Chapter 27

Robert L. Patten

WHEN IS A BOOK NOT A BOOK?

Within a print culture, many forms of communication may not be constructed for or produced i,
book format, Private letters, state documents, manuscript poetry circulated within a coterie as Johy
Donne’s poetry was,' and dramatic scripts, are some instances of writing not designed for book
publication. Another non-book publication format is the periodical — magazines and newspapers,
The fiction issued in nineteenth-century periodicals provides a complex and interesting case where
privileging the volume edition over periodical issue distorts the nature of the fiction and the histo
of the book. And the case is an important exception to the primacy of book publication throughout
the century, for, as the eminent literary historian George Saintsbury has said, ‘there is no single
feature of the English literary history of the nineteenth century . .. which is so distinctive and
characteristic as the development in it of periodical literature.’?

What is a book? According to the Oxford English Dictionary, a book is a ‘printed treatise or
series of treatises, occupying several sheets of paper or other substance fastened together so as to
compose a material whole’.’ Books are sheets of paper on which something self-contained and
internally coherent has been printed; all the printed material relates in some way to the book’s title
and ‘treatise’. The contents of books are fixed in space — ‘fastened together so as to compose a
material whole’, and they are also fixed in time — to a date of completion or publication at which
copyright protection commences. Finally, many books are defined by being authored, or edited,
by one or more than one person. Indeed, marketing a book by the author’s name has been 2
commercial strategy for centuries: John Grisham’s name is probably more important to most

customers than the title of his newest book, and when I Am Charlotte Simmons was released in
- paperback after lukewarm reviews of the hard cov

title in hopes of increasing sales.

When, around 1700, magazines were invented in England, the designers started out by
 creating a character, a persona whose observations constituted the ‘printed treatise’ of the publict
- ton. Thus Joseph Addison and Richard Steele, the editors of the first major eighteentl'l-centu'l'y

magazine, the Spectator, developed the persona of ‘Mr. Spectator’. In 1731, the first periodical wlt?‘
the word magazine in the title appeared; its persona was also announced in the title, the Gentlemafxs
Magazine. A century later, the Proprietors and editors of Punch created Mr. Punch, who never q .
qualified as a gentleman. Magazines aim to develop their own distinctive personalitys ed;torss:
designers, writers, and artists all direct their efforts toward that end. For instance, the New Yorker b2

er edition, Tom Wolfe’s name was pasted over the
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tive

pers onality, complete with a character, Eustace Tilley, who at the end of February every
distiﬂc
a

.« o butterfly through his monocle, and whose Portrait, presumably
- examines ournal’s paychecks. This magazine prints only certain kinds of prose a
cars O thICJCertai“ kinds of ‘Talk of the Town’. Magazines, then, like books,
Cartoonls’ ::Sycohercnt texts ‘fastened together so as to compose a material whole’ an
themse ve

Jual. But magazines are in other ways very different from books.
. 1vidual.
i indivi

To illustrate one aspect of the stake our society has in preferring the book, consider this entry
. 1993 bookseller’s catalogue: “AN EXCEPTIONALLY FINE COPY. REMARKABLY CLEAN.
inal \S (Charles) Oliver Twist, . . . 3 volumes, FIRST EDITION, First issue, .
DICKlichar ds, . . . £1500.”* This notice is misleading in fundamenta] ways. The ‘ma
i:lre};zf £1500 is not the first issue or first edition of most of the text of the noy
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Six months before Oliver Twist finished its serial run in Bentley’s Miscellany, the P‘ll:;:ls}le}rl l;m'ctard
ght out the completed text, with all the illustrations, as a three-v01:]me nO-»V;]' A’ ouiest 1: nins
© be the author, the book was still published under the name of ‘Boz’. At Dic Ens 59 l'elcl8 - ,ij]:‘.r
» 8iving his real name, was substituted within a week of public’ation i Nl(lwetrircl)ner ’ .

