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ABSTRACT
THE ACCOMPLISHMENT OF THE YOUNG NOVELIST
By

Peter Morris
The accomplishment of novelists twenty-five and under has been maligned
and ignored, but rarely taken seriously. Their detractors include older
novelists who assume that young novelists lack experience. Such
dismissals, however, fail to account for the many great novels written by
young authors. These accomplishments are possible because the authors
have experienced the loss of innocence recently enough to describe it
poignantly. A survey of fifty-four such novels in various periods and
languages shows marked similarities in the way they trace the loss of
innocence. These stages include: the entertainment of temptation, distrust
of the senses, acute self-consciousness, disillusionment and ennui, and a
passion for solitude and wandering. Sorrow finally arrests this degenerative
cycle by proving ephemeral, thereby demonstrating that the seeds of
corruption are internal. Resolution is finally effected by constructing a
double self - one half able to function in society, the other half nurturing the

ache for wholeness.
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This paper will suggest the possibility of distinguishing trends in the
novel which supersede or complement an historical approach. By
looking at novels written when the author was under twenty-five, we
will see to what extent characteristic features in the works can be
illuminated by looking at the origins of the novelist instead of the
origins of the novel. This idea that salient features can profitably be
isolated from other relevant factors bears in interesting ways upon the
theories of Mikhail Bakhtin and Northrop Frye, but it also hearkens
back to E. M. Forster's notion that we can think of all novelists
congregated around a table in a timeless continuum. As Edmund
Wilson suggests in "The Historical Interpretation of Literature”,
looking at literature by considering a single, discrete element can
enable us to see likenesses which would not otherwise be apparent and
which often cut deeper than historical or national ones.

Much earlier, the Marquis de Sade articulated the idea of seeing the
novel as the result of a universal impulse which transcends historical
factors. He scoffed at the notion that the novel originated in Greece,
and was somehow transmitted to the Moors, the Spaniards and finally

to French troubadours. Instead, Sade argued that "there are customs,



habits and tastes which cannot be transmitted; inherent in all men,
they are part of man's make-up at birth."l Consequently, he
contended that "it was in the countries which first recognized gods that
the novel originated; and, to be more specific, in Egypt, the cradle of all
divine worship. No sooner did man begin to suspect the existence of
immortal beings than he endowed them with both actions and words.
Thereafter we find metamorphoses, fables, parables, and novels: in a
word, we find works of fiction as soon as fiction seized hold of the
minds of men" (Sade,98). Sade elaborated on the importance of

looking beyond historical trends for archetypal patterns:

Man is prey to two weaknesses, which derive from his
existence and characterize it. Wheresoever on earth

he dwells, man feels the need to pray, and to love: and
herein lies the basis for all novels. Man has written novels
in order to portray beings whom he implored; he has
written novels to sing the praises of those whom he
loves...But as man has prayed, and as he loved, wheresoever
he dwelled on the face of the earth, there were novels, that
is, works of fiction, which at times depicted the fanciful
objects of his worship, and at times those more concrete
objects of his love.

One should therefore refrain from trying to trace the
source of this kind of writing back to one nation in preference
to another; one should be persuaded by what we have just
said that all nations have more or less employed this form,
depending upon greater or lesser predilection they have
either for love or for superstition. (Sade, 99-100)
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As Sade's approach implies, one of the reasons for the staying
power which the novel has shown is this potential to regenerate itself
with each succeeding generation. This accords with Bakhtin's
description of how man's increasing awareness of time and the
fluctuations of history have led to the novel usurping the primacy
which once belonged to the epic. Whereas the epic was regarded as
almost exclusively the preserve of the old, wise writer who was
affirming the universality of his people’s moment in time, the novel
represents an opportunity to express what is new and distinct about the
world. It therefore represents a genre uniquely well-suited to young
novelists and, as we shall see, their success tends to increase
proportionately with the instability of the times in which they write.
The years immediately following the French Revolution, World War I,
and World War II all produced flourishes of first-rate novels by young
writers. Somerset Maugham has written perceptively of his own
efforts to write historical fiction while very young and concluded that a
young novelist has to be immersed in his or her own age to have any
chance of being "of all time"2.

It is especially important to reaffirm the achievement possible for

young novelists at a time when very few young novelists are receiving



recognition and with many of the great accomplishments of the past
forgotten. Indeed, if there is any reason to suspect that the long
anticipated "death of the novel" is at hand, it is in the dearth of young
novelists currently attracting attention. The discovery that certain
elements continually recur in the fiction of young novelists even
when there is no question of influence seems to me to be the most
important evidence of the novel's ability to retain its relevance and
liveliness, and any indication that this characteristic is in decline is

grounds for concern. Phil Surguy observed in 1978,

The Thomas Wolfe myth of the unknown genius
who roars out of nowhere and electrifies the world
with his first novel is, if the ads and stories in
glossy magazines are any indication, still alive in
many areas. The reality, of course, is much more
prosaic... the sad truth is publishers are niggardly
when it comes to new fiction and the public is
largely indifferent to it. There was a time in the late
1950's and early 1960's (probably inspired by the
enormous success of The Catcher in the Rye) when
the phrase 'a brilliant first novel' clamoured from
paperback covers as frequently as 'a nationwide best

seller' does today. Those days are long gone now.3

What is generally true of first novels is more abundantly so when the
writer is young, and this tendency has become much more pronounced

in the last decade for a number of reasons. Targeting a book at the age



group for which so many livelier products compete must seem a risky
business, at best. More recognition of the important contributions
young novelists have made to the history of the novel could, however,
g0 a long way to helping to reverse this trend. A look at literary history
tells us immediately that the great novelists of the past were not all
grey-bearded sages when they wrote their masterpieces.

It is little remembered today how many novelists produced their
first novel before their twenty-fifth birthdays, and how many of those
who do publish that early create impressive works. Among the many
novels of the first order are Mary Shelley's Frankenstein, Stephen
Crane's The Red Badge of Courage, Evelyn Waugh's Decline and Fall,
F. Scott Fitzgerald's This Side of Paradise, Thomas Mann's
Buddenbrooks, Carson McCullers' The Heart Is A Lonely Hunter,
Dickens's Pickwick Papers and Qliver Twist, Norman Mailer's The
Naked and the Dead, Lermontov's A Hero of Qur Time, Olive
Schreiner's The Story of An African Farm, Alain-Fournier's Le Grand
Meaulnes, and Goethe's The Sorrows of Young Werther. No doubt

many readers have read and been impressed with these novels without

realizing how young their authors were; conversely, the youth of an
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author is often cited to explain away an inferior work, and hence a
misleading picture is often created. The impressive nature of this list,
to which many other novels could be added, necessitates a
modification of the accepted wisdom that comparatively few early
novels are anything more than shadows of future work. There is also a
rarely recognized but important tradition of works which may not be
enduring masterpieces, but live on as documents of what spoke
profoundly to the generation from which they arose. The reader is
referred to the bibliography at the end of the paper for a more
comprehensive list of novels by young hands.

