THE PICTURE OF
DORIAN GRAY

OSs

EDITED BY
MICHAEL PATRICK GILLESPIE

AR NORTON CRITICAL EDITION-
SECOND EDITION



A NORTON CRITICAL EDITION

Oscar Wilde
THE PICTURE OF
DORIAN GRAY

Nz

AUTHORITATIVE TEXTS
BACKGROUNDS
REVIEWS AND REACTIONS
CRITICISM

SECOND EDITION

Fdited by

MICHAEL PATRICK GILLESPIE
MARQUETTE UNIVERSITY

First Edition edited ]Jy

DONALD L. LAWLER
EAST CAROLINA UNIVERSITY

W e W ¢« NORTON & COMPANY ¢ New York * London



W.W. Norton & Company has been independent since its founding in 1923,
when William Warder Norton and Mary D. Herter Norton first published lectures
delivered at the People’s Institute, the adult education division of New York City's
Cooper Union. The Nortons soon expanded their program beyond the Institute,
publishing books by celebrated academics from America and abroad. By mid-
century, the two major pillars of Norton's publishing program—trade books and
college texts—were firmly established. In the 1950s, the Norton family trans-
ferred control of the company to its employees, and today—with a staff of four
hundred and a comparable number of trade, college, and professional titles pub-
lished each year—W. W. Norton & Company stands as the largest and oldest
publishing house owned wholly by its employees.

Copyright © 2007, 1988 by W. W. Norton & Company, Inc.

All rights reserved
Printed in the United States of America

The text of this book is composed in
Fairfield Medium, with the display
set in Bernhard Modern.
Manufacturing by the Maple-Vail Book Group.
Composition by Binghamton Valley Composition.
Book design by Antonina Krass.
Production manager: Benjamin Reynolds.

Library of Congress Cataloging-in-Publication Data

Wilde, Oscar, 1854-1900.
The picture of Dorian Gray : authoritative text, backgrounds
and contexts, criticism / Oscar Wilde ;
edited by Michael Patrick Gillespie.
p. em. — {A Norton critical edition}

ISBN 13: 978-0-393-92754-2 (pbk.)
ISBN 10: 0-393-92754-7 (pbk.)

1. Wilde, Oscar, 1854—-1900. Picture of Dorian Gray.
2. Appearance (Philosophy}—Fiction. 3. Conduct of life—Fiction.
4. Portraits—Fiction. 1. Gillespie, Michael Patrick.
I1. Title.
PR5819.A2G56 2006
823'.8—dc22
2006046642

W. W. Norton & Company, Inc., 500 Fifth Avenue, New York, N.Y. 10110
WWW.wwnorton.com

W. W. Norton & Company Ltd., Castle House, 75/76 Wells Street,
London W1T 3QT

34567890



The Editor

MicHAEL PaTrICK GILLESPIE is Louise Edna Goeden Pro-
fessor of English at Marquette University. He is the author
of Oscar Wilde and the Poetics of Ambiguity, The Aesthetics
of Chaos: Nonlinear Thinking and Contemporary Literary
Criticism, Inverted Volumes Improperly Arranged: James
Joyce and His Trieste Library, Reading the Book Himself:
Narrative Strategies in the Works of James Joyce, and Read-
ing William Kennedy, among others. His edited works
include the Norton Critical Edition of The Importance of
Being Earnest, James Joyce and the Fabrication of an Irish
Identity, and Joyce through the Ages: A Non-Linear View.



W. W. NORTON & COMPANY, INC.
Also Publishes

THeE NORTON ANTHOLOGY OF AFRICAN AMERICAN LITERATURE
edited by Henry Louis Gates Jr. and Nellie Y. McKay et al.

THE NORTON ANTHOLOGY OF AMERICAN LiTERATURE
edited by Nina Baym et al.

Thre NORTON ANTHOLOGY OF CHILDREN'S LITERATURE
edited by Jack Zipes et al.

THE NORTON ANTHOLOGY OF CONTEMPORARY FIcTION
edited by R. V. Cassill and Joyce Carol QOates

TrHeE NoRTON ANTHOLOGY OF ENGLISH LITERATURE
edited by M. H. Abrams and Stephen Greenblatt et al.

