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Victorian serial novels were bound with pages upon pages of advertisements 

marketing goods to readers, yet the relative inattention paid to this significant material 

component of the novel is surprising.  This project explores the interaction between 

fictional narrative and commercial advertisements, and aims to recover the material 

context in which three Victorian novels—Bleak House, Middlemarch, and Adventures of 

Huckleberry Finn—were first published and read.  These three case studies—a novel 

published in 20 monthly serial numbers, another packaged in the rare format of eight 

“books” in bimonthly installments, and the third published in a monthly magazine in 

three excerpts—are exemplary of a larger phenomenon in Victorian book production 

wherein fiction and commerce were inextricably bound.  This project investigates the 

ways in which the advertisements can be reconceived as a significant element of the 

novel, mediating the reader’s experience of the text.  The Bleak House chapter examines 

how the advertisements for hair products in the “Bleak House Advertiser” serve to 

highlight an aspect of Charles Dickens’s text about Victorian responses to the mass of 
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new consumer goods and individuals’ desire to control the physical aspects of their 

world. The following chapter considers George Eliot’s (Mary Ann Evans’s) 

Middlemarch, finding that just as the narrator’s asides compel readers to attend to the 

temporal difference between the 1830s setting of the novel and the 1870s perspective of 

the serial edition, sewing machine advertisements in the advertising supplement of the 

novel serve to remind readers of their role as observers of past events.  The examination 

of Mark Twain’s (Samuel Clemens’s) Huck Finn, as published in three excerpts in The 

Century Illustrated Monthly Magazine, demonstrates that the magazine articles, the 

excerpts from Huck Finn, and the advertisements all engage in a project of unifying the 

nation and alleviating the physical and metaphorical wounds of war.  The unity of the 

message emerges when the excerpts are read together with the many advertisements for 

wheelchairs and other such implements for disabled bodies.  The dissertation ends with a 

chapter indicating the merits of further analysis and critical discussion of advertisements 

in the undergraduate literature classroom.  
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Introduction 

Reading serial novels alongside the publishers’ advertisement supplements likely 

influenced Victorian readers.  By looking at first serial editions of Bleak House (1852-

53), Middlemarch (1871-72), and Adventures of Huckleberry Finn (1884-85), this 

dissertation attempts to understand the experience of Victorian readers and demonstrates 

that such an inquiry can also provide a deeper understanding of how nineteenth-century 

readers consumed fiction as well as commodities in the primary market.  In many ways, 

the analyses presented here might likewise change our present-day readings of the sample 

texts in significant ways.  My approach is historical and descriptive rather than 

theoretical.  With a descriptive methodology grounded in bibliographical theories posed 

by Gerard Genette in Paratexts: Thresholds of Interpretation (1997), I examine the text, 

paratext, and context in which each book was historically and materially situated.  As 

many book historians are apt to point out, our present-day repackaging of many 

nineteenth-century texts conceals the rich history and circumstances of their origins.   

Readers of this dissertation might perhaps be curious about why I selected these 

particular serialized novels for this project.  As objects themselves, books changed 

considerably throughout the nineteenth century in their appearance and in the way they 

were produced.  The texts I have chosen for this study offer a good sampling of the kinds 

of packaging available to readers during the century.  In narrowing down the novels I 

intended to discuss, I was primarily interested in presenting a variety of types.  Bleak 

House, a novel serialized in 20 monthly parts, containing two illustrations per number, 

32-pages of text, and hundreds of pages of advertisements, is representative of other 

Dickens novels published in the same way and comparable to similar publication 

methods used by other Victorian authors such as William Makepeace Thackeray.  
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Middlemarch, on the other hand, is a rogue type of publication.  No other novel in the 

nineteenth century was published in such a distinctive packaging and method of 

serialization.  Middlemarch was published in eight “books” of varying lengths, with 

advertisements supplying the additional padding necessary to make each book at least of 

seemingly similar length.  The publishing schedule began as a bimonthly, but after the 

first six books were issued in bimonthly fashion, the last two came out only a month 

apart, meaning that books six through eight appeared in consecutive months from 

October to December.  Thus, the publication timetable speeds up in the last two books 

just as the rhythm of the narrative speeds up at the end of the novel. The third novel, 

Adventures of Huckleberry Finn, while it is representative of many other fictional 

narratives published in weekly and monthly magazines throughout the century, it is also 

somewhat of an anomaly in that only excerpts of the novel were selected for publication 

by the editor of The Century Illustrated Monthly Magazine, and the first one-volume 

publication in England preceded the single-volume American publication of the novel in 

the United States (due to an error in one of the illustrative plates).  So, Huck Finn was 

published in England before it was published in the U.S.   I selected a sample of case 

studies to represent the typical Victorian experience as well as anomalous types.  Some 

other types of Victorian packaging that I have left out of this project and hope to address 

in a later version of it include novels published in weekly magazines, railway novels 

(named for their sale at book stalls in railway stations), and sensation novels.  

What makes this project unique is that it examines the first reading of canonical 

novels that we continue to study and teach today.  Until recently, not much attention has 

been paid to serial divisions of novels.  Holding these first serialized editions of Bleak 

House, Middlemarch, and Adventures of Huckleberry Finn is an altogether different 

experience than looking at modern editions of such texts.  In all three instances, the 
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advertisements that appeared with the serial or excerpted novel appear both in the first 

and last pages of the bound text and are paginated independently from the novel.  In each 

serial installment of Bleak House, for instance, the “Bleak House Advertiser” took up the 

inside front cover and the first pages of the issue.  Following these advertisements, the 32 

pages of the novel began with their own pagination, and once again after the pages of 

Bleak House proper, the “Advertiser” continued for several more pages, and onto the 

inside and outside back covers.  The novel was therefore sandwiched between pages of 

advertisements that preceded and followed the text of the novel.  Each book of 

Middlemarch was similarly packaged with paper wrappers and advertisements, the only 

difference being that there was no unifying title for the advertisements as there were for 

Dickens’s “Advertisers,” but the arrangement of advertising pages is precisely the same.  

Advertisement pages were often printed on different paper than the novel itself, so they 

look and feel different from the rest of the pages of the novel, and most of the pages are 

so crowded with advertisements that they often look like our present-day classified 

advertisement section with small print and haphazard graphic design.  Unlike in our 

magazines today, the advertisements in The Century appeared only in the front and back 

pages of the issue, and not interspersed throughout.  These advertisements were also 

paginated separately from the articles of the magazine proper.   

What is important about these three types of packaging is that they represent some 

of the ways Victorians began to purchase novels instead of borrowing them from lending 

libraries (also called circulating libraries) that, often for a yearly subscription fee, allowed 

subscribers to borrow one volume at a time.  Charles Edwin Mudie, who in the nineteenth 

century owned the most famous and powerful Select Circulating Library, benefited from 

the three-volume novel format because, with such a design, he could have one novel 

checked out by three different subscribers at once.  The high price of three-decker novels, 
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at 31s.6d., discouraged any but the wealthiest readers from purchasing novels before 

other methods of publication became available.    

I hope to show that it is important that all novels so published be read alongside 

their original advertisement supplements.  But access to the original advertisements of 

any nineteenth-century serial novel is difficult to come by.  First of all, the ephemeral 

nature of advertisements makes them “throwaways” most likely discarded after their use.  

Once a reader had purchased all 20 parts of Bleak House or all eight books of 

Middlemarch, he or she would likely dismantle the serial parts, and have them rearranged 

and bound as a single volume with no advertisements and without the paper covers that 

clothed each serial part.  Magazines themselves, after being read and circulated among 

household members or communities, would also be discarded as trash.  Thus, the original 

packaging and reading format of these novels highlights their ephemeral nature, erasing 

their cultural significance for the modern reader.   

 The Victorian reading experience I describe is one of educated imagined 

reconstruction.  I seek to illustrate what a contemporary reader might have noticed in 

these advertisements and their larger cultural significance. Certainly all first readers were 

exposed to the advertisements, but they had a variety of responses and their reading 

practices varied.  Readers could have seen connections, but this is a postulation I make 

only about some readers.  In this study, I do not account for the diverse experiences of 

Victorian readers—those who ignored the advertisements, or read them but did not make 

any connection with the novel, or those who were read to and who did not see the 

advertisements.  Certainly the connections I make and the experiences I describe are ones 

that those who read subsequent editions of the novel would not have had since later 

editions did not include the advertisements.  This project also does not account for serial 

editions that lacked the advertisements altogether or whose advertisements differed 
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somewhat from those in the particular copies I examined.  I am not claiming a single, 

monolithic “Victorian” experience but instead one among many possible scenarios. 

One of the many complications of this project is the fact that advertisements, like 

many other paratexts, lie within the realm of publishers because they were either 

produced or financed by them and are not an author’s paratext.  Authors rarely had any 

control over what advertisements appeared next to their works, so the question of 

intentionality becomes a vexing one.  Likewise, in the concluding chapter, I present an 

example that deals with advertisements for patent medicines and a novel that is critical of 

such medicines.  Today’s readers might question why any advertiser would continue to 

market his patent medicines when the content of a novel might speak against them, as in 

the Middlemarch example.  There is indeed potential conflict for advertisers, but many 

novels in the period dealt with illness and treatment.  While the novelist might be more 

keenly attuned to the quackeries of the advertisements, the reader may not be as astute.  

Furthermore, there is much to be said for the placebo effect of many of these medicines, 

and as long as people continued to purchase the medicines, advertisers would certainly 

advertise their pills.  It is also possible that it was a matter of consumers mistaking 

correlation and causation.  Perhaps they happened to get better as they were taking the 

medicine, and they mistakenly attributed their improvement to the medicine.  In any case, 

many patent medicine advertisements appeared alongside novels that spoke against their 

popular use. 

 Another limitation of this project is the fact that I write about canonical texts.  In 

no way do I claim that this is an exhaustive study of any of the three novels.  In fact, on 

the contrary, I continue to be amazed that even when dealing with canonical texts, there 

is still a wealth of information to be discovered about them.  My hope is that the 

resonance of this project will lead to others’ inquiries about these novels and texts like 
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them.  My work can point to future directions for scholars.  For instance, in looking at 

Bleak House and its advertisements, others might pursue thematic possibilities linked 

with additional categories of advertisements aside from hair products or with a greater 

emphasis on gender studies.  Others might more richly delve into the transatlantic 

experience of reading Victorian novels.  In all, my aim is to present a new way to look at 

and teach these canonical texts.   
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Chapter 1:  Stories and Stuff—The Victorian Novel’s Serial Packaging 
as a Cultural Artifact  

Reading nineteenth-century novels today, one cannot help but notice that the 

physical object dominates the literary landscape.  These stories are full of things.1  

Throughout the Victorian period in particular, due to the introduction of new 

commodities and the mass production of manufactured goods, objects accumulated into 

the worlds of readers and, as a result, into advertisements and onto the pages of novels 

that reflected this changing world.  Reading texts from this period, we stumble upon 

chairs, tables, pianos, books, rugs, pens, umbrellas, spectacles, needles, jewelry, hats, 

suits, shawls, bonnets, pills, oils, elixirs, pomades, and crèmes.  These items filled rooms, 

walls, tables, and shops.  Victorian objects were purchased, treasured, hoarded, traded, 

gifted, willed, pawned, and discarded in fiction as much as in the reality of the times.  

Amid this burgeoning culture of consumption and material possession, an object’s 

capacity to serve as a manifestation of class status and occupation, as well as to define 

identity, granted such articles a great measure of influence.  For instance, in the third 

number of Charles Dickens’s Bleak House (May 1852), the narrator introduces Mr. 

Snagsby, the law stationer, by identifying the very tools of his trade. With language 

imitative of merchants advertising in nearby pages, the semi-omniscient narrator begins: 

Mr. Snagsby has dealt in all sorts of blank forms of legal process; in skins and 
rolls of parchment; in paper – foolscap, brief, draft, brown, white, whitey-brown, 
and blotting; in stamps; in office-quills, pens, ink, India-rubber, pounce, pins, 
pencils, sealing-wax, and wafers; in red tape, and green ferret; in pocket-books, 
almanacks, diaries, and law lists; in sting boxes, rulers, inkstands – glass and 

                                                
1 For examples of studies of material objects in Victorian fiction see Asa Briggs, Victorian Things 
(London: Batsford, 1988); Daniel Pool, What Jane Austen Ate and Charles Dickens Knew: From Fox 
Hunting to Whist—the Facts of Daily Life in 19th-Century England (New York: Simon & Schuster, 1993); 
Judith Flanders, Inside the Victorian Home: A Portrait of Domestic Life in Victorian England (New York: 
W. W. Norton & Co., 2003); Elaine Freedgood, The Ideas in Things (Chicago: U Chicago P, 2006). 
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leaden, penknives, scissors, bodkins, and other small office-cutlery; in short, 
articles too numerous to mention; ever since he was out of his time, and went into 
partnership with Peffer. (Ch. 10, p. 154)2 

The narrator’s inventory invokes advertisements from the “Bleak House Advertiser,” 

such as the one for Mechi (Figure 1), a merchant who advertises an assortment of 

household wares similar to those Snagsby supplies.  The advertiser, like Dickens’s 

narrator, abandons grammar to maximize his display of inventory in the narrow space of 

his advertisement: “The best and cheapest cutlery, desks, dressing cases, work boxes, tea 

trays & papier maché elegancies.  Bagatelle & backgammon boards.  Every thing for the 

toilet & work table.  Pocket books, card cases, portfolios & inkstands.”  Less specialized 

than Snagsby’s stationery merchandise, Mechi’s assortment of goods indicates that the 

merchant makes efficient use of his shop by maximizing the variety of products offered.  

Both the advertisements and the stories they accompany share a fascination with physical 

objects. 

 As much as the onslaught of new wares dominated Victorian life, this new 

commodity-driven culture was but one example of the changing times that Victorians 

witnessed and lived through.  For it is fair to say that no generation of Victorians died in 

the same world that it was born into.  In an essay discussing the Victorian temperament in 

the “age of transition,” William Makepeace Thackeray discusses material progress as a 

source of distress: “It was only yesterday; but what a gulf between now and then! […] 

Your railroad starts the new era, and we of a certain age belong to the new time and the 

old one.  We are of the time of chivalry as well as the Black Prince of Sir Walter Manny. 
 

 
 

                                                
2 This and all subsequent citations are from the Penguin edition (ed. Nicola Bradbury), 2003. 
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Figure 1: Detail from the “Bleak House Advertiser,” No. I, March 1852, p. 22 
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We are of the age of steam.”3  Having outgrown the past and facing a time of change, 

Victorians were in a state of flux.  As historian Walter E. Houghton argues, “For although 

all ages are ages of transition, never before had men thought of their own time as an era 

of change from the past to the future” (Houghton 1).  At this time of political, social, and 

economic upheaval, material circumstances were continually and visibly changing, and, 

as many critics and historians have noted, such reshaping had a transforming effect on 

everyday experiences.   After all, the nineteenth century witnessed the introduction of 

railroads, the telegraph, the steam engine, gas, the bicycle, and domestic devices such as 

the sewing machine—all facets of technology and innovation that were at mid-century 

flaunted in the Great Crystal Palace Exhibit of 1851, perhaps the largest display of 

industrial wares.4  While, as a people, Victorians welcomed the development of 

commerce and technological innovations in manufacturing and communication with 

national optimism and pride in their progress, as individuals, each Victorian met these 

changes with personal apprehension, unease, and perhaps even anxiety.   

The sheer speed of mechanized life was wearing on human experience.  As 

Houghton further remarks, “Not only the tempo of work but the tempo of living had 

increased with striking impact,” to the point that “even the ‘anxiety to be in time, the 

hurrying pace—often running to catch trains’—was causing a daily wear and tear which 

it was thought contributed to the increase of heart disease between 1851 and 1870” 

(Houghton 7, 61). Advertisements, as cultural artifacts, simply reflected changes that 

were already affecting the Victorian way of life as people began moving to the rhythm of 

these new machines.  And as part of this accelerated new lifestyle, advertising asked 

                                                
3 Qtd. in Walter E. Houghton, The Victorian Frame of Mind, 1830-1870 (New Haven: Yale UP, 1985), 3; 
originally from “De Juventute” (1860), published in the Roundabout Papers, No. 12: 232 (Works).   
4 For more on the Crystal Palace Exhibit, see Michael Leapman, The World for a Shilling: How the Great 
Exhibition of 1851 Shaped a Nation (London: Headline, 2002), and Jeffrey A. Auerbach, The Great 
Exhibition of 1851: A Nation on Display (New Haven: Yale UP, 1999). 
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consumers to welcome new habits and objects into their homes, fostering further 

uneasiness.  Advertisements and the objects they extolled were omnipresent in the public 

sphere—displayed on walls and columns in layers upon layers of paper that plastered the 

city with commercial images.5  But advertisements first entered the domestic space in 

print via newspapers, novels in parts, and magazines.    

This dissertation explores the cultural anxieties that accompanied these changing 

times and how novels and their original advertisements articulated, and perhaps either 

exacerbated or attempted to diffuse, Victorian doubt and confusion in the age of industry. 

This project points up the materiality of how these anxieties are worked out in both 

fiction and commerce.  After all, the cultural conditions of the period were such that they 

allowed for the expansion of purchasing power, literacy, and shifts in class status at the 

same time that Victorians became conscious and conspicuous consumers.  The following 

chapters are organized with an eye to an ever-narrowing temporal gap between the 

fictional setting and the reader’s reality in Victorian novels.  The accompanying 

advertisements make such a short lapse of time more acute.  In examining the discourse 

of advertising and the discourse of fiction—and the moments where they intersect—this 

project looks at how both novels and advertisements addressed a shared audience and 

considers where their purposes corresponded and where they were at odds with each 

another.  In other words, the primary questions this dissertation asks are: What kind of 

reciprocity exists between the advertisements and the story given the lapse in time 

between them?  Do the novels and the advertisements help readers cope with their fear of 

change and middle-class anxiety, or help them avoid such distress?  Since both texts, 

especially when juxtaposed, are reflections of the changing culture—one literary and the 

                                                
5 For one example of the ubiquity of advertisements in city life, see Dickens, “Bill-Sticking,” Household 
Words, 22 March 1851, 2: 601-606.  
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other commercial—does one resolve or remedy the uneasiness created or embodied in the 

other?  Or do both fiction and advertisement assuage or alleviate the difficulties created 

by the new commercial and industrial way of life?   

It is important to note that changes in the production of nineteenth-century novels, 

too, reflect the ways in which publishers and authors adapted their publishing strategies 

to meet the growth and changing needs of a literary market.  Linking the changes in 

publishing with the wider commercial conditions of the period, one can see that the texts 

serve as an index of transformations occurring in an expanding consumer culture. 

Various technological and cultural changes affected the production, distribution, and 

consumption of novels.  Some of the significant changes include the professionalization 

of the author as a result of the end of the patronage system, developments in copyright 

laws and literary property, and the separation of publishing and bookselling practices, as 

well as advances in paper-making and printing.  Owing to these changes, the century also 

witnessed a transformation of the novel as a genre, leading to the legitimization and 

acceptance of the novel as a respectable work. 

History of the Changing Appearance of the Novel 

Any consideration of the novel’s material appearance during the century must 

begin with Sir Walter Scott.  Scholars agree that the success of Scott’s novels marked a 

new era in fiction.6   Whereas in the eighteenth century some observers considered even a 

novel by Samuel Richardson a “trashy piece of fiction fit only for servants and females,”7 

in the nineteenth century, Scott’s popularity granted prestige and seriousness to the 
                                                
6 See especially Jane Millgate, “Making It New: Scott, Constable, Ballantyne, and the Publication of 
Ivanhoe,” Studies in English Literature, 1500-1900, 34.4 (1994): 795-811; Richard Altick, The English 
Common Reader: A Social History of the Mass Reading Public 1800-1900 (Columbus: Ohio UP, 1998); 
and Guinevere L. Griest, Mudie’s Circulating Library and the Victorian Novel (Bloomington: Indiana UP, 
1970). 
7 Terry Eagleton, The English Novel (Oxford: Blackwell, 2006), 11.  For this reason, Eagleton points out, 
writers like Henry Fielding and Richardson called their works “histories” instead of novels. 
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writing of novels and even facilitated their entry into the luxury trade.   His influence on 

the publishing and reading of novels was palpable.  During the early part of the 

nineteenth century, the multiple-volume novel of the previous century slowly came to be 

a standard three volumes.8  Ordinarily, the popularity of a novel would result in lower 

prices, but as Scott’s novels became more sought-after, their cost increased until with 

Kenilworth (1821), his publishers set a price for three-deckers that persisted until the end 

of the century.9  Kenilworth was, in essence, the original three-decker.  In the previous 

years, the publishing venture of Ivanhoe (1819) had also signaled a significant shift in 

publishing history as well as in Scott’s literary career.  It was a commercial endeavor 

departing from the demy duodecimo (relatively small) format previously used by Scott.   

With Ivanhoe, Scott’s publisher Archibald Constable first began experimenting with a 

new post octavo format (a larger size book) and a higher price.  

During this period of immensely rapid change, two lesser-known figures similarly 

affected the fashion of marketing, borrowing, and consuming novels—William Henry 

Smith, who operated newsstands at railway stations, and Charles Edward Mudie, 

publisher and bookseller who founded a lending library.  Each cultivated a niche market 

consisting of railway travelers and middle-class subscribers, respectively.  W. H. Smith’s 

business, which began as “Newspaper Agents, Booksellers, and Binders,” in Duke Street, 

Grosvenor Square, opened in 1820 as a reading room and expanded into the railway 

bookstall business in 1848 during the period of “railway mania” when three thousand 

miles of tracks were added to the English countryside (Griest 31). Smith’s railway 

bookstalls grew to a monopoly with a network of 185 branches by 1862 (Griest 32). 

                                                
8 Examples of eighteenth-century novels in multiple volumes include Tristam Shandy in 9 volumes, 
Clarissa in 8 volumes, Tom Jones in 6 volumes, and Sir Charles Grandison in 7 volumes. 
9 The price of 31s.6d. persisted from 1821-1894.  See Guinevere Griest’s thorough historical analysis of the 
pricing of three-volume novels in Mudie’s Circulating Library and the Victorian Novel (Bloomington: 
Indiana UP, 1970). 
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Mudie, who refused an offer to go into business with Smith, opened his own Select 

Circulating Library which, for the next 30 years, prospered into the most powerful 

lending library in the nation, lending volumes for a subscription price of one guinea a 

year with estimates of the number of subscribers reaching 50,000 to 60,000 at its height 

(Griest 24, 17, 79). The circulating library and railway bookstalls altered the practices of 

authors, publishers, advertisers, and readers to varying degrees.  While Mudie focused his 

business on lending the revered three-decker, Smith dedicated himself to the sale of the 

cheap reprint in one volume, or yellow-back, though both responded to fluctuations and 

innovations in the literary world.  Mudie and Smith also led the way in the advertising of 

novels.  The costs of advertising often shifted from the publisher to either Smith or 

Mudie, since these two bookselling giants took on much of the burden of advertising 

through their individual businesses.  Mudie exercised control by ensuring that his “select” 

library shaped and met the needs of his reading public.  Ultimately, the companies 

created by Mudie and Smith united to bring about the death of the triple-decker through 

an agreement to essentially ban it in 1894, after both men had died (Griest 33). This 

decision made by their successors led to an almost immediate disappearance of the three-

volume novel.  In the early decades of the century, Scott, Mudie, and Smith initiated the 

creation of what was fast becoming a “cohesive body of readers” throughout the empire 

(Griest 223). As literacy grew to include more Victorians, those in control of book 

production changed their approach to novel publishing and responded to make new 

fiction a fashionable commodity.  

Central to the history of the nineteenth-century novel and its advertisements is the 

momentous accident by which Dickens and his publishers stumbled upon a profitable 

publication format that melded text, illustrations, advertisements, and literary success.  

The death of Scott in 1832 left a literary vacancy “that seemed impossible to fill” (Griest 
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14). But Scott’s death and, only four years later, the suicide of illustrator Robert 

Seymour, were two events that, in their own way, led to a serendipitous and historical 

occurrence that had significant implications for the literary world and changed novel 

publishing forever. 

 The Posthumous Papers of the Pickwick Club (1836-37) began as a print 

undertaking designed to feature one-shilling comedic wood engravings by Seymour, with 

a few lines of text written by the 24-year-old Charles Dickens.  However, after 

Seymour’s suicide on April 20, 1836, before the completion of the second number, 

publishers “decided to continue, on an ‘improved plan’ of thirty-two pages of letterpress 

and two illustrations per month,” radically shifting the emphasis as well as the costs of 

production from the illustrator to the author.10  As Pickwick Papers “achieved island-

wide circulation,” and Chapman and Hall realized the profitability of stitching in 

advertisers’ circulars, the “Pickwick Advertiser” swelled, thereby inaugurating the 

recurring presence of Advertisers in Dickens’s serial novels (Patten 67-68).  Due to the 

commercial success of Dickens and his serialized novels, merchants came to market an 

assortment of consumer durables within each monthly issue.  Simultaneously, Dickens’s 

novels became egalitarian products themselves as they emerged alongside Dickens’s 

celebrity status.  It wasn’t that the novel had never before been published in this serial 

format.  But it was the sheer scale of the operation that was astonishing.  The first number 

of Pickwick Papers sold 400 copies and by the end of the run of 20 parts in 19 

installments, purchases increased to an astounding 40,000.  The enthusiasm with which 

the novel was received can be seen even in the fictionalization of its reception in 

Elizabeth Gaskell’s novel Cranford (1851-53), in which Captain Brown, “deeply engaged 

in the perusal of a number of ‘Pickwick,’ which he had just received,” looks up to see the 

                                                
10 Robert L. Patten, Charles Dickens and His Publishers (Santa Cruz, CA: The Dickens Project, 1991), 65. 
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train coming and, after saving a child, loses his footing and is killed by the train.11  The 

passage suggests the fervor with which Victorian readers consumed and awaited the 

monthly issues of the novel.  While not the first to issue a novel in parts, Dickens was the 

most significant example of a novelist who appealed to an untapped audience who could 

not afford the three-decker or the price of Mudie’s subscription fee.12  The installment 

plan of paying for and reading a novel over nineteen months at the price of a shilling an 

issue expanded the book-buying and reading public even as it intensified the connection 

between commerce and book production. 

Serial Publication and Advertising Strategies 

Although the successful publishing formula (used for 9 of Dickens’s 15 novels) 

resulted from a series of fortuitous events, it ushered in a trend in response to a need for 

affordable new novels. While serving the public in a multitude of ways, this mode of 

production was also an advantage to the publishers themselves who earned revenue by 

selling advertising space.  Following the initial commercial success of Dickens’s 

Pickwick Papers, advertisers quickly flocked to fill the adjacent pages with 

advertisements and often purchased advertising space for the entire run of a Dickens 

novel.  Several advertisers became associated with Dickens’s novels through their 

repeated presence in his advertising sheets—including E. Moses & Son, the “tailors, 

clothiers, hatters, hosiers, boot and shoe makers, and general outfitters for ladies and 

gentlemen” who advertised their shop in Dickens’s novels, writing witty verses and 

discoursing with readers engaged in the fictional world of the novel.13  Unlike novels in 

                                                
11 Elizabeth Gaskell, Cranford (1851-1853; London: Penguin, 2005), 23-24. 
12 For more on Dickens’s extensive reading audience, see George H. Ford, Dickens and His Readers: 
Aspects of Novel-Criticism Since 1836 (Princeton, N.J.: Princeton UP, 1955). 
13 See Bernard Darwin’s chapter on Moses & Sons in The Dickens Advertiser: A Collection of 
Advertisements in the Original Parts of Novels by Charles Dickens (1930; Whitefish, MT: Kessinger 
Publishing, 2004) 140-155. 
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parts, triple-deckers did not carry advertisements.  Often, only one of its three volumes, 

usually the last, contained a publisher’s catalogue consisting of a list of other titles issued 

by the publisher.  The explanation for the absence of advertisements in triple-deckers is 

simple.  The three-volume novel became a luxury that readers purchased or, more often, 

borrowed from a circulating library, perhaps one volume at a time.  With a reader 

borrowing the bound novels only once, the fundamental advertising feature of repetition, 

made possible by the monthly issues, was rendered problematic by the three-decker’s 

format.  Furthermore, the three-volume form of publication did not afford advertisers the 

opportunity to update or change their prices and wares to remain timely, as they managed 

to do in passing issues of a novel in parts.  Yellowbacks, also called railway novels, often 

contained only one advertisement, regularly occupying the back cover.  

Aside from having commodities at their center, nineteenth-century novels and 

their accompanying advertisements also shared key rhetorical strategies.  Like the novels 

they accompanied, the advertisements were products largely for family consumption and 

dealt with commonplace conveniences and the everyday.  Advertisers directed their 

audience’s attention to matters such as illness, cleanliness, the body, reading, death, 

beauty, clothing, and the family, and they offered products to meet daily household needs 

in an increasingly commercial world.  The thematic focus of both the novel proper and its 

advertisements was thus closely aligned, with the family and the home at the center of the 

fictional and commercial worlds.   Likewise, the two realms, fiction and marketing, 

shared the practice of reiteration.   The discourse of advertising is, then as now, one of 

repetition, demanding the reader’s attention with repeated assaults on memory and 

attention, just as the novelist publishing in parts must retell bits of the story to remind his 

or her audience about what has occurred a month or so prior.  Consequently, advertisers 

found serial publication suitable to carry advertisements that appeared month after month 
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for a devoted mass audience.14  Richard Ohmann notes that advertising “was a discourse 

of power, speaking in an amiable voice to those who had no answering voice,”15 but 

likewise the voice of the novel is one-directional.16  Other common features of 

nineteenth-century advertising include a formal tone, testimonials, and, occasionally, 

decorative visual design.  The novels themselves articulate a connection to their 

advertisements.  For example, in Bleak House, Dickens’s general narrator broaches the 

topic of literacy by presenting the link between reading and one’s capacity to engage in 

commercial transactions.  Mr. Tulkinghorn heads to Mr. Snagsby’s shop, reading 

advertisements as he walks down the street:   

Mr. Tulkinghorn goes, as the crow came – not quite so straight, but nearly – to 
Cook’s Court, Cursitor Street.  To Snagsby’s, Law Stationer’s, Deeds engrossed 
and copied, Law-Writing executed in all its branches, &c., &c., &c. (Ch. 10, p. 
159-60). 

The narrative shifts seamlessly from the narrator’s discourse to the language of 

advertising; they are inseparable.  The streets, saturated with the language of the 

marketplace, demand literacy.  Jo, the poor, young crossing-sweeper never learned to 

read or write.  The narrator remarks: “It must be a strange state to be like Jo! To shuffle 

through the streets, unfamiliar with the shapes, and in utter darkness as to the meaning, of 

those mysterious symbols, so abundant over the shops, and at the corners of streets, and 

on the doors, and in the windows!” (Ch. 16, p. 257).   Jo becomes a casualty of illiteracy 
                                                
14 For further segmentation of this mass reading audience, see Patten, Charles Dickens and His Publishers; 
Altick, The English Common Reader; and Louis James, Fiction For the Working Man 1830-1850: A Study 
of the Literature Produced for the Working Classes in Early Victorian Urban England (New York: 
Penguin, 1974). 
15 Richard Ohmann, Selling Culture: Magazines, Markets, and Class at the Turn of the Century (London: 
Verso, 1996), 215. 
16 In rare cases, however, authors responded mid-novel to criticisms from readers, such as when Dickens’s 
portrayal of women came under attack by a group claiming that his depiction of Mrs. Jellby and Miss Wisk 
“was an attack not only on the philanthropic role of women but also on the question of women’s rights.” 
Once women voiced their objections, critics note that Dickens’s satire on foreign missions in the novel is 
absent.  For more on this, see Brahma Chaudhuri, “Dickens and the Women of England at Strafford 
House,” English Language Notes, 25.4: (1988): 54-60.  
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because he cannot engage in any commercial exchange.  This link between literary 

language and advertising language highlights the fact that the physical book of the 

Victorian period was also packaged inside the language of advertising, with 

advertisements preceding and following the novel. 

While advertisements and literature share these rhetorical strategies, they also 

often tend to bleed into each other in more than one way.  Just as the previous example 

demonstrates that Dickens’s novelistic style echoed the language of Mechi’s 

advertisement, the same occurs in reverse and most perceptibly in the advertisements by 

E. Moses and Sons when the advertiser emulates the language of the novel in his 

advertisements.  In three instances, E. Moses and Son, merchants whose advertisements 

recur throughout all the issues of Bleak House, demonstrates a keen awareness of the 

relationship between advertisements and the novel they accompany. In advertisements 

prominently placed on the inside back cover of almost every issue, E. Moses and Son, 

self-proclaimed “tailors, clothiers, hatters, hosiers, furriers, boot & shoe makers, and 

general outfitters for ladies and gentlemen,” use advertisements as an opportunity to 

playfully blur the lines of distinction between the fictional and the actual.  Their full-page 

advertisement on the inside back cover of the first number bears the title “Anti-Bleak 

House” (Figures 2 and 3), establishing a connection to the novel with this rather literary 

move, which they incorporate in all their Bleak House ads.  Moses refers to the characters 

living at Bleak House while making the first reference to his own products: “Woe to the 

inhabitant of the Bleak House if he is not armed with the weapons of an OVERCOAT and 

a SUIT of FASHIONABLE and substantial Clothing, such as can only be obtained at E. 

MOSES & SON’S Establishments.”  He appeals to readers already immersed in the 

Dickens novel by referring to the novel itself.  Moses explains that the Anti-Bleak House 

is E. Moses & Son, “the establishment whose inventions can annihilate the effects of 
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biting, pinching, screwing, and driving bleak winds.”  With one foot thus anchored in 

fiction with the reference to Bleak House, Moses places the other in real-world 

commerce.  No less than three times throughout his prose, Moses mentions the month of 

March: “Who would covet a Bleak House in the month of March, when the old winds 

take out a fresh license.”   He refers to the month in which the issue appeared, rather than 

to the month during which the action of the novel takes place—November—calling his 

readers back to the reality of his shop and the items he intends to sell.  With a full page at 

his disposal, Moses next moves away from the language of advertising and instead 

imitates the language of the novel.  Unlike Mechi (Figure 1), Moses does away with the 

customary brevity of advertising and instead writes lengthy prose that incorporates the 

use of personification, metaphors, similes, and hyperbole:   

 

 
Figure 2: Detail from the “Bleak House Advertiser,” No. I, March 1852,  

inside back cover 
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Figure 3: Full-page advertisement from which Figure 2 was excerpted 
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Moses’s use of poetic devices should come as no surprise since, as Bernard 

Darwin notes in The Dickens Advertiser, Moses “really was an enterprising person, and a 

poet into the bargain, [who] did make some use of Dickens.”17  Darwin here refers to 

Moses’s use of Dickens—playing off Dickens’s title for his own advertisement.  To be 

sure, Moses benefited from the association with Dickens.  Moses himself celebrated and 

announced in the last part of Dombey and Son, in April 1848, “[S]o great has been the 

success which the proprietors have met, that they have had placed at their disposal an 

amount of capital which has enabled them greatly to extend their operations.”18  He 

admits that his association with Dickens resulted in financial success for his business.  

