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Abstract: In this paper I investigate the matrix of transatlantic literary exchange in Vladimir 

N;Hﾗﾆﾗ┗げゲ Lolita ふヱΓヵヵぶ ｷﾐ ﾗヴSWヴ デﾗ ゲ┌ｪｪWゲデ ｴﾗ┘ デｴW ﾐﾗ┗Wﾉげゲ ヴWｴ;Hｷﾉｷデ;デｷﾗﾐ ﾗa an international 

decadent aesthetics constitutes a radical challenge to the American literary establishment in the 

postwar. I begin by identifying the figures of Edgar Allen Poe, Charles Baudelaire and Algernon 

Swinburne as the key constellation for Nabokov in his plotting of Lolitaげゲ ;ﾏHｷ┗;ﾉWﾐデ Wﾐｪ;ｪWﾏWﾐデ 

with the ethics of temporality and artistic autonomy. I then go on to situate Lolitaげゲ Iﾗﾏヮﾗゲｷデｷﾗﾐ 

within debates current in the American academy from the late 1930s to the early 1950s over the 

value of dWI;SWﾐデ ;WゲデｴWデｷIゲ ┘ｷデｴｷﾐ デｴW ﾏﾗSWヴﾐｷゲデ ヮヴﾗﾃWIデ ;ﾐS ;ﾐ┝ｷWデｷWゲ ﾗ┗Wヴ PﾗWげゲ ヮﾉ;IW ┘ｷデｴｷﾐ 

American national literary culture. Read alongside the critical writings of T.S. Eliot, Allen Tate, and 

the New Criticism, Lolita emerges as the risky reinstatement of a transatlantic decadent tradition, in 

┘ｴｷIｴ デｴW a;ｷﾉ┌ヴW ﾗa デWﾏヮﾗヴ;ﾉ ;ﾐS WデｴｷI;ﾉ Iﾗﾐデ;ｷﾐﾏWﾐデ Sｷゲヴ┌ヮデゲ ; Sﾗﾏｷﾐ;ﾐデ ﾐ;ヴヴ;デｷ┗W ﾗa ﾏﾗSWヴﾐｷゲﾏげゲ 

history in American letters. 

 

Introduction 

That Lolita ｷゲ ｷﾐ ﾉ;ヴｪW ヮ;ヴデ ; ﾐﾗ┗Wﾉ さ;Hﾗ┌デ デｷﾏWざ ｷﾐ P;┌ﾉ ‘ｷIﾗ┌Wヴげゲ ゲWﾐゲW ﾗa デｴW デWヴﾏ ｷゲ ヮWヴｴ;ヮゲ 

so obvious that we need reminding of it.1 N;Hﾗﾆﾗ┗げゲ ヱΓヵヵ ﾐﾗ┗Wﾉ ｷゲ ﾐ;ヴヴ;デWd by Humbert Humbert, an 

European literary scholar, who tells of his childhood love for a girl named Annabel Lee, and of his 

attempts to recapture that love as an adult through his sexual relationship with a twelve-year old 
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American named Dolores Haze, or Lolita. Attempting to explain his particular attraction to girl-

childrenが ｴW ┘ヴｷデWゲ デｴ;デ さデｴW ｷSW; ﾗa デｷﾏW ヮﾉ;┞ゲ ゲ┌Iｴ ; ﾏ;ｪｷI ヮ;ヴデ ｷﾐ デｴW ﾏ;デデWヴざ ふNabokov, 1995, 

p.17). This essay revisits Lolitaげs temporalities in order to address their centrality not only to its 

internalised qualities of form, but ;ﾉゲﾗ デﾗ デｴW ﾐﾗ┗Wﾉげゲ ﾐWｪﾗデｷ;デｷﾗﾐゲ ﾗa ﾉｷデWヴ;ヴ┞ ｴｷゲデﾗヴ┞ ;ﾐS ｪWﾗｪヴ;ヮｴ┞く 

Fｷヴゲデﾉ┞ ｷデ ;ヴｪ┌Wゲ デｴ;デ N;Hﾗﾆﾗ┗げゲ デWﾏヮﾗヴ;ﾉ ;WゲデｴWデｷIゲ ｷﾐ Lolita, engaging in constant dialogue with a 

transatlantic constellation of literary decadence, cannot be separated from its ambivalent ethics.2 

Secondly it seeks to restore to the novel its location within historical time に  that is to say within the 

contexts of debates current in American letters during the 1940s and 50s. This renewed encounter 

between Lolita and its temporalities leads us to realise how Nabokov sought to orientate himself 

dialectically in relation to the New Critical discourse then seeking to contain, limit and control the 

volatile legacy of transatlantic decadence. 

 H┌ﾏHWヴデげゲ encounter with Annabel Lee takes place on ;ﾐ さWﾐIｴ;ﾐデWS ｷゲﾉ;ﾐS ﾗa デｷﾏWざ ふp.20), 

and her surrogate, Dolores, ｷゲ ゲ;ｷS デﾗ ヮﾉ;┞ ﾗﾐ ; ゲｷﾏｷﾉ;ヴ さｷﾐデ;ﾐｪｷHﾉW ｷゲﾉ;ﾐS ﾗa Wﾐデヴ;ﾐIWS デｷﾏWざ ふp.18).  

This clearly is not time as we conventionally understand it, either in the Bergsonian sense of organic 

evolution and change or in the sense of chronology. This, rather, is a fantasised closed temporality of 

WﾐSﾉWゲゲ ヴWヮWデｷデｷﾗﾐゲ ;ﾐS ヴWI┞Iﾉｷﾐｪゲく H┌ﾏHWヴデげゲ ｷﾏヮﾗゲゲｷHﾉW ﾗHﾃWIデｷ┗Wが ﾉｷﾆW ゲﾗ ﾏ;ﾐ┞ ﾗa N;Hﾗﾆﾗ┗げゲ 

narrators, is apparently to abolish time altogether, and Lolita is in part the story of his failure to 

achieve this. DﾗﾉﾗヴWゲ ｷﾐW┝ﾗヴ;Hﾉ┞ ;ｪWゲ HW┞ﾗﾐS H┌ﾏHWヴデげゲ デWﾏヮﾗヴ;ﾉ SWaｷﾐｷデｷﾗﾐ ﾗa デｴW ﾐ┞ﾏヮｴWデ, 

eventually escaping him to become a woman and to die in childbirth. This summary tells only half of 

the story however, for it is prWIｷゲWﾉ┞ H┌ﾏHWヴデげゲ a;ｷﾉ┌ヴW デﾗ ;IｴｷW┗W ｴｷゲ ヮﾗゲゲWゲゲｷﾗﾐ ﾗa DﾗﾉﾗヴWゲ ┘ｴｷIｴ 

enables him to write his novel, and to reexperience his desire endlessly, forever on the brink of 

fulfilment. This means tｴ;デ デｷﾏWげゲ ｷﾐW┝ﾗヴ;HﾉW ヮヴﾗｪヴWゲゲ is feared and yet absolutely necessary for the 

ゲデヴ;デWｪｷI ヮ┌ヴゲ┌ｷデ ﾗa H┌ﾏHWヴデげゲ ;WゲデｴWデｷI ｪﾗ;ﾉゲく HW ヴW;ﾉｷゲWゲ デｴｷゲ himself, late in the novel, when he 

;Sﾏｷデゲ デｴ;デ ｴｷゲ さ┘ｷﾉS SWﾉｷｪｴデざ ｷゲ さヮWヴaWIデが ﾃ┌ゲデ HWI;┌ゲW デｴW ┗ｷゲｷﾗﾐ ┘;ゲ ﾃ┌ゲデ ﾗ┌デ ﾗa ヴW;Iｴが ┘ｷデｴ ﾐﾗ 

possibiﾉｷデ┞ ﾗa ;デデ;ｷﾐﾏWﾐデ デﾗ ゲヮﾗｷﾉ ｷデざ ふp.264). This writing, in other words, both desires and evades its 

own fulfilment in time, and exists therefore in a continual state of crisis. This is the paradox of what 
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PWデWヴ WWｷヴ SWゲIヴｷHWゲ ;ゲ さﾗﾐｪﾗｷﾐｪ WﾐSｷﾐｪざ ふヱΓΓヵが ヮくヱΑぶが デｴW ゲデ;デW which characterises decadent 

temporality.3 As we shall see, its eroticised ambivalence suffuses not only Lolita but also a tradition 

of decadent writers including writers such as Edgar Allan Poe and Charles Baudelaire に writers whose 

texts reach for, and hover at, the point of extinction, yet stubbornly persist. Decadent temporality 

demands and revels in this static crisis, with what Vyachelslav Ivanov, the Russian decadent writer 

(himself a translator of Poe and Baudelaire, as well as a point of reference for Nabokov) described as 

さデｴW aWWﾉｷﾐｪが ;デ ﾗﾐIW ﾗヮヮヴWゲゲｷ┗W ;ﾐS W┝ｴｷﾉ;ヴ;デｷﾐｪが ﾗa HWｷﾐｪ デｴW ﾉ;ゲデ ｷﾐ ; ゲWヴｷWゲざ ふPﾗｪｪｷﾗﾉｷが ヱΓヶΒが ヮくヱΑヰぶく 

In what follows, then, Lolitaげゲ decadent temporality serves as an interface between its own 

aesthetic practice and its place in literary history. This is an operation which the novel itself 

foregrounds on several occasions as it simultaneously thematises reified time and the oppressive 

burden of its literary ancestors. This passage comes late in the novel, as Humbert describes the three 

Lolita-less years he spends between her abduction by Quilty and their reunion at Graystar: 

This book is about Lolita; and now I have reached the part which (had I not been forestalled 
H┞ ;ﾐﾗデｴWヴ ｷﾐデWヴﾐ;ﾉ IﾗﾏH┌ゲデｷﾗﾐ ﾏ;ヴデ┞ヴぶ ﾏｷｪｴデ HW I;ﾉﾉWS さDolorès Disparueがざ デｴWヴW ┘ﾗ┌ﾉd be 
little sense in analyzing the three empty years that followed. While a few pertinent points 
have to be marked, the general impression I desire to convey is of a side door crashing open 
ｷﾐ ﾉｷaWげゲ a┌ﾉﾉ aﾉｷｪｴデが ;ﾐS ; ヴ┌ゲｴ ﾗa ヴﾗ;ヴｷﾐｪ Hﾉ;Iﾆ デｷﾏW Sヴﾗ┘ﾐｷﾐｪ ┘ｷデh its whipping wind the cry of 
lone disaster. (pp.253-4) 
 

Tｴｷゲ Hﾉ;Iﾆが ゲｷﾉWﾐIｷﾐｪ デWﾏヮﾗヴ;ﾉｷデ┞ ｷゲ IﾉW;ヴﾉ┞ SｷaaWヴWﾐデｷ;デWS aヴﾗﾏ デｴW さWﾐデヴ;ﾐIWSざ ﾗヴ さWﾐIｴ;ﾐデWSざ デｷﾏW 

ｷﾐ ┘ｴｷIｴ H┌ﾏHWヴデげゲ ｷSW;ﾉｷゲWS Lﾗﾉｷデ; WﾐSﾉWゲゲﾉ┞ ヮﾉ;┞ゲく ‘;デｴWヴが デｴｷゲ ヮ;ゲゲ;ｪW aｷｪ┌ヴWゲ IﾗﾐデｷﾐｪWﾐI┞ ;ゲ a car-

crash, in which the resumption of linear temporality occurs as a disastrous intrusion into the safely 

ゲW;ﾉWS ﾉｷ┗Wゲ ﾗa デｴW ﾉﾗ┗Wヴゲ ゲヮWWSｷﾐｪ デｴヴﾗ┌ｪｴ デｴW ﾐｷｪｴデく DWゲヮｷデW ｴｷゲ ┘ｷゲｴWゲが ｴﾗ┘W┗Wヴが H┌ﾏHWヴデげゲ 

temporal fantasies do not exist in a vacuum, for along with the rush of time which violates his 

hermetic existence comes a fragment of literary history. TｴW ;ﾉﾉ┌ゲｷﾗﾐ デﾗ ヮ;ヴデ ヶ ﾗa Pヴﾗ┌ゲデげゲ In Search 

of Lost Time, The Captive (Albertine disparue, 1925), operates for the reader in several ways. As well 

as participating in the ongoiﾐｪ デｴWﾏW ﾗa H┌ﾏHWヴデげゲ Wヴ┌Sｷデｷﾗﾐが ｷt also creates a thematic parallel 

┘ｴｷIｴ ヮﾗゲｷデｷﾗﾐゲ N;Hﾗﾆﾗ┗げゲ ﾐ;ヴヴ;デﾗヴ ;ﾉﾗﾐｪゲｷSW Pヴﾗ┌ゲデげゲが ｷﾐ ｴｷゲ a;ｷﾉWS Waaﾗヴデゲ デﾗ ヴWﾏﾗ┗W ｴｷゲ IｴｷﾉS-like 

love from time, and in the slippage between sexual and textual desire. Finally though, this passage 
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invites us to understand the intrusion of time and the intrusion of literary history as functioning in 

similar ways, as unwanted but unavoidable constituents of those sexual and textual desires. 

H┌ﾏHWヴデげゲ さaﾗヴWゲデ;ﾉﾉｷﾐｪざ Hy Proust is easily assimilated into the familiar problems associated with 

literary decadence に of the impossibility of originality, the inevitability of arriving too late, and the 

necessity of recycling old forms. These problems, however, also take us back into the heart of 

H┌ﾏHWヴデげゲ ﾗ┘ﾐ ヴWI┞Iﾉｷﾐｪゲ ﾗa Aﾐﾐ;HWﾉ LWWが ;ﾐS his frustrated quest to recapture uniquely his own 

original ふｷデ ｷゲ ﾐﾗデ aﾗヴ ﾐﾗデｴｷﾐｪ デｴ;デ N;Hﾗﾆﾗ┗げゲ ﾉ;ゲデが ┌ﾐaｷﾐｷゲｴWS ﾐﾗ┗Wﾉ ｷゲ WﾐデｷデﾉWS The Original of Laura). 

That literary history and plot engage in this kind of formal mimicry indicates what is at stake here に a 

temporal structure which operates on several levels and which therefore demands that we think 

about Lolita dialectically, considering the interplay of its internalised qualities of form and content 

with its deeply self-conscious positioning within an internationalised American literature of the mid-

twentieth century.  