Some very influential writers have contributed to an unfair
perception of young novelists. After admitting in his book on
Hawthorne that he had not read Fanshawe, Henry James nonetheless
felt empowered to conclude that "it is a proof of how little the world of
observation lay open to Hawthorne at this time....He was twenty-four
years old, but the 'world', in its social sense had not disclosed itself to
him."4 That even as influential a critic as James can indulge in a subtle
form of marginalizing on the basis of age is indicative of the

pervasiveness of the practice. Aldous Huxley writes in his

introduction to Raymond Radiguet's Devil in the Flesh:
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The young Mozart was not unique; he was only the

most marvelous of a small army of marvelous boys.
Where music is concerned, infant prodigies are almost
the rule. In the world of literature, on the other hand,
they remain the rarest exceptions. The fact is curious
and requires explanation....Literature....is an art primarily
concerned with the relations existing between the inner
and the outer world. It makes copies of things which are
not in the soul, and a part at least of its substance is
borrowed from external reality. This means that good
literature cannot be written without first-hand knowledge
of that reality, without actual experience of the relations
between the soul and the world outside it. Hence the
shortage of literary prodigies. Children can hardly be
expected to know much about the world or to be deeply

experienced in the queer and painful ways of adult living.5

This last sentence betrays a fundamental condescension in Huxley's
approach, in that he takes "adult living" as the proper subject of
literature and implicitly dismisses any value to seeing the world
through a youngster's eyes. Of course, on such terms, the contributions
of young writers will be of minimal significance. But as this paper will
demonstrate, one of the great virtues of the literature of the young
writer is its ability to capture a perspective which is at less remove from
the essence of the human condition. The title of a recent work by a
young novelist, David Leavitt's The Lost Language of Cranes, aptly
captures the sense that young writers are pursuing the origins of

epistemology.
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Many writers, including Hawthorne, Henry James himself,
Benjamin Disraeli, John Cheever and Somerset Maugham, have subtly
contributed to the tendency to marginalize the work of young writers
by looking back on their earliest works with distress at having tried too
much, too soon. Of course in some cases the opprobrium is richly
deserved, since many early efforts do reflect little more than their
author's inexperience. But some of their remarks go much too far, as
with the comments of Maugham, Cheever, and Disraeli, which seem
almost to disallow the possibility of a young writer of fiction
accomplishing anything more than preliminary sketches while waiting
for his or her talent to mature.

Maugham gives this account of rereading his first published

collection of short stories, Orientations:

It sent so many cold shudders down my spine that I
thought I must be going to have another attack of

malaria. As a measure of precaution I dosed myself
with quinine and arsenic....[the stories] had passages
so preposterously unreal that I could hardly believe

it possible that I had written them.6
Cheever echoes Huxley's belief that young genius is peculiarly rare in

the field of literature by offering this contrast with the visual arts:

The parturition of a writer, I think, unlike that of a
painter, does not display any interesting alliances to
his masters. In the growth of a writer one finds
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nothing like the early Jackson Pollock copies of the
Sistine Chapel with their interesting cross
references to Thomas Hart Benton. A writer can be
seen clumsily learning to walk, to tie his necktie, to
make love, and to eat his peas off a fork. He
appears much alone and determined to instruct
himself. Naive, provincial in my case, sometimes
drunk, sometimes obtuse, almost always clumsy,
even a selected display of one's early work will be a
naked history of one's struggle to receive an
education in economics and love.7

There is some truth in this observation, but I think it is largely
attributable to the length of time it takes a writer to make enough of a
survey of the field of literature to find such a master. An interesting
point which will be developed in the course of this paper is how many
of the most successful young novelists have settled upon the same
masters, with Dostoyevsky, Goethe, Keats, Byron and Shelley being
amongst the writers who have been useful models for several such
novelists.

Disraeli spent much of his political career trying to live down the
pot-boiling roman a clef Vivian Grey, which he had published
indiscreetly when he was just twenty-two. In 1853, he brought out a
bowdlerized edition of Vivian Grey and wrote ruefully in the preface

that:
Books written by boys, which pretend to give a
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picture of manners, and to deal in knowledge of
human nature, must necessarily be founded on
affectation. They can be, at the best, but the results
of imagination, acting upon knowledge not
acquired by experience. Of such circumstances,
exaggeration is a necessary consequence, and false
taste accompanies exaggeration. Nor is it necessary
to remark that a total want of art must be observed
in their pages, for that is a failing incident to all first
efforts. When the writers of such books are not
again heard of, the works, even if ever noticed, are
soon forgotten, and so there is no great harm done.
But, when their authors subsequently become
eminent, such works often obtain a peculiar
interest and are sought for from causes irrespective
of their merits. Such productions should be exempt
from criticism, and should be looked upon as a

kind of literary lusus.8

Disraeli's eagerness to dismiss the accomplishments of young authors
is peculiarly attributable to the embarrassment attendant on his own
early work, but many other writers indulge in similar sentiments. J.D.
Salinger, for instance, has expressed the wish that his early short stories
be allowed to "die a perfectly natural death”d. Susan Hill "prefers to
forget her first novels"10, as does Anne Tyler!l. Thomas Keneally has
written rather scathingly: "I would like to be able to disown my first
two novels, the second of which was the obligatory account of one's
childhood - the book then that all novelists think seriously of

writing"12, Perhaps one reason for such attitudes from established
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writers is that it seems unflattering to think that a young writer could
accomplish anything worthy of comparison with a work by a writer
who has years of experience upon which to draw.

Whatever the merits of these particular assessments, it is important
to reject the implicit suggestion that the aspiring young novelist
should avoid at all costs letting any early efforts get into print where
they can later come back to haunt him/her. We must also keep in
mind that this suggestion can serve to inhibit young writers who
mistakenly assume that the novel is not a genre conducive to them.
One consequence of this assumption is that many great novelists stick
to writing poetry while they're young, since poetic impulses are
perceived to mature earlier. There are, after all, poets like Keats and
Rimbaud who have achieved major status on the basis of work done
exclusively before their twenty-fifth birthdays. A sense of this
dichotomy may have led such unlikely writers as Ernest Hemingway,
Kingsley Amis, Paul Scott, Graham Greene, William Golding, Patrick
White and William Faulkner to make their first excursions into print
with volumes of poetry.

Fortunately, however, enough writers have ignored such warnings
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to create the impressive list of novels already cited. In discussing the
works of older writers, Laurel Porter and Laurence M. Porter have
observed, "Each season of human life has its own genres: the
outstanding self-portraits of old people are memoirs"13, and this paper
will suggest that the young also have a genre of their own. Although
many of the works to be considered herein have received individual
acclaim, there has been little or no attempt made to appreciate the
existence of a family resemblance among the themes, insights and plots
in the most successful works by young novelists. John Fowles has very
perceptively written that Alain-Fournier's Le Grand Meaulnes
"belongs to...a category of fiction that has no name, but exists.
Unfortunately, the most accurate description would be the novel of
adolescence - I say 'unfortunately' because in our time the adolescent
has come to be regarded as either a deteriorated child or an insufficient
adult, and to speak of a serious novel of adolescence seems almost a
contradiction in terms."14 Though I do not propose to name this
genre, this paper will make clear that the fiction of young writers is a
very well-defined and delineated domain whose rules are consistent.

