaplains this quite
sado-masochistic behaviour to Pelham, he doeshoifRusselton’s
example:

| will tell you the simple secret, Mr. Pelham — it
was because | trampled on them, that, like
crushed herbs, they sent up a grateful incense in
return.

Oh! It was balm to my bitter and loathing
temper, to see those who would have spurned
me from them, if they dared, writhe beneath my
lash, as | withheld or inflicted it at will.
(Bulwer-Lytton, p.121)

In contrast to this first form of dandyism, all therfly dandies’ were out to
please society thus going back to the old ide#h®fhonnéte homme’, to
‘I'art de plaire’, the art of pleasing. This haddo mainly with the fact that
they were all intent on making a successful capééneir lives: both
Bulwer-Lytton and Disraeli were successful in thetdf of politics but
d’'Orsay, for financial reasons, first had to gdna sympathy of his eventual
rich benefactors, Lord and Lady Blessington. Inrfasel, for example, as
we have seen Bulwer-Lytton depicts how Pehlam chdrisiway into the

highest social circles to further his political @ar. Those dandies who
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suffered from ontological insecurity enjoyed cregta sensation, and were
out to gain as much attention as possible for tleéras in society.
However, it is said that when he was writing Buhgtton sat in front of a
mirror simply to reassure himself that he was aliwghose days this has

simply been regarded as vanity.

4.5 Dandyism / Metrosexuality

As we have seen the most striking feature caudingeapublic attention
and allowing the ‘butterfly dandies’ to stand outrfi the rest of high
society was their openly displayed effeminacy. Adaag to Elisa Glick it

would be wrong though to infer from this fact that

the dandy always has been gay or thought to
have been gay. For Beau Brummel and the
Regency dandies of the early nineteenth century,
for example, there was not a clear-cut association
of effeminate dandyism and same-sex desire.
But, as Alan Sinfield and Ed Cohen have
convincingly argued, after Oscar Wilde’s trial in
1895, the effeminate dandy was linked to the
homosexual in the public imaginatidf.

There was no recognisable modern conception ofdgaity at the
beginning of the nineteenth century and thus mbsboiety would not have
automatically linked ‘butterfly’ dandyism with horsexuality. It was only
since the scandal caused by Wilde's trial that emd, of which Wilde
was one of its most prominent examples at that,tbeeame inscribed with
homoerotic desire. Before Wilde's trial the figurethe dandy in his works
and he himself was associated with the aristoondigh evoked images of

dissolution, debauchery and also a libertine etttush stood in contrast to

182 Elisa Glick,Materializing Queer Desire: Oscar Wilde to Andy \Walr(Albany: State University of
New York Press, 2009), p.7.
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the ethics of a hard-working and pious middle-cl&sg Alan Sinfield
before the fall of Wilde

The history of effeminacy [...] as it runs through
the rake, the fop, and the man of feeling — means
that the Wildean dandy — so far from looking like
a queer — was distinctively exonerated from such
suspicions. Because of his class identification
[with the aristocracy], or aspiration, he above all
need not be read as identified with same-sex
practices. At the same time, however, the dissolute
aristocrat might indulge in any kind of
debauchery; so while same-sex passion was not
ruled in, neither was it ruled otf

Regarding effeminacy in men the dandy can in factden as developing
from the rakes and fops prevalent in Restorationembes. Although
behaving effeminately, prancing and giggling aroand dressing up in
provocative clothing, they were, in fact, often egggive womanisers.
George E. Haggerty iNlen in Loveconcludes that it is difficult to
differentiate between gay and straight fops:

Even when fops are accused of ‘running into
unnatural Vices,’ as if they had taken up
gambling or drinking, they are not accused of
beingunnatural. This is the distinction that |
would like to keep alivé®*

The problem how to distinguish between gay andgdttdops in the
eighteenth century continues, as | will show, ewem the twenty-first
century when we nowadays speak of the ‘metrosexualheterosexual

version of the dandy.

183 Alan Sinfield, The Wilde CenturfL.ondon: Cassell, 1994), p.71.
184 George E. Haggertylen in Love(New York: Columbia University Press, 1999), p.53.
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However, when taking another look at D’Orsay, heshiiave made an
embarrassing impression on society with his effet@rappearance
otherwise, when he paid her husband Thomas a Jasige Carlyle would
not have written: ‘his beauty is of that rathemdisting sort which seems to
be [...]“of no sex™ (Moers, p.161). The reason wthg general public
tolerated or even accepted this type of dandy&sneifiate behaviour,
according to Ellen Moers, must have been that tle¥ans forgave such
effeminacy, elegance and irresponsibility in petiee ‘by the supposition
that (in war-time) they would die for their countiye brave Englishmen
and true Christians’(Moers, p.256). Pelham arguasasly when, in his

fifth maxim recalling Brummel’'s dandyism, he writes

Remember that none but those whose courage is
unguestionable, can venture to be effeminate. It
was only in the field that the Lacedemonians were
accustomed to use perfumes and curl their
hair.(Bulwer-Lytton, p.162)

Furthermore, at that time effeminacy was often $Beaivilised people as
something positive, a welcome refinement especiallpugh, animal-like
males to render them more pleasing and attraativeotnen. The above-
mentioned efforts to excuse their apparent ‘gagsnef course did not
stand the test of time. There are many brave ‘gasn in the army and
gays come in all shapes and sizes: rough and heagpss as well as more
refined and feminine types. One indicator that rmigdstore’ their
heterosexuality for us today would be if they hldrarried and had
fathered children. No above mentioned ‘butterflghdy would pass that
test. In the latest biography of Count d’Orsay,K\foulked® writes that
d’Orsay’s marriage to the daughter of Lord and LBtBssington, his

185 Nick Foulkes/ast of the Dandies: The Scandalous Life and Essepaf Count D’Orsagl.ondon:
Little, Brown, 2003), p.159.
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benefactors, remained unconsummated. Foulkesradsda find proof for
the stories that D’Orsay had an affair with Ladg&lington - or even with
Lord Blessington - but all this, together with hisnoured impotence,
remains pure speculation. For Victorian societyDiSay was a married
man and thus there was no cause to associate timumnatural vices.
D’Orsay was an aristocratic Frenchman and it was e@xpected that he

might behave in an overly refined and effeminat@mes.

It was also rumoured that Benjamin Disraeli was dsaxually inclined,
one of his lovers being E. G. Bulwer-Lytton. Buistiwill be further
discussed in the chapter on ‘Vivian Grey'. In orttesettle his enormous
debts, Disraeli entered a marriage of convenierfuehyby the way, to his
own surprise turned out in the end to be true lbl@vever his outlandish
behaviour would not have surprised society in thimes — after all, he was

a very Mediterranean-looking Jew!

If one began to analyse the former ‘butterfly dastifrom a modern
perspective, they would today be labelled ‘metraséxSuch ‘modern’
dandies can be seen as ‘straight’ men with a somewheer’ form of
masculinity. Detailed definitions of straight mamdaheir ‘queer’
masculinity have been produced by Robert Heaslayhé&fore trying to
put the ‘butterfly dandy’ into one of his categarieis necessary to go
back to d’Aurevilly’s description of D’Orsay. Helee mentions that both
women and men kept pictures of him. Such an a#itodards the famous
reminds us today of pop cultdom. There are alsaytodale media
celebrities who owe a great deal of their faméntofact that they often try
to feminize conventional masculinity by assumingéeqr’-identified
characteristics - a prerequisite for metrosexuatigspite the fact that they

often assure their audience of their heterosexu&iamples in this
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context are, for instance, the British soccer pi®&avid Beckham,
especially in his latest commercials for underweathe rock star Mick
Jagger or David Bowie in his youth with his thenli@gynous looks.
Robert Heasley classifies straight males who indeatly and openly adopt
female styles for the media — styles which areiticathlly associated with

gay male culture — he classifies these as ‘stgl&tiaight-queers’:

These ‘stylistic straight-queers’ allow themselves
to develop and display an aesthetic, such aslstylis
hair cuts and clothes, having facials and pedicures
In so doing, they are attracting the attentionaf g
men, as well as those straight males who can
identify with the border crossing identities. They
also get the attention of straight women who find
themselves attracted to what is perceived as a
‘gay’ aesthetic or a ‘gay’ sensitivity. Straight
males in this category are taking risks of being
rejected by hegemonic hetero-masculine males
while at the same time they can gain commercial
and sexual capital from the appeal to both straight
women and a segment of the queer male

population:®°

‘Butterfly dandies’ also displayed this ‘border ssmg’ behaviour and in
their case certainly benefited from it in theireans. They were also
frowned upon, however, and criticised as mere ‘ooxas’ and fops by
intellectuals such as Thomas Carlyle or William dkexay. Ellen Moers
again inThe Dandy ‘In their philosophy a compromise between thedjo

life and the decorative life was impossible; taaiunciation was required.

[...] Only a manin a Jacketwas a man’(Moers, p.203).

1% Robert Heasley, ‘Crossing the Borders of Gend&eduality: Queer Masculinities of Straight Men’,
in Chrys Ingraham (ed.Jhinking straight: The Power, Promise and ParadbxieterosexualitfNew
York: Routledge, 2004), pp.121-122.
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4.6 Synopsis

In contrast to the original dandy, the ‘butterfidandy emerges as a
hermaphrodite male androgyne with both female aalé mlentifiers. He
uses these male and female attributes to wield powsociety and, to
further his career, exploiting the positive attenthe receives from both

men and women.

Beau Brummell, the original dandy, and, to a mucater extent
Baudelaire’s intellectual ‘dandy’ shy away from doym of identification
regarding gender or class which might refer torthedies. The result of
this is not, as in the case of D’Orsay, Bulwer-bytor Disraeli an actual
physical body constituting dandyism but somethegsltangible beyond
the simple physical body. Both Beau Brummel andd®@éaire appear as

asexual male androgynes, trying to maintain thesise of being.

The question whether the figure of the dandy sigdifame-sex passion
before Wilde’s trial has to remain unresolved. Tiksie is further
complicated by the fact that the dandy unites lyinalations like ‘gender,
age, class, and race’ on his own body. These taw@msowhich according
to Alan Sinfield ‘structure our societie¥” and thus influence our psyche
also constitute the lines along same-sex despeouced. The taxonomies
of for example male/female are combined on alldhediacal bodies of the
male hermaphrodite androgyne producing an andragg/etiect. The
dandy thus creates the impression of being sefiegerit. The same goes
for the taxonomy of class. Beau Brummel as | hdnvs combined in his

dress and in his biography different social clasgseats on his person

167 Alan Sinfield,On Sexuality and PowémNew York: Columbia University Press, 2004), p.2.
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giving as a result the impression of belongingdalass at all or only into

a class of his own.

Synthesizing his dark Mediterranean looks and éwgish heritage with
traditional nineteenth century English culturalmerby converting to
Christianity was another so-to-speak hybrid persiyn@ade up of two
different races that was created by Benjamin Disrélkbe mode of the
dandy to combine two binary categories on the damay furthermore

created the Camp quality which thrives on incortgrui

As | have shown all three types of Dandyism dislaeglf-invented hybrid
personality which according to Jonathan Dollimoreswart and parcel of a
new transgressive aesthetic which could be bestibdes by the term anti-
essentialism. Bound up with this new aesthetic asaansgressive desire
most famously exemplified by Oscar Wilde. Accordindollimore ‘for
Wilde transgressive desire is both rooted in calamd the impetus for
affirming different/alternative kinds of cultur&® wilde set up counter-
cultural values which replaced depth by surfacghtby lying, stasis by
change, essence by difference, essential selfisppa/role, normal by
abnormal, sincerity by insincerity, authenticity style/artifice, serious by
facetious, maturity by narcissism. All these cowuviues could also be
applied when describing the dandy. Oscar Wilde iliog to Dollimore
was not attempting to set up an essentially neWwestitc self by adopting
these counter-cultural maxims, instead he onlytigerelinquish his old
self which led to a ‘decentred subjectivity whaammate[d] Wilde’'s own
aesthetic’(Dollimore, p.13). Linked up with thaatisgressive desire and

aesthetic is thus a ‘vapourisation’ of the selfcawaingly | have shown

188 jonathan DollimoreSexual DissidencgOxford: Clarendon Press, 1991), p.15.
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that in each type of Dandy typical traits of ‘omgical insecurity’ are

prevalent.



157

5. Influences on Oscar Wilde

5.1 Defining Decadence

In most academic works dealing with English anchEbdliterature at the
end of the nineteenth century, the so-called Figigele(in Britain, above
all in works by Oscar Wilde)the two terms ‘Decadence’ and
‘Aestheticism’ regularly appear. However, they afien used
synonymously. In the introduction to his antholajyesthetes and
Decadents of the 1890Karl Becksor®, for example, uses both terms
interchangeably. On the other hand, Lisa Rodenskidéd to call her
anthologyDecadenPoetry from Wilde to NaiduVhen choosing the term
‘decadent’ she admits to facing a certain amougfenferal confusion
‘arising out of the uses of the words “aesthetitd &decadent™"°,
Rodensky approached her dilemma in the same whgcslelmut
Gerbet’, 43 years earlier, in his editorial note to 863 issue oEnglish
Literature in Transition This note commented on a then recent Conference
on Aestheticism and Decadence which differentiitgveen the two
terms. For both, Rodensky and Gerber, the terntHagsism’ applies to
guestions of form and style, whereas ‘decadenagsés when a literary
work is dealing with lurid subject matter. Thus t&elence’ here is in the
tradition of late-Romanticism or, as Mario Praashis bookBlack

Romanticism

However when the term ‘Decadence’ was introducedhfe first time in
literary history by Désiré Nisard in 1834 in Iifudes de moeurs et de
critique sur les poets latins de la decadereis using this term to

describe a condition of cultural and aesthetic aghan. For him, the main

189 Karl Beckson (ed.)Aesthetes and Decadents of the 189Qicago: Academy Chicago Publishers,
1982).

79| isa Rodensky (ed.pecadent Poetry from Wilde to NaidiLondon: Penguin Books, 2006), p.xxv.
" Helmut Gerber, ‘The Editor's Fence’, English Literature in Transitio (1963), p.iv.
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characteristics of ‘Decadence’ were apparent @andiire which placed the
main emphasis on description at the expense ofpldiat the same time

profusely displayed the author’s erudition.

Until now the most helpful way of tackling the pleim of defining literary
‘Decadence’ has been presented by A.E. Caftéte basically takes an
historical approach. He divides ‘Decadence’ inte¢hperiods, basing his
arguments almost exclusively on French literatBrg.this does not mean
it is not possible to apply this approach to Ergliterature. As Shearer
West explains, the Decadent movement was a Eurq@geamomenon
which made itself well-known via the new means assicommunication.
Moreover, English ‘Decadent’ authors such as Artbyimons, John Gray
and, above all Oscar Wilde were in personal contéttt Stéphane
Mallarmé, Edmond de Goncourt, André Gide etc.,ame only the most
well-known authors. One of the most famous writdr&erman
Decadence, Hugo von Hofmannsthal, was also welt@woBwhat his
colleagues in other European countries, includingl&d, were
publishing. In his articles for literary magaziresanalyses the works of
Wilde, Swinburne, Pater and the Pre-Raphaelitegs Tthis clear that the
authors of European Decadence all influenced etiedr,call being part of
this literary experiment which went under the téracadence’. A full
appreciation of the term Decadence can only beegduy reference to

some of these European Continental authors.

Let us now return to A.E. Carter’s attempt to gitape, form and structure
to ‘literary’ Decadence. In the first period, whittvould call the anti-

bourgeois phase of literature, which at the begigf the nineteenth

172 7. E. CarterThe Idea of Décadence in French Literature 183061@®ronto: University of Toronto
Press, 1968).
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century had dealt with morbid, sordid, unnatural parverse topics,
underwent a rehabilitation leading to a positiveension of traditional
bourgeois values and culture. Apart from such wfarbara Spackm&h
introduces the term ‘interversions’. These are phamna which challenge
and subvert the whole formal logic of a societydabsn the principle of
black/white, male/female - a society of absolufeeckences. It was these
‘interversions’ which, in those days, were reatljptame for the uneasiness
and shock with which decadent literature was entavad. For example,
when new parents asked whether it is a boy orlagd they answer
‘neither’ this, according to Spackman ‘would beenko refer to a
monstrosity, for the logic of absolute differencmstitutes all hybrids as
monstrosities’(Spackman, p.41). For Spackman Detdderature
employs a different logic based, not on differebaton diversity. It
features hybrids such as hermaphrodites, androgghesera, and

sphinxes which would not be compatible with therfer ‘absolutism’.

Authors such as Théophile Gautier, Charles Baude#aid Barbey
D’Aurevilly are Carter’s prime examples for thigtial stage of
‘Decadence’. Later in hiBoems and Balladsublished in 1866, Algernon
Charles Swinburne’s motto, taken from his Fren@dpcessors, was to
‘épater le bourgeois’, that is, according to Becksn‘'shock and dazzle the
dull and muddy mettled middle classes’ (Becksoxxip.out of their
bourgeois complacency. This was their way of dermatisg their moral
superiority. To be accused by the common bourgeoishaving unnatural
vices or abnormal fantasies was, for the ‘Decadamist, a sign of

exceptional sensitivity or even genius.

173 Barbara Spackman, ‘Interversions’, in Liz ConstaklDennis Denisoff & Matthew Potolsky (eds.),
Perennial Decay: On the Aesthetics and PoliticBetadencéPhiladelphia: University of Pennsylvania
Press, 1999), pp. 35-49.
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John Ruskin had argued that ‘good’ art mirroredrtfogality of the artist.
He thus had to change his mind when, in 1858, ffersd the shock of
discovering the erotic drawings by J. M. W. Turard, at the same time,
much to the dismay of her parents, he fell in lonvih a ten-year-old girl
called Rose. According to Richard Dellamora, Ruskaarly career was
based on ‘celebrating Turner as the greatest oenmoplainters [and so] the
discovery had major implications for his thinkingoart the character of
artistic imaginatior’”®. Ruskin, himself gave expression to his new stance
— almost a complete about-turn Nfodern Painters Where he wrote that
‘his [i.e. man’s] nature is nobly animal, nobly isfpial — coherently and
irrevocably so[...JAll great art confesses and wgps both*”. Ruskin
painfully realised that his life and the lives dfier artists, like his much
admired J.M.W. Turner, formed the basis of greatkwof art because
their ideas and minds were blemished, as it warepdiral values society
would have regarded as abnormal, or simply bectlesesuffered from
some form of mental disease. Accordingly Ruskiwsaept of genius,
including implicitly his own, was derived from aseéiased mind: ‘Ruskin’s
ideal of artistic harmony carries with it a parasit counterideal in which
genius is almost inevitably linked with sexual guéarity and mental
aberration’(Dellamora, p.118). By acknowledgingi-dnaurgeois behaviour
and mental degeneracy as a pre-condition for iargehius, just like his
counterparts in France, Ruskin set about a re-atiafuof artistic and
social conventions. The message they all weregrorconvey was that a
degenerate mind cannot really be diseased if, tgitrtistic results, it
provides so much pleasure to such a large audi@incgkind of argument

often serves also to justify the artist’'s own ‘abmal’ behaviour, such as

7 Richard Dellamoraylasculine Desire: The Sexual Politics of VictoriaestheticisnfChapel Hill &
London: University of North Carolina Press, 1990},19.

175 John RuskinThe Works of John Ruskiadited by E.T. Cook and Alexander Wedderburn, ¥ol
(London: G. Allen, 1903-12), p.264.
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his/her sexual orientation. An example here woad\alter Pater. In 1873
Pater published a book on tRenaissance: Studies in Art and Poetry
where, alongside other Renaissance artists, ha@tieo analyse what
constituted ‘the chief elements of Leonardo’s genifi In an essay on
Leonardo da Vinci he declares that his art appeadd lovers of strange
souls. He celebrates Leonardo da Vinci’s non-conityrand ‘otherness’
with regard to traditional aesthetics and ‘sujetstd ‘Out of the secret
places of a unique temperament he brought straloagedms and fruits
hitherto unknown; and for him, the novel impressionveyed, the
exquisite effect woven, counted as an end in itsalfperfect end’ (Pater,
p.75). Moreover Pater defines da Vinci’'s artistibjects featured in his
paintings as

Nervous, electric, faint always with some
inexplicable faintness, these people seem to be
subject to exceptional conditions, to feel
powers at work in the common air unfelt by
others, to become, as it were, the receptacle of
them, and pass them on to us in a chain of
secret influences. (W. Pater, p.74).

Moreover, by repeatedly citing examples of andragybeauty - which
Pater describes as characters displaying a ‘ddwsk (Pater, p.74) as, in
his paintingSaint John the Baptiston the one hand, Pater portrays
Leonardo da Vinci indirectly as a master of homaeraesthetics. On the
other hand, however, he uses the artist’'s fameaatitbrity to prove that,
although his portraits evoke a ‘queer’ beauty,rectly hinting at their
master’'s own ‘queer’ sexuality, they captivatedaldrwide audience.
Furthermore Pater, in his essay on ‘Leonardo daiVis) so to speak,
concealing himself behind the artistic fame andhauity of Leonardo. At a

time when the word homosexual did not exist, heoisfessing to a

8 Walter PaterThe Renaissance: Studies in Art and Poetxford: Oxford University Press, 1985),
p.64.
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Victorian society that non-conforming sexualityat€ uses expressions
like ‘strangeness’ or ‘unique temperament’(Patef5p- such sexuality
betrays signs of genius. Pater was increasinglgrbawy aware of his own
homosexuality which, as a Fellow of Brasenose @ell©xford, was
impeding his career. To find famous artists like&elo da Vinci or
renowned scientists like Johann Joachim Winckelnthsplaying their
aberrant sexuality like a badge of genius, muselmeen for Pater very

liberating and reassuring.