Late in their relationship, Humbert is troubled by his inability to secure complete 

surveillance of Dolores as shW ヴWゲ┌ﾏWゲ ｴWヴ WS┌I;デｷﾗﾐ ;デ BW;ヴSゲﾉW┞ぎ さﾐﾗ ﾏ;デデWヴ ｴﾗ┘ closely I 

controlled her leisure, there would constantly occur unaccounted-for time leaks with over-elaborate 

W┝ヮﾉ;ﾐ;デｷﾗﾐゲ デﾗ ゲデﾗヮ デｴWﾏ ┌ヮ ｷﾐ ヴWデヴﾗゲヮWIデざ ふp.186). The surveillance and control which Humbert 

attemヮデゲ ｴWヴW ゲヮW;ﾆ ﾐﾗデ ﾗﾐﾉ┞ デﾗ N;Hﾗﾆﾗ┗げゲ W┝ヮWヴｷWﾐIWゲ ﾗa F;ゲIｷゲデ BWヴﾉｷﾐ ｷﾐ デｴW ﾏｷS ヱΓンヰゲが H┌デ ;ﾉゲﾗ デﾗ 

the containment culture of the early Cold War and paranoid concerns about hostile espionage (five 

years after Lolitaげゲ ヮ┌HﾉｷI;デｷﾗﾐ N;Hﾗﾆﾗ┗ ゲWﾐデ AﾉaヴWS HｷデIｴIﾗIk a pitch for a spy thriller involving red 

agents infiltrating America). What particularly interests me here though is the way in which terms 

conventionally associated in this context with spatial containment に the breach of United States 

borders に are temporalised, as if to suggest that there are reasons for securing temporal boundaries 

too. Lolitaげゲ デｷﾏW ﾉW;ﾆゲ ;ヴW デｴﾗゲW ﾏﾗﾏWﾐデゲ ;デ ┘ｴｷIｴ デｴW HﾗヴSWヴゲ ﾗa H┌ﾏHWヴデげゲ WﾐIｴ;ﾐデWS ｷゲﾉ;ﾐS ;ヴW 

HヴW;IｴWSが H┌デ デｴW┞ ;ﾉゲﾗ ﾏ;ヴﾆ N;Hﾗﾆﾗ┗げゲ ゲデヴ;デWｪｷI ｷﾐaｷﾉデヴ;デｷﾗﾐ ﾗa AﾏWヴｷI;ﾐ literary history too に by a 

transatlantic tradition including Edgar Allan Poe, Charles Baudelaire, Algernon Swinburne and Marcel 

Proust. 
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Poe, Baudelaire, and Lolitaげゲ AﾏHｷ┗;ﾉWﾐデ TWﾏヮﾗヴ;ﾉｷデｷWゲ 

PﾗWげゲ ﾉWｪ;I┞ ｷﾐ ﾉｷデWヴ;ヴ┞ ｴｷゲデﾗヴ┞ ｴ;ゲ ;ﾉ┘;┞ゲ HWWﾐ ; IﾗﾐデWﾐデｷﾗ┌ゲ one, particularly in the United 

States, where his sensationalism, politics and scepticism excluded him from the canonical 

development of nineteenth-century transcendentalism. As we will see, there have also been 

ﾐ┌ﾏWヴﾗ┌ゲ ;ﾐ┝ｷWデｷWゲ ;Hﾗ┌デ ｴﾗ┘ さAﾏWヴｷI;ﾐざ PﾗW was, anxieties heightened by the esteem in which 

his reputation has been held in Europe, and especially in France. There Poe was discovered, 

translated and promoted by Charles Baudelaire, before finding avid readers in fin-de-siècle French 

Symbolists such as Stéphane Mallarmé and Paul Valéry, and eventually in Marcel Proust. In Britain, 

Algernon Swinburne found Poe through his friend and correspondent Baudelaire, and wrote to Sara 

Sigourney ‘ｷIW ｷﾐ ヱΒΑヵ ﾗa ｴﾗ┘ さデｴW ｪWﾐｷ┌ゲ ﾗa ESｪ;ヴ Aﾉﾉ;ﾐ PﾗW ｴ;ゲ ┘ﾗﾐ ﾗﾐ デｴｷゲ side of the Atlantic 

such a wide and warm recognitionざ (Carlson, 1966, pp.62-3).  This international matrix within early 

decadence was not lost on Nabokov, who gave Humbert Humbert a part-French father, an English 

mother, and an American lover. It is no secret that all three of these writers are alluded to numerous 

times in Lolita, along with many others. However, when Nabokov wrote the screenplay for Lolita in 

1960, despite having to sacrifice the densely allusive texture of the novel, he took special care to 

create new ways for Poe, Baudelaire and Swinburne to be assimilated into script, indicating the 

centrality of this literary grouping to his vision.  Together, these writers constitute crucial though 

ambivalent sources for Lolitaげゲ デWﾏヮﾗヴ;ﾉ ;WゲデｴWデｷIゲが ;ﾐSが デｴヴﾗ┌ｪｴ デｴ;デが aﾗヴ N;Hﾗﾆﾗ┗げゲ ｷSW;ﾉ ﾗa 

;WゲデｴWデｷI ;┌デﾗﾐﾗﾏ┞ ;ゲ W┝ヮヴWゲゲWS ｷﾐ ｴｷゲ a;ﾏﾗ┌ゲ Wゲゲ;┞ さOﾐ ; Bﾗﾗﾆ EﾐデｷデﾉWS Lolitaくざ 

N;Hﾗﾆﾗ┗ ﾗヴｷｪｷﾐ;ﾉﾉ┞ ｷﾐデWﾐSWS ｴｷゲ ﾐﾗ┗Wﾉ デﾗ HW ﾐ;ﾏWS さGｷﾐﾐ┞がざ ;aデWヴ Vｷヴｪｷﾐｷ; CﾉWﾏﾏが PﾗWげゲ 

child-wife (Nabokov, 1995, p.358n.). The eventual choice of Dolores and its diminutive, Lolita, as 

ﾐ;ﾏWゲ aﾗヴ H┌ﾏHWヴデげゲ SWゲｷヴWS ﾐ┞ﾏヮｴWデが ;ﾐS デｴW ﾐﾗ┗Wﾉ ヴWゲヮWIデｷ┗Wﾉ┞が signals a conscious 

accommodation of Swinburne too.4 Nevertheless, H┌ﾏHWヴデげゲ WﾐIﾗ┌ﾐデWヴ ┘ｷデｴ Aﾐﾐ;HWﾉ LWｷｪｴが SWヴｷ┗WS 

aヴﾗﾏ PﾗWげゲ ┘Wﾉﾉ-known poem, さAﾐﾐ;HWﾉ LWWがざ ヴWﾏ;ｷﾐゲ デｴW SWIｷゲｷ┗W W┗Wﾐデ ｷﾐ ｴｷゲ ﾉｷaWが ;ﾐS デｴ;デ ┘ｴｷIｴ 
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drives the mechanics of the plot ふ;ゲ ┘Wﾉﾉ ;ゲ ヴWヮヴﾗS┌Iｷﾐｪ “┘ｷﾐH┌ヴﾐWげゲ ﾗ┘ﾐ W┗ﾗﾉ┌デｷﾗﾐ ﾗ┌デ ﾗa PﾗWげゲ 

writing). Alfred Appel, Jr., in his annotated edition of Lolita, notes more than twenty allusions to Poe 

ﾗヴ さAﾐﾐ;HWﾉ LWWがざ ﾏﾗヴW H┞ a;ヴ デｴ;ﾐ aﾗヴ ;ﾐ┞ ﾗデｴWヴ ┘ヴｷデWヴ (Nabokov, 1995, p.330n.). Humbert often 

ヮﾉ;┞ゲ ┘ｷデｴ PﾗW ｷﾐ ｴｷゲ ﾐ;ﾏWが I;ﾉﾉｷﾐｪ ｴｷﾏゲWﾉa さESｪ;ヴ Hく H┌ﾏHWヴデざ ふpp.75, 118, 189), and he likens his 

ヴWﾉ;デｷﾗﾐゲｴｷヮ ┘ｷデｴ DﾗﾉﾗヴWゲ デﾗ PﾗWげゲ ┘ｷデｴ デｴW ┞oung Virginia several times (pp.43, 107). On this level it 

ｷゲ ┘ｷデｴ PﾗWげゲ ﾐﾗデﾗヴｷﾗ┌ゲ ﾏ;ヴヴｷ;ｪWが ;ﾐS ┘ｷデｴ ｴｷゲ ヮﾗヮ┌ﾉ;ヴ ヮﾗWﾏが デｴ;デ デｴW ﾏﾗゲデ ﾗH┗ｷﾗ┌ゲ IﾗﾐﾐWIデｷﾗﾐゲ ﾉｷWく 

These simple allusions operate as red-herrings, however, diverting attention from Lolitaげゲ a;ヴ ﾏore 

profound debts to Poe. It is the short stories, and in particular the set dealing with the premature 

SW;デｴゲ ﾗa デｴW ヴWaｷﾐWS ﾐ;ヴヴ;デﾗヴげゲ ﾉﾗ┗Wヴゲが ┘ｴｷIｴ ヮヴﾗ┗ｷSW デｴW ﾏﾗゲデ ｷﾐデWヴWゲデｷﾐｪ ヴWゲﾗﾐ;ﾐIWゲく  WｴWﾐ 

H┌ﾏHWヴデ I;ﾉﾉゲ Aﾐﾐ;HWﾉ ｴｷゲ さSW;S HヴｷSWざ ｴW ｷゲ ヴWaWヴヴｷﾐｪ デﾗ more than simply the poem which provided 

her name に he is also signalling a covert association with the eponymous heroines ﾗa さMﾗヴWﾉﾉ;がざ 

さBWヴWﾐｷIWざ ;ﾐS さLｷｪWｷ;くざ 

Tﾗ ゲ┌ｪｪWゲデ デｴW W┝デWﾐデ ﾗa N;Hﾗﾆﾗ┗げゲ ゲWヴｷﾗ┌ゲ Wﾐｪ;ｪWﾏWﾐデ ┘ｷデｴ PﾗWげゲ ;WゲデｴWデｷIゲが ;ﾐS ┘ｷデｴ デｴW 

ethical problematics which constantly accompany them, we can begin with one of the most 

commonly-discussed and controversial moments in the novel. This is the passage after Humbert 

successfully brings himself to sexual climax, with an apparently ignorant Dolores on his lap. He then 

congratulates himself on preserving her innocence: 

What I had madly possessed was not she, but my own creation, another, fanciful Lolita に 
perhaps, more real than Lolita; overlapping, encasing her; floating between me and her, and 
having no will, no consciousness に indeed, no life of her own. (p.62) 
 

TｴW WIｴﾗWゲ ﾗa PﾗWげゲ ﾐ;ヴヴ;デﾗヴ ｷﾐ さBWヴWﾐｷIWがざ ;ゲ ｴW ﾏWSｷデ;デWゲ ﾗﾐ ｴｷゲ ﾗ┘ﾐ ;Hゲデヴ;Iデｷﾗﾐ ﾗa デｴW ｷSW;ﾉ aヴﾗﾏ 

the material is certainly not coincidental: 

I had seen her に not as the living and breathing Berenice, but as the Berenice of a dream に  
not as a being of the earth, earthy, but as the abstraction of such a being に  not as a thing to 
admire, but to analyze; not as an object of love, but as the theme of a most abstruse 
although desultory speculation. (Poe, 1984b, p.229) 
 

It is not too much to say that the roots of Lolitaげゲ IﾗﾐIWヴﾐ ┘ｷデｴ デｴW WデｴｷI;ﾉ Iﾗゲデゲ ﾗa Sｷ┗ﾗヴIｷﾐｪ デｴW ｷSW;ﾉ 

aヴﾗﾏ デｴW ﾏ;デWヴｷ;ﾉ ﾉｷW ｷﾐ PﾗWげゲ ﾗ┘ﾐ ;WゲデｴWデｷIゲく TｴW Iｴ;ﾉﾉWﾐｪW ヮﾗゲWS H┞ N;Hﾗﾆﾗ┗げゲ ﾐﾗ┗Wﾉが ;ゲ ゲW┗Wヴ;ﾉ 
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critics have argued, lies in the necessity of restoring the material suffering of Dolores, in spite of 

H┌ﾏHWヴデげゲ ;Hゲデヴ;Iデｷﾗﾐが ﾗヴ デﾗ ゲWW デｴW SｷaaWヴWﾐIW HWデ┘WWﾐ DﾗﾉﾗヴWゲ H;┣W デｴW ゲIｴﾗﾗﾉｪｷヴﾉ ;ﾐS Lﾗﾉｷデ; デｴW 

nymphet.5 Iﾐ PﾗWげゲ デ;ﾉW デｴW ﾏ;デWヴｷ;ﾉ BWヴWﾐｷIW IﾗﾏWゲ H;Iﾆ デﾗ ｴ;┌ﾐデ デｴW ﾐ;ヴヴ;デﾗヴ ┘ith some degree of 

vengeance, in the form of her teeth, hacked out from the corpse. Nabokov adopts a riskier strategy 

which places responsibility firmly in the hands of his readers, who have to return the repressed by 

themselves. 

 さBWヴWﾐｷIWがざ さMﾗヴWﾉﾉ;ざ ;ﾐS さLigeiaざ ;ヴW the tales which W. H. Auden, writing an introduction 

デﾗ ; ヱΓヵヰ WSｷデｷﾗﾐ ﾗa PﾗWげゲ ゲWﾉWIデWS ヮヴﾗゲW ふヮ;ヴデ ﾗa デｴW ゲ┌ヴｪW ﾗa ｷﾐデWヴWゲデ ｷﾐ PﾗW H┞ ﾉ;デW ﾏﾗSWヴﾐｷゲデ 

aｷｪ┌ヴWゲ ┘ｴｷIｴ ┘W ┘ｷﾉﾉ SｷゲI┌ゲゲ ﾉ;デWヴぶが I;ﾉﾉWS さゲデﾗヴｷWゲ ﾗa wilful HWｷﾐｪがざ HWI;┌ゲW ﾗa デｴW ﾗHsessional 

consciousnesses which narrate them, and are often described in them (1950, p.vi). In his discussion, 

A┌SWﾐ ｷゲ ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ ｷﾐデWヴWゲデWS ｷﾐ PﾗWげゲ ﾐWWS デﾗ W┝Iﾉ┌SW デｴW ｴｷゲデﾗヴｷI;ﾉ aヴﾗﾏ デｴWゲW ゲデﾗヴｷWゲが ゲ┌ｪｪWゲデｷﾐｪ 

デｴ;デ さデｴｷゲ ﾆｷﾐS ﾗa ｴWヴﾗ ｴ;ゲ ﾐﾗ ｴｷゲデﾗヴ┞ HWI;┌ゲW ｴW ヴWa┌ゲWゲ デﾗ Iｴ;ﾐｪW ┘ｷデｴ デｷﾏWざ ふ1950, p.vii). The 

narrators themselves, as Auden argues, resist time by replacing it with aesthetics に the 

contemplation of beauty. While the books they read remain obediently timeless, however, the 

eponymous heroines ﾗa さBWヴWﾐｷIWがざ さLｷｪWｷ;ざ ;ﾐS さMﾗヴWﾉﾉ;ざ ヴWケ┌ｷヴW デｴW ｷﾐデWヴ┗Wﾐデｷﾗﾐ ﾗa ヮヴWﾏ;デ┌ヴW 

death in order to remove them from the dominion of natural time. In each instance though, some 

form of preservation or resurrection brings about the perseverance of these women within the 

stagnant, decadent time of their lover / narrator. Berenice, mistakenly buried due to the death-like 

nature of her epileptic fits, is dug up by her narrator; Ligeia, after succumbing to disease, is 

ヴWｷﾐI;ヴﾐ;デWS ｷﾐ デｴW HﾗS┞ ﾗa ｴWヴ ﾐ;ヴヴ;デﾗヴげゲ ゲWIﾗﾐS wife; Morella, dying in childbirth, murmurs the 

paradox of decadent time に さI ;ﾏ S┞ｷﾐｪが ┞Wデ ゲｴ;ﾉﾉ I ﾉｷ┗Wざ に before inhabiting the body of her own 

daughter (Poe, 1984b, p.236). 

The point of death に its temporal location に such as it is in these stories, makes very little 

difference to the narrative, for the difference between living and dead states is negligible. What I am 

calling the ambivalence of decadent temporality is given full expression by the curious intermingling 
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of horror and desire directed at the female objects of temporal arrest. The hysterical conclusion of 

さLｷｪWｷ;がざ aﾗヴ ｷﾐゲデ;ﾐIWが ﾗaaWヴゲ ﾐﾗ Iﾉ┌W ;ゲ デﾗ ┘ｴｷIｴ Wﾏﾗデｷﾗﾐ ヮヴWSﾗﾏｷﾐ;デWゲぎ 

さHWヴW デｴWﾐが ;デ ﾉ;ゲデがざ I ゲｴヴｷWﾆWS ;ﾉﾗ┌Sが さI;ﾐ I ﾐW┗Wヴ に can I never be mistaken に these are the 

full, and the black, and the wild eyes に of my lost love に of the lady に of the LADY LIGEIA!ざ 
(Poe, 1984b, p.277) 

 

“ｷﾏｷﾉ;ヴﾉ┞が ｷﾐ さBWヴWﾐｷIWがざ デｴW HWﾉﾗ┗WS ｴWヴﾗｷﾐWげゲ ゲ┌ヴ┗ｷ┗;ﾉ ﾗa ;ﾐ WヮｷﾉWヮデｷI aｷデ ふさゲデｷﾉﾉ HヴW;デｴｷﾐｪが ゲデｷﾉﾉ 

palpitating, still aliveぁざ ぷヱΓΒヴHが ヮく232]) is accompanied by horror at the realization by the narrator 

デｴ;デ ｴWが ｷﾐ ; S;┣W ﾗa ｴｷゲ ﾗ┘ﾐが ｴ;S S┌ｪ ┌ヮ ｴWヴ ｪヴ;┗W ;ﾐS ヴWﾏﾗ┗WS ｴWヴ デWWデｴく さMﾗヴWﾉﾉ;がざ aｷﾐ;ﾉﾉ┞が ｴ;ゲ ｷデゲ 

ﾐ;ヴヴ;デﾗヴ ｷゲゲ┌W ;ﾐ ;ﾏHｷｪ┌ﾗ┌ゲ さﾉﾗﾐｪ ;ﾐS HｷデデWヴ ﾉ;┌ｪｴざ ;ゲ ｴW aｷﾐSゲ デｴW ｪヴ;┗W ﾗa ｴｷゲ SW;S ┘ｷaW Wﾏヮデ┞ 

(1984b, p.239). These endings tell us why it is that these tales could never have assumed any form 

other than the short story, for the narrators themselves forbid narrative progression, existing only in 

; ゲデ;デW ｷﾐ ┘ｴｷIｴ さ┞W;ヴゲ ヴﾗﾉﾉWS ;┘;┞ざ ┘ｷデｴﾗ┌デ Iｴ;ﾐｪW ｷﾐ デｴWｷヴ ゲｷデ┌;tion, or as the narrator of 

さBWヴWﾐｷIWざ SﾗWゲが さﾏ┌ゲW aﾗヴ ﾉﾗﾐｪ unwearied hours, with my attention riveted to some frivolous 

SW┗ｷIW ﾗﾐ デｴW ﾏ;ヴｪｷﾐ ﾗヴ ｷﾐ デｴW デ┞ヮﾗｪヴ;ヮｴ┞ ﾗa ; Hﾗﾗﾆざ ふ1984b, p.227). The only possible climax then, 

is the realization of their own ambivalence to decadent temporality; the mixture of fear and desire 

which always accompanies it. Each ending is an exorcism which rehearses those emotions for the 

narrator, in the hope of laying them to rest, even as he relishes their endless repetition as text. 