THE NOBTON ANTHOLOGY OF LITERATURE BY WOMEN
edited by Sandra M. Gilbert and Susan Gubar

Tue NorToN ANTHOLOGY OF MODERN AND CONTEMPORARY POETRY
edited by Jahan Ramazani, Richard Ellmann, and Robert Q'Clair

THE NORTON ANTHOLOGY OF POETRY
edited by Margaret Ferguson, Mary Jo Salter, and Jon Stallworthy

Ture NORTON ANTHOLOGY OF SHORT FicTioN
edited by R. V. Cassill and Richard Bausch

THE NORTON ANTHOLOGY OF THEORY AND CRITICISM
edited by Vincent B. Leitch et al.

THE NORTON ANTHOLOGY OF WORLD LITERATURE
edited by Sarah Lawall et al.

Ture Norton FacsiMiLE OF THE FIRST FOLIO OF SHAKESPEARE
prepared by Charlton Hinman

Tae NorToN INTRODUCTION TO LITERATURE
edited by Alison Booth, J. Paul Hunter, and Kelly J. Mays

THE NORTON INTRODUCTION TO THE SHORT NOVEL
edited by Jerawme Beaty

THE NorTON READER
edited by Linda H. Peterson and John C. Brereton

TueE NORTON SAMPLER
edited by Thomas Cooley

THE NORTON SHAKESPEARE, BASED ON THE OXFORD EDITION
edited by Stephen Greenblatt et al.

For a complete list of Norton Critical Editions, visit

www.wwnorton.com/col lege/english/nce_hom& htm



Preface

In a letter composed on 12 February 1894 and sent to Ralph Payne,
who had written to praise The Picture of Dorian Gray, Oscar Wilde
neatly summarizes his relations to the central characters and gently
mocks simplistic reactions to them through a series of concise anal-
ogies. “I am so glad you like that strange coloured book of mine: it
contains much of me in it. Basil Hallward is what I think I am: Lord
Henry what the world thinks me: Dorian what I would like to be—
in other ages perhaps” (The Letters of Oscar Wilde, 352). While the
passage from his letter catches the tone of Wilde’s insouciant wit
and sly self-deprecation, it also neatly suggests a number of elements
central to an understanding of the novel.

Even allowing for his irrepressible flamboyance, Wilde certainly
came very close to the mark in relating how diverse perceptions of
his own nature inform conceptions of the characters in his novel.
For all its originality, The Picture of Dorian Gray takes up themes of
aesthetics, sensuality, and personal independence that Wilde had
explored in lectures and in writings for over a decade before the book
appeared. The novel, however, enjoys the distinction of allowing for
extended discussions of all of those themes and of providing a rela-
tively safe venue for elaborating upon a broad range of indulgences
at which previous expressions could only hint.

Though Edward Carson, who prosecuted Wilde for immoral acts
in 1895, sought to make the book a manifesto of Wilde’s hedonistic
life style, I think it more accurate to see it as a rigorous examination
of the limitations of the aesthetic views that had come to shape his
art. The Picture of Dorian Gray articulates, without offering a clear
resolution, the conflict that arises as a result of the struggle within
an individual’s nature between the impulse toward self-gratification
and the sense of guilt that is a consequence of acting upon that
inclination.

Nonetheless, one can understand, if not sympathize with, Carson’s
inclination to collapse fact and fiction. All of Wilde's writing has an
intensely personal tone to it, and the issues of art, imagination, and
sensuality outlined in the novel were at the time unsettled in Wilde's
own life. The Picture of Dotian Gray merely provides greater space
than heretofore available for a wide-ranging exposition of his inter-
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X PREFACE

ests and concerns. Though the consequent aesthetic and ethical
issues that arise in the narrative may seem daunting, one can come
to a solid understanding of the novel by keeping in mind a few fun-
damental concepts.

The Trinitarian description that he favors in his February 12 letter
neatly captures the way Wilde's life informed both the composition
and perception of the work. The tension between the probity of Basil
Hallward, the immorality of Lord Henry, and the unabashed self-
indulgence of Dorian combine to echo the author’s conflicting feel-
ings during this period, evident in any biographical account of him.
At the same time, the similarities can prove to be a trap for hasty
readers who seek to interpret the work by simply imposing Wilde and
their impressions of him on the central characters of the novel. In
fact, The Picture of Dorian Gray presents a complex view of the con-
flicted inter-relation between fantasy and fact that characterized
Wilde's world and his writings, and it presents contemporary readers
with the challenge of forming understandings without mistaking
Wilde for his characters.