Similar to those early ‘Decadent’ French writersovdelebrated Satan as
liberating them from narrow-minded bourgeois thingkitheir later English
successors were also fascinated by the figuretahSen particular how he
Is characterised by Milton iRaradise Lostwhere he appears as a
charismatic rebel questioning an established ardiless order
represented by God. These English writers, by tig were following in
the ‘dark’ Romantic tradition of Lord Byron. Moreewn writers of the first
phase of decadence - and these include Walter Patse voicing their
rebellion against old values in a much more subtie by lauding the
creative artists and by discussing the lattersetec quirks which often
did not fit into the traditional norms of societater on George Moot¥,

in his collection of short storigSelibate Livedollowed their example by
portraying eccentric outsiders in a sympathetic manDisplaying
‘otherness’ or ‘queerness’ giving great pleasurehéeccentric or creative
artist, even more so when it triggered off worksudfwhich could also be
enjoyed by a widespread audience, this creativte@dtbegan to liberate
morality as it meant that a new generation of dled¢aDecadent’ artists
began to free themselves from any religious, pbpbgcal or previously

traditional confinements of thought. It was onlgnithey had the self-

"7 George MooreCelibate LivegLondon: William Heinemann, 1927).
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confidence to trust their own very individual mopadigements. The artists,
and possibly some of their followers were now dblgidge for themselves
what was, to put it simply, ‘good’ or ‘bad’. Thedia motto of this period
of literary ‘Decadence’ became: Whatever givestoreartists and their
audience joy and pleasure must also be good froraral point of view - a
point which in the history of creative art is bettaown by the catchphrase

‘L’Art pour I'Art’, or simply ‘Art for Art's sake’.

The second stage of ‘Decadence’ is what Roger B&ueferring to A.E.
Carter calls the ‘naturalistic phase’ characterisgthe influence of
psychopathology. Instead of wanting to loosen @pntloral corset, so to
speak, of a narrow-minded bourgeoisie by aestlseigrisocial outcasts or
forms of socially stigmatised behaviour such as ¢eeruality, the
emphasis placed by the second generation of ‘Detaaidists lay
elsewhere. They tried to probe down into a muclpeekevel of reality. In
November 1893, itHarper’'s New Monthly Magazingppeared an article
entitled ‘The Decadent Movement in Literature’. elérthur Symons tried
to elucidate and sum up the major characterise@siag this period of
European literary Decadence. He came up with feyrghrases: ‘an
intense self-consciousness, a restless curiosigsi@arch, an over-
subtilizing refinement upon refinement, a spiritaatl moral perversity-*®
While the latter two traits are characteristiclogtnaturalistic phase’ of
Decadence, they still relate to the initial stagehave already described.
When choosing the first two phrases, however, ArBymons certainly
had Edmond and Jules de Goncourt in mind who,edRagjer Bauer’'s
German word, ‘verinnerlichten’ (Bauer, p.277), @malised’ Decadence
by analysing typical aspects of modern life. Sugppeats included, above

178 Roger Bauemie schone Décadengd-rankfurt am Main: Vittorio Klostermann, 2001)18.
179 Arthur Symons, ‘The Decadent Movement in Literatuin Karl Beckson (ed.)\esthetes and
Decadents of the 1890(€hicago: Academy Chicago Publishers, 1982), p.135
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all, the increasing ‘troubles du systeme nervewsdysed by an aggressive
industrialisation and the ‘artificial’ life in atgi. The use of machines and
modern techniques were blamed for the growing ianzd of body and
soul because they weakened the body through apgpac&rof exercise,

finally causing exhaustion and possibly furtheramgasculation in men.

As far as city life is concerned Harry Campbell caugp other psychologists
towards the end of the nineteenth century, assatiatvith effeminacy
writing

that the confinement entailed by town-life exerts
an injurious influence on the men, and makes
them more like women in their nervous health,
[and this] is evident to every one who has the
opportunity of comparing country with town
people’®®

Moreover, the sheer presence of so many peophesseecall for a certain
amount of civilised behaviour almost impossiblati@in. An urban
population simply cannot or could not live up telsudeals and thus a city
often becomes a centre of moral and physical desé&isearer West
however, reveals the irony of the ambiguous imdgeaity in the late
nineteenth century when she states that it ‘pral/ide most obvious
evidence for scientific and technological progresthe nineteenth century
[...but also...] came to be seen as one of the cadsexial decline’®*
Bearing this in mind, it is understandable thatlhethers Goncourt were
not interested in nature or landscape but minubkerved what they
found on the streets of Paris. Their observatidioved the stylistic
tradition of the Parnassians, a group of authargst prominent among

them Théophile Gautier - who were influenced byitRasm, indicating

180 Harry CampbellDifferences in the Nervous Organisation of Man &viaman: Physiological and
Pathological( London, 1891), pp. 87-88.
181 Shearer WesEin de SiécldLondon: Bloomsbury, 1993), p.25.
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that their main principle with regard to literatyle was that of exact,
objective and unemotional description. The dianyies of the brothers
Goncourt, by which they were inspired for their omovels remind one of
medical reports on an autopsy, any particular skner of the neuroses they

found in Parisian society.

But what, to return to Arthur Symons made the ge#zbese decadent
authors also turn inward? It is true that literargvements such as Realism
and the Parnassians were capable of portrayingmyptan outward reality
but also, as precisely as possible an inner re&l¢gadent authors were
not only influenced by these movements but theyevegually zealously
intent on really getting to grips with this inneafity. Shearer West,
however, portrays this desire from another pointiefv. She sees a direct
link from the renewed interest in Gothic subjectshie attempt to portray
the ‘secrets of the soul”

From the 1760s onwards, a new focus on Gothic
subjects expressed both a rational contempt for
superstition and a continued irrational fear of
unknown forces. A declining belief in the real
existence of demons freed artists to incorporate
them unapologetically into non-religious art. The
most famous such painting is Henry Fuselifse
Nightmarewhich visualizes the disturbed
imagination of a dreaming woman. An incubus
and unnatural horse externalise her hidden fears,
and Fuseli’'s painting thus firmly places the origin
of demonic superstition in the mind, rather than in
the cosmos.(Shearer West, pp.11-12)

Apart from stressing the introspective nature o tieo-Gothic revival,
another factor was taken into consideration, nanedyaims of Positivism
bringing in their wake the importance of indudisation and the ensuing

competition. Both had a limiting and possibly ewamuman effect but
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nevertheless triggering off a counter movement wiiocused on the

‘inner life’. Developing one’s own personality wasen by Decadent artists
to be a much more valuable goal as it was bousgread on a much
broader and popular level. It thus became a subjaoterest to them.
Moreover, the increasing materialism of nineteaahtury society caused
by Positivism meant that people were beginningse ltheir faith in

religion and thus morality. The then ‘modern ma@sahrown back onto
himself and had to introspectively discover thesmns for society’s
failures in his own soul. Personal introspectiamstbecame a way of

dealing with one’s increasing disillusionment irTigdy.

But all the soul-searching was also connected antlhirge to become
conscious of one’s inner self — a feeling of begeguinely alive. This
perpetual striving after novel unexplored sensaterived from Dark
Romanticism whose most prominent representativiéi@s in literature
was Lord Byron, the father so-to-speak of themg Decadents in the
nineteenth century. His motto was ‘The great ohjetite is Sensation - to
feel that we exist - even though in pdiff.He disregarded all social
conventions, and even welcomed Heaven’'s vengegae him which he
was often unconsciously seeking. Filling his ‘crayvoid’ with what was
considered in those days ‘sinful’ indulgences wedisitely better than

sacrificing the feeling of ‘being alive’.

In this context it is important to consider an gguiece by Hugo von
Hofmannsthal: ‘The Age of InnocenceHe called this early literary
fragment ‘Psychologische Novelle’, a psychologstaldy about himself

as a young man. Hugo von Hofmannsthal was onleeofriost prominent

1821 ord Byron, Alas! the love of Women: Byron’s Letters and Jolgol.3 (1813-181% edited by
Leslie A. Marchand (London: John Murray, 1974)109.
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representatives of the Decadent movement in Viefiha Age of
Innocence’ , written in 1891, gives an invalualpigight into his own early
psychological and artistic development. It can #ls@onsidered as a
model reflecting the similar psychological backgrdwf other fin-de-
siecle writersThe Age of Innocenagas Hofmannsthal's favourite English
picture book, given to him as a child to help hearh English. He
describes how he initially loved all those cute atahd, snub-nosed boys
and girls all wearing Greenaway hats. However, whiisrEnglish was
good enough to realise that this book was writt#alg for children, he felt
he could no longer relate to these figures. The !l not reflect reality
for him as a child and although he recognised ésthetic beauty of the
way the children were dressed, their games andersation remained
utterly strange and artificial to him. In contradgfmannsthal goes on to
depict his own ‘games’, which mainly played witls lieepest fears such as
touching revolting insects like caterpillars and general ‘Angst vor dem
Dunkel’'(‘fear of the dark’). To enjoy revelling these sensations he tried
to torment himself in other ways. But more impotitghe made a habit of
observing himself, seeing how he reacted to imfigcthese playful

‘tortures’ on himself like staging a play.

Er genol? das seltsame Gllck, seine Umgebung zu
stilisieren und das Gewdhnliche als Schauspiel zu
genielRen. Das Erwachen kam tber ihn und das
Erstaunen Uber sich selbst und das verwunderte
Sich-leben-Zuseher®

183 Hugo von HofmannsthaGesammelte Werke: Erzéhlungen, Erfundene Gesprauth®riefe, Reisen
(Frankfurt am Main: Fischer, 1979), p.21. (My triatisn: ‘He enjoyed the strange good fortune of
stylising his surroundings and the common-or-gagects and people around him as if they were all
actors and scenery in a theatrical performancedé&lg he woke up astonished at himself and amatzed a
his ability to experience himself actually living.’
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And later on he concludes that ‘So erlangte epdialiche
Geschicklichkeit, sich selbst als Objekt zu behinid& (Hofmannsthal,
p.23). This self-analysis appeared to Hofmannstbéat much as if he was
simply more an inanimate object under a magnifgtags than a living
human being. For Hofmannsthal just as for the s@écmeneration of other
decadent authors, it was typical that they not siigve to experience
extraordinary sensations, making them feel ‘alibet at the same time in
the process they tried to analyse their feelingsak these feelings and this
analysis which found artistic expression in thisgrary works. One prime
example of a literary product from this second gatien of Decadent
authors is Oscar Wilde’s only nov@brian Gray. Wilde delves beneath
Dorian’s superficially beautiful exterior to anadyhis feelings whilst he,
Dorian, is experiencing the finest and most extgisensations.

Wilde’s contemporary Joris-Karl Huysmans writesisimilar fashion with
regard to the protagonist Des Esseintes ReboursBoth authors are
representatives of the ‘psychologisation’ of litera. Both strove to depict
psychographs, or in Huysmans'’s case ‘projectiomd’®” (projection of
the soul) in order to escape the confinements ¢fifdasm and Realism,

taking these former literary genres to new psyaichd levels.

The period after the so-called Yellow Ninetieslassified by Roger Bauer
as the third phase of Decadence, characterise@gdtytg the terrible and
the obscene in an utterly banal fashion (Baued,43f5). Furthermore, the
various trials of Oscar Wilde rendered it far t@mgerous and almost
impossible for authors to continue to portray aggimous characters
anymore. Decadence became increasingly hijackeximnercialisation.

Publishing houses began to encourage their authonske more money

184 My translation: ‘In this way he was able to acki¢he somewhat embarrassing skill of treating
himself as a simple object.’
185 Joris-Karl HuysmansA Rebours(Paris: Flammarion, 1978), p. 56.
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for them by watering down decadent subjects toigeeheap thrills which
could be read by the bourgeois middle-classes withny embarrassment.
Literary Decadence began so to speak to degenetateroducing works
such as the popular gothic horror story or thedet® novel. These

became the most prominent examples of the thirdgpb&Decadence.
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5.2 A Rebours

Whilst Edward Carson was cross-examining Oscar &\ldring the case
which he had brought against the Marquess of Qleens he extracted
from him the title of a book which could help prowélde was a sexual
sodomite. This particular book occurs in Wilde’syalThe Picture of
Dorian Grayand, in the novel, is given to Dorian by Sir Heklvptton.
The title of the book is not mentioned but it isd&bed as having an
immoral and evil influence on Dorian. Ever since thention of this
untitled book and its occurrence in the trial, Sé€arl Huysmans'’s novel
A Rebourshas been inextricably linked with WildeTéie Picture of
Dorian Gray:. It is seen as influencing a description of thekbappearing
in The Picture oDorian Gray in its original unedited first version

published in July 1890 iLippincott’s Monthly Magazine:

It was a novel without a plot, and with only one
character, being, indeed, simply a psychological
study of a certain young Parisian, who spent Fas li
trying to realise in the nineteenth century all the
passions and modes of thought that belonged to
every century except his own, and to sum up, as it
were, in himself the various moods through which
the world-spirit had ever passed, loving for their
mere artificiality those renunciations that menéiav
unwisely called virtue, as much as those natural
rebellions that wise men still call sin. The style
which it was written was that curious jewelled sty
vivid and obscure at once, full of argot and of
archaisms, of technical expressions and of elaborat
paraphrases, that characterises the work of some of
the finest artists of the French schooDdgfcadents
There were in it metaphors as monstrous as orchids,
and as evil in colour. The life of the senses was
described in the terms of mystical philosophy. One
hardly knew at times whether one was reading the
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spiritual ecstasies of some medieval saint or the
morbid confessions of a modern sinner. It was a
poisonous book®

Wolfgang Maiet®’, who carried out intensive studies on Wild&te
Picture of Dorian Grayand in particular on how Wilde’s novel was
influenced by other literary works, proves thasia myth that Wilde
borrowed anything fromh ReboursMaier cannot explain or understand
Wilde’s saying to Edward Carson:

| don’t mind telling you the name. The novel is
calledA Reboursand the artist is Huysmans. |
consider it a badly written book, but it gave me a
suggestion that there might be a

wonderful....... (here Carson interrupts him with:
‘The novel was A Rebours?’, to which Wilde
replies: ‘Yes.'}®

However, in a letter dating from February 1894, d¥/ilvrites:

The book that poisoned, or made perfect, Dorian
Gray does not exist; it is a fancy of mine

merely’®®

But in the cross-examination mentioned above Wijoes on to modify his
rash answer and says

that the idea of the book was suggested by
Reboursbut that when | came to quote in the next
passage of Dorian Gray from this supposed
imaginary book, | quote chapters that do not exist
in A Rebourslt was merely a motive, that is all.
There is the difference. (Hollanblish Peacock
pp.97-98)

18 Oscar WildeThe Picture of Dorian Gray: An Annotated, UncensbEalition, edited by Nicholas
Frankel, (Cambridge, Massachusets: The Belknas@fddarvard University Press, 2011), pp. 184-186.
187 Wolfgang Maier Oscar Wilde: The Picture of Dorian Gray. Eine Isithe Analyse der englischen
Forschung von 1962 bis 198Rrankfurt am Main: Peter Lang, 1984).

18 Merlin Holland (ed), Irish Peacock & Scarlet Marquess: The Real foiaOscar WildgLondon:

Fourth Estate, 2003), p.94.

189 Merlin Holland & Rupert Hart-Davis (edsJhe Complete Letters of Oscar Wildieondon: Fourth
Estate, 2000), p.585.
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In an earlier letter dating from $3\pril 1892, when Wilde again explicitly
mentionsA Rebourshe explains that

The book in Dorian Gray is one of many books |
have never written, but it is partly suggested by
Huysmans’'sA Rebourswhich you will get at any
French bookseller’s. It is a fantastic variation on
Huysmans’s over-realistic study of the artistic
temperament in our inartistic age. (Holland,
Complete Letterg. 524)

Wolfgang Maier arrives at the same conclusion asi&himself. He can
make out only marginal and superficial similarititweenA Reboursand
The Picture oDorian Gray:in both novelghere is only one protagonist,
the novels having virtually no plot and, he writkesth are psychological

studies or, as Wilde puts it, are ‘over-realist@dplete Letters, p.524).

Themes turning up in both novels are descriptidmEedumes and jewels,
and the fascination of the two protagonists for Ror@atholicism.
Wolfgang Maier also proves that Wilde assemblediraute descriptions
of precious stones and perfumes from specialisi@gties and magazines.
He did not copy them fro ReboursRoman Catholicism is also handled
differently in the two novels. Whereas Des Esssimdenterested in ancient
religious literature and liturgy, Dorian is moredrested in Roman
Catholic rites. Moreover Wilde’s strangely fascingtbook portrays his
hero as being afraid of losing his good looks dm tavoids looking into
mirrors. This bears no similarity whatsoever to Bsseintes: he is not
afraid of mirrors and Huysmans never describesdaitires as being

attractive — rather the reverse.

Although both protagonists could be classified estlaetes, their outlook
on life is completely different. Dorian is eager a hedonistic way, to get



173

the most out of life, intensifying it by attemptitgexperience all aspects
of reality, thus feeling ‘alive’ - in more sensésuh one. He enjoys all kinds
of sensations and lives life to the full. Des Estas inA Rebourson the
other hand, is possibly one step ahead of Dori@mh&s left that latter’s
kind of life behind him and now shuns the city bgvimg to a country
retreat. He sets himself on a self-healing probgssvoiding all reality
which he considers thoroughly degrading. He seeksure in artificiality.
The interior decorations of his house and all tfezjpus stones and
perfumes are simply extensions of his own bodybldads into the
exquisite interior aspects of his home in orddsegdess conscious of his
own self. For Dorian, on the other hand, preciewgejs and exquisite

experiences are purely there to provide him witimgiating sensations.

However it is only initially that we can class DamiGray and Des
Esseintes as complete opposites to each other.dBtitem are placed in
difficult social situations: Des Esseintes is dran aristocracy which has
no longer any political power; Dorian, having lostth his parents seems to
us to have remained a highly vulnerable small cAiwWilde, however,
what must have been most important is the factttieasexual identity of
the two protagonists is never clearly determindterANilde eventually
admitted toA Rebourdeing the book that ‘poisoned’ Dorian, Edward
Carson asked him whether Huysmans’s novel was k dealing with
undisguised sodomy’ (Hollanttjsh Peacockp.96). Wilde, however,
successfully avoided further discussion of the eotst ofA Reboursas he
knew full well that there are possibly two, or egnty one explicit episodes
in Chapter IX of the novel which could have beasskd as portraying
sodomy when, in the nineteenth century, all kindgemder non-
conforming behaviour were described under that.t&ime episode in

qguestion concerns Des Esseintes’s affair with ssMisania, an American
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acrobat. Her name alone hints at the concept @rildn’ love, a term
coined in the mid-1860s by Karl Heinrich Ulrichddre the term
‘homosexuality’ became widely used. Des Esseirgdéagcinated by
Urania’s muscularity and, when she holds him ingteang arms, he
dreams of being turned into an obedient, weakeraihlish creature.
However, when Des Esseintes seduces her into djshe turns out to be
a young, traditionally feminine, coquettish, norrAaherican woman who
prefers the usual gender roles in bed not to bersed. This upsets Des
Esseintes as in her presence he had hoped toadEpinine role, offering
him an opportunity to emasculate himself even entifter the
relationship with Miss Urania proves unsuccessfyloung, pale,
androgynous-looking young man with long hair tuups Des Esseintes
begins what he calls a ‘special friendship’ witlstoung man, taking the
part of the obedient slave. This affair, too, doeslast long and proves a

mere short episode in Des Esseintes’s life.

In addition, then, to their precarious social poss, both Des Esseintes
and Dorian lack confidence in their sexual origotatWhereas Dorian is
able to conceal his sense of insecurity under thekmf perfect youthful
beauty, Des Esseintes’s precarious psychologiatd & symbolised in the
novel by a tortoise with a jewel encrusted shdiie hell of this tortoise,
its house or shelter as it were, resembles DesriEsss house, overladen
with its valuables and precious furniture. Jusbas Esseintes’s
luxuriously overburdened house cannot help to burg the shell of the
tortoise, highly ornamented with precious stongseaps to have suffocated
the poor animal. Des Esseintes’s house, far framrg’ him, shuts him
off so completely from reality that to use R.D. hgis terminology, his
‘true self’ has withered away under its exquisieedor. The outward

reality can give Des Esseintes no positive confiionmeof his sense of
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being ‘alive’, so necessary for an ontologicallganure person to retain the
feeling for his/her authentic being. Similarly, fizm Gray suffers equally
from an increasing loss of feeling for his authebiing. This will be

analysed in the following chapter.

In the end, then, Wilde was indeed telling theitnuhen he said that he got
the idea and inspiration for Dorian Gray from HugsisisA ReboursJust
as for Huysmans, of special interest to Wilde nmaste been his attempt at
a psychological study of a character who progredgifeels that he is
attracted to his own sex, thus also possibly rafigdVilde’s personal

situation at the time.

Wilde in The Picture of Dorian Grapad the courage to portray
homosexuality from a psychological perspective wih@ras still cruelly
punished by law. Enlightening evidence for thisebulhies in the title of the
yellow book Sir Henry gave Dorian. Before J.M. Stad, the editor of that
July 1890 edition oLippincott's Monthly Magazinebefore he had struck
the title of the book from the original typescrgstthe novel, it ran as
follows: ‘Le Secret de Raoul, par Catulle Sarragiilde, Picture of
Dorian Gray, Uncensored Edition, p.184). Wolfgang Maier, fa part,
points out that in the second half of the ninetee&eintury there is no
protagonist in any French novel with the name adiRaexcepMonsieur
Vénusby a French authoress, calling herself Rachildalllprobability,
then, in his title Wilde is alluding to the Raonlthe above novel. She, in
fact, dresses and acts like a man and takes amiaffee man, as it were, as
‘his’ ‘mistress’. The author’'s name of the novelgn to Dorian, Catulle
Sarrazin, is a composite of the first and last raaféwo contemporary
French authors, namely Catulle Mendes and Gabaieb3in. Catulle

Mendes like Rachilde was one of the most promiaettiors of the French
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Décadence and with his works transgressed agamshén accepted
notions of gender and sexual conventions. He bedaemels with Wilde
during the latter’s stays in Paris, but how intetieg friendship was is a
matter of debate. He had, however - accordiribhe Stat®® newspaper -
he had to fight a duel because, after Wilde had Iseat to prison, he was
accused of having had an intimate relationship with. Gabriel Sarrazin,
on the other hand, was an influential man of Isttanning several
magazines and, as a French anglophile, also pelligtose works by

English writers Wilde admired.

From the above information it cannot be a coinctgethat in the title of
the book given to Dorian ifihe Picture of Doran GrayVilde is
associating the names Raoul, Catulle and Sarragnhmts of sexual
inversion. As far as RachildefMonsieur Vénuand Théophile Gautier's
Mademoiselle de Maupiis concerned, in the following chapters | will
show that Wilde found here too found inspiratiorhofv to convey to the
reader an insight into the psyche of those whastyeess sexual

conventions.