Moses cultivates this profitable relationship that began with his first appearance in a 

Dickens serial novel in the ninth number of Martin Chuzzlewit (1843-1844).19  As the 

full-page advertisement (Figure 3) indicates, by the publication of Bleak House, Moses 

had expanded his business into a franchise, with several branches located throughout 

London and the surrounding areas.  Dickens and Moses, both engaged in building a 

commercial franchise, build their brands together as each expands his commercial 

venture.  Darwin laments Moses’s move from the poetry he employed in previous 

Dickens novels to the prose of the ads in Bleak House.  Darwin unequivocally assesses 

Moses’s attempt to imitate Dickens in this “Anti-Bleak House” ad: “This is all very well, 

but he would have done better to quote Dickens himself, who could convey snugness 

indoors with a storm out of doors better than anyone” (Darwin 145). 

                                                
17 Darwin, 11.  The object of Darwin’s book, he explains in his preface, is “to reproduce some of the more 
entertaining advertisements that appeared in various Dickens novels, as they were published in their 
original monthly parts.”  
18 Qtd. in Darwin, 140-41. 
19 Thomas Hatton and Arthur H. Cleaver, A Bibliography of The Periodical Works of Charles Dickens 
(London: Chapman and Hall, 1933), 198. 
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Moses again imitates the literary language of Dickens’s novel in the final double 

number.  Moses’s advertisement this time appears under the title “The Closing of the 

Story” (Figure 4):  

 

 

Figure 4: Detail from the “Bleak House Advertiser,” No. XIX-XX, September 1853, 
inside back cover 

In this advertisement, Moses suggests that both he and Dickens share an “understanding” 

and a “communication” with the public.    The title of the advertisement refers both to the 

end of Bleak House and to the end of a “business communication” Moses has held with 

his public throughout the course of the serial publication.  Moses first addresses the 

relationship between authors and readers: “When an Author has nearly spun out the 

thread of his narrative, his descriptions have connected him and the public so long that 

they have arrived at a pretty good understanding, and possibly the Author thinks it is time 

to look for some fresh subject to keep up the communication.”  The spinning thread 

metaphor calls up Moses’s business in clothing as well as the narrative thread that holds 

together the relationship between the author and reader.  Moses implies that his 
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relationship with the reader will endure beyond this novel—ideally at one of his many 

stores.  The advertiser then alludes to the relationship he has with his “readership”: “The 

good understanding between E. MOSES & SON and the world’s public, is the best basis 

on which Business communications can be established.”  Moses hopes that through the 

“NOVEL Styles of ATTIRE” he has in stock, he—like Dickens with his next novel—will 

also continue his relationship and communication with his public.  Moses acknowledges 

that advertiser and author seek the same end—to attract the attention of the public and to 

maintain a lasting bond with loyal customers—and thus they share a goal made evident 

by the juxtaposition of their “texts.”  Moses claims a relationship with the same public 

who reads Dickens’s novels.  Thus, Moses vows to continue the relationship established 

over the past nineteen months.  The reader of the novel and of the advertisements 

becomes the consumer communicating with novelist and merchant, both deploying a 

shared language. 

In addition, Dickens and Moses make use of the same pun, each playing with the 

meaning of “suit” to serve his own ends.  Early in the novel, the narrator of Bleak House 

chronicles the demise of generations involved in causes or “suits” in the Court of 

Chancery, a legal establishment, 

[w]hich so exhausts finances, patience, courage, hope; so overthrows the brain 
and breaks the heart; that there is not an honorable man among its practitioners 
who would not give – who does not often give – the warning, ‘Suffer any wrong 
that can be done you, rather than come here!’ (Ch. 1, p. 15)   

In his advertisement entitled “A Suit in Chancery and a Suit out of Chancery” (Figure 5), 

Moses also begins with comments about Chancery Suits, calling them “heavy—gloomy—

dusty—mouldy—heartbreaking—brainkilling,” and he employs the pun to playfully make 

the connection between a legal “suit” and a suit of clothing sold at his shop:   
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Figure 5: Detail from the “Bleak House Advertiser,” No. IV, June 1852,  

inside back cover 

He sets out to compare a “Suit in Chancery” and a “Suit out of Chancery” or, more 

specifically, a “Suit of Summer Dress from the Establishment of E. MOSES & SON.”  He 

jokingly compares what a man can expect from a suit in Chancery, namely being “every 

moment tormented, worried, plagued, twisted, sharpened, and threatened,” while his 

suits offer “the most gratifying assurances of comfort and pleasure.”  Dickens applies the 

same wordplay in Bleak House in dialogue spoken by Richard Carstone, whose death 

results from his entanglement in the Jarndyce & Jarndyce suit: “[T]hat’s my unhappy 

case.  I was born into this unfinished contention with all its chances and changes, and it 

began to unsettle me before I quite knew the difference between a suit at law and a suit of 

clothes; and it has gone on unsettling me ever since” (Ch. 23, 371).   Interestingly, 

although both use the same double meaning, Moses’s advertisement appears in the fourth 

number, four issues before Dickens puts the words in Richard’s mouth, thereby 

introducing the possibility of influence from advertiser to novelist, especially because 

Dickens wrote up to the deadline for each number.  Whether this transaction of ideas 

occurred consciously or not, it nevertheless implicates the novelist and the advertiser in 

literary mimesis.   These examples also ask us to consider the writer’s and advertiser’s 
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common implication in commodity exchange.  Cognizant of the reading public’s hunger 

for products, both Dickens and Moses encouraged readers to be reminded of their status 

as educated consumers.  Their sense of themselves as proud purchasers, which they 

already carried with them consciously, now gets affirmed in the play of advertising and 

content in the purchased text. 

While the advertisements and the novels share rhetorical strategies and leak into 

each other, as the Moses and Sons’s advertisements show, they also share the distinctive 

characteristic of dealing within the realm of fiction.  After all, many of the advertisements 

are simply fictions themselves—about the products—with bold claims and exaggerated 

assertions or promises about a given product’s properties. Such claims occur in 

advertisements throughout the nineteenth century.  Quite often, the reality of the product 

cannot be captured in the advertisement.  One such advertisement for Sapolio scouring 

soap  (Figure 6) was featured in the December 1884 issue of The Century Illustrated 

Magazine—which also contains excerpts of Adventures of Huckleberry Finn (1885).  The 

advertisement not only creates a fictional narrative about the product, but it also makes 

outrageous claims about the soap’s properties.  The full-page advertisement relates “The 

Strange Adventures of Luck and Pluck,” alongside rhymes and lively engravings 

featuring the brothers.  Consumers are provided a story in which the twins’ mother “used 

Sapolio / Upon their intellect,” and how this led to adventures in which they “polished 

manners, minds, and wits, / And brightened gloomy days,” and “having thus been raised 

on soap,” the two brothers set out to “remove / The spots from off the sun.”  With a large 

part of the advertising space devoted to the fictional story about the two boys and the 

soap, the intent seems to aim at appealing to “clever little housekeeper[s]” by way of 

entertainment rather than logical or factual appeals to consumers.  Only a small bottom 
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Figure 6: Advertisement from The Century Illustrated Monthly Magazine, December 
1884, p. 53 
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Figure 7: Detail from advertisement in The Century Illustrated Monthly Magazine, 

February 1885, p. 19 
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corner of the advertisement is dedicated to the “real” claims about the product.  It begins 

with the rhetorical question, “What is Sapolio?” and alleges that the “handsome cake has 

no equal for all cleaning purposes except the laundry.”  The list of its potential uses is 

lengthy: “it will clean paint, make oil-cloths bright, and give the floors, tables and shelves 

a new appearance, […] take the grease off the dishes and off the pots and pans, […] scour 

the knives and forks, […] make the tin things shine brightly.  The wash-basin, the bath-

tub, even the greasy kitchen sink, will be as clean as a new pin if you use Sapolio.”  The 

advertisement, purposely more fictional than factual, targets an audience who already 

takes pleasure in the novel and hopes to persuade them to buy Sapolio by using the 

familiar literary discourse of fiction.   

A less intentional but equally fictional representation of a product can be seen in 

the advertisement for the Hayward Hand Grenade Fire Extinguisher (Figure 7).  The 

highlight of the advertisement is an image of a young man walking upon a fire that 

requires the use of the “fire extinguishers.”  The scene itself evokes a narrative.  The 

young security watchman carries a wire basket with grenade fire extinguishers ready to 

be used.  He stands in front of an incipient fire among boxes and barrels, ready to throw 

the fire extinguisher and presumably put out the fire.  While the advertisement claims the 

extinguishers “can be used by a child” and “will not injure flesh or fabric” as they 

“immediately” extinguish fires “within a reasonable distance,” today we know these 

claims to be untrue.  While in some cases the “gas which immediately extinguishes the 

fire” was a simple solution of salt water, more often it was carbon tetrachloride, a toxic 

gas.  Today, antiques dealers and collectors who own or store these nineteenth-century 

“hand grenade fire extinguishers” are warned that a single exposure to the dangerous 

chemical, easily absorbed through the lungs and skin, can cause lung, liver, and kidney 
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damage, or even death.20  Dealers were prompted to create an online alert after a 

hazardous chemical incident in an antique shop during which one of the glass grenades 

broke inside the shop, resulting in an evacuation and a cleanup by a HazMat team.  The 

author of the alert suggests caution in handling the grenades because when inhaled, the 

contents can cause respiratory problems.  Later advertisers of newer fire extinguishers 

cited “no poisonous fumes” on their labels so that consumers could distinguish between 

the toxic and non-toxic types.  The nature of many advertisements along these lines fed 

particular consumer class desires through images of safety and protection.  So, indeed, 

the advertisements often used fiction as a marketing device or at least a fictional portrayal 

of the product to attract the reader’s attention.  Both authors and advertisers rely on 

storytelling or fabrication to grab their audience’s notice or interest and thus create a 

layered reality for the reader. 

Time in Fiction and Advertising in Time 

While the advertisements share many rhetorical strategies with novels and reside 

within a similar realm of layered fiction, one significant way in which they differ—and 

which is the focus of this project—is the fact that the events of the narrative and the 

reality of the advertisements occupy different temporal realms.  Although the two share a 

synchronic moment in that they both exist in a single publication, a gulf nevertheless lies 

between them.  After all, novels are ubiquitously set in the past.  Setting the events of a 

novel in the past is a convention of the genre—a genre that often calls itself a history, 

chronicle, or a story.  This temporal distance is a distinguishing feature of the novel.  

While novels all look toward or take place in the past, the advertisements, on the other 

hand, are very much a part of the “present” moment at the time of first publication.  

                                                
20 Kathy Greer, “Shop Owner and Dealer Alert … Glass Fire Extinguishers Can Be Hazardous To Your 
Health!” Unravel The Gavel.  www.thegavel.net. 
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Advertisements are essentially ephemeral, of the moment, and as such are often discarded 

as irrelevant or useless once even a short time has passed.  Only when the original readers 

saw the advertisements alongside the novel did they perhaps sense the time lag, and this 

awareness may have functioned to intensify the anxiety or nostalgia that readers felt for 

the dimming past.  Thus, the three novels I have chosen for this project—Bleak House, 

Middlemarch, and Adventures of Huckleberry Finn—are not unique in the way they look 

at the past or the way in which they provide the reader with a retrospective glance at 

times long since gone.  This attribute is simply the dominant way that the novel operates.  

In the following chapters, I examine these three novels and their original advertisements. 

The first novel I consider in the following chapters is Bleak House (1852-1853). 

Bleak House, published after the Crystal Palace Exhibit of 1851 unabashedly praised and 

exhibited goods from all over the British empire, is accompanied by an Advertiser 

marketing household commodities and durables affordable to the broad range of 

Dickens’s socially extensive audience, but primarily offering items and services that the 

aspiring working class would likely want to buy.  As part of the installment format in 

Dickens’s Bleak House, advertisers took up space in record numbers.  As one book 

historian remarks, “There were, if one includes the wrappers, more pages of ads than 

text” (Patten 220). Dickens’s success can be accounted for in several respects.  He was 

certainly meeting the needs of the growing public, but more than any other author of his 

day he was aware of the market for which he wrote and how that literary market 

operated.  Often comparing himself to Scott and haunted by the mistakes of his 

predecessor, Dickens learned how to capture a market and sell himself.  He gained 

knowledge of publishing strategies such as discerning the best months to launch a new 

serial and how to commune with his readers. Dickens himself becomes an article of 
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commerce as he and his publishers designed ways to profit from his celebrity status and 

advertisers clung to his side for the commercial certainty his works provided.  

In the chapter on Bleak House and its advertisements, I focus on the human body 

in relation to the mechanization that is advancing in the period.  Specifically, the chapter 

deals with hair and hair products.  In both the novel and the advertisements, hair—its 

sale, fetishization, and ornamentation—is central.  The number of references to tresses, 

wigs, balding, and hair products bespeaks the novel’s—and, in fact, even a Victorian—

preoccupation with hair.  This preoccupation also surfaces in the advertisements.  This 

chapter seeks to answer questions about the discourse of hair and its function in the 

fiction set in the 1830s and the accompanying advertisements of the 1850s.  One’s hair is, 

after all, not just a marker of gender, but also a marker of health, an indicator of age, a 

sign of status, and therefore of conduct, as well as value in the marriage market.  The 

discourse of toiletry and grooming products used to signal health, as well as to disguise 

age and indicate status, suggests the importance of hair as a commodity in the marriage 

market.  One question this chapter pursues is whether the novel endorses the same ideals 

as the advertisements, that is, valuing hair as a sexual and commercial sign, or whether it 

takes a contradictory stance.  Victorian men and women alike concerned themselves with 

their hair’s appearance.  In addition to the anxiety that Victorians were feeling about the 

ever-changing times, further uneasiness about the changed significance of their bodies 

caused them distress.  The passage of time is, after all, displayed on the body and is 

featured prominently in the graying or loss of hair.  Many of the products featured in the 

advertising sheets as well as in the novel were used to mask one’s age, health, or status.  

If technology and speed were the locus of anxiety and disorder, the body potentially 

provided a realm of balance, control, and order.  Toiletry products granted consumers that 

sense of control.  Missing from the advertisements, however, is any mention of the less 
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appealing but nevertheless realistic issues that most Victorians must have dealt with 

regarding hair—such as lice, for instance.  

The following chapter deals with the advertisements that appeared alongside 

George Eliot’s Middlemarch (1871-1872).  Middlemarch was neither a traditional serial 

novel nor a triple-decker.  Its significance lies in the fact that it did not follow either of 

the dominant modes of literary production since its packaging defied the standards of its 

day.  It was a novel consisting of eight “Books” in four half-volumes issued bimonthly 

over 12 months (See Appendix B).  Eliot, unsettled by the restrictions of publishing in 20 

parts but refusing to rework her story to fit the popular three-volume formula, undertook 

an experiment in publishing.  She, her paramour George Henry Lewes, and her publisher 

John Blackwood made crucial commercial decisions surrounding the composition and 

production of Middlemarch.  Blackwood devised a way to satisfy the author while also 

defying Mudie in settling upon a publishing format that allowed them to circumvent his 

circulating library.  W. H. Smith marketed the bimonthly parts of Middlemarch as if they 

were volumes of a three-decker since the questionable format left room for interpretation.  

However, given “the publishers’ advertisements, a hallmark of the monthly number,” he 

could no longer mislead his customers.21 

In the Middlemarch chapter, I examine the temporal gap between fictional events 

of the novel purportedly taking place in the 1830s and the realities of 1870s 

advertisements.  In this 40-year time gap and the backwards vantage point it afforded the 

1870s readers lies the focus of my interest.  I examine the role of the narrative voice, 

which reminds the readers of the temporal space separating them from the pastoral setting 

of the novel, thereby deliberately reinforcing the readers’ awareness of their 

                                                
21 N. N. Feltes, Modes of Production of Victorian Novels (Chicago: U of Chicago P, 1989) 49. 
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temporality.22  Like the readers caught between a time of agrarian simplicity and urban 

growth, the narrative itself is torn between two time periods.  And it is the presence of 

this perspective that allows an examination of sewing machine advertisements.  This 

chapter considers how the culture of sewing by hand, as depicted in Middlemarch, 

contrasts with the culture of mechanical sewing newly introduced by advertisers.  It also 

takes into account sewing machines, the culture of credit its manufacturers fostered, and 

how that same culture of credit enmeshed Dr. Lydgate in the novel.  Lydgate’s refusal to 

prescribe the same medicines featured within the advertising sheets of the novel becomes 

entangled with his financial folly.  I examine how the 1870s advertisements legitimize 

arguments made by the fictional Dr. Lydgate of the 1830s.  

Chapter Four discusses the original, and partial, appearance of Mark Twain’s 

Adventures of Huckleberry Finn in The Century Illustrated Magazine between 1884 and 

1885.  Editor Richard Watson Gilder “printed more than one fourth of the novel”23 in the 

monthly magazine before the full story appeared as a one-volume novel.24 The magazine, 

issued in both the U.S. and London, featured articles and accounts written by Civil War 

leaders alongside excerpts from Huck Finn.  Beginning in the 1870s, the magazine serial 

replaced other forms of publication as the most popular way to sell fiction.  Likewise, at 

the end of the century, more people met the three requirements of a mass reading 

public—literacy, leisure, and pocket money.  What makes this text a defining one in the 

                                                
22 For more on the complexity of and problematic nature of Eliot’s narrative voice, see for instance, John 
L. Tucker, “George Eliot’s Reflexive Text: Three Tonalities in the Narrative Voice of Middlemarch,” 
Studies in English Literature 1500-1900, 31(1991): 773-79;  Michal Peled Ginsburg, “Pseudonym, 
Epigraphs, and Narrative Voice: Middlemarch and the Problem of Authorship,” ELH 47.3 (1980): 543-58; 
and Rosemary Clark-Beattie, “Middlemarch’s Dialogic Style,” The Journal of Narrative Technique 15 
(1985): 199-218. 
23 Arthur L. Scott, “The Century Magazine Edits Huckleberry Finn, 1884-1885,” American Literature 27. 3 
(1955): 356. 
24 See also Arthur John, The Best Years of The Century: Richard Watson Gilder, Scribner’s Monthly, and 
Century Magazine, 1870-1909 (Chicago: U of Illinois P, 1981); and Herbert F. Smith, Richard Watson 
Gilder (New York: Twayne Publishers, Inc., 1970). 
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history of the novel is that the selections in The Century themselves function as 

advertisements for the novel, which was beginning to sell subscriptions in 1884, as well 

as for Twain’s reading tour.  In this original appearance, Huck Finn is situated among 

advertisements, articles about the Civil War, and even other fictional texts, including 

portions of Henry James’s The Bostonians.  The events of Huck Finn take place, as the 

title page alerts readers, “Forty to fifty years ago,” before its date of publication, and 

depicts a pre-Civil War culture.  Some scholars argue that Huck Finn retrospectively 

“sells” the idea of the Civil War to the newly unified nation to emphasize that 

emancipation did not threaten white supremacy because blacks remained “in their place.”  

At a time when both the country and the bodies of soldiers were painfully 

fragmented, the advertisements in the periodical point up the temporal gap between the 

setting of the novel and the present-day reality, functioning as a map to the cultural 

landscape of the period.  This chapter looks at the advertisements’ emphasis on the 

anatomy of the physical body.  Rife with advertisements for wheelchairs, crutches, 

furniture and food for invalids, the advertisements reinforce the emerging theme of 

disabled bodies.  Several allusions to the broken body emerge from an examination of the 

advertisements, including the body of the invalid, cleanliness, health, and the security and 

safety of the individual.  The attention devoted to human anatomy in the advertisements 

signals the novel’s disparity with the time after the Civil War when disabled soldiers and 

invalids were forced to cope with ailing bodies produced by the war.  It is a time, after 

all, when both the country and the soldiers were still attempting to make themselves 

whole again and repair war wounds.  In the span of time between the 1830s of the novel’s 

setting and the 1880s of the advertisements, commerce, made possible by the war, 

attempts to meet the needs of invalids with products for their debilitated bodies.  It 

addresses traumas that are potentially solvable instead of dealing with those larger 
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national issues that are not.  In fact, ignoring the question of how the fragmented country 

was to be re-formed, advertisements instead reflected whole bodies, not fragmented ones.  

I consider the significant ways in which the advertisements as well as the articles in The 

Century mediated readers’ interaction with a text that became one of America’s most 

popular novels.   

This project ends with a chapter that draws further inferences from these 

individual case studies and explores the implications for the field of literary studies, 

including the teaching of literature in university courses.  If a temporal divide exists 

between the original readers and the setting of novels, there may be yet a greater temporal 

gap that separates our students from the original context of these novels.   But because we 

share a language that is familiar, and since the books we read from the nineteenth century 

are not alienating, we can easily make the mistake of seeing ourselves reflected in the 

past.  Our students are particularly prone to read in this manner, misreading for instance 

the term “housekeeper” in a nineteenth-century novel and imagining that it conveyed the 

same meaning as it does for us today.   And so, just as the Oxford English Dictionary 

works to alert readers to the original historical context of a term, we must work to 

emphasize the different meanings a literary work might assume in different settings and 

contexts.  By contextualizing a novel in a new way, we gain fuller readings of the texts.  

We must remind students that the physical circumstances and temperament of the 

nineteenth century were very different from ours and show them that we can see these 

differences clearly iterated in the surviving texts of the period.   

However, students are easily misled.  Perusing nineteenth-century novels on the 

shelves of today’s bookstores, one finds a vast number of mostly paperbacks, each 

looking very much like the next.  The richness of detail that greeted readers of the same 

titles upon their first publication is lost in the uniformity of their packaging today.  
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Nowadays, hardly any readers have the opportunity to thumb through the pages of the 

original parts in the rare book collections scattered around the country.  Seeing the first 

edition of any Dickens novel, for instance, with its bluish-green cover and pages of 

pictorial advertisements, one is struck by the wide range of ingenuity with which they 

were designed.  One might then feel a sense of betrayal that one has never seen “the real 

novel,” as if Penguin and Norton failed miserably to represent the original.  Our project 

as literature teachers is to defamiliarize the nineteenth century.  Students often fail to 

consider that reading involved many different circumstances then than it does for us 

today, and what twenty-first-century readers can take away from this study is an 

awareness that novels came to life in a period very different from ours—in circumstances 

and temperament. A materialist approach to any text necessarily involves its social and 

political functions, its methods of production, and its cultural significance, and studying 

the material text alongside its material production provides meaningful links between 

fiction and the historical moment in which it was produced.  This project encourages 

literature students to pursue an interest in the novel’s physical format among the shelves 

of literary archives and collections.  But beyond correcting misreadings and encouraging 

students to pursue an interest in the physical text, a project that asks readers to recognize 

the connections between materialism and nineteenth-century fiction has larger social 

implications.  Asking students to see this relationship between literature and 

commodification will necessarily lead them to recognize their own status as consumers of 

culture. 

A Need for Paratextual Analysis 

Interest in advertisements as cultural artifacts is, of course, not new.  Most 

previous scholarship, however, has been narrowly historical in nature and aimed at 

collectors, antique dealers, individual author enthusiasts, or displayed as a feature within 
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the context of the history of shopping.   Bernard Darwin’s 1930 text, The Dickens 

Advertiser: A Collection of the Advertisements in the Original Parts of Novels by Charles 

Dickens, was one of the first to acknowledge and reproduce the novels’ original 

advertisements.  Darwin’s work made a patchwork of advertisements widely available to 

many twentieth-century readers for the first time.  He explains in the preface, “The object 

of this book is to reproduce some of the more entertaining advertisements that appeared 

in various of Dickens’s novels, as they were published in their original monthly parts.”25  

Around the time of Darwin’s first edition, Thomas Hatton and Arthur H. Cleaver’s 1933 

A Bibliography of The Periodical Works of Charles Dickens provided a descriptive 

bibliography of “the first issue of the first editions of the thirteen important books written 

by Charles Dickens, and published in periodical form” with the intention of helping 

collectors authenticate each part as “original” and “complete” with regard to its 

advertising sheets and insets.26  Again, the objective was to inform collectors.  In the 

following decades, Blanche Elliott’s 1962 volume A History of English Advertising 

furnished an historical account of advertising practices, but while she and others showed 

that advertisements were becoming a topic to take notice of, no scholarship regarding the 

novel developed an argument about the ephemera attached to these works.  In later 

decades, interest in reproducing the advertisements developed into such works as the 

1982 University of Pennsylvania Press edition of The Life and Adventures of Nicholas 

Nickleby.  Although announcing itself as a “reprint of the original parts” featuring “the 

advertisement supplements and traders’ insets that were bound up with each part,” the 

                                                
25 Darwin, vi.  
26 Hatton and Cleaver, xi-xii. 
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two-volume edition lacks any scholarly insight or footnotes making connections between 

the original text and its hundreds of advertisements.27   

Still more recent scholarship has begun to incorporate facsimile reproductions of 

advertisements from nineteenth-century serial novels, most frequently in order to offer 

examples of aspects of the print culture of the period.  For instance, in his essay “Dickens 

in the Visual Market,” Gerard Curtis examines the visual rhetoric of some of Dickens’s 

serial installments as he pursues the “Victorian art of seeing.”28  In her historical 

investigation Inside the Victorian Home, Judith Flanders offers a detailed look at how 

Victorians lived, presenting advertisements from periodicals to provide a visual portrayal 

of items and products to which she makes reference as she describes the period’s 

domestic interiors.29  As old advertisements from serial fiction have recirculated, 

historians have begun to take them more seriously as worthy of study.  In her 1988 work 

Advertising Fictions: Literature, Advertisement, and Social Reading, Jennifer Wicke 

traces the emergence of print advertising from the mid-nineteenth-century to its modern 

form beginning in the 1920s.30  Characterizing Charles Dickens, Henry James, and James 

Joyce as central figures in literature’s evolving connection with the advertising industry, 

Wicke outlines advertising’s mutual interdependence and rivalry with the novel.  Wicke’s 

most salient argument about the function of advertisements as cultural artifacts is that she 

sees them “as important ideological constructs whose operation extends far beyond 

selling products” (Wicke 11). 

                                                
27 Dickens, The Life and Adventures of Nicholas Nickleby, Reproduced in Facsimile from the Original 
Monthly Parts of 1838-9, with an Essay by Michael Slater (Philadelphia: U of Pennsylvania P, 1982), 
lxxxv. 
28 Gerard Curtis, “Dickens in the Visual Market,” Literature in the Marketplace, ed. John O. Jordan and 
Robert L. Patten (New York: Cambridge UP, 1996), 214. 
29 Judith Flanders, Inside the Victorian Home: A Portrait of Domestic Life in Victorian England (New 
York: Norton & Co., 2003). 
30 Jennifer Wicke, Advertising Fictions: Literature, Advertisement, & Social Reading (New York: 
Columbia University Press, 1988). 
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So literary scholars have been increasingly paying attention to advertising 

ephemera attached to nineteenth-century novels.  For instance, one such scholar, Daniel 

Hack, takes into account advertisements alongside the literary text in his book The 

Material Interests of the Victorian Novel.31  He discusses topics including typeface, 

begging letters, puns, and orthography.  In his chapter on advertisements, he examines 

the materiality of writing in both Bleak House and two advertisements from the 

Advertiser.  But as Robert Patten points out in a review of the book, Hack presents a 

“contorted argument” and “scants the work done by Bernard Darwin, Gerard Curtis, 

Richard Altick” and others “on the interchanges between the commodities sold by and 

the commodity sold as Bleak House.”32  Other recent critical work making 

advertisements available to supplement a literary reading of the central text is 

Middlemarch in the 21st Century, a collection of essays edited by Karen Chase.  In the 

collection, Kate Flint’s “The Materiality of Middlemarch” begins with an analysis of the 

materiality of the serial novel and its preoccupation with commodities inside the 

narrative.33  While her introduction features images from the advertising insets, providing 

them to catalogue some of the products related to her analysis, she then moves on to her 

interpretation of the novel making no specific correlation to advertising strategies or 

specific commodities of paratextual ads in particular.  In the same volume, Gillian Beer’s 

essay “What’s Not In Middlemarch” at first exhibits the advertisements and the novel as 

packed full of objects.  But her argument quickly shifts to the “things left out” or 

prominently absent from the book’s subject matter—such as “the industrial working 

classes, […] colonialism, and, less obviously, the death of loved people”— and how 

                                                
31 Daniel Hack, The Material Interests of the Victorian Novel (Charlottesville: U of Virginia P, 2005). 
32 Robert Patten, “Matters of Material Interest,” Victorian Literature and Culture, 35.1 (2007): 345-359; 
352. 
33 Kate Flint, “The Materiality of Middlemarch” in Middlemarch in the 21st Century, ed. Karen Chase 
(Oxford: Oxford University Press, 2006), 65-86.   
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these absences shape the text.34  She notes in passing, however, the importance of 

examining the advertisements, remarking that the “advertisements bear some intriguing 

relations to the topics of the work” (Beer 18). Current interest in periodical studies, as 

detailed in the PMLA article by Sean Latham and Robert Scholes aptly entitled “The 

Emergence of Periodical Studies as a Field,” describes the field’s “aggressive use of 

digital media” emphasizing that the value of periodicals lies in their ability to show “the 

ways in which modern literature and the arts are connected to the culture of commerce 

and advertising.”35  

Ultimately, when it comes to the study of advertisements and literature, the basic 

assumption scholars make is that the two texts share a singular moment, and such studies 

reflect their likenesses and investigate where the advertisements and novels are parallel.  

Most see the text, context, and paratext as sharing a uniform moment in time. But such 

work overlooks what I consider an important point.   My approach shows that their 

relationships are far more complex, and therefore this project considers the time lag and 

temporal difference between the settings of novels and the cultural moments represented 

in the advertisements. And while in many other time periods a difference of 40 to 50 

years might not indicate a significant revolution in technologies and developments, in the 

nineteenth century, even a few years made a world of difference.  So in reconstructing the 

material context of these novels to look at time in the advertisements and the novels, 

studies like this one shed new light on the juxtaposition of the two texts with an 

awareness of the temperament and material context of the period.  What this new 

approach does, then, is expand the mistaken impression, held by many scholars, that 

themes and goals of text and paratext are one and the same.  

                                                
34 Gillian Beer, “What’s Not in Middlemarch” in Middlemarch in the 21st Century, 15-35; 16. 
35 Sean Latham and Robert Scholes, “The Emergence of Periodical Studies as a Field,” PMLA 121, no. 2 
(March 2006): 517. 
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As with any other work, there are some possible critiques of this project.  Scholars 

and collectors familiar with nineteenth-century novels have long known that there are 

differences between unique copies of each serial part.  In other words, not every copy of 

each serial part contained the same set of advertisements in the same order. Indeed, 

occasionally, when a novel demanded rapid production, serial parts could lack 

advertisements altogether due to bad planning on the part of the binder or printer.  The 

parts, however, were never intended to go out into the world without first being clothed 

in advertisements, and typically, nineteenth-century audiences read the novel with its 

sheets of advertisements.36   Moreover, many advertisements in all three novels under 

discussion here recur in several of their parts and others appear throughout the run of the 

entire novel, generating a modest association with the author or text.  Ultimately, 

however, my focus engages larger issues than whether one specific advertisement was the 

same in one particular copy or not.  Of course, readers in the nineteenth century were 

primarily interested in the fiction, or story, that was framed by the advertising pages.  But 

the re-design of new fiction in parts made it almost impossible for readers, except the 

illiterate who only heard the novels read by others, to avoid at least scanning the 

advertisements that adorned each issue.  

Finally, this project wrestles with authorial intent.  While Dickens, Eliot, and 

Twain each worked closely with publishers in the process of publication and marketing 

of their novels, as far as we know today, none had any part in selecting, authorizing, or 

writing the copy for specific advertisements.  Arrangements with advertisers were 

conducted at the hands of their publishers or publishers’ representatives.  While Dickens 

may have profited from the success of the Advertisers, this advantage was due only to his 

                                                
36 Patten explains that the “absence of an Advertiser may not indicate later issue, but only unexpectedly 
heavy demand” since “printing copies of the Advertiser beyond the [expected] circulation base ate into 
profits for the publishers” (178). 
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own tremendous success, and most authors would not have enjoyed this luxury in their 

contracts.  Still, while Dickens, for instance, had no control over what advertisements 

appeared in his Advertiser, one can easily suppose that he likely would have voiced his 

displeasure had he considered the juxtaposition of any advertisement with his work 

objectionable.  Certainly he voiced his displeasure at the positioning of his novels in 

American periodicals alongside other writings.  He despised the fact that “scoundrel-

booksellers” should be able to publish his works “side by side, cheek by jowl, with the 

coarsest and most obscene companions, with which they must become connected in the 

course of time, in people’s minds.”37  Such association by proximity was apparently 

enough to make his “blood boil.”  Furthermore, scholars today such as Gerard Genette in 

Paratexts: Thresholds of Interpretation and Janine Barchas in Graphic Design, Print 

Culture, and the Eighteenth-Century Novel hold that a paratextual element lying at the 

boundary between a text and its material construction “is always the conveyor of a 

commentary that is authorial or more or less legitimated by the author.”38  In other words, 

by submitting their work for production, authors consent to certain actions conducted on 

their behalf, and such events become authorized through indirect authorial intent.  Still, 

the publishers of the novels studied here must have had some sort of an editorial control 

over the quality or selection of products advertised since the audience for advertisements 

and novels included the whole family.  In other publications such as women’s magazines, 

for instance, which enjoyed a more specific readership, advertisements took on an 

altogether different slant, tending to disclose much more about the feminine anatomy, and 

related products, than editors of these novels deemed appropriate for family audiences. 