The periods and countries which seem particularly prone to producing
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good young novelists are the ones whose are particularly amenable to
explorations by young authors. As has been mentioned, young
novelists are particularly prone to flourishing in the wake of major
wars and revolutions which destroy social stability and put a premium
on the ability to adjust.

The suggestions of Huxley, James and Disraeli that experience of the
social world is what the young novelist most lacks reminds us of Dr.
Johnson's description the two requirements which are essential for the
modern novelist. These were "learning which is to be gained from
books" and "experience which...must arise from general converse and
accurate observation of the living world"15. Since these are both areas
in which the very young novelist will automatically be at a
disadvantage, the implicit condescension towards young writers in
Johnson's description of Congreve is not surprising: "Among all the
efforts of early genius which literary history records, I doubt whether
any one can be produced that more surpasses the common limits of
nature than the plays of Congreve"16. Since these "common limits of
nature” hold back the young novelist, we will accordingly look for the

ways in which young novelists are able to emulate V. S. Naipaul's
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description of Conrad's art: "He couldn't risk much; he couldn't exceed
his knowledge. A writer's disadvantage, when the work is done, can
appear as advantage"l7. John Updike alludes to the same problem and
potential solutions: "Often in art less is more, and one must depart to
arrive. In the first novel, the author fumbles, trying to pick himself up
by too many handles, and growing more handles in the process; in the
second, he takes a short but decisive side-step, becomes less himself,
and with this achieved...penetrates to the heart of his raison
d'ecrire"18,

As this paper will indicate, young novelists most effectively turn
their disadvantage into advantage by describing the loss of innocence
which is of course more immediate to them than to their older
colleagues. Somerset Maugham aptly describes the peculiar advantages
which a young writer does possess: "In the first twenty-five years of his
life the youth has gathered a multitude of impressions; if he has the
novelist's instinct he will probably have felt them more vividly than
he will ever feel anything again; and the persons he has known, he
will have known with an intimacy that in the turmoil and the hurry of
after life he will never achieve again"19. The immediacy of the conflict

between natural instincts and socialization make this a fertile ground
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for young novelists in a way that novels of manners or ones with
social settings cannot be. Neither does this theme's suitability to young
writers limit its significance, for it is a universal theme which is
intimately linked to what Yeats saw as the fundamental challenge
artists face — that of trying to overcome "the slow dying of men's hearts
that we call the progress of the world, and lay their hands upon men's
heart-strings again, without becoming the garment of religion as in old
times."20

John Fowles' eloquent description of Alain-Fournier's art in his

introduction to Le Grand Meaulnes suggests a role for the young

novelist similar to the one posited by Maugham:

What he nailed down is the one really acute
perception of the young, which is the awareness of
loss as a function of passing time. It is at that age
that we first know we shall never do everything we
dream, that tears are in the nature of things. Itis
above all when we first grasp the black paradox at
the heart of the human condition: that the
satisfaction of the desire is also the death of the
desire. We may rationalize or anesthetize this
tragic insight as we grow older, we may understand
it better; but we never feel it as sharply and

directly.21

This one really acute perception is what much of the achievement of

young novelists is built upon, and the success which they have in
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capturing the acuity of this sense while it is at its most poignant enables
their novels to overcome all their disadvantages.

In addition to the significance of so many young novelists choosing
this theme, there are striking similarities in their treatments of this
theme. The similarities are the more noteworthy because of the
variety of periods and nationalities represented by the authors of the
works from which I draw examples: Incognita (1692) by William
Congreve (b. 1670), The Man of Feeling (1771) by Henry Mackenzie (b.
1745), The Sorrows of Young Werther (1774) by Johannes Wolfgang
von Goethe (b. 1749), Evelina (1778) by Fanny Burney (b. 1752), Vathek
(1782) by William Beckford (b. 1760), the novellas "Mirza", "Adelaide
and Theodore” and "Pauline” (all 1786) by Madame de Stael (b. 1766),
The Castles of Athlin and Dunbayne (1789) by Ann Rad(cliffe (b. 1764),
The Monk (1796) by Matthew Lewis (b. 1775), Atala and Rene (1801, but
started earlier) by Francoig-Rene de Chateaubriand (b. 1768), Zastrozzi
and St. Irvyne (both 1810) by Percy Bysshe Shelley (b. 1792),
Frankenstein (1816) by Mary Shelley (b. 1797), Vivian Grey (1826) by
Benjamin Disraeli (b. 1804), Fanshawe (1828) by Nathaniel Hawthorne

(b. 1804), "The Terrible Vengeance" (1830) by Nikolai Gogol (b. 1809), A
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Hero of Our Time (1840) by Mikhail Lermontov (b. 1814), The Double
(1846) by Fyodor Dostoyevsky (b. 1821), Dodo (1893) by E. F. Benson
(b.1867), Maggie: A Girl of the Streets (1893) by Stephen Crane (b. 1871),
Liza of Lambeth (1897) by W. Somerset Maugham (b.1874), My Brilliant
Career(1901) by Miles Franklin (b. 1879), Where Angels Fear to Tread

(1905) by E. M. Forster (b. 1879), "Description of a Struggle” (1905) by
Franz Kafka (b. 1883), Young Torless(1906) by Robert Musil (b. 1880), Le
Grand Meaulnes (1913) by Henri Alain-Fournier (b. 1886), Man's
Initiation:1917 (1920) by John Dos Passos (b. 1896), Devil In the Flesh
(1922) by Raymond Radiguet (b. 1903), Blindness (1926) by Henry Green
(b. 1905), Dusty Answer (1927) by Rosamond Lehmann (b. 1901), The
Man Within (1929) by Graham Greene (b. 1905), Afternoon Men (1931)
by Anthony Powell (b.1905), The Black Book (1938) by Lawrence Durrell
(b. 1912), L'Etranger (1942, but written earlier) by Albert Camus (b. 1913),
The Heart Is A Lonely Hunter (1940) and Reflections in a Golden
Eye(1941) by Carson McCullers (b. 1917), Other Voices, Other
Rooms(1948) by Truman Capote (b. 1924), The Beautiful Visit (1950) by
Elizabeth Jane Howard (b. 1923), Poussier sur la ville (Dust Over the

City) (1952) by Andre Langevin (b.1927), Bonjour, Tristesse (1953) by
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Francoise Sagan (b. 1935), The Trap (1955) by Dan Jacobson (b. 1929), The

Mystic Masseur (1957) by V. S. Naipaul (b.1932), Goodbye, Columbus
(1959) by Philip Roth (b. 1933), Harriet Said (written in 1959, but not
published until 1974) by Beryl Bainbridge (b. 1934), New Face in the
Mirror (1959) by Yael Dayan (b. 1939), Mad Shadows(1959) and Tete
Blanche (1960) by Marie-Claire Blais (b. 1939), By the North Gate (1963)
by Joyce Carol Oates (b. 1939), The Millstone (1964) by Margaret Drabble
(b. 1939), If Morning Ever Comes (1964) by Anne Tyler (b.1941), The
Wanderers (1974) by Richard Price (b. 1949), Pride of the Bimbos (1975)
by John Sayles (b. 1950), Judith (1978) by Aritha van Herk (b.1954) and
The Mysteries of Pittsburgh (1988) by Michael Chabon (b. 1965).22