198 A Wilde Duel’, in The Sta13" April 1895), p.3.
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5.3 Mademoiselle de Maupin

Veiled loves that shifted shapes and shafts, and,ga

Laughing, strange gifts to hands that durst notvera
Flowers double-blossomed, fruits of scent and hue
Sweet as the bride-bed, stranger than the grave;

(from: ‘Memorial Verses on the Death of ThéophileuGar’ by Algernon
Charles Swinburne

Oscar Wilde claimed that he could not travel withGautier’s novels and
Mademoiselle de Maupinad already been in his youth an all-time
favourite of him. This is not surprising when loogiat the preface of
Gautier’s first novel as it set the agenda for'thart pour L'art’
movement way ahead of the Fin-de-siécle, that 1884, when it was
published a year before the first volumevtddemoiselle de Maupwvas
published and was from then on included as a peefalt the ingredients
of Decadent literature are mentioned but first fEomdmost Gautier rants
against utilitarianism and formulates an aesth@®cdo which Wilde will
repeat half a century later.

The only things that are really beautiful are
those which have no use; everything that is
useful is ugly, for it is the expression of some
need, and the needs of men are ignoble and
disgusting, like his poor and infirm nature. The
most useful place in the house is the
lavatory.[... ] And | prefer things and people in
inverse proportion to the services they render
me. Instead of a certain useful pot, | prefer a
Chinese one decorated with dragons and
mandarins, which is no use to me
whatsoevel??

191 Algernon Charles Swinburn8winburne’s Collected Poetical Works Vol Lbndon: William
Heinemann Ltd., 1935), p. 360.
192 Théophile GautietMademoiselle de MaupiiLondon:Penguin, 2005), p.23.
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Wilde will take the Decadent movement to new heighthen famously
proclaiming that he will try to ‘live up to [his]ibe china*®®, but what
Gautier points out is according to Jessica R. Fafdstill a romantic
subjectivity in literature. ‘For the terms of ‘Ligpour I'art’ are still those

of subjectivity: not only must art not serve a nigmarpose, preach a
lesson, or effect social progress, but its soleigmol express and to deliver
pleasure through the refinement of the senSé3he revolutionary
message from Gautier was that the sole purpose wla nothing but
beauty, and the beautiful effect it made on th@rewt was its only criteria
to judge it by. Thus ‘art has an internal and seférential code of beauty,
independent of the individual and his shameful s§eédldman, p.51). The
other important aspect Gautier deals with in hefgre revolves around the
fact, that the readership and literary criticsha hineteenth century still

read novels in an autobiographical way.

It is just absurd to say a man is a drunkard if he
describes a drunken orgy, a debauchee because
he recounts a debauchery, as to claim that a man
Is virtuous because he has written a moral book;
one sees the opposite every day. It is the
character who is speaking, not the author.
(Gautier, p.18)

In a post-Romantic, Decadent art movement whereiaismoral and risqué
aspects where chosen as topics by the artistegditilated the senses of
the reader even more, this could prove dangeroithappened in the case
of Oscar Wilde. In the preface dhe Picture oDorian GrayWilde writes:
‘There is no such thing as a moral or an immoralkb@ooks are well

12

written or badly written. That is alt™ But during Wilde’s famous trials,

the jury at the Old Bailey regarded his books ssgeak as extensions to

193 Richard EllmannQscar Wilde(London: Hamish Hamilton, 1987), p.43.
194 jessica R. FeldmaGender on the Dividd_ondon: Cornell University Press, 1993), p.51.
195 Oscar Wilde The Picture of Dorian Grayedited by Donald L. Lawler (New York: Norton, 28p.3.
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his life. The trial very quickly focused on quesisoconcerning the true sins
of Dorian Gray. It was a fatal misjudgement on Witdside to think that
the jury and the general public would be prepaoedifferentiate between
the life and the literary output of an author. HeeeWilde and Gautier
essentially differ when it comes to the questiomwbéther nature imitates

art or vice versa. For Gautier

books follow manners and manners do not follow
books.[...] Pictures are created according to the
model, not the model according to the picture. |
cannot remember where it was said, or by whom,
that literature and arts influence manners. Whoever
it was, he was undoubtedly a fool.(Gautier, p.19)

Of course the different contexts have to be takemaccount here. Gautier
argues on a moral level, that is immoral books akocause any harm, they
only mirror what is already there. On the otherch#ilde’s focus is on the
artistic perception. Wilde claims that we can gméyceive beauty if art
makes us aware of it which sometimes involvesweaas an audience will
perceive things as beautiful which we beforeharnetlooked of even
thought of as ugly. In ‘The Decay of Lying’ hedéfivian say:

Where, if not from the Impressionists, do we get
those wonderful brown fogs that come creeping
down our streets, blurring the gas-lamps and
changing the houses into monstrous shadows? [...]
The extraordinary change that has taken place in
the climate of London during the last ten years is
entirely due to a particular school of Aft

Apart from formulating the aesthetics of anrdgarde art movement,
what makes Gautier's novel especially valuabléad it offers a thorough

insight into the character of an effeminate darllgt is chevalier d’Albert.

19 Oscar WildeComplete Works of Oscar WildeLondon: Collins, 1986), p.986.
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This aspect is connected with the special modeanfti@r’s introspective
story-telling. Patricia Duncker in the introductitmthe Penguin edition of
Mademoiselle de Maupiobserves that in a true Decadent fashion the
“novel deals with introspection rather than acti@#utier, p. xiii). Up to
the middle of the novel we get lengthy and detaitstyhts into the soul of
d’Albert, but nothing much regarding the plot happened. The only
suspense the action can generate for the reattefimsl out about the true
gender identities of the protagonists, whereasther framework of the
novel is simply made up of chevalier d’Albert andsitte, his lover,
carrying on a love affair which none of the two ki@ courage to
terminate because for both of them it is ratherar@anvenient to let it
simmer on. However the most striking and avant-gdeature of the novel
Is that at least two protagonists are depicted\aafgan a gender non-
conforming way. The reader is in addition offeredthe first time in
literature a psychological insight into these chtees, and how they justify

for themselves their attraction to the same sex.

5.3.1 Inside the Love Triangle

Right from the beginning chevalier d’Albert, theofagonist of the novel
feels like an outsider or like an alien. In hisganusings where he dissects
his own soul as it would lie under a microscopealaif long he comes to
the following conclusion: ‘I have never been aldeonvince myself that |
am truly like other men’(Gautier,p.85). He feelslta drop of oil in the
glass of water’(Gautier, p. 86) that won't mingléhwthe rest of society.
D’Albert is moreover aware that Parisian societgpeits distance to him

as they have branded him as a dandy.

| have heard that many of them have bitterly
criticized my dress, saying that my style is too
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effeminate; that my hair is curled and greased
more carefully than it should be; and, given the
fact that | don’t have a beard either, that it nsake
me look like a ridiculous dandy of the worst

kind. They say that | dress in rich, gaudy clothes
like you see in the theatre and am more an actor
than a man. (p.77)

In this description of how others perceive him frima outside, d’Albert’s
effeminacy and his being not authentic are of paldr interest. In a camp
fashion the artificial outward appearance tellstthéh about d’Albert as
the reader learns in his confessions that he intkesl neither ‘real’ nor
‘alive’ when pretending to be the most loving manRosette. D’Albert’s
schizoid condition has progressed so far that hemger tries to forget his
identity and wants to turn himself into a differg@erson, but he moreover
discovers his secret longing to become a womanti€aises examples
from Greek antiquity like the myth of Tiresias ovi@s tale of
‘Hermaphroditus and Salmacis’ to illustrate d’Albgincreasing desire to
emasculate himself. With psychological insight Gaudepicts the inner
process d'Albert undergoes which is in line withrigas research
regarding the stages an ontological insecure perspariences. D’Albert’s
inner self has already become so porous that e dgerpowered in his
identity when another person comes too close to Bearing d’Albert’s
shaky sense of self in mind he experiences making o Rosette like in

the following scene:

Like Salmacis of old, in love with the young
Hermaphrodite, | tried to make my body become
one with hers; | drank in her breath and the warm
tears of desire which spilled from the

overflowing chalice of her eyes. The more
entwined our bodies became and the more
intimate our embraces, the less | loved her
(Gautier, p.88).
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D’Albert feels Rosette’s femininity seeping intwrhwhich he welcomes
on the one hand but draws him also away from héeaw longer wants to
take the male part in the sexual act. The moraggtérRosette’s love for
d’Albert grows the more suffocating her embraces presence become
for him and he feels completely overpowered bydheseness as she
threatens to absorb his own identity. D’Albert alvss that

The arms of a woman, the things which they say
attach a man most firmly to the earth, are very
feeble attachments for me, and | have never been
more remote from my mistress than when she was
clasping me to her heart. | was gasping for breath,
that’s all.(Gautier, p.86)

Later on d’Albert claims that Rosette has compyetagulfed his self
when he points out: ‘I really believed | was someetse. Rosette’s soul
had totally entered my body’(Gautier, p. 92). Thet however that
d’Albert carries on his affair with Rosette all th@me is caused by his
need for Rosette’s attention in order to receieedbnfirmation that he is
actually alive, but it must also be due to thewmstance that Rosette
herself is not authentic and she herself feelscingeof her identity. She
admits to Madeleine-Théodore: ‘I have played me lide a consummate
actress; [...] | have wept false tears and shapetipmynto artificial
smiles’(Gautier, p.141).

One of the weaknesses of Gautier’'s novel is treatdélader never gets a
deeper insight into Rosette’s character as Gandeer expresses her
thoughts through an interior monologue and unfately the omniscient
narrator never intrudes into her mind. Gautier yesitches over to

dramatic dialogue in Chapter VI where Rosette vhatdeelings in front



183

of Madeleine-Théodore in a long soliloquy, and thithe only time in the
novel where Rosette’s thoughts and feelings areedoby her directly. The
only hint that Rosette might also behave in a genda-conforming way

Is given in a description of her by the narrator.

This was a mistress free as country air, and rich
enough to enjoy the most elegant, exquisite
refinements; one, moreover, who had no notion of
morals. She never went on about her virtue while
trying out a new position, nor about her reputgtion
it was as though she had never had one. She had
no close female friend, but treated all women with
scorn, almost as much as if she were a man.
(Gautier, p.106)

For R.D. Laing the first signs that an ontologigatisecure person
becomes schizoid is that he has feelings of engdiaad that he loses his
‘subjectivity’ and his ‘sense of being alive’. Maneer for Laing ‘The
schizoid individual fears a real live dialecticalationship with real live
people. He can relate himself only to depersormajmsons, to phantoms
of his own phantasies (imagos), perhaps to thipghaps to animals®”
The impression of not being ‘alive’ which Rosettentions to Madeleine-
Théodore, thus being a ‘depersonalised’ characédesher as a lover
ideal for d’Albert, who also suffers from not fewi ‘alive’, but in a much
higher degree. In order to keep his shaky senselbintact d’Albert keeps
at first the society around him at a distance bggging them as mere
shadows. He confesses that

[a]ll around me is a pale world peopled by ghastal

or unreal shades murmuring confusedly, in the naidd|
of which | find myself as completely alone as | kcbu
be; none has any effect upon me for good or ill and
they seem quite different from me in kind.(Gautier,
p.85)

7R, D. Laing,The Divided SelfHarmondsworth: Pelican, 1975), p.77.
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Later on, just as Laing had diagnosed above, d@#lbeclares that he
prefers being in love with a picture or a statuéhwlove of a woman. A
lifeless piece of art cannot engulf his precarisetsse of self and thus it is
only logical that he feels more comfortably beindave with a statue.

D’Albert therefore concludes that

there is something fine and noble about being in
love with a statue; because you are totally
uninvolved you don’t have to worry that you will
be surfeited or disgusted when you have made
your conquest; (Gautier, p.126)

A whole new situation presents itself when Madetede Maupin in male
attire under the name of Théodore de Sérannes isppedhe scene. Both
d’Albert and Rosette fall in love with Madeleine-dddore. For Rosette it
is a renewal of her infatuation with Madeleine-Tti@e of the past but to
d’Albert the homosexual erotic attraction to a nmea shock of recognition
which even more deteriorates his psychic conditiom’ Albert an inner
vacuum spreads and gains so much space that béhisadlentity
dissipating. He accurately describes the implosioms identity when he

compares himself to a dried up bottle of liqueur.

| resemble those bottle of liqueurs which have
been left uncorked and whose spirit has totally
evaporated. The drink has the same appearance
and colour; but taste it and you will find it is as
insipid as water.

When | think about it | am frightened by the
speed of my decomposition. If it goes on like
this, | shall have to cover myself in salt or
inevitably go rotten and the worms will come for
me, for | no longer have any soul and that is the
only difference between a body and a corpse.
(Gautier, p.179)
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D’Albert realises that the self he had shown taetgavas only a facade
which suffocated his true identity. In a schizoidyhe had watched his
false self playing a part in his own real-life dearti was my own

spectator, the audience for the play | was in.tchvad myself living and
listened to my heartbeat as | would the ticking @afock’(Gautier, p.185).
However, d’Albert to his own surprise has to acklemge that there has
existed a true self within him all the time. Whestbming aware of his
homosexual feelings for Madeleine-Théodore, hikeutic self being still
rather feeble becomes stronger by letting it ottt the open so it can so-to-
speak take in oxygen and breathe which makes diAtdmene and feel

‘alive’ for the first time in his life.

Love has come down to the bottom of the tomb
where my torpid soul was crouching, chilled to

the bone. She has taken me by the hand and
helped me up the steep, narrow steps leading to
the air. The locks on all the prison doors have
been picked and for the very first time the poor
Psyche which was shut up inside me has been set
free.

Another life has become mine. | draw breath
through the lungs of another, and the blow that
hurt him would kill me. (Gautier, pp.184-185)

The last two lines in the quotation above makéduious that d’Albert has
divided himself up into two different personalitiéte admits to himself
here that his old self would not survive the bldvacknowledging his
homosexuality, but his new authentic self, althohgh by the stigma, can
deal with it. Nevertheless he has to protect higkweew self and it is
astonishing that he uses the same metaphor as, lthatgs the head of the
Medusa, when he speaks of being approached by p¢heons. D’Albert

experiences the gaze of individuals like the patrg look of the Medusa.



186

| understand a statue perfectly, but | do not
understand a man. Where life begins, | break off
and stand back in fear just as if | had seen the
head of the Medusa. The phenomenon of life
provokes in me an astonishment from which |
cannot recover. [...] The sound of my voice
surprises me to an unimaginable degree and there
are times when | am tempted to think it someone
else’s. (Gautier, pp.219-220)

It is only logical then that he prefers statueBuman beings as objects
cannot fixate their stare on his stigmatised homuaslefeelings and can

thus not endanger his precarious real self evahdur

At this stage it makes sense to point out that @aanhly by a narrow
margin avoids that his novel will turn out to be first psychological
portrayal of homosexual characters, although tivecde Gautier uses for
dissipating any such suspicions are not really cmmvg and a bit strained.
But Gautier must have been aware that his minwtergions of pre-
marital sex was daring enough and that the subjgabmosexual love was
taboo and would have been simply too much for éresors. So in order to
spare the novel the fate of being censored anafieny the reader now
learns what he must have guessed all along, thaitim Théodore de
Sérannes is Madeleine de Maupin and d’Albert’s midirse instincts were
so strong that Madeleine’s masquerade could naidetim. And in turn
Madeleine confesses that she only started to dda atizre to find out how
men really are and what they think about womenrgetboosing a
husband. Indeed, as Vern & Bonnie Bullough poirtf muthe eighteenth
and at the beginning of the nineteenth century ‘fhe] growing popularity

of masquerade balls attest to the public’'s contimu&iosity in regard to
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outward manifestations of gender-role experimenitafi®® However the
main motive for most women cross dressers remashkd rational one,
that is to gain in social status which however dossapply to an
aristocratic woman like Mademoiselle de Maupin. Btorer Gautier was
inspired by a real life model when writing his nbvEhe character he had
in mind was Mademoiselle d’Aubigny-Maupin (1673-Xy0who just like
Madeleine-Théodore preferred men’s clothing, ‘faudgrels and had a
lover named d’Albert. Her adventures included bagra convent and
kidnapping a woman whom she lovéd. These facts together with
Gautier’s artistic choice of presenting d’Alberdavadeleine-Théodore as
androgynes behaving in a gender non-conformingdasimd revealing a
precarious sense of self nurtures the suspiciarGhatier indeed intended
to write about the psychological side of homoseikpabautier depicts
though two different kinds of androgyny, which Meadefined in chapter
two, to evoke indirectly the idea of homosexuailityhis novel. D’Albert
would be an example of the asexual androgyne. Nigtis he ridiculed by
his friends for being a beardless and effeminatelgabut in his gradual
process of inner emasculation he sheds his maegaignifiers without
taking on new female ones. Madeleine-Théodore emther hand while
still relishing her female beauty discovers incnegly typically male traits
in her self, for example being the protector ftitdiNinon or a certain
fascination to fight duels like a man. Thus by imgtboth male and female

signifiers on her persona she turns into a hernuajter adrogyne.

Although Madeleine-Théodore excuses her boredondesagpointment
regarding men by claiming to know the ways of nemwell to be still

19%yern L. Bullough & Bonnie BulloughCross Dressing, Sex, and Gen@®hiladelphia: University of
Pennsylvania Press, 1993), p.138.

199 Marléne Barsounifowards a Definition of the Androgynous Discouf$éew York: Peter Lang,
2001), p.34.
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amorously ensnared by them, she confesses atrtieetsae that her love
for Rosette was ‘more than a woman loves anothenamo' (Gautier,
p.280). So when d’Albert, Rosette and Madeleineeotioée stage
ShakespeareAs You Like |tthe doomed infatuation Rosette has for
Madeleine-Théodore is mirrored in their parts wRéoebe played by
Rosette has to suffer from an impossible love @iggrRosalind. But also
Madeleine-Théodore deeply regrets that she carinystigally fulfil the

love for Rosette.

If I had been a young man, how | would have
loved Rosette! How | would have adored her!
Our souls really were made for one another, two
pearls destined to melt into one! | should have
made her idea of love come true! Her character
suited me perfectly, and | loved her kind of
beauty. What a shame our love was utterly
condemned to be necessarily platonic! (Gautier,
p.310)

Rosette’s and Madeleine-Théodore’s love has to iremraresolved to the
end, and the incompatibility of their love is syrbed by the two pearls
the chambermaid finds in between the sheets aof bleei they shared
during their last night. Apparently Madeleine-Théoglcannot satisfy

Rosette merely with the love of her soul, as Res#dsires a male body.

Madeleine-Théodore’s stage role as Rosalind imgdashion tells the
truth about herself: a woman disguised as a mars @demale role. She
arrives at the conclusion that in reality she Wuildlly seem ‘[...] like a
man disguised as a woman.’ She feels that shatieenenale nor female
but is ‘of a third, separate sex which does nothgete a name’(Gautier,
p.318). In order not to touch upon the subjecesblanism Gautier lets

Madeleine-Théodore find a resolution of her dilenougside reality, in the
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realm of dreams, of art and Greek antiquity, butindhe here-and-now,
when she compares herself to a chimera. ‘My dreachjmera, would be
to have both sexes in turn, to satisfy my dual reatMan today, woman
tomorrow’(Gautier, p.318). In the historical cont#xis is understandable
because at the beginning of the nineteenth cetiterg did not exist a
lesbian identity, let alone a word for it and Gauas many of his literary
colleagues had to revert to the image of the anyr@¢p convey the idea
of a gender non-conforming identity. The historicahtext is also to blame
that it is the female protagonist Madeleine-ThéedorGautier’s novel

who openly displays and acknowledges her homosexdalas women in
the nineteenth century were still thought to havesexuality and were thus
safe regarding censorship. This aspect concerhmgresentation of
homosexuality in literature was still true at thegglmning of the twentieth
century in the case of Ronald Firbank’s novels wher displaces same sex
desire on female bodies. | cannot therefore agrgeMarléne Barsoum
when she speculates ‘that Gautier chooses the gymte@s subject in order
to express his nostalgia for a lost absolute’( Bans, p. XI). Madeleine-
Théodore is desperate to find a name for her degitity and gives
authentic details of her character to the readdeszribe her difficult
situation. She is not looking for a romantic iddmlf searches for her place
in society. Whether she appears to be a bi-sexoalam or a leshian is a
matter of debate, but she clearly realises thatsstigferent from other

women.

Many men are more female than | am. All that is
female about me is my bosom, a few more
curves and more delicate hands. The skirt is
round my waist, not my mind. It is often the case
that the sex of the soul does not correspond to
that of the body and that is a contradiction which
invariably creates dreadful confusion. If, for
example, | had not taken this decision, which
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may seem crazy but is basically sensible, to give
up the clothes of a sex which is only mine
materially and fortuitously, | should have been
miserable. | love horses, fencing, all violent
exercise, | enjoy climbing and running around
everywhere like a boy;]...] All the foolish,
expensive things which as a rule prove such a
temptation to women have only ever affected me
mildly, and, like Achilles disguised as a young
girl, I would willingly abandon the mirror for the
sword. The only thing I like about women is

their beauty. In spite of the disadvantages that
causes, | should not care to change my shape,
even though it does not match the mind inside it
very well. (Gautier, pp. 260-261)

It is surprising that as early as the beginninthefnineteenth century
Gautier brings up the topic of gender ‘drawing rditen to the artificiality

of what we think of as “natural’ behaviouf®’ Madeleine-Théodore is
conditioned in her mode of thinking by a societyandthe biological sex
was thought to determine and had to be in accoadautt the way a
person conceived of him- or herself. This is thesom why she despairs,
because although she is biologically a woman shls fikke a man and
desires Rosette but, at the same time, she wakeefmher female body.
D’Albert’s quite feminine body is only a transitosybstitute for the female
body she desires. But it is also her precariousesehself which makes her
leave d’Albert. And in this context has to be shenat first sight illogical
statement when she claims that ‘if | had a loves,female in me would no
doubt dominate for a while over the male, but itddonot last long, and |
feel | should only be half content’(Gautier, p.32&)cording to Laing a
schizoid individual is drawn to certain degree tepersonalised character
like d’Albert because it would not overpower hegndity at first, but in the

long run his male presence would engulf her ferpalsonality. Her

20 David Glover & Cora KaplarGendergLondon: Routledge, 2000), p.ix.
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female self would not react to his masculinity ttisat would not make her
feel more feminine, but instead her inner vacuurldde filled with
d’Albert’s maleness. Marlene Barsoum is right hoerethat Madeleine-
Théodore ‘is incapable of either loving d’Albertlmging part of a couple’,
but not because she ‘represents the narcissistrogyne which turns back
on itself’. The true reason for Madeleine-Théoder&If-sufficiency is her
ontological insecurity which renders intimacy to#rer person for her
impossible. D’Albert and Madeleine-Théodore turm tmubecome mirror
images in the end as they are both trapped inaime osychological
condition.
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5.4 Monsieur Vénus

Monsieur Vénusvas the first novel to bring the French Decadeiti@ress
Rachilde (Marguerite Vallette-Eymery) a certain amoof success.
However, it was banned immediately after publicatioBrussels in 1884.
The novel depicts a female cross-dressing aridiogreotagonist who falls
in love with a much younger effeminate working-sl&®y. It was seen as
having a too great a corrupting influence on reathet became

nevertheless ‘un succes scandaleuse’.