                                                
37 Letter to Henry Austin dated May 1, 1842, in Pilgrim Ed. of The Letters of Charles Dickens (Oxford: 
Oxford UP, 1988), 3: 230. 
38 Gerard Genette, Paratexts: Thresholds of Interpretation (Cambridge: Cambride UP, 1997), 2; and Janine 
Barchas, Graphic Design and the Eighteenth-Century Novel (Cambridge: Cambridge UP, 2003). 
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Thus, authorial intent remains a notion incidental rather than critical to my study.  If later 

research finds that authors figured in the process of selling advertising space, such 

involvement would only render this study more compelling. 
 
 
 

 
 
 

 
 
 
 
 
 
 

 
 

Figure 8: Front covers of Bleak House, No. VII, September 1852; Middlemarch, Book 
IV, June 1872; and The Century Illustrated Monthly Magazine, January 1885 
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Chapter 2:  Hair Today, Gone Tomorrow—Hair’s Symbolic Power in 
Dickens’s Bleak House and the “Bleak House Advertiser” 

Many readers today may know that Dickens’s novels appeared in blue39 paper 

wrappers upon their first publication in parts, but few have had the opportunity to 

examine the pages of the original issues containing advertisements.  The familiar Penguin 

editions, for example, hardly communicate the fact that the novels read today look 

nothing like the first serial editions.  When measured against the liveliness of their 

nineteenth-century originals, many modern novels appear lifeless and dull.  While every 

scholarly edition of a Dickens work offers some information about the original work, 

what is significantly more noteworthy is what it—and the modern novelistic form as a 

whole—suppresses.  Even facsimile reprints often misrepresent the full features of the 

original.  In its first incarnation of monthly parts with 32 pages of text, 2 illustrative 

plates, and hundreds of pages of advertisements, Bleak House looks nothing like our 

editions today.  To open a complete first set in parts is a delightful experience that grants 

a few fortunate readers of these surviving texts a full view at the material context of the 

novel.   

The advertisements that surround the text of Bleak House help to highlight an 

inherent, but heretofore under-investigated, aspect of Dickens’s text: that commodities 

both affirm Victorian middle-class men and women in their social roles and threaten their 

sense of control over their own lives.  Commodities evoke a dynamism and industrial 

power that symbolizes Victorian triumph, yet they also evoke a chaos and mess that 

speaks to dehumanization in the face of consumerism.   Source materials show that  

  
                                                
39 Scholars still debate the question of whether the wrappers were blue or green, but the passing of time has 
made this a difficult question to determine. 



 46 

 
 

Figure 9: Cover of Bleak House, No. VII, September 1852 
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Victorian responses to the new consumerism represent a mixture of fetishized attraction 

and fearful apprehension about the explosion of commodities at the time. 

The Novel in Parts 

Publishers Bradbury & Evans of London issued the first edition of Bleak House in 

monthly parts from March 1852 to September 1853 (See Appendix A).  Bleak House, 

originally published in 20 numbers and bound in 19 parts, sold for the price of one 

shilling per number.  The last two numbers (19 and 20) packaged as a double-number, 

sold for two shillings.  Each part contained 32 pages of text, two illustrating plates, and 

was covered in the recognizable blue paper wrapping. 40  The front cover features the title 

of the novel embodied within the cover design depicting various scenes from Bleak 

House and other Dickens novels.  The serial novel also features 40 illustrative plates 

designed by Hablot K. Browne, known as “Phiz.” Within each monthly part, one finds a 

captivating paratext bound with the novel—“The Bleak House Advertiser.”  As a reader 

turns the blue wrapper which dresses the material text, he encounters each part’s “Bleak 

House Advertiser,” made up of anywhere from 8 to 24 pages of advertisements on the 

front and back pages of the serial part.  Every page of the Advertiser, except for Page 1, 

has a running head that reads “Advertisements,” and each page is foliated.  The pages 

following the text of the novel also feature advertisements bound at the end—a total of 82 

individual trade insets for the whole of Bleak House.  In fact, as Robert Patten points out, 

“There were, if one includes the wrappers, more pages of advertising than text” with 264 

pages of advertisements, 82 separate trade inserts, totaling 318 pages (Patten 220). 

                                                
40 Hatton and Cleaver, 291.  A departure from this pattern occurs in Parts 9 and 10 as a result of H.K. 
Browne’s mistake in illustrating plate No. 18, “The Young Man of the name of  Guppy.”  The plate 
originally belonged in Part 9 but was left out due to the illustrator’s mistake in inserting the wrong 
character into the illustration; the plate subsequently appeared in the following number.  Part 9, therefore, 
contained only one plate and Part 10 contained three. This is also evidence of the publisher’s expectation 
that readership would be continuous.  
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An inventory of items advertised in the pages of the “Bleak House Advertiser” 

reveals four general categories into which related items can be classified.  A large 

percentage of advertisements offers reading materials, which include popular novels, 

books for children, journals, magazines, dictionaries, as well as books on household 

management, domestic medicine, literature, science, art, gardening, travel, and music.  

For instance, of the 68 individual advertisements in the first issue of the novel, 30 of them 

(or 44%) are for such reading materials.  A similar percentage of between 35 and 40 

holds true for the rest of the novel’s parts.  With such a large number of advertisements 

for literary works, it is meaningful to examine the connection between readers of the 

novel, the images and scenes of reading taking place within the novel, and the 

advertisements marketing reading materials throughout the parts.  In the very first serial 

part of the novel, the issue of socially acceptable household management coalesces 

between reader, novel, and advertisements.  Working incessantly by writing letters for 

her mother’s project in Africa, Caddy recognizes that she lacks education that other girls 

like Esther and Ada surely acquired.  She envies Ada for knowing how to do things such 

as dancing, playing music, singing, speaking French, geography, and needlework (Ch. 4, 

p. 60).  Caddy bemoans that she “can’t do anything hardly, except write” (Ch. 4, p. 60).  

Once she’s engaged to Prince Turveydrop, Caddy desperately regrets that her mother 

never taught her anything useful for a “wife to know” (Ch. 14, p. 231).  Even Mr. Jellyby, 

Caddy’s father, pities her situation:  “My poor girl, you have not been very well taught 

how to make a home for your husband; but unless you mean with all your heart to strive 

to do it, you had better murder him than marry him—if you really love him” (Ch. 30, p. 

475).  Esther knows Caddy is “very anxious ‘to learn housekeeping’” and begins to teach 

her: “I showed her all my books and methods, and all my fidgety ways” (Ch. 30, p. 477).  

Esther’s housekeeping and cookery books likely resemble the books and guidebooks in 
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the advertisements.  A reader might recall any of the numerous ads from the “Bleak 

House Advertiser” promising results from definitive guidebooks aimed at creating and 

maintaining the ideal domestic environment.  One such advertisement markets Effingham 

Wilson’s new edition of Home Truths For Home Peace: A Practical Inquiry Into What 

Chiefly Mars Or Makes The Comforts of Domestic Life (Figure 10).   

The publisher implies that “young housewives” who read this manual will learn 

how to achieve “home peace” and “matrimonial happiness” to prevent domestic disasters.  

The Weekly Guide endorsement promises that female readers who read the book “cannot 

fail to become efficient housekeepers and exemplary wives and mothers.”  Caddy 

resembles the ideal reader for Home Truths.  Precisely because she can read, she has the 

potential to learn how to become a better wife.  While in one sense, because of her 

mother, Caddy becomes a casualty of literacy, she is also among the fortunate ones who 

acquire reading and writing skills which allow them to engage in the commerce of 

marriage or employment. Caddy changes the outcome of her life because, although her 

mother taught her nothing else, she did teach Caddy to read and write.  Likewise, young 

ladies reading Bleak House and thumbing through the advertisements might see that the 

solutions to their anxieties about being able to keep a good home lie in the pages of the 

Advertiser. 

Aside from the various advertisements for literary materials, the remaining 

advertisements can be divided into two categories—goods for domestic use and products 

for the body.  Products for domestic use include: stoves, furniture, safes, candles, fabrics, 

needles, laundry starch, tableware, ink, pens, stationery, prints, travel trunks, instruments, 

pipes, parasols, portable printing presses, and infant feeding bottles.   Cosmetics and 

products for beautifying, cleaning, improving, or enhancing the appearance of the body 
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Figure 10: Detail from the “Bleak House Advertiser,” No. I, March 1852, p. 14 
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include: medicines, hair products, beauty products, life insurance, perfumes, products to 

improve one’s posture, toothpaste, wigs, shoes, clothing, jewelry, watches, and glasses.  

Only a handful of advertisements promote services and food including relish, tea, 

schools, and courses to improve one’s writing.   

The inside front cover, inside back wrapper, and outside back wrappers of each 

part accommodate full-page advertisements.  Two merchants alternately occupy the 

inside front cover of Bleak House numbers—Edmiston & Son (Figure 11) and William S. 

Burton selling “general furnishing ironmongery”—while the inside and outside back 

covers are taken up, for the entire run of the novel, by E. Moses and Son (clothing 

salesman) and Heal and Sons (bedstead and bedding manufacturers).  The array of 

products found within the paper wrapping is assembled in a hodgepodge of graphic 

design.  With seemingly no consideration for the type of product or service, 

advertisements on a single page vary from ointments, to shirts, children’s frocks, coats, 

and hats, to upright lever presses.  On a single sample page (Figure 12), one finds 

Thomas Harris & Son’s spectacles; The Prince of Wales’ Bazaar (touting free 

admission); Marsland, Son, & Co.’s Crochet and sewing cotton; Glover’s Superior Inks; 

Kirby, Beard & Co.’s NE Plus Ultra Needles; Rare Souchong Tea; and Inderwick’s New 

Self-Acting Pipe Tube.  As for the overall organization of advertisements within each 

part, aside from having the advertisements for books, novels, and other reading materials 

relegated to the first pages of the advertisements, most items were grouped together in 

this haphazard way.  Printers sought to fit as many advertisements as possible onto one 

page, crowding them into every possible space, sometimes in visually unappealing ways.  

See Figure 13, for instance, featuring the awkward placement of an advertisement for 

Mechi’s shop in London. 
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Figure 11: Advertisements from the “Bleak House Advertiser,” No. I, March 1852,  
inside front cover and p. 1 
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Figure 12: Advertisements from the “Bleak House Advertiser,” No. II, April 1852, p. 15 
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Figure 13: Advertisements from the “Bleak House Advertiser,” No. I, March 1852, p. 22 
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Things in the Novel 

Looking at these crowded advertising pages bound together with the original 

Bleak House, one might call to mind the Jellyby home and Krook’s rag and bottle shop.  

Both residences in the novel suffer from a similar want of space and proper 

categorization.  The Jellyby and Krook dwellings are overwhelmed by belongings, with 

their owners’ lives likewise overtaken by objects.  Krook accumulates, collects, and 

gathers objects that he never sells, while Mrs. Jellyby suffers from a mismanagement of 

her household items, and takes no interest in the organization and cleanliness of items or 

children within her home.  As Esther enters the Jellyby home, she notices that like the 

rest of the house, one room was “not only very untidy, but very dirty” (Ch. 4, p. 53).  The 

home is in such disarray that children are dirty, neglected, and Esther notes that the 

curtain to her window “was fastened up with a fork” (Ch. 4, p. 55).  Beyond that, they 

had no hot water, water jugs had no handles, doors had no doorknobs, stair-carpets 

“besides being very deficient in stair-wires, were so torn as to be absolute traps,” and 

throughout dinner, Richard sees “four envelopes in the gravy at once” (Ch.  4, p. 56).  

Even Caddy Jellyby complains to Esther that her family is “nothing but bills, dirt, waste, 

noise, tumbles down-stairs, confusion, and wretchedness” (Ch. 14, p. 219) because of her 

mother’s obsession with the African coffee plantation in Borrioboola Gha.  Finally, the 

state of the Jellyby household ultimately results in the family going bankrupt (Ch. 23 p. 

380), not to mention the failure of Mrs. Jellyby’s charitable endeavor in Africa.     

Following the introduction of the Jellyby home, readers are next introduced to Mr. 

Krook and his rag and bottle shop.  Esther’s narration describes the shop:  

In one part of the window was a picture of a red paper mill, at which a cart was 
unloading a quantity of sacks of old rags.  In another, was the inscription BONES 
BOUGHT.  In another, KITCHEN-STUFF BOUGHT.   In another, OLD IRON 
BOUGHT.  In another, WASTE PAPER BOUGHT.  In another, LADIES’ AND 
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GENTLEMEN’S WARDROBES BOUGHT.  Everything seemed to be bought, and 
nothing to be sold there. (Ch. 5, p. 67) 

A compounding accumulation of objects overwhelms Krook’s shop and living quarters as 

the inscriptions on the windows confirm.  As an explanation for this odd behavior, Miss 

Flite assures Ada, Richard, and Esther that Krook is mad, but Doctor Woodcourt more 

accurately assesses that he did not think Krook mad; quite simply, “he was more or less 

under the influence of raw gin: of which he drank great quantities” (Ch. 14, p. 237).  

These two characters’ homes stand in contrast to the orderly and clean condition of 

homes such as Bleak House and the Bagnet home, which are in order, and which, quite 

noticeably, have considerably less clutter.  The Bagnet home, described by the 

omniscient narrator, has “a whitewashed room, which has sanded floor, and a barrack 

smell, and contains nothing superfluous, and has not a visible speck of dirt or dust in it, 

from the faces of Quebec and Malta to the bright tin pots and pannikins upon the dresser 

shelves” (Ch. 27, p. 441).  The mention of clean children in contrast to the children in the 

Jellyby home appears to be a significant extension of the cleanliness of the home.   

It is important to note that neither Krook nor Mrs. Jellyby participates as a 

consumer throughout the novel.  Their individual value systems appear to be at odds with 

the materialistic and consumeristic cultures that the advertisements imply.  Mrs. Jellyby 

does not value or use objects in her home for their intended purposes; she is happy to 

employ a fork as a curtain hook and use broken tea things.  What she values instead of 

the material objects of her home is her “cause.”  Krook also never consumes, sells, or 

purchases an object.  Instead he is a collector, hoarding bottles, bones, women’s hair, and 

secrets with a strange compulsion.  While these two characters stand apart from others in 

the novel due to their misuse of objects, they are nonetheless most noteworthy for their 

homes in which disorder reigns.   
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 The disorderly array of objects presented in the Advertiser as well as the 

collection of items in the Krook and Jellyby abodes was likely an image with which 

Bleak House readers had become familiar.  After all, Bleak House was published only 

five months after the The Crystal Palace Exhibit of 1851, which opened on May 1st and 

continued through October 15th.  The spectacle attracted half a million people on opening 

day, and it, too, was full of objects within its 100,000 exhibits.  Both the grand yet 

temporary building and the previously unparalleled event had an impact on the popular 

imagination.   To say that the event was overwhelming to the majority of visitors is an 

understatement.  It showcased British inventions, manufactures, and technology, all under 

one roof of the Crystal Palace constructed specifically for the event.   This massive 

display of objects was perhaps most impressive because it was both deliberately 

temporary and grand, so that it evoked responses such as this one from Charlotte Bronte, 

who writes to her father on June 7th as follows: 

Yesterday I went for the second time to the Crystal Palace.  We remained in it 
about three hours, and I must say I was more struck with it on this occasion than 
at my first visit.  It is a wonderful place – vast, strange, new, and impossible to 
describe.  Its grandeur does not consist in one thing, but in the unique assemblage 
of all things.  Whatever human industry has created, you find there. […] It seems 
as if only magic could have gathered this mass of wealth from all the ends of the 
earth – as if none but supernatural hands could have arranged this, with such a 
blaze and contrast of colours and marvelous power of effect.  The multitude 
filling the great aisles seems ruled and subdued by some invisible influence.  
Amongst the thirty thousand souls that peopled it the day I was there not one loud 
noise was to be heard, not one irregular movement seen; the living tide rolls on 
quietly, with a deep hum like the sea heard from the distance.41   

The Great Exhibition was an event that defined a nation—one that made it possible for 

people of all social classes to see modern inventions within one single space, and the 

experience was more than most Victorians could have possibly imagined.  As Bronte’s 

                                                
41 Clement King Shorter, The Brontes:  Life and Letters (London: Hodder and Stoughton, 1908), 2: 215-
216. 
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letter makes clear, the nineteenth century was a period during which the manufacture of 

products, the production of new goods, and the exuberance of the display of objects 

silenced the Victorians and yet affirmed them in their sense of themselves as Victorians.  

Indeed, all around them in the early 1850s, Victorians could turn to find new and 

fascinating objects filling their daily lives.   

 Individually, and as a nation, Victorians were overwhelmed by technological 

novelties and commodity objects presented all around them in places such as the Great 

Exhibition, in the pages of the Dickens Advertisers, and in the fictional world of the 

novel.  But these two fictional places—the Jellyby and Krook homes—like the 

advertisements in the “Bleak House Advertiser,” share an added feature: they simply defy 

categorization.  Partly a home and partly a center of African trade and philanthropy, the 

Jellyby home fails to meet the needs of either.  Likewise, the Krook shop, which also 

serves as his home (as well as Nemo’s and Miss Flite’s), goes by the name of home, 

shop, warehouse, and Chancery alternatively as if the space were simply indefinable.  

Both places are chaotic, in a state of disorder, and neither produces anything in the end.  

Jellyby and Krook deliver nothing, and produce nothing but chaos.  But much in 

Victorian life defied easy categorization.  As Cindy LaCom notes about the period, 

“Industrialization had changed the face of England, fostering the development of a 

capitalist economy and destabilizing class hierarchies; a crisis of faith further exacerbated 

cultural anxieties and efforts to fix categories which had suddenly seemingly come 

unmoored.”42  LaCom further argues that this time of “profound and rapid change” left 

Victorians “with no viable system for organizing their world” (7) except in terms of the 

accumulation of things.   

                                                
42 Cindy LaCom, “Ideological Aporia: when Victorian England’s Hairy Woman Met God and Darwin,” 
Nineteenth-Century Gender Studies 4.2 (2008), 4. 
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 Dickens writes in Household Words about his awareness of a similar kind of 

overwhelming presence of objects, specifically through their incessant advertising 

posters.  In an article in Household Words published on 22 March 1851 entitled “Bill-

Sticking,” he discusses the ubiquitous pasted paper advertisements plaguing Victorians 

on the streets, sidewalks, bridges, and sides of buildings.  He describes a visit he made to 

London on a house-hunting expedition, during which he encountered an old warehouse 

so covered over in advertising posters that he believed “the building could never even be 

pulled down, but in one adhesive heap of rottenness and poster” (“Bill-Sticking” 601).   

However, his critique mostly centers on advertisers who regularly appeared in his novels.  

Dickens lists the advertisements lingering on the warehouse front and mentions that he 

knew “all the posters that were yet legible, intimately,” the implication being that they all 

appeared alongside the parts of his novels (“Bill-Sticking” 601).   He imagines that the 

advertiser is exacting his revenge on those subjected to viewing the advertisements:  

Has any man a self-reproachful thought associated with pills, or ointment?  What 
an avenging spirit to that man is PROFESSOR HOLLOWAY!  […]  Have I a dark 
remembrance associated with any gentlemanly garments, bespoke or ready made?  
MOSES and SON are on my track.  Did I ever aim a blow at a defenceless fellow-
creatures’s head?  That head eternally being measured  for a wig? […]  Have I no 
sore places in my mind which MECHI touches – which NICOLL probes—which no 
registered article whatever lacerates? (“Bill-Sticking” 601-602) 

Those advertisers mentioned and alluded to—Holloway, Moses and Son, F. Browne, and 

Mechi—each appears repeatedly throughout the run of Bleak House as well as in many of 

Dickens’s other serial novels.  What Dickens presents here is a humorous view on an 

underlying anxiety about the tension between and about commodities and advertisements, 

even as he realistically profited from such advertisements.  However, his short article 

emphasizes the pervasive feeling Victorians felt in the period, of being plagued by the 

display, advertising, and emergence of objects yet also fascinated and affirmed by them.  
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Hair Everywhere 

As Victorians seemingly lost control of the physical world around them, the 

management of their bodies became a major consideration in increasingly greater 

proportion.  Products offered to them that allowed them the freedom to mask, revise, 

define, manage, and manipulate the body, and its changes, granted them a certain sense of 

control.  Interestingly, it is the characters in Bleak House who cannot manage material 

possessions in their homes who also seem unable to manage their bodies.  Krook’s body 

somehow spontaneously combusts—the ultimate expression of lack of control of the 

body.  And even before the spontaneous combustion, Esther describes him more as an 

object than a human being:  “He was short, cadaverous, and withered; with his head sunk 

sideways between his shoulders, and his breath issuing in a visible smoke from his 

mouth, as if he were on fire within.  His throat, chin, and eyebrows, were so frosted with 

white hairs, and so gnarled with veins and puckered skin, that he looked, from his breast 

upward, like some old root in a fall of snow” (Ch. 5, p. 68). Some critics even read the 

spontaneous combustion of Mr. Krook as an inward collapse, particularly in an economic 

sense, because he took in so many items and never seemed to sell anything at all.  His 

hoarding and piling up of objects all around him make him a picture of obsessive 

consumption.  The many bodies in the Jellyby home do not fare much better.  Mrs. 

Jellyby, her children, and her amanuensis Caddy, all look a mess.  When Esther first 

meets Mrs. Jellyby, she notes, “Mrs. Jellyby had very good hair, but was too much 

occupied with her African duties to brush it.  The shawl in which she had been loosely 

muffled, dropped on to her chair when she advanced to us; and as she turned to resume 

her seat, we could not help noticing that her dress didn’t nearly meet up the back, and that 

the open space was railed across with a lattice-work of stay-lace – like a summer-house” 

(Ch. 4, p. 52-53).  Likewise, her daughter Caddy suffers from the disorder of the house.  
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Described as “jaded, and unhealthy-looking,” and being perpetually “in such a state of 

ink,” Caddy has “tumbled hair,” she wears “frayed and broken satin slippers trodden 

down at the heel,” and “she really seemed to have no article of dress upon her, from a pin 

upwards, that was in its proper condition or its right place” (Ch. 4, p. 53).  Even on her 

daughter’s marriage morning, Mrs. Jellyby “required a good deal of attention, the lattice-

work up her back having widened considerably since I first knew her, and her hair 

looking like the mane of a dustman’s horse” (Ch. 30, p. 478).    

 Bleak House is full of references to bodies—fat, short, spontaneously combusting, 

ill, mistaken, disguised, misread, dead.  Moreover, the advertisements, in their confused 

state, can be reorganized into a vast number of products focused on the body.  One can 

clothe, insure, dress, clean, feed, bejewel, improve, heal, perfume, and disinfect the body 

with the goods advertised in the “Bleak House Advertiser.”  Products for the teeth, 

complexion, eyes, for use during illnesses, the bath, as well as mourning clothes, 

children’s clothes, and baby food all focus on the human body.  But the focus of a large 

recurring portion of the advertisements is hair.  Victorians were obsessed with hair.   Hair 

work, or crafts created with the use of hair, was extremely popular during this period and 

often was created as household decorative ornaments or tokens of affection.  Some 

historians believe that the Victorian sentimentality about hair “was an outgrowth of the 

cult of mourning, inspired by Victoria’s forty years of demonstrative bereavement.”43   

Hair, whether on one’s head, or as a material in craft work, became something of a 

Victorian obsession.  After all, one’s hair also became a way to signal conspicuous 

                                                
43 For more on popular hair work, see Marjorie Henderson and Elizabeth Wilkinson, Whatnot: A 
Compendium of Victorian Crafts & Other Matters, Being a Compilation of Authentic Home and Hand 
Crafts popular in the Era of Her Most Excellent Majesty, Victoria, by the Grace of God Queen, Assembled 
from the Original 19th Century Edition of Cassell’s Household Guide, London, and Enlarged and 
Expounded by the Present Authors (New York: William Morrow and  Co., Inc., 1977), 149-153, and in the 
U.S., see Mark Campbell, Self Instructor in the Art of Hair Work: Dressing Hair, Making Curls, Switches, 
Braids, and Hair Jewelry of Every Description (New York: Campbell, 1867). 
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consumption—the more elaborate one’s hair, the more time and assistance, not to 

mention products, one needed to get it in that state.  Thus, “to be fashionable, women’s 

hair must suggest that we devote time, money, and energy to styling it.”44  And this 

mindset was further emphasized in the period by the many activities that women in 

particular avoided to prevent damaging their hair arrangements (Weitz 11).  

Why hair?  Because, as Rose Weitz argues in Rapunzel’s Daughters: What 

Women’s Hair Tells Us About Women’s Lives, “Our hair both defines us and offers us a 

key for improving our lives” (xi).  As she further remarks, “Our hair is one of the primary 

ways we tell others who we are and by which others evaluate us, for it implicitly conveys 

messages about our gender, age, politics, social class, and more” (xiii).  Beyond this 

assessment, hair is malleable and easily styled, altered, shaped.  For instance, several 

characters in Bleak House change their hair to assume potential identities.  Most 

importantly, however, is the way in which hair is at once distinctly personal as well as 

openly public and easily scrutinized or culturally read by others.  As Weitz notes, hair “is 

part of a broader language of appearance which, whether or not we intend it, tells others 

about ourselves” (xvi).  But as most historians and critics note, “Hair retains great 

symbolic power” (Weitz xv).  Therefore, “For all these reasons, controlling our hair helps 

us control our lives, and loss of control over our hair (through aging, illness, disability, 

religious commitments, imprisonment, or anything else) can make us feel we have lost 

control over our lives” (Weitz xvii). Conversely, at a time when individuals felt 

disoriented by immense changes that made them feel a loss of control over their own 

lives, the body, and hair in particular, served as a useful obsession.  This fixation granted 

them a detail over which to exercise some control, as well as to display their position in 

                                                
44 Rose Weitz, Rapunzel’s Daughters: What Women’s Hair Tells Us About Women’s Lives (New York: 
Farrar, Straus and Giroux, 2004), xvi. 
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the new commodity culture.  Interestingly, the Victorian preoccupation with hair 

demonstrates the love/hate relationship they had to commodities—they were swamped by 

all the new products, yet were also defined by them.  

 Dickens, too, paid close attention to hair.45  It is often one of the first things the 

omniscient narrator or Esther as narrator describes about a character.  Readers know what 

everyone’s hair looks like in the novel, and sometimes it is all readers know about 

them—like Mr. Quayle whose hair is always combed back (little else is revealed about 

him).  But Dickens was not alone—the elaborate descriptions of hair, women’s in 

particular, dominated Victorian literature.  As Elizabeth Gitter notes, “No other writers 

have lavished so much attention on the physical properties of women’s hair; its length, 

texture, color, style, curliness.  There is scarcely a female character in Victorian fiction 

whose hair is not described at least perfunctorily, and often a woman’s hair is described 

repeatedly and in considerable detail.”46  Dickens, however, also devoted significant 

attention to his fictional men’s hair.   

Hair Products in Bleak House and the “Advertiser” 

In both the novel and the ads, hair—its sale, fetishization, and ornamentation—is 

central.  In fact, after the initial descriptions of fog, smoke, soot, and mud clear, the first 

image in the novel portrays members of the high court of Chancery “running their goat-

hair and horse-hair warded heads against walls of words, making a pretence of equity” 

(14), their false hair signaling falsehoods associated with the law and the legal 

proceedings.  Indeed, hair continues to function as an index of character.  Each time the 

                                                
45 Even as a young man, Dickens mentioned his own growing whiskers in letters to friends. Writing in 
1845 of his own moustache, he says, “The moustaches are glorious, glorious.  I have cut them shorter, and 
trimmed them a little at the ends to improve the shape.  They are charming, charming.  Without them, life 
would be a blank.” In John Forster, The Life of Charles Dickens (London: J. B. Lippincott & Co., 1874), 
138. 
46 Elizabeth Gitter, “The Power of Women’s Hair in the Victorian Imagination,” PMLA 99.5 (1984): 941. 
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narrator introduces a character, the description includes vivid details about the 

individual’s hair.  Sir Leicester Dedlock “is of a worthy presence, with his light grey hair 

and whiskers” (Ch. 2, p. 22).  Everyone wants to touch Ada’s “rich golden hair” (Ch. 3, 

p. 44).  Mrs. Jellyby’s neglected daughter Caddy has “tumbled hair” (Ch. 4, p. 53).  Even 

the minor character Mr. Quale wears “his hair all brushed to the back of his head” (Ch. 4, 

p. 57).  Whether a character is young or old, male or female, dead or alive, the 

individual’s hair and its features receive attention that indicates a particular quality of that 

person’s character.  The hair industry thrived in the 1850s, and Galia Ofek in her article 

“‘Tie Her Up By the Hair’: Dickens’s Retelling of the Medusa and Rapunzel Myths” 

observes that in 1851, 10,862 pounds of hair were imported to England from France.47   

Hair products, unsurprisingly, receive significant attention in the central text of the novel.   

Some of the products mentioned in the novel include a “bag wig” (Ch. 3, p. 45), fake 

“pig-tails” (Ch. 7, p. 106), “bear’s grease” (Ch. 9, p. 148), and “false whiskers” (Ch. 14, 

p. 225).  The number of references to hair and hair products bespeaks the novel’s—and a 

Victorian—preoccupation with hair.  This preoccupation surfaces in the advertisements 

as well.  Some of the recurring advertisements market products including F. Browne’s 

“The Gentlemen’s Real Head of Hair, or Invisible Peruke,”  “Rimmel’s Hair Dye,” 

“Gerard’s Celebrated Pomade for the Hair,” “Rowland’s Macassar Oil,” and “Milton’s 

Hair Lubricant” (Figure 14).  The emphasis on hair in the narrative reminds us of the 

advertisements that lie just outside the text, connecting fiction and fact, and further 

calling to mind the commercial culture that encircles both the characters of the novel and 

its readers. 

                                                
47 Galia Ofek, “‘Tie Her Up by the Hair’: Dickens’s Retelling of the Medusa and Rapunzel Myths,” 
Dickens Quarterly 20.3 (2003): 185. 
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Figure 14: Detail from the “Bleak House Advertiser,” No. I, March 1852, p. 21 
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Most of the products in the Advertiser specifically target men.  F. Browne’s 

advertisement for the “Gentlemen’s Real Head of Hair” (Figure 15) is known throughout 

all of Dickens’s Advertisers mostly for its “faithfulness and unchanging character,” since 

the advertisement has “always the same modest little quarter of a page, the same picture, 

the same space for measurements to be made according to his ‘infallible method’” 

(Darwin 129).  The advertisement recurs in every issue of Bleak House.  The image as 

well as the language of the advertisement unambiguously indicate that the “peruke” is 

intended for men.  The bald, smiling man featured in the advertisement not only 

demonstrates Mr. Browne’s “infallible mode of measuring the head,” but also emphasizes 

the fact that the advertiser intends his product for use by balding men.  Two characters in 

Bleak House wear fake hair such as that which Mr. Browne advertises—Mr. Rouncewell 

(though, only in the grave) and Mr. Turveydrop.  Despite the fact that by the novel’s 

opening Mr. Rouncewell is already dead, the narrator does not fail to remark that he may 

have worn his artificial hair piece to the grave: “Mr. Rouncewell died some time before 

the decease of the pretty fashion of pig-tails, and modestly hid his own (if he took it with 

him) in a corner of the churchyard in the park, near the mouldy porch” (Ch. 7, p. 106).  

Whereas in this instance the narrator signals the importance of fashion trends in fake hair, 

the mention of Mr. Turveydrop’s wig works to ridicule his extreme artifice: “He was a fat 

old gentleman with a false complexion, false teeth, false whiskers, and a wig” (Ch. 14, p. 

225).  Esther adds that “he had everything but any touch of nature” (Ch. 14, p. 225).  

Wigs were popular and worn by men in the 1850s, but by the 1870s, wigs were out of 

fashion.  Wigs were still worn by male servants of the upper classes, but they were 

simply intended to signal conspicuous consumption.  Wigs were also a symbol of legal 

power—worn by court and royal officials. 
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Figure 15: Detail from the “Bleak House Advertiser,” No. III, May 1852, p. 14 
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Advertisers, perhaps responding to the considerable number of balding men, also 

marketed an array of products for them.  Certainly there are many balding men in Bleak 

House.  The narrator introduces Mr. Snagsby as “a mild, bald, timid man, with a shining 

head, and a scrubby clump of black hair sticking out at the back” (Ch. 10, p. 156).  

Gridley has a “care-worn head, on which but little hair remained” (Ch. 15, p. 244).  And 

Mr. Bagnet has “not a hair upon his head” (Ch. 27, p. 441).  Advertisers provide hope for 

such balding men with ads like the one for Gerard’s Pomade (Figure 16), claiming that 

“in cases of premature baldness, from whatever cause, it will be found a complete 

restorative.”  Regretful for this bold claim, the advertiser continues, “The inventor does 

not assert that it will reproduce hair after falling off from declining years, but guarantees 

that it will greatly prevent it.”  Aging men with grey hair might also respond to the ad for 

Rimmel’s Hair Dye (Figure 17), a product that “imparts instantaneously to the Hair, 

Whiskers, &c., a natural and permanent Black or Brown Shade.”   Men with grey and 

graying hair include Mr. Krook, Sir Leicester, and Mr. Jarndyce. 

Women’s Hair Products – Absent from the “Dickens Advertiser” 

However numerous advertisements for hair products might seem, no advertiser 

markets products for women’s hair, although women might figure in the packaging of 

hair products, such as those featured on the packaging of Rowlands’ Macassar Oil 

(Figure 18).  The packaging displays women whose long, flowing hair becomes almost 

indistinguishable from their robes. This gender distinction, evident in the ads, reflects 

similar attitudes about the difference between men’s and women’s hair in Bleak House. 

In the novel, men’s hair functions to indicate a man’s age or often conveys or reflects a 

man’s emotions.  For instance, when Guppy hopelessly pines for Esther, she remarks that 

she saw him “with his hair flattened down upon his head, and woe depicted in his face” 
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Figure 16: Detail from the “Bleak House Advertiser,” No. II, April 1852, p. 12 
 

 
 

 

Figure 17: Detail from the “Bleak House Advertiser,” No. IX, November 1852, p. 4 
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Figure 18: Detail from the “Bleak House Advertiser,” No. I, March 1852, p.18 
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(Ch. 13, p. 202),  his flattened hair signifying amorous despair.  This description stands in 

sharp contrast to the scene in which he proposes to Esther, his “bear’s grease and other 

perfumery” signaling his slimy, adolescent sexuality in his curled and rigid hair (Ch. 9, p. 