The narrative mechanism in Lolitaが ┘ｴｷIｴ ｴ;ゲ H┌ﾏHWヴデげゲ ﾉ┌ゲデ aﾗヴ Dolores predicated on 

attempts to repeat his childhood affair with Annabel Leigh, leaves itself open, in the first instance, to 

a crude Freudian explanation based on traumatic repetition.  This, arg┌;Hﾉ┞が ｷゲ ﾗﾐW ﾗa H┌ﾏHWヴデげゲ 

ゲデヴ;デWｪｷWゲ ﾗa W┝I┌ﾉヮ;デｷﾗﾐく Fヴﾗﾏ デｴW ヮWヴゲヮWIデｷ┗Wが デｴﾗ┌ｪｴが ﾗa PﾗWげゲ SWI;SWﾐデ デWﾏヮﾗヴ;ﾉｷデ┞が H┌ﾏHWヴデ ｷゲ 

デヴ;ﾐゲaｷ┝WS ┘ｷデｴｷﾐ ｴｷゲ さｷゲﾉ;ﾐS ﾗa WﾐIｴ;ﾐデWS デｷﾏWがざ ┌ﾐ;HﾉW デﾗ conceive of temporal progression. 

H┌ﾏHWヴデげゲ ﾗHゲWゲゲｷ┗W ヴWヮWデｷデｷﾗﾐゲが ┘ｴｷch fill the novel, function most obviously in the many Lolitas in 

the text: aside from the obvious Annabel Leigh, precursors include Monique and Valeria (the latter 

;ﾐﾗデｴWヴ ┗ｷIデｷﾏ ﾗa H┌ﾏHWヴデげゲ ┗ｷﾗﾉWﾐIW ;ﾐS I;ﾉﾉﾗ┌ゲﾐWゲゲぶが ┘ｴｷﾉW ゲ┌IIWゲゲﾗヴゲ ｷﾐIﾉ┌SW ‘ｷデ; ;ﾐS ; little girl, 

; さｪﾗﾉSWﾐ-skinned, brown-ｴ;ｷヴWS ﾐ┞ﾏヮｴWデ ﾗa ﾐｷﾐW ﾗヴ デWﾐがざ ┘ｴﾗ ﾏﾗ┗Wゲ ｷﾐデﾗ Cｴ;ヴﾉﾗデデWげゲ ｴﾗ┌ゲW ｷn 
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Ramsdale after her death, with whom Humbert flirts immediately after his supposed moral 

apotheosis (p.288). Even Charlotte herself stands in for DolorWゲ ;ゲ さLﾗデデWﾉｷデ;が LﾗﾉｷデIｴWﾐざ ふp.76). 

Aﾐ WゲゲWﾐデｷ;ﾉ IﾗﾏヮﾗﾐWﾐデ ﾗa PﾗWげゲ ゲデﾗヴｷWゲ ｷゲ デｴW ヮ;ヴ;ﾉﾉWﾉ ヮWヴヮWデ┌;デｷﾗﾐ ﾗa SWI;SWﾐデ デWﾏヮﾗヴ;ﾉｷデ┞ 

Hﾗデｴ ┘ｷデｴｷﾐ デｴW デ;ﾉWげゲ IﾗﾐデWﾐデ ;ﾐS ｷデゲ aヴWﾐ┣ｷWS ヴWデWﾉﾉｷﾐｪが ┘ｴｷIｴ ;IIﾗ┌ﾐデゲ aﾗヴ デｴW ゲﾉｷヮヮ;ｪW HWデ┘WWﾐ 

textual and sexual desire. N;Hﾗﾆﾗ┗げゲ ﾐﾗ┗Wﾉ ;ﾉゲﾗ ;IIﾗﾏﾏﾗS;デWゲ デｴｷゲ デWﾏヮﾗヴ;ﾉ Sﾗ┌Hﾉｷﾐｪが ┘ｴｷIｴ 

superimposes the chronologies of the tale and its telling. This provides one argument against the 

I;ゲW aﾗヴ H┌ﾏHWヴデげゲ ﾏﾗヴ;ﾉ ヴWｴ;Hｷﾉｷデ;デｷﾗﾐ に for how can we take his moral epiphany seriously when he 

then goes on to re-experience, textually, that seduction again, and with such relish alongside the 

shame? Bearing in mind the frenzied, ambivalent descriptions of the living dead which conclude 

PﾗWげゲ ゲデﾗヴｷWゲが ｴﾗ┘ ;ヴW ┘W デﾗ ヴW;S デｴW ﾉ;ゲデ ┘ﾗヴSゲ ﾗa Lolitaぎ さI am thinking of aurochs and angels, the 

secret of durable pigments, prophetic sonnets, the refuge of art. And this is the only immortality you 

and I may share, my Lolitaいざ (p.309)? Bﾗデｴ さMﾗヴWﾉﾉ;ざ ;ﾐS さLｷｪWｷ;ざ WﾐS ┘ｷデｴ デｴWｷヴ ｴWヴﾗｷﾐWげゲ ﾐ;ﾏWゲ ﾗﾐ 

the lips of their narrators too, enacting their continued life. In Lolita though, immortality purports to 

come not through corporeal persistence, but its literary counterpart. As we finish the novel, 

H┌ﾏHWヴデげゲ IﾗﾐIWｷデ ふ;ﾐS ｴW ｷゲ ;ﾐ W┝ヮWヴデ ﾗﾐ PﾗWぶ ｷゲ デｴ;デ ｴW ｷゲ ;ﾉ┘ays about to retell it, about to 

ヮﾗゲゲWゲゲ ｴｷゲ ┞ﾗ┌ﾐｪ ﾐ┞ﾏヮｴWデ ﾗﾐIW ﾏﾗヴWく Iﾐ ｷﾐデWヴ┗ｷW┘が N;Hﾗﾆﾗ┗ ;SﾏｷデデWS デｴ;デ ｴW ｴ;S さヴWﾉｷゲｴWSざ PﾗW 

between the ages of 10 and 15 but that the American later lost his さglamor ;ﾐS デｴヴｷﾉﾉざ (Nabokov, 

1990, pp.42-3). We must admit then, that in allowing Humbert this final decadent flourish, an ending 

that is not one, Nabokov has not entirely left behind this persistent Poe. 

In the novel Lolitaが H┌ﾏHWヴデ ┘ﾗヴﾆゲ ﾗﾐ ; さIﾗﾏヮ;ヴ;デｷ┗W ｴｷゲデﾗヴ┞ ﾗa FヴWﾐIｴ ﾉｷデWヴ;デ┌ヴW aﾗヴ Eﾐｪﾉｷゲｴ-

ゲヮW;ﾆｷﾐｪ ゲデ┌SWﾐデゲざ ふp.32). In the screenplay, in addition to his recurrent affinity for Poe, the theme 

ﾗa H┌ﾏHWヴデげゲ ｷﾐデWヴWゲデ ｷﾐ FヴWﾐIｴ ﾉｷデWヴ;デ┌ヴW ｷゲ SW┗WﾉﾗヮWS ｷﾐ ; ┗Wヴ┞ ゲヮWIｷaｷI SｷヴWIデｷﾗﾐぎ Cｴ;ヴﾉWゲ 

Baudelaire.6 Even more particularly, Humbert is found lecturing on Baudelaire and Poe together 

(Nabokov, 1996, p.728). The question of literary inheritance is precisely what is aデ ゲデ;ﾆW ｷﾐ N;Hﾗﾆﾗ┗げゲ 

engagement with decadent temporality, and in this case the trajectory between Poe and Baudelaire 
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is in clear relief. Ia PﾗW ｪ;┗W a┌ﾉﾉWゲデ W┝ヮヴWゲゲｷﾗﾐ デﾗ ｴｷゲ ｴﾗヴヴﾗヴ ﾗa ﾉｷﾐW;ヴ デWﾏヮﾗヴ;ﾉｷデ┞ ｷﾐ さTｴW Pｷデ ;ﾐS デｴW 

PWﾐS┌ﾉ┌ﾏがざ ｷﾐ ┘ｴｷIｴ デｷﾏWが デﾗ ケ┌ﾗデW N;Hﾗﾆﾗ┗げゲ aヴｷWﾐS H;ヴヴ┞ LW┗ｷﾐ ﾗﾐ デｴｷゲ デ;ﾉWが ｷゲ さデｴW ゲ┘ﾗヴS ﾗa 

D;ﾏﾗIﾉWゲが ┘ｴｷIｴ ｴ;ﾐｪゲ ﾗ┗Wヴ W┗Wヴ┞ ﾏ;ﾐざ ふ1972, p.153), then Baudelaire continues this tradition of 

ゲｷﾐｷゲデWヴ IｴヴﾗﾐﾗヮｴﾗHｷ; ｷﾐ ヮﾗWﾏゲ ゲ┌Iｴ ;ゲ さTｴW CﾉﾗIﾆざ ふさLげHﾗヴﾉﾗｪWざぶく Iﾐ Lolita: A Screenplayが H┌ﾏHWヴデげゲ 

aｷヴゲデ ;Iデｷﾗﾐ ｷゲ デﾗ ゲｴﾗﾗデ ; ｪヴ;ﾐSa;デｴWヴ IﾉﾗIﾆ ｷﾐ Q┌ｷﾉデ┞げゲ UゲｴWヴ-like mansion. Baudelaire however, 

emphasises the omnipotence of the time-ヮｷWIWぎ さSouviens-toi que le Temps est un joueur avide / Qui 

ｪ;ｪﾐW ゲ;ﾐゲ デヴｷIｴWヴが < デﾗ┌デ Iﾗ┌ヮぁ IげWゲデ ﾉ; ﾉﾗｷぁざ (1975, vol. 1, p.81).7 In his personification, Baudelaire 

characterises time as the great thief relentlessly attending the individual: 

 Le Plaiゲｷヴ ┗;ヮﾗヴW┌┝ a┌ｷヴ; ┗Wヴゲ ﾉげｴﾗヴｷ┣ﾗﾐ  
 Ainsi quげ┌ﾐW ゲ┞ﾉヮｴｷSW ;┌ aﾗﾐS SW ﾉ; Iﾗ┌ﾉｷゲゲWき 
 Chaque instant te dévore un morceau du délice 
 À chaque homme accordé pour toute sa saison. (1975, vol.1, p.81)8 

A さゲ┞ﾉヮｴｷSWざ ｷゲ ; ﾐ┞ﾏヮｴ ﾗa デｴW ┘ﾗﾗSゲが ｴWヴW ヮﾉ;┞WS ｷﾐ ; デｴW;デre, disappearing into the wings, as 

Dolores SﾗWゲ Hﾗデｴ ｷﾐ ｴWヴ ヮWヴaﾗヴﾏ;ﾐIW ﾗa さTｴW EﾐIｴ;ﾐデWS H┌ﾐデWヴゲざ ;ﾐS aヴﾗﾏ デｴW ﾐ;ヴヴ;デｷ┗W ｷデゲWﾉa 

after her abduction by Quilty.  

This theatrical motif shows how both Nabokov and Baudelaire evoke a form of pleasure 

which combines aesthetic and erotic stimulation, and which is threatened by chronological time. 

TｴWヴW ｷゲ ;ﾉゲﾗ W┗ｷSWﾐIW aﾗヴ デｴｷゲ ｷﾐ ﾗﾐW ﾗa H┌ﾏHWヴデげゲ デｴヴWW ;ﾉﾉ┌ゲｷﾗﾐゲ デﾗ B;┌SWﾉ;ｷヴW ｷﾐ デｴW ﾐﾗ┗Wﾉ Lolita. 

One of his observations of a nymphet is described in terms borroweS aヴﾗﾏ ﾗﾐW ﾗa N;Hﾗﾆﾗ┗げゲ 

a;┗ﾗ┌ヴｷデWゲ ﾗa B;┌SWﾉ;ｷヴWげゲ ヮﾗWﾏゲが さMﾗヴﾐｷﾐｪ T┘ｷﾉｷｪｴデざ ふさLW CヴYヮ┌ゲI┌ﾉW S┌ ﾏ;デｷﾐざぶぎ9 

I would find the former [Dolores], les yeux perdus, dipping and kicking her long-toed feet in 

the water on the stone edge of which she lolled, while, on either side of her, there crouched 

a brun adolescent whom her russet beauty and the quicksilver in the baby folds of her 

stomach were sure to cause to se tordre に oh Baudelaire! に in recurrent dreams for months 

to come. (p.162) 

 

There is a temporal and erotic network to disentangle in this allusion, which displays the paradoxical 

Iｴ;ヴ;IデWヴｷゲデｷIゲ ﾗa SWI;SWﾐデ デWﾏヮﾗヴ;ﾉｷデ┞く Fｷヴゲデﾉ┞が H┌ﾏHWヴデげゲ ┌ゲW ﾗa さ┘ﾗ┌ﾉSがざ ｴｷゲ Wケ┌ｷ┗;ﾉWﾐデ ﾗa デｴW 

French imparfait favoured by Proust, is a tool which helps him to elide temporal precision, 

suggestive of repetitions without disclosing exactly how many. Despite his attempts to endow his 
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erotic vision with temporal elasticity however, the very details of the images, from DﾗﾉﾗヴWゲげ toes to 

the folds of her stomach, betray デｴWｷヴ ゲｷﾐｪ┌ﾉ;ヴｷデ┞く B;┌SWﾉ;ｷヴWげゲ ヮﾗWﾏ also captures a fleeting instant, 

the momentary passing of night into day, when chronological time and the humdrum exigencies of 

daily life reassert themselves, and attempts to transform it into the permanence of the text. The 

lines providing the source of the allusion runぎ さCげYデ;ｷデ ﾉげｴW┌ヴW ﾗ┍ ﾉげWゲゲ;ｷﾏ SWゲ ヴZ┗Wゲ ﾏ;ﾉa;ｷゲ;ﾐデゲ っ 

TﾗヴS ゲ┌ヴ ﾉW┌ヴゲ ﾗヴWｷﾉﾉWヴゲ ﾉWゲ Hヴ┌ﾐゲ ;SﾗﾉWゲIWﾐデゲざ ふ1975, vol.1, p.103).10 Innocent enough, but for 

H┌ﾏHWヴデげゲ ;WゲデｴWデｷI ゲWﾐゲｷHｷﾉｷデ┞ ┘ｴｷIｴ aｷﾐSゲ ｷﾐ B;┌SWﾉ;ｷヴWげゲ ヮﾗWデヴ┞ ; ﾏW;ﾐゲ H┞ ┘ｴｷIｴ デﾗ ヴW┗ｷ┗W デｴW 

ecstasy of his erotic vision as textual pleasure に さOｴ B;┌SWﾉ;ｷヴWぁざ H┌ﾏHWヴデげゲ ;ヮヮヴﾗヮヴｷ;デｷﾗﾐ ﾗa 