As Wolfgang Maier points out in his critical anat/sf The Picture of
Dorian Gray®”, Rachilde’s novel has never been seen in relation
Wilde’s work despite certain striking resembland&dde did, in fact,
know ‘Monsieur Vénus’ and praised it and recommehitéo his friends.
In his book ‘L’Affaire Oscar Wilde’, Marc-André Rilovitch writes:

Il fut saisi d’'un veritable acces de fiévre cerebal
apres avoir lu Monsieur Vénus et en racontait le
sujet avec une ardeur poétique admirafle.

Moreover, Oscar Wilde and Rachilde were persoradtyuainted with each
other as Frazer Livef)? an American academic, mentions in his
introduction to Rachilde’s plays. Rachilde had kds literary salon in

Paris attracting celebrities of the Symbolist aret&lent movement.

The main topic as we have mentionedyionsieur Vénusas in Théophile
Gautier’s noveMademoiselle de Maupiis gender inversion, a

continuous play upon sexual identies. Such a topist have fascinated

1 \Wolfgang MaierThe Picture of Dorian Gray: Eine Kritische Analyser anglistischen Forschung
von 1962-1982 Frankfurt am Main: Peter Lang, 1984), p.199.

292 Marc-André Raffalovitch, ‘L’Affaire Oscar Wilde'aprinted in: Marc-André Raffaloviclyranisme et
Unisexualité (Lyon & Paris, 1896), pp.245-246.

203 Rachilde, Madame La Mort and Other Plays, trankéd® By Kiki Gounaridou and Frazer Lively
(Baltimore & London: The Johns Hopkins Universitess, 1998), p.4.
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Oscar Wilde for he often mentioned such novels wheame to works

which had had a considerable influence upon him.

‘I am an androgyne of lettef8* said Rachilde of herself and by giving
herself the pseudonym ‘Rachilde’ she was emphagizén androgynous
character. Although she never wrote an autobiogragiie nevertheless
allows the reader to catch glimpses of her inndvgeher literary texts.
Contemporaries such as Maurice Barres were sevidos of her plays and
novels, claiming that ‘Rachilde has scarcely damglang but write about
herself*®>. However, as Diana Holmes has pointed o®Rachilde:
Decadence, Gender and the Woman Wrii@reteenth-century literary
criticism tended to see fictional characters aadpbighly autobiograhical,
particularly in literary texts by women writers. Baven from today’s post-
modern perspective Holmes admits that ‘there isaody a degree of self-

projection in these [Rachilde’s] texfS°

Wearing male suits and presenting herself as amih® de lettres’ was
not, for Rachilde, simply a tactic to attract atkemin the up-and-coming
Decadent movment. She was simply mirroring hernised, her gender
identity. Whilst she was writiniylonsieur VénusRachilde was living in a
state of eroticised celibacy, bringing her clos¥Malter Pater’s ideal of the
true artist — a diaphanous being. By thinking uprtiost exquisite
debaucheries in her novels, she was eroticisingneagination and
working herself up into such a delirious frenzytthar instanceMonsieur

Vénuswas finished in a fortnight.

24 Renee A. Kingcaid\eurosis and NarrativgCarbondale: Southern lllinois University Pres92),
p.111.

%5 Rachilde Monsieur VénugSawtry: Dedalus, 1992), p.3.

2% Diana HolmesRachilde: Decadence, Gender and the Woman Wi@&ford: Berg, 2001), p.113
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Analysing the plot oMonsieur Vénughe ‘effeminate working-class boy’,
Jacques Silvert, foreshadows his own fate in tts¢ $entence he utters to
the heroine, Raoule de Vénérande: “Madame... fopthsent, | am Marie
Silvert.” (Rachilde, p.12) This does not mean thathe end of the novel
he has assumed his sister’s identity and professgire is a costume
designer - but only that, effeminate as he is lynega he is becoming or
will become more ‘woman-like’. Raoule visits Jacguecause she needs
his sister’s finely-made satin flowers for her ‘eahymph’ dress, for it is
highly possible that she intends to dress up as&as$. She is a water
nymph who lures Hermaphroditus into her pond winerefemale and his
male body melt into one, thus creating what we ydd®ww as
hermaphroditism, that is a physical body havindladlanatomical
attributes of both male and female bodies. Raadatule clear, is depicted by
Rachilde as a highly educated young lady, well awedithe Greek and
Roman myths dealing with sexual ambivalence. Fangxe, in her rooms
she has several statues of the lover of the RomgreEor Hadrian, the
ancient god, Antinous, and compares young Jacquast All of this
material regarding gender identity is only contdinethe initial part of the
novel but nevertheless is successful in settingtazall theme namely

‘gender-bending’.

Raoule is fascinated by Jacques’s general appagramich is neither
completely feminine nor masculine. His pale, bate/h or even ladylike -
flesh and the contours of his mouth, as thoughauakeput on bright red
lipstick, form a striking contrast to the unrulyamly golden curls on his
chest and his deep dark voice. Raoule describgsidato her suitor,
Raittolbe, who tries in vain to win her over to hias follows:

He exists, my friend, and he isn't even a
hermaphrodite, nor even impotent: he is a
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handsome male of twenty-one years, whose soul
with its feminine instincts, is in the wrong
container.(Rachilde, p.54)

But just seconds before, she, Raoule, had confesdesr unlucky suitor,

Raittolbe: ‘1 am a man in love with a man, not awem!” (Rachilde, p.53)

However, Jacques is often referred to by Raoul@she’, a man, but as
‘she’. With all this ‘gender bending’, which is ¢jag us in a complete
muddle, it is perhaps best to consider what cateloeiced from the way
these characters interact. In this respect, teigr¢hat Raoule wants
Jacques to be the submissive partner, not onlyohyirthting him but
possibly also by intimidating him, the working-ddad, by her higher
social status. For instance, for him always totdeeadisposal he never
leaves the apartment Raoule has rented for hinowither permission. In
bed, too, Raoule is the active partner, and cdytagver takes up the so-
called ‘missionary position’. What Raoule appreesainh Jacques is his
desire to act in a feminine manner and she doekdstito further this
desire. However, as far as his outward appearanoanicerned she is
aroused by his physical body’s masculine, as agly its feminine
attributes. Interestingly, as far as Raoule andues are concerned, two
developments coincide: The gradual ‘feminisatidnJacques is
accompanied by a slow ‘masculinisation’ of Rao&®egarding their
gender identity, the omniscient narrator reveads th.they were more and
more united by a common thought: the destructioimef sex”.(Rachilde,
p.68) From the modern point of view, they both faedl act more and more
like present-day ‘gay’ men. Raoule being the maseuktraight-acting gay
man and Jacques the effeminate one. The attramioveen Raoule and

Jacques is so vehement as, according to Alan Binfedations that are



196

sexy still operate now as then along hierarchindllainary parameters like

‘gender, age, class, and rat¥.’

It is not surprising that these characters are ewetpto Hadrian’s boy
lover we have already mentioned, namely Antinoulne first allusion to
Antinous is made by Raoule when she embraces Jagoagng him the
compliment that “... Antinous was one of your ancestgRachilde,p.33)
And later, with Raoule, it is the omniscient nasraho draws an analogy
between her and the bust of Antinous besides watiehs standing. The
bust's eyes, incidentally, “glitter”, says the radar (Rachilde?) with desire.
It seems that both Raoule and Jacques are beconaregand more
identical. Raoule asks herself “...whether she hadinahe manner of
God, created a being [i.e. Jacques] in her own @hégachilde,p.68) As
far as Jacques is concerned, having been freecdbyl&from social and
financial constraints, he now feels free to devdigpdentity. For a short
while he was, perhaps, in a perfect state of anjapgke Raoule, but it is
clear hat he is slowly turning into a ‘feminineatrssexual whose only
desire is to act the female and to have sex wigabh'masculine’ man.
Raoule, on the other hand, is the ‘masculine’ gag@n who identifies
herself with masculinity, and thus begins to regecdmpletely ‘feminine’

transsexual man as a sex partner.

The climax of the novel begins to become apparédm.tragic ending of
their love affair begins by the increasing ‘fematisn’ of Jacques who is
starting to develop transsexual tendencies towaets brought about also,
incidentally, by Raoule herself who, vampire-likkeains him of his
masculinity, making it her own. She has so greah#inence upon him

that she can no longer recognise him as a manlasiynRaoule can no

297 Alan Sinfield On Sexuality and PowéEhichester: Columbia University Press, 2004), p.2.
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longer play the part of the ‘man’ Jacques desiBée&. can, in fact, no longer
live up to his expectations. Her ‘masculinity’, agurse, is limited by
anatomical realities. Jacques makes the flippanark to Raoule that
‘there is something you will always lack!(Rachilde72) And when
making love to her, he is thoroughly revolted aiisg Raoule’s naked
breast, marking the end of any mutual desire. Rafallls out of love with
Jacques when he becomes, for her, too exaggerdéediyine, such as
when he tries on female ‘drag’ and, thus attissdiuces her friend and, by

this stage, her rival Raittolbe.

In the novel Raittolbe acts as a foil for Raoules ho coincidence that
both their names start with the same two lettengyTalso have similar
gender make-ups: Both have the desire or wantnaire ‘masculine’ in
their behaviour. Both long for a ‘feminine’ malehdre is only one
difference: their biological and anatomical gendéthough it is clear in
her novels that Rachilde uncouples gender fromtbexactual physical
bodily realities finally play an important role. ®&#de does not have a male
body with all its obvious male attributes, whichgimi have satisfied
Jacques’s desires and have bound him to her. MereBaoule is
unwilling or unable to show or give love to anyo8&e confesses this
herself when she ‘devours’ Jacques: ‘I cannot lole.Raoule de
Vénérande...!"(Rachile, p.65) In its place, she tutasques into an ‘objet
d’'art’, an ‘homme-objet’ she tries to control amamspess. One explanation
for Raoule turning Jacques into such an ‘objet’rhige provided by R.D.
Laing’s psychological model of ontological insetyrRaoule is deeply
insecure in her ‘male’ identity. The obvious reasothat such a
relationship as that between Jacques and Raoulkel\waue been

completely taboo at the end of the nineteenth cgnBut more important
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for her insecurity is, | think, that the only redarce point for securing
Raoule’s identity resides in Jacques. If Jacques dot confirm her
‘construct’ of male gender identity by respondindher advances then,
quite naturally, Raoule begins to lose a sensepbtvn self. Laing
describes this ontologically insecure state of nas process of
oscillation.

There is a failure to sustain a sense of one’s own
being without the presence of other people. It is a
failureto beby oneself, a failure to exist alone. As
James put it, ‘Other people supply me with my
existence’. (...) Utter detachment and isolation are
regarded as the only alternative to a clam- or
vampire-like attachment in which the other person’s
life-blood is necessary for one’s own survival, and
yet is a threat to one’s survival. Therefore, the
polarity is between complete isolation or complete
merging of identity rather than between separatenes
and relatednes§®

Just as the doctor had predicted for Raoule, shedime a ‘special

casé¢...] No middle way! Nun, or monster!’(Rachilde, p.23he actual
vampire-like sucking of Jacques’s wounds symbols®s she depends on
his ‘identity’. On the other hand, when her idanéfion with Jacques
becomes too exaggerated, she pushes him away &pbyhurning him
into an ‘objet d’art’. When Raoule finds out abdatques’s infidelity with
Raittolbe - whilst trying to free himself from Rdewand trying to confirm
his own identity as a feminine gay man or evenssarual — Raoule’s own
identity is in danger. She loses the referencetgoimrher identity. It is a
threat to her survival when by the end of the ndaelques has been killed.
Raoule is trying to ensure that her identity canamger be threatened by
replacing the living Jacques with a type of ‘Jacgdemmy’. Raoule can

28 R.D. Laing,The Divided Sel{Harmondsworth: Pelican, 1975), pp.52-53.
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always control a ‘dummy’ but still it cannot givertthe reassurance of a
sense of being alive. That is her tragedy. Moredweturning Jacques into
a solid real object she is, at the same time, danisimg herself , whilst

nevertheless being psychologically and insepardaiited to him.

In Monsieur Vénusapart from Raoule, there are two other androgyne
characters: Raoule’s aunt, Elisabeth, and Jacéllieabeth falls into the
category of an asexual androgyne. She is a rebgaguaetic trying to
overcome the needs of her body. Jacques, at theféhd novel, is about
to abandon his hermaphrodite androgyny and is hgadwards an
identity as a possibly transsexual, ‘feminine’, gagle. Raoule herself is a
supreme example of a hermaphrodite androgyne, gddiyscombining

both male and female gender signifiers in her daesisbehaviour. Both
Jacques and Raoule are unsure about their sexamitydand, as seen

already, display the typical behaviour of ontol@adjiz insecure beings.

For nineteenth-century readers, Rachilde’s noviersfa deep insight into
the psyche of personalities behaving in a gendefaomforming fashion.
This must have deeply impressed and influencedrO8dde. When he
thought up the title of the ‘dangerotf§’book that Sir Henry gave Dorian
Gray, namely ‘Le Secret de Raoul’, he was almogagdy thinking of
Rachilde’sMonsieur VénusOscar Wilde, like Rachilde, was wanting to
portray characters which transgress sexual coraentvith, for that time,
deep psychological insight. When Dorian readslibisk, a product of
Wilde’s own imagination, it is no surprise thatreeognises, as he says,
‘his own life’(Wilde, p.206) and background.

299 Oscar WildeThe Picture of Dorian Gray: An Annotated and Unaees Edition(Cambridge,
Massachusetts: The Belknap Press of Harvard Unfydtsess, 2011), p.206.
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5.5 Vivian Grey

When a literature expert is trying to find direcluences for Oscar
Wilde’s novelThe Picture oDorian Gray, the obvious choice that
immediately comes to mind is Benjamin Disraeli’valowith a similar
sounding titleVivian Grey And, to be sure, in Book 3, chapter IV of the
latter, we do indeed find an episode mentioningprait where the
character in the portrait actually changes theafdeatures of his picture.
This, by the way, is of no further significance tbe plot. The portrait
itself was of Max Rodenstein. Mrs Lorraine, whoraggs this episode,
reminds us that Rodenstein’s nurse told him thahyone painted his
portrait he would have to die. The reason wasgtel a “ beautiful

1210

being™™ could only be allowed to remain alive under thedibon that his
‘beauty’ was never captured, so to speak, in aaiariNevertheless, three
months before the battle of Leipsic [sic], Max’sthmr does, in fact,
receive a portrait of her son. She hangs it ablogditeplace. Three months
later, Mrs Lorraine is looking at the portrait whitve eyes suddenly begin
to move and the eyelids begin trembling, whereuperfigure in the
portrait closes his eyes for ever. Later, it waxavered that at that very

moment, Max Rodenstein had been killed in the Lieipattle in 1813.

However, if we look more closely at the actual elater of Vivian Grey, it
becomes clear that in his novel Wilde was not amépired by the ‘portrait
motif’ but he must also have been impressed bydelss general portrayal
of his hero. Disraeli was trying to outline the gead psychology of, as he
says, ‘the development and formation of the pagharactef™. The

‘portrait motif’ can be seen then as a perfect uisg to draw the reader’s

210 Benjamin DisraeliVivian Grey (Teddington, Middlesex: Echo Library, 2007),P.89.
211 Benjamin DisraeliContarini Fleming (London: Peter Davies, 1927), p.ix.
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attention away from what really inspired Wilde, redythe novel’s
‘poetic’ character of the hero which is closelykia with homoerotic
feeling. It is important at this stage to point thatVivian Greyis part of a
trilogy of novels comprising alsGontarini FlemingandAlroy. Disraeli
regarded the whole work as being autobiographidabagh in public he
denied any such suggestion. In William KuhA’'®ortrait of Benjamin
Disraeli he writes: ‘Disraeli admitted in a fragmentary gidiThis trilogy
Is the secret history of my feelings — | shall @mo more about
myself.”*? Thus, all of the three different protagonistshede novels

taken together provide the reader with an intinpaterait of their author.

What all three have in common is a deep-seateth{gef estrangement
from society. In a deep depression Contarini ca#eso a stranger:

But | have ever been unhappy, because | am
perplexed about myself. | feel | am not like other
persons, and that which makes them happy is to
me a source of no enjoyment.(Disra€lgntarini
Fleming p.51)
There were many reasons why Disraeli did not i #nglish society. First

and foremost there were his dark, sultry Meditezeamlooks which, when
he was a child, separated him from other childrehlater made him stand
out from the normal British crowd. And then therasithe fact that he was
born a Jew. For opportunist reasons his fatheddddnowever, that the
whole family should convert to Christianity. Benjamvas only twelve
years old but his surname still betrayed his Jewrglins. Throughout his
whole life Disraeli had the feeling of being, asvére, in a limbo. He was
ignored and disregarded by Jewish society butrstiter fully accepted by
Christians. The final fact that must have complet@enis insecure sense

of identity was his effeminacy. In his novels Daralepicts Vivian, Alroy

Z2\villiam Kuhn, The Politics of Pleasure: A Portrait of Benjaminsideli (London: Pocket Books,
2006), p.8.
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and Contarini as pretty, androgynous-looking likte/s. For example,
Vivian is described as being proud of his shinykleurls — as indeed was

Disraeli.

In Contarini Fleminga prominent place at the beginning of the novel is
taken up by schoolboy romances: Contarini woosl@er oy by the name
of Museus. This is not necessarily autobiograptbaalshould be seen as a
projection of Disraeli’'s deepest wishes. Disraedswery upset that at
school he never had any ‘best friend'. In his neybbwever, he projects
his homoerotic feelings into boys who tearfully tess to their ‘puppy
love’. William Kuhn writes in his portrait of Disedi that

Lord Blake wrote of the schoolboy romance
described irContarini Flemingthat ‘In those pre-
Freudian days it was possible to write about
schoolboy romances in a way which could
scarcely be imitated today’. Before Freud, people
did not think of sex as a central part of identity.
The Victorians could speak of romantic friendship
between members of the same sex without any
thought of there being homosexuality involved’.
(William Kuhn, pp. 8-9)

On the other hand these innocent schoolboy romaroegded him an
artistic outlet for his homoerotic feelings. Prolodt these feelings were not
quite so innocently perceived neither by himself lmpthe general public
lies in the following incident. Whe@ontarini Flemingwas reprinted in
1853 it was much against the wishes of Disraeliseiiffwho wanted to
suppress the book altogether. However, he dideldiet passage where
Contarini tries to make Museus cry. Furthermoreiesid Edward
Bulwer-Lytton later repeatedly advised him to talmsvn his ‘effeminacy’
not only in his dress but also in his writing. Pk Bulwer-Lytton was

especially nervous regarding signs and insinuatidreffeminacy as his
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divorced wife Rosina repeatedly accused him pupbheving committed

sodomy with Disraeli.

After the great success ¥ivian Grey Disraeli’'s next books were
comparative failures. This disappointment combiwét his own sense of
insecurity outlined above must have been the calisis suffering a
nervous breakdown. To recuperate, Disraeli trasdlbethe Middle East
and eastern Mediterranean where he could also &zt his Jewish
roots. However, William Kuhn points out that theras another reason for
Disraeli having regained confidence in his personal

Finally what he brought back from the East was
a greater sense of peace about his ambiguous
sexuality. He told both Sarah and Isaac that now
that he knew himself better, he did not intend to
marry. He would try to increase the happiness of
his existing family without starting one of his
own. We do not know for certain whether he
consummated his desires for other men. On the
other hand, we do not know for certain that he
did not. We have only the evidence of his letters
home and his novels. These dwell so lovingly on
Greek pages, Spanish nights and solitary
bachelors, Turkish baths, eunuchs and beautiful,
girlish boys that homoeroticism begins to
emerge as one of the most persistent themes of
the written work. (Kuhn, p.140)

Historically in the eighteenth-century so-callelles, fops and macaronis
tried to transgress social conventions by dispkpamirlish, affected
manner yet, at the same time, often being aggmesgmwnanisers. Disraeli
saw himself in the same tradition of the pleasoxanlg libertine. This
vague imprecise label offered Disraeli a meangédng up any gender-
nonconforming behaviour. What often betrayed hislogically insecure

identity was the way he kept audiences at a distahat is only with a, as
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Kuhn writes ‘half-smile [or] half-sneer]...]Contetopusness was part of
his stage persona’ (Kuhn, p.177). Nevertheleshesarious self’ urged
him to appear in public, something which made teei ailive. This urge is
expressed in his own words: ‘I love to live in #ges of the country’
(Kuhn, p.184). Before Disraeli became a populaestaan, he gained this
attention in the first half of his life, for som@ 8dd years by dressing

outrageously as a ‘Butterfly Dandy’.

Perhaps more important in the context of the bamkgpl to Oscar Wilde’s
only novel is the fact that the sound of the naxfieian Grey’ was, for
many, steeped in homoerotic connotations. Both $\dlidd Disraeli must
have been aware of this fact. The best evidencti®rs provided by a
sensational trial held long befofé@e Picture of Dorian Grayas written
in 1870. Earnest Bolton and Frederick Park had lagessted for parading
up and down the exclusive Burlington Arcade, a gimparcade in
London, dressed in women'’s clothes. They had akedito use the ladies’
room at the Strand Theatre. During the trial, tirtg Jearnt ‘that both of
them had at one time or another gone under the ali¥ivian Gray or
Vivien Grey'(Kuhn, p.11). Both of the men had betarged with
conspiracy to commit sodomy. They were eventuallynfl to be innocent

and released.
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5.6 Walter Pater’'s Diaphanous ‘Bodies’

Walter Pater’'s essays, especially those includddheRenaissance:
Studies in Art and Poetryvere for Oscar Wilde his ‘golden book of spirit
and sense, the holy writ of beauty’According to Thomas Wright, none of
Pater’s disciples ‘more assiduously followed Paterjunction to burn
always with a ‘hard, gemlike flanfé* than Oscar Wilde. Whether Wilde
really lived up to Pater’s artistic ideal of a di@mous nature is doubtful. If
Pater had lived to see Wilde put on trial he wdddle reprimanded him of
being a failed Epicurean, just as he had charaegiDorian when writing
a critique on the publication of Wilde¥he Picture of Dorian Graywhen
in De Profundiswilde wrote: ‘| remember during my first term axford
reading Pater’s Renaissance — that book which &@sinch a strange
influence over my life’ he echoes the lines he wrnotThe Picture of
Dorian Graywhen referring to that obscure poisoneous booki&nry
Wotton had given to Dorian. ‘For years, Dorian Geayld not free

himself from the memory of this book?