These writers represent a variety of nationalities: Naipaul is
originally Trinidadian; Dayan is an Israeli; Jacobson is South African;
Gogol, Lermontov and Dostoyevsky are Russian; de Svtael,
Chateaubriand, Alain-Fournier, Radiguet, Camus and Sagan are
French; Kafka and Goethe are German; Mishima is Japanese; Musil is
Austrian; Langevin, Blais and van Herk are Canadian; Franklin is
Australian; Crane, McCullers, Dos Passos, Capote, Hawthorne, Roth,
Oates, Tyler, Price, Sayles and Chabon are American, and the

remainder are British. While there are many other novels by young
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writers which are as good or better than many of these, these works
have been chosen because they all adhere to a basic pattern which
enables their authors to turn the disadvantages of inexperience into an
advantage. The remainder of this paper will demonstrate the existence
of this pattern and comment on its significance.

For while these works are set with great specificity in their authors'
own time period, they simultaneously are retracing the archetypal story
of man's fall. They characteristically feature an innocent who is
becoming conscious of temptation for the first time. The sources of
temptation vary, but a constant is that the simple act of entertaining
temptation precludes a return to the pre-lapsarian state. Consciously or
not, the characters have broken their bonds and eaten of the tree of
knowledge. This break is depicted symbolically by a cataclysmic event,
such as a forced eviction from an idyllic home. The order of the stages
which follow the realization that the break is irrevocable is not always
the same, but all the stages are essential components in the process
which follows the loss of innocence. The elegy written by the narrator

of Percy Shelley's St. Irvyne could apply to any of the characters:

Ah! poor unsuspecting innocence! and is that fair
flower about to perish in the blasts of dereliction
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and unkindness? Demon indeed must be he who
could gaze on those mildly-beaming eyes, on that
perfect form, the emblem of sensibility, and yet
plunge the spotless mind of which it was an index,
into a sea of repentance and unavailing sorrow.
(S1,172)

But paradoxically it is the same events which are being lamented here
which give a voice to the young novelist. The novel, being rooted in
experience, becomes possible only after this ultimate experience has
occurred.

A full appreciation of what has been lost dawns gradually as the
naive empiricism of the characters erodes. The senses, which had once
afforded so much pleasure, now bring only fresh testimony to the
fallen condition. Another component of the process is settling upon a
word which describes the state of one who has discovered that the
world is a lesser place than one had taken it to be. As we shall see, the
word "wretch” and its various forms frequently assume this important
function. Dust is also a commonly used metaphor for the atrophy
which has taken hold of the soul. Weighted down by the burden of the
post-lapsarian landscape, the individual sinks into a slough of
disillusionment and ennui. Guilt takes hold and wracks the character

with feelings of inadequacy and self-consciousness. At the same time
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as their curiosity about the appearance of the opposite sex is emerging,
they become acutely self-conscious about their own appearance.
Eventually the young person responds to all these developments by
becoming numb to all emotions or by succumbing to a nascent
misanthropy.

One approach which characters take at this point is to focus on a
quandary between reconciliation and exile from the world in hopes
that this will effect a resolution. Instead, it leads to an obsession with
wandering and a morbid predilection for solitude which are
unsuccessful ways of trying to recapture the irretrievable state of
innocence. Like Adam and Eve exiled from the garden, they engage in
a hopeless search for what they have lost. These methods fail to
achieve resolution because they attempt to attribute the fall to external
causes, while ignoring the duplicity which has begun to characterize
the individual's own actions. They continue to deny their own
willfulness.

It is one of the consequences of the fall of humankind which finally
breaks this cycle of deterioration and dissipation. The natural sequence

of sin bringing death and suffering into the world creates sorrow,
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which in turn finally necessitates the recognition of the internal seeds
of corruption. The ability to mourn the death and suffering inherent
in original sin seems at first to confirm the superiority of the internal
self to the external world. When sorrow itself proves ephemeral,
however, there is no longer the illusion that one can retreat from the
corrupt world into some inner sanctum.

Having finally recognized that the imperfections of society are but a
manifestation of internal flaws, the individual can at last effect a
resolution.b As we shall see, the process which accomplishes this
resolution is intimately connected with the technique of the writer.
This process entails a recognition of a fundamental duality or duplicity
in man's nature, and an understanding that acknowledgement of this
dynamic enables us to surmount it. These novels are full of stunted
reflections of the author, because only by recognizing the incubus left
behind when the loss of innocence is accepted can the mature writer
emerge. Thus, a prerequisite for the young writer would appear to be
some form of recognition of the double and the development of a
strategy for depicting it, such as John Keats' idea of Negative Capability.

The seventeen-year-old Radiguet understood this perfectly when he
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wrote, "Age is nothing. It is Rimbaud's work and not the age at which
he wrote it that astounds me. All great poets have written at
seventeen. The greatest are those who succeed in making one forget
it"23. It is not, then, simply the case that age is nothing, but that the
young author who has successfully integrated the process described
here can make it appear as nothing, thereby turning disadvantage to
advantage.

The theme of childhood illusions being lost is enhanced in many of
these works by the use of an individual whose innocence has been
preserved for an exaggerated length of time. This enhancement serves
to .compact the period in which all illusions are destroyed and therefore
heighten the effects of a process which normally takes place much
more gradually. The monster in Frankenstein is a new creation who is
confronted all at once with the realization of the imperfection of
human nature and of his own nature. He is able to read Paradise Lost
with a sense of its immediacy and receives a genuine shock from the
fall which no less innocent creature could. The narrator of Confessions
of a Mask hopes to find in Omi "the pattern of that forgotten perfection
which the rest of us have lost in some far distant past" (CM,63) because

Omi's sensual appreciation of his body contrasts so distinctly with the
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narrator's painful self-consciousness about his body. In The Monk,
Ambrosio has been left at the abbey-door as an infant and "is now
thirty years old, every hour of which period has been passed in study,
total seclusion from the world, and mortification of the flesh" and
consequently, he "knows not in what consists the difference of Men
and Women" (M,17). His sister Antonia proclaims a like innocence
and is, as her aunt says, "totally ignorant of the world. She has been
brought up in an old Castle in Murcia; with no other society than her
Mother's." (M,12). Her awareness of sexuality remains so minimal that
she can still speculate that Ambrosio might "have been born in the
Abbey" (M,251).