さMﾗヴﾐｷﾐｪ T┘ｷﾉｷｪｴデざ ｷゲ ; ﾏｷゲヴW;Sｷﾐｪ though, for his wilful eroticising of its opening neglects the 

resumption of linear time which marks its development. Here we find, as day breaks on Paris, 

women suffering the pains of childbirth, which is to be the cause of DﾗﾉﾗヴWゲげ own death. The dying in 

デｴW ｴﾗゲヮｷIWゲ さヮﾗ┌ゲゲ;ｷWﾐデ ﾉW┌ヴ SWヴﾐｷWヴ ヴ>ﾉW Wﾐ ｴﾗケ┌Wデゲ ｷﾐYｪ;┌┝ざ ;ﾐS さles débauchés rentraient, brisés 

par leurs travauxざ (1975, vol.1, p.104).11 B;┌SWﾉ;ｷヴWげゲ ゲWﾐゲｷデｷ┗ｷデ┞ デﾗ デｴW ｷﾐW┗ｷデ;HﾉW Iﾗゲデゲ ﾗa SWI;SWﾐデ 

temporality contains within it ; ヮヴﾗヮｴWI┞ ﾗa H┌ﾏHWヴデげゲ ﾗ┘ﾐ a;デWが ;ﾐS デｴ;デ ﾗa ｴｷゲ ┗ｷIデｷﾏく 

Having suggested these ways in which Nabokov draws on Baudelaire in connection to 

SWI;SWﾐデ デWﾏヮﾗヴ;ﾉｷデ┞が ┘W I;ﾐ ﾐﾗ┘ デ┌ヴﾐ デﾗ デｴW FヴWﾐIｴ ヮﾗWデげゲ ┘Wﾉﾉ-ﾆﾐﾗ┘ﾐ Wゲゲ;┞が さTｴW P;ｷﾐデWヴ ﾗa 

MﾗSWヴﾐ LｷaWざ ふさLW PWｷﾐデヴW SW ﾉ; ┗ｷW ﾏﾗSWヴﾐWがざ ヱΒヶンぶ ｷﾐ ﾗヴSWヴ デﾗ ;ヮヮヴWIｷ;デW デｴW W┝デWﾐデ デﾗ ┘ｴｷIｴ デｴW┞ 

held certain ideas abouデ デｷﾏW ;ﾐS ﾉｷデWヴ;デ┌ヴW ｷﾐ Iﾗﾏﾏﾗﾐく HWヴWが B;┌SWﾉ;ｷヴWげゲ SWゲIヴｷヮデｷﾗﾐ ﾗa デｴW flâneur 

sheds some valuable light on Lolitaげゲ デWﾏヮﾗヴ;ﾉ ;WゲデｴWデｷIゲぎ さｴW ｷゲ デｴW ヮ;ｷﾐデWヴ ﾗa デｴW ヮ;ゲゲｷﾐｪ ﾏﾗﾏWﾐデ 

;ﾐS ﾗa ;ﾉﾉ デｴW ゲ┌ｪｪWゲデｷﾗﾐゲ ﾗa WデWヴﾐｷデ┞ ｷデ Iﾗﾐデ;ｷﾐゲざ ふBaudelaire, 1964, p.5). The crucial element of this 

SWaｷﾐｷデｷﾗﾐ ｷゲ デｴW Iﾗﾐﾃ┌ﾐIデｷﾗﾐ さ;ﾐSがざ aﾗヴ B;┌SWﾉ;ｷヴWげゲ flânerie ｷゲ ; Sﾗ┌HﾉW ﾏ;ﾐヱ┌┗Wヴが ┘ｴｷIｴ ヴWケ┌ｷヴWゲ 

the observer to both depict time passing and to isolate the aesthetic object from its temporal 

context in order to distil its essence. One might even suggest that time itself constitutes a second 

aesthetic object for the flâneur, one which might steal the show. With this in mind, we can be sure 

that, if time does steal the show in Lolita ふｷﾐ デｴ;デ ﾐﾗ┗Wﾉが ;ゲ ｷﾐ さTｴW CﾉﾗIﾆがざ デｴW IﾉﾗIﾆ wins every round 

┘ｷデｴﾗ┌デ IｴW;デｷﾐｪぶが ｷデ ｷゲ IWヴデ;ｷﾐﾉ┞ ｷﾐ ゲヮｷデW ﾗa H┌ﾏHWヴデげゲ Waaﾗヴデゲく Aゲ デｴW ;ﾉﾉ┌ゲｷﾗﾐ I SｷゲI┌ゲゲWS ;Hﾗ┗W 
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SWﾏﾗﾐゲデヴ;デWゲが H┌ﾏHWヴデげゲ Wﾏヮｴ;ゲｷゲ ｷゲ upon the process of distillation with which he attempts to 

remove the dross and refuse of time from the immutable essence of his object, at the cost of 

blindness to the possibility of fugitive beauty. Baudelaire further elaborates his argument by offering 

┌ゲ ; SWaｷﾐｷデｷﾗﾐ ﾗa HW;┌デ┞ ｷデゲWﾉaが さ;ﾉ┘;┞ゲ ;ﾐS ｷﾐW┗ｷデ;Hﾉ┞ ﾗa ; Sﾗ┌HﾉW Iﾗﾏヮﾗゲｷデｷﾗﾐざぎ 

an eternal, invariable element, whose quantity it is excessively difficult to determine, and of 

a relative, circumstantial element . . . the age, its fashions, its morals, its emotions. (1964, 

p.3) 

 

In Baudelaire, then, we find one source for the way that Nabokov irﾗﾐｷゲWゲ H┌ﾏHWヴデげゲ I┌ﾉデ┌ヴ;ﾉ Wﾉｷデｷゲﾏが 

expressed through his contempt for the contemporary. In Lolita, the relentless cataloguing of 

American consumer and pop culture of the late 1940s and early 1950s is more than either realist 

period detail or (as some early IヴｷデｷIゲ HWﾉｷW┗WSぶ ; ゲｷｪﾐ ﾗa DﾗﾉﾗヴWゲげ ﾗ┘ﾐ ┗┌ﾉｪ;ヴｷデ┞く Iデ ｷゲ ヴ;デｴWヴ ;ﾐﾗデｴWヴ 

ﾗa デｴW ┘;┞ゲ ｷﾐ ┘ｴｷIｴ デｷﾏW I;ﾐ HW ┌ﾐSWヴゲデﾗﾗS デﾗ ﾉW;ﾆ ｷﾐデﾗ H┌ﾏHWヴデげゲ ｴWヴﾏWデｷI;ﾉﾉ┞ ゲW;ﾉWS ┘ﾗヴﾉSが aﾗヴ 

;ﾉデｴﾗ┌ｪｴ DﾗﾉﾗヴWゲげ ｷﾏﾏWヴゲｷﾗﾐ ｷﾐ ヮﾗヮ┌ﾉ;ヴ I┌ﾉデ┌ヴW ヮヴﾗ┗ｷSWゲ ; ｷﾏヮﾗヴデ;ﾐデ IﾗﾏヮﾗﾐWﾐデ ｷﾐ ｴｷゲ fetishization 

ﾗa ｴWヴが デｴ;デ ゲWIﾗﾐS WﾉWﾏWﾐデ ﾗa B;┌SWﾉ;ｷヴWげゲ aﾗヴﾏ┌ﾉ;が デｴW ;WゲデｴWデｷIゲ ﾗa ﾏ┌デ;Hｷﾉｷデ┞ ｷﾐ デヴWﾐSゲが a;ゲｴｷﾗﾐゲ 

and fads remain firmly beyond his control.  

We have seen then that the ambivalence inherent in the structure of decadent temporality 

is repヴﾗS┌IWS ;デ デｴW ﾉW┗Wﾉ ﾗa N;Hﾗﾆﾗ┗げゲ Wﾐｪ;ｪWﾏWﾐデ ┘ｷデｴ ｷデ ;ﾐS デｴW ┘ヴｷデWヴゲ ｴW ;ゲゲﾗIｷ;デWゲ ┘ｷデｴ ｷデく 

TｴWヴW ｷゲ ;ﾉ┘;┞ゲ ;ﾐ WﾉWﾏWﾐデ ﾗa Iヴｷデｷケ┌W ｷﾐ N;Hﾗﾆﾗ┗げゲ ┌ゲW ﾗa SWI;SWﾐデ ﾉｷデWヴ;ヴ┞ ｴｷゲデﾗヴ┞が ;ﾐS ┞Wデ ｷデ ｷゲ 

apparent that there is also a compulsive need for it manifested in the aesthetic forces which drive 

the novel に the desire for, and failure to achieve, autonomy through temporal control; the resulting 

disorientation; the inviolable necessity of repetition and recycling. It also becomes clear from 

reading Poe and Baudelaire that they conceived of the attempt to master time as not only a 

desperate struggle against a superior power, but also one they were obliged to fight in order to 

retain integrity as autonomous artists. For Baudelaire, the resistance to temporal exigency is 

inseparable from the idea of his vocation, as another comment from the Intimate Journals (Journaux 

Intimes, 1887) indicatesぎ さEvery minute we are crushed by the idea and sense of time. There are only 
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two methods of escaping from this nightmare, of forgetting it: physical pleasure, and work. Pleasure 

┘W;ヴゲ ┌ゲ ﾗ┌デく Wﾗヴﾆ ゲデヴWﾐｪデｴWﾐゲ ┌ゲく LWデ ┌ゲ ﾏ;ﾆW ﾗ┌ヴ IｴﾗｷIWざ ふBaudelaire, 1995, p.70-71). This 

perspective, which effectively locates artistic autonomy as the alternative to oblivion in the struggle 

against time, opens up a second intertextual dimension to Lolita which draws on a slightly different 

aspect of decadent aesthetics に ┘ｴ;デ PﾗW ヴWaWヴヴWS デﾗ ｷﾐ さTｴW PﾗWデｷI PヴｷﾐIｷヮﾉWざ ;ゲ さデｴW ｴWヴWゲ┞ ﾗa The 

Didacticざ ふ1984a, p.75). 

If the parallel between Poe and Humbert is stressed, even laboured, throughout Lolitaが PﾗWげゲ 

ヮヴWゲWﾐIW ┘ｷデｴｷﾐ N;Hﾗﾆﾗ┗げゲ ﾗ┘ﾐ ヮWヴゲﾗﾐ; ｷﾐ さOﾐ ; Bﾗﾗﾆ EﾐデｷデﾉWS Lﾗﾉｷデ;ざ ｷゲ ﾉWゲゲ ﾗaデWﾐ IﾗﾏﾏWﾐデWS ﾗﾐく12 

さI ;ﾏ ﾐWｷデｴWヴ ; ヴW;SWヴ ﾐﾗヴ ; ┘ヴｷデWヴ ﾗa SｷS;IデｷI aｷIデｷﾗﾐが ;ﾐS, SWゲヮｷデW Jﾗｴﾐ ‘;┞げゲ ;ゲゲWヴデｷﾗﾐが Lolita has no 

ﾏﾗヴ;ﾉ ｷﾐ デﾗ┘がざ N;Hﾗﾆﾗ┗ ヮヴﾗデWゲデWS ｷﾐ デｴ;デ Wゲゲ;┞ ふ1995, p.314). These words have been a focal point 

for a number of interesting debates about the ethical implications of the novel.13 What is usually 

neglected though, is the extent to which they, and indeed the whole essay, consciously recapitulate 

a legacy of rhetorical defences against social and political conformism by decadent writers, from 

PﾗWが デｴヴﾗ┌ｪｴ B;┌SWﾉ;ｷヴW ;ﾐS “┘ｷﾐH┌ヴﾐW デﾗ ｷﾐIﾉ┌SWが ﾗHﾉｷケ┌Wﾉ┞が Pヴﾗ┌ゲデく PﾗW ｴｷﾏゲWﾉa ｷSWﾐデｷaｷWS さデｴW 

heresy of the didacデｷIざ に デｴW ヮヴｷﾗヴｷデｷゲｷﾐｪ ﾗa ;ﾐ┞ ﾏﾗヴ;ﾉ ﾗヴ ゲﾗIｷ;ﾉ さﾏWゲゲ;ｪWざ ;Hﾗ┗W デｴW ヮ┌ヴWﾉ┞ ;WゲデｴWデｷI 

quality of the poem に and confirmed this as an absolute principle to be adhered to, even at the cost 

of deviation from truth. Rather than submit to transient socio-political pressures, the poet must 

さゲデヴ┌ｪｪﾉWが H┞ ﾏ┌ﾉデｷaﾗヴﾏ IﾗﾏHｷﾐ;デｷﾗﾐゲ ;ﾏong the things and thoughts of Time, to attain a portion of 

デｴ;デ Lﾗ┗WﾉｷﾐWゲゲ ┘ｴﾗゲW ┗Wヴ┞ WﾉWﾏWﾐデゲが ヮWヴｴ;ヮゲが ;ヮヮWヴデ;ｷﾐ デﾗ WデWヴﾐｷデ┞ ;ﾉﾗﾐWざ ふ1984a, p.77). In his 

essays on Poe, Baudelaire strongly endorsed this autonomous position, and wrote in his letter to 

Swinburne a statement which even more closely ヮヴWaｷｪ┌ヴWゲ N;Hﾗﾆﾗ┗げゲ own in Lolitaぎ さI HWﾉｷW┗W 

simply that . . . all poems, every piece of well-made art, suggest naturally and necessarily a mor;ﾉく Iデげゲ 

デｴW ヴW;SWヴげゲ ;aa;ｷヴく I ﾏ┞ゲWﾉa ゲデヴﾗﾐｪﾉ┞ SｷゲﾉｷﾆW ;ﾐ┞ ｷﾐデWﾐデｷﾗﾐ;ﾉﾉ┞ W┝ヮヴessed moral in a poemざ (Swinburne, 

1959, vol.1, p.88).14 That Lolita SﾗWゲ I;ヴヴ┞ ; ﾏﾗヴ;ﾉ Iｴ;ヴｪWが ｷﾐｴWヴWﾐデ ｷﾐ N;Hﾗﾆﾗ┗げゲ ;WゲデｴWデｷIゲが H┌デ 

requiring the active participation of the reader, is an argument made convincingly by Richard Rorty, 

;ﾐS ﾏﾗヴW ヴWIWﾐデﾉ┞ H┞ LWﾉ;ﾐS SW ﾉ; D┌ヴ;ﾐデ;┞Wく Iデ ｴｷﾐｪWゲ ﾗﾐ デｴW ┘ﾗヴSゲ さｷﾐ デﾗ┘がざ ┘ｷデｴ ┘ｴｷIｴ N;Hﾗﾆﾗ┗ 
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qualifies his statement, for according to this argument, the moral dimension of the work is 

absolutely ｷﾐゲWヮ;ヴ;HﾉW aヴﾗﾏ ｷデゲ ヮ┌ヴWﾉ┞ ;WゲデｴWデｷI ﾗHﾃWIデｷ┗Wゲく N;Hﾗﾆﾗ┗げゲ ┘;y of explaining this has 

become probably his most well-known comment on Lolita:  

For me a work of fiction exists only insofar as it affords me what I shall bluntly call aesthetic 

bliss, that is a sense of being somehow, somewhere, connected with other states of being 

where art (curiosity, tenderness, kindness, ecstasy) is the norm. (Nabokov, 1995, pp.314-15) 

 

Despite the familiarity of these words, critics (with one exception15) have not taken account of the 

a;Iデ デｴ;デ ┘ｴ;デ ｴ;ゲ HWIﾗﾏW ﾗﾐW ﾗa N;Hﾗﾆﾗ┗げゲ SWaｷﾐｷデｷ┗W ゲデ;デWﾏWﾐデゲ ﾗﾐ ｴｷゲ ;WゲデｴWデｷIゲ ｷゲ ｷﾐ a;Iデ ;ﾐ 

instance of allusion; an engagement with literary history referring to Pヴﾗ┌ゲデげゲ In Search of Lost Time, 

┘ｴｷIｴ ｷﾐ デ┌ヴﾐ ヴW;IｴWゲ SｷヴWIデﾉ┞ デﾗ PﾗWげゲ ヴWaﾉWIデｷﾗﾐゲ ｷﾐ さTｴW PﾗWデｷI PヴｷﾐIｷヮﾉWくざ TｴW ヮ;ゲゲ;ｪW ｷﾐ ケ┌Wゲデｷﾗﾐ 

is a meditation on the death of the aesthete and writer Bergotte, a friend of the narrator. Marcel 

wonders at the motivations for selfless acts of kindness, or for the time and effort spent by artists on 

デｴWｷヴ ┘ﾗヴﾆが ヴW;ゲﾗﾐｷﾐｪ デｴ;デ デｴWゲW さゲWWﾏ デﾗ HWﾉﾗﾐｪ デﾗ ; SｷaaWヴWﾐデ ┘ﾗヴﾉSが ; ┘ﾗヴﾉS H;ゲWS ﾗﾐ ﾆｷﾐSﾐWゲゲが 

scrupulousness, self-sacrifice, a world entirely different from this one and which we leave in order to 

be born again on this earth, before returning there to live once againざ (1996, vol.5, p.208). LｷﾆW PﾗWげゲ 

;ゲゲWヴデｷﾗﾐゲが Pヴﾗ┌ゲデげゲ ヮ;ゲゲ;ｪW ﾏ;ﾆWゲ デｴW IﾗﾐﾐWIデｷﾗﾐ HWデ┘WWﾐ ;ヴデｷゲデｷI IﾗﾏﾏｷデﾏWﾐデ ;ﾐS デｴW a┌デｷﾉW H┌デ 

necessary struggle against time, arguing that only the obligations contracted in a ideal artistic (and 

デｷﾏWﾉWゲゲぶ ┘ﾗヴﾉS I;ﾐ ;IIﾗ┌ﾐデ aﾗヴ デｴW さ;デｴWｷゲデ ;ヴデｷゲデがざ ┘ｴﾗ さHWｪｷﾐぷゲへ ﾗ┗Wヴ ;ｪ;ｷﾐ ; ゲIﾗヴW ﾗa デｷﾏWゲ ; ヮｷWIW 

of work the admiration aroused by which will matter little to his worm-W;デWﾐ HﾗS┞ざ ふ1996, vol.5, 

p.208).  