5 fmntispiece illustrates ‘Oliver’s reception by Fagin and the boys’. — Berg Collec

& page




B, |

356 ROBERT L. PATTEN

rebound in half red morocco with gilt tops and gilt letters: the cloth covers have beey stri

Pped oﬂ"
gildeq o
-Volume bOok
nder anqd book
title Pages ,
With the ey

leather covers substituted, the edges of the pages trimmed, and the tops of the Pages
protect them from dust. So this is not ‘an exceptionally fine copy’ of the first three
edition of the novel, but rather a copy that has been made finer by an expensive bookbj
dealer. This copy sells for fifteen hundred pounds because it contains early state
suppressed plate, and three leaves of publishers’ advertisements that have nothing to do
of the ‘treatise’.

By contrast, battered copies of the monthly numbers or half-yearly volumes of Beﬂtlej’;
Miscellany containing the serialized version of Oliver Twist could be found on bookstalls for much Jegs
And for a little over half of the £1500 that in 1993 would buy a single novel, the same dealer 5 yeal:
later offered twenty-eight volumes of the Cornhill Magazine, 18601873, whose first editor vy
William Makepeace Thackeray, Dickens’s great rival as journalist and novelist. Within those o
eight volumes are hundreds of stories and articles and the first issue of four serial fictions by Anthon
Trollope, two by Thackeray, and one each by Elizabeth Gaskell, Wilkie Collins, and George Eliot $
For even less money, $1200, an antiquarian bookseller offered ten volumes of Bentley’s Miscellany,

1837-1841, containing as the dealer correctly says ‘the true first version of Oliver Twist’.¢ In addition,
these ten volumes contain a half dozen other significant novels, scores of poems and articles, and
over a hundred first-issue etchings by George Cruikshank.

But dealers, collectors, museums, libraries, bibliographers, textual scholars, and the general
public have been conditioned to think of the book as the substantial, first publication of most serials,
from Dickens’s Pickwick Papers to Thomas Hardy’s Tess of the d’Urbervilles and Joseph Conrad’s Lord
Jim. Books have authors who are solely responsible for their contents — Charles Dickens, for
example, even though those ‘early state’ title pages of the ‘exceptionally fine copy’ identify the
author not as Charles Dickens but as what was then a well-known pseudonym, ‘Boz’. And books get
passed down through the generations, while periodicals are tossed out by families or broken up for
the prints by dealers or reduced to microfilm, -form, or -fiche by librarians. The book is semi-
permanent and simply displaces the format in which the text first appears. This is true for virtually
every magazine serial, not just fiction, but also history, theology, biography, philosophy, criticism,
and other genres which, as Saintsbury reminds us, were often in the nineteenth century first
published in installments in periodicals.’

Over the last twenty years we have learned a lot about what this preference for the book
produces in the way of copytext distortions. But I'm interested here, not in the textual controversies
surrounding serialized, machine-printed works, but in the distortions that preferring the book
version has imposed on our very conception of periodical fiction. Defining the text as identifiably
authored and self-contained obscures the ways in which fiction was affected by the periodicals in
which it first appeared. Four aspects of book fiction that are significantly altered by magazin
serialization are the convention of single authorship, the genre of fiction itself, the apparent self-
containedness of the ‘material whole’, and the timing and effect of the story’s reception.

That magazines are collaborations among proprietors, editors, writers, and sometimes illfls'
trators should not be surprising, since the word ‘magazine’, from the Arabic makhazin meaning
storehouses (related to the French magasin, department store), denotes a warchouse storing many
things. Collaboration among those running a magazine — the editorial ‘we’ is not always orqy H
convention — is the norm even for the production of periodical fiction, Some of the most aI'nuSlni’
and possibly accurate, accounts of proprietors’ constructing their publications are (:Omamef1 :;e
Anthony Trollope’s The Way We Live Now and George Gissing’s New Grub Street. But though wc.: :he

biographies of publishers and publishing houses, and narratives of publishers’ interventions i
works of such famous authors as Sir Walter Scott and Dickens, little work has been done oF r
theory or general practice of proprietorial intervention in periodical texts. However, recently 0

ol
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s have studied the kinds of effects editors may have on the
sChO ar

dpub]ish' Mark 1?ar.ker has shown h'ow ]c.>hn Scott, editor of the London Review in the 18205
~ itted Romantic 1def)10gy by manipulating the style, tone, subject, and placement of Charl ’
Uaﬂb,s nd William Hazlitt's essays and by framing them with i i,
. olitical implications were highlightecl.8 Laurel Brake

o i ring editorial practices at the Westminster Review and the Fortn;
ub}ished essays that make up Walter Pater’s Renaissance.’