Such secluded settings serve notice of the ground to be covered in
the works which follow. Many of Joyce Carol Oates' early stories take
place in Eden County, including "The Census Taker", which takes place
in the county's "remote foothills" (BNG,21). In The Castles of Athlin
and Dunbayne, Matilda raises Osbert and Mary in the castle of Athlin
on the north-east coast of Scotland, "an edifice built on the summit of a
rock whose base was in the sea” (CAD,1) to which she has withdrawn

to "devote herself to the education of her children” (CAD,3). Similarly,
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the atmosphere of Harley College in Fanshawe is described as a haven
of innocence, located as it is in the "farthest extremity of a narrow vale,
which, winding through a long extent of hill-country, is well nigh as
inaccessible, except at one point, as the Happy Valley of Abyssinia”
(Fa,4). Under the "mild and gentle rule” (Fa,5) of the significantly
named Dr. Melmoth, the institution runs such that, "though youth is
never without its follies, they have seldom been more harmless than
they were here. The students, indeed, ignorant of their own bliss,
sometimes wished to hasten the time of their entrance on the business
of life; but they found, in after years, that many of their happiest
remembrances...referred to the seat of their early studies” (Fa,5-6).
Ellen Langton is introduced to this pastoral setting having "much of
the gaiety and simple happiness, because of the innocence, of a child"
although "her years approached womanhood" (Fa,10). Fanshawe too
"had hitherto deemed himself unconnected with the world,
unconcerned in its feelings, and uninfluenced by it in any of his
pursuits” (Fa,18). A similarly walled-off region of the Carpathian

Mountains is the setting for the initial fratricide in Gogol's story "The

Terrible Vengeance™:

Far from the Ukraine, beyond Poland and the
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populous city of Lemberg, there rises range upon
range of immense mountains. Mountain after
mountain, they encompass the earth to the right
and to the left, as if with chains of stone, and box it
up with a wall of rock to protect it from
encroachment by the wild and turbulent sea...The
eye is quite powerless to survey them, and on some
of their summits no human foot has ever trod.

(TV 48)

Young Torless's boarding school is in a "remote and inhospitable
outlandish district” (YT,3) and "in the previous century had developed
out of a religious foundation and had since remained where it was,
doubtless in order to safeguard the young generation, in its years of
awakening, from the corrupting influences of a large city" (YT,3). The
opening sentence of Other Voices, Other Rooms announces that "a
traveler must make his way to Noon City by the best means he can, for
there are no buses or trains heading in that direction” (OVOR,5).
Bruggabrong, Sybylla Melvyn's childhood home in My Brilliant Career,
"in its sheltered nook amid the Timlinbilly Ranges" is "a very out-of-
the-way place” (MBC,3). While there, none of life's unpleasantries
seem to cling to her: "My brothers and sisters contracted mumps,
measles, scarlatina, and whooping-cough. I rolled in the bed with

them yet came off scot-free" (MBC,4). Although Maggie, in Maggie: A
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Girl of the Streets has "blossomed in a mud puddle”, "None of the dirt
of Rum Alley seemed to be in her veins" (MGS,16). In The Trap, van
Schoor's decision to buy his own farm in a remote area brings him a
"delight he had never known before, because now he was alone, and it
was his instructions alone that were altering the surface of the farm -
he felt as though he was working with the earth itself, alone. And this
isolation, even his wife could not touch” (T,45). Private Williams, in
Reflections in a Golden Eye, spent most of his spare time in the isolated
"woods surrounding the post. The reservation, fifteen miles square,
was wild unspoiled country” (RGEZ3). The "lost doma&n" in Le Grand
Meaulnes is a place which, at least in Meaulnes' eyes, affords eternal
sanctuary for youthful innocence. These characters begin in the sort of
harmony with nature which Schiller attributes to the naive poet, but
all them are forced to leave their idyllic surroundings.

Marie-Claire Blais has showﬁ a particular felicity for depicting the
state of innocence. Isabelle-Marie's idiot brother Patrice, the "Beautiful
Beast” of Mad Shadow's original title La Belle Bete, would "take refuge
in the forest and, in his innocent despair, he often threw himself fully

clothed into the lake" (MS,48). Isabelle-Marie's blind boyfriend
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Michael is "wild and passionate, blessed with the same burning joys as
a child" because "his blindness cloistered his existence" (MS,63). Until

this vail is lifted, he shares with Isabelle-Marie an idyllic life:

They were eighteen. A wealth of physical well-
being was theirs to squander, as everything is
squandered at their age, even passion and genius.
They were innocent; they were virgins. They
enjoyed an intimate camaraderie which sanctioned
everything but spared them the wounds of the
flesh, unlike others who live before they have
discovered the magic of life. (MS,49)

Even the consummation of their relationship does not threaten their

state of innocence:

They rediscovered each other again and again in
childish innocence and did not believe that they
could ever be separated. As they awakened to the
excitement of desire, they promised and gave
everything to one another, eyes, arms, loins,
everything. (MS,78)

As in the scene in Frankenstein where the monster attempts to
claim for himself a place in society by presenting himself to the blind
man only to be banished forever by the seeing children, Isabelle-
Marie's bliss is shattered when Michael regains his sight and sees that
she has deceived him about her appearance. Djuna Barnes' early short
story "Papricka Johnson" also recounts a story in which an ugly
woman tricks a blind man into marrying her, only to have the ruse

uncovered when surgery restores the man's sight. As these scenarios
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illustrate, the temptation to put off having to accept one's appearance is
very great but ultimately one will be discovered. These sight-restoring
operations unmask the women who have been sheltered by blindness,
in much the same way that the writing of Confessions of a Mask

unmasks its narrator.

Sybylla Melvyn, in My Brilliant Career, describes the discovery that
she is ugly and that people will judge her based on this in terms which

are reminiscent of the ones used by the monster:

As a tiny child I was filled with dreams of the great
things I was to do when grown up. My ambition
was as boundless as the mighty bush in which I
have always lived. As I grew it dawned upon me
that I was a girl - the makings of a woman! Only a
girll...Familiarity made me used to this yoke; I
recovered from the disappointment of being a girl,
and was reconciled to that part of my fate. In fact, I
found that being a girl was quite pleasant until a
hideous truth dawned upon me - I was ugly! That
truth has embittered my whole existence. (MBC,40)

Similar emphasis on the importance of the use one can make of the
senses occur in Henry Green's Blindness, where the narrator has been

deprived of his sight by a freak accident and in The Heart Is A Lonely

Hunter, where everyone assumes that the deaf-mute Singer has

affinities with them because "in his face there was something gentle
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and Jewish, the knowledge of one who belongs to a race that is
oppressed” (HLH,114). In Gogol's "The Terrible Vengeance", only the
blind bandore-player can make sense of the story's horrifying and
seemingly arbitrary violence. These examples of course build upon
the classical tradition of the blind bard as a figure of exceptional insight,
but show its usage by these authors to be linked more directly to the fall
from grace.

In Tete Blanche, three days after the title figure has asked, "Does
God know of all crimes?...if He knows of all the crimes in the world,
He can't be innocent" (TB,57), he begins to revel in his own nakedness
and is struck by a glimpse of the lace of Emilie’s petticoat, which makes
him realize "that I don't really know about the things girls wear"
(TB,57). The consciousness of nakedness is symptomatic of the loss of
innocence, just as it is in the book of Genesis. Sexual attraction ceases
to be simple and natural, but instead becomes one more forum for this
acute self-consciousness.