Despite the important ways in which Nabokov inflects and modifies his allusion to Proust, 

N;Hﾗﾆﾗ┗げゲ ｪWゲデ┌ヴWゲ デﾗ┘;ヴSゲ ﾉｷデWヴ;ヴ┞ ｴｷゲデﾗヴ┞ ;デ デｴW Iヴ┌Iｷ;ﾉ ﾏﾗﾏWﾐデ ﾗa ｴｷゲ ﾃ┌ゲデｷaｷI;デﾗヴ┞ ヮﾗﾉWﾏｷI ゲｴﾗ┌ﾉS 

not be underestimated. In Lolita, he reaches for decadent temporal aesthetics not just in his creation 

of デｴW ﾐﾗ┗Wﾉげゲ ヮヴﾗデ;ｪﾗﾐｷゲデ ;ﾐS デｴW WゲゲWﾐデｷ;ﾉ ヮﾉﾗデが ﾐﾗヴ ﾗﾐﾉ┞ ｷﾐ デｴW ゲデヴ┌Iデ┌ヴ;ﾉ ヮヴｷﾐIｷヮﾉWゲ ┘ｴｷIｴ ﾗヴｪ;ﾐｷゲW 

it, but also in his ethical justification of it. Any account of Lolita ┘ｴｷIｴ IｷデWゲ N;Hﾗﾆﾗ┗げゲ Wﾐｪ;ｪWﾏWﾐデ 

with decadence as either a condemnation of its aesthetic premises, or as an endorsement of them, 
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has not realised the ambivalence which resides there. The novel gives expression to decadent 

temporality, offering the potential for its critique at the same time as it relies upon its seductive 

principles for inducing pleasure in the reader. It evokes Poe and Baudelaire as complicit in the 

ゲ;デｷゲa;Iデｷﾗﾐ ﾗa H┌ﾏHWヴデげゲ ヮWヴ┗WヴデWS ゲW┝┌;ﾉ SWゲｷヴWゲ ;デ デｴW ゲ;ﾏW デｷﾏW ;ゲ ｷデ ヴWIヴ┌ｷデゲ デｴWﾏ デﾗ デｴW 

SWaWﾐIW ﾗa デｴW ﾐﾗ┗Wﾉげゲ WデｴｷI;ﾉ ｷﾐデWｪヴｷデ┞く Iデ ヮヴﾗIﾉ;ｷﾏゲ SWI;SWﾐIW デﾗ HW ゲデ┌Iﾆ ｷﾐ a reductive cycle of 

repetition and cliché and at the same time hauls it out of the nineteenth century to renovate it, 

HWIﾗﾏｷﾐｪ ﾗﾐW ﾗa デｴW IWﾐデ┌ヴ┞げゲ ﾏﾗゲデ ヮﾗヮ┌ﾉ;ヴ ;ﾐS IヴｷデｷI;ﾉﾉ┞ ;IIﾉ;ｷﾏWS aｷIデｷﾗﾐゲく It constitutes a demand 

for the reader to reenter the debate about the value of decadent temporal aesthetics after Eliot and 

the New Criticism pronounced it closed. 

 

Lolita and the New Critical response to Decadence 

D┌ヴｷﾐｪ デｴW ヱΓヴヰゲ ;ﾐS W;ヴﾉ┞ ヱΓヵヰゲが ｷﾐ デｴW ┞W;ヴゲ ｷﾏﾏWSｷ;デWﾉ┞ aﾗﾉﾉﾗ┘ｷﾐｪ N;Hﾗﾆﾗ┗げゲ ;ヴヴｷ┗;ﾉ ｷﾐ 

the United States in 1941, there was a marked period of interest within the American literary 

academy in Edgar Allan Poe. This was noticeable across a range of critics, many of whom, such as 

Harry Levin, Edmund Wilson, Yvor Winters and Allen Tate, were known personally to Nabokov. There 

are several common strands to be discerned in these texts which deal with Poe, converging on an 

anxiety over where to place him within the canons of modernism and American literature. On one 

hand  there was confusion over whether to place Poe within the context of American literary history, 

as Edmund Wilson (1942) and, earlier, William Carlos Williams suggested (1966, pp.216-233), or 

within a European tradition culminating in Valéry, as Eliot argued (1965, pp.27-42). New Critical 

attWﾏヮデゲ ;デ SWﾉｷﾐW;デｷﾐｪ ;ﾐ AﾏWヴｷI;ﾐ I;ﾐﾗﾐ I;ヮ;HﾉW ﾗa ﾏﾗ┌ﾐデｷﾐｪ ; Iｴ;ﾉﾉWﾐｪW デﾗ デｴWｷヴ ﾐ;デｷﾗﾐげゲ ┌ﾐｷケ┌W 

conditions of social modernity were Iﾗﾐaﾗ┌ﾐSWS H┞ PﾗWげゲ ヴWゲﾗﾉ┌デW Iﾗゲﾏﾗヮﾗﾉｷデ;ﾐｷゲﾏく On the other 

hand, Poe was the focus of a concern with the possibility and desirability of artistic autonomy, which 

ｷゲ Iﾗ┌IｴWS ｷﾐ デWヴﾏゲ ﾗa デｴW さヮ┌ヴｷデ┞ざ ﾗヴ さｷﾏヮ┌ヴｷデ┞ざ ﾗa ヮﾗWデヴ┞く Iﾐ デｴｷゲ ゲWﾐゲWが PﾗW ┘;ゲ デｴW ｪヴﾗ┌ﾐS ﾗ┗Wヴ 
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which American critics negotiated the definitions of literary modernism and its relationship to 

society. Finally, fear of influence is implicit in much of the writing about Poe; the apparently 

デヴﾗ┌Hﾉｷﾐｪ ヮﾗゲゲｷHｷﾉｷデ┞ デｴ;デ ;ﾐ WﾉWﾏWﾐデ ﾗa PﾗWげゲ ;WゲデｴWデｷIゲ ﾏ;┞ ｴ;┗W aｷﾉデWヴWS Sﾗ┘ﾐ ｷﾐデﾗ デｴW ;ヴデｷゲデげゲ own 

practice, without their full consciousness. These, as I have suggested, are all concerns which are 

addressed by Nabokov in Lolita, which although taking the form of a novel, performs a job of 

criticism for its author, allowing him to express the complexity and ambivalence of his own 

perspective on decadence in literary history and evolution in a way he never could in any other 

ﾏWSｷ┌ﾏく Iﾐ ┘ｴ;デ aﾗﾉﾉﾗ┘ゲ I ゲ┌ｪｪWゲデ デｴ;デ aﾗ┌ﾐS;デｷﾗﾐ;ﾉ ﾐﾗデｷﾗﾐゲ ﾗa ﾉｷデWヴ;デ┌ヴWげゲ ヴWﾉ;デｷﾗﾐゲｴｷヮ デﾗ デｷﾏW ;ﾐS 

to politics are at stake in this ideological nexus developing around Poe and decadence in mid-

twentieth century America. The uncertain possibility of literary progress and development within 

time which vexed decadent aesthetics was still (perhaps most?) in evidence in this period, haunting 

the remnants of the modernist project.  

Yvor Winters, with whom Nabokov socialised several times in the early 1940s (Boyd, 1991, 

p.33), wrote an essay entitled さESｪ;ヴ Aﾉﾉ;ﾐ PﾗWぎ A Cヴｷゲｷゲ ｷﾐ デｴW Hｷゲデﾗヴ┞ ﾗa AﾏWヴｷI;ﾐ OHゲI┌ヴ;ﾐデｷゲﾏざ for 

American Literature in 1937, which constituted a sustained attack on the very idea of taking Poe 

seriously. The discourse of security and breach is immediately apparent in the essay, as Winters 

worries that the American literary establishment has failed in its job to safeguard the purity of the 

canon:  

Poe has long passed casually with me and with most of my friends as a bad writer 
accidentally and temporarily popular; the fact of the matter is, of course, that that he has 
been pretty effectually established as a great writer while we have been sleeping. (Carlson, 
1966, pp.176-7) 
 

The fear here is of a leak in time, which has permitted Poe to escape the supposedly safe confines of 

his historically-specific popularity to infiltrate the present. This is a concern that Winters shares with 

Allen Tate, and which Nabokov exploits in Lolita by locating Poe at the very centre of his aesthetic 

strategies.  
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AﾉﾉWﾐ T;デW ┘;ゲ ﾗﾐW デｴW aｷヴゲデ AﾏWヴｷI;ﾐ Iｴ;ﾏヮｷﾗﾐゲ ﾗa N;Hﾗﾆﾗ┗げゲ ┘ﾗヴﾆが ;ﾐS ┘;ゲ ヴWゲヮﾗﾐゲｷHﾉW 

for the publication of Bend Sinister ふヱΓヴΑぶが ｴｷゲ aｷヴゲデ AﾏWヴｷI;ﾐ ﾐﾗ┗Wﾉく Iﾐ ヱΓヴΓ ;ﾐS ヱΓヵヱ ｴW ┘ヴﾗデW さO┌ヴ 

Cﾗ┌ゲｷﾐ Mヴく PﾗWざ ;ﾐS さTｴe Angelic Imagination,ざ two essays in which one of the leading figures of the 

conservative New Critical establishment addressed the vexed question of PoWげゲ ﾉWｪ;I┞く TｴW ﾏﾗゲデ 

striking ;ゲヮWIデ ﾗa デｴWゲW Wゲゲ;┞ゲ ｷゲ T;デWげゲ ;ﾐ┝ｷWデ┞ ﾗ┗Wヴ ┘ｴ;デ デﾗ do with Poe, as if his persistence within 

IヴｷデｷI;ﾉ SWH;デW ;ﾐS ヮﾗWデｷI ヮヴ;IデｷIW ┘;ゲ ;ﾐ WﾏH;ヴヴ;ゲゲﾏWﾐデ ┘ｴｷIｴ ﾐWWSWS W┝ヮﾉ;ｷﾐｷﾐｪ ;┘;┞ぎ さFﾗヴ 

Americans, as perhaps for most modern men, he is with us like a dejected cousin: we may けplaceげ 

him but we may not exclude him frﾗﾏ ﾗ┌ヴ Hﾗ;ヴSざ (Tate, 1955, p.134). An admission of literary 

kinship then, but not a direct one. It is with a reluctant act of inclusion, Tate suggests, that Poe may 

be admitted to デｴW I┌ヴヴWﾐデ さHﾗ;ヴSざ ﾗa デｴW ﾉｷデWヴ;ヴ┞ WﾉｷデWく In an essay saturated with ambivalence, that 

ヮｴヴ;ゲW さ;ゲ ヮWヴｴ;ヮゲ aﾗヴ ﾏﾗゲデ ﾏﾗSWヴﾐ ﾏWﾐざ ｷゲ ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ デWﾉﾉｷﾐｪが aﾗヴ T;デWげゲ PﾗW W┝ｷゲデゲ ｷﾐ ; さヮWI┌ﾉｷ;ヴ 

ヮﾉ;IWがざ ;ﾐ ｷﾐデWヴゲWIデｷﾗﾐ ﾗa “ﾗ┌デｴWヴﾐ AﾏWヴｷI;ﾐ ヴWｪｷﾗﾐ;ﾉｷゲﾏ ┘ｷデｴ デｴW HWｪｷﾐﾐｷﾐｪゲ ﾗa ; デヴ;ﾐゲﾐ;デｷﾗﾐ;ﾉ 

modernist tradition of high literary culture, and it is partly this geographical indeterminism which 

makes him the object of such anxiety. This is not simply a matter of spatial location, however, for 

T;デWげゲ ┘;┞ ﾗa ﾃ┌ゲデｷa┞ｷﾐｪ his castrating acceptance of ｴｷゲ さSWﾃWIデWS Iﾗ┌ゲｷﾐざ Poe is primarily temporal. 

Iﾐ さTｴW AﾐｪWﾉｷI Iﾏ;ｪｷﾐ;デｷﾗﾐざ ｴW ┘ヴｷデWゲ デｴ;デ さPﾗW ｷゲ デｴW デヴ;ﾐゲｷデｷﾗﾐ;ﾉ aｷｪ┌ヴW ｷﾐ ﾏﾗSWヴﾐ ﾉｷデWヴ;デ┌ヴW 

because he discovered our great subject, the disintegration of personality, but kept it in a language 

that had developed in a traSｷデｷﾗﾐ ﾗa ┌ﾐｷデ┞ ;ﾐS ﾗヴSWヴざ ふ1955, pp.118-19). The problem here is the 

ヴWﾉ;デｷﾗﾐゲｴｷヮ ﾗa デｴW ヮ;ゲデ デﾗ デｴW ヮヴWゲWﾐデが ;ﾐS PﾗWげゲ ﾗﾐﾉ┞ ┗;ﾉ┌W ｷゲ デｴ;デ ｴW ｴ;ヮヮWﾐWS ┌ヮﾗﾐ さour great 

subjectざ ぷﾏ┞ Wﾏヮｴ;ゲｷゲへ, ゲﾗ ;ﾉデｴﾗ┌ｪｴ ｴW I;ﾐ HW ;ゲゲｷﾏｷﾉ;デWS ｷﾐデﾗ T;デWげゲ ﾉｷデWヴ;ヴ┞ ｴｷゲデﾗヴｷI;ﾉ ﾐ;ヴヴ;デｷ┗W 

there is a very strong sense of the authority of the present acting upon and ordering the past rather 

than the other way round. The only way that Poe can assert himself upon the present is through his 

refusal to grant relief by disappearing.  