Of course, Wilde did much to encourage this blurring of distine-
tions. From the time of his permanent move to London in 1879,
flamboyance had characterized his approach to the world. With a
single-minded determination, Wilde made himself a public person-
ality well before he had gained prominence as a writer. Indeed, for
much of the 1880s his determined advocacy of “art for art’s sake”
seemed as much self-parody as sincere assertion of belief.

When The Picture of Dorian Gray appeared, however, its narrative
went beyond the flummery often characterizing his public perform-
ances. Its discourse demanded that points of view Wilde had previ-
ously thrown out casually at dinner parties or alluded to obliquely in
public lectures now be given full and sustained scrutiny. Further, its
sustained tone of intellectual rigor—evident in Lord Henry Wotton'’s
explanation of New Hedonism—insisted that equally serious atten-
tion be paid to Wilde as its author.

Taking Oscar Wilde seriously was a new proposition for late-
Victorian London. He had already gained notoriety as a journalist,
critic, and short story writer, but The Picture of Dorian Gray offered
readers the first substantial piece of evidence of Wilde’s far-ranging
creative ability. Although much of the dialogue features the same
style of repartee that made Wilde such a desirable dinner guest and
many of the descriptions have the same fascination with excess that
punctuated his poems and public lectures, the content of the novel
lays out serious consideration of ethical issues relating to the move-
ment from the nineteenth century’s fixation upon society to the
twentieth century's celebration of the individual. Critics may debate
whether The Picture of Dorian Gray stands as the first English Mod-
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ernist novel, but few will disagree that it touches on the same
issues—the role that one should allow social institutions in shaping
an individual’s character—that writers like James Joyce, D. H.
Lawrence, and Virginia Woolf would minutely explore in the next
quarter century.

Wilde could make these great thematic strides because he relied
on stylistic forms he had been practicing to perfection for a decade.
The narrative of his novel builds on the strengths of his earlier
work—a fascination for detail, a love of paradox, and a deft sense of
humor. This allows its content to go well beyond the scope of any
previous writing. Both in novella and novel form, the story of Dorian
Gray explores with great sensitivity the relation of art to morality,
the impact of hedonism, and the inescapability of spiritual questions.
Wilde pursues these topics without turning the book into a polemic
because his formal writing skills give him the ability to engage ideas
without seeming to assume a didactic mode.

The duality exercised in the form and content stands as the key to
the novel’s lasting success. In publishing The Picture of Dorian Gray
Wilde showed himself capable of much more than a flippant
response to the world. His representations of the major characters
show a keen sensitivity to human appetites, human needs, and most
of all human weaknesses. At the same time, Wilde refuses to reca-
pitulate the standard pieties or received wisdoms of his Victorian
contemporaries. Instead, The Picture of Dorian Gray shows an
author determined to explore the contradictory elements of human
nature without falling back on conventional pieties.

Not surprisingly, the boldness of his ideas created a great deal of
consternation among a number of readers and reviewers who saw
the first version of Dorian Gray’s story in novella form in Lippincott’s
Magazine in June of 1890. As the excerpts from contemporaneous
reviews reprinted in this edition attest, the apparent open advocacy
of a lifestyle based solely upon gratification, the New Hedonism
expounded by Lord Henry, was more than many could bear. Despite
the death of Dorian at the end of the tale, the self-indulgence in
which he had partaken over the course of the narrative maddened
some readers. {One is reminded of the observation that Puritans
disapproved of bear baiting not because of the suffering endured
by the animal but because of the enjoyment experienced by the
audience.)

The events leading to the composition of The Picture of Dorian
Gray gave little indication of the impact it would produce. In the fall
of 1889, J. Marshall Stoddart, the American editor of Lippincott’s
Magazine, traveled to England. Stoddart previously had met Wilde
in 1882 while the latter was touring America, and at a dinner party
in London Stoddart persuaded Wilde and Arthur Conan Doyle to
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contribute novella length works to the magazine. (Doyle subse-
quently sent Stoddart his second Sherlock Holmes adventure, “The
Sign of Four.”) Wilde initially proposed that Lippincott’s use a story
that he had already written, “The Fisherman and His Soul,” but Stod-
dart rejected the idea. Wilde wrote to Stoddart on 17 December
1889 that he had “invented a new story which is better than “The
Fisherman and His Soul’ and I am quite ready to set to work at once
on it” (The Letters of Oscar Wilde, 251).