Anyone picking up Walter Pater’s book, published 8Y3,The
Renaissance: Studies in Art and Pogtoydiscover a few historical facts
about the culture of that time would soon be disampd. It is not any
recognizable kind of cultural history at all. Whes get are biographical
sketches of painters or historical figures whichhdbnecessarily represent
the mainstream Renaissance individual. Howevey, éippealed to Pater as
it was such figures who introduced the first waf/élellenism into the

Middle Ages and challenged the Christian idealsedf-denial and

23 Richard EllmannOscar Wilde (London: Hamish Hamilton, 1987), p.80.

Y Thomas WrightBuilt of Books: How Reading Defined the Life of @3é/ilde(New York: Henry
Holt & Co, 2008), p.103.

215 Oscar WildeThe Picture of Dorian Gray:An Annotated and UncerddEdition,ed. by Nicholas
Frankel (Cambridge, Massachusets: The Belknaps@fddarvard University Press, 2011), p.187.
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renunciation. In his introduction fthe Renaissancaditor Adam Phillips

points out that

[1]t was noticeable that his [Pater’s] biographical
approach to his subjects was based on what coukl ha
been regarded as an over-identification with thidwa,
tended to diminish their differencés.

Accordingly we often find Pater filtering out cartaaspects of his chosen
subject’s temperament. This possibly points toféloe that Pater is
describing here his own temperament, thereby ireseay justifying it.
Already in 1864, in one of his earliest essaystledtiDiaphaneité’, which
was first given as a talk to the Old Mortality asaly published
posthumously in 1895, he attempts to define tleahferament’ which runs
throughout his work. He distinguishes there betweese types of human
temperament. The first is materialistic and worldhe second is
exemplified by ‘the artist’, the ‘saint’ or thegsculative thinker’ , all of
whom live ‘out of the world’s orde*” but who can still be appreciated by
the so-called ‘common man’ and are able to corwehbthim albeit in

conflict.

The third temperament, the diaphanous type Pasecedes with
‘colourless, unclassified purity’(Patavlisc., p.252) or with the ‘simplicity’
(Pater Misc., p.253) and ‘sexless beauty’(Patdisc., p.257) of Greek
statues. Denis Donoghue when discussing the diapisagpe of

temperament in his analysis of ‘Diaphaneite’ codekl

A person of this type treats life in the spiritawt

and finds that as he comes nearer to the perfection
of the type — with Pater it is always ‘he’ not ‘she
‘the veil of an outer life not simply expressivetbé

218 \valter PaterThe Renaissand®xford: Oxford University Press, 1986), p.x.
27\Walter PaterMiscellaneous Studied_ondon: Macmillan, 1895), p. 251.
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inward becomes thinner and thinner’. He lives a
transparent life, indifferent, beyond confusionifas
exempt from the exacerbation of meeting qualities
in the world different from his owfi®

The process the diaphanous character undergoas sf@isembodiment,
of turning himself into an ‘objet d’art’ until heab reached the stage of a
‘clear crystal nature’, until the ‘self-assertioftloe intellectual part of
such natures’(Pate¥isc.,pp.254-255) has, as it were, ‘erased’ the body
and gained the upper hand. In other words the rolifee has become the

‘inner’ life and vice-versa.

Being under the influence of Fichte’s transcendad&alism Pater had to
some extent a character in mind who put his whideahd existence in the
service of an idea. As examples Pater cites theeflime religious

fundamentalist Savonarola, and the French rewoligi Charlotte Corday.

But apart from such incorporeal idealists Patetshiior such a ‘pure’
existence also at a certain androgynity when heesidke telling statement
that:

Often the presence of this nature is felt like aastv
aroma in early manhood. (Pater, Misc., p.258)

In Pater’s essays androgyny signifies a diaphanatige which, for him,
Is a sign of genius. For Pater a diaphanous ctarstnds not in
opposition to the prevalent cultural order but @lést or as he puts: ‘It
crosses rather than follows the main current oinbdd’s life’(Pater,

Misc., p.252). Thus ‘Diaphaneite’ does not defitself by contradicting

218 Denis Donoghue, ‘The antimonian Pater: 1894-1994F.S. Shaffer (ed.J;omparative Criticism:
Walter Pater and the culture of the fin-de-sie¢@ambridge: Cambridge University Press, 1995), p.8
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cultural parameters but by setting up utterly newlike a self-sufficient
androgynity would. Similarly, in his essay on Lead@da Vinci, he states
that what Leonardo had introduced to his admireewstrange blossoms
and fruit hitherto unknown’(PatelRenaissp.75). Most of the characters
in his pictures have, says Pater, an androgynqusaagnce and are of a
‘doubtful sex’(PaterRenaissp.74). The only direct statement we have
from Leonardo regarding his inner life is quoteddrgud’s colleague

Edmondo Solmi and indicates the artist’s frigidity:

The act of procreation and everything connectet wit
Is so disgusting that mankind would soon die otit if
were not an old-established custom and if there\met
pretty faces and sensuous nattités.

Interesting in this context is the fact that in @®igmund Freud wrote a
psychoanalysis of Leonardo da Vinci and published the form of a long
essay. Freud’s analysis consists of what Patertroigllg have guessed at,
intuitively, from examining Leonardo’s paintings. Freud’s view
Leonardo had transformed his sexuality into a gtrdesire for knowledge.
According to Freud he was either sexually inactiv@ée had so
‘desexualised’ his homosexuality that it had beandferred onto a higher
plane and become an idealised platonic form of leExgality. But surely
this stands in direct opposition to Pater’s fammasim that ‘to burn
always with this hard, gem-like flame, to mainttars ecstasy, is success

in life’(Pater, Renais.,p.152).

Pater’s diaphanous ideal and his maxim of attaitiveghighest possible

forms of sensuality do not, as Herbert Sussmarshasn in his book on

19 Sigmund Freud, ,Leonardo da Vinci’, in Sigmund lidgFive Lextures on Psycho-Analygindon:
The Hogarth Press, 1995), p.69.
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Victorian Masculinitiesentirely exclude one each. Pater, he writes, was
still somewhat under the influence of Thomas Cat$/iew of the
Victorian ideal of manhood. Sussman writes: ‘As mas Carlyle, Pater
fears the eruption, the uncontrolled flood of nmadsire.””® However, for
Carlyle regulating potentially destructive male igyyeis best achieved by
leading a more cerebral working-man’s existencelaading a
comparatively celibate way of life, thus gainingeatain amount of order
as well as achieving mental stability. On the otieand, for Pater, valuing
one’s celibacy and repressing one’s sexuality qughact, to create a
highly eroticised ‘interiour’ life, thus intensifiyg and heightening the

value of male-male relationships. Pater’'s
crucial turn is presenting this disruption of the
equilibrium of manliness not as a condition to be
overcome but as a condition to be desired. ForPate
sealing the valves of desire creates a diseas#hibus a
‘beautifuldisease’. Turning desire inward generates for
Pater as for Browning physical debility in men. But

Pater men that are ‘frail’ are men of an ‘unacconstd
beauty’.(Sussman, p.178)

In other words, Pater recognizes that the diffictdt the diaphanous type
Is to maintain a balance, to contain the fire afrsexquisite, mainly
homoerotic passion so that, as he says, the flammes bigem-like’ and
one’s imagination can be inspired, otherwise passeacomes self-

destructive.

Pater exemplifies his views in a story published893, one year before
his death and which takes place in the Middle Ag&sollo in
Picardy’(Pater, Misc, pp.140-170). Here Apollo theeek God returns in

220 Herbert Sussmaivjctorian Masculinities(Cambridge : Cambridge University Press, 1995)88.
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the form of a young golden-haired monastic brodwgripped with harp
and bow to Picardy and induces such a sensuousphae at a
monastery there which proves irresistible for PBamt-Jean. Pater
juxtaposes here the ascetic, rigid and soullesglwdiChristian doctrine
with the pagan Hellenic culture which for him isachcterised by a ‘liberty
of the heart’ and its ‘search after the pleasufésesenses and the
imagination’ and also by a ‘care for beauty’ artdrarship of the body’
constituting ‘a strange rival religion’(Pater, Reng.16). But Pater also
depicts the brutal and irrational side of the cdgyan gods when he lets
Apollo kill all of the monastic brother’s pidgeom & frenzy one single
night. According to Ellis Hanson ‘[m]onasticism [.pjovides Pater with
a chaste homoerotic ide&f which is precariously placed right in the
middle of these two opposing religions. Towardsehd it is claimed in
public that Prior Saint-Jean, in a manic fit caulgdlissolute living is
instrumental in the death of his beloved little ls@yver, Hyacynthus. The
reader does not know whether this is true as Flafacts how Apollo
similar to the Greek myth unintentionally kills they while playing with
him. But by telling the reader that Saint-Jeannahle to continue his
life’s work, a treatise of mathematics, and thé Vasume he is working on
Is ‘pieced together of quite irregularly formed pad...being] a solecism’
(Pater, Misc.,p.142), Pater is implying that hangble to contain the

‘flame’ of his inner desires any longer and it kassumed him.

The theme of Pater’s story is similar to John Adttim Symonds’s poem
‘Gabriel’. The protagonist of his poem, Gabrielaigouth like Apollo who
brings a sensual and homoerotic atmosphere to asteny. Gabriel has to

be slain and victimised in the end to restore {deigid life at the

2L Ellis HansonPecadence and Catholicisthondon: Harvard University Press, 1997), p.218.
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monastery. The poem which Symonds wrote in 1868ymnably remained
unpublished until 1974 because of its homoero&iedur. According to the
editors of that poem, Robert L. Peters and Tim@Mrch Smith, it
describes a dream Symonds repeatedly had ansiiiisr to those
dreams of his own ‘case-history’ (without referetcé¢he fact that it was
his) which are cited in his and Havelock Ellis’sok&exual Inversion
(1897):

He [Symonds] enjoyed visions of beautiful young men

and exquisite Greek statues; he often shed tean v

thought of them. He was often visited in nocturnal

visions by a beautiful youth, who clasped him roufie
dreams persisted for many ye&ts.

Even more enlightening regarding Pater’s concefiDiaiphaneité’ is
Pater’s essay on the German archaeologist, Joloachidn Winckelmann,
he published in 1867. Again he detects in Winckelm@o a diaphanous
nature when repeating word for word the same colspadescribing the
‘sexless beauty’ (Pater, Renais., p.257) of Greatkiss he had already
used for illustrating the nature of ‘Diaphaneitéar Pater, Winckelmann

was

occupied ever with himself, perfecting himself and
developing his genius,...This temperament he nurtured
and invigorated by friendships which kept him algay

in direct contact with the spirit of youth. The bgaof

the Greek statues was a sexless beauty: the stdtthes
gods had the least traces of sex. Here there ialmor
sexlessness, a kind of ineffectual wholeness afraat

yet with a true beauty and significance of its own.
(Pater, Renaiss., pp.141-142)

22 3ohn Addington Symonds&abriel: A Poem edited for the first time from the original mantigt by
Robert L. Peters & Timothy D’Arch Smith (London: éfiael deHartington, 1974), p.3.
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The notion of a ‘moral sexlessness’ is used herédigr again to explain
the nature and prerequisite of artistic creatiaityl genius. Pater seemed
well-informed about Winckelmann’s inclinations fgwung boys — it was
rumoured that Winckelmann was, in fact, killed byale prostitute. Pater
himself, by the way, whilst a don at Oxford becamé&angled in a
homoerotic affair leading to difficulties with has&ademic superiors. The
pages following the above quotation concerning \kK&hmann contain
what seems like not only a strained excuse for W&hmann, but even a
rehabilitation of Pater himself. For Pater, Winckahn becomes alive
through his appreciation of Greek artistic creatiand thus seems to turn
everything he experiences into art. Pater calls@reek sensuousness’
which does not ‘fever the conscience’and in it®nses is ‘shameless and
childlike’(Pater, Renais.,p.142). When Winckelmdimgers the flesh of
young boys, for him they turn into ‘pagan marblasd thus, there is
nothing erotic about this as his hands remainp speak, ‘unsinged’
(Pater, Renais., p.143). Winckelmann needs suclobmtc emotions to
fan the inner flame of his artistic imagination.ihg behind this attitude
there is also the notion of cultivating one’s owenius’. When serving
one’s artistic genius in this way almost anythisgermissible. The
normal constraints of morality do not apply to #grést. Winckelmann
regarded himself and others as actors in a Greskalror rather ‘tragedy’,
when we consider how he died. Whether Pater, i) fiacew the real
circumstances of Winckelmann’s death remains unckéawever, to
maintain his diaphanous image of Winckelmann, Pagems to be making
Winckelmann’s living in an Hellenic, a bygone ades otherworldliness
and his childish trust in other people respondibténis brutal death.
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More aligned with Pater’s diaphanous ideal is whas$ called, by the
1890s ‘the new chivalry’, that is idealised maleridships, chaste but
highly eroticised. The best example of such a naoysjeal ideal of male
friendship is French poet and writer André Raffatbv He took as his
companion John Gray, who became the model for V¥iltgtional
character of Dorian Gray. In 1896 Raffalovich psbéd a study of
homosexualityJranisme et Unisexualifévhere he defended
homosexuality but nevertheless as the Christiaal iggoposed a life of
chastity, supported by male-bonding. Both Raffatbvand Gray regarded
themselves aartistesand were amongst Pater’s circle of friends. It can

thus be assumed that they supported Pater’s diapbateal.

The diaphanous type is an artificial self-consiargtinsomuch as itis a
paradoxical blending of chastity and sensuousr¥gser’s ideal of an
individual’s virgin aestheticism is the result o$@xually repressed
identity — ideally of a homosexual kind. The sekuedpressed individual
according to R. D. Laing tries to turn his or hetegior self into an object
in order to ward off critical judgement. But hea|setrifies the society
around him and thus treats life ‘in the spirit df(@ater, Misc., p.253).
He or she thus is denying the physical body armingrhim or herself into
pure spirit, into a ‘clear crystal nature’ (Misp.258), the diaphanous
ideal. The intended effect of such a transformaisathat it is not the

physical body, but the imagination that is ‘bugiiwith passion.

Ellis Hanson points out that:

Virtually every representation of love between riren
Pater is haunted by the grave — and the stronger th
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suggestion of homoerotic desire, the more eagerly
Pater seems to want to see one of the two men®fead.

Common homosexual physical love finds no placeates world of the
artistic imagination. Individuals must repress tlimimosexual desire and
employ it in the service of artistic endeavourth&t same time turning
themselves and others into ‘objets d’art’. If tlteyn’t do this, according to

Pater, they have to die.

Keeping up a diaphanous state of being is likglattope walk or like a
‘fine edge of light'(Pater, Misc.,p. 252), becatise mind must
continuously burn for an ideal or with such a homtie passion that it

consumes the body.

2% Ellis HansonPecadence and Catholicist@ambridge, Massachusetts: Harvard University
Press,1997), p.184.
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5.7 Summary

Des Esseintes in Huysmams'Rebouravhich is the most well-known and
prominent character associated with nineteenthucgifiterary Decadence
has been on the whole overrated as a literaryantia for Wilde, in
particular regardingporian Gray. Wilde merely admired Huysmans’ idea
to substitute the plot of a novel with the minuiedy of a decadent
character. Moreover the growing interest of herlity colleagues during
the second phase of literary Decadence to movenoety® confines of
mere outer realism and to explore in literaturenaer reality must have

furthered Wilde’s own ambition doing the same.

When going through the works of authors which Witdaimed to have
him influenced directly when writinBorian Graythere emerges a certain
pattern. There is often an obvious reason why \Whiaig chosen a certain
work of literature as an influence, but this sertaed merely as a cover for
a much deeper reason. That is in all the influéataaks the authors
attempted to portray the psyche of a gender nofeoming character. For
example at first sight the tale of Max RothenstriDisraeli’'s noveNivian
Greyobviously gave Wilde the idea of a picture thahes alive. But at a
much deeper level Wilde just like Disraeli wantegortray what Disraeli
called ‘a poetic character’ which entailed depigtihe feminine side of a
male character. And again in the case of Gautieademoiselle de
Maupinthe first thought which comes to the mind is Gautier in the
introduction of this novel set up the manifestotfoe ‘L’art pour L’Art’
movement which became a holy writ for all authdrthe Decadence in the
nineteenth century. However the fact that Gautieogel became for
Wilde and other authors of the Fin de Siecle afpinéthey copied when
describing the innermost feelings and the psych®afoerotic characters

has hardly been mentioned.
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According to Herbert Sussman male same-sex refate@ne ‘nameable
only through historicist coding’ (Sussman, p.63) accordingly in all
influential works the image of the androgyne wasdu® depict gender
non-conforming characters. In this context WaltatelPwas also influential
as he prepared the ground for it by introducingunter-aesthetic. The
new ‘strange beauty’ he celebrated constitutedf itsdis works largely in
the form of androgynous looking figures who woreitthomoerotic beauty

like a badge of genius.

An important motivation for Wilde to try his hantiapsychograph of a
homosexual character must have also been his awatgsituation. Just
when Wilde's literary career gained momentum wésa when he also
must have become aware of his homosexuals sidéwhbitainly added to

his motivation giving an insight into a homosexciahracter like himself.
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6. Oscar Wilde

6.1The Picture of Dorian Gray

6.1.1 John Gray: Le Plus Décadent des Décadents

In 1893, when John Gray published his first voluwhpoemsSilverpoints,
the Pall Mall Gazette recognised in him le plusadiént des décadeffts
This public labelling of Gray as the personificatof Decadence must, to a
great extent, have been due to John Gray’s friepdsith Oscar Wilde.
One of the first father figures to John Gray wasi®s Ricketts who
owned an artist’s studio called ‘The Vale'. It wagsumably here that
John Gray got to know Oscar Wilde - a similar diturato the fictional
characters, Lord Henry Wotton getting to know Dor@ray.

Wilde must instantly have been impressed by Jolay'&ethereal beauty.
It is reported, at the opera, that when John Gray pointed out to André
Raffalovich’s devoted governess Florence Griblsleé looked through her
opera glasses and exclaimed: What a fascinating hmaver knew that

anybody could be so beautifdf’

Jerusha Hull McCormack has claimed that “Gray uihdedly met Wilde
before the first publication dfhe Picture of Dorian Grajn July 18902
The fact that Oscar Wilde took John Gray as thElifeamodel for his
Dorian Gray is further supported by Arthur Symorswecalls in his
Memoirsthat, in late 1890, he was introduced by Wildedsihto ‘the
future Dorian Gray”’. This was still before the publication Bhe Picture

of Dorian Gray as a novel.

224 pall Mall Gazettes6 (4th May 1893), p.3.

225 Neil McKenna,The Secret Life of Oscar Wil@leondon: Century, 2003), p.116.

226 Jerusha Hull McCormacKphn Gray: Poet, Dandy, and Prigétanover, New England: Brandeis
Univerity Press, 1991), pp.84-85.

227 Arthur SymonsThe Memoirs of Arthur Symo(®hiladelphia: Pennsylvania State University Press,
1977), p.136.
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But why did Wilde alter Gray’s Christian name fas hterary figure and
choose ‘Dorian’ of all names. Incidentally he udadrian’ as a nickname
for John Gray himself. It is quite clear that witle name Dorian, Wilde
was alluding to the Doric race in early Greek higtd his had already been
investigated by Karl Otfried Mller in volume thre€his study on
Geschichten Hellenischer Stamme und Stédatewn in English a3he
History and Antiquities of the Doric Rgc& he German original, published
in 1824, was later translated into English in 18@0ller’s study used to be
highly popular academic reading with regard toye@ieek history and it
certainly will not have escaped Wilde's attentienaa Oxford graduate. In
the 4" book of volume IlI, in chapter 4, Miiller descriltesw the Doric

race differentiated itself from other Greek trilligshaving developed a
tradition of how an older man ‘educated’ often vgoying men as part of
their upbringing. In German, Midiller calls this imstionalised form of

‘love’ between an older man and a boy ‘Knabenli&Bgi.e. ‘pederasty’.
However, Miller points out that the main emphasisuch a male bond
must be seen from its pedagogical aspect - indi& form of a such a
relationship sexual intercourse was not involveeéderasty’, for Muller
could not be compared to heterosexual matrimonfadt) he stresses that
the Doric race, as one of the races in northere¢&rgvas, according to

him hard-working and concentrated on raising bifegtgting warriors.

When reading about this institutionalised form eflprasty in the Doric
race one is reminded of Wilde standing in the ddwkng his trial. Here he
defended himself with his famous speech in whiclexm@ained and, at the

same time desexualised such relationships by quéidiined Douglas’s

228 Karl Otfried Miiller,Geschichten Hellenischer Stamme und Stadué 11l (Breslau; Verlag Josef Mar
und Komp., 1824), p.295.
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poem ‘Two Loves’ where he describes ‘the love ttaake not speak its
name®®. Such love was for Wilde, ‘deep, spiritual affectithat is as pure
as it is perfect”®® Furthermore, the example of male bondage in the
‘Dorian’ race was also used to contest the, atithe, occasional slur of
effeminacy with regard to homosexuals. Furthermioréjs 1873 essay on
‘A Problem in Greek Ethic§*’, John Addington Symonds similarly points
out that in Hellenic times the partners in a maledage acted, as we now

say, ‘straight’, in a very masculine way.