148).  Esther also reads Mr. Jarndyce’s emotions easily as he characteristically plays with 

his hair when he becomes agitated.  Mrs. Snagsby, who “is not in general partial to 

strangers,” reads something in Nemo that makes her welcome him for copying work; Mr. 

Snagsby attributes his wife’s kindness to the state of Nemo’s hair.  He says, “She was 

rather took by something about his person; whether by his being unshaved, or by his hair 

being in want of attention, or by what other ladies’ reason, I leave you to judge”  (Ch. 11, 

p. 170). 

But whereas men’s hair serves as an index of character since it can be read for 

emotions or as revelatory of something about a man’s nature, women’s hair serves as an 

index of sexuality and morality, and it becomes commodified as merchandise to be 

bought and sold by men.  Unlike women’s hair, a man’s hair in Bleak House explains 

him, but never sexually, and a man’s lack of hair does not indicate a lack of sexual 

power.  Elizabeth Gitter notes that “the combing and displaying of hair […] constitute a 

sexual exhibition” and that “the more abundant the hair, the more potent the sexual 

invitation implied by its display, for folk, literary, and psychoanalytic traditions agree 

that the luxuriance of the hair is an index of vigorous sexuality, even of wantonness.”48 

The narrator of Bleak House articulates the symbolic sexuality of women’s hair on 

several occasions, but most remarkably in a scene in Mr. Snagsby’s shop: 

Guster is minding the shop, for the ’Prentices take tea in the kitchen, with Mr. and 
Mrs. Snagsby; consequently, the robe-maker’s two daughters, combing their curls 
at the two glasses in the two second-floor windows of the opposite house, are not 
driving the two ’Prentices to distraction, as they fondly suppose, but are merely 

                                                
48 Gitter, 938. 
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awakening the unprofitable admiration of Guster, whose hair won’t grow, and 
never would, and, it is confidently thought, never will. (Ch. 10, p. 160) 

Guster’s lack of hair renders her less sexually potent than the two other girls and signals 

her diminished sexuality in comparison with them. As Gitter remarks, women’s hair has 

always been considered seductive and it holds significant sexual power.  Once a 

Victorian woman had a husband, she then often became an object since, in the upper 

middle classes, a man gained status by showing off his wife’s beauty and by making 

obvious, through her physical appearance, that she spent time, money, and hired others to 

assist her in dressing her hair, thereby demonstrating the market value of a woman’s 

beauty (Weitz 6).  Historian Renee Hugett reminds readers that “hair-styles and head-

dresses have always had symbolic meanings. […] The Victorians were great image-

builders of the domestic scene.  Their hair fashions represented the demure respectability 

which was imposed by newly-rich men on their wives, who were treated as personal 

possessions.”49   

In the novel and the Victorian period in general, women’s hair also serves as an 

index of morality.  Gitter remarks that “when the powerful woman of the Victorian 

imagination was an angel, her shining hair was her aureole or bower; when she was 

demonic, it became a glittering snare, web, or noose” (Gitter 936).  If any two women 

represent this contrasting binary, it is Ada and Mrs. Jellyby.  The narrator uses images of 

Ada’s hair to dramatize her angelic nature since Ada embodies female virtue and 

morality.  The value attributed to her “rich golden hair” (Ch. 3, p. 44), never sexualized, 

stands as a symbol of her ideal goodness and innocence.  Even Richard, who later 

proclaims his love for Ada, describes her hair and refers to her as a child of nature:   

                                                
49 Renee Huggett, Hair-Styles and Head-Dresses (London: Batsford Academic and Educational, Ltd., 
1982), 44.  
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‘She is like the morning,’ he said.  ‘With that golden hair, those blue eyes, and 
that fresh bloom on her cheek, she is like the summer morning.  The birds here 
will mistake her for it.  We will not call such a lovely young creature as that, who 
is a joy to all mankind, an orphan.  She is the child of the universe.’ (Ch. 6, p. 92) 

When Esther and Ada visit Jenny, the mother of the dead baby, Esther “seemed to see a 

halo shine around the child through Ada’s drooping hair as her pity bent her head” (Ch. 8, 

p. 136).  Ada, the only blonde in Bleak House, represents the ideal woman with a sweet, 

delicate nature.   

Mrs. Jellyby’s hair, on the other hand, adds to her characterization as a wrong-

headed woman.  Esther remarks, “Mrs. Jellyby had very good hair, but was too much 

occupied with her African duties to brush it” (Ch. 4, p. 52).  Her tangled, unbrushed hair 

becomes another example illustrating the state of disarray in the Jellyby home and the 

disregard she shows for domestic matters.  Esther later says that Mrs. Jellyby’s hair 

looked “like the mane of a dustman’s horse” (Ch. 30, p. 478).  This repeated criticism of 

Mrs. Jellyby’s hair applies to her lifestyle as well—both need taming.  Her tangled, 

serpentine hair associates her with the figure she might represent—the Freudian Medusa 

or phallic female, problematic for the patriarchy.  The critiques and indictments of Mrs. 

Jellyby for the neglect of her home and her family pervade the novel.  Her departure from 

the domestic ideal of Victorian women—because of her obsessive devotion to the African 

project to the exclusion of her home and family—reflects upon the Victorian man’s 

concern for the preservation of domestic harmony.  Mrs. Jellyby not only oversteps the 

bounds of the domestic sphere by concerning herself almost exclusively with the project 

in Africa, but—and this perhaps constitutes a more serious transgression—she neglects 

her role within the home.  Joan Manheimer makes this assertion about Mrs. Jellyby in her 

study of mothers in the Victorian novel: “Active in the outside world and indifferent to 



 74 

the affairs of the hearth, she is the negation of the Victorian myth of the Good Mother.”50  

Mrs. Jellyby is the demonic (although perhaps also comic) Medusa because she 

represents the period’s anxiety arising from the desire to keep the private and the public 

spheres divided.  She stands for everything a Victorian mother and wife should not 

become, whereas Ada represents the selfless, dedicated wife and mother who desires only 

to make a home for her husband and future children.  Nowhere in the novel is hair so 

replete with probing insight into the complexities of character.   

Had Mrs. Jellyby possibly paid more attention to her own appearance, including 

her hair, she might have better fit within the expected convention of the Victorian wife.  

It was during the industrial revolution that a growing number of middle-class men 

provided women, often for the first time,  a home and servants so that they had little to do 

and were expected only to make themselves “a living proof of their husband’s prosperity, 

which is one of the reasons why the Victorian home became the repository of every kind 

of handicraft, both useful and otherwise” (Huggett 45).  Consider, for instance, that Lady 

Dedlock’s aristocratic hair was often discussed among the fashionable elite and some 

characters note that “she is the best-groomed woman in the whole stud” (Ch. 2, p. 23).  

The notion of a leisured woman on display as a decorative object in the home was 

therefore not unheard of, but Dickens turns this idea on its head when he makes old Mr. 

Turveydrop, the father, become such a display of products for the body, that he turns into 

a joke.  Turveydrop can barely move or speak, nor can he help his son earn money in the 

family’s dancing school because, for the sake of “deportment,” he can hardly move: “He 

was a fat old gentleman with a false complexion, false teeth, false whiskers, and a wig.  

He had a fur collar, and he had a padded breast to his coat. […] He was pinched in, and 

                                                
50 Joan Manheimer, “Murderous Mothers: The Problem of Parenting in the Victorian Novel,” Feminist 
Studies 5.3 (1979): 537. 
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swelled out, and got up, and strapped down, as much as he could possibly bear” (Ch. 14, 

p. 225).  He also had on a neck-cloth, a hat of great size and weight, and a pair of white 

gloves.  Dickens continues the description: “He had a cane, he had an eye-glass, he had a 

snuff-box, he had rings, he had wristbands, he had everything but any touch of nature; he 

was not like youth, he was not like age, he was like nothing in the world but a model of 

Deportment” (Ch. 14, p. 225).  To live this “idle life in the best of clothes,” Mr. 

Turveydrop had already worked his young dancing-instructor wife to death and now his 

son, whose own clothes are “plain – threadbare – almost shabby” (Ch. 14, p. 226), works 

twelve hours a day to keep his father in an idle state due to the old man’s belief that he is 

a gentleman.  Here, Dickens addresses the idea that it is possible to become carried away 

with one’s use of products for the body, as well as using Turveydrop as a study in 

contrasts in which he shows that men should not be idle and made up as much as 

Victorian women were.  Because Turveydrop takes on attributes not suited to his gender, 

he becomes a mockery in the eyes of his fellow citizens as a man who spends too much 

time fashioning his appearance.   Dickens’s fictional example demonstrates that, while 

the advertisements are directed at men, men should not pay as much attention to their 

appearance as women do, or they risk becoming as useless and ridiculous as Mr. 

Turveydrop.  Dickens’s depiction of Turveydrop further illustrates how individuals risked 

being controlled by commodities rather than becoming masters over them, a difficulty 

with which Victorians struggled.  

Cut off Her Hair 

Aside from this gender distinction, the most striking difference between 

representations of men’s hair and women’s hair in the advertisements is that while 

advertisers sell products for men, women’s hair itself becomes a commodity in the 

marketplace and in the world of the novel.  Readers are introduced to Mr. Krook’s hair 
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fetish when Ada, Richard, and Esther first walk through his shop.  Mr. Krook stops mid-

sentence to remark on the beauty of Ada’s hair: “Hi! Here’s lovely hair!  I have got three 

sacks of ladies’ hair below, but none so beautiful and fine as this.  What colour, and what 

texture!” (Ch. 5, p. 69).  As the group leaves the shop and Esther remains behind, Richard 

remarks to Esther, “Miss Summerson, I hope you are not bargaining for the sale of your 

hair.  Don’t be tempted.  Three sacks below are quite enough for Mr. Krook!” (Ch. 5, p. 

76).  These remarks emphasize the fact that Mr. F. Browne’s wigs for men are made from 

such sacks of women’s hair and point to the condition of Victorian women like Esther 

who can own no property and whose hair is likely their only marketable possession.  But 

it is also an insult to Esther since most often only poor people and peasant girls from 

England’s country districts were the main suppliers of hair for wigs and they often grew 

it year after year to sell (Huggett 48).  Orphanages were also suppliers of hair for 

commercial purposes.  Women’s hair for wigs was in such demand that “the hair could 

never be grown fast enough or in sufficient quantities to satisfy the market” (Huggett 48-

49).  One indication of this high demand for ladies’ hair in the novel is Mr. Krook’s 

remark, when asked by Tulkinghorn to describe the living circumstances of Nemo: “You 

might as well ask me to describe the ladies whose heads of hair I have got in sacks down-

stairs” (Ch. 11, p. 168).  Presumably, either the transactions occurred with someone other 

than the young lady who sold her hair, or he dealt with so many women who sold their 

hair to him that he had no way to keep track of or remember them individually. 

What is suggested in this scene, particularly in contrast to the previous scene in 

which Richard does not even allow Krook to admire Ada’s hair, is that without a family 

and without any hopes of financial security, Esther might likely have to sell her hair 

someday.   Even Esther seems to realize the value of her own hair.  After her long illness, 

she talks of how close she came to losing it: “My hair had not been cut off, though it had 
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been in danger more than once.  It was long and thick.  I let it down, and shook it out, and 

went up to the glass upon the dressing-table” (Ch. 36, p. 572).  Esther says she “stood for 

a moment looking through such a veil of [her] own hair, that [she] could see nothing 

else” (Ch. 36, p. 572).  Although she pulls her hair aside, the reference to a veil seems 

appropriate since she mourns for her lost womanly beauty and identity.  With her 

changed face, Esther believes she has no hope of having a chance in marriage.  She 

remarks, “It was all gone now” (Ch. 36, p. 572), saying of Mr. Woodcourt, “I could have 

loved him,” and as she quietly puts up her hair (Ch. 36, p. 573) she moves on, resigning 

herself to spinsterhood.  In Esther’s case, hair as a commodity points to an underlying 

anxiety about one’s place in consumer society. 

Women’s bodies thus become commodities on multiple levels—as products that 

likely sell in the store window of merchants like Mr. Browne of the ads, as commodities 

or fetish objects bought by tradesmen like Mr. Krook, and as valuable assets in the 

marriage market where women “[save] and [trade] it for the possibility of wedded bliss” 

and spend it on “purchasing domestic happiness” (Gitter 946).  Hair serves as synecdoche 

for the body, and Esther’s encounter with Mr. Krook illustrates how selling one’s hair is 

tantamount to selling one’s body in prostitution—with Richard intervening to “rescue” 

her from the possibility of the disreputable act.  But while men buy products to mask the 

sexual impotency that their balding and graying heads might signal, women use products 

to beautify their hair and make it visually appealing to attract a husband, as well as to be 

read as virtuous and proper.  

Absent in the Advertisements 

 When considering hair products and other items marketed in the “Bleak House 

Advertiser,” one might consider other groups of people – aside from women – who were 

not included in the intended audience of advertisements, namely the poor.   While they 
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are excluded from the class of people who could afford to purchase the products in the 

Advertiser, they nevertheless play a central part in the events of the novel, thereby 

creating a juxtaposition between the text and paratext.  In fact, one of the central themes 

of Bleak House is the perceived disconnection between classes and the simultaneously 

undeniable connections among them.  These connections become obvious in the 

contagious infection which discriminates against no one and travels from poor Jo on the 

streets to Esther at the prosperous Bleak House. Looking through the advertisements, a 

reader might think about those characters in the novel whose lives might have been saved 

or alleviated by the use of certain products.  Of course, we wonder today about their 

efficacy.   

One of the many moving scenes in the novel describes the death of a baby in the 

arms of its mother.  As Mrs. Pardiggle, her children, Ada, and Esther enter the cottage of 

the brick-maker and his family, they notice “a woman with a black eye, nursing a poor 

little gasping baby by the fire” (Ch. 8, p. 130).  After some time, when they approach the 

mother, Jenny, to see if her child is ill, Ada and Esther discover that the child has died.  

While neither the narrator nor Esther makes any remarks as to the cause of the baby’s 

death, the description of the dirty home, poverty-stricken family, and the neighborhood 

leading up to their entry into the home, make clear that some kind of uncared-for illness 

or disease caused the child’s untimely death.  How sad, then, for readers to see, in the 

pages of the advertisements, Atkinson & Barker touting “the best medicine in the world 

for infants” (Figure 19) with the first line of the advertisement calling out to mothers in 

an attempt to sell their product which claims to be  “preserver of infants,” adding, 

“Mothers would do well in always keeping it in the nursery.”   The first line screams out 

with increased intensity seen in the increasing number of exclamation points: 

“MOTHERS!   MOTHERS!!  MOTHERS!!!.”    The claim made is that the medicine can  
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Figure 19: Detail from the “Bleak House Advertiser,” No. VII, September 1852, p. 5 
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prevent and cure common infant disorders, providing relief from “convulsions, 

flatulency, affections of the bowels, difficult teething, the thrush, rickets, measles, 

hooping-cough, cow-pox, or vaccine inoculation.”  The merchant maintains that “many 

thousands of children are annually saved by this much-esteemed medicine, which is an 

immediate remedy.”   

Jenny’s baby (and her four other children who have already died) likely suffered 

due to a lack of such medicine, and the text functions to emphasize the disparity between 

the upper and the lower classes, a distinction which the advertisements ignore. Like this 

medicine, another product related to domestic medicine that might have been useful to 

the fictional Jenny is The Dictionary of Domestic Medicine and Household Surgery.  The 

advertisement reads: “This work is intended to be a concise and ready book of reference 

in cases of emergency, either of severe illness or accident, in the absence of immediate 

medical assistance. […] Also a compendium of those sanitary principles on which the 

attainment and preservation of health depends.”  The book is intended for, among others, 

“the inexperienced Mother” and is “intended for all classes.” Realistically speaking, the 

brickmaker’s family might have used the book to their benefit, since their abode is 

“dirty,” “onwholesome,” and they’ve “had five dirty and onwholesome children, all dead 

infants” (Ch. 8, p. 132).   But because Jenny cannot read and “there an’t nobody here as 

knows how to read” (Ch. 8, p. 132), and the family does not have the resources to afford 

such a book even at sixpence per monthly part, her children suffer and die from their 

illnesses.   

Even as Dickens describes each characters’ hair, and the advertisements discuss 

hair products for the well-to-do, neither discusses the real-life issues commonly 

associated with hair in the Victorian period.  After all, for most of the nineteenth century, 
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“only the hands, neck, and arms were frequently washed” (Pool 201).  In fact, the poor 

“bathed infrequently, at best,” and although the middle class “washed their hands and feet 

daily, [they] usually made do in the 1860s with one big bath on Saturday night in which 

the entire household took part” (Pool 202).  It wasn’t until the twentieth century that even 

monthly hair washing would become the norm (Weitz 7).  Likewise, washing one’s 

clothes also occurred, even for the middle classes, on an infrequent basis due to the lack 

of readily available water (Pool 202).  As a result, common complaints such as dandruff, 

lice, and body lice were very much a part of everyday life and were rampant throughout 

the century.  Yet only one advertiser of hair products ever mentions “dandriff”—Gerard’s 

Celebrated Pomade for the Hair (Figure 16).  And while wigs and false hair were worn by 

many Victorians, it was claimed that false hair “communicated skin disease to the 

wearer” and spread infection.51  The absence of any mention of such communicable 

diseases common among even the upper middle class may imply that those marketing the 

products intended them to be affordable only for those living in conditions that were 

healthy and hygienic—those very few who did.  Realistically speaking, poor Victorians 

simply looked different from those who were able to afford soap and extra water.  Esther, 

one of the kindest and accepting of all characters, sees this distinction between the poor 

and the rest of society.  When she first arrives in London, she marvels at the scenery: “I 

admired the long successions and varieties of streets, and quantity of people already 

going to and fro, the number of vehicles passing and repassing, the busy preparations in 

the setting forth of shop windows and the sweeping out of shops, and the extraordinary 

creatures in rags, secretly groping among the swept-out rubbish for pins and other refuse” 

(Ch. 5, p. 66).   She first remarks on the “people” and later the “creatures in rags,” as if 

the two were obviously not in the same category of humanity.   

                                                
51 Lady Colin Campbell, The Lady’s Dressing Room (London: Cassell & Co., 1893), 112. 
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Just as scholars argue that the illustrations in Bleak House—also products by a 

hand other than the author’s—demand our attention as an inherent part of the novel, 

scholars similarly need to accord these advertisements their place as an intrinsic element 

of the literary text we know as Bleak House.  Like any paratext, the advertisements that 

came bound with the first serial publication remain a part of the original reading 

experience.   Restoring the advertisements as part of the novel can modify the way we 

experience the text, transforming our perception of the function of the ads and altering 

our present understanding of the novel.  

Advertisements—and novels—embody and reflect the views, values, and attitudes 

of a culture.  As we engage with the novel in its original form of serial publication, we 

can obtain an awareness of the interplay among fiction, advertisement, and consumer 

within a historical context by considering the significance of the interchange between 

Bleak House and the “Bleak House Advertiser.”   Read together, the novel and its 

accompanying visual and commercial narratives expand a reading of Bleak House as a 

fictional comment on a commercial society. 
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Chapter 3: Stitched in Time—Sewing Machine Advertisements and 
Middlemarch’s Narrative Thread 

The Middlemarch we read today looks nothing like the one pored over by George 

Eliot’s contemporaries in 1871-1872 when the novel first appeared in print.  Its original 

physical features may surprise readers who are not bibliographers or collectors.  The 

purpose of this chapter is to account for the original paratextual features of Eliot’s text—

particularly the advertising supplements that accompanied the original edition—in order 

to offer a restorative reading of the novel.  The significance of the advertisements 

becomes clearer when considering the 40-year gap separating the historical setting of the 

story and the publication date of the serial.  The presence of the contemporary 

advertisements of “modern” products augments the arguments Eliot makes in the novel 

about how the present can inhibit our ability to see the past impartially.  I argue that these 

advertisements, now missing from the versions of Eliot’s novel read today, are central to 

an understanding of her project—on a par with the voice of the narrator who similarly 

and repeatedly calls attention to the temporal divide between the 1870s novel and its 

1830s setting.  

The Novel in Parts 

The first edition of Middlemarch in its original wrappers stands on the shelf in 

eight parts, corresponding to the eight “Books” into which the narrator divides the story.  

Each one is individually clothed in fragile, blue paper wrappers.  As was customary in 

Victorian times, readers who purchased the installments often bound up the issues into 

volumes after the run of the novel in parts was complete and judged satisfactory.  The 

paper wrappers were then discarded as redundant throwaways when readers had the novel 
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Figure 20: Cover of Middlemarch, Book IV, June 1872 (actual size) 
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more solidly bound.  The information on the front cover of each part includes the title of 

the novel, the author’s name, a small circular engraving illustrating a scene of a country 

landscape, the number and title of the Book or part, and the publisher’s imprint 

information.  

In terms of its physical appearance, Middlemarch participates, like Bleak House 

and Pickwick Papers, in a significant moment of innovation in nineteenth-century print 

culture.  Middlemarch was not published in any of the by-then dominant literary modes 

of the century: the shilling serial part, two-shilling one-volume yellowback, or the 31s.6d. 

triple-decker.  Instead, subscribers received the four-volume novel in bi-monthly half-

volumes, each sold at the price of five shillings.  George Henry Lewes, who acted as 

Eliot’s literary agent, proposed this unique form of serialization as a compromise 

between the publisher John Blackwood, who was reluctant to publish a four-volume 

work, and George Eliot who “would not write in short installments for anybody—

however much they paid her.”52  In May 1871, Lewes wrote to Blackwood, informing 

him that George Eliot’s unfinished novel was already exceeding the limits of a triple-

decker: “Ms. Lewes finds that she will require 4 volumes for her story, not 3.  I winced at 

the idea at first, but the story must not be spoiled for want of space.” 53  Lewes then offers 

the idea of publication in half-volume parts. Ultimately, William Blackwood & Sons in 

London acquiesced and issued each of the eight parts of Middlemarch, A Study of 

Provincial Life, from December 1871 to December 1872.  A summary of the publishing 

schedule appears in Appendix B. 

                                                
52 J. A. Sutherland, Victorian Novelists and Publishers (Chicago: U of Chicago P), 197-98.  Though, Eliot 
had already published Romola in The Cornhill Magazine in 14 monthly installments from July 1862-
August 1863. 
53 The Letters of George Eliot, ed. G. S. Haight (London: Yale UP, 1956), 5: 145-146.  The unwieldy size 
of Middlemarch resulted when Eliot wove two existing and distinct storylines into one novel.  The 
composition of Middlemarch is discussed in detail by Jerome Beaty, Middlemarch from Notebook to Novel 
(Urbana: U of Illinois P, 1960). 
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As a material object, with eight small half-volumes, the first serial edition of 

Middlemarch resembles the 7- or 8-volume novels of the eighteenth century, and 

therefore recalls a time long past.  It calls to mind such novels as Samuel Richardson’s 

Clarissa, or The History of Sir Charles Grandison issued in multiple formats of anywhere 

from seven to eight volumes.  Lewes, in the same letter to Blackwood, overtly makes this 

connection, comparing Middlemarch to a novel by Laurence Sterne, published from 1759 

to 1767: “[Each part] would be enough to furnish the town with talk for some time, and 

each part thus keep up and swell the general interest.  Tristram Shandy you may 

remember was published at irregular intervals; and great was the desire for the 

continuation.”54  While in length Middlemarch may have harkened back to eighteenth-

century novels, other aspects of its appearance simultaneously display modern 

tendencies, such as its prominent advertisements of contemporary gadgets on its paper 

wrappers.   

Not quite the serial purchased by Dickens’s readers, and not quite the luxurious 

and revered three-volume novel borrowed from circulating libraries, Middlemarch, when 

it first appeared, looked to be in transition—part of the industrializing moment of radical 

Victorian change in all things—to which it belonged.  The genre of the novel, alongside 

the publishing industry, grew and adapted as the reading market changed.  This 

juxtaposition of old and new, modern and unfashionable, is at the heart of the importance 

of this novel in its first material packaging.  As with every format, this one can be 

examined to consider the type of readership and material contexts it suggests.  If the 

shilling serial part was intended to broaden and democratize fiction, and the yellow-back 

(sold at railway bookstalls) developed out of the material needs and demands of travelers, 

Eliot’s eight-part novel exemplified, more than anything, an exercise in authorial whim 

                                                
54The Letters of George Eliot, 5:145-46. 
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and apprehension combined with a design intended to circumvent established practices of 

book production in the century. 

Lewes and Blackwood put much thought into considering every aspect of the 

serial novel’s appearance as a commodity.  Parts-publication appealed to Eliot’s 

publishers because, upon Lewes’s insistence, they viewed the invention as a “mode of 

circumventing the Libraries and making the public buy instead of borrowing.”55  This 

practice occurred at a time during which circulating libraries, and especially Charles 

Edward Mudie’s Select Circulating Libraries, were held accountable by publishers for 

keeping a stranglehold on the trade by “discouraging the purchase of books by 

maintaining the price of newly published fiction at 10s.6d. a volume and clinging to the 

anachronistic and wasteful three-volume form.”56 Lewes paid careful attention to the 

presentation of Middlemarch in the marketplace, perhaps even more so since Eliot was 

already “generally recognized as the greatest living English novelist, Thackeray and 

Dickens having died in 1863 and 1870 respectively.”57   For instance, Lewes writes about 

the wrapper design that he imagines for the novel in a May 7, 1871, letter to Blackwood: 

“If in stiff paper cover—attractive but not bookstallish—(I have one in my eye) this part 

ought to seduce purchasers, especially if Mudie were scant in supplies.”58  Letters 

between Lewes and John Blackwood track the various marketing decisions made before 

the novel ever reached its reading audience, demonstrating that Lewes took on the 

multiple roles of the “friend, the literary agent, the apologist, the market analyst, the 

husband, and the high-pressure salesman.”59  

                                                
55 The George Eliot Letters, 5: 184. 
56 Altick, 296-97. 
57 Rosemary Ashton, Introduction, Middlemarch (1871-2; London: Penguin Books, 2003), vii. 
58 The Letters of George Eliot, 5: 145-46. 
59 Sutherland, 192. 
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Unlike Dickens’s monthly serials, which forced him to write each installment 

within a set 32-page limit, the experimental format of Middlemarch allowed Eliot the 

freedom to write parts of varied lengths, with no specified number of pages.  The longest 

book (Book I) contained 212 pages, while the shortest (Book VII) reached only 174 

pages—an 18 percent difference.60  The publisher notes that he “was concerned primarily 

with the outward bulk of the parts rather than with having a uniform number of pages in 

each.”61  To balance out the volumes (which would cost 5s. apiece), Lewes suggested 

padding the novel with advertisements.  Lewes wrote to Blackwood with the following 

suggestion: “By the way a thought strikes me.  Would it not be well to have an 

advertisement sheet bound up with each part – as Dickens and Thackeray had with their 

parts? (though not of course on the covers).  This would not only bring in some hard 

cash, it would help to make the volume look bigger for the 5/- which in British eyes is a 

consideration not to be neglected.”62  W. H. Smith marketed the bimonthly parts of 

Middlemarch as if they were volumes of a three-decker since the questionable format left 

room for interpretation.  However, upon seeing “the publishers’ advertisements, a 

hallmark of the monthly number,” he could no longer deceive his customers.63  After 

much deliberation between Lewes and Blackwood regarding the novel’s appearance and 

visual features, the first edition of the novel emerged in 8 parts, containing 

advertisements—even on the covers.  While the “padding” with advertising sheets 

resulted from the publisher’s motivation to make all the parts of more or less similar 

thickness, the interpretive effect of the advertisements’ presence was profound. 

                                                
60 Carol A. Martin, George Eliot’s Serial Fiction (Columbus: Ohio State UP, 1994), 185. 
61 The George Eliot Letters, 5: 184. 
62 Ibid.  Depending on the agreement made with their publishers, some writers would have shared the 
profits made from selling advertising space in serial issues.  Dickens certainly made money from his 
“Advertisers,” and George Eliot seems to have profited as well. 
63 N. N. Feltes, Modes of Production of Victorian Novels, (Chicago: Chicago UP, 1989), 49. 
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The Advertisements 

The most striking feature of the first material packaging of Middlemarch in 

contrast to the novel we know today is the 108 pages of advertisements printed on its 

front and back pages and paper wrappings.  The eight parts of the original publication 

contain 133 individual advertisements for consumer goods ranging from disposable 

commodities to the most durable of consumer durables.64   Even upon a first observation, 

the advertisements fit into two distinct categories:  publishers’ advertisements and 

consumer goods.  Fifty-nine advertisements (or 44% of all advertisements) are 

publishers’ advertisements listing books, journals, and magazines.  The other 74 

advertisements for consumer goods (or 56% of all advertisements) can be sorted into two 

further classifications: durable goods and short-lived consumables.  The consumables 

include toiletry items (14 advertisements), chocolate (11), medicines (7), textiles (6), 

pens (6), candles/soaps (4), stationery (2) and miscellaneous inventions/gifts (2).  

Durables include jewelry (8), pianos (7), and sewing machines (7).   

While there are 74 advertisements for household products, there is not the 

assortment or selection of goods we encounter today.  In fact, most of the same few 

advertisements recur across the eight parts.  In total, only 26 London merchants or 

manufacturers/shopkeepers advertise their wares, and 11 of them appear at least three 

times.  Of these recurring advertisements, only three appear throughout the full run of the 

serial, occupying the same placement in every Book installment.  Mr. Streeter, the 

goldsmith, jeweler, and merchant in precious stones, captivates readers at the initial turn 

of every blue wrapper (Figure 21).  His is always the first advertisement, featured on the 

inside front cover of each issue.  In his full-page advertisements, he markets his jewelry, 

                                                
64 In the advertising supplement of Book VIII an inset of 10 pages appears for Blackwood and Sons.  I am 
not counting this inset among my calculation of advertisements or advertising pages since it is not part of 
the Middlemarch advertising sheet as evidenced by the lack of corresponding running-head. 
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precious stones, watches, and clocks, offers to purchase jewelry for cash, and makes 

available an illustrated catalogue and price list by mail at the cost of two stamps.   

John Gosnell & Co., the perfumer, also has a half-page advertisement in every 

book of the novel, always placed at the front, on the page before the text of the novel 

(Figure 22).  His advertisements feature cherry tooth paste, Agua Amarella which 

“restores the human hair to its pristine hue, no matter at what age,” his toilet and nursery 

powder, and the newly invented trichosaron, a hair brush which cleanses and polishes 

simultaneously.  The only other product advertised throughout the run of the novel is 

Chocolat de la Cie. Coloniale—French chocolate (Figure 23).  Its placement is the same 

throughout, on the first advertisement page after the text of the novel (except for Book 8, 

when it occupies the inside back cover—due to the placement of the inset).  These are the 

only three vendors with advertisements that recur throughout the 8 Books.  The rest recur 

in a more haphazard manner, placed in seemingly random order.  Other merchants’ wares 

appear a number of times but not nearly as often: Cramer’s pianos and Gillott’s steel pens 

appear in six books (Figure 24); Field’s soaps & candles, and Chapman’s textiles (Figure 

24) appear four times; Rowland’s toiletries, Singer’s and Guelph’s sewing machines, and 

Allcock’s porous plaster appear three times. 

The Temporal Divide—1870s Advertisements and 1830s Story 

What makes this novel especially interesting is its narrator’s role as a historian of 

this supposed “study of provincial life.”  Eliot places the fictional events of the town of 

Middlemarch forty years in the past.  On April 5, 1871, George Henry Lewes gives an 

account of the novel in a letter to the American publishers Osgood, Ticknor and 

Company: “It is a story of English provincial life—time 1830.”65   However, both the 

 
                                                
65 Qtd. in Sutherland, 191. 
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Figure 21: Advertisements from Middlemarch, Book I, December 1871, inside front 
cover and first page 
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Figure 22: Advertisements from Middlemarch, Book V, August 1872, p. 4 
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Figure 23: Advertisement from Middlemarch, Book I, December 1871, p. 17 
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Figure 24: Three recurring advertisements from Middlemarch, Book IV,  

June 1872, p. 6-7 

 



 95 

reader and the narrator remain fixed in 1871-72, sharing a temporal perspective.  Eliot’s 

narrator continually reminds the 1870s reader of their shared temporal distance from the 

novel’s setting—not only with brief references to historical moments such as the coming 

of the railroad in the 1830s, the first Reform Bill in the year 1832, and the appearance of 

cholera in England in that same year, but more explicitly with overt digressions. The 

narrator’s interpretation of events occurs from an 1870s perspective shared by the 

original readers. 

For instance, early in the novel, the narrator alerts readers to the temporal setting 

of the novel with references to the visible changes of fashion in a passage describing 

Dorothea: “She walked briskly in the brisk air, the colour rose in her cheeks, and her 

straw-bonnet (which our contemporaries might look at with conjectural curiosity as at an 

obsolete form of basket) fell a little backward” (Book I, Chapter 3, page 27).66  The 

parenthetical aside reminds the reader of a trend that reached its zenith in the “poke 

bonnet” of the 1830s—when bonnets grew to such enormous proportions, and the brim 

extended so far out, that a woman’s face could not be seen except from directly in front, 

preventing the wearers from looking right or left without turning their heads.   

In retrospect, fashion trends become humorous, and the narrator’s description 

conveys a jocular we-now-know-better tone.  Dorothea’s bonnet is a bit amiss even on a 

practical level: Dorothea wears a straw hat, worn most often in summer, at “three o’clock 

in the beautiful breezy autumn day” in October (I.3.27).  Since neither the time of day nor 

the windy season calls for a summer sun hat, one imagines that Dorothea wore this 

particular bonnet to signal her modesty, as some 1830s women did.  Even if the poke 

bonnet accurately reflects Dorothea’s character, the narrator’s parenthetical remark about 

obsolescence primarily demonstrates that, like the reader, the narrator interprets 1830s 

                                                
66 This and all subsequent citations are from the Penguin edition (ed. Rosemary Ashton), 2003. 
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events from the perspective of the 1870s.  The narrator observes how some objects and 

practices seem odd with the benefit of hindsight.  The objects within the fictional world 

activate the reader’s attention toward a mindfulness of time and the manner in which it 

erodes value and slowly makes all things obsolete.  