Like Blais, Carson McCullers uses nudity as an emblem of the
condition of innocence in The Heart Is A Lonely Hunter, but it leads
more precipitately to a fall. Mick Kelly and her neighbor Harry

Minowitz have biked to a secluded swimming hole. On the way, Mick
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tempts Harry into the "sin" of drinking a beer, which conspicuously
intoxicates him. After a couple of hours, when "there didn't seem to
be anything new to do" (HLH,233), Mick asks "Have you ever swam
naked?" and when Harry responds, "I-I don't think so", she says
"something she didn't mean to say 'I would if you would. I dare you
to."" Soon they stand naked before each other and Harry exclaims,
"Listen here. I think you're so pretty, Mick. I never did think so
before. I don't mean I thought you were very ugly - I just mean that -"
(HLH,234). Soon after this, the inevitable occurs. McCullers'
presentation of the scene emphasizes that it is Harry who acts self-
consciously and thus it is he alone who apparently bears the burden of
sin. His consciousness of sin is so great that he must leave the
community, whereas Mick seems comparatively untouched by the
event. Likewise, in Reflections in a Golden Eye, seeing the naked
Leonora Penderton destroys the innocent life which Private Williams
had hitherto led. There remains in him ever after a "deep reflection of
the sight he had seen that night" (RGE,28) which leads him into a

series of actions which even he doesn't seem to understand.

A scene very similar to the one in The Heart Is A Lonely Hunter
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occurs in Qther Voices, Other Rooms between Joel Knox and the

tomboyish I&abel Thompkins (who, incidentally, is based on Harper
Lee, the author of To Kill A Mockingbird and Truman Capote's closest
childhood companion). After an unrewarding fishing expedition,
during which Joel tries to tease Idabel by telling her that her twin sister
Florabel is pretty, Idabel proposes that they bathe. When Joel reacts
self-consciously, Idabel spits out "what you've got in your britches is no
news to me, and no concern of mine: hell, I've fooled around with
nobody but boys since first grade. I never think like I'm a girl; you've
got to remember that, or we can't never be friends" (OVOR,74). Joel
complies with this declaration, which "For all its bravado, she
made...with a special and compelling innocence" (OVOR,74).

As they bathe, Joel is able to partially allay his self-consciousness by
thinking back to his baptism, seven years earlier. But nonetheless, his
shoulders contract "self-consciously” when she jokes that he "looks
like a plucked chicken...so skinny and white" (OVOR,74). In spite of
“Idabel's quite genuine lack of interest in his nakedness, [Joel] could
not make so casual an adjustment to the situation as she seemed to

expect”. In contrast to her indifference, Joel notes that "she seemed
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mostly legs, like a crane...freckles, dappling her rather delicate
shoulders, gave her a curiously wistful look...her breasts had
commenced to swell, and there was about her hips a mild suggestion of
approaching width". (OVOR,74-5)

As she shampoos his hair, she rinses it out while telling him
"bawdy" jokes which neither one of them seems to understand; this is
a second baptism for Joel, into the adult world for which he is
approaching physical readiness but is nowhere near emotional
preparedness. As they sit in the sun to dry, Joel lies by claiming that he
never cries. Idabel in turn confesses that she does sometimes cry, but
asks Joel not to tell anyone. Although Idabel seems on the surface to be
the initiator, in fact it is she who is struggling desperately against the
forces to which Joel is succumbing.

Just as nakedness lacks suggestiveness for Idabel, so too does she
shun lying. In response to her request of secrecy, Joel "wanted to touch
her, to put his arms around her, for this seemed suddenly the only
means of expressing all he felt. Pressing closer, he reached and, with
breathtaking delicacy, kissed her cheek" (OVOR,75). The seemingly

innocuous gesture is a very threatening one to Idabel, just as the
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in My Brilliant Career seems so menacing to her that she instinctively
lashes him with a riding-whip. Idabel's reaction is to grab his hair aﬁd
start to pull, and they wrestle until he cuts himself by rolling over her
dark glasses. Even though she cannot hope to retain her innocence
forever, Idabel will not relinquish it without a struggle. Later, in
Randolph's account of how Joel's father came to be paralyzed, there is a
parallel to Idabel in the character of Dolores, who "was like a
child...liked to sit naked in the sun...and wash her hair...no less than
three times a day" (OVOR,80).

Scenes in which peeping Toms are initiated into the beauties of the
female form are thus an important way of symbolizing the loss of
innocence. When Joel Knox in Other Voices, Other Rooms is bored, he
plays "a kind of peeping-tom game members of the Secret Nine had
fooled around with when there was absolutely nothing to do"
(OVOR,39) and witnesses "a young girl waltzing stark naked to victrola
music” (OVOR,39). In Goodbye, Columbus, Neil Klugman reflects on
"how many years had passed since I'd stood beneath that marquee,
lying about the year of my birth so as to see Hedy Lamarr swim naked

in Ecstasy” (GC,22). In The Monk, Ambrosio uses Matilda's enchanted
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mirror to spy on Antonia as she undresses in the privacy of her closet
and his passion is aroused beyond control. In Le Grand Meaulnes, the
boys of Sainte-Agathe hold as their ideal of beauty a girl named Jeanne,
"who could be seen in the nuns' garden through the keyhole"
(LGM,39). In Harriet Said, the nameless narrator and Harriet mark a
new stage in their corruption when they spy on Mr. and Mrs. Biggs
making love. This event's connection to the Biblical fall is made
explicit by the lie Harriet tells to explain what the were doing there:
"We felt like an apple so we went into the garden” (HS,85). It is
important to note that in all of these cases the narrator is a witness
rather than the one revealed. These instances of voyeurism contribute
to a psychologically acute depiction of the artistic consciousness — that
the painful self-consciousness about one's own body arises
simultaneously with profound curiosity about those of others. Implicit
in this paradox is the first dawning of awareness of a fundamental split
or duality in human nature.

Most eighteenth-century texts could not be as frank about describing
the sexual dimensions of this awakening, but they succeed in implying

its existence. Evelina has also led a "sequestered” life at Berry-Hill
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under Mr. Villars' vigilant eye, who acknowledges,

She is quite a little rustic, and knows nothing of the
world; and tho' her education has been the best I
could bestow in this retired place... yet I shall not be
surprised if you should discover in her a thousand
deficiencies of which I have never dreamt. (E,19)

Likewise, Harley in The Man of Feeling is "a child in the drama of the
world" (MF,10) for whom London comes as no less of a shock than it
does to Evelina. Werther's state at the beginning of The Sorrows of
Young Werther is less one of primordial innocence, but his
consciousness is most clearly defined in his perceptions that "those
people are happiest who live for the moment, like children dragging

their dolls around with them" (YW,29) and that,

nothing is dearer to me than children. As I watch
them and see in everything they do the seed of all
virtue and strength they will one day need, when I
recognize future steadfastness and firmness in their
present obstinacy, good humor and the ability to
pass lightly over the perils on this earth in their
mischief, everything so unspoiled, everything still
whole - then I want to repeat the Golden Rule of
the teacher of mankind: 'Unless ye become as one
of these.' (YW,43)

These ideas reflect the burgeoning new belief that childhood was a
special condition, and that attaining adulthood was part loss as well as

part gain. Stimulated largely by Rousseau's Emile, the innocence of the
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child began to be treated with a reverence which it has not entirely lost.
As Rupert Christiansen notes, in the wake of Emile, "People began to
think of childhood as a special condition to be cherished and to see
children as having qualities of personality which as adults they had
lost...Children’s sweet little remarks were recorded in diaries and
letters, and their sweet little acts of natural innocence tearfully
recorded"24. While it is beyond the realm of this paper to explore the
development of this philosophy, its importance to the emergence of a
body of young writers should not be underestimated.