Ironically enough, when Wilde gave John Gray thekmame ‘Dorian’ -
from the character in his novel - it really suitéch. Jerusha Hull
McCormack quotes Brian Reade from the introductmReade’s book
Sexual Heretics

[...] he claims that ‘the probability is that Gray

had no strong sexual inclinations at all, and byat

his subsequent chastity he exploited what was

already there — a kind of incipient sexual

anaesthesia’. (McCormack, p.50)
At first, John Gray felt so flattered that Wildedalnis circle called him
‘Dorian’ because, for him, it meant that he hadvad as a poet. He was
proud to be associated with a famous author likea©g/ilde. When Gray
sent a copy of his poem ‘Mishka’ to Wilde he evagmed it below with
‘Yours ever, Dorian’(McCormack, p.273). For thoskoacould read
homosexual codes the nickname ‘Dorian’ was alsoagate for it hinted
at homoerotic attraction. When considering the gemknd to the name
more closely, however, it was a safe label for Grswt indicated a chaste

form of homosexuality. Furthermore, Wilde usedniekname ‘Dorian’

22 Alfred Douglas, ‘Two Loves’, in Caspar Wintermahsyd Alfred Douglas: Ein Leben im Schatten
von Oscar WildéMinchen: Blessing, 2001), p.258.

230 Richard EllmannQscar Wildg(London: Hamish Hamilton, 1987), p.435.

231 John Addington SymondMale Love: A Problem in Greek Ethics and Other igis (New York:
Pagan Press, 1983), pp.1-74.
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for John Gray, because he saw in him, similar $dibtional character
Lord Henry Wotton, an impressionable and comphjening man whom he

could easily influence with his aesthetic theories.

John Gray was deeply attracted to men who we wooNedadays call
‘practising homosexuals’. When they came too closejever, he
withdrew his feelings. In society, too, he displayke same behavioural
mechanism we have already observed in ‘dandiass, bietraying his
ontologically insecure character. ‘Part of his t@gne’, as J. H.
McCormack observes, was ‘to be seen but not tom@ved; it was his
way of establishing himself socially without pugihis inner self in
jeopardy’(McCormack, p.53). His elusive personahtys like the
furnishings of his home: tantalising, seductivdates that invited the
gaze of visitors but faded away at the very fiosich. John Gray, when he
later became a Catholic priest, retained such behapatterns. Father
Anthony Ross of the Dominican order, who admineleGray’s estate,
remembered that ‘should a curious visitor pick@ug of the books whose
spines were mysteriously turned toward the waliauld without
comment be gently lifted from his hand and replgdécCormack, p.219).
Like any ontologically insecure character Graywed on being seen and
admired. In this way he felt himself alive butarder to protect his
precarious inner self, he had to make sure thagalae of his spectators did

not become too penetrating.

Taking these facts into consideration, it soon bezoobvious that John
Gray could be seen as a typical case regardingnadogical insecurity.
He lived in a self-created so-called ‘social vaci{ioCormack, p.51).
Nevertheless, as far as his own career was cortcémachieved

considerable success. Much against his motherisesjsis father made
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him leave school to become a simple metal workemnFsuch hard manual
labour he worked his way up by attending eveniags#s and to even
becoming a civil servant at the Foreign Office ondon. He thus
miraculously broke through class barriers, a fdatctv nevertheless had its
negative side in that he felt socially uprootedciba successful career
meant that he had automatically cut himself offrfrois family. During the
day, he assumed the superficial mask of a dutiill servant whilst, in his
spare time, in the company of other aspiring poketee Decadence, he
lived the life of a dandy — a role he could haralffpord to keep up, both
socially and financially. His main central refererfigure became Oscar
Wilde who, after only a couple years’ friendshifio@ated to him the role
of Dorian Gray, thus proving to others how life tates art — a credo which
in 1891 Wilde expressed in his essay entitled ‘Deeay of Lying'.

The mask of ‘Dorian Gray’ for John Gray became laib&rassing threat
to him when the affair Oscar Wilde was having withrd Alfred Douglas
became more flamboyant and thus more well-knownd&&eparated from
his wife Constance — he and Douglas began operilyetdogether in
various hotel rooms. From this time onwards Gragdteverything to rid
himself of the ‘Dorian’ label, of being, as it wethe original ‘Dorian
Gray’. John Gray even went so far as to ask Wibderite a letter to the
Telegraphto correct a remark in the paper naming him as &&4ld
‘protége’.

In short, to be named in the spring of 1892 as
Wilde’s ‘protégé’ or as the original of ‘Dorian
Gray’ was the equivalent of being named Wilde'’s
lover.(McCormack, p.84)

Later on, Gray did everything he could to distahiceself from Wilde and
during the latter’s trial, he even burned his kstfieom Wilde and tried to
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retrieve those to other friends which could havenbeonsidered
homoerotic. Thus Gray’s life as ‘Dorian’ was oveunt by losing his only
point of reference his precarious sense of idenaitye under even more
pressure. In the aftermath of his rupture with \&jldohn Gray contracted a
nervous illness, himself admitting that he was apphing insanity. At the
request of a friend he wrote a short story entifléee Person in
Question®*? examining his own peculiar state of mind. Thetfirarson
narrator in this autobiographical story encoungeperson he imagines
might be his older self twenty-five years later.fibét he tries to avoid this
‘double’, but his initial fear turns later into sa@ing for him. It seems that
only his ‘double’ will know the secret of his owneertain future. In the
end, the roles are reversed and the narrator Hilmsebmes the ‘person in
guestion’. However, as far as Gray’s private situathen is concerned, he
must have been in the mental condition which R.&ng terms
‘implosion’. Having adopted various personalitissrmasks’ for most of
his life so far, he must have felt that he no lamgéained any ‘real’ self. In
‘The Person in Question’, being in this schizoiddition, i.e. the idea of
merging with the ‘double’ of what he might possibky like in the future
gives the actual narrator of the story, i.e. JohayGa certain peace of

mind.

By November 1892 Gray’s both mental and persomahson greatly
improved when he befriended the French writer aoet Marc-André
Raffalovich. Again Gray was attracted to a man whafessed to having a
so-called ‘uranian’ character which for Raffalovies ‘unisexualité’,

which nowadays, we would consider as being homadeRaffalovich and

%32 John GrayThe Selected Prose of John Gray. By Jerusha Hull McCormack (Greensboro: ELT
University Press of North Carolina, 1992),pp.18-28.
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Gray, however, conducted a close, life-long, homberbut chaste
friendship. The exact nature of their relationsdumngl

[...] its archetype had already been set out by
Raffalovich [himself] in his booKJranisme et
Unisexualité; Etude sur Différentes Manifestations
de I'Instinct Sexuelpublished in France in 1896.

In this landmark publication, hailed by Havelock
Ellis as being an early and important work on
sexual inversion in England, Raffalovich argues
that homosexuality is generally congenital rather
than acquired, and therefore not a matter of moral
responsibility. He deplores, however, the ‘inferior
type of homosexual who gives into this appetite,
while praising the ‘superior’, who controls or even
denies appetite for the sake of an intellectual and
spiritual friendship. (McCormack, pp.149-150)

Both John Gray and Marc-André Raffalovich considatemselves
‘superior’ for they succeeded in sublimating tHemoerotic passion into a
platonic friendship - we must not forget that Glatgr became a Roman
Catholic priest! However, from a Freudian analymnt of view, such a
homoerotic but celibate partnership — which attitme also went under the
name of ‘New Chivalry’ - would be classified asypital case of

‘negation’. Freud claims that

the content of a repressed image or idea can ke i
way into consciousness, on condition that itegated
Negation is a way of taking cognisance of what is
repressed; indeed it is already a lifting of theression,
though not, of course, an acceptance of what is
repressed.[...] With the help of negation only one
consequence of the process of repression is uredone
the fact, namely, of the ideational content of whkat
repressed not reaching consciousness. The outcome o
this is a kind of intellectual acceptance of theressed,
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while at the same what is essential to the reessi
persists>?

Bearing the above in mind, when Gray and Raffalvwpenly stressed that
they were forbidding sexuality to interfere witlethrelationship, they
were, in fact, unconsciously asserting their irdene it. Nevertheless, the
fact that they claimed to live as asexual humandseonly confirms their
internalised fear of behaving in the same sexudljiant way as Oscar
Wilde himself.

It should not be forgotten, however, that they ditdd at a time when
Section 11 of the British ‘Criminal Law AmendmenttA better known as
the ‘Labouchere Amendment’ or the ‘blackmailer'sudbr’, was in force.
A person was still punished for committing ‘actsgodss indecency’
without actual sodomy having to be proved. In sadocial climate an
indication that deep down Gray felt stigmatiseduasndividual is apparent
in his confessing that, as McCormack tells ush@lgh he was a white
man he was black inside’(McCormack, p.246). Howelieth Marc-André
Raffalovich as well as John Gray tried to comestons with their deepest
fears at being ‘found out’ - even if only in a hutmes way - when they

called their publicly performed melodrarhhe Blackmailers

6.1.2 An Experiment in Self-Realisation

In The Picture of Dorian Grawhen, for the first time, Lord Henry Wotton
sets his eyes on Dorian Gray, Wilde describes lsipossessing the same
heavenly androgynous beauty reminding us of Jolay,GWVilde’s model

for Dorian:

2% gigmund Freud. ‘Negation’, ifihe Standard Edition of the Complete Psychologi¢atks of Sigmund
Freud Volume XIX 1923-1925 ( London: The Hogarth Prel61), pp.235-236.
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Lord Henry looked at him. Yes, he was certainly

wonderfully handsome, with his finely-curved scarle

lips, his frank blue eyes, his crisp gold hair. FEheras

something in his face that made one trust him aéon

All the candour of youth was there, as well as all

youth’s passionate purity. One felt that he had kep

himself unspotted from the world. No wonder Basil

Hallward worshipped him. He was made to be

worshipped*
Dorian here is defined by possessing a kind otdu&di beauty that might
also be applied to someone of the female sex.riicpkar, the virgin-like
quality of being ‘unspotted from the world’ and@lbe fact that, in
relation to others, he assumes a passive, femiolagthus allowing
himself to be adored as an ‘objet d’art’, all threderlines Dorian’s gradual
emergence as a ‘homme fragile’. He hardly seerhate any male
signifiers and, according to the parameters comug@ndrogyny |
discussed in chapter two, might be classified aasaxual androgyne'’.
Another parallel to John Gray is that Dorian, a®ghan, also seems to

have no firm social ties.

The decisive moment in the novel arrives whentHerfirst time, Dorian
sees the finished picture of himself. Thus, at lastis able to appreciate
his own persona objectively from a distance. Ndy dioes he now
become aware of his own extraordinary beauty,$atso able to realise
that this will attract the eyes of everyone, magkimm out as someone
special:

Dorian made no answer, but passed listlessly it fob
his picture and turned towards it. When he sawit h
drew back, and his cheeks flushed for a moment with
pleasure. A look of joy came into his eyes, asihhd
recognized himself for the first time. He stoodréne

234 Oscar WildeThe Picture of Dorian Gray: An Annotated, Uncensbiglition edited by Nicholas
Frankel (Cambridge, Massachusetts: The BelknapsRifedarvard University Press, 2011), p. 90.
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motionless, and in wonder, dimly conscious that
Hallward was speaking to him, but not catching the
meaning of his words. The sense of his own beauty
came on him like a revelation. He had never felt it
before. (Wilde, pp.101-102)

What occurs at this moment then is a division ofi@wointo two

individual beings. Firstly, there is the ‘self’ which he was not conscious,
but which has now suddenly been revealed to hinbét®mes aware now
that the new ‘self’ which he recognises in theunietis a highly attractive
young man. He realises he is able to exert power others, both women
as well as men, by arousing passion in them. Dasiaas it were, viewing
himself as others might and thus is slowly beconsedf’-conscious.
However, the picture not only reveals Dorian to $afhbut also to Basil
Hallward, who painted it, and who says: ‘The reasatil not exhibit this
picture is that | am afraid that | have shown wittihe secret of my own
soul’(Wilde, p.78). Later on, Hallward becomes ewarre explicit, and
confesses that he has ‘put into it all the extrax@iy romance of which, of
course, [he] never dared to speak to him’'(Wild85p.And so it is that
this picture becomes an emblem of self-revelatmih lfor Basil as well as
for Dorian. Secondly, there is still Dorian’s ‘adelf’, which is unaware of
the true ‘inner self’, not able to benefit from asiynilar ‘self’-perception.
This other or ‘old self’- which for Dorian has n@tally come alive so far -

will remain unchanged right to the end of the novel

This process of Dorian becoming aware of himsealb &ntails new
impulses which he feels are part of finding his @eruality. When Wilde
lets Dorian fall in love with his own picture oneseg it for the first time,
or when Wilde writes that, ‘in a boyish mockeryNdrcissus, he had
kissed, or feigned to kiss, those painted lips’'(&jlp.164), Dorian is
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superficially portrayed as being narcissistic. Hoare it would be wrong
to deduce from these lines that Dorian developshpsggical traits such
as those described in a later 1914 treatise orciB&asm’ by Sigmund
Freud®. Gregory W. Bredbeck points out that in Wildetdi ‘the mere
invocation of Narcissus suggest[ed] the potengialftinversion.”*
‘Narcissus’ provides Wilde with an ambiguous angsteafe image that
expressed homoerotic attraction because, at the samg, it can be
interpreted as an image for ‘self'-love. On thessthand, when taking a
closer look at whether Dorian Gray could reallysken as an embodiment
of the ‘Narcissus’ in Ovid’s fable, A. B. Gonzalezprofessor of English
literature in Spain, observes that

there is a main difference between Dorian and
Narcissus: the latter is unconscious about the fact
that the reflection he sees is himself until itos

late, but the former knows — he has withesses
proving that what he sees is true — that he is
contemplating his own seff’

According to theories outlined by R. D. Laing, Daris growing self-
consciousness helps him to sustain, at the vesy, lagrecarious sense of
self. But to an outsider he might seem narcissistic

Neither the schizoid nor the schizophrenic is
narcissistic in this sense. [...] The schizoid indual
exists under the black sun, the evil eye, of hia ow
scrutiny. The glare of his awareness kills his
spontaneity, his freshness;[...] And yet he remains,
although profoundly not narcissistic, compulsively
preoccupied with the sustained observation of tMs 0
mental and/or bodily processgs.

235 Sjgmund Freud, ‘On Narcissism: An Introductiom’ @n Metapsychology: The Theory of
Psychoanalysi¢London: Penguin, 1984), pp.59-98.

3¢ Gregory W. Bredbeck, ‘Narcissus in the Wilde’, oe Meyer (ed.)The Politics and Poetics of
Camp (London: Routledge, 1994), p.56.

237 Antonio Ballesteros Gonzéalez, ‘The Mirror of Nasiiis inThe Picture of Dorian Gray’in C. George
Sandulescu (ed.Rediscovering Oscar Wild&errards Cross: Colin Smythe, 1994), p.5.

28 R. D. Laing,The Divided SelfHarmondsworth: Pelican, 1975), p.112.
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Dorian’s new and precarious self as symbolisedativward’s picture
becomes even more self-conscious because all tlegonists in the novel
treat him simply as an object. To use Laing’s tewlogy again, Dorian
feels ‘petrified’ by these characters. Lord Henrgtyn overwhelms
Dorian’s ‘precarious self’ by infiltrating the vespoul of his being with
seductive hedonistic theories proclaiming a lifsefsual pleasure with
the result that Dorian becomes ‘dimly conscious démairely fresh
impulses were at work within him’(Wilde, p.96). Hoord Henry Wotton,
seeing the picture of Dorian also becomes a mefams own self-
realisation. Being an intellectual ‘dandy’, moddlien Charles Baudelaire,
Lord Henry begins to devise an experiment for Darla true intellectual,
‘dandy’ fashion, he holds society at bay by medrsshocking, cynical
and ‘camp’ witticisms. He perceives society as fioming simply like
clockwork: he does not treat Dorian as an individhwd turns him into a
simple object of personal and intellectual interel& is trying to discover
what would happen if his own soul and his hedonit$teories were
contained in such a beautiful and attractive baliparian’s. As Wilde
expresses it:

He [Lord Henry] had been always enthralled by the
methods of Science, but the ordinary subject-mafter
Science had seemed to him trivial and of no import.
And so he had begun by vivisecting himself, asdx h
ended by vivisecting others. Human life — that
appeared to him the one thing worth
investigating.[...]Yes, the lad was premature.[...] The
pulse and passion of youth were in him, but he was
becoming self-conscious. It was delightful to watch
him. (Wilde, pp.128-129)

This increasing self-consciousness on the partoofdd is not only caused
by becoming aware of how others really see himjtlalso has to do with

the fact that not only Wotton, but also Basil Halhd treat him as an
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object. When Basil finishes Dorian’s picture and ttter states that it is
really part of his, Dorian’s, own being, Basil evsems jealous of the
portrait. For him it represents the former romaatd innocent conception
he had of the young man. His reply, therefore, doidh’s statement is:
‘Well, as soon as you are dry, you shall be vaedsland framed, and sent
home. Then you can do what you like with yours@lfige, p.104).

The first major crisis occurs when Dorian falldome with the young
actress Sybil Vane, in ShakespearAs You Like I|tplaying the sexually
ambiguous role of Rosalind. In fact, we learn lat@t Sybil Vane is a
‘femme fragile’ who is ‘sick of shadows’(Wilde, p44), similar to Alfred
Tennyson’s ‘Lady of Shalott’. When considering foeial status of an
actress in Victorian society, it becomes obvious poecarious Vane’s
situation was. An actress in those days belonged tocial class at all.
However, the advantage of being an actress thenhaag things went
well she could move in the highest social circlag bt the same time, it
also meant that if her success or her looks fdutad like many other
actresses of the day, she might earn her livirgpageone’s mistress. We
must also not forget that Sybil Vane had even sedff¢he misfortune of
having lost her father. In WildeBhe Picture of Dorian GrayVane
follows the tradition of other actresses in ninathecentury literature such
as Arthur Symons’s Esther Kahn, or La Faustin im&dd de Goncourt’s
novel of the same name. For the American professiEnglish literature,
Kerry Powell, Vane is another example for the ‘dg@pgrained Victorian
habit of conceiving the performing woman as beiatgile the boundaries
of gender, health and even human life its€ff She lives only through the

parts she plays - as she confesses to Dorian:

239 Kerry Powell, ‘A Verdict of Death: Oscar Wilde, tesses and Victorian Women’, in Peter Raby
(ed.),The Cambridge Companion to Oscar Wi{@ambridge: Cambridge University Press, 1997), .19
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‘Dorian, Dorian,’ she cried, ‘before | knew you tiag

was the one reality of my life. It was only in teatre

that | lived. | thought it was all true. | was Rbisd one

night, and Portia the other. The joy of Beatricesway

joy, and the sorrows of Cordelia were mine also. |

believed in everything. (Wilde, p.144)
In fact we see that Vane has a very unstable palispof which she is not
particularly conscious. In order to have her prokes insecure ‘self’,
Wilde depicts her seeing Dorian not as a real dtaratreating him as if
he was an actor in a play. She calls him Prince@img, quite content not
to know his real name. Up to the moment when Docanfesses his love
for her she truly feels she has not lived. In otddorget about her social
stigma, she uses the characters she plays ad@tehpgotect her real self.
On the other hand, acting before an audience ntakefeel alive because
‘people who are usually extremely self-consciouy toae their
compulsive preoccupations with this issue when treyperforming in
front of others’(Laing, p. 107). Surprisingly Domighimself very self-
conscious and trying to uphold a sense of feeltige’, is attracted to her.
The fact that Sybil is an actress makes it eashiforto aestheticise her
and thus to perceive her as an ‘objet d’art’ tlainot upset his precarious
sense of self. According to R. D. Laing it is conmior someone having a
shaky sense of selfhood only to relate to an inddiai who also feels as if
he was depersonalised:

The schizoid individual fears a real live

dialectical relationship with real live people. He
can relate himself only to depersonalised persons,
to phantoms of his own phantasies (imagos),
perhaps to things, perhaps to animals. (Laing,
p.77)

Sybil's and Dorian’s love for each other is basadhe fact that they both

turn each other into ‘objet d’arts’. Dorian seeSybil a multitude of



231

literary characters and for Sybil, Dorian is simityince Charming’. The
situation becomes problematic when Sybil, undeiltbhgion that Dorian
loves her ‘real’ self, dares to display it. Thesagine feelings engulf and
threaten Dorian — or so he thinks. When she exgseb&m in such a
clumsy and provocative manner, they cannot be sedbdy simply
artificially turning them into play-acting. In ord& protect his real self
Dorian must simply distance himself from her. Wiltgs him in fact
physically pushing her away from him. Sybil, howeves a precarious
sense of her real self. She cannot protect it ewdlifinally be coldly
extinguished by Dorian who, after a passionategpetance by Sybil at
their last meeting together deems it nothing bpgdiormance by a third-
rate actress. At this point, when Sybil feels shiesing all sense of being
‘alive’, she is unwilling to step back into her wsbof shadows. She is full
of despair because, by this time, she has alregurienced how it is to
feel ‘alive’. She commits suicide. ‘The girl neveally lived, and so she
has never really died’(Wilde, p.162). Such is Lekehry’s cynical, but
thoroughly justified comment, when he finally braiipe news of Sybil's
death to Dorian.

The same kind of situation arises again when Dananages to extract
from Basil Hallward an admission with regard to ig-so-innocent
feelings for him:

It is quite true that | have worshipped you with fa
more romance of feeling than a man should ever
give to a friend. Somehow | had never loved a
woman.[...] I quite admit that | adored you madly,
extravagantly, absurdly. | was jealous of every one
to whom you spoke. | wanted to have you all to
myself. (Wilde, p.172)
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Basil feels ashamed of his homoerotic adoratioDaian and fears how
the latter might react. This suits Dorian for ieke Basil at a safe distance
- as it has so many other admirers. Such behatyprorian is perhaps
the cause for his general notoriety. In fact hede®me, for him, achingly
self-conscious of his own good looks but, unforteha in the eyes of his
admirers, he continues to excite in women a ‘stedoge’ (Wilde, p. 202)
and, in men, to arouse homoerotic feelings. Theadof such feelings
causes him to develop techniques to keep his ackvatday. For R. D.
Laing, a self-conscious person

[...] never allows himself to ‘be himself ’ in the

presence of anyone else. [...] The part he plays is

always not quite himself. [...] He makes friends with

people he does not really like and is rather codhbse

with whom he would ‘really’ like to be friends. Nme,

therefore, really knows him, or understands him. He

can behimselfin safety only in isolation, albeit with a

sense of emptiness and unreality.(Laing, p.114)
And indeed, Wilde tells us that Dorian ‘had beeanskerawling with
foreign sailors in a low den in the distant paft$uhitechapel, and that he
consorted with thieves and coiners and knew thdemgs of their trade’
(Wilde, p.202). When rumours spread around in Lonstaciety
concerning his ‘double life’, Dorian does not rgalare. The reason for
this is that the feeling of being despised is higrinsecure ‘self’, far less
unsettling for him than the fear of actually beinglerstood, let alone
being loved.