In a subsequent passage in the novel, the narrator describes changes not in fashion 

per se, but in the modern practice of medicine, when Lydgate examines Edward 

Casaubon: “Lydgate seemed to think the case worth a great deal of attention.  He not only 

used his stethoscope (which had not yet become a matter of course in medical practice in 

the 1830s), but sat quietly by his patient and watched him” (III.3.286).  The use of the 

stethoscope marks a change in medical practice from the time of the novel to the 

contemporary readers’ own time.  The stethoscope, “invented by the French physician 

Laennec in 1819, remained an innovation in 1830, especially in British rural areas.”67  

The narrator remarks on the importance Lydgate assigns Casaubon’s illness by using this 

new medical instrument.  Roger French and Andrew Wear in British Medicine in an Age 

of Reform (1991) comment on the physician of early nineteenth century: “The physician, 

calling on his well-to-do client at home, still negotiated with him about his disease and its 

treatment. […] The medical man based his treatment on what the patient told him about 

his illness, rather than on signs he could make the patient’s body give.”68  The 

parenthetical statement about Lydgate’s practice as out of keeping with his colleagues 

thus serves to characterize him as a medical man at the  forefront of progress.  Because he 

trained in Paris, where examination techniques first prevailed over the patient’s narrative, 

the remark in effect places Lydgate, like the nineteenth-century reader, beyond the 1830s, 

as a general practitioner ahead of his time. 

                                                
67 Janice McLarren Caldwell, Literature and Medicine in Nineteenth-Century Britain: From Mary Shelley 
to George Eliot (Cambridge: Cambridge UP, 2004), 163. 
68 Qtd. in Caldwell, 7. 
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The Sewing Machine—Guelph’s Sewing Machines 

There is no other product quite like the sewing machine to dramatically juxtapose 

the 1830s story and the 1870s present for original readers.  Just as the narrator’s asides 

compel readers to attend to the lapse in time to see events in the novel from an 1870s 

perspective, sewing machine advertisements in the pages before and after Middlemarch 

proper function in much the same way. The many commodities advertised alongside the 

pages of Middlemarch include jewelry, pianos, candles, soaps, chocolate, stationery, 

fabric, medicines, toothpaste, perfume—all products which most Victorians purchased 

regularly.  The novel tracks their presence in the daily lives of Middlemarch citizens.  

However, the only object in the advertisements which remains altogether absent from the 

novel is the sewing machine.  A relatively new invention, such a machine had only 

recently become available as a retail product for a middle-class household.  Yet in a novel 

that focuses on a community of women who sew by hand, it is intriguing to find 

advertisements for a sewing machine in the advertising supplement—primarily because 

the world of Middlemarch is impossible to conceive with a sewing machine, thus 

rendering many of the events in the story impossible.  

Demonstrating the ubiquity of this invention is its prevalence in the 

advertisements.  Sewing machine advertisements occur in six of the eight books.  In all, 

seven sewing machine advertisements appear in the supplement, in the following order: 

Book I  Whight & Mann’s Silent Sewing Machines  (1/3 page) 
Book II Guelph Reversible Sewing Machines  (full page) 
Book IV Singer Sewing Machines    (full page) 
Book V Guelph Reversible Sewing Machines  (1/2 page)  

Singer Sewing Machines    (full page) 
Book VI Singer Sewing Machines    (full page) 
Book VII Guelph Reversible Sewing Machines  (1/2 page) 
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Three manufacturers advertise their sewing machines and employ contrasting rhetorical 

strategies to attract their consumers.  Whight and Mann, for example, market their “Silent 

Sewing Machines” only once in all of the eight parts in a small, understated one-third of a 

page in Book I.  They never make a second attempt to persuade Middlemarch readers to 

purchase their product (see Figure 25).  The advertisement consists of the seal of the 

Queen of Spain as their only visual element signaling the quality of their machines.  

 After this first, small and unremarkable sewing machine advertisement in Book I, 

Book II of Middlemarch brought an increasing emphasis on sewing machines with a 

much larger advertisement.  The full-page advertisement (Figure 27) lauds “Guelph 

Reversible Sewing Machines” and features an image of the sewing machine, two literary 

quotations, a list of adjectives describing the wonders of the machine, as well as price, 

terms, and shop location. The advertisement is situated after the text of the novel, in the 

back pages of Book II.  The advertisement, lively in its graphic design, features lettering 

reminiscent of the art form of an emblematic or figured verse.  This type of poem is 

printed in such a way that the shape formed by the words on the printed page resembles 

something related to the subject matter.  The advertisement’s figuration covers more than 

half the page and is an acrostic created from the brand name of the machine itself, listing 

seventeen adjectives describing the features of the sewing machine. 

Beyond simply cataloguing an inventory of attributes of the machine, the words 

of this Guelph advertisement themselves form a pattern as if illustrating, without 

mentioning explicitly, the evenly-spaced, mechanical stitches that the machine can 

produce in contrast to hand-stitching.  The advertiser articulates the features of this 

sewing machine visually on the page by designing a pattern of words that, if sewn, might 
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Figure 25: Detail from advertisement in Middlemarch, Book I, December 1871,  

p. 22 

 

 
Figure 26: Detail from advertisement in Middlemarch, Book V,  

August 1872, p. 3 
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Figure 27: Advertisement from Middlemarch, Book II, February 1872, p. 12 
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require the use of the “Patent Elastic Hook Reversible Motion,” the allegedly unique 

feature of the Guelph brand.  Like the reader who reads this list from left to right, or from 

the bottom up, the operator of the Guelph Reversible Sewing Machine can also create 

patterns and stitches in reverse with the help of this feature. 

Most of the seventeen adjectives describing the Guelph sewing machine are those 

which were also used to describe the best features of a Victorian woman’s domestic 

charms: good, useful, elegant, artistic, handsome, neat, economical.69  By mixing in these 

recognizable attributes of domestic femininity with other descriptors of convenience and 

value, advertisers at once sought to draw consumers in with the familiar while also 

impressing them with the novelty and efficiency of this machine.  But the language also 

intends to allay consumer fears about the machine’s reliability: invincible, complete, 

guaranteed, novel, invaluable, warranted, effective, large, perfect, and handy.  The 

anticipation of objections regarding the machine’s reliability was necessary, of course, 

because although women operated the sewing machines, men purchased the significantly 

priced home appliance at the considerable cost of £3 to £4.4s and were sure to want a 

reliable machine for such a price.  

An anonymous essay entitled “The Best Sewing-Machine,” in the satirical weekly 

magazine Punch, dated March 5, 1859, a time when the sewing machine steadily grew in 

popularity, at once captures the time investment women granted to sewing and likewise 

points to the implied mechanical problems of the new machines: 

The very best Sewing-Machine a man can have is a Wife.  It is one that requires 
but a kind word to set it in motion, rarely gets out of repair, makes but little noise, 
is seldom the cause of dust, and, once in motion, will go on uninterruptedly for 
hours, without the slightest trimming, or the smallest personal supervision being 
necessary. […] If it does get out of order a little, from being overworked, it mends 

                                                
69 For further discussion of women’s domestic duties, see Joan Perkin’s chapter “Angels in the House: 
Marriage and Domestic Life,” Victorian Women (New York: New York UP, 1995), 73-92. 
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itself by being left alone for a short time, after which it returns to its sewing with 
greater vigour than ever.70  

Just as the Guelph Sewing Machine advertisement intermingles terms firmly associated 

with women’s domestic features to establish the durability of its machine, this Punch 

passage likens a woman to the machine itself, a point very telling about the activity of 

sewing for women of the period—woman as machine, machine as woman.  Unlike the 

advertisement, however, the passage seems to speak negatively about sewing machines, 

noting the advantages of having a wife who works by hand uninterruptedly and implying 

that the cost of having one’s wife perform the sewing tasks is minimal for the typical 

husband by comparison.  Victorian cultural ideas about the home and femininity valued 

women’s dedication to hard work.  The Punch passage highlights the pressures and 

expectations under which women labored in the home as a result of the period’s views of 

womanhood. 

The Guelph advertisement also features two quotations by classical poets—one 

from Virgil and the other from Shakespeare.  As 1870s readers encountered this 

advertisement with its mix of advertising language and literary quotations, it could have 

had resonance with the fictional discussion held by the Vincy children about the notion 

that poetry and slang were becoming indistinguishable in advertisements.  In their 

conversation, Fred taunts his sister by saying, “Aha, Miss Rosy, you don’t know Homer 

from [shopkeeper’s] slang.  I shall invent a new game; I shall write bits of slang and 

poetry on slips, and give them to you to separate” (I.11.99).  

The Guelph sewing machine advertisement features a quote from Virgil’s work at 

the top of the page, positioned above the name of the product, as in the place of an 

epigraph to this piece of advertising ephemera.  It reads “‘FORMOSUM PARIBUS 

                                                
70 Punch or the London Charivari 36 (5 March 1859): 91. 
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NODIS.’ –Virgil.”  The Latin phrase from Virgil’s Fifth Eclogue translates as “beautiful 

or finely formed, equal, or symmetrical knots.”  The literary gloss continues the notion—

already visible in the graphic design of the advertisement—that the sewing machine 

produces even, beautiful stitches, although the machine actually produced the inferior 

chain stitch and not the more advanced and popular lock stitch.  Whether by coincidence 

or design, the epigraph imitates Eliot’s own novel, since each of Middlemarch’s chapters 

is prefaced with an epigraph.   

The Eclogues, themselves poems of a pastoral nature, deal with some of the same 

themes with which Middlemarch, as a “study of provincial life,” grapples.  One of the 

main features of the genre in which Virgil writes includes “the conditions of ordinary life 

in the country,” with a range of pastoral themes including “rustic piety, delight in the 

countryside and its music, the pleasures and sorrows of country love.”71  The similarities 

between Middlemarch and the Eclogues persist with references to work and workers, as 

well as Virgil’s use of the genre as “a vehicle for positive moral criticism of the urban 

society of his own day,” when the city came to represent “a constant threat” to rural 

values.72  The advertiser assumes control of recognizable literary features and employs 

them in the domain of the commercial, effectively corroborating Eliot’s point in the 

Vincy discussion about the commingling of commercial and literary language.  

The Guelph advertisement takes its second quotation from Shakespeare’s The 

Two Gentlemen of Verona.  The excerpt in the advertisement reads: “Vouchsafe me, for 

my meed, but one fair look, / A smaller boon than this I cannot beg, / And less than this, I 

am sure, you cannot give” (Act V, Sc IV, Lines 23-25).  In these lines, Proteus demands 

Silvia’s love as a reward for saving her from outlaws who would have raped her.  In 

                                                
71 Robert Coleman, ed., Introduction, Vergil Eclogues (Cambridge UP, 1994), 22-24.   
72 Coleman, 32. 
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context, this meaning is clear.  In the play, in the lines preceding those excerpted for the 

advertisement, Proteus remarks: 

Madam, this service I have done for you, 
Though you respect not aught your servant doth, 
To hazard life and rescue you from him 
That would have forced your honor and your love (19-22). 

Like Proteus, then, the advertiser urges women to acknowledge, through a purchase, the 

heroic deed of rescuing and freeing them from the labor-intensive and time-consuming 

method of hand sewing.  This appeal to women became more popular throughout the 

century.  As Joan Perkin remarks, “Women were, then as now, the target for advertisers 

who realized their power as consumers.  Women were not slow to accept the wonders of 

technology.  Laments in the 1850s that the sewing machine would destroy handicraft 

failed to impress women who hated sewing and mending, and they welcomed innovations 

[…] as emancipation from boring chores.  Those who thought women should stick with 

the old ways were regarded as conspiring to keep them in domestic bondage.”73  Thus, 

with a brief Shakespearean quotation, the advertiser offers the sewing machine to women 

as their savior, at once insisting that they regard the machine as their hero, while also 

appealing to men’s sense of heroism to purchase such a machine for the women in their 

home.  Judith G. Coffin similarly identifies, in her study of sewing machine sales in 

nineteenth-century France, a recurring theme in advertisements that position the 

manufacturer or sewing machine as “the great emancipator.”74 

 Remarkably enough, while the Shakespearean quotation suggests a connection 

between female subjugation and sewing machines, as did the rhetoric describing the 

machine in feminine terms, readers encounter no connection of the machine to the home, 

                                                
73 Joan Perkin, Victorian Women (New York: New York UP, 1993), 104. 
74 Judith G. Coffin, “Credit, Consumption, and Images of Women’s Desires: Selling the Sewing Machine 
in Late Nineteenth-Century France,” French Historical Studies 18.3 (1994): 774. 
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nor to any of the domestic tasks for which the machine would unquestionably find use. 

The closing remark in the advertisement intimates that the machine is not yet associated 

with the home: The most “Liberal Terms” offered by the Shillingford Brothers are “to the 

Trade, Shippers, Clergymen, and Charitable Institutions.”  It is as if mention of the home, 

or women, alongside this machine would seem vulgar, inappropriate, or below the 

consumer’s status.  For, to admit a machine into the home, and one so durable and visible 

as the sewing machine, would be to permit the possibility that one’s wife engages in work 

related to production.  Or even worse would be the implication that a wife and/or 

daughters made extra money by taking on piecework or other such feminine labor.  As 

Nancy Page Fernandez argues, this was one of the concerns for those purchasing the 

machine—how it would change perceptions of the culture of sewing and the domestic 

space.75  However, Middlemarch readers would have known from experience that all 

classes of women engaged in sewing. 

Sewing in the Novel and in Victorian Culture 

In a world still devoid of sewing machines, the act of hand-sewing in 

Middlemarch is ever-present. In a novel that begins its description of the main character, 

Miss Dorothea Brooke, by insisting on the plainness of her dress, sewing is granted 

considerable prominence.  The novel opens:  

Miss Brooke had that kind of beauty which seems to be thrown into relief by poor 
dress.  Her hand and her wrist were so finely formed that she could wear sleeves 
not less bare of style than those in which the Blessed Virgin appeared to Italian 
painters; and her profile as well as her stature and bearing seemed to gain the 
more dignity from her plain garments, which by the side of provincial fashion 
gave her the impressiveness of a fine quotation from the Bible. (I.1.7)    

                                                
75 Nancy Page Fernandez, “Creating Consumers: Gender, Class and the Family Sewing Machine,” The 
Culture of Sewing: Gender, Consumption, and Home Dressmaking, ed. Barbara Burman (New York: Berg, 
1999), 157-68. 
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Readers in the nineteenth century would likely have had a keen sense for the remarkable 

significance of a woman’s wardrobe.  After all, most women sewed their own dresses if 

they were not among the wealthy, who could afford a dressmaker.  Readers soon learn 

that Celia and Dorothea’s “plain dressing was due to mixed conditions” (I.1.7).  In fact, at 

the outset of the novel, the narrator establishes the economic status of the two girls by 

describing their clothing, their “show in dress,” and their “trimmings.”  

The economic status of other characters is similarly introduced by way of their 

clothing.  Mrs. Cadwallader, for instance, is introduced by the state of her clothing:  “In 

spite of her shabby bonnet and very old Indian shawl, it was plain that the lodge-keeper 

regarded her as an important personage” (I.6.52).  Competition and rivalries with respect 

to clothing among ladies in Middlemarch occur frequently, despite disparity of age and 

situation.  When Mrs. Bulstrode speaks to Rosamond, her niece, the narrator notes: “She 

was herself handsomely dressed, but she noticed with a little more regret than usual that 

Rosamond, who was just come in and met her in walking-dress, was almost as 

expensively equipped” (III.31.295-6).  Clothing, and by extension sewing and design 

skills, serves as a marker of class and status and thus had considerable importance for 

women of the period.  In one instance, the narrator notes the differences between 

Dorothea’s and Rosamond’s dress. Comparing the two women, the narrator observes that 

Rosamond’s attire included a “pale-blue dress of a fit and fashion so perfect that no 

dressmaker could look at it without emotion, a large embroidered collar which it was to 

be hoped that all beholders would know the price of” (V.43.432-3).  The narrator makes 

clear that Rosamond does not sew but purchases her clothes in order to flaunt her purse 

and not her skill with a needle.  

In fact, the focus on clothing, especially women’s clothing and its function as a 

social indicator, were outlined in domestic manuals like the popular Beeton’s Book of 
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Household Management.  Published serially in 24 monthly parts from 1859 to 1861, 

Beeton’s book was regarded by most Victorians as the authority on all things domestic.  

In the opening section of the book publication addressing “The Mistress” of a house, a 

subsection on women’s attire often remarks on the suitability of the clothing item to the 

woman’s “means.”  In the entry entitled “On Purchasing Articles of Wearing Apparel,” 

Beeton observes that no matter the clothing item, “it is well for the buyer to consider 

three things,” the first of which is “that it be not too expensive for her purse.”76  Likewise 

in the following entry, “The Dress of the Mistress,” Beeton observes that it “should 

always be adapted to her circumstances” (5).  Clothing and an individual’s circumstances 

and status were coupled in this period.  

Furthermore, the activity of needlework, itself closely linked to the production of 

such clothes, and mentioned several times in Beeton’s book, is seen by Victorian culture 

and Beeton herself as one of upper-class women’s “recreative enjoyments” (17).  In a 

later section, entitled “Of the Manner of Passing Evenings At Home,” still in the chapter 

on “The Mistress,” Beeton’s discussion revolves around entertainment, enjoyments, and 

healthful amusement, while an added note reads: “Light or fancy needlework often forms 

a portion of the evening’s recreation for the ladies of the household, and this may be 

varied by an occasional game at chess or backgammon” (17).  Beeton’s book presupposes 

that a Victorian woman of sufficient means has a house full of servants and abundant 

time for leisure and the sewing of embellishments or of a decorative nature, much like the 

situation of the Vincy women who seem to have leisure enough for nothing other than 

handicrafts. 

The various categories of sewing are prominent enough throughout Middlemarch 

that metaphors of women’s work (which would have been familiar to the 1870s reading 

                                                
76 Isabella Beeton, Beeton’s Book of Household Management (London: S. O. Beeton, 1861), 5. 
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audience) help clarify the narrative structure.77  Through such metaphors, Eliot links the 

narrator with a craftsperson.  The narrator discusses relationships as “fresh threads of 

connection” (I.11.95) and, in imagining how stories will unfold, uses further images of 

women’s crafts: “I at least have so much to do in unravelling certain human lots, and 

seeing how they were woven and interwoven, that all the light I can command must be 

concentrated on this particular web, and not dispersed over that tempting range of 

relevancies called the universe” (II.15.141). The characters themselves speak with 

metaphors borrowed from weaving, sewing, knitting, and embroidering.  When speaking 

to Mr. Vincy in defense of his trade, Mr. Bulstrode says, “I do not expect you to 

understand my grounds of action – it is not an easy thing even to thread a path for 

principles in the intricacies of the world – still less to make the thread clear for the 

careless and the scoffing” (II.13.130).   

As Lynn M. Alexander points out, “Regardless of their social class, all women in 

Victorian England were taught to sew.”78   Men whose wives, daughters, or sisters sewed 

were often familiar with images of sewing, women’s crafts, and decorative arts. Since 

these activities occurred in every home, and in all classes of domestic space, the 

discourse of women’s decorative arts is adopted into everyday conversation and thus is 

easily incorporated into the language of the novel.  Because almost everyone in the 

nineteenth century was familiar with it, this choice of vocabulary indicates organic unity 

and functions as a vehicle by which to sharpen themes and ideas.  

                                                
77 It is interesting to note that metaphors of women’s domestic crafts appear throughout Eliot’s canon, 
though admittedly the usage reaches its zenith in Middlemarch. 
78 Lynn M. Alexander, Women, Work, and Representation: Needlewomen in Victorian Art and Literature 
(Athens: Ohio UP, 2003), 9. 
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Sewing and the Problem of Time 

Nineteenth-century readers must have felt keenly the 40 years that separated the 

recurring portrayal of women sewing by hand in the novel from the contemporary 

solution to their laborious “problem” found in the advertising pages just beyond the 

text.79  In a large percentage of the novel’s scenes, women occupy their time with 

needlework or “work.”  All through Middlemarch, women sew during breakfast, at tea, or 

after dinner.   Many conversations occur as women sew or during a noticeable pause from 

their sewing.  Some women remain at their work almost constantly.  The act of sewing by 

hand, itself a repetitive, monotonous task, comes to mark the time—as well as to pass the 

time, even when it is performed simply for decorative purposes.  The Vincy women, for 

instance, accordingly engage in some fancywork after breakfast: 

Rosamond, for some reason, continued to sit at her embroidery longer than usual, 
now and then giving herself a little shake, and laying her work on her knee to 
contemplate it with an air of hesitating weakness.  Her mamma, who had returned 
from an excursion to the kitchen, sat on the other side of the small work-table 
with an air of more entire placidity, until, the clock again giving notice that it was 
going to strike, she looked up from the lace-mending which was occupying her 
plump fingers and rang the bell. (I.11.97) 

Because of their standing in the rising middle class, the Vincy women only engage in 

small, decorative crafts as a hobby or for gift-giving, but certainly not as a necessity.  

They pass their leisure time after breakfast at their shared craft table.   

Mary Garth, on the other hand, as a poor man’s daughter, works for Mr. 

Featherstone as a private nurse.  Her time, too, is taken up with much sewing, but she 

works at these tasks out of need.  The narrator remarks about Mary, “She was now in her 

usual place by the fire, with sewing in her hands” (II.14.136), and even during a heated 

                                                
79 As Gillian Beer observes in “What’s Not In Middlemarch,” Middlemarch in the 21st Century, ed. Karen 
Chase (Oxford: Oxford UP, 2006), 15-35, seeing the advertisements alongside the novel sparks ideas in us 
“of what could have been, had the characters had access to the advertisements” 20.  
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conversation with Fred Vincy, she continues “sewing swiftly” as she talks (II.14.138).  

Indeed, many of Mary Garth’s exchanges with Fred occur while she is poring over her 

needlework.  When she learns that her family’s savings must go to Fred for his unpaid 

loan, she angrily talks to Fred about it, abandoning the symbol of leisure (the book) but 

continuing her sewing work: “She dried her eyes, threw aside her book, rose and fetched 

her sewing” (III.25.253).  Fred continues his conversation even as Mary “was seated 

again and sewing quickly” (III.25.253).  Only during an impassioned few sentences to 

Fred does Mary stop her sewing: “Mary had dropped her work out of her hand and 

looked up” (III.25.254).  The narrator’s remark alerts readers to the fact that during the 

whole of the conversation, Mary sat with her eyes looking down at her work.  Oftentimes, 

the narrator mentions needlework only in media res, when a woman looks up from her 

sewing.  Like many other women, Mary’s sewing continues at home as well.  In the 

evening, Mr. Garth relaxes by the fire with his pocketbook at his knee, “while Mrs. Garth 

and Mary [are] at their sewing” (IV.40.403).   

Isabella Beeton’s domestic advice book demonstrates how forcefully and 

repeatedly female servants (and by implication, women without servants) were expected 

to fill spare moments with sewing.  Assuming a woman had a housemaid, Beeton 

provides the mistress with the following advice:  

On leisure days, the housemaid should be able to do some needlework for her 
mistress,—such as turning and mending sheets and darning the house linen, or 
assist her in anything she may think fit to give her to do.  For this reason, it is 
almost essential that a housemaid, in a small family, should be an expert 
needlewoman; and, if she be a good manager and an active girl, she will have 
time on her hands to get through plenty of work. (997) 

Likewise, the maid-of-all-work was expected to “find time to do a little needlework for 

herself, if she lives with consistent and reasonable people.  In the summer evenings she 

should manage to sit down for two or three hours, and for a short time in the afternoon in 
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leisure days” (Beeton 1005).  These tasks, of course, are undertaken only after she has 

performed all the duties “which in larger establishments [are] performed by cook, 

kitchen-maid, and housemaid, and occasionally the part of the footman’s duty” (Beeton 

1001).  According to Isabella Beeton and the standards of the time, every woman, even 

the exhausted and over-worked maid-of-all-work, was always expected to find time 

enough to sew—somehow.   

Logically, then, a housewife without domestic servants, or only an all-purpose 

servant such as the maid-of-all-work, took on these duties herself or assigned them to her 

daughters, if she had any.  Even the lady’s-maid, among the highest ranked of the female 

domestics, was expected to, among other obligations, “originate many parts of the 

mistress’s dress herself,” and her spare time was to be spent on mending and plain work 

(Beeton 979, 983).  Beeton reminds the lady’s-maid of the adage that repairs to any dress 

should be performed at once since “a stitch in time saves nine” (979).  Once again, this 

common adage indicates how firmly sewing and time were conceived as terms 

characteristically intertwined.  The truism warns that prudence in managing stitches in a 

timely manner can avoid major or more elaborate repairs in the future.  Female servants, 

and likewise women without servants to tend to them, were expected to spend every 

spare moment at the needle, and their quality of life often depended on a needle’s speed. 

 Nowhere else does Eliot make more vivid the time-consuming nature of 

producing clothing than with matters related to Rosamond and Lydgate’s engagement 

period.  Lydgate, eager to have his home and his experiments, as well as his mind, back 

in order after a courtship and wedding, desires the nuptials to occur without delay.  He 

urges Rosamond to hasten their marriage.  The only obstacle standing in the way of their 

matrimony is Rosamond’s trousseau.  Lydgate suggests that new clothes “can be bought 

afterwards” (IV.36.351), but Rosamond refuses to accept his suggestion.  Surprised, 
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Lydgate asks, “But you don’t mean to say you would insist on my waiting months for the 

sake of clothes?” (IV.36.351).  After taking some time to meditate on the time necessary 

for the “many intricacies of lace-edging and hosiery and petticoat-tucking,” Rosamond 

estimates that the soonest they could be married would be six weeks, if she “hasten[s] the 

work” that must be done by others (IV.36.351-2).  Mary Garth, aware that Rosamond’s 

wedding depends upon production of the required wedding clothes and accessories, 

explains to her young siblings, “I must get this sewing done.  It is for Rosamond Vincy: 

she is to be married next week, and she can’t be married without this handkerchief” 

(IV.40.400).   

Sewing, then, as these examples as well as the Punch satire affirm, occupies a 

significant amount of someone’s time—even if not one’s own.  As might be expected, 

then, characters in Middlemarch directly link sewing and time.  Rosamond Vincy speaks 

to her mother as she complains, “I should like to have all my cambric frilling double-

hemmed.  And it takes a long time” (IV.36.345). She therefore sends her sewing out to 

Mary Garth.  Those who could afford to hire or employ someone to do their sewing, like 

Rosamond, freed their time for other activities.  Conversely, women like Mary who 

sewed to supplement the family income, sacrificed their free time to the task.  Later, 

Mary sits at home, occupied with Rosamond’s sewing.  As she and her family convene 

for breakfast, Mary sits “absently, till with a sudden recollection she returned to her 

sewing, which she had kept on her lap during breakfast” (IV.40.399).  Her young siblings 

entreat her to put down her work and play with them, but she refuses.  Mary’s work 

prevents her from enjoying time with her family.  Readers in the 1870s might recognize 

the burden under which Mary Garth labors, identify with it, and see the potential solution 

in the advertisements accompanying the novel.  In this way, the advertisements and the 

novel function collaboratively towards the sale of a product by making 1870s readers 
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aware that they have this labor-saving new technology at their disposal.  Of course, the 

genre of the novel depended exactly upon an increase in such free time.  Ironically, a 

reader of Middlemarch reads about sewing because she does not have to sew. 

The Promise of the Singer Sewing Machine 

The Singer Sewing Machine advertisement overtly presents a solution to the time-

consuming problem of hand sewing (Figure 28).  The full-page advertisement for Singer 

Sewing Machines reproduced in Books IV, V, and VI of the Middlemarch advertising 

supplement announces at the top of the page, before even the name of the product, “A 

Great Problem Solved.”  Nothing in the ad specifies what precise dilemma the sewing 

machine solves.  However, those familiar with the effort and time women in the 

nineteenth century devoted to meticulously making, mending, tailoring, darning, 

decorating, and embroidering clothing and household items for themselves and their 

families by hand can guess.  Sewing touched the daily lives of all Victorian women.  

Whether to fill their leisure time with ornamental sewing or because their family sewing 

and mending or even piece-work extended their budget and the life of their clothing 

items, most women engaged in the activity and gave up hours of their time to this tedious 

task. 

Singer’s advertisement, with its implied promise of “Perfection” and “Simplicity” 

for “every class of Sewing” and “every variety of Family Sewing,” acknowledges this 

diverse audience of seamstresses from the likes of Rosamond Vincy to Mary Garth.  

Historian Joan Perkin notes, “Whereas the upper-class woman filled her life with grand 

social events, the ordinary middle-class woman occupied much of her leisure time at 

home with needlework and knitting.”80  For different reasons, women in the lower and 

 
                                                
80 Perkin, 102. 
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Figure 28: Advertisement from Middlemarch, Book IV, June 1872, p. 8 
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middle classes remained almost constantly occupied by their sewing. Singer 

advertisements emphasize the possibility of reducing the amount of time spent making 

and mending family clothes and other household articles with the use of their machines, 

thereby solving a “great problem” for women.  

A close examination of the Singer advertisement makes evident how differently 

this company approached its consumers compared to many other manufacturers.  At the 

center of the Singer advertisement is not the expected image of the machine itself.  

Instead, the image occupying the center of the page includes a huge “S” bearing within it 

the name of the brand—“Singer’s Sewing Machines.”  Branding is something Singer did 

well in comparison to other manufacturers.81  Behind the brand logo is an image of a 

woman sitting at work on a Singer machine.  The focal point is not actually just the 

machine, but the woman operating it.  Clad in a dress of moderate design, she looks up 

from her work, at the reader of the advertisement, with a hint of a smile.  We see her 

chair, and the sewing desk and machine, but mostly we see her dress.  She operates the 

machine with ease, continuing her work as she looks over to capture the gaze of the 

reader.   Singer asserts visually that the woman is engaged in work that is familiar, easy, 

and unencumbering.   

However, any implication of sewing for necessity is obscured.  As Beeton’s text 

depicts a woman engaged in sewing merely for leisure and recreation, so does this image.  

It is an image in sharp contrast to the one depicted, thirteen years earlier in Punch, of a 

woman toiling at her sewing continuously, without interruption.  Unlike other sewing 

machine advertisements, this Singer advertisement closely associates the woman with the 

machine, thus gendering the sewing machine. Coffin describes this particular image as 

                                                
81 For more on the rise of Singer and its dominance of the British sewing machine market, see Andrew 
Godley, “Homeworking and the Sewing Machine in the British Clothing Industry 1850-1905,” in Burman, 
255-268. 
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the “‘Singer girl’ who appeared in the company’s advertisements [and] became the 

trademark of Singer’s aggressive effort to associate itself with the home model and to win 

the female market.”82  Unlike the Guelph machines, the Singer sewing machines are 

marketed to women who by the 1870s were becoming empowered as the primary 

consumers of the house.  But, more importantly, the image also associates women with 

machinery, which other ads had not dared do.  For 1870s readers of Middlemarch, this 

juxtaposition of novel and advertisements underscores the changes that technology had 

undergone during the span of those 40 years.  They are made visible in their contrast. 

While, on one hand, the Singer girl seems to be working with ease, on the other hand, she 

seems to be nevertheless confined behind the big “S”; she’s ensnared by the task, the 

weight and size of the machine keeping her newly bound to a single place in the home.   

Aside from making the connection between women and the sewing machine, the 

Singer advertisement bears another significant feature in contrast to other machine 

advertisements in Middlemarch.  No other merchant includes sales figures in its 

advertisement.  But here, Singer manufacturers note, “The best proof of the Superiority of 

these Machines is the immense Sale over all Competitors.”  Nothing shows and exalts the 

mass production capacities of Singer more than its sales figures.  As the advertiser notes, 

“The Official Returns show the Company’s Sales in 1870 are said to be 127,833 

Machines—44,625 more than any other Company; and in 1871, 181,260, being 52,734 

more than any other Company.”  Coffin corroborates the fact that here, as in Europe, 

“Singer could boast an empire, and it did, making its international success the centerpiece 

of the company’s unprecedented advertising campaign.”83  Singer’s point here is to 

convince women that the Singer machine was the best choice, and its popularity and 

                                                
82 Coffin, 759. 
83 Coffin, 749. 
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success confirmed their claim.  With the statistics cited, the emotional appeal of their 

superiority is made mathematically undeniable, while their popularity seems irrefutable. 

By the 1870s, Singer could rightfully call itself superior to other sewing machine 

manufacturers since, as Godley reminds us, “by 1867 Singer had become the leading 

producer of sewing machines in the world.”84 

While the concept of introducing domestic appliances into the home was new, of 

almost similar novelty is another portion of the Singer advertisement that introduces a 

recently invented economic concept—namely, renting rather than purchasing.  Singer’s 

“novel system of hire” offers “the option of purchasing the machine at the cash price, or 

of returning it at any time, or of effecting a purchase by continuing the hire.”  As the 

advertisement itself pronounces, this system of hire brings the sewing machine “Within 

the means of every Family and even the poorest Seamstress.”  In nineteenth-century 

England, as in the rest of Europe, “the greatest obstacle facing sewing machine 

manufacturers was the poverty of their customers.”85  Few, if any customers, could afford 

to purchase such a costly commodity.  Thus, offering to rent and paying by installments 

democratized the sewing machine just as Dickens and his publishers first democratized 

new fiction for the masses with publication by installments.  The sewing machine 

industry is credited with pioneering the installment plan of credit.86  Thus, the “great 

problem solved,” could also refer to the cost-prohibitive nature of the sewing machine, 

now made surmountable by a new economic system.  At the same time, Singer’s system 

of credit changed the way people lived, purchased goods, and created a consumer that 

could acquire an unheard of purchasing power.  

                                                
84 Godley, 257. 
85 Coffin, 752. 
86 Coffin, 753. 



 118 

Reading Middlemarch without the original advertisements is almost like reading 

the novel without the narrator’s asides, constantly reminding 1870s readers of their role 

as observers of past events.  Eliot wants readers to examine the contrast between the two 

periods, and the advertisements provide a dramatic way to do so.   Consider the visual 

image of the Singer girl in the advertisement in contrast to the verbal images of women 

sewing by hand in the novel.  The resulting effect is that readers are reminded that just as 

straw bonnets are no longer in fashion, and physicians now routinely use stethoscopes on 

their patients, women are less likely to have to solely sew by hand.   

