“I long to hug and kiss you. Marry me and let me be your wife… 

In every dream I caress you… 

The worldʼs a nursery rhyme, Daddy dear, when Iʼm with you.”
Sung by Shirley Temple in Poor Little Rich Girl

“[J. Edgar] Hoover’s lap was outstanding as laps go. Thighs just fleshy enough, knees held calmly together, and no bouncing or wiggling.”

Shirley Temple, Child Star
Even before he considers sailing away to the United States Humbert is a victim of Hollywood lure and of that attraction of the West which acts on others as well as him and will take him as far as the Pacific. Though he may fail to realize it straightaway, Valeria, his wife from 1935 to 1940, imports from over there the routine of her seduction—before she comes to a sad end in California with her new companion. Indeed she borrows from “the country of rosy children” (27/28() and more particularly from Shirley Temple and her films her cutesy mannerisms: this much we gather from Humbertʼs own words: “She looked fluffy and frolicsome, dressed à la gamine, […] and pouted, and dimpled [Dimples (W.A. Seiter, 1936): Temple plays the part of Dolores Appleby, “a pale little gutter girl” (26/26) which Valeria proves not to be], and romped, and dirndled [Heidi (A. Dwan, 1937), a Tyrolian romance shot in California], and shook her short curly blond hair [Curly Top (I. Cummings, 1935) and all the films in which the famous fifty-six curls work magic] in the cutest and tritest fashion imaginable.” (25-6/26). What Humbert is seduced by is “the imitation she gave of a little girl” or better say, of one little girl since she has a name. But the words Humbert plays with are not through playing with him. Modeling herself on Little Miss Marker (A. Hall, 1934), Valeria offers him but a dubious palliative to his pain after the disappearance of “the initial little Miss Lee” (167/188). On the other side of the Atlantic he is pursued by Hollywood adaptations of Old World romances: resuscitating Annabel as Dolly Haze he fancies he sees “some little princess (lost, kidnapped, discovered in gypsy rags […])
” (39/42) but, two years later, he hears, “Making a princess of your Dolly, Mr. Haze, eh?” (194/220) and the person who addresses him is caustic Miss Pratt, closer to Miss Minchin facing Captain Crewe in The Little Princess (W. Lang, 1939, starring Shirley Temple again) than to the same in Frances Hodgson Burnettʼs original novel. Lolita
 may have no other ambition than becoming not a dancer as Humbert wishes she would, only, says her mother, “a strutting and prancing baton twirler” (46/50) but that dream of hers is inspired to the American kid by the lasting success of de The Poor Little Rich Girl (I. Cummings, 1936) in which the child played by Temple is neglected by her father, turns into a music-hall star and comes to sing in majorette apparel (“I Love a Military Man”)
.
As for the checkered fabric which is the sign that Quilty, the man of film, has intruded into Humbertʼs very private life, it links, as tartan, the two periods of the latterʼs life on either side of the Atlantic, thus confirming that, more magically than rationally, Quilty informs Humbertʼs existence, even before he emigrates. When, late at night in Ramsdale, Humbert shuts his eyes, what appears of Lolita is “a cinematographic still, a sudden smooth nether loveliness, as with one knee up under her tartan skirt she sits tying her shoe” (44/47). The link is easily made with “a perfect little beauty in a tartan frock” (20/20) Humbert could briefly appraise in a Parisian park. In its own way, this apparition is just as cinematographic as that of Lolita since this kilt was first Shirley Templeʼs tartan (present as early as the title card) in John Ford's 

(film)" 
Wee Willie Winkie
 (1936): for fun the little girl she plays the part of wears the uniform of the Highlanders placed under her grandfatherʼs command in Northern India. “We went to movies” (26/27), says Humbert reminiscing about his Parisian menage. This is no trivial information: it is fairly easy to imagine the kind of films Humbert saw in the company of his Shirleyesque spouse (who derives inspiration from them) and the afore-mentioned movie is one of them. When thinking back of the impish roller-skater in the park, Humbert is reminded of other adventures his wild imaginings suggested to his mind: “A shipwreck. An atoll. Alone with a drowned passenger’s shivering child.” (20/19). Now, this is a Polynesian version of Captain January (D. Butler, 1936) in which Temple is Star (Star Bright), a child rescued and taken in by the Light Island lighthouse keeper. She calls him Daddy until a female truant officer tears her away from him to shut her up in a boarding-school—next thing to “the correctional school, the reformatory, the juvenile detention home” (151/170) Humbert threatens credulous Lolita of. It would be fairly easy to identify more allusions
 to the child actress who, in Hollywood, was so often offered the parts of orphans capable of reacting with winning optimism to the blows of fortune (does not Humbert filch the bridal nightdress he decks Valeria in from an orphanage just like the place where Curly Top begins?). And one of Temple’s most notorious mannerisms is what inspires Charlotte with the idea of rubbing a cuddling cheek against Humbert’s temple: “Valeria soon got over that.” (93/104).
These allusions to Shirley Temple films make clear that Humbertʼs cultural references, down to those he stored as a child, are travestied without his knowledge but also given a fresh life by the New World and Hollywood. But, though “some little princess […] in gypsy rags” (39/42) can be traced up to its origins, these may lie elsewhere than merely under Shirley Templeʼs golden curls: another source can be identified, an even less gratifying one to Humbert. Inebriated with joy at being reunited in the person of Lolita with his little princess Annabel, as though she had been abducted by Gypsies
, Humbert, views the scene in the best tradition of Gothic tales, popular dramas but also operettas and sees himself in the part of a “fairy-tale nurse” who would not be drunk with mere delight. Indeed, however hackneyed this mainspring of the tale may be, we identify here Irish composer M.W. Balfeʼs serious operetta The Bohemian Girl (1843) but, as befits Humbertʼs plight, we identify it by way of its burlesque American version, Home and Rogersʼs film of the same name with Laurel and Hardy as a pair of Gypsies in 18th century Austria. It shows Ollie as a father, helped by Uncle Stan—or should we say Aunt Stan since Laurel plays a feminine part, though not a female one as those of Ollieʼs wife in Their First Mistake (1932) or Aunt Emily in Jitterbugs (1943)? Both do their best to raise Ollieʼs supposed child: Arline (Darla Hood of Our Gang fame), Count Arnheimʼs daughter, abducted at the age of five by Ollieʼs fickle wife. Twelve years later, the fair gypsy runs into trouble on Arnheimʼs grounds but is identified by her father at the very last moment thanks to a tiny scar—not a more Nabokovian “tiny dark-brown mole on her sideˮ (39/42). In the screen version, the nurse (from whose care the baby was ravished) is nowhere to be found but Laurel, who has just got drunk bottling sparkling wine, is the drunk nurse. Needless to say we have no resuscitation here and the princess is now a full-grown girl.
. . .