It was remarked [...] that those who had been most
intimate with him appeared, after a time, to shun
him. (Wilde, p. 203.)

Just when Dorian’s admirers, such as Basil, haemeg up to him and
have confessed their innermost secrets, he tuens ithito simple, harmless

‘objects’. He does this in many ways by, for examgixploiting their
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innocent, yet confident attitude towards him byrHis own interests -
reversing it and thus reducing them to complias&ful ‘tools’. The power
Dorian exerts over Alan Campbell, the natural des¢m the novel, must
be seen in this context. Campbell gets rid of Bdailward’s corpse, but
only when Dorian - possibly with the recent LaboérehAmendment act in
mind - begins to blackmail him. Ever since the kre#&h Dorian,
Campbell has an aversion to music ‘of any passeodaaracter’ (Wilde,
p.233), thus repressing his emotional side, mastadsly homoerotic in
nature. Furthermore, the reader must take intouatdbe historical
background whilsThe Picture of Dorian Grayas being written, not
forgetting that the 1885 Labouchére Amendmentdots of gross
indecency’ was then in force. As a symbol, andhatsame time a
projection foil for homoerotic feelings, Dorian niysobably have had

some evidence to prove Alan Campbell’'s unnaturabbeur.

As explained above, Dorian is caught up in thisagbposcillating process
of a schizoid person where, on the one hand he@aaygthing to avert the
interest and scrutinizing gaze of society but,lfedther hand he needs
their attention to feel himself ‘alive’. A persoaftering from extreme self-
consciousness

[...] appears to be extremely narcissistic and
exhibitionistic. In fact he hates himself and isifeed to
reveal himself to others. Instead, he compulsively
exhibits what he regards as mere extraneous trggpin
others; he dresses ostentatiously, speaks loudly an
insistently. He is constantly drawing attentiorhtmself,
and at the same time drawing attent@ovayfrom his
self. His behaviour is compulsive. All his thoughte
occupied with being seen. His longing is to be know
But this is also what is most dreaded. (Laing, $)11
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As Dorian’s picture is becoming ever more distoded his dread that
somebody will find out his true nature simultandgpuggetting stronger, at
first sight it seems illogical that Dorian givestomBasil Hallward’s desire
to take a look at his innermost being. Only wheepkeg Laing’s
postulation in mind, namely that a schizoid induadlwants to be
understood or even loved, does it make sense whiig psychological
context, all of a sudden Dorian grants Basil hishato take a look at his
‘soul” and unveils the actual picture of him befbis very eyes. By this
time Dorian is feeling so petrified that he referis ‘soul’ as a ‘thing’
when he invites Basil to look at the picture. ‘llvghow you my soul. You
shall see the thing that you fancy only God car(8ékle, p.217).
Moreover, the dialogue that ensues when, in theen@cBasil sees the real
Dorian, also reveals that homoerotic ‘romancefasDorian, something
socially unacceptable and degraded and thus Haes iepressed. It also
leads to self-loathing and self-consciousness.h@mther hand, for Basil,
it was nothing to be ashamed of:

‘Can’t you see the romance in it?’ said Doriandlit.

‘My romance, as you call it...’

‘As you called it.’

‘There was nothing evil in it, nothing shameful.iFs

the face of a satyr.’

‘It is the face of my soul’. (Wilde, p.222)
It is tragic that when Dorian has laid bare higtself in front of Basil,
thus being just as vulnerable as Sybil Vane had laden confessing her
love for him, it is now Basil that turns Dorian'soul’ into an ‘object’:

Christ! what a thing | must have worshipped! This

has the eyes of a devil. (Wilde, p.222)
By scrutinizing the picture he reduces Dorian’seirmost being, his ‘soul’,
to a simple object. In order that Dorian does ret tompletely

extinguished by Basil, he must act and get ridiof. EEventually he kills
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him. Dorian could not bear the thought that therghtnpossibly exist
anyone able to stare deep down into his soul. Hewdke murder of Basil
does not bring any psychological relief to Doriaithough he feels safe
for the moment, ‘it was the living death of his oswoul that troubled
him’(Wilde, p.249). His increasing self-awarenesghich Laing describes
as living through a ‘death-in-life’(Laing, p.113)enders Dorian’s life
unbearable. Although the picture ‘had given hinaeplee once to watch it
changing and growing old’(Wilde, p.250) - just atensive self-scrutiny
gives an individual with a shaky ontological psythe impression of
feeling ‘alive’ — this picture now casts too largshadow over Dorian’s
life, controlling and completely determining hissignce. In fact, he is
already ‘dead’ within himself, so to speak. Wherthva final effort, he
tries to get rid of this unbearable self-consci@ssnby ‘ripping the thing
right up from top to bottom’(Wilde, p.252), he syotioally fulfils what in
real life was already a fact: Dorian himself, samio Sybil Vane has never
been authentic and alive. Quite the opposite. Sweceurdered Basil he

has ‘experienced’ himself as nothing but a livingpse.

Just as Basil’s picture serves as a means of iagdabrian to himself so,
with his own androgynous appearance he, in turkes8asil become
aware of possessing a homoerotic nature. On theg bnd, for Lord
Henry Wotton, Dorian was a means of discoveringolna possible
capabilities. Thus by attempting to install his oadonistic
characteristics into Dorian, the latter becomedfotton a ‘beautiful’
version of himself. He can observe at leisure gexignen of Dorian he
himself has created, thus rendering the latter evere self-conscious.

By being treated in this way, not simply by Lordridg but by others as

well, Dorian’s development appears to the outsadean exemplary case of
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how a ‘beautiful soul’ can be thoroughly deformeadiking in the sort of
fin-de-siecle restrictive society that suppressadi@/en punished any
form of deviant sexuality. Bearing this in mind\Afilde’s fictional
character of Dorian Gray can still be seen by maagers as some sort of
gay symbol, then it seems that this can signify @oime form of repressed
homoerotic desire which may possibly lead to heigbad self-
consciousness and, in its most extreme form, eversthizoid

personality.

When Oscar Wilde - the actual creator of DorianyGr writes in a letter
in 1894 to a friendly enquirer: ‘Basil Hallwardwdhat | think | am: Lord
Henry what the world thinks me: Dorian what | wolile to be — in other
ages, perhaps’(Wilde, CL, p.585), he is in factlyimy that he would like
to be Dorian Gray himself - only in a more libesatiety. Such a society
Is a prerequisite for anyone ‘beautiful’ enougleipoy attracting women
and, for some, especially men. This is certainlythe case in the moral
and social climate Wilde had to endure in Victorkargland, where any
form of sexual diversion such as sodomy or so-dadets of gross
indecency’ were forbidden and, if discovered leéxaggerated
punishment. In such a restrictive fin-de-siécleetyadhe model for Dorian
Gray, John Gray himself, was indeed fortunate ¢over his sanity by
sublimating and repressing his deeply felt homoeedsires by becoming

a fervent Roman Catholic priest.
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6.2.The Search for Identity in ‘The Portrait of Mit. H.’

Scorn not the sonnet; critic, you have
frowned,

Mindless of its just honours; with this
Key

Shakespeare unlocked his héitt;

(William Wordsworth)

Whenever literary critics deal with Oscar Wildelhe Portrait of Mr.

W.H." — a rare occurrence indeed — this short stogreatly overshadowed
for them by William Shakespeare. Most of them areking of the above
words by William Wordsworth. They then look for tiéey’ that will, as it
were, ‘unlock’ Shakespeare’s heart. Wilde was adgtaaking a risk by
introducing the subject of homoerotic passion mdtory while at the same
time seeking certain refuge in Shakespeare’s readwespectability as a
national literary hero. Bearing this in mind, itnist surprising that
publishers were not eager to consider Wilde’s meanpt. However, in
1889, after the story was eventually publisheBlackwood’s Edinburgh
Magazine Wilde’s plan was to expand it into a full bookxtgh tale. It is
unclear whether he was attempting to do this oat dfronic need for
money - a book was financially much more worthwliilen a simple story
— or purely for artistic reasons. According to Laifred Douglas, Wilde
firmly believed in the theory he had begun to degeh the short story.
Some additional parts in the later longer versafficially not published
until some twenty years after his death, consigielg of quotations from
Shakespeare’s sonnets. Thus critics were entice more to focus their
attention on Shakespeare’s own sexual identitya once more Lord

Alfred Douglas who even went so far as to statelthaically the

240 \illiam Wordsworth Wordsworth: Poetical Workgd. by Thomas Hutchinson (Oxford: Oxford
University Press, 1936), p.206.
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additional parts were pretty useless, in fact atdtiag any literary theory
Wilde wished to develop about the sonnets. LordedlfDouglas again:

Wilde’s theory is so good and so ingenious that it
Is a thousand pities that he did not write it aotl p

it forth as a theory and nothing else. Insteadisf t
he wrapped around the theory what | can only
describe as a very foolish and unconvincing story
about a young man called Cyril Graham who
causes a forged portrait of Will Hughes to be
painted (and commits suicide to ‘prove the truth’
of the story he had evolved about Mr W.H.), and
his friend Erskine who, after first rejecting the
story as absurd, afterwards becomes obsessed by
it, and dies of consumption, leaving a letter tp sa
that he also is committing suicide as a ‘martyr’ to
the theory.

The result of all this silliness is that the exertle

of the theory is obscured, and Wilde himself, as |
have already said, leaves his reader in doubt as to
whether he is really advancing a serious theory or
simply indulging in a piece of clever ‘leg-pulling’
Wilde, however, did tell me more than once that
he fully believed that his theory was corr&tt.

Despite Douglas’s opinion, nevertheless, thoselfanwith Wilde’s
artistic process know how important every detahigmbooks was for him,
and how each was arranged. There must surely learedubstantial
reasons for Wilde wishing to put a narrative fraangund his ‘sonnet’

theory.

With his, for us nowadays, indeterminate and thasifold character,
Shakespeare, as Wilde writes in ‘The Critic assAttis an ideal topic as it
has a [...] subtle quality of suggestiéff and thereby offers the critic
much scope for him upon which he can project atidfgdnis own

41| ord Alfred DouglasThe True History of Shakespeare’s Sonfietsmdon: Martin Secker, 1933),
p.34.
42 Oscar Wilde;The Complete Works of Oscar Wildendon & Glasgow: Collins, 1986), p.1031.
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character thus making him, as Wilde has it, ‘braad dream’ and finally
enabling him ‘to realise [his] own personality mnge imaginative plane
out of reach of the trammelling accidents and ktoins of real
life’(‘Portrait of Mr W. H.”, CWW p. 1150). In ‘“The Portrait of Mr. W.H.’
Wilde had clarified what is later the core messafgais essay entitled
‘The Critic as Artist’: ‘the highest criticism rdwlis the record of one’s
own soul’'CWW p.1027).

In Wilde’s story (both in the original and the erpgad version) the three
main characters, Graham, Erskine and the narrtttmpt to interpret
Shakespeare’s sonnets. However, instead of unlgcamit were,
Shakespeare’s heart to the reader, each of the taveals his own deep
personality and it is this which renders the ‘Sisgleare’ frame so
essential. Recent criticism has rediscovered tip@itance of this frame.
For example, Edward Cohen3®x Scandagdoints out that ‘[jJust as the
secret to the interpretation lies in “the framelitsof the painting, so in

Wilde’s story does the frame narrative containkéeto its contents™*

As far as the contents are concerned it is impoftarus to consider how
Wilde half way through the story with his refereste Shakespeare
creates a certain atmosphere which in its turn s@eroroaden and deepen
the flavour of the whole work itself. For examphe, lovingly describes
how Elizabethan theatre set up a system of boysaptaying female

roles. In those days, of course, women were notvaltl on the stage.
Under this system leaders of theatrical compaiigsther with their
playwrights sought out and took on one or moréeirtfavourite male

boy actors which very much resembles the claspeagrast tradition

prevalent in the Doric race during early Hellemneds, c. 1000 BC.

23 illiam A.Cohen,Sex ScandgLondon: Duke University Press,1996), p.199.
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The relations that existed between the masters and
their pupils seem to have been of the most cordial
and affectionate character. Robin Armin was
looked upon by Tarlton as his adopted son, and in
a will dated ‘the fourth daie of Maie, anno Domini
1605’, Augustine Phillips, Shakespeare’s dear
friend and fellow actor, bequeathed to one of his
apprentices his ‘purple cloke, sword and
dagger’.(Wilde CWW p.1181)

Wilde goes on to imply that any sexual ambiguigttwas involved on
stage when a young boy played the part of a womgmired some of the
best plays in English literature.

Of all the motives of dramatic curiosity used by
our great playwrights, there is none more subtle or
more fascinating than the ambiguity of the sexes.
This idea, invented, as far as an artistic ideabzan
said to be invented, by Lyly, perfected and made
exquisite for us by Shakespeare, seems to me to
owe its origin, as it certainly owes its possililuf
life-like presentation, to the circumstance that th
Elizabethan stage, like the stage of the Greeks,
admitted the appearance of no female performers.
It is because Lyly was writing for the boy-actofs o
St. Paul’'s that we have the confused sexes and
complicated loves of Phillida and Gallathea: it is
because Shakespeare was writing for Willie
Hughes that Rosalind dons doublet and hose, and
calls herself Ganymede. (WildEWW p.1180)

In short, Wilde is clearly happy that this theatliform of Elizabethan
pederasty was largely responsible for inauguratimg of the richest and
most prolific periods in English cultural histonly to be compared to

the golden times of general culture in Greek arityqu

Another homoerotic theme Wilde discusses in thigdba part of the

expanded version of ‘The Portrait of Mr W. H.’ st of neo-Platonism.
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This is insofar important as it sheds a light om ¢hltural background as
far as the general formation of homosexual identig concerned at the
time when Wilde was writing his story. The topiaiso relevant for the
basic content of “The Portrait of Mr W. H'. The d&at is encouraged to
wonder whether Wilde, by conjuring up the ideaPtdtonic love, is in
fact simply depicting the then contemporary inwll relations between

men or possibly even more.

At Oxford, where Wilde had studied, the ideal cdtBhic love was held in
high esteem. According to Professor Linda Dowlwwgp has looked into

the question as to what role Hellenism played dbfxin Victorian times,
the

[...] Socratic eros was essential to the survival of
liberal England. For this erotic bond represented t
them [Symonds and Pater] a pure form of intelldctua
procreancy and regeneration, the two men insisting
on the truth and genuine Victorian relevance of
Plato’s famous teaching Bymposiun209 that at the
highest level of masculine love, men who love men
are procreating ideas — generating the creatige art
philosophy?*

Bearing the above in mind, the question is whetthisr'Socratic eros’ was

ever realised, or did it simply remain a theorétommstruct used for

intellectualising and thus disguising homoerotiatienships.

In this regard, seeking an answer in the varioteslied by John
Addington Symonds, Walter Pater and, indeed, Odtlmle himself, can
only offer us a somewhat bleak picture. All threemimad come into
contact with Hellenism at Oxford and were deepfluenced by the Greek

ideal. However, around the time Wilde was writifigné Portrait of Mr

24| inda Dowling,Hellenism and Homosexuality at Victorian Oxf@t@ndon: Cornell University Press,
1994), p. 80.
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W.H.’, each of them was becoming more and mordlussoned with that
ideal. By the end of the 1880s all three of theh &gperienced sexual
relationships with men which, sooner or later, lgituthem into trouble

with prudish Victorian society.

When Symonds concludes his essay ‘The DantesquPBlatahic Ideals of
Love’ with: ‘It is a delusion to imagine that tharhan spirit is led to
discover divine truths by amorous enthusiasm fi@llaw-creature,
however refined that impulse may B&he is expressing his deepening
mistrust of Platonic love. The very university ihgions and teachers who
put the idea of the ‘Socratic eros’ into their diées’ heads denounced
erotic relations between men as perverse. For Sggy@mnd presumably
for Wilde and Pater as well, there existed a sgihzenic contradiction
within the so-called Oxford Hellenism. Reading ‘“TRertrait of Mr.W.H.’
with this biographical and socio-cultural knowledgenind, it at first
seems odd that the narrator praises the merititdric love and finds in
the Shakespeare’s Sonnets

[...] @ noble basis for an artistic comradeship. But
was not all that the Sonnets revealed to us. There
was something beyond. There was the soul, as well
as the language, of neo-Platonism [...] its subtle
suggestions of sex in soul, in the curious anatogie
it draws between intellectual enthusiasm and the
physical passion of love, in its dream of the
incarnation of the Idea in a beautiful and living
form, and of a real spiritual conception with a
travail and a bringing to birth, there was someghin
that fascinated scholars of the sixteenth century.
(Wilde, CWWp.1174)

In this appraisal of the ‘Socratic eros’, the nameBater and Symonds are

omitted. However, the narrator does mentions thgbung Roman of his

243John Addington Symondh) the Key of Blue and Other Prose Esséyandon: Elkin Matthews and
John Lane, 1893),p.85.
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[Winckelmann’s] day initiated Winckelmann into thecret of Greek art,
taught him the mystery of its beauty and the megoints form’ (Wilde,
CWWp.1177). The sexual undertones of this sentengether with
mentioning Winckelmann’s name lend the appraisaen-Platonism an
ironic and mocking undertone, causing the narfat@ppear somewhat
naive. In Wilde’s story the narrator representgancent belief in a
concept of Platonism which Wilde, together withd?and Symonds - both
major influences upon Wilde - had already renoun@éitte himself
certainly knew full well that Winckelmann could rm¢ associated with
Platonic love. In 1900 he writes in a letter fromnke to Robert Ross:
‘Omero was with me, and Armando, forgiven for thement. He is so
absurdly like the Apollo Belvedere that | feel ajwas if | was
Winckelmann when | am with him’(Wild&€L, p.1184). Wilde goes on to
describe in detail the physical attractions of sueht-boys’ as Omero and
Armando, and thus siding with Winckelmann who hisd sought their

company and in fact was stabbed to death by ohe&dfented’ boy-lovers.

The young Robert Ross, it seems, was to play aoritaupt role with regard
to ‘The Portrait of Mr W.H.". In a later letter tam Wilde refers to the
literary theory he had developed in this work: &ed the story is half
yours, but for you it would not have been writtéf§. These last words were
intended to be very personal as they hint at Rablgeeneral appearance
which, in fact, was not particularly out of the mary. Indeed, for Wilde
Ross had ‘the face of Puck’(Ellmann, p.259). Neithe short stature
combined with his very boyish looks were made spire any form of
‘poetry’. However, those who are more familiar wwthide’s intimate life
know that it was Robert Ross, who in 1886, firstised Wilde, thus
initiating him into practising homosexuality. And & seems that Wilde

246 Richard EllmannQscar Wildg(London: Hamish Hamilton, 1987), p.281.
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too, not only Pater and Symons, had become disitiasl with the neo-

Platonic concept.

The strongest evidence, however, against any fémea-Platonic
interpretation of ‘The Portrait of Mr W. H.” can loescovered by
examining the actual story behind the superfidial. frhe main function of
neo-Platonism, as Dowling has it, is the ‘procrgantideas, thoroughly
derided in the whole work and exposed as untrue.tii@ory that Willie
Hughes, i.e. Mr W. H. ever existed is handed aménstory from one
character to another, but cannot be mutually sharédfriends: ‘The
theory’s determining characteristic is that to aone someone else of it is
no longer to believe in it oneself. Belief “goed otione” only to lodge
itself in the recipient’(W. Cohen, p.203). Only suficially does it seem at
first sight that the relationships in the story @anything to do with neo-
Platonism. When taking a closer look, howeverpashat conditions these
relationships and flavours the plot, it is necegsarconcentrate on the
main protagonists namely, the narrator, Georgeifgsknd particularly

Cyril Graham.

The most obvious outward characteristic bestoweWlgte upon Cyril
Graham as well as Willie Hughes is their strikimglengynous good looks.

Shakespeare, too, describes his W.H., in Sonn&t2@aving:

A woman’s face with, Nature’s own hand painted,
Hast thou, the Master Mistress of my pasSion

The same is true also for the way Cyril Grahanmescdbed who, with his
‘dreamy, wistful’ and ‘delicate scarlet lips’ haké face of a girl' (Wilde,
CWW p. 1151). It is here, for the first time, thatd@sWilde introduces an

247\illiam ShakespearéSonnets — Sonetteansl. by Stefan George (Leipzig: Dieterich’sche
Verlagsbuchhandlung, 1989), p.46.
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androgynous character into his stories. As withi@oGray, Cyril Graham
belongs to this completely new human category dk lmeorder to stress
this neither have any form of earthly parentagesieeim to have simply
fallen to earth from another planet. Wilde endowsil@Graham with the
type of character that, as far as his behaviocomeerned, unites both
male and female stereotypes. He is repeatedlyitdedcas being
“effeminate”(Wilde,CWW p.1152) but, at the same time, has some
typically male features. For example “he was atedpider and a capital
fencer” (Wilde,CWW p.1152) We might therefore classify Cyril Graham
as being a ‘male hermaphrodite androgyne'.

Wilde, however, goes even one stage further orgmsrldeeper by giving
the reader a clue to Cyril’'s psychological, asetey make-up. The latter’s
main obsession was to become an actor and appdiae stage. Erskine
adds that ‘Cyril Graham was the only perfect Roshlihave ever seen’
(Wilde, CWW p.1153). As is well-known, the role of Rosalimd i
Shakespeare’s play ‘As You Like It’ is that of xgally ambiguous
character because she dresses up in trousersetedgs to be a boy. But
Graham’s androgynous inner being together withdve of acting points
to his also having a thoroughly insecure ontoldgibaracter. As we have
already seen with regard to discussing ‘camp’, Rdng states that the
ontologically insecure not only suffer as a conseqe of their severe self-
consciousness

but may lose their compulsive preoccupations with
this issue when they are performing in front of
others — the very situation, on first reflectioneo
might suppose would be most difficult for them to
negotiate. (Laing, p.107).