The juxtaposition also emphasizes the physical aspects of sewing by hand versus 

at a machine.  The sewing machine would render much of the world of Middlemarch 

impossible, as it would reorganize characters’ physical relations to one another.87   Many 

of the scenes would be ridiculous or unreasonable if women had been figured at their 

sewing machines instead of stitching by hand.  A woman at a sewing machine is confined 

to a seated position at the machine, and she is bound to the machine during her sewing 

tasks.  She would likely be working at her sewing machine alone—much like the Singer 

girl—because of the bulkiness of the machine as well as the noise.  An 1870s reader in 

dialogue with both the novel and its advertisements, already made attentive to the 

differences between the 1830s and 1870s by Eliot’s narrator, realizes that the convivial 

nature of women sewing, conversing, and sharing with family as they worked would 

change.   

After all, the sewing machine was not portable.  Women would no longer always 

lay their work at their knee or on their lap, have sewing in their hands as they carry on a 

conversation, or darn stockings as they intermittently sip tea.  While not every activity 

                                                
87 Bill Brown’s discussion of Thing Theory delves further in to the idea that inanimate objects change the 
way human subjects interact with each other. See A Sense of Things (Chicago: U of Chicago P), 2003. 
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would be superseded by the sewing machine, a majority of their sewing would be done at 

the machine.  Some characterization would be lost as well since often women in 

Middlemarch “fetch their sewing” during a conversation to hide the fact that they’re 

crying, or characteristically drop their sewing when they hear disturbing news.  Others, 

when animated by their visitors, move their active fingers swiftly and excitedly, whereas 

others’ emotions allow them only simple sewing when they are overwrought.  A 

motorized machine would not allow such subtleties since, as the advertisements claim, 

the stitches are uniform, regular, mechanical, and without the nuances given to stitches by 

the holder of a needle.   Scenes of women keeping their sewing on their lap during 

breakfast, or of families sitting in the evening reading and sewing, or engaging in some 

“light stitching in a warm corner of the dining-room” would be reduced.  In a way, the 

reader gets a sense of what interaction might be lost with the acquisition of a sewing 

machine.  Conversely, the idea of the sewing machine as a labor-saving commodity that 

would reduce the amount of time women devoted to sewing raised the issue about what 

women could do with their newly released time.  Advertisements impressed themselves 

on the reader’s imagination in a way that corroborates many of the points Eliot makes 

about time and perspective.   

The narrative is torn between these two time periods—one in which the action of 

the novel takes place, and the other from which the narrator observes and tells the story to 

a contemporary reader.  In one of many self-referential moments, the narrator comments 

on the survival of material artifacts:   

Who shall tell what may be the effect of writing?  If it happens to have been cut in 
stone, though it lie face downmost for ages on a forsaken beach, or ‘rest quietly 
under the drums and tramplings of many conquests,’ it may end by letting us into 
the secret of usurpations and other scandals gossiped about long empires ago: -- 
this world being apparently a huge whispering-galley.  Such conditions are often 
minutely represented in our petty lifetime.  As the stone which has been kicked by 
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generations of clowns may come by curious little links of effect under the eyes of 
a scholar, through whose labours it may at last fix the date of invasions and 
unlock religions, so a bit of ink and paper which has long been an innocent 
wrapping or stop-gap may at last be laid open under the one pair of eyes which 
have knowledge enough to turn it into the opening of a catastrophe. (IV.41.412) 

The narrator here contemplates the intrinsic and enduring value of written artifacts, with 

their persistent capacity to divulge details about historical moments.  The stone or paper 

on which the text lingers may temporarily serve a role more suitable to its tangible 

characteristics—as a “wrapping” or “stop-gap”—until a trained eye whose critical 

attention reinvigorates the artifact with significance transforms our perspective.  The 

passage calls attention to existing material texts and the accidents by which they often 

remain unexamined for substantial lengths of time.   

In a novel so self-consciously aware of time as Middlemarch, this narrative 

digression no longer surprises the reader. Yet the passage is striking because it signals the 

novel’s textual awareness, granting that, as “a bit of ink and paper” itself, it too may lie 

unacknowledged for some span of years in the future.  In only a few rare cases, the 

ephemera or “wrapping” with which the novel first circulated, commonly discarded as 

short-lived “innocent” throwaways, survive today, offering additional literary 

significance to “the eyes which have knowledge.”   
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Chapter 4:  Bodies and Parts – Repairing War Wounds With  
Huck Finn Excerpts in The Century Illustrated Monthly Magazine 

In December of 1884, an advertisement for “Mark Twain’s new work” 

Adventures of Huckleberry Finn announced that the book would be “sold only by 

subscription,” by Charles L. Webster & Co. (Figure 29).  The small 3” x 2 ¼” 

advertisement in the front matter of The Century Illustrated Monthly Magazine features a 

small illustration of Huck, drawn by Edward Windsor Kemble.88  In the advertisement, 

Huck bows politely to the viewer, his hat in his left hand.  He wears pants, a long-sleeved 

shirt, suspenders, and shoes.  He is standing outdoors on the grass, drawing in the 

reader’s glance with his eyes, smiling and bowing politely in a way that seems out of 

character for the Huck that readers meet in the novel.  But before readers purchased the 

book in its entirety, they had a unique opportunity to read a large portion of the novel in 

three monthly parts within the pages of the same Century Illustrated Monthly Magazine, 

from December 1884 to February 1885 (Figure 30).  The book’s first appearance was not 

in the book form advertised for subscription, but in the pages of the family magazine The 

Century, and as edited by Richard Watson Gilder, editor-in-chief.89  (A summary of the 

publishing schedule appears in Appendix C.)  

The Century was a national magazine that, among other things, aimed to restore 

relations between the North and the South after the Civil War, particularly through its 

series “Battles and Leaders of the Civil War.”  This excerpted and often overlooked 

version of Huck Finn in the magazine becomes a part of that project of reconciliation 

when it is re-contextualized among the battles series and a large number of 
                                                
88 Each of the three sections of Huck Finn includes several original illustrations by E. W. Kemble, who 
also illustrated many other fictional pieces in The Century. 
89 Prior to the publication of the Huck Finn excerpts, many of Twain’s short stories first appeared in The 
Century. 
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advertisements for products aimed at the wounded returning from the war.  The novel’s 

excerpts, the war series, as well as the advertisements, help readers examine how Huck 

Finn functions in terms of the late nineteenth-century American need to reunify.  

The Century Illustrated Monthly Magazine continued what was Scribner’s 

Monthly, an Illustrated Magazine for the People, edited by Josiah Gilbert Holland.  The 

Century took on its new name when the magazine broke away from Charles Scribner’s 

publishing company in 1881 just as Gilder was given the editorship that lasted until his 

death in 1909.  Gilder was considered one of the most prominent magazine editors of his 

time.90  Under Gilder’s leadership, the magazine grew to great success, becoming, as 

Frank Mott describes, a magazine “characterized by the highest aesthetic and moral 

ideals and often an effective force in political and social reform.”91  Its readership 

consisted of subscribers throughout the North and the South. 

Huck Finn Parts as Advertisements for the Novel 

While the small publisher’s advertisement for Huck Finn may have caught the 

attention of some readers who subscribed to the magazine for $4.00 a year or $.35 per 

number, perhaps the more persuasive advertising power came from the presence of a 

large portion of the book in the magazine over the course of three months.  Almost a 

dozen chapters of Huck Finn were printed in The Century, constituting “more than one-

fourth of the novel.”92  But the chapters were not printed in their entirety and instead 

were heavily edited by Gilder.  One view as to why Gilder decided to severely edit the 

selections is that the changes were imposed on him by the physical restrictions of the 

                                                
90 For more on Gilder, see Arthur John, The Best Years of The Century: Richard Watson Gilder, Scribner’s 
Monthly, and Century Magazine, 1870-1909 (Chicago: U of Illinois P, 1981); and Herbert F. Smith, 
Richard Watson Gilder (New York: Twayne Publishers, Inc., 1970). 
91 Frank Luther Mott, A History of American Magazines: 1865-1885 (London: Oxford UP, 1970), 480. 
92 Arthur L. Scott, “The Century Magazine Edits Huckleberry Finn, 1884-1885,” American Literature 27.3 
(1955): 356. 
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Figure 29: Detail from advertisement in The Century Illustrated Monthly Magazine, 

December 1884, p. 19 
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Figure 30: Front cover of The Century, January 1885 
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magazine format.  But in fact, Gilder’s rejection of some parts of the novel was also due 

to his firm judgment that they were “inartistically and indefensibly coarse.” Arthur Scott 

notes that for the genteel culture of the era, Gilder cut parts of Huck Finn including the 

murder of Boggs, any mention of nakedness, descriptions of Peter Wilks’s corpse, and 

anything else he considered too irreverent for the polite literary fashion of the period.  

However, Gilder stated, “These [published] extracts were carefully edited for a magazine 

audience with [Twain’s] full consent.”93  In an October 10, 1884, letter to Twain, Gilder 

writes: “A good deal would have to be omitted on acct of space—and in omitting we 

might also have a regard for our audience,” but he assures Twain, “I […] wouldn’t 

mutilate your book you may be sure.”94   

 Gilder’s edits can also be explained by his general feeling about what he believed 

was a central difference between magazines and novels.  In a letter to Henry James in 

1883 he explains:  

I think there is a wide distinction between what is magazineable and what is 
bookable.  A man has a right to publish what he chooses in his own book—people 
seldom buy a book without knowing pretty much what is in it.  The writer of a 
book is responsible to his own conscience and to his taste, and if these are 
satisfied, no criticism can or should move him.  But I think it is different with a 
magazine.  People subscribe for twelve issues in advance…on the conviction that 
their contents will not unduly shock or distress the readers of a magazine which 
does not intend to be a battle ground of opinion in the sense that certain other 
publications are.95 

In the December 1884 issue of the magazine, Gilder begins the first selection with 

sections from Chapters 16 through 19, the portion of the novel dealing with the feud 

between the Grangerford and Shepherdson families.  The excerpt is entitled “An 

Adventure of Huckleberry Finn: With an Account of the Famous Grangerford-
                                                
93 Rosamond Gilder, ed., Letters of Richard Watson Gilder (Boston, 1916), 398-399.  
94 Letter from Gilder to Twain, 10 October 1884, Mark Twain Papers, University of California Library, 
Berkeley. 
95 Qtd. in Smith, 149. 
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Shepherdson Feud.  By Mark Twain.” The 11-page installment, printed in two columns, 

begins with a parenthetical introduction by the author, describing the plot of the novel up 

to that point: 

The following episode is taken from an unpublished book called “The Adventures 
of Huckleberry Finn, Tom Sawyer’s Comrade.”  A word will explain the 
situation: The negro Jim is escaping from slavery in Missouri, and Huck is 
running away from a drunken father, who maltreats him.  The two fugitives are 
floating down the Mississippi on a fragment of a lumber-raft, doing their 
voyaging by night and hiding themselves and the raft in the day-time.  When this 
chapter opens they have already floated four hundred miles – a trip which has 
occupied ten or twelve adventurous nights.  Readers who have met Huck Finn 
before (in “Tom Sawyer”) will not be surprised to note that whenever Huck is 
caught in a close place and is obliged to explain, the truth gets crippled before he 
gets through.—M. T.96  

In the second Huck Finn excerpt published in the January 1885 issue of The Century, 

Gilder included selections from Chapters 8 and 14, titling this 2½-page section “Jim’s 

Investments, and King Sollermun.”  The third and longest of the three excerpts appears in 

the February 1885 issue of the magazine, and is entitled “Royalty on the Mississippi: As 

Chronicled by Huckleberry Finn,” culled from Chapters 19 through 28 of the novel.   

This 23-page selection consists of episodes with the King and Duke, and their various 

frauds, ending with the arrival of the real Wilks brothers, and thus suspending the novel 

with a significant cliffhanger.  But, rather than wait for the next issue, as in the case of 

Bleak House for instance, readers instead had to buy the book through subscription, a 

distribution method that involved book agents taking orders for the book prior to 

publication and then delivering the book when it was published.    As Arthur Scott notes, 

the Century episodes cover about 34 percent of the novel, but actually print only about 28 

percent of it, omitting approximately 18 percent of the material entailed.97  

                                                
96 The Century Illustrated Monthly Magazine (December 1885), 268. 
97 Scott, 358. 
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Huckleberry Finn was one of only two instances in Gilder’s decades-long 

editorship of The Century of when he published excerpts rather than a full serialization of 

a novel.98   Unlike the serial parts of Bleak House or Middlemarch, the excerpts of Huck 

Finn were never meant to be bound together into a full novel.  By the 1870s, the 

ephemeral nature of the magazine format meant that issues were likely discarded soon 

after being read.  In fact, The Century’s excerpts appeared after the English edition of 

Huck Finn was already in print, making for “a unique use of The Century’s great 

circulation, then over two hundred thousand,” to help promote the novel before its 

appearance in the U.S.99  The Huck Finn excerpts, because they were incomplete, served 

a different purpose than the installments of Bleak House or Middlemarch, functioning as 

advertisements themselves, teasing the interested reader with fragmented episodes from 

the full novel.  

 In late February 1884, Twain decided to launch his own publishing house, Charles 

L. Webster and Company, in New York, headed by his nephew Charles L. Webster, to 

produce Huck Finn himself.  The planned publication date was Christmas 1884, but the 

novel was not published until February 1885.   Interestingly, Huck Finn, the American 

masterpiece, was available in the U.S. two months after it went on sale in England and 

Canada.100  This irony was the result of a flaw in one of the illustrations for the novel, in 

which Uncle Silas is pictured with what seemed to be an inappropriate bulge at the front 

of his pants.  The “offending plate was cut out by hand and replaced in the 30,000-copy 

first printing,” but the delay resulted in the odd case of foreign publication preceding 

American publication.101   To arouse interest in Huck Finn, Twain went on a U.S. reading 

                                                
98 The other instance was also a work by Twain, A Connecticut Yankee in King Arthur’s Court, November 
1889 to April 1890. 
99 Herbert F. Smith, Richard Watson Gilder (New York: Twayne Publishers, Inc., 1970), 133. 
100 Justin Kaplan, “The Controversy Over Race,” Huck Finn (Boston: Bedford, 1995), 350.  
101 Kaplan, 350. 
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tour from the fall of 1884 to the winter of 1885. Unfortunately, the novel was not 

available to U.S. audiences until the end of the tour, so Twain had to make do with the 

“advertising value” of the selections in The Century magazine to publicize his 

forthcoming novel.102  Essentially, the serialized parts of Twain’s novel served as 

advertisements for the one-volume, complete first edition of the entire work. 

The Contents of The Century 

The table of contents for each of the three Century issues establishes that, in 

addition to excerpts of Mark Twain’s new novel, the magazine contains a wide variety of 

written materials.  The table of contents is divided into four sections: the featured pieces 

are followed by “Topics of the Time,” “Open Letters,” and “Bric-A-Brac.”  In the 

December 1884 issue, for instance, the main section includes fiction, poetry, and non-

fiction pieces on natural history, art, literary history, biography, astronomy, as well as 

Civil War recollections written by military men.  The December 1884 issue also includes 

a serial part of The Rise of Silas Lapham by William Dean Howells (which had begun 

serialization in November 1884), and the February 1885 issue contains the first part of 

The Bostonians by Henry James.  The “Topics of the Time” include short pieces on 

divorce, American values, poverty and economy, and foreign markets for American 

goods.  “Open Letters” address topics such as The World’s Exposition at New Orleans, 

electrical progress, the copyright movement, and cooperative agriculture.  “Bric-A-Brac,” 

the shortest section, has only a few pages composed of poetry and illustrations.  This 

variety of topics clearly indicates the wide reading audience of The Century Magazine.103  

                                                
102 Fred W. Lorch, “Cable and His Reading Tour With Mark Twain, 1884-1885,” American Literature 23.4 
(1952): 471-486; 474. 
103 The first issue of The Century Illustrated Monthly Magazine was published in November 1881 as 
Volume XXIII of a series that began with the first issue of its predecessor, Scribner’s Monthly.  A note on 
the title page reminded readers that it was Volume I of a new series (Smith 24). 
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Establishing his audience was a significant consideration for Gilder. At the end of 

the nineteenth century, in both America and England, more people met the three 

requirements of a mass reading public—literacy, leisure, and pocket money—than ever 

before.  Many of these people were looking to magazines to fulfill their reading needs, 

and beginning in the 1870s, the magazine serial replaced other forms of publication as the 

most popular way to sell fiction.  The Century was a particularly popular magazine; only 

six years after its first issue, it could boast that it had “for several years possessed, the 

largest audience that was ever gathered about any periodical of its class printed in the 

English language.”104  The editor explains the large circulation in the following way in 

the November 1887 issue:  “The first edition of the present number is a quarter of a 

million copies.  As each copy has from one reader to six hundred (the latter in a few of 

the large public reading-rooms), the readers of THE CENTURY throughout the world are 

estimated at nearly two millions” (160).  In fact, by 1890, the magazine’s circulation 

surpassed 200,000.105  This was in part due to the fact that The Century published fiction 

by William Dean Howells, Henry James, Jack London, Stephen Crane, Bret Harte, Kate 

Chopin, and poetry by Walt Whitman, among others.  Historians today cite that The 

Century was “the most popular magazine of the age and Gilder the most powerful arbiter 

of literary tastes in the late nineteenth-century America.”106 

The Century Magazine represented itself as a “constant force in the intellectual, 

moral, and political development of the country” and considered its long-running “War 

Series” or “Battle Series,” in particular, as a work of importance with regard to “its moral 

effect in helping to bring the once warring sections into a better understanding and a 

                                                
104 “Topics of the Time: To the Readers of ‘The Century,” The Century, XXXV (November 1887), 160. 
105 Smith, 20. 
106 Timothy P. Caron, “How Changeable Are the Events of War: National Reconciliation in the Century 
Magazine’s ‘Battles and Leaders of the Civil War,” American Periodicals: A Journal of History, Criticism, 
and Bibliography 16.2 (2006): 151-171; 151. 
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higher mutual regard.”  The goal in creating the series, which ran from November 1884 

to November 1887, was for the writing “to do all in its power to help make our 

multitudinous American communities feel and appreciate their national unity and 

destiny.”  The articles in the series featured alongside the three issues containing Huck 

Finn include several under the title of “Battles and Leaders of the Civil War.”  Authors of 

these pieces describe the strategy, scenery, events, occurrences, and gruesome details of 

various battles fought during the war.107 The descriptions are reminiscent of the 

Grangerford-Shepherdson feud when Huck details the events and occurrences of the 

battle between the two families that ends in the death of several men, among them Huck’s 

new young friend Buck.  To a nation used to reading about the perils of war in The 

Century, the novel’s violent episode was probably not unfamiliar.  Moreover, the interest 

in the series indicates just how alive war issues remained for Americans decades after the 

Civil War.108   

The popularity of the series is credited with making The Century the nation’s 

largest magazine.  The stories of battles fought during the war helped increase the 

magazine’s circulation from 127,000 in 1884, to over 250,000 in 1887 (Caron 151).  

Today, scholars and historians credit The Century’s battle series with being instrumental 

in “promoting sectional reconciliation without blame and in constructing a national 

romance of reconciliation in the aftermath of the Civil War” (Caron 152), and maintain 

that the essays in the battle series, now compiled into a four-volume compendium, “has 

                                                
107Twain wrote of his brief Civil War experiences in the December 1885 issue of The Century in a piece 
entitled “The Private History of a Campaign That Failed.” 
108 For more on the cultural memory of the Civil War and postwar cultural imperatives to reconcile North 
and South, see Nina Silber’s The Romance of Reunion: Northeners and the South, 1865-1900 (Chapel Hill: 
U of North Carolina P, 1993); The Memory of the Civil War in American Culture, eds. Alice Fahs and Joan 
Waugh (Chapel Hill: U of North Carolina P), 2004; and David Blight’s Race and Reunion: The Civil War 
in American Memory (Cambridge: Harvard UP), 2001. 
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become the cornerstone of Civil War Historiography.”109  What was key in the success of 

the series is the clear editorial choice to make the focus of the series the battles and 

heroism of the soldiers on both sides, thereby excluding any mention of the reality that 

the war was fought to free slaves.110   

The battle series was such a popular success that it came to influence the work of 

authors whose fiction was featured alongside it.  Caron asserts that Henry James rewrote 

his manuscript for The Bostonians so that his serial novel might more suitably fit in 

among the writings of the battle series.  Caron explains that “whereas his hero, Basil 

Ransom was originally conceived of as a Westerner, James changed his character’s home 

state to Mississippi and made him a former Confederate so that The Bostonians might 

more closely resemble the other works appearing in the magazine around it” (157).  

Gilder explains that the success of the fiction and poetry printed in The Century often 

depended on the popularity of the battle series: “We put a poem or an artistic story next 

to a war article and that number of the magazine has a huge circulation, but it is the war 

article that gives it the circulation and is the power to pay authors, rather than the 

individual story.”111 

Advertisements in The Century 

Like the parts publication of novels in England, the contents of The Century are 

bound between pages of advertisements both in the front and back matter of the 

magazine.  The December 1884 Century, because it is a Christmas issue, contains a larger 

                                                
109 Stephen Davis, “A Matter of Sensational Interest: The Century ‘Battles and Leaders’ Series,” Civil War 
History 28 (1982), 87.   
110 For more on how issues of slavery were excluded from the battle series see Janet Gabler-Hover, “The 
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Periodical Literature in Nineteenth Century America, eds. Kenneth M. Price and Susan Belasco 
(Charlottesville: U of Virginia P), 1995: 239-56. 
111 Richard Watson Gilder, Letters of Richard Watson Gilder, ed. Rosamond Gilder (New York: Houghton 
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number of advertisements, a total of 74 pages of advertisements if one counts the 

advertisements on the back cover of the magazine; the January 1885 issue contains 26 

pages of advertisements, and the February 1885 issue contains 38 pages including those 

on the back cover.  The Century came to have as many advertising pages as it did due to a 

new policy created by the business manager of Scribner’s Monthly (the predecessor of 

The Century), who “revolutionized magazine publishing” by instituting inexpensive and 

large scale advertising.112  While other magazines included advertisements well before 

Scribner’s did, their prices in 1870 were $500 per regular page, and $1000 for space next 

to the reading matter; Scribner’s charged $100 for ordinary pages and $200 for pages 

next to the magazine’s text.  As a result, at the height of its popularity, The Century often 

featured as many as 600 pages of advertising in a single volume of six monthly issues.113  

Unlike the advertisements in the “Bleak House Advertiser” and in Middlemarch, these 

hundreds of advertisements were grouped together by the publisher into categories, much 

like departments in a department store.  The categories include: Books; Cards & 

Stationery; Jewelry, Precious Stones, etc.; Proprietary Articles; Furniture; Architecture & 

Art Decorations; Stoves, Ranges, etc.; Sporting Goods; Newspapers & Periodicals; Dry 

Goods; Schools; Seeds & Plants; and Miscellaneous Articles.   

The hundreds of advertisements in the front and back matter of The Century 

market items such as typewriters, bicycles, soap, instruments, stoves, guns, medicines, 

shoes and clothing, ink, cameras, knives, beds, cigarettes, roller skates, candy, watches, 

toilet paper, seeds, and printing presses.  Some of the recurring advertisements include 

products still familiar to us today, such as Columbia Bicycles, Royal Baking Powder, and 

Pear’s Soap (Figures 31 & 32).  The varied items in the advertisement pages are intended  

                                                
112 Smith, 18. 
113 Smith, 18. 
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Figure 31: Detail from advertisements in The Century, January 1885, p. 14 and  
February 1885, back cover   
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Figure 32: Advertisement from The Century, January 1885, p. 15 
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for domestic use as well as for entertainment or leisure.  Certainly, nineteenth-century 

readers were interested in the commodities offered up in the pages of the family 

magazine. 

However, one group of recurring advertisements, often listed under the categories 

of furniture, proprietary articles, or miscellaneous articles at first seems rather unexpected 

when compared to advertisements in other nineteenth-century publications.  These are 

advertisements for chairs, tables, and food for “invalids.” 

Products for Ailing Bodies 

In all three issues of The Century that include parts of Huck Finn, readers were 

met with advertisements for wheelchairs, invalids’ rolling chairs, and all manner of 

furniture for the comfort of invalids.  For instance, alongside advertisements for other 

“furniture” in the January 1885 issue were four advertisements for chairs designed for the 

disabled (Figure 33).114  Among them, Smith’s advertisement for Wheel Chairs (Figure 

34) designed for “invalids and cripples” indicates that the chairs can be hand-propelled 

both indoors and outdoors.  It boasts that its “comfort, durability, and ease of movement 

[are] unequalled.”  The small image featured in the advertisement shows a man seated in 

the wheelchair, wearing a suit and hat.  He seems dignified, and while he may be an 

invalid, there is no sign of weakness in him (besides the fact that he’s in the wheelchair) 

nor is there any threat to his masculinity, perhaps because the prevailing view of invalids 

included not just the elderly, but also the many soldiers who returned wounded and 

amputated after the Civil War.  He sits erect, cleanly shaven, and is not assisted by  

  

                                                
114 For more on discussions of gender and disability in the aftermath of the Civil War, see LeeAnn Whites, 
Gender Matters: Civil War, Reconstruction, and the Making of the New South (New York: Palgrave 
MacMillan), 2005 and Lisa A. Long, Rehabilitating Bodies: Health, History, and the American Civil War 
(Philadelphia: U of Pennsylvania P), 2004. 
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Figure 33: Advertisement from The Century, January 1885, p. 20 



 137 

 

Figure 34: Detail from advertisement in The Century, January 1885, p. 20 

 

 
 
 

 

Figure 35: Detail from advertisement in The Century, January 1885, p. 20 
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Figure 36: Detail from advertisement in The Century, January 1885, p. 20 

 

 

 

Figure 37: Detail from advertisement in The Century, January 1885, p. 20 
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anyone in pushing his chair.  His hands are not held passively at his side but instead are at 

the wheels of the wheelchair, indicating that he is actively participating in his mobility. 

Likewise, the advertisement for the “Invalid Rolling Chair” by the Folding Chair 

Co., in New Haven, Connecticut (Figure 35), claims that these rolling chairs or reclining 

chairs are “A Priceless Boon to those who are unable to walk,” and are “the best chairs in 

the world.”  This advertisement also features a distinguished man in both the reclining 

and upright positions the chair allows.  Wearing a suit and hat, the gentleman actively 

operates the chair unassisted.  Nothing about this man indicates that he is physically 

incapacitated, frail, or debilitated.  The other two advertisements present products by the 

same manufacturer, George F. Sargent.  One of these advertisements, marketing 

Sargent’s Monarch Reclining Chair (Figure 36), “the best reclining chair in the world,” at 

first does not appear to be intended for invalids since, unlike the other advertisements, it 

does not feature a body within the chair.  But the advertiser mentions that he also sells “a 

full line of Rolling Chairs, invalids’ appliances, etc.,” indicating that the reclining chair 

would best suit those who are invalids and who would be glad to have the “384 changes 

of position” that the chair affords with its ability to be “adapted to every position the 

human body can assume” along with its “adjustable seat, back, and leg rest.”  George 

Sargent also advertises another item (Figure 37) “For the Comfort of Invalids” – the 

“patent folding bed-tray and ‘solid comfort’ back-rest.”   Items in his catalogue include 

“everything pertaining to the comfort of invalids.”  Unlike the other two advertisements 

for wheelchairs, this advertisement for invalids’ furniture features a woman seated at the 

invalid’s chair.  She sits at her chair, in a rigid position with a tray of items at her lap, her 

rigidity and clothes signaling dignity somewhat similar to the men’s.   The advertisement 

does not appeal to “cripples” as the Smith advertisement calls out, or to “those who are 

unable to walk,” as the Folding Chair Company does, but to “the sick.”  All four of these  
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Figure 38: Detail from advertisement in The Century, February 1885, p. 30 

 
 
 

 
Figure 39: Detail from "An Adventure of Huckleberry Finn" in The Century, December 

1884, p. 273 
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advertisements recur in the three parts of Huck Finn—but they are not the only 

advertisements with products marketed for invalids.  In the February 1885 issue of The 

Century, these same advertisements appear, as well as another by George F. Sargent 

(Figure 38).  This one touts Sargent’s “rolling chairs of every grade and description for 

House or Street use.”  Unlike the other two advertisements for wheelchairs, this one is 

occupied by a woman, also handsomely dressed, but unlike the men, she does not operate 

the chair independently.  The small image shows two hands pushing the chair as she sits, 

her arms resting passively on the arm rests.   

Other items listed in Sargent’s catalogue include “Reclining chairs of every 

variety.  Invalids’ Beds, Back-rests, Bed Trays.  Invalids’ Tables, Commode and 

Carrying Chairs.  Sanitary Arm Commodes, etc.”   In the December 1884 issue of the 

magazine, another manufacturer offers the Holloway Reading Stand, which “Holds book 

open at any angle or height for sitting or lying down reading,” and it “has an Invalid 

Table Attachment.”115  A second type of product intended for invalids also recurs 

alongside the excerpts of Huck Finn, but these items are found among the advertising 

categories of “Proprietary Articles” and “Miscellaneous Articles.”  They include products 

such as Mellin’s Food for Infants and Invalids, and Warren’s Wheat, “the most nutritious 

and cheapest flour known for all purposes.   Recommended by all physicians as the best 

diet for Invalids, Dyspeptics, and children.”116 The Baker’s Breakfast Cocoa 

advertisement also asserts that “it is delicious, nourishing, strengthening, easily digested, 

and admirably adapted for invalids as well as for persons in health.”117   

One difference between the advertisements for furniture and those for food is the 

food advertisements do not portray human subjects and instead focus on the brand name 

                                                
115 The Century (December 1884), 32. 
116 The Century (February 1885), 26; 28. 
117 The Century (February 1885), 33. 
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of the product.   While wheelchair advertisements do contain “invalids” using the chairs, 

no casts or injured body parts are depicted in the illustrations.  Injuries are either masked 

by the user’s fine clothing or concealed by the advertisers altogether.   Furthermore, the 

images of men in wheelchairs do not depict images of weakness.  They are in suits, and 

they look clean and alert.  In spite of the trauma of injuries to their bodies and the loss of 

independent movement, they seem agile and active in their rolling chairs.   In every case 

where an individual is pictured using the furniture for invalids, the recurring depiction 

features a dignified, unhurt invalid. Images of these men echo the description of Colonel 

Grangerford provided by Huck Finn as well as by the illustrator Kemble.  Huck describes 

the Colonel as “a gentleman,” who was “clean-shaved every morning,” and “every day of 

his life he put on a clean shirt and a full suit from head to foot.”118  He, too, in spite of an 

injury that causes him to use a “mahogany cane with a silver head to it” is always dressed 

like a southern aristocratic gentleman.119  Like the advertisers’ images, Kemble’s 

illustration, even if unintentionally, masks Grangerford’s injury by excluding his cane 

from the illustration (Figure 39). 120  

  Certainly manufacturers wanted to downplay injury, weakness, and pain in 

advertisements for their products since they benefitted (as advertisers continue to do 

today) by depicting happy, healthy, empowered people using their products. But the 

advertisements for wheelchairs are unusual in this regard when compared to other 

products for the ailing body marketed in The Century.  One in particular highlights the 

illness the product claims to cure.  In the advertisement for “Cuticura, a positive cure for 

                                                
118 The Century (December 1884), 273. 
119 Ibid. 
120 Fore more on the Huck Finn first edition illustrations and how they control a reader’s interpretation of 
the text, see for instance Beverly R. David, “The Relationship of Kemble’s Illustrations to Mark Twain’s 
Text: Using Pictures to Teach Huck Finn,” Making Mark Twain Work in the Classroom (Durham: Duke 
UP), 1999: 216-229. 
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Figure 40: Detail from advertisement in The Century, December 1885, p. 52 
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every form of skin & blood disease, from pimples to scrofula” (Figure 40), the reader 

sees a man with a disease of the scalp.  To make sure the audience does not miss the 

point, the advertiser adds a label near the sickly scalp reading “Eczema of the Scalp,” 

drawing attention to the ailment from which the man seems to be suffering. 

For readers distanced from the immediate context of the period, a question that 

emerges about these recurring advertisements is why there were so many invalids being 

addressed in advertisements for furniture and food in 1884 and 1885.  The articles in The 

Century answer this very question, one which the text of Huck Finn ignores or omits 

altogether—these advertisements are directed to the large numbers of wounded men 

returning from The Civil War. 

“Leaky and Crippled”: War in The Century, Its Advertisements, and in Huck Finn 

As with the first serial edition of Middlemarch, the events of Huck Finn take 

place well before the publication date of the novel.  The novel is set, as the title page 

alerts readers, “Forty to fifty years ago,” and depicts the pre-Civil War culture of the late 

1830s and early 40s.  The magazine portrays three temporal moments within its pages.  

The first is within Huck Finn, the events of which take place before the war.  The second 

is the magazine’s famed “Battle Series,” which looks back at the events of the war that 

has already occurred.  And finally, the advertisements placed alongside these two texts 

only obliquely allude to some of the physical damage soldiers are presently suffering as a 

result of their participation in the war.  After all, it is the Civil War that primarily created 

the market for wheelchairs.   

While Huck Finn does not implicitly deal with the events or aftermath of the Civil 

War, it nevertheless depicts a family feud that mirrors the events of the war.121  Two 
                                                
121 Neil Schmitz argues, “The Grangerford-Shepherdson feud [is] the chapter Mark Twain purposely dealt 
into the series, Battles and Leaders of the Civil War” (84), but I have found no further corroboration of this 
assertion, nor does he cite any sources.  See his article “Mark Twain’s Civil War: Humor’s Reconstructive 
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families from the same neighboring areas of town, and who attend the same small church, 

engage in a lengthy feud reminiscent of the case in Chancery in Bleak House.  As in 

Jarndyce vs. Jarndyce, the Grangerford-Shepherdson feud began “thirty year ago, or 

som’ers along there” when “there was trouble ’bout something, and then a lawsuit to 

settle it” and “one of the men […] shot the man who won the suit.”122   Thirty years later, 

no one knows “what the row was about in the first place.”123  Huck certainly sees the feud 

as a war, and understandably so, since he has to dodge bullets, sees men and boys 

wielding guns and other weapons, and witnesses the two families shoot each other down.  