Kitten love feeds on ads and flicks. The evening when Humbert is trapped into a romantic silver-and-candles tete-a-tete dinner with Charlotte who expounds her plans for Lolita, the latter is at the movies with the Chatfields. While the mother stages an Old World romance for the man of her life, he is cast by her daughter in a Hollywood screwball comedy. Indeed, if the film the Chatfields take her to is to be identified, I incline to decide, for the sake of counterpoint, that it is The Bachelor and the Bobby-Soxer, directed by Irving Reis, though the release date is July 24, 1947, nearly a month later: Susan, a high-school kid (Shirley Temple), falls in love with attractive forty-year old artist Dick (Cary Grant) and his British looks. So she sneaks into his flat to model for him. Her elder sister, Judge Margaret Turner (old enough to be her mother) finds her there and gives Dick the choice between going to jail for corruption of minor and dating Susan until she outgrows her puppy love (instead of keeping being seduced by forbidden fruit). The end is predictable: Dick marries Margaret who, like her younger sister, has been seeing him literally like “a knight in shining armor” (the film was released in Britain with the title Bachelor Knight and Nabokov would possibly have enjoyed the pun with bachelor night). See [Lo], the conqu’ring hero comes? In any case this epilogue is not such as could mollify Lolita, as her mother expected before sending her off to Camp Q (and then straight off to school as little Lo does not “enter the pictureˮ at all). A copy of Movie Story, dated August 1947, with Temple and Grant on the cover, is what Lyne has “Lola the bobby-soxer” (59/65) read in the station-wagon of Humbert—who bought her the magazine.
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� That hackneyed ploy of popular serials and romances of old is also resorted to in Heidi, one more example of a novel of Old Europe being adapted in Hollywood (1937), with Shirley Temple as the child star.


� Specifying that “the first syllable should be as in ‘lollipop’ ” (SO, 25), Nabokov remarks that the suffix –ita carries much “latin tenderness,” thus stressing the cultural and literary tradition Humbert invests the little girl with. At the same time lollipop is undeniably evocative of a melody one associates with Shirley Temple: “On the Good Ship Lollipop” – flying towards Peppermint Bay – was first sung by America’s little darling in Bright Eyes (1934).


� Nabokov (who shared his birthday with her and Shakespeare) may have considered Templeʼs charms naughty and privately shared Graham Greeneʼs opinion when Wee Willie Winkie was released in 1936 – “wearing short kilts, she is completely totsy” – on what he terms her “dimpled depravity”: “Adult emotions of love and grief glissade across the mask of childhood, a childhood that is only skin-deep. […] Her admirers – middle-aged men and clergymen – respond to her dubious coquetry, to the sight of her well-shaped and desirable little body, packed with enormous vitality, only because the safety curtain of story and dialogue drops between their intelligence and their desire.” (Night and Day, no. 1, 28-10-37, 31). Oddly enough, she had to him the devilish charm of Marlene Dietrich (whom three-year old Temple had spoofed).


� We may think of those moments when Humbert remembers how he would “pull the temple-skin back on both sides, and kiss [Lolita's] chinesed eyes” (192/218). Winking at us the novelist hints at orphan Ching-Ching (Shirley Temple) in Stowaway (W.A. Seiter, 1936): though the daughter of American missionaries, she speaks Chinese and is steeped in Eastern wisdom, as is suggested by the way she is dressed and her face is made up.


� In Ulysses, Bloomʼs guilty regret of his son Rudy causes him to dream of his return: “a fairy boy of eleven, a changeling, kidnapped” (Ulysses, 702). But Annabel is the child Humbert believes has been restored to him when he discovers her like, as if she had been taken not by some trolls but by gypsies (another folktale topos): “as if I were the fairy-tale nurse of some little princess (lost, kidnapped, discovered in gypsy rags through which her nakedness smiled at the king and his hounds)” (39/42), which is congruous with the Carmencita he is to identify in Lolita and may remind readers of one photograph of Alice Liddell in gypsy rags, taken by Lewis Carroll about 1896.