Wilde sent the initial version of the work to Stoddart early in 1890.
As the manuscript, held by the Clark Library, attests, Stoddart did
not hesitate to excise portions that he felt would be too graphic for
his readers’ sensibilities. (A full discussion of the first manuscript
appears in the Donald L. Lawler essay in this collection.) Stoddart
apparently had a good idea of the taste of American readers. The
novella appeared in the July 1890 issue of Lippincott’s. The issue in
which it appeared quickly sold out, and American critics praised the
work as a modern morality tale. That was not the case in England,
however, where a number of reviewers excoriated the work. A lively
debate, lasting into the fall, took place in the columns of various
newspapers between Wilde and his supporters on one hand and hos-
tile reviewers on the other,

Although Wilde steadfastly defended his work, the criticism did in
fact have an impact on his revisions when he rewrote it as a full-
length novel. In its expanded form, published by Ward, Lock & Com-
pany in 1891, The Picture of Dorian Gray retains its essential
narrative elements. However, Wilde made modifications that present
some of his more daring ideas in a less direct fashion and he included
a Preface that addresses through aphoristic statements the charges
of immorality leveled against the novella. Individual readers can
judge the effect of these changes. (To facilitate comparison, the orig-
inal Lippincott's version immediately follows the expanded text of
The Picture of Dorian Gray in this edition.) However, one cannot
dispute that the novel, as we now have it, has exercised a powerful
impact upon its readers for well over a century.

In organizing this edition, I have tried to provide s sampling of the
aesthetic world that informed Wilde's creative efforts. Selections
from Walter Pater and Joris Karl Huysmans provide glimpses of the
writings that shaped Wilde's views, and portions of two of his essays
offer clear articulations of his adaptation and application. Likewise,
an extensive selection of responses to the novella’s appearance shows
not only the public perception of the work but also Wilde’s sense of
what his writing aimed at.

The criticism gathered here reflects the range of approaches that
offer effective methods for understanding Wilde's novel. The section
begins with my essay highlighting interpretive alternatives presented
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by the narrative. Simon Joyce explores the impact of sexuality on our
readings, while Donald L. Lawler traces the evolution of the work’s
composition. Sheldon W. Liebman presents an insightful view of the
development of character in the novel, while Maureen O’Connor and
Ellie Ragland-Sullivan present very different approaches to the way
the identity of the author informs our sense of his writing. And John
Paul Riquelme explains how elements of the Gothic exert a powerful
impact on the novel. While these selections cannot exhaust possi-
bilities for reading, they do underscore the variety of approaches that
can produce a satisfying understanding of the novel.

Many people have contributed to this project, and I realize that to
a great extent whatever success it enjoys relates directly to their
efforts. No two people have done more to shape this volume than
my editors at Norton, Carol Bemis and Brian Baker. Their enthusi-
asm, energy, and trust have been invaluable. Their sound judgments
have saved me from numerous false steps, and their warm support
has made working on this edition a pleasure. There may still be short-
comings here that even they could not find, but the value of this
book comes to a large degree from their careful scrutiny. I also wish
to thank the staff at the Clark Library, John Espy, A. Nicholas Farg-
noli, Paula Gillespie, Merlin Holland, Tim Machan, Michael McKin-
ney, Joan Navarre, Albert Rivero, David Rose, Sara Schepis, and Joan
Sommers and the Inter-Library Loan staff at Marquette University.



A Note on the Texts

The Picture of Doriarn Gray first appeared as a novella of over fifty
thousand words. It was published in the July 1890 issue of Lippin-
cott’s Monthly. The revised and expanded novel length version was
printed by Ward, Lock and Company in April 1891 and sold for six
shillings. This was the same company that bound the British edition
of Lippincott's magazine. A new printing was called for in October
1895, by which time the publisher had become Ward, Lock and
Bowden. The novel was not reprinted again until 1901, the year
following Wilde’s death, by Charles Carrington, a slightly disrepu-
table English publisher of pornographic literature in Paris, who, fol-
lowing Wilde's bankruptcy in 1895, had acquired the rights in
expectation that profit was to be made from the scandal surrounding
the novel, which figured prominently in Wilde's famous trials. Robert
Ross, as executor of the Wilde estate, eventually reacquired the
rights to the novel. Since that time, the novel has never been out of
print.