He even describes Harney Shepherdson as a “splendid young man […] looking like a 

soldier.”124  The Grangerford-Shepherson feud results in fewer injured or wounded 

compared to those killed—as Huck observes, three of the Grangerford sons “got killed” 

during recent years of the feud—but injury is still a common theme.125  One of the men 

who returns from the battlefield of the feud with injuries is Colonel Grangerford, who 

uses a cane.  When talking to Buck, Huck asks about the dead or wounded over the 

course of the family feud: “Has there been many killed, Buck?”  Buck replies, “Yes—

right smart chance of funerals.  But they don’t always kill.  Pa’s got a few buck-shot in 

him; but he don’t mind it, ’cuz he don’t weigh much anyway.  Bob’s been carved up 

some with a bowie, and Tom’s been hurt once or twice.”126  An unlucky Shepherdson 

was shot by the Grangerfords, and, as Buck describes, “Him and his horse both went 

home pretty leaky and crippled, but the Grangerfords had to be fetched home—and one 
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of ‘em was dead, and another died the next day.”127  In the end, Buck, his father, and two 

brothers are killed by the Shepherdsons, but at some point, most of the men in the blood 

feud live with wounds that mirror common Civil War injuries and, like the “unlucky 

Shepherdson,” come home “pretty leaky and crippled.” 

The Civil War saw the first-time use of many forms of weaponry, and soldiers on 

both sides sustained injuries that were previously unseen. And as the numerous 

recollections by military men in The Century depict, many of those fighting were 

inexperienced as soldiers because they were men “recruited but recently from farms and 

shops.”128  The Century’s advertisements, however, are silent about the reason for the 

ailing bodies that require the many devices and specialized sustenance for invalids, and 

likely as part of the project of reconciliation, refuse to depict any bodies in parts or with 

missing parts.  Just as the advertisements avoid explicit reference to the Civil War, the 

novel avoids direct description of the trauma of the feud. Huck refuses to describe the 

deadly and bloody scene that ensues after Miss Sophia runs away with Harney 

Shepherdson: “I aint a-going to tell all that happened—it would make me sick again if I 

was to do that.  I wished I hadn’t ever come ashore that night, to see such things.  I aint 

ever going to get shut of them—lots of times I dream about them.”129 

But there is no escaping the trauma of war in the text of The Century Magazine’s 

“Battle Series” as described by soldiers from both sides of the battles.  The sounds of 

weaponry are described in great detail in the recollections published by the magazine. 

Some men recall “the woods rang with a monstrous clangor of musketry, as if a million 

men were beating empty barrels with iron hammers.”130  Another recalls, “The brush on 
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the slope of the hill was mowed away by bullets.”131  The first-hand recollections of 

battles also include descriptions of the bloodshed.  One man writes about the end of the 

battle: “The ground at their feet was strewn with their dead and wounded.”132 Another 

repeats a similar description of a different battle: “On every side the blood of the dead 

and the wounded was intermingled with the earth and their implements of war.”133  

Sometimes, the severity of a man’s wounds was not known to him until the end of the 

battle: “Several of the wounded were so much excited by the suddenness of the event and 

the sufferings of their comrades that they were not aware that they themselves had been 

struck until they felt the blood running down their shoes.”134  The many wounded lucky 

enough to return home did so with severe wounds to attend to, and many of the 

implements marketed in the pages of The Century became indispensable to them.  

Readers can see the effects of the war in the advertisements appealing to the many 

wounded men who returned from the war to live out their lives in a shattered state of 

health.  In the advertisements peddling products for invalids, we see the cost of the war—

one which differing sides of the war must have viewed in conflicting ways.   

The Civil War was a bloody event.  Because of advances in artillery and the use 

of barreled rifles, soldiers on both sides either died or suffered from severe wounds.  A 

soldier’s health was threatened not only by gunshot wounds, but also by infection since, 

under the poor sanitary circumstances, minor wounds could easily become infected.  

Furthermore, conditions of war such as poor hygiene, lack of sanitation, exposure to 

weather, and crowded conditions at camps and overcrowded field hospitals led to the 

rampant spread of diseases among solders.  Most often, when a soldier was wounded in 
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any appendage, the treatment of choice for such injuries was amputation.  A busy and 

overwhelmed surgeon did not have time to deal with the specifics of each wound, so 

quick amputations became the norm.  An 1861 article in Harper’s Weekly establishes 

“Rules for Preserving the Health of the Soldiers” by the Sanitary Commission.  In it the 

commissioners set parameters for treatment of wounds:  

Whenever blood is flowing freely from a wound by spirts or jets, there is 
immediate danger, and, if the wound is situated in one of the limbs, a stout 
handkerchief or band should be promptly tied loosely around it, between the 
wound and the heart; a drum-stick, bayonet, ramrod, or jack-knife is to be then 
inserted between the skin and the bandage, and twisted around until the 
strangulation of the limb stops the flow of blood, and it should be held thus until 
the surgeon arrives. 135 

With such directives established to deal with the injured, it is not surprising to find that 

20 years later, the injured needed the use of a wheelchair to get around when they arrived 

home from the battlefield. 

Healing the Traumas of The Civil War 

The Century Magazine presents a unique opportunity to study Huck Finn as part 

of a larger project to heal the nation.  In effect, the immediate text and paratexts of Huck 

Finn, while they have different goals, share an audience—Americans on both sides, still 

feeling the multiple effects and divisiveness of the Civil War.  The magazine articles, the 

excerpts from Huck Finn, and the advertisements all engage in the same project—

unifying the nation and alleviating the physical and metaphorical wounds of war.  The 

uniformity of the message emerges when the three texts are read together but is lost if one 

only reads the novel in its excerpted form or only in its complete first edition.   

The Century Magazine states its purpose in the introduction to the war series.  The 

editor of the magazine imagined it as a force aimed at unifying the “once warring 
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Published at the Request of the Sanitary Commissioners,” Harper’s Weekly (24 August 1861), 542.   
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sections” of the country and making the “multitudinous American communities feel and 

appreciate their national unity and destiny.” From its inception, the series was meant to 

unify and heal through an understanding of readers’ common humanity and patriotism.  

Soldiers who fought on both sides of the Civil War recount similar stories of fear, pain, 

longing, physical exhaustion, and awesome destruction, laying bare for readers the way 

they felt on both sides of the war.  In finding and displaying common elements, such as 

everyone being somehow touched by the war, and seeing heroic actions on the part of 

their soldiers during the war, the differing communities could perhaps begin to feel a 

national unity so longed for after the war by avoiding painful political memories.  In fact, 

The Century made clear that their goal was not to present “official reports, but the 

officers’ own stories of their plans and operations.”136  In other words, the point was that 

the narratives were personal. 

The editor of The Century perhaps felt he had accomplished the goal of uniting 

the post-war communities if the public’s purported interest in the war series was any 

indication.  In a December 1884 advertisement for the series, the editor claims, “The 

announcement of the series of separate papers to be published in The Century during the 

coming year on the Civil War has excited more interest than any announcement ever 

before made by the magazine.”137  The following month, editors again boasted of “the 

recent growth in circulation” due to the war series, which “interested every person in the 

land”138: 

The story of the great battles, as told by the leaders on both sides, is of interest 
alike in the North and in the South.  The soldier who fought, the young man to 
whom the war is a dream of childhood, and the school-boy who is finding that 
these articles possess a charm which ordinary history cannot furnish, are reading 
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them together.  Already the editions of The Century have had to be increased 
thirty thousand over the number required three months ago; and it is thought that 
the present edition of 160,000 will soon prove to be inadequate for the demand.139  

Newspapers also touted the series’ success in making the nation whole again.  The 

assessment by the Argus of Albany, New York, is that the series was unbiased: “The time 

has now come when this portion of our national history can be discussed by the actors in 

it, whether they wore the blue or the gray, and different versions can be judged without 

partiality.”140  The reviewer from the newspaper The Appeal of Memphis, Tennessee, 

held the same view: “The people of the South owe it [The Century] special thanks not 

only for the fairness of its spirit towards this section, but because it opened its pages to 

the many of our best writers and made them known to the world.”141  The popular battle 

series occupied much of the bulk of each issue, with war narratives “accounting for 

approximately 160 pages of every issue at the series’ height of popularity.”142 

The novel and commercial advertisements are not as straightforward in their 

purpose, yet they share a parallel objective that can be found upon careful inspection.  

Advertisements promoting products for invalids mask injuries by making the people in 

their advertisements seem uninjured.   The men featured using their products don’t look 

like many of the men who returned from the battlefields—frail, incapacitated, and 

debilitated.  Yet the advertisers’ purpose is nevertheless to sell products to help the 

healing bodies created by the war.  The mechanization of war implements caused many 

of the injuries soldiers came home with, but mechanization in technology also allowed 

for the creation and development of the chairs and other products that allow soldiers to 

live somewhat comfortably after they returned home to heal their injuries.  Whether a 
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man fought for the North or the South, injuries were equally painful and visible, but they 

were also, the many advertisements claim, perfectly manageable.  The advertisements 

offer mobility and comfort for those whose mangled bodies were left in disrepair and 

who needed to be nursed back to health. The big difference between the goal and the 

reality is that the soldiers’ bodies would never be made whole again, no matter how much 

any technology attempted to do so.  However, the fact that advertisers chose not to 

include wounded bodies in their wheelchairs is also factored in as part of the 

advertisements’ function of healing the nation.  Just as in physical healing it helps to have 

images of empowerment and dignity rather than weakness, so in cultural healing.  The 

advertisements offer readers images of an empowered and dignified U. S. through its 

military men—even those who came home with war wounds—with a focus not on their 

injuries, but in their capacity to heal and their ability to literally move on. 

Like the nation and like the bodies of soldiers, Huck Finn itself was not published 

in a complete form but was instead offered up to readers only in parsed parts.  This 

excerpted version, too, attempts to restore readers’ sense of American unity in various 

ways.  Each of the three extended episodes excerpted in The Century takes up a similar 

cause in differing ways.  The first episode with the Grangerford-Shepherdson feud can be 

read as a comment on or parody of the Civil War.  After he becomes separated from his 

travel partner Jim, Huck encounters the home of one of the feuding families.  He 

becomes an objective, though childish observer of a feud that parodies the two warring 

sides.  When Huck approaches the Grangerford home, he is met with distrust even though 

he is “only a boy,” his youth perhaps suggesting the youth of Civil War soldiers.143  The 

first question the family asks is whether he knows or is related to any of the 

Shepherdsons.  Even when Huck assures them he is not a Shepherdson, he is asked to 
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walk slowly, warned that anyone walking with him will be shot.   The sense of distrust 

likely present in the country is reflected in the “unlocking,” “unbarring,” and “unbolting” 

of the door.  Huck is even “searched for arms.”144  

Security concerns, always an issue for city dwellers, were particularly heightened 

following the war.  These concerns can be seen in the presence of several advertisements 

for protective devices in The Century.  Miller Lock Company promotes its “6-lever rim 

night-latch” for securing doors.   Miller boasts that its “Improved principles of security” 

include 6 rotary tumblers.145  Their “Cash or deed boxes” are touted as “More Convenient 

and Cheaper than a Safe,” offering a 3-tumbler combination lock.  In the same December 

issue of the magazine, two gun manufacturers advertise their wares—Smith & Wesson 

and Merwin, Hulbert & Co.  Smith & Wesson markets its new, double-action, 38-caliber 

revolver with “automatic cartridge ejector” claiming that “A revolver is useless if not 

reliable.”  The manufacturer maintains that these arms “have a world-wide reputation.”146  

Similarly, Merwin, Hulbert & Co. offers its double-action 38-caliber revolver, arguing 

that it is “A perfect pocket or house revolver.”147  The January issue of the magazine 

continues with advertisements for padlocks and combination locks.   

This first episode of Huck Finn can also be read as a commentary on how the 

nation could attempt to heal the strife of the Civil War.  The love affair between Miss 

Sophia Grangerford and Harney Shepherdson, one of many “romances of reunion,” 

represents a union that potentially heralds an ending to the feud.  Like the love of Romeo 

and Juliet, their love crosses over the boundaries of their feuding families.  Miss Sophia’s 

elopement results in the death of Buck and many family members on both sides, yet the 
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episode stops short of recounting what happens to the two young lovers.  Nevertheless, 

their youthful ardor could perhaps suggest that the youth of the country might work to 

overcome the divisions among their elders.   

One of the other ways in which the novel establishes common ground among all 

its American readers is by reminding them of what they share as Americans, more 

specifically in contrast to the British.  While they might have been at war among 

themselves, what ultimately defined them and made them free Americans was the fact 

that they were not a part of the British empire.  Nothing could unite the country more 

than reminding them of that distinction, thereby defining Americans as a group in 

contrast to the British.  Twain repeatedly reminds his readers by mocking Britishness in 

each of the three Century excerpts.  When discussing the other feuding family, Huck 

introduces them accordingly and Twain’s derisive tone is palpable: “There was another 

clan of aristocracy around there—five or six families—mostly of the name of 

Shepherdson.  They was as high-toned, and well-born, and rich, and grand, as the tribe of 

Grangerfords.”148  The idea of the aristocracy as something deserving to be mocked 

recurs throughout the novel.   

In the second episode of Huck Finn, in the January issue of the magazine, readers 

are once again reminded of how different they are from the British and the monarchy.  

Huck narrates, “I read considerable to Jim about kings, and dukes, and earls, and such, 

and how gaudy they dressed, and how much style they put on, and called each other your 

majesty, your grace, and your lordship, and so on, ’stead of mister; and Jim’s eyes 

bugged out, and he was interested.”149  At every turn, Twain, via Huck’s juvenile voice, 

mocks the kings and queens of Britain, their lives, their ways, and their practices.  Huck 
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explains to Jim that kings and queens “can have just as much [money] as they want; 

everything belongs to them.”150  He adds, “They don’t do nothing! […] They just set 

around.”151   He also makes reference to the British Parliament: “Other times, when 

things is dull, they fuss with the parlyment; and if everybody don’t go just so, he whacks 

their heads off.”152  This portrayal of royalty as indolent and privileged, especially when 

juxtaposed with the notion of industrious Americans and the pioneer spirit as embodied 

by Huck Finn, is effective.  By articulating common American ideals at a time when the 

Civil War had emphasized cultural differences between the North and the South, the 

episode could resound reassuringly with readers. 

The third episode of Huck Finn in The Century is the longest and the one that 

most directly parodies British aristocracy.   The section is largely about British families 

and legitimacy.  The title of the excerpt, “Royalty on the Mississippi,” is ironic, referring 

as it does to the so-called Duke and the King.  The two con artists who join Huck and Jim 

on the raft engage in almost every kind of deception and trickery to get their way.  They 

arrive on the scene as they are being chased by a mob and scent dogs.  Liars from the 

start, they claim not to know each other when Huck asks them if they do.  Connecting 

with the paratext of the advertisements that encircle the novel’s excerpts, the younger 

man explains that he was being chased for peddling a product with false promises: “I’d 

been selling an article to take the tartar off teeth—and it does take it off, too, and generly 

the enamel along with it.”153   The notion of such products being marketed with false 

claims might well call to mind for the contemporary reader the advertisements just on the 

margin of the novel he or she is reading. Twain thus playfully invokes a possible 
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comparison that might call into question the validity of the products whose advertising 

dollars support the publication of the journal in which his novel appears.  

Ultimately, Huck defines himself and his morality in contrast to that of the two 

con men.  From the beginning, Huck knows that the two men are liars who “warn’t no 

kings nor dukes at all, but just low-down humbugs and frauds.”154  But when the 

scoundrels go too far, as far as Huck is concerned, by attempting to defraud the Wilkes 

daughters of their inheritance and selling off the slave families, he steps in to prevent the 

men from succeeding.  Similarly, throughout the novel, the excerpted episodes unite 

Americans by establishing their identity in contrast to that of the British.155 

The recurring themes of injury, division, war, and healing become obvious and 

emerge fully only when Huck Finn is read in its original serial context alongside the 

advertisements within The Century.  The advertisements remind readers of the reality of 

their historical moment, and the country’s need for unity, in ways that the novel’s text at 

first seems to ignore.  When read together, the novel and the advertisements clearly 

champion the same cause – one which The Century’s war series most boldly espouses—

about healing and moving on.  The advertisements help the reader experience the novel’s 

excerpts as healing, or as helping to readjust, following the violence and damage of the 

Civil War.  Multiple parts of the magazine—novel, advertisements, and Civil War 

recollections—strive for wholeness.  And although the text of Huck Finn itself, in its 

edited and sparse parts, lacks wholeness, readers could find that sense of completion, at 

least, when they purchased the text in its entirety later that year. 
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Chapter 5—Pedagogical Use of Paratexts: Rematerializing the 
Victorian Novel in the Undergraduate Classroom 

As the previous four chapters have shown, the research into the material 

circumstances of the serial publication of Bleak House, Middlemarch, and Huck Finn for 

this study presented a rich and deeper understanding of how nineteenth-century readers 

consumed fiction.  It changed my reading of these texts in subtle but significant ways.  

Incorporating this context into an undergraduate literature course allowed me to see the 

full potential of advertisements as a valuable teaching tool in the classroom.  Putting into 

practice ideas that I was developing in this dissertation in an introductory literature 

course entitled “Literary Contests and Contexts,” I found that these ideas were met with 

genuine excitement and interest from students, even those who were not English majors.  

I attribute the appeal of book history in the classroom to what Bill Brown notes as one of 

its strengths, in that it provides “literary criticism with historical, archaeological relief 

from theory.”156  Over two semesters, I taught the three canonical texts discussed in this 

dissertation.  The goal of the course was to prepare students for the English major.  They 

were expected to perform close textual analysis, consider a work’s literary and historical 

contexts, including its production and distribution history, and examine the cultural 

contests in which the work has been involved and which the work itself creates.   

Unfortunately, most teachers of undergraduates have, until recently, ignored an 

essential paratextual feature of Victorian novels taught in the classroom: the first edition 

and its accompanying original advertisement supplement.  The advertisements bound 

with the first editions of many Victorian novels are illuminating in ways other than 

simply to establish a historical context, and they are instructive in the undergraduate 
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literature classroom.  A paratextual element can control or influence a reader’s 

interpretation of a text.  After all, as instructors, we carefully select a particular edition of 

novels for our classroom use because we believe the text students read can make a 

difference in how they understand and interpret a narrative and that the experience of a 

text is mediated by its material form.   

Scholars have come to see the illustrations in a Dickens text, for instance, as a 

significant component of the story.  We read the illustrations and interpret them in the 

classroom, often asking students to write about a particular image and to consider how 

images can help us interpret narrative.  As teachers, we emphasize other paratextual 

elements of a text that we favor—the author’s portrait, the cover, and maybe the notes.  

Literature instructors often consider the frontispiece, dedication, or title page of a 

nineteenth-century novel in their classrooms.  But it is less likely that students would 

have the opportunity to see the serial edition of a Victorian novel.  A good scholarly 

edition of a text will signal the serial novel’s divisions, but, unfortunately, it always lacks 

the advertisement supplements.  

In the recent Approaches to Teaching Dickens’s Bleak House, the editors mention 

that “in recent years, considerable attention has been devoted to another paratextual 

aspect of the novel’s original serial publication, the advertisements that preceded and 

followed the thirty-two pages of text that made up each monthly number.”157  The editors 

acknowledge, however, the difficulty of having access to the “Bleak House Advertiser” 

unless one has a set of the original parts available.  Alternatively, teachers are led to other 

visual aids, including Bernard Darwin’s book, with its unsystematic selection of 

advertisements from Dickens’s novels, and Michael Slater’s facsimile edition of Nicholas 
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Nickleby, which includes all the advertisements from the monthly parts.  Aside from 

books by Daniel Hack, Jennifer Wicke, and Gerard Curtis, little is available for teachers 

hoping to make real the advertisements for their students. 

The ideal is to teach on a campus that has a rare book library with a large 

collection of nineteenth-century novels.  At The University of Texas at Austin, we have 

such a luxury—the vast special collections at The Harry Ransom Humanities Research 

Center.  The availability of such an array of first editions has allowed literature 

instructors to make Victorian texts come alive.  Ours is a visual generation of students, 

yet mostly they are accustomed to seeing and reading on a computer screen. The tangible 

nature of a special collections library grants them the opportunity to examine and 

sometimes touch the artifacts of the past, illuminating for them a connection that perhaps 

a digital image of the first edition does not fully capture.  While we want to ground 

students’ reading of the text in the material world of the novel, paradoxically one of our 

corresponding goals as literature teachers is to defamiliarize nineteenth-century texts for 

our students.  Since Victorian novels are written in English, about subjects that our 

students believe they are familiar with, students do not feel cut off from the origins of the 

novel, and therefore fail to consider the truth that the life of nineteenth-century readers 

and authors was much different from our own.  It often surprises students just how 

disparate the world of the Victorians was from that which they imagine.  Even the 

material circumstances under which people read in the nineteenth century were unlike 

those under which we read today.  Finding sufficient leisure time, lighting, and funds was 

not as easy and instantaneous as it is for us now.  But the availability of books, their 

prices, production, distribution, and consumption were rapidly changing throughout the 

period, democratizing the reading experience for Victorians on both sides of the Atlantic. 



 159 

Nothing solidifies this connection quite like the advertisements—sometimes 

depicting items still popular today, while also providing a glimpse into a moment of the 

past.  Advertisements provide an opportunity to teach students about money, new 

products, manufactured goods, and differences between classes.  Advertisements open 

the door for a discussion about the financial system, income, wages, the creation and 

invention of new products, the demographics of Victorian readers, the postal system, 

railway system, and the transmission of texts.  For instance, my students are always 

shocked to find that in the nineteenth century, people visited coffee shops to rent a 

newspaper on an hourly basis and that a single copy of a newspaper or novel—even 

flimsy serial issues—traveled down the social chain or throughout the family.    

Pedagogical Practice 

When I teach Victorian novels in my introductory literature course, I begin with a 

brief background on the author and the history of the novel.  I next move to a description, 

using photocopies and a visual presentation, of the original format of the novel.  When 

reading Dickens, for instance, we discuss the popularity of his novels and the ways that 

the novel was read—in 32-page monthly parts.  Students find it interesting that one serial 

part was often read aloud by someone to the whole family, or read by the single literate 

neighbor or shopkeeper.  Victorians talked about each issue, often re-read it, and 

discussed it with friends and neighbors, since likely many were reading the serial parts.  

But it does not take much of a leap of imagination to make a comparison to the way we 

watch weekly episodes of television shows like Lost or The Office.  In many ways, the 

experience is similar.  The popularity of today’s television shows compares to the 

popularity of serial publications in Victorian England.  Much as today’s viewers turn to 

blogs, websites, and Twitter to discuss possible outcomes, opinions, and facts about each 

episode, Dickens’s readers spent the month discussing the current monthly issue.  Similar 
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to today’s audiences of television series, Victorian readers could affect the outcome of a 

novel since they knew authors like Dickens wrote up to the deadline of the number.158  

The notion of the cliffhanger is also a familiar element of both today’s popular television 

and Victorian serial parts.  Likewise, both the reading and viewing experiences are 

interrupted by the presence of advertisements.  With recording devices available today, 

we can skip through the advertisements altogether, as Victorians similarly removed the 

advertisements from the material text when they had the novel bound into a single 

volume. 

Many instructors write about their attempts to teach the novel “in parts,” and state 

that they want their students to get the same experience that the original readers had when 

reading the novels—by reading the novel in portions made up of the original serial 

installments.159  The daunting task of teaching a bulky Victorian novel or several of them 

in a 15-week semester or within even shorter terms presents a challenge, and one answer 

to that challenge is to read apace as did Victorians reading the novel for the first time.  Of 

course, we know that we cannot replicate the reading experience for students, but 

nevertheless many of us try to approximate it.  Stanford University in its project to 

recreate the Victorian reading experience began a subscription service in 2005 that 

allowed subscribers to receive a monthly part of a novel every week.  The goal of the 

Stanford University Victorian Reading Project’s “Discovering Dickens” was to 

“reanimate, for modern readers, the Victorian encounter with serialized novels, read as 

they were intended to be—one issue at a time.”160   Subscribers received paper facsimile 
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issues weekly by mail.  The parts arrived in thin, blue paper wrappers much like their 

originals.  In each of these cases we engage in a project of restoration.   

After my students have had a chance to read and discuss a large portion of a given 

novel, I take them to the HRC to see the first form of its publication. They quickly 

recognize the significance of reading the novel alongside the original advertisements as 

they begin to examine how the novel and the advertisements undercut or support each 

other.  One topic of discussion central to Middlemarch, for example, is medicine.  When 

they consider the field of medicine in the novel and the advertisements, students come to 

realize that in some cases, the novel can help us read the advertisements.  In 

Middlemarch, Lydgate is tied to some of the folksy cures he offers.  In some of his 

methods he is ahead of his time, but on the other hand, he refuses to prescribe the newest 

medicines that often claim to cure a ridiculous number of ailments.  The advertisements 

in the supplement legitimate Lydgate’s argument that the latest medicines are nothing but 

quackery since Lydgate’s skepticism is in dialogue with these advertisements.  Students 

repeatedly discover that the advertisements can be read through the fictional Lydgate. 

It does not take students long to articulate the idea that Lydgate’s money troubles 

are caused by a matter that is as significant to the Middlemarch plot as it is to its 

packaging—the consumption of medicines.  Lydgate’s decision not to prescribe 

medicines to his patients becomes entangled with his personal financial folly.  They point 

to passages where Lydgate himself addresses the dilemma: “Since professional practice 

chiefly consisted in giving a great many drugs, the public inferred that it might be better 

off with more drugs still if they could only be got cheaply, and hence swallowed large 

cubic measures of physic prescribed by unscrupulous ignorance which had taken no 

degrees” (II.15.146).  One particular event in the novel heightens the prescription debate 

among medical men.  When Fred becomes ill, Mr. Wrench initially tends to him.  The 
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narrator notes, “Mr. Wrench did not neglect sending the usual white parcels, which this 

time had black and drastic contents.  Their effect was not alleviating to poor Fred” 

(III.26.259).  I remind students that Lydgate practices medicine at a time when “it was 

not uncommon to treat patients via correspondence.”161  When Lydgate walks by, Mrs. 

Vincy—her motherly concern flying in the face of “medical etiquette”—asks him to look 

in on Fred.  Lydgate observes “that he had taken just the wrong medicines” and has 

therefore worsened his typhoid fever (III.26.260).  When Mr. Wrench later hears about 

the incident, he predicts that Lydgate’s “ungentlemanly attempts to discredit the sale of 

drugs by his professional brethren would by-and-by recoil on himself” (III.26.262).   

With advertisements for these same medicines featured in the Middlemarch 

advertising supplement, students see what Lydgate fails to notice—that this dispute about 

drugs is fundamentally a commercial matter.  The narrator notes, “Lydgate had not been 

experienced enough to foresee that his new course would be even more offensive to the 

laity; and to Mr. Mawmsey, an important grocer in the Top Market” (V.45.444).  

Although “various patients got well while Lydgate was attending them, some even of 

dangerous illnesses,” and he “had at least the merit of bringing people back from the 

brink of death” (V.45.449), they still wondered at his choice not to prescribe medicines.  

Mr. Powderell, his name perhaps revealing something of his propensity to use such 

elixirs and powders, during his wife’s attack of erysipelas (a severe skin rash 

accompanied by fever and vomiting and caused by a bacteria), called on Lydgate, but “at 

last, indeed, the conflict between his desire not to hurt Lydgate and his anxiety that no 

‘means’ should be lacking, he induced his wife privately to take Widgeon’s Purifying 

Pills, an esteemed Middlemarch medicine, which arrested every disease at the fountain by 

setting to work at once upon the blood” (V.45.449).  The struggle was therefore a 
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significant one for Lydgate, who had to persuade a populace so eager and willing to take 

drugs that their health depended on their not taking those drugs.   Perhaps nothing else 

demonstrates so concretely the struggle with which Lydgate labors than the 

advertisements for medicines featured with the novel’s first appearance.   

Students inevitably point to a half-page advertisement for Lamplough’s Pyretic 

Saline promising, like the “esteemed Middlemarch medicine,” to “give instant relief in 

Headaches, Sea or Bilious Sickness,” to cure “the worst form of Eruptive or Skin 

Complaints,” as well as “the various diseases arising from Constipation, climatic 

influences, the Liver or Blood Impurities, Innoculation, the results of Breathing Air 

infected with Fevers, Measles, or Small Pox” (see Figure 41).  Students see that these are 

precisely the types of “medicines” Lydgate refuses to prescribe—those featured 

prominently in full-page advertisements—a decision which, in turn, causes him to lose 

patients and suffer personal economic hardship.   Even his wife Rosamond begs him to 

change his anti-commercial ways so they can keep their home: “You should be more 

careful not to offend people, and you should send out medicines as the others do.  I am 

sure you began well, and you got several good houses.  It cannot answer to be eccentric; 

you should think what will be generally liked” (VII.64.649).  Advertisements like this 

one expand the narrative frame to show the strength of people’s belief in medicines sold 

well into the end of the century, but perhaps no one, not even Lydgate, imagined how 

closely medicines and commerce were bound together. 

Mr. Mawmsey, the grocer, embodies the commodification of such medicines.  He 

takes pride in his established business:  

For years he had been paying bills with strictly made items. […] He had done this 
with satisfaction, including it among his responsibilities as a husband and father, 
and regarding a longer bill than usual as a dignity worth mentioning.  Moreover, 
in addition to the massive benefit of the drugs to ‘self and family,’ he had enjoyed 
the pleasure of forming an acute judgment as to their immediate effects, so as to  
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Figure 41: Detail from advertisement in Middlemarch, Book IV,  
June 1872, p. 3 
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give an intelligent statement for the guidance of Mr. Gambit—a practitioner. 
(V.45.445) 

The novel illustrates precisely the methods that made truly knowledgeable doctors like 

Lydgate wary of these so-called “medicines” and the ways in which many within and 

outside the health profession merely profited by people’s reliance on them.  Mawmsey’s 

own wife asks her husband, “Does this Mr. Lydgate mean to say there is no use in taking 

medicine? […] I should like him to tell me how I could bear up at Fair time, if I didn’t 

take strengthening medicine for a month beforehand. […] But what keeps me up best is 

the pink mixture, not the brown” (V.45.446).  One such “strengthening” medicinal 

product, students eagerly point out, is “Allcock’s Porous Plaster,” which appears in full-

page advertisements in Books III, IV, and VII (Figures 42 and 43).  

The advertisement in Book III informs readers that Thomas Allcock is a “chemist 

and member of the College of Pharmacy of New York.”   His trans-Atlantic curative 

receives praise from both American doctors and British druggists.  This first 

advertisement claims that American physicians have endorsed the product: “The Medical 

Profession throughout the American continent have given their unqualified approval of 

the wonderful and beneficial effects of these Plasters, which are rapidly superseding all 

other remedies.  They have only to be tried to be appreciated.”  The testimonials and 

claims by the advertiser assert that the plasters can cure “Weak Muscles, Nervous 

Affection, Bronchitis, Sciatica, Rheumatism, Tic Doloureux, Local Pains, Inflammation 

of the Lungs, Severe Coughs, Asthma, Lumbago, Diarrhoea, Consumption” (III, 8).   

Interestingly, a warning issued in the second Allcock’s advertisement in Middlemarch 

(Figure 43) informs readers of the same issue with which Lydgate is concerned in the 

novel: “Invalids should most certainly be on their guard not to accept anything as curative 

unless there is undoubted proof of its being all it is represented to be.”  Unfortunately, 
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students note, what Allcock’s presents as “undoubted proof” are testimonials that the 

advertiser alone guarantees to be genuine.  Perhaps the most outlandish claims made by 

Allcock’s come in his third and final advertisement in the Middlemarch supplement 

(Figure 43).  In Book VII, while the advertiser does caution consumers that his product 

stops disease and pain, he admits that we “really know little on this subject, because the 

properties of medicinal agents can only be known by experience, and this has taught that 

whenever Allcock’s Porous Plasters are applied they do good.”  With this warning, 

however, he nevertheless claims that the plasters will “lengthen the shorter leg, and 

restore the lame to walk.” Never mind that there is a conflict within the advertisement 

itself where the advertiser claims the product has been established for 27 years, while a 

curate confidently proclaims in his testimonial that he has been “in the habit, for the last 

37 years, of administering these remedies.”  Perhaps nowhere else does the assertion 

made by Lydgate ring truer than within this same advertisement.  The curate claiming to 

have used the plasters for longer than they have been in existence acknowledges the 

central problem of medicines in the nineteenth century: “We all know that many persons 

take medicine when they do not need it,” yet he goes on to praise the fact that production 

of these plasters “gives constant employment to upwards of 100 persons preparing these 

commodities.”  This self-contradictory testimonial perhaps comes closest to making 

visible the challenge Lydgate faces. 

While grocers like Mr. Mawmsey and druggists stand to make a profit from the 

sale of these patent medicines, and since people are inclined to take these elixirs and pills, 

Lydgate stands against a culture of medicine firmly engrained in the town of 

Middlemarch.  It is easier to see that Lydgate’s battle is a losing one when students see 

that even in the 1870s, similar medicines were continuously advertised, sold, and 

prescribed.   Our classroom discussion inevitably turns to the many prescription and over-  
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Figure 42: Advertisement from Middlemarch, Book IV, June 1872, p. 9 



 168 

 

Figure 43: Advertisement from Middlemarch, Book VII, November 1872, p. 9 
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the-counter medicines advertised during prime-time television shows today.  Students 

make a connection between the false claims of the 1870s and those repeatedly made 

today, and they commonly make comments about the power of pharmaceutical 

companies and their place in our healthcare system.   