It is hardly coincidental that Nabokov reproduces the tension between American regionalism 

;ﾐS ﾏﾗSWヴﾐｷゲデ Iﾗゲﾏﾗヮﾗﾉｷデ;ﾐｷゲﾏ ｷﾐ ｴｷゲ ﾗ┘ﾐ さESｪ;ヴ Hく H┌ﾏHWヴデがざ ;ゲ デｴW E┌ヴﾗヮW;ﾐ ;WゲデｴWデW WﾏH;ヴﾆゲ 

on his road-デヴｷヮ ┘ｷデｴ DﾗﾉﾗヴWゲが ;ヴﾗ┌ﾐS デｴW さIヴ;┣┞ ケ┌ｷﾉデ ﾗa aﾗヴデ┞-eight statesざ (p.152) from New 
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England to the South West, California and, of course, Dixie. Temporally though, Nabokov, like Tate, is 

ゲWﾐゲｷデｷ┗W デﾗ PﾗWげゲ ヮWヴゲｷゲデWﾐIWが デﾗ デｴW W┝デWﾐデ デｴ;デ Aﾐﾐ;HWﾉ LWW っ LWｷｪｴ ｴ;┌ﾐデゲ Hﾗデｴ ｴｷゲ ﾗ┘ﾐ ;ﾐS 

H┌ﾏHWヴデげゲ IﾗﾐゲIｷﾗ┌ゲﾐWゲゲWゲ ;aデWヴ デｴWｷヴ aﾗヴﾏ;デｷ┗W W┝ヮWヴｷWﾐIWゲ ｷﾐ youth. The notion of transition 

across time then is very important in their SW;ﾉｷﾐｪゲ ┘ｷデｴ PﾗWく Hﾗ┘W┗Wヴが ┘ｴｷﾉW T;デW W┝I┌ゲWゲ PﾗWげゲ 

shortcomings through a historicising perspective に right ideas, wrong period に N;Hﾗﾆﾗ┗げゲ デW┝デ 

positions itself as the dynamic historical agent, importing Poe wholesale (from caricature through to 

complex literary intellectual) into the present and facilitating his critique in the hands of the reader. 

In doing this he assimilates him into the novel with the attendant contradictions and uncertainties 

intact. Nabokov, in other words, rescues Poe from his languishing condition in history, where Tate 

has securely positioned him, and brings him into the present to occupy centre stage in the unstable 

late modernist drama.  

This is a drama that not only Tate, but also Cleanth Brooks and Robert Penn Warren, had 

tried to exclude Poe from.16 The idea that Poe was overly concerned with the sound of his poetry, 

and was consequently negligent to the meaning of the words, allowing them to develop an existence 

ｷﾐSWヮWﾐSWﾐデ デﾗ さヴW;ﾉｷデ┞がざ ┘;ゲ ;ﾐ ;ヴｪ┌ﾏWﾐデ a;ﾏｷﾉｷ;ヴ デﾗ デｴW NW┘ CヴｷデｷIゲ aヴﾗﾏ Eﾉｷﾗデげゲ Iヴｷデｷケ┌W ｷﾐ 

さ“┘ｷﾐH┌ヴﾐW ;ゲ PﾗWデざ ふヱΓヲヰぶが ｷﾐ ┘ｴｷIｴ ｴW Iﾉ;ｷﾏWS デｴ;デ ﾉ;ﾐｪ┌;ｪW ;ﾐS ｷデゲ ﾗHﾃWIデ  

are identified in the verse of Swinburne solely because the object had ceased to exist, 

because the meaning is merely the hallucination of meaning, because language, uprooted, 

has adapted itself to an independent life of atmospheric nourishment. (Eliot, 1932, p.313) 

 

Eliot goes on to make a similar attack on Poe in his later Wゲゲ;┞が さFヴﾗﾏ PﾗW デﾗ V;ﾉYヴ┞がざ Iﾉ;ｷﾏｷﾐｪ デｴ;デ 

さ;ﾐ ｷヴヴWゲヮﾗﾐゲｷHｷﾉｷデ┞ デﾗ┘;ヴSゲ デｴW ﾏW;ﾐｷﾐｪ ﾗa ┘ﾗヴSゲ ｷゲ ﾐﾗデ ｷﾐaヴWケ┌Wﾐデ ┘ｷデｴ PﾗWざ ふEliot, 1965, p.32). 

Meanwhile, Brooks and Warren follow up their critique of Poe by charging Swinburne, and 

ゲヮWIｷaｷI;ﾉﾉ┞ さDﾗﾉﾗヴWゲざ ┘ｷデｴ デｴW ゲ;ﾏW a;┌ﾉデ ふ1976, p.547). 

We can begin to discern here a conflict which Nabokov was very much involved with, over 

the possibility of, and costs of, aesthetic autonomy. We have already seen how Lolitaげゲ Wﾐｪ;ｪWﾏWﾐデ 

with decadent temporality through Poe and Baudelaire was fundamentally concerned with this 
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conflict. It is also worth noting that the criticisms levelled at Swinburne and Poe by Eliot and the New 

Critics are repeatedly placed at the centre of the ongoing debate about the ethical dimension of 

Lolitaく KｷﾐｪゲWﾉ┞ Aﾏｷゲが ｷﾐ ﾗﾐW ﾗa デｴW ﾏﾗゲデ ｷﾐデWヴWゲデｷﾐｪ ﾗa デｴW W;ヴﾉ┞ ヴW┗ｷW┘ゲが ┘ヴﾗデW デｴ;デ さデｴWヴW IﾗﾏWゲ ; 

point where the atrophy of moral sense, evident throughout the book, finally leads to dullness, 

fatuity and unrealityざ ふP;ｪWが ヱΓΒヲが ヮくヱヰヵ, my emphasis). In more recent reassessments, in particular 

PｷaWヴげゲ ;ﾐS ‘ﾗヴデ┞げゲが ｷデ ｷゲ ヮヴWIｷゲWﾉ┞ デｴW ヴW;SWヴげゲ ヴW;ﾉｷ┣;デｷﾗﾐ ﾗa デｴW ┌ﾐヴW;ﾉｷデ┞ ﾗa H┌ﾏHWヴデげゲ ゲﾗﾉｷヮゲｷゲデｷI 

デW┝デ┌;ﾉ ┘ﾗヴﾉSが ﾉW;Sｷﾐｪ ｷデゲ ふデﾗ ┌ゲW Eﾉｷﾗデげゲ SWゲIヴｷヮデｷﾗﾐ ﾗa “┘ｷﾐH┌ヴﾐWぶ さｷﾐSWヮWﾐSWﾐデ ﾉｷaW ﾗa ;デﾏﾗゲヮｴWヴｷI 

nﾗ┌ヴｷゲｴﾏWﾐデざ ┘ｴｷIｴ ﾗヮWﾐゲ デｴW Sﾗﾗヴ aﾗヴ デｴWﾏ ｷﾐデﾗ ;ﾐ WデｴｷI;ﾉ ヴW;Sｷﾐｪが H┞ SWﾏ;ﾐSｷﾐｪ ; ヴWIﾗﾐゲデヴ┌Iデｷﾗﾐ 

ﾗa デｴW さヴW;ﾉざ DﾗﾉﾗヴWゲ ;ﾐS ｴWヴ ゲ┌aaWヴｷﾐｪく Y┗ﾗヴ WｷﾐデWヴゲ Iﾉ;ｷﾏWS ﾗa PﾗW デｴ;デ さデｴW ヴWｪｷﾗﾐ ｷﾐ ┘ｴｷIｴ ｴ┌ﾏ;ﾐ 

experience is understood in moral terms and emotion . . . appears デﾗ ｴ;┗W HWWﾐ IﾉﾗゲWS デﾗ PﾗWがざ ;ﾐS 

that the exaltation ﾗa PﾗWげゲ Waaﾗヴデゲ デﾗ ;ヮヮヴﾗ;Iｴ HW;┌デ┞ さｷゲ ﾐﾗデ ; ﾏﾗヴ;ﾉ W┝;ﾉデ;デｷﾗﾐが ﾐﾗデ デｴW ヴWゲ┌ﾉデ ﾗa 

the intelligence and of character, but is the ヴWゲ┌ﾉデ ﾗa ﾏ;ﾐｷヮ┌ﾉ;デｷﾗﾐ ;ﾐS ﾗa デヴｷIﾆWヴ┞ざ ふCarlson, 1966, 

pp.196, 184-5). One way of reading Lolita, then, is as a response to this understanding of literaデ┌ヴWげゲ 

moral obligations, a challenge directed at the reader to access that same region of ethics which 

seemed so distant to the artist. To achieve this is to read through HumbWヴデげゲ ﾗ┘ﾐ ﾏ;ﾐｷヮ┌ﾉ;デｷﾗﾐ ;ﾐS 

trickery. 

Aデ デｴｷゲ ヮﾗｷﾐデが ヴW;Sｷﾐｪ Eﾉｷﾗデげゲ Wゲゲ;┞ゲ ﾗﾐ B;┌SWﾉ;ｷヴW ;ﾐS ﾗﾐ PﾗWげゲ ﾉWｪ;I┞ ┘ｷﾉﾉ ｴWﾉヮ デﾗ Iﾉ;ヴｷa┞ 

W┝;Iデﾉ┞ ｴﾗ┘ N;Hﾗﾆﾗ┗げゲ ヴWゲヮﾗﾐゲW デﾗ デｴW ﾏﾗSWヴﾐｷゲデ Iヴｷデｷケ┌W ﾗa SWI;SWﾐIW ｷゲ ヮヴWSｷI;デWS ﾗﾐ ｴｷゲ ヴW;Sｷﾐｪ 

of decadent temporality. DeゲヮｷデW N;Hﾗﾆﾗ┗げゲ ヮヴﾗaWゲゲWS ｷﾐSｷaaWヴWﾐIW デﾗ Eﾉｷﾗデ ふNabokov, 1990, p.43), 

nothing could be further than the truth. He wrote to Edmund Wilson in April 1950, just as he was 

beginning to compose Lolitaが デｴ;デ ｴW ｴ;S さHWWﾐ ﾉﾗﾗﾆｷﾐｪ デｴヴﾗ┌ｪｴ Eﾉｷﾗデげゲ ┗;ヴｷﾗ┌ゲ ┘ﾗヴﾆゲ ;ﾐS reading 

that collection of critical articles about him and am now more certain than ever that he is a fraud 

;ﾐS ; a;ﾆWざ ふNabokov, 2001, p.263).  Nabokov was compulsively drawn to Eliot during his American 

years, despite the strong dislike he expressed towards him. It is worth noting that Eliot is the poet 

H┌ﾏHWヴデ ﾏﾗゲデ ヴWゲWﾏHﾉWゲ ｷﾐ ｴｷゲ ゲデ┞ﾉWが HWｷﾐｪ ヮ;ヴﾗSｷWS ゲW┗Wヴ;ﾉ デｷﾏWゲ ｷﾐ H┌ﾏHWヴデげゲ ﾗ┘ﾐ ┗WヴゲWく17 

Nabokov continually engages with Eliot in all his major American fiction through allusion and parody, 
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but also through offering a model of literary history, and of late modernist aesthetics, which seems 

to consciously offer an alternative to the figure he mockingly nicknamed さ‘W┗く Eﾉｷﾗデざ ふNabokov, 

2001, p.240).18 

Iﾐ さB;┌SWﾉ;ｷヴWがざ ﾉｷﾆWﾉ┞ ﾗﾐW ﾗa デｴW Wゲゲ;┞ゲ ┘ｴｷIｴ N;Hﾗﾆﾗ┗ had read in 1950, Eliot dwells at 

ﾉWﾐｪデｴ ﾗﾐ デｴW FヴWﾐIｴ ヮﾗWデげゲ ヴWﾉ;デｷﾗﾐゲｴｷヮ デﾗ デｷﾏW ;ﾐS ｴｷゲデﾗヴ┞く Fｷヴゲデﾉ┞ デｴﾗ┌ｪｴが Eﾉｷﾗデ ｷゲ ﾆWWﾐ デﾗ ヴWﾏﾗ┗W 

ｴｷﾏ aヴﾗﾏ デｴW IﾗﾐデW┝デ ｷﾐ ┘ｴｷIｴ ｴW I;ﾏW デﾗ HW ﾆﾐﾗ┘ﾐ ｷﾐ Bヴｷデ;ｷﾐぎ さｷﾐ Eﾐｪﾉ;ﾐS ｴW ｴ;S ┘ｴ;デ ｷゲ ｷﾐ ; ┘;┞ 

the misfortune to be first and extravagantly advertised by Swinburne, and taken up by the followers 

ﾗa “┘ｷﾐH┌ヴﾐWざ ふEliot, 1932, p.367). Like Tate, Eliot prefers to anchor the decadence to its historical 

moment, and bar its intrusion into the present. This tendency is confirmed explicitly by what follows:  

Baudelaire was in some ways far in advance of the point of view of his own time, and yet 

was very much of it, very largely partook of its limited merits, faults and fashions. . . . He was 

universal, and yet at the same time confined by a fashion which he himself helped to create. 

(1932, p.367) 

 

TｴWヴW ｷゲ ;ﾐﾗデｴWヴ ヮ;ヴ;ﾉﾉWﾉ ｴWヴW ┘ｷデｴ T;デWげゲ デヴW;デﾏWﾐデ ﾗa PﾗWが ｷﾐ ┘ｴｷIｴ デｴW ヮﾗWデ ｷゲ aﾗヴIWS ｷﾐデﾗ 

submission to his historical moment, and congratulated only on his ability to anticipate, as best he 

I;ﾐが デｴW ｷSWﾗﾉﾗｪｷI;ﾉ ;ゲゲ┌ﾏヮデｷﾗﾐゲ ﾗa Eﾉｷﾗデげゲ ﾏﾗSWヴﾐｷゲﾏが ﾗヴ デｴW IﾗﾐゲWヴ┗;デｷ┗W NW┘ CヴｷデｷI;ﾉ ヮヴﾗﾃWIデ ┘ｴｷIｴ 

T;デW ヮ;ヴデｷIｷヮ;デWS ｷﾐく Aﾉデｴﾗ┌ｪｴ B;┌SWﾉ;ｷヴW ｴ;S さ;ﾐデｷIｷヮ;デWS ﾏ;ﾐ┞ ﾗa デｴW ヮヴﾗHﾉWﾏゲが Hﾗデｴ ﾗﾐ デｴW 

aesthetic and on the moral plane, in which the fate ﾗa ﾏﾗSWヴﾐ ヮﾗWデヴ┞ ｷゲ ゲデｷﾉﾉ IﾗﾐIWヴﾐWSがざ ｴW ゲデｷﾉﾉ 

さHWﾉﾗﾐｪゲ デﾗ ; SWaｷﾐｷデW ヮﾉ;IW ｷﾐ デｷﾏWがざ ┘ｴｷIｴ ヴWケ┌ｷヴWゲ デｴW IヴｷデｷI デﾗ さSｷゲ;ゲゲﾗIｷ;デW デhe permanent from 

the temporaryざ (1932, pp.368, 372, 367). WW I;ﾐ ゲWW デｴWﾐ デｴ;デ Eﾉｷﾗデげゲ ;ﾐS N;Hﾗﾆﾗ┗げゲ Wﾐｪ;ｪWﾏWﾐデゲ 

with Baudelaire converge on a very similar set of concerns about temporality. I have argued that in 

Lolita Nabokov demonstrates his ゲWﾐゲｷデｷ┗ｷデ┞ デﾗ B;┌SWﾉ;ｷヴWげゲ さSﾗ┌HﾉW Iﾗﾏヮﾗゲｷデｷﾗﾐざ ﾗa HW;┌デ┞が ┘ｴｷIｴ 

ヴWﾉｷWゲ ﾗﾐ デｴW ｷﾐデWヴヮﾉ;┞ ﾗa さ; ヴWﾉ;デｷ┗Wが IｷヴI┌ﾏゲデ;ﾐデｷ;ﾉ WﾉWﾏWﾐデざ ;ﾐS さデhe age, its fashions, its morals, its 

Wﾏﾗデｷﾗﾐゲ く く く デｴW ;ﾏ┌ゲｷﾐｪが WﾐデｷIｷﾐｪが ;ヮヮWデｷ┣ｷﾐｪ ｷIｷﾐｪ ﾗﾐ デｴW Sｷ┗ｷﾐW I;ﾆWざ ┘ｷデｴﾗ┌デ ┘ｴｷIｴ デｴW aｷヴゲデ 

element would be impossible to discern (Baudelaire, 1964, p.3). This duality, which underpins both 

The Flowers of Evil and Lolita, is the very thing Eliot finds disquieting in his essay, and a threat to his 

ordering impulse. On the question of temporality, his perspective, which sees Baudelaire disabled by 
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his attention to the fugitive beauty of the passing moment, is aligned with that of Humbert, who is 

determined to distil the eternal in his Lolita. Nabokov, in reproducing the contradictory ambivalence 

ﾗa SWI;SWﾐデ デWﾏヮﾗヴ;ﾉ ;WゲデｴWデｷIゲが デｴWヴWaﾗヴW ヮヴWゲWﾐデゲ ;ﾐ ;ﾉデWヴﾐ;デｷ┗W デﾗ Eﾉｷﾗデげゲ Sｷゲﾏｷゲゲｷ┗W ｴ;ﾐSﾉｷﾐｪ ﾗa 

the decadent legacy, one which sees literary history interrogating the present rather than the other 

way around. 