Since these states of innocence have persisted for abnormally long
periods of time, there is enhanced friction when, in the terms of the
opening of The Man of Feeling, the "rust about every man at the
beginning" (MF,3) starts to rub off. The same metaphor is used in the
first paragraph of Incognita, where youth is defined as the period
"before the rust of age had debilitated and obscur'd the splendour of the
original” (I,245). This effect of greater trials according to degree of
innocence is confirmed in Agnes's prophetic denunciation of
Ambrosio in The Monk: "where is the merit of your boasted virtue?
What temptations have you vanquished? Coward! you have fled from

it, not opposed seduction. But the day of trial will arrive!" (M,49).
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Lorenzo introduces the idea that Ambrosio's trial will be augmented
precisely because of the advanced age at which he still retains a

childlike naivete by explaining to Antonia that:

a Man who has passed the whole of his life within
the walls of a Convent, cannot have found the
opportunity to be guilty, even were he possessed of
the inclination. But now, when, obliged by the
duties of his situation, He must enter occasionally
into the world, and be thrown into the way of
temptation, it is now that it behoves him to show
the brilliance of his virtue. The trial is dangerous;
he is just at that period of life when the passions are
most vigorous, unbridled, and despotic; His
established reputation will mark him out to
Seduction as an illustrious Victim; Novelty will
give additional charms to the allurements of
pleasure; and even the Talents with which Nature
has endowed him will contribute to his ruin, by
facilitating the means of obtaining his object. (M,21)

This concept probably owes something to the idea which was so
important to Milton: "I cannot praise a fugitive and cloistered virtue,
unexercised and unbreathed, that never sallies out and sees her
adversary...we bring not innocence into the world, we bring impurity
much rather: that which purifies us is trial and trial is by what is
contrary. That virtue therefore which is but a youngling in the
contemplation of evil, and knows not the utmost that vice promises to

her followers, and rejects it, is but a blank virtue, not a pure; her
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whiteness is but an excremental whiteness"25. The embodiment of
this idea in The Monk, and in several other novels is that the
unusually prolonged period of innocence and the suddenness of the
confrontation with temptation serve to accentuate the universal
process of discovering that "all's not gold that glisters” (MF,44). The
sudden awakening of the passions makes the individual the more
prone to violent mood changes because, as Mirza says, "Passionate
souls know nothing but extremes" (Mirza,90).

The myriad of forms in which temptation can come implicitly
reveals a great deal about what the state of innocence was like. The
association of curiosity with temptation suggests implies that
innocence is characterized by an unconditional faith in the senses.
Curiosity is the impulse to question their data; thus Verezzi, in
Zastrozzi, is an innocent as long as it is "impossible” for him "to doubt
the evidence of his own senses" (Z,11). This also gives an indication of
why characters deprived of one of their senses play important roles in
many of these novels. While temptation is aligned with the discovery
of sexuality in The Monk, this discovery is explicitly linked to curiosity

at several points. The word "curiosity” occurs at least twenty-eight
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times in the novel, and is specifically used in the descriptions of the
awakenings of both Antonia and Ambrosio. In Incognita, Leonora's
love for Hippolito is attributed to "curiosity" (1,271 & 272), as is
Aurelian's for Incognita (I,262). In turn the writer and the reader are
implicated in the process when the narrator later asks "if the reader
have the curiosity to know" (I,287) what will transpire next. When
Zastrozzi is in the next room with Matilda, Verezzi is moved by "a
curiosity, unaccountable even to himself, [which] propelled him to
seek Matilda" (Z,34). Vathek is "of all men...the most curious" (V,128)
and possesses "the insolent curiosity of penetrating the secrets of
heaven” (V,130). Nouronihar is led on by her "curiosity” (V,193) until
"the solitude of her situation was new, the silence of the night awful,
and every object inspired sensations which till then she had never felt"
(V,194). In the anti-climactic moral to Vathek, the narrator decrees that
eternal wandering "shall be the chastisement of that blind curiosity
wﬁich would transgress those bounds the wisdom of the Creator has
presented to human knowledge" (V,243).

Curiosity proves to be a process which feeds upon itself and expands

which each new discovery, as the narrator of Poe's early story "MS. in a
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Bottle" concludes at the end of his narrative: "To conceive the horror
of my sensations is, I presume, utterly impossible; yet a curiosity to
penetrate the mysteries of these awful regions, predominates over my
despair, and will reconcile me to the most hideous aspect of death"26,
The narrator of Confessions of a Mask discovers as an adolescent the
"burning curiosity that would be my faithful traveling companion"”
(CM,108), a curiosity which "resembled the hopeless yearnings of a
bedridden invalid for the outside world and was also somehow
inextricably tangled up with a belief in the possibility of the
impossible” (CM,115). When put in charge of a recruit camp in New
Face in the Mirror, Ariel Ron begins to notice "two completely new
qualities” within herself — "one was patience, the other a curious
interest in others, instead of only in myself" (NFM,102). Private
Williams, in Reflections in a Golden Eye, standing over the head of
Leonora Penderton, has "an expression of intense curiosity” (RGE,58).
As with Vathek, in Frankenstein, temptation emanates from Victor
Frankenstein's desire to learn "the secrets of heaven and earth" (F,37).
Mary Shelley's father, William Godwin, wrote that "Curiosity is one of
the strongest impulses of the human heart. To curiosity it is peculiarly

incident to grow and expand upon itself under difficulties and
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opposition. The greater are the obstacles to its being gratified, the more
it seems to swell, and labour to burst the mounds that confine it"27.
The title figure in Godwin's masterpiece Caleb Williams gives an
account of himself which could as easily have come from Victor
Frankenstein: "The spring of action which, perhaps more than any
other, characterized the whole train of my life, was curiosity...I was
desirous of tracing the variety of effects which might be produced from
given causes...I could not rest until I had acquainted myself with
solutions that had been invented for the phenomena of the
universe"28,

Lust provides the means by which temptation is introduced in
many of these novels. Frequently, as in The Heart is a Lonely Hunter,
its importance to the characters seems to derive in part from the feeling
that "there didn't seem to be anything new to do". In Devil In the
Elesh, the absence of the whole generation of French men who have
gone off as soldiers rushes the narrator into the assumption of adult
roles for which he is utterly unprepared. In a sense, he is almost a
victim of a body which is more ready for adult experiences than are his

emotions, and he tries to compensate for this inadequacy by glutting
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himself with sexual pleasure. Similarly, in The Monk, Ambrosio finds
that the pursuit of pleasure with Matilda leads not to satisfaction but an
endless longing for new and different forms in which pleasure seems
increasingly irrelevant. David Lodge writes of Martin Amis's first

novel The Rachel Papers, published when Amis was twenty-four,

the narrator, a jaded roue of twenty, looked back
with appalled fascination at his younger self, a
creature compelled by his insatiable flesh to pursue
sexual satisfaction far beyond the limit of pleasure.
The novel was remarkable for its description of
foreplay and copulation in which the language of
pleasure was exchanged for the language of painful
labour, and in which anxiety, embarrassment and
boredom swamped any feelings of satisfaction or

tenderness.29

Sexual hunger, then, can cease to be a natural urge in the works of
these writers and become symptomatic of the wretched condition of
one whose innocence cannot be retrieved.