In the March 1891 edition of Frank Harris’s Fortnightly Review
Wilde published “A Preface to ‘Dorian Gray.” ” It consisted of twenty-
three aphorisms, written by Wilde in response to the criticisms made
of the Lippincott's Dorian Gray (see Reviews and Reactions, pp. 352—
66). By the time Ward, Lock and Company brought out the novel-
length version in April, Wilde had added a new aphorism to the
Preface (“No artist is ever morbid. The artist can express everything”)
and had divided the original ninth aphorism (beginning “The nine-
teenth century dislike of Realism ...”) to make a final total of
twenty-five aphorisms.

As in the first Norton publication of The Picture of Dorian Gray,
this edition reprints the texts of the original 1890 Lippincott's novella
and the revised and expanded version into the novel published by
Ward, Lock and Company in 1891. These were the only two versions
prepared for and seen through publication by the author. The revised
version of 1891, representing Wilde’s final intentions, appears ahead
of the Lippincott’s text of 1890. Obvious typographical errors have
been silently emended. With that exception, this edition reproduces
the settings, including Wilde's punctuation, of the 1891 edition.
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The Preface!

The artist is the creator of beautiful things.
To reveal art and conceal the artist is art’s aim.
The critic is he who can translate into another manner or a new mate-
rial his impression of beautiful things.
The highest as the lowest form of criticism is a mode of auto-
biography.
Those who find ugly meanings in beautiful things are corrupt without
being charming. This is a fault.
Those who find beautiful meanings in beautiful things are
the cultivated. For these there is hope.
They are the elect to whom beautiful things mean only Beauty.
There is no such thing as a moral or an immoral book. Books are
well written, or badly written. That is all.
The nineteenth century dislike of Realism is the rage of Caliban seeing
his own face in a glass. _
The nineteenth century dislike of Romanticism is the rage of
Caliban not seeing his own face in a glass.
The moral life of man forms part of the subject-matier of the artist,
but the morality of art consists in the perfect use of an imperfect
medium.
No artist desires to prove anything. Even things that are true can be
proved.
No artist has ethical sympathies. An ethical sympathy in an
artist is an unpardonable mannerism of style.
No artist is ever morbid. The artist can express everything.
Thought and language are to the artist instruments of an art.
Vice and virtue are to the artist materials for an art.
From the point of view of form, the type of all the arts is the art of the
musician. From the point of view of feeling, the actor’s craft is the type.
All art is at once surface and symbol.
Those who go beneath the surface do so at their peril.
Those who read the symbol do so at their peril.

1. Wilde’s preface to Dorian Gray appeared in Frank Harris's Fortnighily Review several
months before the second edition of the novel. It seems to have three.aims. The first is to
take weapons out of the hands of the critics who had attacked the Lippincott’s edition of
Dorian Gray by anticipating some of the charges likely to be made against it. The second
intent is to respond to some of the criticism made of the magazine edition. In so doing,
Wilde was to repeat rather sententiously the major points of his aesthetic creed at the
time (and to anticipate the main line of his defense of Dorian Gray at the trials). The third
intention is expressed in the tone and manner of the epigrams, which anticipate those
Wilde published in 1894 under the title “Phrases and Philosophies for the Use of the
Young” in The Chameleon, an Oxford undergraduate journal. The paradoxes ar6e not so
plentiful in the former as in the latter, and the manner is less insolent, but the intent is
to be provocative. It was this adopted manner that revealed Wilde could be every bit as
pompous as those he ridiculed and that earned him the title “sovereign of insufferables”
from Ambrose Bierce.



4 THE PICTURE OF DoRrian Gray (1891)

It is the spectator, and not life, that art really mirrors.
Diversity of opinion about a work of art shows that the work is new,
complex, and vital.
When critics disagree the artist is in accord with himself.
We can forgive a man for making a useful thing as long as he does not
admire it. The only excuse for making a useless thing is that one
adwires it intensely.
All art is quite useless.
OSCAR WILDE