さFヴﾗﾏ PﾗW デﾗ V;ﾉYヴ┞ざ ┘;ゲ a lecture delivered by Eliot at the Library of Congress in 1948 and 

reproduced twice the next year, in The Hudson Review and as a short moﾐﾗｪヴ;ヮｴく Eﾉｷﾗデげゲ IｴﾗｷIW ﾗa 

subject at this time is significant. It participated in the wave of critical attention given to Poe during 

the period, particularly by the New Critics, and addressed the same concerns that they voiced about 

PﾗWげゲ ヮﾉ;IW ｷﾐ デｴW I;ﾐon, and about what to do with his lingering presence in American letters. Like 

T;デWが Eﾉｷﾗデ ｷゲ ;ﾐ┝ｷﾗ┌ゲ ;Hﾗ┌デ デｴW ヮﾗゲゲｷHｷﾉｷデ┞ ﾗa PﾗWげゲ ｴﾗﾉS ﾗ┗Wヴ ｴｷゲ ﾗ┘ﾐ ヮヴ;IデｷIWが ;Sﾏｷデデｷﾐｪ デｴ;デ さﾗﾐW 

I;ﾐﾐﾗデ HW ゲ┌ヴW デｴ;デ ﾗﾐWげゲ ﾗ┘ﾐ ┘ヴｷデｷﾐｪ ｴ;ゲ not HWWﾐ ｷﾐaﾉ┌WﾐIWS H┞ PﾗWざ ふEliot, 1965, p.27). The essay 

deals with more than just Poe though - its subject is the tradition he gave rise to. Like Nabokov, and 

Harry Levin in The Power of Blackness (1958, repr. 1972), Eliot proposes a transatlantic context for 

Poe. His argument asserts a sequence running from Poe through Baudelaire and Mallarmé to Valéry, 

; ┗;ヴｷ;デｷﾗﾐ ﾗﾐ N;Hﾗﾆﾗ┗げゲが ┘ｴｷIｴ ゲWWﾏゲ デﾗ ｷﾐIﾉ┌SW B;┌SWﾉ;ｷヴW ;ﾐS M;ﾉﾉ;ヴﾏY H┌デ ヴWヮﾉ;IW V;ﾉYヴ┞ ┘ｷデｴ 

Verlaine, and perhaps find a place for Swinburne. Like Brooks and Penn Warren he associates Poe 

;ﾐS ｴｷゲ ﾉWｪ;I┞ ┘ｷデｴ デｴW ヮヴﾗHﾉWﾏ;デｷI ﾐﾗデｷﾗﾐ ﾗa さla poésie pureくざ TｴW IWﾐデヴ;ﾉ IﾗﾐデWﾐデｷﾗﾐ ﾗa デｴW Wゲゲ;┞ 

though, concerns a crisis faced by modernist aesthetics in the late modernist period, from the mid 

1930s through World War Two into the immediate postwar. The tradition which Eliot delineates is 

founded on a false teleology: 

This process of increasing self-consciousness に or, we may say, of increasing consciousness 

of language に has as its theoretical goal what we may call la poésie pure.  I believe it to be a 

goal that can never be reached. (1965, p.39) 

 

H;┗ｷﾐｪ SｷｪWゲデWS Eﾉｷﾗデげゲ ;ヴｪ┌ﾏWﾐデが デｴWヴW ゲWWﾏゲ ヴﾗﾗﾏ aﾗヴ ; ヴW;Sｷﾐｪ ﾗa N;Hﾗﾆﾗ┗げゲ ;デデWﾏヮデゲ デﾗ ヴW┗ｷ┗W 

exactly the tradition which Eliot wishes to abort. If Lolita reinstates Poe, Baudelaire, and the 
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aesthetics of poésie pure on the agenda of late modernism, without shirking any of the 

accompanying moral and artistic costs, Eliot simply calls for this strain of literature to be pronounced 

dead. In doing so, he submits to one side of the decadent temporal dichotomy に the seductive 

ﾐ;ヴヴ;デｷ┗W ﾗa SWｪWﾐWヴ;デｷﾗﾐ ;ﾐS デWヴﾏｷﾐ;デｷﾗﾐ WヮｷデﾗﾏｷゲWS ｷﾐ PﾗWげゲ さTｴW F;ﾉﾉ ﾗa デｴW Hﾗ┌ゲW ﾗa UゲｴWヴくざ  

Approaching Lolita as a novel responding to anxieties about the state of high culture and its 

inheritance in the postwar United States, we recover some of Lolitaげゲ ｷﾏヮﾗヴデ;ﾐデ ;ﾐS ﾐWｪﾉWIデWS 

implications and gain a clearer picture of why Nabokov was forced to go to France to find a publisher 

aﾗヴ ｷデく Aゲ Jﾗﾐ;デｴ;ﾐ EﾉﾏWヴ ｴ;ゲ ┘ヴｷデデWﾐが さPﾗW ﾏｷｪｴデ デｴ┌ゲ HW ゲWWﾐ ;ゲ デｴW ゲ┞ﾏHﾗﾉ ﾗa ;ﾉﾉ デｴ;デ AﾏWヴｷI; ﾏ┌ゲデ 

ヴWヮヴWゲゲ ｷﾐ ﾗヴSWヴ デﾗ HWIﾗﾏWが ﾗヴ ヴWﾏ;ｷﾐ AﾏWヴｷI;ざ ふ1995, p.ヲヶぶく EﾉﾏWヴ ｷゲ ｴWヴW ヴWaWヴヴｷﾐｪ デﾗ PﾗWげゲ S┌;ﾉ 

status as simultaneously progenitor (via Baudelaire and Mallarmé) of a strand of high modernism, 

and icon of mass-cultural sensationalism and detective fiction. Lolita occupies a comparable 

location. On one hand, it has spawned two successful Hollywood adaptations and has been sold as 

pornography alongside other Olympia Press publications such as Until She Screams and The Sexual 

Life of Robinson Crusoe (Appel, 1995, p.xxxiv). On the other, it proclaims its own canonicity and 

status as high art from the opening page. If this sense, rather than attempting to transcend mass 

culture through parody, Lolita ヮWヴaﾗヴﾏゲ ; ﾏﾗヴW ;ﾏHｷｪ┌ﾗ┌ゲ ﾏ;ﾐヱ┌┗Wヴ ┘ｴｷIｴが ﾉｷﾆW PﾗWげゲが ヴWa┌ゲWs 

categorisation and acknowledges the debts which high art owes to mass forms and affect. 

MﾗヴW デｴ;ﾐ デｴｷゲ デｴﾗ┌ｪｴが N;Hﾗﾆﾗ┗げゲ ヴWIﾗｪﾐｷデｷﾗﾐ ﾗa PﾗWげゲ ヮWヴゲｷゲデWﾐIW ヴW┗ｷ┗Wゲ ; ﾐ┌ﾏHWヴ ﾗa 

facets of American cultural history which many wished to see buried in the late 1940s and 50s. Toni 

Morrison, for instance, has pointed out the immensely important precedent which Poe set in 

Wゲデ;Hﾉｷゲｴｷﾐｪ デｴW SｷﾏWﾐゲｷﾗﾐゲ ﾗa ┘ｴ;デ ゲｴW I;ﾉﾉゲ さAﾏWヴｷI;ﾐ AaヴｷI;ﾐｷゲﾏがざ デｴW ﾉﾗｪｷI H┞ ┘ｴｷIｴ AﾏWヴｷI;ﾐ 

literature has engaged with, and repressed, the African elements in its identity (1992, p.ンヲぶく Iﾐ さOﾐ ; 

Book Entitled Lolitaがざ N;Hﾗﾆﾗ┗ ｴｷﾏゲWﾉa Hヴｷﾐｪゲ ;デデWﾐデｷﾗﾐ デﾗ デｴW デ;Hﾗﾗゲ ゲデｷﾉﾉ ゲ┌ヴヴﾗ┌ﾐSｷﾐｪ ヴ;IWが ゲ┌Iｴ ;ゲ ; 

さNWｪヴﾗ-WｴｷデW ﾏ;ヴヴｷ;ｪWざ ┘ｴｷIｴ AﾏWヴｷI;ﾐ ヮ┌HﾉｷゲｴWヴゲ ヴWｪ;ヴSWS ;ゲ ┌ﾐ;ヮヮヴﾗ;Iｴ;HﾉW ふNabokov, 1995, 

p.314). Lolita ﾏ;ﾆWゲ ﾐ┌ﾏWヴﾗ┌ゲ ヴWaWヴWﾐIWゲ デﾗ ゲ┌HゲWヴ┗ｷWﾐデ Hﾉ;Iﾆ Iｴ;ヴ;IデWヴゲ ゲ┌Iｴ ;ゲ Cｴ;ヴﾉﾗデデWげゲ ﾏ;ｷSが 
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which are subtly introduced and then repressed from the narrative, as if to enact their social 

marginality. As Steven Belletto has argued, what he describes as H┌ﾏHWヴデげゲ さヴ;Iｷ;ﾉﾉ┞ Iｴ;ヴｪWS 

ﾉ;ﾐｪ┌;ｪWざ ゲ┌ｪｪWゲデゲ ｴｷゲ Iﾗ┗Wヴデ IﾗﾏヮﾉｷIｷデ┞ ┘ｷデｴ デｴW ﾗヮヮヴWゲゲｷﾗﾐ ﾗa AﾏWヴｷI;げゲ Hﾉ;Iﾆ ヮﾗヮ┌ﾉ;デｷﾗﾐが ﾃ┌ゲデ ;ゲ 

his creation of Lolita as slave-child rehearses guilty swathes of American history (2005, p.8). If F. O. 

Matthiessen famously rejected Poe from his configuration of the American Renaissance on the 

ｪヴﾗ┌ﾐSゲ デｴ;デ ｴW ┘;ゲ さHｷデデWヴﾉ┞ ｴﾗゲデｷﾉW デﾗ SWﾏﾗIヴ;I┞ざ ふ1941, p.┝ｷｷぶが デｴWﾐ N;Hﾗﾆﾗ┗げゲ ヴWｷﾐゲIヴｷヮデｷﾗﾐ ﾗa 

PﾗWげゲ ﾉWｪ;I┞ ｷﾐ AﾏWヴｷI; I;ヴヴｷWゲ ┘ｷデｴ ｷデ ;ﾐ ｷﾏヮﾉｷIｷデ ゲﾗIｷ;ﾉ Iヴｷデｷケ┌W ;SSヴWゲゲWS デﾗ デｴW ﾐ;デｷﾗﾐげゲ ゲ┌ヮヮﾗゲWS 

democratic ideals. Here the road-trip, the emblem of postwar American existential freedom chosen 

by Jack Kerouac for his 1957 novel On the Road, is placed at the service of the decadent motifs of 

cruelty, compulsion, domination and suspicion. Nabokov wrote that his novel was inspired by a 

I;ｪWS ;ヮW ｷﾐ P;ヴｷゲが ┘ｴｷIｴ ｷﾏﾏWSｷ;デWﾉ┞ Hヴｷﾐｪゲ WIｴﾗWゲ ﾐﾗデ ﾗﾐﾉ┞ ﾗa PﾗWげゲ さTｴW M┌ヴSWヴゲ ｷﾐ デｴW ‘┌W 

Mﾗヴｪ┌Wがざ ｷﾐ ┘ｴｷIｴ ;ﾐ WゲI;ヮWS ;ヮW I;┌ゲWゲ ﾏ;┞ｴWﾏ ﾗﾐ デｴW P;ヴｷゲｷ;ﾐ ゲデヴWWデゲが H┌デ ;ﾉゲﾗ ﾗa ｴｷゲ ヴWI┌ヴヴｷﾐｪ 

nightmares of confinement. Humbert, meanwhile, finds himself incarcerated by both the state and 

ｴｷゲ ﾗHゲWゲゲｷﾗﾐゲき Lﾗﾉｷデ;げゲ WゲI;ヮW aヴﾗﾏ ｴｷゲ Wﾐゲﾉ;┗WﾏWﾐデ ｷゲ ﾗﾐﾉ┞ ;デ デｴW Iﾗゲデ ﾗa ヴWS┌Iｷﾐｪ ｴWヴゲWﾉa デﾗ Q┌ｷﾉデ┞げゲ 

ヮﾗヴﾐﾗｪヴ;ヮｴｷI ﾗHﾃWIデく PﾗW ┘ヴﾗデWぎ さデｴ;デ ;ﾐ AﾏWヴｷI;ﾐ ゲｴﾗ┌ﾉS IﾗﾐaｷﾐW ｴｷﾏゲWﾉf to American themes, or 

even prefer them, is rather a political than a literary idea に and at best a questionable point . . . a 

foreign theme is, in a strict literary sense, デﾗ HW ヮヴWaWヴヴWSざ ふヱΒヴヵが ヮくヱΓΓぶく N;Hﾗﾆﾗ┗げゲ aｷﾐ;ﾉが 

surreptitious undermining of American ideals comes through his transgression on the borders of 

national identity.19 Decadence is indifferent to the formation of national canons, and it is most 

fitting, then, that Lolita was first published not in New York, but in Paris. In staging the infiltration of 

a robust postwar America by rarefied European perversions of sexual and aesthetic types, Nabokov 

stages his final, untimely tribute to Poe and Baudelaire.  

Lolitaげゲ デｷﾏW ﾉW;ﾆゲ ヮヴﾗ┗ｷSW ; ┘;┞ ﾗa IﾗﾐIWヮデ┌;ﾉｷゲｷﾐｪ ﾐﾗデ ﾗﾐﾉ┞ デｴW ｷﾐデWヴﾐ;ﾉ WデｴｷI;ﾉ ;ﾐS 

;WゲデｴWデｷI ﾉﾗｪｷI ﾗa デｴW ﾐﾗ┗Wﾉ H┌デ ;ﾉゲﾗ N;Hﾗﾆﾗ┗げゲ ゲWﾉa-conscious challenge to the monolithic modernism 

being established retrospectively by Eliot and the New Criticism in the postwar period. In restoring 

Poe and his European legacy to its American origins, a repressed chapter of literary history is 
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permitted to seep across the normative borders of both ethics and nation. In this sense, what Peter 

NｷIｴﾗﾉﾉゲ ｴ;ゲ WﾉゲW┘ｴWヴW SWゲIヴｷHWS ;ゲ SWI;SWﾐIWげゲ さヮWヴゲｷゲデWﾐデ ｪｴﾗゲデｷﾐｪ ﾗa ﾏﾗSWヴﾐｷゲﾏざ ふヱΓΓΑが ヮくヲヴぶ 

adopts a particularly transatlantic flavour. Lolita ﾃﾗｷﾐゲ AﾏWヴｷI;ﾐ ┘ﾗヴﾆゲ ゲ┌Iｴ ;ゲ Wｷﾉﾉｷ;ﾏ F;┌ﾉﾆﾐWヴげゲ The 

Sound and the Fury ふヱΓヲΓぶ ;ﾐS Fく “Iﾗデデ Fｷデ┣ｪWヴ;ﾉSげゲ Tender is the Night (1934) which assimilate 

themes of incest and sexual pathology into their decadent aesthetics, with the effect of bringing 

European temporalities into conflict with American social modernity.  