For whatever the mode of temptation, once it has been entertained

there is no retreat to innocence. As the narrator of The Castles of

Athlin and Dunbayne writes:

When first we enter on the theatre of the world and
begin to notice the objects that surround us, young
imagination heightens every scene, and the warm
heart expands to all around it. The happy
benevolence of our feelings prompts us to believe
that every body is good, and excites our wonder
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why every body is not happy. We are fired with
indignation at the recital of an act of injustice, and
at the unfeeling vices of which we are told. Ata
tale of distress our tears flow a full tribute of pity.
At a deed of virtue our heart unfolds, our soul
aspires; we bless the action, and feel ourselves the
doer. As we advance in life, imagination is
compelled to relinquish a part of her sweet
delirium; we are led reluctantly to truth through
the paths of experience; and the objects of our fond
attention are viewed with a severer eye. Here an
altered scene appears; frowns where late were
smiles; deep shades where late was sunshine: mean
passions, or disgusting apathy, stain the features of
the principal figures. We turn indignant from a
prospect so miserable, and court again the sweet
illusions of our early days; but ah! they are fled for
ever! (CAD4-5)

In The Millstone, Rosamund looks back at how pregnancy has

changed her and observes:

When I was young, I used to be so good-natured. I
used to see the best in everyone, to excuse all faults,
to put all malice and shortcoming down to
environment: in short, to take all blame upon
myself. But for the child, I might have gone on like
that forever and, who knows, I might have been
the better and nicer for it in the kindness of my
innocence. I repeat; not being blind, I saw faults but
I excused them. Now I felt less and less like finding
excuses. (Mi,68)

After her daughter is born, Rosamund is thrilled to rediscover in
Octavia the attribute which she herself has lost: "She had forgiven me

for our day of separation, I could see, and such generosity I found
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amazing, for I am not generous. Fair, but not generous." (Mi,113).

Just as the monster in Frankenstein hides himself where he can
observe the happy family life without disrupting it, so Meaulnes
shelters himself when he first happens upon the "lost domain",
fearing that his appearance will frighten away the children. Once he
has left it, he never is able to satisfy his longing to return there, since
even finding the coordinates does not allow him to recapture the spirit
of the place. What he can never regain is the epiphanal feeling he has
on first entering the lost domain: "an extraordinary contentment, a
perfect and almost intoxicating serenity, a feeling of certainty that he
had reached his goal and that from now on he could look forward to
nothing but happiness” (LGM,50). A similar dynamic operates in
Dusty Answer, in which the mystical world which Judith Earle
discovers next door is subject to being punctured at any point, as for
example by a rain storm, and is finally lost forever. In The Beautiful
Visit, the narrator feels a similar nostalgia bordering on obsession
towards her "beautiful visit" in the country. Elizabeth's cottage plays
this function in The Man Within, with its significance being far greater

for Andrews when he is away from it than when he is there. Like
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Meaulnes, he comes to the cottage in the fog and conceives of it as
being in the middle of a remote wood. Only when he finally leaves it
does he realize "how far from the isolation he had imagined was the
cottage" (MW,94).

This propensity to look back nostalgically at a particular time and
place as a special bastion plays an important role in many of these
novels. Tete Blanche comes to say of his boarding school, "I
understand more and more that this is my kingdom" (TB,37) and later
he looks back on his days at the sea-shore with Emilie in a similar
fashion. Tete Blanche also refers to "the cloistered atmosphere"”
(TB,122) of Delatour College. Cloisters, convents and monasteries play
figurative roles as lost domains in many of these works, and not
merely those which are in the Gothic mode. Even characters who have
never been in one seem to sense them as places from which they have
been exiled. In QngMng_na_ﬁ_gn_lﬂ_Z, in the midst of World War
I, the central character Martin Howe declares: "If there were
monasteries nowadays...I think I'd go into one" (OMI,48). Amid the
decadence of the Regina Hotel, Lobo, in The Black Book, announces "I
will go into a monastery” (BB,28). In My Brilliant Career, Sybylla's

grandmother exclaims that, rather than see her become an actress, she
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"would rather see her shear off her hair and enter a convent this very
hour” (MBC,73). Young Torless's school has "developed out of a
religious foundation" (YT,6). Cecile, in Bonjour, Tristesse, has left a
convent school only two years previously and is intrigued by some of
her father's less respectable friends because "after ten years of convent
life their lack of morals fascinate me" (BT,105).

In Judith, the title character decides to buy a pig farm like the one
she was reared on when she flees a moribund relationship in the big
city in hopes of recapturing her lost innocence. When first sent to
school, Young Torless attaches such significance to the letters he sends
his parents that: "when by day, at games or in class, he remembered
that he would write his letter in the evening, it was as though he were
wearing, hidden on his person, fastened to an invisible chain, a golden
key with which, as soon as no one was looking, he would open the gate
lgading into marvellous gardens” (YT,3). Gulchenrouz, the eternal
innocent to whom Nouronihar is betrothed in Vathek, can dwell
contentedly in the "inviolable asylums" (V,221) which Nouronihar
must leave behind: "Remote from the inquietudes of the world, the

impertinences of harems, the brutality of eunuchs, and the inconstancy
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of women, there he found a place truly congenial to the delights of his
soul. In this peaceable society his days, months and years glided on"
under the watchful eye of a good old genius, who "instead of
burdening his pupils with perishable riches and vain sciences,
conferred upon them the boon of perpetual childhood" (V,221). Even
though most of these efforts are doomed to failure, there is something
noble in the effort.

Another recurrent feature is the term "wretched" being used to
designate this condition of being aware of one's own lost innocence.
This may in part reflect the influence of Thomas Chatterton, who was
of great importance to the Romantic poets. A talented young poet,
Chatterton took his own life with an overdose of arsenic in 1770 at the
age of seventeen after his attempt to pass off his own poems as
medieval ballads was detected. His body was found in the midst of
torn-up fragments of his verse, the last of which read: "Have mercy,
Heaven, where here I cease to live/ And this last act of wretchedness
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