This explains why, for George Erskine, Cyril Grahs@ems to be
‘heartless’ (WildeCWW p.1150). Accordingly, in Sonnet 94, Shakespeare
describes Will Hughes as one of those:

That do not do the thing they most do show,

Who, moving others, are themselves as stone
(Wilde, CWWp.1170)



246

It is impossible, as has already been pointedroptevious chapters, for
ontologically insecure persons either to give ceree love fearing, as they
do, that their own identity will be engulfed anchdmlated by another.
Thus, they might build up a false identity for trsmtves, or - another
secure way out of their dilemma - is for them tewithe world around
them as a seemingly unreal artistic creation. $arses them as a shield

protecting them from their own personal insecusmiy.

To come back to ‘The Portrait of Mr W. H.” and Os¥¥ilde: ‘It is Art,

and Art only, that reveals us to ourselvegSI\W Wilde, p.1194). For Cyril
Graham, the figure of Will Hughes reveals to him énwn soul and
becomes for him a source of identity. His somevitzattic enthusiasm to
prove that Will Hughes really existed turns, foriC¢raham, into a matter
of life and death. His failure to find any proof M/ill Hughes’s existence
means that Cyril is identifying himself with notlgibbut a simple literary
figure. This, of course, intensifies the fact thatsees himself simply as an
‘object’ and accordingly heightens his ontologicedlecurity. The only way
for him to inwardly acknowledge his inverted idénis to find proof that
Will Hughes really existed. This would then meaatthis inner self would,
for him, come alive ‘on behalf of a certain gazéien he would also be
able to understand and confirm biwninverted nature. All this is
elaborated on by an American professor of Engltshature, Richard
Halpern, who writes that:

the structure of this identification becomes clear
only if we distinguish between the Freudian ideal
ego [Ideal-Ich] and the ego-ideal [Ich-ldeal], or
imaginary and symbolic identifications. As Slavoj
Zizek writes, ‘imaginary identification is
identification with the image in which we appear
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likeable to ourselves, with the image representing
‘what we would like to be’, and symbolic
identification [is] identification with the very ate
from wherewe are being observellpm wherewe
look at ourselves so that we appear to ourselves
likeable, worthy of love’. Cyril’s identification

with W.H. is clearly imaginary; but since such
identification is, as Zizek notes, ‘always
identificationon behalf of a certain gaze in the
Other, we must then identify the Other whose
viewpoint constitutes the perfection of this ideal
ego. For the young man of the Sonnets, it is glearl
Shakespeare; for Cyril, it is someone who occupies
the Shakespearian position with respect to him,
who regards him with a Shakespearean gaze —
obviously, Erskiné*®

Cyril can only take on an identity affirming ‘gazebm someone who
actually believes in Will Hughes'’s existence. Timeans that someone who
Is convinced of the latter’s existence is ableriderstand the homoerotic
nature of the relationship between Mr W. H. andkekpeare, thus
acknowledging Cyril’'s own homoerotic personalityh®h someone
‘gazes’ in an informed way at another person, lgmsls authority to the
latter’s identity. The fact that the identity catding authority lies in ‘the
gaze of the other’ explains why one individual B&ath in such a theory
as soon as another individual begins to believeas well. For instance, as
long as Cyril is unable to convince anyone elski®theory, he was left
trying to do his utmost to maintain his own somet\gracarious sense of
‘self’. Erskine, on the other hand, as soon asdiie\ves the forged portrait
Is genuine and thus in Hughes'’s actual existehenio longer necessary
for Cyril himself to harbour the same belief. lesgs clear then that

ontologically insecure individuals derive and ‘aochheir ‘identity’ from

248 Richard HalpernShakespeare’s Perfume: Sodomy and SublimitiStmnets, Wilde, Freud, and
Lacan(Philadelphia: University of Pennsylvania Pres€20pp. 38-39.
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and in those individuals who are closest to theoweéler, when Erskine
finds out that the portrait is a forgery and thaddits his belief in the
theory that Mr W. H. actually exists, this turnd tmbe dangerous for
Cyril, the real source of his identity is now adlpénked up with Erskine,
his closest friend. The ensuing result of all thithat Cyril’s identity

implodes, causing him to commit suicide.

Something which also has to be seen in the abaviext is the fact that
Erskine sends a deceitfully falsified suicide notdis friend, the narrator
of the story, about his own natural death. Erskias fond of the narrator,
who reminded him of Cyril Graham. He simply wanteanake sure that
history did not repeat itself. All his life he hathmed himself for Cyril's
death, because he somehow knew that it had be@ed®ad with the
discovery of the forgery of the portrait which wadead to his disbelief in
the existence of Mr W. H.. When, to his dismay kirs realises — just as
Cyril had many years before - that the narrataiss beginning to be
similarly enamoured by the theory concerning Wilighes, he was once
and for all and somewhat naively anxious to entwaethere would be no
further deaths as a result of the theory. Erskins pretends to have

‘committed suicide’ for it.
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6.3Salomé The Clash of the Androgynes

When perusing the secondary literature on Wil&sikbmethe overall
impression is that the majority of Wilde scholars preoccupied simply
with finding external influences and sources fa& fthay. There are indeed
many adaptations of the biblical tale and Wildeften reproached for
offering nothing original in his version of the 8alé story. Norbert Kohl,
however points out that this is not so:

Although there can be no doubt that Wilde
borrowed some material from the great French
novelist [Flaubert] — particularly descriptive
details relating to the background — it is equally
undeniable that his version of the tale can in no
way be regarded as merely a compressed, dramatic
imitation of Flaubert. This is already clear from
the fact that irHérodiasSalomé ,[...], speaks only
fifteen words; Wilde has vastly extended her role
and changed her motivation, with the dance and
the demand for the Baptist's head both resulting
from her own will**

In his adaptation, as | will show, Wilde creatdseaoine with a

differentiated psychological make-up and a compteigaginal character

of her own.

In her essay on Wilde’s version, Melissa Knox pdeesquestion: ‘Why is
she [Salomé] interested in this strange man [‘Jakah i.e. John the
Baptist] covered with filth and rag$? The answer to this question in

many critical works on Wilde, is that Salomé perBes a ‘femme fatale’,

249 Norbert Koh| Oscar Wilde: The Works of a Conformist Re@mbridge: Cambridge University
Press, 1989), p.191.

20 Melissa Knox, ‘Losing One’s Head: Wilde's Confessin Salomé’, in C. George Sandulescu (ed.),
Rediscovering Oscar Wild&errards Cross: Colin Smythe, 1994), p.233.
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driven by all-devouring lust - in short a nymphomaan But how can such

a ‘nymphomaniac’ consider herself as a chasteilvirg

In the play itself is defined the image the otheairacters have of Salomé.
Coincidentally they seem to connect her with tirapressions of the moon
— how pale it looks. To them the moon seems thetgssential symbol of
femininity. Such definitions however serve not sacmas to enlighten the
reader about Salomé but they also seem to havfartbon of a projection
foil, mirroring their unconscious wishes and desiéthe character
themselves when describing the moon. For exampidiérod, Salomé’s
step-father, the moon mirrors his lust for his sdapghter: He wishes that
she was ‘like a mad woman, a mad woman who is sgekierywhere for
lovers’(Wilde,CP, p.394). For Herod then, a woman such as Salomé,
openly displaying her sexuality, must be a nymphaam It is Salomé
herself when giving us her impression of the motie woices her own

unconscious desires and defines her own inner self:

How good to see the moon.[...] The moon is cold
and chaste. | am sure she is a virgin, she has a
virgin’s beauty. Yes, she is a virgin. She has neve
defiled herself. She has never abandoned herself to
men, like the other goddesses. (Wil@®, p.385)

It seems as though Salomé is not like any othedgssl For Wilde, she
clings to her chastity, she is very much in lovéwmi. As far as her
outward appearance is concerned, she tries tetadisanuch attention as
she can and to arouse as much sexual desire aslpoBsr the reader
Salomé’s character appears self-contradictorydstgrin complete
contrast to her inner psyche which longs for agarbescent state of

complete asexuality. This incongruity is a sigranfontologically insecure
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‘self’. Her inner ‘self’ betrays her public imagasomuch it seems that she
Is simply putting on a performance as an over-saeelictress. The
artificiality of such a ‘gender’ performance coméihand contrasted with
her true inner ‘chaste’ self seems to turn Saloonéhfe reader into what

we would nowadays define as ‘a camp icon’.

When we contrast Salomé’s outward appearance ofanful ‘femme
fatale’ with her ‘inner’ self - which might desbg her as a ‘femme fragile’
- we find it almost impossible to seriously cl@gs$ier with regard to the
two categories of androgynes mentioned above.dn &alomé could be
seen as a hybrid between the typically ‘female lag@tmnodite’ and an
‘asexual androgyne’, oscillating between the twoards. On the one hand,
she certainly displays masculine aggressive bebawben she orders
around the soldiers and even goes so far as teogalthe patriarchal
hierarchy common at the time by denying the wisifake then Tetrarch

of Judaea, her step-father Herod Antipas. Howerethe other hand, she
appears to the reader - like a naive child — tthbeoughly enjoying her
chastity. The fact that she is anxious not simplgrjoy her chastity but,
possibly more importantly desires to protect hecparious chaste ‘inner
self’ partly explains why she becomes obsessivedyd to Jokanaan.

However when first encountering him she says:

But he is terrible, he is terrible![...] It is hisey
above all that are terrible [...] How wasted he i€! H
is like a thin ivory statue. He is like an image of
silver. | am sure he is chaste as the moon issHe |
like a moonbeam, like a shaft of silver. His flesh
must be cool like ivory. | would look closer at
him.(Wilde,CP, p.389)
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Salomé is attracted to Jokanaan as she comedige bt he is just as
chaste as she is. Not only that, being a hernmtardaan is just as much an
outsider as Salomé for she feels estranged fromdrents and is even
sexually pursued by her stepfather. She is nefthgrof the soldier’s circle
and maintains a distance from her servant pagesstands in the centre
alone. Unlike Salomé, whether she be a femme fatdiemme fragile,
Jokanaan displays no gender signifiers whatevethtgwould fall into

the category of the male asexual androgyne.

In addition to the above there is a new elemenaagy in Wilde’'s
depiction of Salomé, what | term is ‘the politidstioe ‘gaze”. Salomeé
together with Jokanaan and also Herod behave mipemdividual
fashion when it comes either to averting the gdzsheers or seductively
commanding to be looked at. In fact, Salomé turrigmbe yet another
protagonist in the whole of Wilde’s writings whoffaws from ontological
insecurity, as R.D. Laing defines it. In the vargtfscene she flees from
the banquet as she can no longer stand the pengtsédre of the tetrarch,
her stepfather: ‘I will not stay. | cannot stay. YMioes the Tetrarch look at
me all the while with his mole’s eyes under hiskshg eyelids?’(Wilde,
CP, p.385). She feels threatened when he looks ahhhbis way and
senses that she is being turned into a sex olyaother character who
stares too much at Salomé is the young Syrian diath and, with him, it
proves to be fatal. It becomes apparent that efiélpenetrating eyes are

threatening Salomé’s sense of selfhood. R. D. Laing

To turn oneself into a stone becomes a way of not
being turned into stone by someone else.[...] Thus
the man who is frightened of his own subjectivity
being swamped, impinged upon, or congealed by
the other is frequently to be found attempting to
swamp, to impinge upon, or to kill the other
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person’s subjectivity. The process involves a \isio
circle. The more one attempts to preserve one’s own
identity by nullifying the specific human

individuality of the other, the more it is felt be
necessary to continue to do so, because with each
denial of the other person’s ontological statug'sn
own ontological security is decreased, the thieat t
the self from the other is potentiated and hense ha
to be even more desperately negated. (Laing, pp.51-
52)

The more Herod and the young Syrian, Narrabotle steher and are
engulfed by her personality, the more power shensde have over them.
Eventually the young Syrian becomes so heartbrelkéie seems to be
continually ignoring or simply exploiting him foreh own selfish desires -
that he kills himself.

Paradoxically then, why does Salomé always warnada#n to look at her?
According to Petra Dierkes-Thrun of Stanford Unsrsr.

the isolating look or gaze is a major theme in

Wilde's text [...] Like Hérodiade, Salomé is
constantly pursued and haunted by adoring eyes and
minds attracted to her outward beauty. The other
characters approach Salomé as a looking glass for
their own narcissistic desires and needs, anchgst t
do not truly see her: Salomé is simultaneously the
center of attention and completely alone. Wilde’s
play unfolds as a circle of frustrated looking with
desire, awe, or doubt:

Repeatedly Jokanaan provokes Salomé by callingittear ‘daughter of
Babylon’ or even ‘daughter of Sodom’(Wild€P, p.390). Thus she

1 petra Dierkes-Thrur§alomé’s Modernity: Oscar Wilde and the AestheifcEransgressioiAnn
Arbor: The University of Michigan Press, 2011),(.2
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becomes convinced that Jokanaan is conscious @fsheetiving being. His
gaze probably boosts her sense of being ‘alive’'thrsdstrengthens her
desire for him to repeatedly look at her, but Hages to: ‘Who is this
woman who is looking at me? | will not have herdat me’(Wilde,CP,
p.389). Apparently he feels threatened himself dp®Bé’s gaze. It is
interesting of course that, vice-versa, Salomézegaould threaten
Jokanaan’s own identity. Here lies the basic traggenent in Wilde’s play:
towards the end, these two ontologically insechiaacters confront each
other. In order to feel alive, both of them loveattract attention: Salomé,
by showing off her physical beauty and Jokanaarthegtrically raising
his voice and loudly abusing the Tetrarch and Haxydalomé’s mother.
What is more, both of them, Salomé and Jokanaanltsineously and
somewhat paradoxically try to avoid all those whwdra greater than

usual interest in them by continually staring &nth

In Salomé with John the Baptist's Heably the artist Aubrey Beardsley
published in 1893, one of his drawings (Figurei9i)dly captures the
psychological situation described above: Saloni®iding up the slain
head of Jokanaan in her hands. Salomé’s head istel@jas being very
similar to that of a Medusa. More interesting, @4 is that Wilde has
Salomé describing Jokanaan'’s hair ‘like a knotlatk serpents writhing
round thy neck’(WildeCP, p. 391). We see then two ‘Medusa heads’
staring at each other with the eyes of the deadnldn - as depicted by
Beardsley - remaining open and staring inquisiyiveto Salomé’s face.
Here Beardsley is attempting to illustrate theigtaresult of the perpetual
and reciprocal process of petrification betweenttWecharacters. In the
course of the play they both have become, as & veach other’s alter

egos. Salomé seems to have won the struggle fotitigdeecause, not only
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possessing some elements of the hermaphrodite@marpshe also has the
support of the patriarchal power of Herod, the dietn, behind her. But, by
insisting that the Tetrarch gives the order foral@an to be beheaded, she
loses any reference point, as we have seen abdveregard to her

identity. However, her joy of possessing and clagphe head of Jokanaan
before her — as illustrated by Beardsley - and thgaining a greater sense
of identity will only be short-lived. Jokanaan'sashg but lifeless eyes can
no longer bestow any identity-affirming gaze on Wwarch might retrieve

her of her own sense of being ‘alive’.

Apart from Salomé and Jokanaan, there is a thitdlogically insecure
character always hovering in the background, narmdelpd, the Tetrarch.
He is not only denigrated for being sterile bywite, Hérodias, who is
also Salomé’s mother, but also for the fact thatdrmaes from a poor
family and, to strengthen his political positiorshmarried his brother’s
sister. The audience learn, too, that he has dgdsiled his own brother.
All of this is perhaps the reason for Herod dispigysimilar symptoms of
ontological insecurity, especially when, towards gnisly end of the play,
he says: ‘| will not look at things, | will not def things to look at
me’(Wilde, CP, p.413). Some time previously, when he says torsSal ‘|
have looked at you too much’ (Wilde, CP, p.408)rdudises that he is, as
it were, like putty in her hands. His stepdaugHhilke, a vampire, has
drained him of his authority just as she then iragampire-like - tries to
draw her own identity out of Jokanaan’s head. Cgusetly Herod, in
order to gain control once more over his waverintharity, and because
he knows he is not immune to his stepdaughter’aegstealing from him
command of his own being, the only possible sofuteems to be to take

complete control over Salomé. For him that mealtimgiher. In some of
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his characters, throughout different levels inwhmle play, Wilde shows
us this oscillating process of how they turn othets lifeless objects

whilst themselves, they are being dehumanised.

Apart from the almost intuitive psychological tne&int of characters —
something very modern and unusual for a late namtkecentury
playwright - Wilde goes back to classical dramaammuch as he has a
couple of minor characters, namely Hérodias anghage, performing the
role which the chorus had in ancient Greek drarh@yWwere omniscient,
stood apart from the action, and commented onlthtegften
foreshadowing what was to come. For instance, Hasaahd her page are
continually warning not to respond to Salomé’s ga#ere personally
perhaps right at the beginning of the play whenpidige describes the
moon, which is similar to a projection of Salomé,dees a dead woman

which foreshadows Salomé’s fate:

How strange the moon seems! She is like a
woman rising from a tomb. She is like a dead
woman. You would fancy she was looking for
dead things. (WildeCP, p. 381)

But even before Salomé was killed by her stepfattex was not alive. She
was petrified. Just like Dorian Gray - a livingt y the same time dead

individual, without emotions.

The plot inSalomés very similar to Rachilde’s nov&lonsieur Vénus
Here, at the end of the novel, the heroine, Radéleerande, also turns
into a vampire-like woman, trying to suck her ‘idigyi out of her lover
Jacques. In order to possess him completely, shaihakilled in a duel.

The reference point of her ‘identity’, of course niow lost. In order to



257

recover this ‘identity’ she fabricates a replida-size doll out of Jacques
corpse with no satisfying result. Of course, thmeas true of Salomé.
Jokanaan'’s dead eyes cannot give her back a sksséhmod. However,

Oscar Wilde prepares a more tragic fate for hisiner
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7. Conclusion

Ever since Plato and Ovid there have been twotioadi concerning
androgyny which have influenced Western Europednres. What was
particularly interesting for me in my thesis wasviibese two traditions
developed in the nineteenth century, because tasthe time when a
decisive rift occurred between two concepts of aggny. As far as Plato
Is concerned, his idea of those spherical creatael seeking their lost
half became a basic image for the wholeness afidridual. This was
taken up by sexologists such as Karl Heinrich Wkia order to evoke

positive images of men who feel half feminine —catled Uranians.

Ovid, however, in hidMetamorphosedevelops two separate strands of
androgynous concepts which particularly influeneeiters during the so-
called Decadence period in the nineteenth cen@mg. concept consisted
of an androgynous individual displaying male andd& characteristics

equally. This idea is reminiscent of the Hermaphitsdstatue in the Musée

du Louvre and | name this kind of androgyny acaagtyi ‘hermaphrodite
androgyny. The other concept emerges from an idea of anarpthat
strives to erase and obliterate all kinds of bo#tenand female signifiers.

This concept | call‘asexual androgynBoth these forms of androgyny

were defined by any individual’'s complete self-giéncy. However, in

the nineteenth century, far from conveying an imaige healthy new
wholeness, it turned out that the concepts derfirad Ovid were often
used as coded references in art and literatureridedand denigrate
characters or individuals or even stigmatise thermsexual deviants, and all
that at a time when there existed no terms abaljénder non-conforming
individuals. In the nineteenth century, and esplgcsa in fin-de-siecle

literature, describing an individual in modern teras a ‘male asexual
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androgyne’ or a ‘female hermaphrodite androgyneé’rdit signify a
healthy character, but indicated what we would raaya consider a

repressed form of male or female homosexuality.

It was only made possible to obtain a psychologitsight into
androgynous characters in nineteenth century liszdrom the fact that
authors of the Decadence were not only simply @stiexd in characters
outside bourgeois norms, but they also strove ttrgpothem as minutely
as possible. They wanted to take Realism onto lzehiglane and that
meant describing realistically what was actuallingmn inside a
character’'s mind. In this context it becomes evideny Jules Barbey
d’Aurevilly tried to arrive at an intense psychalog) study of such a
complex androgynous character as the ‘dandy’.biww a matter of
conjecture whether they arrived at such minute lpsgaphs of
androgynous characters from mere ‘outward’ objectiiservation, or
whether it was due to observing themselves as whith might mean that
psychological depictions of androgynous charactetiseir works are far

more autobiographical than we would think themeo b

Surprisingly, in the works of the many differenttars, both of these types
of androgynous characters in nineteenth-centusydlitire display the same
psychological mechanisms. This is similar to wirahis bookThe Divided
Self R.D. Lainghas termed ‘ontological insecurity’. These psychalal
mechanisms not only indicate that an individuaufering from some

form of stigma but, more importantly, they help hocope with it.
Moreover, the fact that heightened self-consciossmefirmly linked to

this state of ontological insecurity explains wisgual and hermaphrodite

androgynes cannot ever really relate sexuallhglt@ie emotionally to other



260

individuals. They thus appear to the semi-ignoodoserver cold and self-

sufficient.

Nowadays, calling an individual ‘Camp’ - usually lena turns out to be a
similar method of coping with the stigma of homasa&ky and reveals
some of the mechanisms Laing depicts when disagissitological

insecurity, an analysis of which is included in thgsis.

To return to nineteenth-century literature, we nhesr in mind that
everything that Oscar Wilde had read formed theshzfshis work, not
forgetting, of course, his own witticisms and tho$ethers. He went even
so far as to reuse his famous ‘Hyacinth lettedabn Gray (the model for
Dorian Gray) for his later lover Lord Alfred DouglaNow it is a matter of
debate whether he was imitating the psychologicalyges of androgynous
characters from, for example Théophile Gautier Radhilde, or whether
he had arrived at those psychographs in his wathkereafter his own
observations or by simply natural genius. At artg raonsidering what
works influenced Wilde proved to be an indispensajlide to discovering
other androgynous characters in nineteenth-cefitargture. Doing this
has possibly also proved that Wilde was definitetgrested in defining

homoerotic passion and endowing it with artistiario

Finally I do hope that | have been able to showynthesis that when
‘hermaphrodite’ or ‘asexual’ androgynous characienmsineteenth-century
literature display the behaviour patterns of ordadally insecure
characters, that this then might prove to be aaluable parameter for
detecting the original stigma attached to sexuaiaghey in modern

literature.
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Dante Gabriel Rossetti. Lady Lilith. 1868
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Figure 4:
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Figure 6: 'Beata Beatrix' by Dante Gabriel Rossetti (1863)
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Figure 7: 'Portrait of an Italian Youth' by Simeon Solomon (1869)
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Figure 9: Salomé with John the Baptist's Head (1893)
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