Someone in each class always brings the discussion around to the observation that 

some of the medicines advertised in the 1870s must have alleviated symptoms or else 

consumers would not have purchased them; however, the class retorts with the idea that it 

is their producers’ claims to cure everything from diarrhea to the lengthening of a shorter 

limb that Lydgate railed against.  While Lydgate tends to many families in Middlemarch 

and achieves success as a doctor, I ask students to consider what he does prescribe to his 

patients to make them well.  While he refuses to prescribe “poisonous pickles,” what he 

actually prescribes to his patients is often something simple and effective. When 

Casaubon’s health is threatened by overwork, for instance, Lydgate suggested “the 

remedy was, to be satisfied with moderate work, and to seek variety of relaxation” 

(III.30.286).  Lydgate admits that, to a scholar like Casaubon, “amusement is rather an 

unsatisfactory prescription,” but he adds that it would benefit his condition (III.30.286).  

Casaubon ignores Lydgate and continues his work “in spite of warnings and 

prescriptions” (IV.34.325) and eventually dies.  Likewise, after the death of Casaubon, 

when Dorothea’s family forbids her to do anything at all, Lydgate interferes and tells Sir 

James, “Let Mrs. Casaubon do as she likes.  She wants perfect freedom, I think, more 

than any other prescription” (491).  Students see that he prescribes curatives other than 

medicine, often recommending amusement, recreation, rest, and freedom instead of the 

mysterious plasters and pills that likely do not help patients very much, if not indeed, 

harming them. 
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These advertisements, originally featured next to the pages of the novel, further 

emphasize Lydgate’s plight, and it becomes even more pitiable since students see that 

medicines-cum-commodities continue to sell in the 1870s, and today.  Ironically, the 

advertisements, when read in relation to Middlemarch, legitimize Lydgate’s argument 

that a prudent doctor should treat patients individually and their diseases specifically 

instead of prescribing umbrella drugs that claim to treat every imaginable symptom.  But 

the continued presence of such advertisements also shows the lasting power of chemists, 

druggists, and grocers like Mr. Mawmsey, for whom false hope in a bottle is a 

commodity from which they unscrupulously profit.  What results for Lydgate for never 

acquiescing is that he must sell his home and return his household’s durable goods to 

those to whom he owes money on credit.  The advertisements function as a frame 

narrative for the novel, providing a perspective and historical context through which to 

read Lydgate’s financial folly in relation to his revolutionary ideas about the field of 

medicine, and students discover how the fictional world, alongside such advertisements, 

makes a statement about consumption and commodities. 

Advertisements help students see what they call the “real life” of Victorians as 

readers and as consumers and how the two are addressed in the pages of the Victorian 

serial.  By focusing on the advertisement supplement within the novel, they gain an 

understanding of how objects as artifacts, commodities, and elements in the novel express 

a more complex picture of the daily life of Victorians.  Students also come to appreciate 

the nuances of book production, distribution, consumption, and preservation when they 

experience the novel in its original format.   By the end of the semester, students often 

come to see the advertisements almost as a second or third narrator that reveals a great 

deal about the world of the novel and of its readers.  For these students, the 

advertisements elucidate many scenes and themes in the novel.  They move from the 
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commercial products to the cultural implications for readers of the novel.  They point to 

passages showing that likely many of the readers of Bleak House could not afford the 

products advertised in its supplement, that for many, an object would cost as much as 

their monthly salary.  They focus on class differences, living conditions, and various 

professions in the nineteenth century.  It is difficult to plan or predict where class 

discussion and presentations will lead from one semester to the next because the direction 

depends on student interest and perspectives.  For example, students’ primary research 

may well continue in newspapers and journals of the period.  At the end of the course, it 

is always clear that the use of advertisements has made a distinct impression on the 

students.  It is perhaps the one element most frequently mentioned in course evaluations.  

Students point out that many of the ideas of the Victorian period presented in novels 

would be difficult to imagine in the abstract without the contextual richness of the 

advertisements they have now encountered.   

The Future of Paratexts: A Call for Digital Access to Exact Reproductions of Rare 
Books  

While paratexts are useful in setting a historical context for a Victorian novel, 

their use in the classroom can present some challenges.  Chief among them is the problem 

of availability.  Certainly today’s web-based technology now grants students and teachers 

access to searchable texts, digital scans of the printed page, and allows them to navigate 

hypertexts for a multimedia experience.  Electronic books and periodicals are also 

available through projects such as the William Blake Archive, Project Gutenberg, Google 

Books, and The Making of America.  But for those interested in examining the 

advertisements published with a first serial edition, for example, these databases are 

somewhat inadequate since none creates an exact reproduction of the work.  In short, the 

advertisements are not reproduced.  This dissertation would like to stand as a call for 
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more faithful reproductions of texts, thereby including paratextual literary elements, 

arguing that such extra-textual features are both culturally important and represent a 

significant component of the preservation process.   

When considering how paratexts contribute to our teaching practices and 

profession, we should understand how significant the urge is to get these advertisements 

into the hands of scholars and students.  In this age of computers and digitization, 

students in small universities or colleges without access to first editions should not be 

limited by their location.  Rare book libraries like the Harry Ransom Center must take the 

lead in digitizing first editions and other such images so students and scholars across the 

world can access the same textual experience. Victorian scholars and literature students 

are not the only ones who stand to benefit from such digital editions.  Any scholar 

interested in the history of advertisements would be served by such work.  Additionally, 

in the context of a course on the Civil War, for instance, the benefits of examining 

advertisements in a contemporary periodical, like The Century, would be significant.  

Those in media and communication studies would also certainly find Victorian 

advertisements worthy of attention.  

In the future, our current advertisements and the media they accompany will be 

the subject of textual-studies scholars much like Victorian novels and advertisements are 

the subject of this project.  The discourse of advertising continues to affect our daily lives 

as advertising practices inform and permeate our daily experiences.  Like Victorians, we 

too are (to a much greater degree, of course) bombarded by advertisements on the 

margins of many texts we read and watch.  Whether we read newspapers, magazines, 

blogs, tweets, or email, advertisements now scroll, flash, pop up, and even cover the text.  

So, in fact, the experience of advertisements infusing the reading experience is not new.  

Whether we experience our media through Hulu, YouTube, or consume electronic books 
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using Amazon’s Kindle or Apple’s iPad, texts are surrounded by commercial paratexts, 

often with the distinction between text and paratext becoming blurred. We should think 

critically about the history of these paratexts and how they influence literary scholarship 

and pedagogy since they play important roles in constructing what we consider a text and 

can be mined for their rich textual meanings. 
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Appendix A 

 

 

 

Bleak House Publishing Schedule 
 

Part  Date   Chapters in Volume Edition  
1  March 1852  1-4  
2  April   5-7 
3  May   8-10 
4  June   11-13 
5  July   14-16 
6  August   17-19 
7  September  20-22 
8  October  23-25 
9  November  26-29 
10  December  30-32 
11  January 1853  33-35 
12  February  36-38 
13  March   39-42 
14  April   43-46 
15  May   47-49 
16  June   50-53 
17  July   54-56 
18  August   57-59 
19-20  September  60-67  
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Appendix B 

 

 

 

Middlemarch Publishing Schedule 

 

Part Date   Book  Chapters in Volume Edition 

1 December 1871 Book I  1-12 

2 February 1872  Book II 13-22 

3 April   Book III 23-33 

4 June   Book IV 34-42 

5 August   Book V 43-53 

6 October  Book VI 54-62 

7 November  Book VII 63-71 

8 December  Book VIII 72-86 



 176 

Appendix C 

 

 

 
Adventures of Huckleberry Finn Publishing Schedule in  

The Century Illustrated Monthly Magazine 
 
 

Excerpt     Date Pages  Title 

1    Dec1884 268-278 An Adventure of Huckleberry Finn 

2    Jan 1885 456-458     Jim’s Investments, and King Sollermun 

3    Feb 1885 544-567 Royalty on the Mississippi 

    
 

 

 

  

 

 

 

 



 177 

Bibliography 

 

Ackroyd, Peter.  Albion: The Origins of the English Imagination.  London: Chatto and 
Windus, 2002.  

---.  The Life and Times of Charles Dickens. London: Hydra Publishing, 2002. 

Alexander, Lynn M.  Women, Work and Representation: Needlewomen in Victorian Art 
and Literature.  Athens: Ohio UP, 2003. 

Altick, Richard.  The English Common Reader: A Social History of the Mass Reading 
Public 1800-1900.  Columbus: Ohio UP, 1998. 

Anderson, Patricia. The Printed Image and the Transformation of Popular Culture, 1790- 
1860. Oxford: Clarendon Press, 1991.  

Armstrong, Nancy. Desire and Domestic Fiction: A Political History of the Novel. New 
York: Oxford UP, 1987. 

Auerbach, Jeffrey A.  The Great Exhibition of 1851: A Nation on Display.  New Haven: 
Yale UP, 1999. 

Ayres, Brenda.  Dissenting Women in Dickens’s Novels: The Subversion of Domestic 
Ideology.  Westport, CT: Greenwood Press, 1998. 

Baker, William.  George Eliot: A Bibliographical History.  New Castle, DE: Oak Knoll, 
2002. 

Bakhtin, M. M. “Discourse in the Novel.” The Dialogic Imagination: Four Essays. 
Austin: U of Texas P, 1988. 

Barchas, Janine.  Graphic Design, Print Culture, and the Eighteenth-Century Novel.  
Cambridge: Cambridge UP, 2003. 

Beaty, Jerome.  Middlemarch from Notebook to Novel: A Study of George Eliot’s 
Creative Method. Urbana: U of Illinois P, 1960. 

Beaudry, Mary C. Findings: The Material Culture of Needlework and Sewing. New 
Haven: Yale UP, 2006. 



 178 

Beer, Gillian.  “What’s Not in Middlemarch.” Middlemarch in the 21st Century.  Ed. 
Karen Chase.  Oxford: Oxford UP, 2006.  15-35. 

Beeton, Isabella.  Beeton’s Book of Household Management.  London: S. O. Beeton, 
1861. 

Blight, David.  Race and Reunion: The Civil War in American Memory.  Cambridge: 
Harvard UP, 2001.   

Braddon, Mary Elizabeth.  Sons of Fire.  London: Simpkin, Marshall, Hamilton, Kent, 
1895. 

Briggs, Asa.  Victorian Things.  London: Batsford, 1988. 

---.  Victorian People: A Reassessment of Persons & Themes, 1851-1867.  Chicago: U of 
Chicago P, 1972.  

Brook, G. L.  The Language of Dickens.  London: Andre Deutsch Limited, 1970.  

Brown, Bill.  A Sense of Things:  The Object Matter of American Literature.  Chicago: 
Chicago UP, 2003.   

Brown, James M.  Dickens: Novelist in the Market-Place. London: Macmillan, 1982.  

Burman, Barbara, ed. The Culture of Sewing: Gender, Consumption and Home 
Dressmaking.  Oxford: Berg, 1999.  

Caldwell, Janice McLarren.  Literature and Medicine in Nineteenth-Century Britain: 
From Mary Shelley to George Eliot.  Cambridge: Cambridge UP, 2004.   

Campbell, Colin Lady.  The Lady’s Dressing Room.  London: Cassell, 1893. 

Campbell, Mark.  Self Instructor in the Art of Hair Work: Dressing Hair, Marking Curls, 
Switches, Braids, and Hair Jewelry of Every Description.  New York: Campbell, 
1867. 

Caron, Timothy P.  “How Changeable Are the Events of War: National Reconciliation in 
the Century Magazine’s ‘Battles and Leaders of the Civil War,’” American 
Periodicals: A Journal of History, Criticism, and Bibliography 16.2 (2006): 151-
71. 

Carr, Mary Callista, ed. Catalogue of The Dickens Collection at the University of Texas. 
Austin: Humanities Research Center, 1961. 



 179 

Carr, Lucile, ed. A Catalogue of The VanderPoel Dickens Collection at The University of 
Texas.  Austin: The Humanities Research Center, 1968. 

Carter, John.  ABC For Book Collectors.  7th ed.  New Castle, Delaware: Oak Knoll, 
1998.  

Casper, Scott E., Jeffrey D. Groves, Stephen Nissenbaum, and Michael Winship.  A 
History of the Book in America.  Vol. 3: The Industrial Book, 1840-1880.  Chapel 
Hill: U of North Carolina P, 2007. 

Chase, Karen, ed.  Middlemarch in the 21st Century.  Oxford: Oxford UP, 2006. 

Chaudhuri, Brahma.  “Dickens and the Women of England at Strafford House,” English 
Language Notes 25.4 (1988): 54-60. 

Clark-Beattie, Rosemary.  “Middlemarch’s Dialogic Style.” The Journal of Narrative 
Technique 15 (1985): 199-218.  

Clinton, Catherine. The Other Civil War: American Women in the Nineteenth Century. 
New York: Hill and Wang, 1999.  

Coffin, Judith G.  “Credit, Consumption, and Images of Women’s Desires: Selling the 
Sewing Machine in Late Nineteenth-Century France.” French Historical Studies 
18.3 (1994): 749-783. 

Coleman, Robert, ed.  Introduction.  Vergil Eclogues. Cambridge: Cambridge UP, 1994. 

Cooper, Wendy.  Hair: Sex, Society, Symbolism. New York: Stein and Day, 1971.  

Cross, Nigel.  The Common Writer: Life in Nineteenth-Century Grub Street.  Cambridge: 
Cambridge UP, 1985.   

Cruikshank, R. J.  Charles Dickens and Early Victorian England.  London: Sir Isaac 
Pitman and Sons, 1949.   

Curtis, Gerard. “Dickens in the Visual Market.” Literature in the Marketplace: 
Nineteenth-Century British Publishing and Reading Practices.  Eds. John O. 
Jordan and Robert L. Patten.  New York: Cambridge UP, 1996.  

Darwin, Bernard.  The Dickens Advertiser: A Collection of Advertisements in the 
Original Parts of Novels by Charles Dickens. 1930; Whitefish, MT: Kessinger, 
2004. 



 180 

David, Beverly R.  “The Relationship of Kemble’s Illustrations to Mark Twain’s Text: 
Using Pictures to Teach Huck Finn.”  Making Mark Twain Work in the 
Classroom.  Durham: Duke UP, 1999.  216-29. 

Davis, Stephen.  “A Matter of Sensational Interest: The Century ‘Battles and Leaders’ 
Series.” Civil War History 28 (1982): 338-349. 

Diamond, Michael.  Victorian Sensation: Or the Spectacular, the Shocking, and the 
Scandalous in Nineteenth-Century Britain.  London: Anthem, 2003. 

Dickens, Charles.  “Bill-Sticking.”  Household Words.  22 March 1851.  2: 601-606. 

---.  Bleak House.  1852-53; London: Penguin, 2003. 

---.  Correspondence or Letters of Charles Dickens.  Eds. Madeline House and Graham 
Storey.  Oxford: Clarendon, 1965-1995.  

---.  Dame Durden: Little Woman from The Bleak House of Charles Dickens.  New York: 
John R. Anderson, 1878.     

---.  David Copperfield.  1849-50; London: Penguin, 2004.   

---.  The Life and Adventures of Nicholas Nickleby, Reproduced in Facsimile from the 
Original Monthly Parts of 1838-9, with an Essay by Michael Slater.  Philadelphia: 
U of Pennsylvania P, 1982. 

---.  Little Dorrit.  1855-57; London: Penguin, 2003. 

---. Oliver Twist.  1837-39; London: Penguin, 2003. 

---.  The Pickwick Papers. 1836-37; London: Penguin, 2003.  

Eagleton, Terry.  The English Novel.  Oxford: Blackwell, 2006. 

Eliot, George. George Eliot’s Middlemarch Notebooks, A Transcription. Ed. and Intro. 
John Clark Pratt and Victor A. Neufeldt. Berkeley: U of California P, 1979.  

---.  Middlemarch. 1871-72; London: Penguin, 2003. 

---.  The Mill on the Floss.  1860; London: Penguin, 2003.  

---.  Quarry For Middlemarch. Los Angeles: U of California P, 1950.  

---.  Silas Marner.  1861; London: Penguin, 2003.  



 181 

Elliott, Blanche B. A History of English Advertising. London: Business Publications, 
1962. 

Ezell, Margaret J. Writing Women’s Literary History. Baltimore: Johns Hopkins UP, 
1996.  

Fahs, Alice, and Joan Waugh, Eds.  The Memory of the Civil War in American Culture.  
Chapel Hill: U of North Carolina P, 2004.   

Feltes, N. N.  Modes of Production of Victorian Novels.  Chicago: U of Chicago P, 1989. 

Fenstermaker, John J. “Using Dickens to Market Morality: Popular Reading Materials in 
the Nickleby ‘Advertiser.’” Journal of Popular Culture 28. 3 (1994): 9-17.  

Fernandez, Mancy Page.  “Creating Consumers: Gender, Class, and the Family Sewing 
Machine.” The Culture of Sewing: Gender, Consumption, and Home 
Dressmaking.  Ed. Barbara Burman.  New York: Berg, 1999.  157-68. 

Flanders, Judith.  Inside The Victorian Home: A Portait of Domestic Life in Victorian 
England.  New York: Norton, 2003. 

Flint, Kate.  “The Materiality of Middlemarch.” Middlemarch in the 21st Century. Ed. 
Karen Chase.  Oxford: Oxford UP, 2006. 65-86. 

Ford, George H.  Dickens and His Readers: Aspects of Novel-Criticism Since 1836.  
Princeton: Princeton UP, 1955.  

Forster, John.  The Life of Charles Dickens.  London: J. B. Lippincott & Co, 1874. 

Freedgood, Elaine.  The Ideas in Things: Fugitive Meaning in the Victorian Novel.  
Chicago: U of Chicago P, 2006. 

French, Roger, and Andrew Wear.  British Medicine in an Age of Reform.  New York: 
Routledge, 1991. 

Gabler-Hover, Janet.  “The North-South Reconciliation Theme and the ‘Shadow of the 
Negro’ in the Century Magazine,” Periodical Literature in Nineteenth Century 
America.  Eds. Kenneth M. Price and Susan Belasco.  Charlottesville: U of 
Virginia P, 1995.  239-56. 

Gallagher, Catherine. The Industrial Reformation of English Fiction: Social Discourse 
and Narrative Form, 1832-1867. Chicago: U of Chicago P, 1985.  

Gaskell, Elizabeth.  Cranford.  1851-1853; London: Penguin, 2005.   



 182 

Genette, Gerard. Paratexts: Thresholds of Interpretation. Trans. Jane E. Lewin and 
foreword by Richard Macksey. Cambridge: Cambridge UP, 1997. 

Gilbert Sandra M., and Susan Gubar. The Madwoman in the Attic: The Woman Writer 
and the Nineteenth-Century Literary Imagination. 1979; New Haven: Yale UP, 
2000. 

Gilder, Richard Watson.  Letters of Richard Watson Gilder.  New York: Houghton 
Mifflin, 1916.    

Gilmour, Robin. The Victorian Period: The Intellectual and Cultural Context of English 
Literature, 1830-1890.  London: Longman, 1993. 

Ginsburg, Michal Peled.  “Pseudonym, Epigraphs, and Narrative Voice: Middlemarch 
and the Problem of Authorship.” ELH 47.3 (1980): 543-58. 

Gissing, George.  New Grub Street.  1891; London: Penguin, 1985. 

Gitter, Elizabeth G. “The Power of Women’s Hair in the Victorian Imagination.” PMLA 
99.5 (1984): 936-954.  

Godley, Andrew.  “Homeworking and the Sewing Machine in the British Clothing 
Industry, 1850-1905.”  The Culture of Sewing: Gender, Consumption, and Home 
Dressmaking.  Ed. Barbara Burman.  New York: Berg, 1999, 255-268.   

Greer, Kathy.  “Shop Owner and Dealer Alert…Glass Fire Extinguishers Can Be 
Hazardous To Your Health!” Unravel the Gavel.  www.thegavel.net. 

Griest, Guinevere L.  Mudie’s Circulating Library and the Victorian Novel.  
Bloomington: Indiana UP, 1970. 

Hack, Daniel.  The Material Interests of the Victorian Novel.  Charlottesville: U of 
Virginia P, 2005. 

Haight, Gordon S., ed. A Century of George Eliot Criticism. Boston: Houghton Mifflin, 
1965. 

---. George Eliot: A Biography. New York: Oxford UP, 1968.  

---. The George Eliot Letters. 9 vols. New Haven: Yale UP, 1954-78.  

Hardwick, Michael.  The Charles Dickens Encyclopedia.  Reading: Osprey, 1973. 



 183 

Hatton, Thomas and Arthur H. Cleaver, A Bibliography of The Periodical Works of 
Charles Dickens: Bibliographical, Analytical and Statistical.  London: Chapman 
& Hall, 1933.  

Henderson, Marjorie, and Elizabeth Wilkinson.  Whatnot: A Compendium of Victorian 
Crafts & Other Matters, Being a Compilation of Authentic Home and Hand 
Crafts Popular in the Era of Her Most Excellent Majesty, Victoria, by the Grace 
of God Queen, Assembled from the Original 19th Century Edition of Cassell’s 
Household Guide, London, and Enlarged and Expounded by the Present Authors. 
New York: William Morrow and Co., Inc., 1977. 

Holbrook, David.  Charles Dickens and the Image of Woman.  New York: New York UP, 
1993. 

Houghton, Walter E.  The Victorian Frame of Mind, 1830-1870.  New Haven: Yale UP, 
1985. 

Huggett, Renee.  Hair-Styles and Head-Dresses.  London: Batsford, 1982. 

Ingham, Patricia.  Dickens, Women and Language.  New York: Harvester Wheatsheaf, 
1992. 

Isaac, Peter and Barry McKay, eds. The Human Face of the Book Trade: Print Culture 
and Its Creators.  New Castle, DE: Oak Knoll, 1999. 

James, Henry.  The Bostonians.  1885-86; New York: Modern Library, 2003.  

James, Louis.  Fiction For the Working Man 1830-1850: A Study of the Literature 
Produced for the Working Classes in Early Victorian Urban England.  New 
York: Penguin, 1974. 

Johanningsmeier, Charles. Fiction and the American Literary Marketplace: The Role of 
Newspaper Syndicates, 1860-1900. Cambridge: Cambridge UP, 1997. 

John, Arthur.  The Best Years of The Century: Richard Watson Gilder, Scribner’s 
Monthly, and Century Magazine, 1870-1909.  Chicago: U of Illinois P, 1981. 

Johnson, Edgar. Charles Dickens: His Tragedy and Triumph. New York: Simon & 
Schuster, 1952.  

Jordan, John O., and Robert L. Patten, eds. Literature in the Marketplace: Nineteenth- 
Century British Publishing and Reading Practices. Cambridge: Cambridge UP, 
1996. 



 184 

Jordan, John O., and Gordon Bigelow.  Approaches to Teaching Dickens’s Bleak House.  
New York: The Modern Language Association, 2008. 

Karl, Frederick R.  George Eliot: Voice of a Century, A Biography.  New York: Norton, 
1995. 

Kincaid, James R., and Albert J. Kuhn, eds. Victorian Literature and Society: Essays 
Presented to Richard D. Altick. Columbus: Ohio State UP, 1984.  

Krueger, Christine L., ed. Functions of Victorian Culture at the Present Time. Athens: 
Ohio UP, 2002. 

Latham, Sean, and Robert Scholes.  “The Emergence of Periodical Studies as a Field.” 
PMLA 121.2 (2006): 517-31. 

LaCom, Cindy.  “Ideological Aporia: When Victorian England’s Hairy Woman Met God 
and Darwin.”  Nineteenth-Century Gender Studies 4.2 (2008): 1-35.   

Law, Graham. Serializing Fiction in the Victorian Press. New York: Palgrave, 2000.  

Leapman, Michael.  The World for a Shilling: How the Great Exhibition of 1851 Shaped 
a Nation.  London: Headline, 2002. 

Lewton, Frederick L. The Servant in the House: A Brief History of the Sewing Machine. 
Washington, D.C.: Smithsonian Institution, 1930. 

Lindner, Christoph. Fictions of Commodity Culture: From the Victorian to the 
Postmodern.  Burlington, VT: Ashgate, 2003. 

Loeb, Lori Anne. Consuming Angels: Advertising and Victorian Women. New York: 
Oxford UP, 1994. 

Long, Lisa A.  Rehabilitating Bodies: Health, History, and the American Civil War.  
Philadelphia: U of Pennsylvania P, 2004. 

McDonald, Peter D. British Literary Culture and Publishing Practice, 1880-1914. 
Cambridge: Cambridge UP, 2002.  

McGann, Jerome J.   A Critique of Modern Textual Criticism.  Chicago: U of Chicago P, 
1983.   

McKenzie, D. F.  Bibliography and the Sociology of Texts.  The Panizzi Lecture Series.  
London: British Library, 1985.  



 185 

McLaughlin, Kevin. Paperwork: Fiction and Mass Mediacy in the Paper Age. 
Philadelphia: U of Pennsylvania P, 2005. 

---. Writing in Parts: Imitation and Exchange in Nineteenth-Century Literature. Stanford: 
Stanford U P, 1995.  

McLean, Ruari.  Victorian Book Design and Colour Printing.  Berkeley: U of California 
P, 1972. 

Manheimer, Joan.  “Murderous Mothers: The Problem of Parenting in the Victorian 
Novel.” Feminist Studies 5.3 (1979): 530-546. 

Marcus, Steven. Dickens from Pickwick to Dombey. 1965; New York: Norton, 1985.  

Martin, Carol A.  George Eliot’s Serial Fiction.  Columbus: Ohio State UP, 1994. 

Miller, Andrew H. Novels Behind Glass: Commodity Culture and Victorian Narrative. 
Cambridge: Cambridge UP, 1995. 

Millgate, Jane.  “Making It New: Scott, Constable, Ballantyne, and the Publication of 
Ivanhoe.” Studies in English Literature, 1500-1900. 34.4 (1994): 795-811. 

Mott, Frank Luther.  A History of American Magazines: 1865-1885.  London: Oxford 
UP, 1970. 

Myers, Robin, Michael Harris, and Giles Mandelbrote, eds. Libraries and The Book 
Trade: The Formation of Collections from the Sixteenth to the Twentieth Century. 
New Castle, DE: Oak Knoll Press, 2000. 

Nabokov, Vladimir. Lectures on Literature. New York: Harcourt, 1980. 

Newsom, Robert. Dickens on the Romantic Side of Familiar Things: Bleak House and the 
Novel Tradition. Santa Cruz: U of California, 1988.  

Norris, James D.  Advertising and the Transformation of Amercian Society, 1865-1920.  
New York: Greenwood, 1990.   

Nunokawa, Jeff.  The Afterlife of Property: Domestic Security and the Victorian Novel.  
Princeton: Princeton UP, 1994.  

O’Gorman, Francis, ed.   A Concise Companion to the Victorian Novel.  Malden, MA: 
Blackwell, 2005. 

Ofek, Galia.  “‘Tie Her Up by the Hair’: Dickens’s Retelling of the Medusa and Rapunzel 
Myths.” Dickens Quarterly 20.3 (2003): 184-199.  



 186 

Ohmann, Richard.  Selling Culture: Magazines, Markets, and Class at the Turn of the 
Century.  London: Verso, 1996. 

Okker, Patricia.  Social Stories: The Magazine Novel in Nineteenth-Century America.  
Charlottesville: U of Virginia P, 2003. 

Paris, Bernard J. Rereading George Eliot: Changing Responses to Her Experiments in 
Life.  New York: State U of New York P, 2003. 

Patten, Robert L.  Charles Dickens and His Publishers.  Santa Cruz, CA: The Dickens 
Project, 1991. 

---.  “Matters of Material Interest.” Victorian Literature and Culture 35.1 (2007): 345-59. 

Perkin, Joan.  Victorian Women.  New York: New York UP, 1993. 

Perkins, Joan.  “Angels in the House: Marriage and Domestic Life.” Victorian Women.  
New York: New York UP, 1995. 73-92. 

Plunkett, John.  Queen Victoria: First Media Monarch.  Oxford: Oxford UP, 2003.  

Pool, Daniel.  What Jane Austen Ate and Charles Dickens Knew: From Fox Hunting to 
Whist—the Facts of Daily Life in 19th –Century England.  New York: Simon and 
Schuster, 1993. 

Poovey, Mary, ed.  The Financial System in Nineteenth-Century Britain.  New York: 
Oxford UP, 2003.  

Porter, Roy.  Quacks: Fakers & Charlatans in Medicine.  1989; Charleston, SC: Tempus, 
2003. 

Punch or the London Charivari.  36 (5 March 1859): 91. 

Reed, David. The Popular Magazine in Britain and the United States 1880-1960. 
Toronto: U of Toronto P, 1997. 

Richards, Thomas. The Commodity Culture of Victorian England: Advertising and 
Spectacle, 1851-1914.  Stanford: Stanford UP, 1990. 

Sampson, Henry.  A History of Advertising from the Earliest Times:  Illustrated by 
Anecdotes, Curious Specimens, and Biographical Notes.  London: Chatto and 
Windus, 1874. 

Scott, Arthur L. “The Century Magazine edits Huckleberry Finn, 1884-1885.” American 
Literature, 27.3 (1955): 356-362. 



 187 

Scott, Walter, Sir.  Ivanhoe.  1820; Oxford: Oxford UP, 1998. 

---.  Kenilworth.  1821; London: Penguin, 1999. 

Severn, Bill.  The Long and the Short of It: Five Thousand Years of Fun and Fury Over 
Hair.  New York: David McKay Company, 1972.  

Seville, Catherine.  Literary Copyright Reform in Early Victorian England: The Framing 
Of the 1842 Copyright Act.  Cambridge: Cambride UP, 1999. 

Shorter, Clement King.  The Brontes: Life and Letters.  London: Hodder and Stoughton, 
1908. 

Silber, Nina.  The Romance of Reunion: Northeners and the South, 1865-1900.  Chapel 
Hill: U of North Carolina P, 1993.  

Simon, Diane.  Hair: Public, Political, Extremely Personal.  New York: St. Martin’s, 
2000. 

Singer Sewing Machine Company. Mechanics of the Sewing Machine. New York: Singer 
Sewing Machine Co., 1914.  

Smith, Herbert F.  Richard Watson Gilder.  New York: Twayne, 1970. 

Steinberg, S. H.  Five Hundred Years of Printing.  New York: Criterion, 1959. 

Stern, Rebecca.  Home Economics: Domestic Fraud in Victorian England.  Columbus: 
Ohio State UP, 2008.   

Strachey, Lytton. Eminent Victorians. 1918; New York: Barnes & Noble, 2003. 

Sutherland, J. A.  Victorian Novelists and Publishers.  Chicago: U of Chicago P, 1976. 

---.  The Literary Detective: 100 Puzzles in Classic Fiction. Oxford: Oxford UP, 2000.  

---. Victorian Fiction: Writers, Publishers, Readers. London: Macmillan, 1995.  

Tanselle, G. Thomas.  A Rationale of Textual Criticism.  Philadelphia: U of Pennsylvania 
P, 1992.  

Thackeray, William Makepeace.  Vanity Fair.  1847-48;  London: Penguin, 2003.  

Thompson, E. P.  The Making of the English Working Class.  New York: Vintage, 1966.  



 188 

Thompson, F. M. L. The Rise of Respectable Society: A Social History of Victorian 
Britain, 1830-1900. Cambridge: Harvard UP, 1988.  

Tomalin, Claire.  The Invisible Woman: The Story of Nelly Ternan and Charles Dickens.  
New York: Alfred A. Knopf, 1991. 

Tucker, John L.  “George Eliot’s Reflexive Text: Three Tonalities in the Narrative Voice 
of Middlemarch.” Studies in English Literature 1500-1900. 31(1991): 773-79. 

Twain, Mark.  Adventures of Huckleberry Finn.  1885; Berkeley: U of California P,  
2002.  

---.  “The Private History of a Campaign That Failed.” The Century 31.2 (1885): 193-204. 

Vann, J. Donn.  Victorian Novels in Serial.  New York: Modern Language Association, 
1985. 

Waller, Philip. Writers, Readers, and Reputations: Literary Life in Britain 1870-1918. 
Oxford: Oxford UP, 2006.  

Watt, Ian. The Victorian Novel: Modern Essays in Criticism. Oxford: Oxford UP, 1971.  

---.  The Rise of the Novel: Studies in Defoe, Richardson, and Fielding. Berkeley: U of 
California P, 1965.  

Weitz, Rose.  Rapunzel’s Daughters: What Women’s Hair Tells Us About Women’s 
Lives.  New York: Farrar, Straus, and Giroux, 2004. 

Wheeler, Michael.  English Fiction of the Victorian Period, 1830-1890.  London: 
Longman, 1985. 

Whites, LeeAnn.  Gender Matters: Civil War, Reconstruction, and the Making of the 
New South.  New York: Palgrave MacMillan, 2005. 

Wicke, Jennifer.  Advertising Fictions: Literature, Advertisement, & Social Reading.  
New York: Columbia UP, 1988. 

Wiles, R. M.  Serial Publication in England Before 1750.  Cambridge: Cambridge UP, 
1957.  

Williams, Raymond.  The Country and the City. Oxford: Oxford UP, 1973.  

---.  The Long Revolution. 1961; Orchard Park, NY: Broadview, 2001.  

---.  Culture & Society: 1780-1950. New York: Columbia UP, 1983.  



 189 

---.  Marxism and Literature. Oxford: Oxford UP, 1977.  

---.  Problems in Materialism and Culture. London: Verso, 1980. 

Williamson, Judith.  Decoding Advertisements: Ideology and Meaning in Advertising. 
London: Marion Boyars, 2002. 

Winship, Michael. American Literary Publishing in Mid-Nineteenth Century: The 
Business of Ticknor and Fields. Cambridge: Cambridge UP, 1995. 

Wolff, Robert Lee. Strange Stories and Other Explorations in Victorian Fiction. Boston: 
Gambit, 1971. 

 

 



 190 

Vita 

 

Ingrid Devilliers was born in 1974 to George de Villiers and Maria de Villiers.  

She received her B.A. in English from The University of Texas- Pan American in 2000. 

She attended The University of Texas at Austin from August 2002 to August 2010.  She 

received her Master of Arts Degree in English in May 2005, and her Ph.D. in English in 

August 2010.   

During the eight years Ingrid served as a teaching assistant and assistant instructor 

at UT-Austin, she taught sophomore-level literature courses, introductory rhetoric 

courses, and advanced rhetoric courses in critical thinking and persuasive writing.   

In 2002, she married Mark Gutierrez, and in 2009 she gave birth to a son.   

 

 

 

Permanent email: ingrid.devilliers@gmail.com 

This dissertation was typed by Ingrid Devilliers. 

 

 
 

 
 