Finally, Lolitaげゲ ﾗ┘ﾐ さｪｴﾗゲデｷﾐｪざ ﾗa ﾏﾗSWヴﾐｷゲﾏ ｷゲ ; ヴWゲｷゲデ;ﾐIW デﾗ デｴW ┗Wヴ┞ ｷSW; ﾗa ﾉｷﾏｷデが 

whether spatial boundary or temporal terminus. Eliot wrote W;ヴﾉ┞ ﾗﾐ ｷﾐ ｴｷゲ I;ヴWWヴ デｴ;デ さｷデ ｷゲ WゲゲWﾐデｷ;ﾉ 

that . . . an artist should consciously or unconsciously draw a circle beyond which he does not 

デヴWゲヮ;ゲゲざ ふヱΓンヲが ヮくヱヱヱぶく WｴｷﾉW ﾏ┌Iｴ AﾏWヴｷI;ﾐ ﾉｷデWヴ;ヴ┞ IヴｷデｷIｷゲﾏ ｷﾐ デｴW ヱΓヴヰゲ and 50s sought to 

contain and control the influence of decadence on the canon and literary practice, Nabokov took the 

principle of decadent temporality itself and transformed it from hackneyed dead-end into a living 

デヴ;Sｷデｷﾗﾐく Iﾐ デｴｷゲ IﾗﾐデW┝デが H┌ﾏHWヴデげゲ ヴWﾏ;ヴﾆ デｴ;デ さW┗Wヴ┞ ﾉｷﾏｷデ ヮヴWゲ┌ヮヮﾗゲWゲ ゲﾗﾏWデｴｷﾐｪ HW┞ﾗﾐS ｷデざ 

HWIﾗﾏWゲ ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ ヮWヴデｷﾐWﾐデが aﾗヴ ｷa I┗;ﾐﾗ┗ ｷﾐゲｷゲデWS ﾗﾐ SWI;SWﾐIW HWｷﾐｪ さデｴW aWWﾉｷﾐｪが ;デ ﾗﾐIW 

ﾗヮヮヴWゲゲｷ┗W ;ﾐS W┝;ﾉデｷﾐｪが ﾗa HWｷﾐｪ デｴW ﾉ;ゲデ ｷﾐ ; ゲWヴｷWゲざ ふPﾗｪｪｷﾗﾉｷが ヱΓヶΒ, p.170), then Lolita tells us that 

the series never concludes, that every writer is always the last. 

 

 

                                                             
NOTES 

 

1 Paul Ricoeur (1985, p.ヱヰヱぶ Sｷゲデｷﾐｪ┌ｷゲｴWゲ HWデ┘WWﾐ さデ;ﾉWゲ ﾗa デｷﾏWがざ ┘ｴｷIｴ ｷﾐIﾉ┌SWゲ ;ﾉﾉ ﾐ;ヴヴ;デｷ┗Wが ゲｷﾐIW 

ｷデ ｷﾐW┗ｷデ;Hﾉ┞ ┌ﾐaﾗﾉSゲ ┘ｷデｴｷﾐ デｷﾏWが ;ﾐS さデ;ﾉWゲ ;Hﾗ┌デ デｷﾏWがざ ┘ｴｷIｴ S┘Wll on time as a means of 

structural transformation, as in his example, Mrs Dalloway, by Virginia Woolf. If we need reminding 

of Lolitaげゲ デWﾏヮﾗヴ;ﾉ ﾗヮWヴ;デｷﾗﾐゲ ｷデ ｷゲ HWI;┌ゲW ゲﾗ ﾏ┌Iｴ ﾗa デｴW ﾏﾗゲデ IﾗﾏヮWﾉﾉｷﾐｪ IヴｷデｷIｷゲﾏ ﾗa デｴｷゲ ﾐﾗ┗Wﾉ 
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from the last twenty five years has sought to untangle the complex and urgent ethical questions it 

poses.  While early critics of the novel, such as Page Stegner (1966), paid close attention to what 

J┌ﾉｷ;ﾐ Mﾗ┞ﾐ;ｴ;ﾐ ﾉ;デWヴ I;ﾉﾉWS さH┌ﾏHWヴデげゲ デｷﾏW ヮヴﾗHﾉWﾏざ ふヱΓΑヱが ヮくンヵぶが デｴW ヱΓΒヰゲ ;ﾐS Γヰゲ ゲaw a 

number of radical readings of Lolita by scholars wishing to address the ethics of reading and writing 

デｴW ﾐﾗ┗Wﾉ ┘ｴｷIｴ ｴ;S HWWﾐ WﾉｷSWS ｷﾐ デｴW aﾗヴﾏ;ﾉｷゲデ ;ヮヮヴﾗ;IｴWゲ ;SﾗヮデWS H┞ N;Hﾗﾆﾗ┗げゲ W;ヴﾉ┞ ;Iﾗﾉ┞デWゲ 

(see, for example, Pifer, 1980; Kauffman, 1989).  Meanwhile, those writing about time in Lolita often 

ヴWゲデヴｷIデWS デｴWｷヴ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐゲ デﾗ デｴW ヴWﾉ;デｷﾗﾐゲｴｷヮ HWデ┘WWﾐ デｴW ﾐﾗ┗Wﾉげゲ IﾗﾏヮﾉW┝ Iｴヴﾗﾐﾗﾉﾗｪ┞ ;ﾐS ヮﾉﾗデ 

(for a survey of this problematic issue, see Boyd, 1995). For two more recent assessments of time in 

Lolita see Hasty (2004) and Hustis (2007). 

2 Olga Hasty (2004) has presented a reading of Lolita in which, as in much of the early criticism, 

temporality is addressed only at the cost of relegating the ethics of the novel to a secondary 

concern, outweighed by Nabﾗﾆﾗ┗げゲ aﾗヴﾏ;ﾉ ﾏ;ゲデWヴ┞ ;ﾐS triumph over time. Most recently, however, 

Harriet Hustisげ ;ヴデｷIﾉW ﾗﾐ ヴWヴW;Sｷﾐｪ Lolita (2007) has also argued that the novelげs ethical ambivalence 

is inextricable from its representation of time. 

3 The precise meaning of the term さSWI;SWﾐデざ ヴWﾏ;ｷﾐゲ IﾗﾐデWゲデWS ｷﾐ ;I;SWﾏｷI ┘ヴｷデｷﾐｪ ふゲWW WWｷヴが 

1995, pp.1-21 for a useful survey of attempts at definition). Decadence has been understood by 

some as a particular literary movement originating as a reaction against Romanticism in fin-de-siècle 

France, and is often associated with a preference for the artificial over the natural, and with the 

aestheticising of death and decay. In this essay though, decadence is defined precisely by its 

paradoxical temporal structure. This meaning can be traced H;Iﾆ デﾗ デｴW デWヴﾏげゲ W;ヴﾉ┞ ;ヮヮﾉｷI;デｷﾗﾐゲ デﾗ 

classical civilisations in their late stage, in which culture fed parasitically on the sense of its own 

impending decline and dissolution. In the examples used here, from Poe through to Nabokov, this 

temporal structure is wilfully abstracted by the writer from its historical content, but aesthetic value 

continues to depend upon its ambivalent relation to the idea of ends and ending. 
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4 TｴW ;ﾉﾉ┌ゲｷﾗﾐ ｷゲ デﾗ “┘ｷﾐH┌ヴﾐWげゲ ヱΒヶヶ ヮﾗWﾏが さDﾗﾉﾗヴWゲ ふNﾗデヴW D;ﾏW SWゲ “Wヮデ Dﾗ┌ﾉW┌ヴゲぶくざ This 

IﾗﾐゲIｷﾗ┌ゲ ｷﾐデWヴデW┝デ┌;ﾉ ﾉｷﾐﾆ ｷゲ IﾗﾐaｷヴﾏWS ｷﾐ デｴW ゲIヴWWﾐヮﾉ;┞が ｷﾐ ┘ｴｷIｴ Q┌ｷﾉデ┞げゲ ;ゲゲﾗIｷ;デｷﾗﾐ ﾗa DﾗﾉﾗヴWゲげ 

ﾐ;ﾏW ┘ｷデｴ さデｴW デW;ヴゲ ;ﾐS デｴW ヴﾗゲWゲざ ふヱΓΓヶが ヮくΑヱΒぶ IﾉW;ヴﾉ┞ ヴWI;ﾉﾉゲ デｴW ヮﾗWﾏが ｷﾐ ┘ｴｷIｴ さデW;ヴゲざ ;ﾐS 

さヴﾗゲWゲざ ヴWI┌ヴ ゲW┗Wヴ;ﾉﾉ┞く 

5 See Pifer (1980), Rorty (1989, pp.141-68). 

6 N;Hﾗﾆﾗ┗げゲ ﾗ┘ﾐ ｷﾐデWﾐゲW ｷﾐデWヴWゲデ ｷﾐ B;┌SWﾉ;ｷヴW ｷゲ W┗ｷSWﾐIWS H┞ ｴｷゲ W;ヴﾉ┞ デヴ;ﾐゲﾉ;デｷﾗﾐゲ ﾗa ｴｷﾏが ;ﾐS デｴW 

numerous allusions to the French poet scattered throughout his works (see Beaujour, 1995, p.714; 

Foster, 1993, p.39; Nabokov, 1995, p.393). 

7 W;ﾉSヴﾗヮげゲ デヴ;ﾐゲﾉ;デｷﾗﾐぎ さ‘WﾏWﾏHWヴ デｴ;デ TｷﾏW ｷゲ ;ﾐ ;┗ｷS ｪ;ﾏHﾉWヴ ┘ｴﾗ ┘ｷﾐゲ W┗Wヴ┞ デｷﾏW ┘ｷデｴﾗ┌デ 

IｴW;デｷﾐｪぁ Tｴ;デげゲ デｴW ﾉ;┘ざ ふB;┌SWﾉ;ｷヴWが ヲヰヰヶが ヮくヱヰΒぶく 

8 W;ﾉSヴﾗヮげゲ デヴ;ﾐゲﾉ;デｷﾗﾐぎ さﾐWH┌ﾉﾗ┌ゲ PﾉW;ゲ┌ヴW ┘ｷﾉﾉ aﾉWW デﾗ┘;ヴS デｴW ｴﾗヴｷ┣ﾗﾐ ﾉｷﾆW ; ゲ┞ﾉヮｴｷSW ｷﾐデﾗ デｴW 

wings; each instant devours another morsel of your delight, which each man is allotted in his 

ゲW;ゲﾗﾐざ ふB;┌SWﾉ;ｷヴWが ヲヰヰヶが ヮくヱヰΒぶく 

9 Nabokov was particularly familiar with this poem, quoting it in a letter to Edmund Wilson in 1946 

(Nabokov, 2001, p.196). 

10 W;ﾉSヴﾗヮげゲ デヴ;ﾐゲﾉ;デｷﾗﾐぎ さHﾗ┌ヴ ┘ｴWﾐ ゲ┘;ヴﾏゲ ﾗa W┗ｷﾉ SヴW;ﾏゲ ゲWデ S;ヴﾆ ;SﾗﾉWゲIWﾐデゲ ┘ヴｷデｴｷﾐｪ ｷﾐ デｴWｷヴ 

HWSゲざ ふB;┌SWﾉ;ｷヴWが ヲヰヰヶが ヮくヱンヵぶく   

11 W;ﾉSヴﾗヮげゲ デヴ;ﾐゲﾉ;デｷﾗﾐぎ さｪ;┗W デｴWｷヴ SW;デｴ-ヴ;デデﾉW ｷﾐ ┌ﾐW┗Wﾐ ｪ;ゲヮゲざ ;ﾐS さTｴW SWH;┌IｴWS ┘Wﾐデ ｴﾗﾏWが 

HヴﾗﾆWﾐ H┞ デｴWｷヴ W┝Wヴデｷﾗﾐゲざ ふB;┌SWﾉ;ｷヴW, 206, p.135). 

12 David Andrews (1999, p.16-ヲヴぶ SｷゲI┌ゲゲWゲ PﾗWげゲ さｴWヴWゲ┞ ﾗa The Didacticざ ｷﾐ ｴｷゲ ゲデ┌S┞ ﾗa Lolita and 

aestheticism, but prefers to read Poe alongside Nabokov as another aesthete, rather than, as I do, 

examining how Nabokov appropriates and rewヴｷデWゲ PﾗWげゲ ﾉWｪ;I┞く 

13 See Rorty (1989, pp.141-68); de la Durantaye (2006, pp.311-328). 

14 M┞ デヴ;ﾐゲﾉ;デｷﾗﾐ aヴﾗﾏ デｴW FヴWﾐIｴく Fﾗヴ ; SWデ;ｷﾉWS ;ﾐ;ﾉ┞ゲｷゲ ﾗa B;┌SWﾉ;ｷヴWげゲ ヴWIWヮデｷﾗﾐ ﾗa PﾗWが ;ﾐS ｷﾐ 

ヮ;ヴデｷI┌ﾉ;ヴ PﾗWげゲ ┗ｷW┘ゲ ﾗﾐ ;ヴデｷゲデｷI ;┌デﾗﾐﾗﾏ┞が ゲWW Gｷﾉﾏ;ﾐ ふヱΓヴヲが ヮヮくヵΒ-109). 



27 
 

                                                                                                                                                                                              
15 Maddox (1983, pp.76-ΑΒぶ Sヴ;┘ゲ ;デデWﾐデｷﾗﾐ デﾗ デｴW ;ﾉﾉ┌ゲｷ┗W ゲ┌HデW┝デ ｷﾐ さOﾐ ; Bﾗﾗﾆ EﾐデｷデﾉWS Lolitaがざ 

ヴWﾏ;ヴﾆｷﾐｪ ﾗﾐ WIｴﾗWゲ ﾗa KW;デゲが Pヴﾗ┌ゲデ ;ﾐS PﾗW ┘ｴｷIｴ さゲ┌ｪｪWゲデ デｴ;デ デｴW ┌ﾉデｷﾏ;デW ゲﾗ┌ヴIW ﾗa ;WゲデｴWデｷI 

desire and aesthetic pleasure is located outside the bo┌ﾐS;ヴｷWゲ ﾗa ﾏﾗヴデ;ﾉ W┝ヮWヴｷWﾐIWざ ふヮくΑΑぶく 

16 See Brooks and Warren (1976, p.546); Brooks (1943, pp.204-5). 

17 H┌ﾏHWヴデ ゲヮWﾐSゲ ゲﾗﾏW デｷﾏW ｷﾐ P;ヴｷゲ ;ゲ ; ┞ﾗ┌ﾐｪ ﾏ;ﾐが ゲｷデデｷﾐｪ さ┘ｷデｴ ┌ヴ;ﾐｷゲデゲ ｷﾐ デｴW DW┌┝ M;ｪﾗデゲがざ 

ヮ┌Hﾉｷゲｴｷﾐｪ さデﾗヴデ┌ヴﾗ┌ゲ Wゲゲ;┞ゲ ｷﾐ ﾗHゲI┌ヴW ﾃﾗ┌ヴﾐ;ﾉゲざ ;ﾐS Iﾗﾏヮﾗゲｷﾐｪ ヮ;stiches, one of which resembles 

Eﾉｷﾗデげゲ さGWヴﾗﾐデｷﾗﾐざ ふN;Hﾗﾆﾗ┗が ヱΓΓヵが ヮくヱヶぶく TｴW ヮﾗWﾏ H┌ﾏHWヴデ ｴ;ゲ ヮヴWヮ;ヴWS デﾗ ヴW;S デﾗ Q┌ｷﾉデ┞ HWaﾗヴW 

ﾏ┌ヴSWヴｷﾐｪ ｴｷﾏ ヮ;ヴﾗSｷWゲ Eﾉｷﾗデげゲ ゲデヴ┌Iデ┌ヴ;ﾉ ┌ゲW ﾗa デｴW ┘ﾗヴS さHWI;┌ゲWざ ｷﾐ さAゲｴ WWSﾐWゲS;┞ざ ふヮヮくヲΓΓ-

300). 

18 For a discussion of allusions to Eliot in Lolita, see Hyde (1977, pp.118-122). For a treatment of the 

ヮ;ヴﾗSｷWゲ ﾗa Eﾉｷﾗデ ｷﾐ N;Hﾗﾆﾗ┗げゲ ヱΓヶヲ ﾐﾗ┗Wﾉが Pale Fire, see Boyd (1999, pp.193-206). 

19 Paul Giles (2000) also discusses the ways that Lolita destabilises national boundaries, arguing that 

ｷデゲ さ┗ｷヴデ┌;ﾉｷ┣;デｷﾗﾐ ﾗa AﾏWヴｷI;ﾐ “デ┌SｷWゲ く く く aﾗヴWｪヴﾗ┌ﾐSゲ デｴW IﾗﾐデｷﾐｪWﾐデ ゲデ;デ┌ゲざ ﾗa デｴW ﾐ;デｷﾗﾐ-ゲデ;デWげゲ 

values and social markers (p.41) 
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