medley of materials they assemble

To assess proprietorial and editorial interventions in Oliyer Twist, we need first to recall that
the proprietor; Richard Bentley, had started up his magazine as a rival to his former partner, Henry
colbure’s successful New Monthly Magazine. Bentley, determined to outdo th

for ki " e competition, aimed
it capturing the market for humor: the Wit’s Miscellany,

: : he intended to call it at first. Then he
changed to a name that links his own to that of the magazine’s persona: Bentle}l’s Miscellanj. (One
wag said the title was ominous — Miss Sell Any.) Humor, not

politics, was as the ‘Prologue’
.mnounced the keynote of the venture. ' *

For contributors to this miscellany of papers melded together into ‘Bentley’s’, Richard
Bentley bought up the team who were making a decided hit with their humorous pen and pencil
dketches of lower-middle-class urban life: Charles Dickens and George Cruikshank. Their success
was in the sketch, something either visual or verbal that was quickly executed and quickly absorbed,
and that recorded the evanescent and fugitive detail of modern life.

The text of Oliver Tvist, a long novel that is seldom humorous and that from the beginning
attacks political measures, should be understood as a contribution that contrasts to the ostensible
purpose and tone of Bentley’s Miscellany and to the previous publication, Sketches by Boz, written by
Dickens and illustrated by Cruikshank. The magazine’s purpose and tone, in turn, are defined
against the competition, archly described in the ‘Prologue’:

We do not envy the fame or glory of other monthly publications. Let them all have
their room . . . One may revel in the unmastered fun and the soul-touching feeling of
Wilson, the humour of Hamilton . . . and the Tory brilliancy of half a hundred contri-
butors zealous in the cause of Conservatism . . . Elsewhere, what can be better than
Marryat, Peter Simple, Jacob Faithful, Midshipman Easy, or whatever other title
pleases his ear . .. In short, to all our periodical contemporaries we wish every

happiness and success . . . We wish that we could catch them all, .

first-person plural in this case probably

But, the unsigned ‘Prologue’ continues, using the editorial
o N : ; ‘Our path is single and distinct. In the

because Dickens and Bentley were agreed about the policy,
ﬁrSt PlaCe W h . p o » 11

1 ave nothing to do with politics. T it 1

Out of the context of a magazine promising ‘wit’ and eschewing ‘politics’, Oliver Twist loses

i is will be a
*ome of its shock value.'? And unless we keep in mind the opening announcement that thl's w1‘ k-
. underlying tension that surfaced in Richar

cellany. 13 Moreover, proprietor and

o buy up the writers then making
including

witty non-political miscellany, we may miss some of the
Bentley’s quarrels with Dickens about his contribution to the Mis
editor further shaped the contents of the journal by attempting t . o’
s Magosine so popular They succeeded i hiring many of the conabwiors ‘Prologuc’, hailing
its outstanding editor William Maginn. And they signaled their mtentlonsl.m. L o
the wit of our contributor Theodore Hook’, ‘the fascinating prose or de lCl[-(:li)ut’ The contents of
of ®llaborateuses Miss Landon’ ,and ‘the polyglot facetiae of our O“in f;tf:;r A:zd)’ t<; Harrison Ains-
Y issue of Bentley’s, and of its serial fiction from Samuel Lover's t;er]journals were publishing
2Orh'sJack ShePPard’ should be understood in the context of what Ot Luthors and artists had their
Nnd what other Write;'s and illustrators were available. To some exten
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own styles, but to some extent too they were melded collectively into a hoyse style, the
‘miscellany’ unifying into a ‘material whole’." The best serial fiction in or out of magan ol Ot
Thackeray’s Vanity Fair, exploits that verbal and visual polyphony., €5, Such
Dickens both edited and supplied text for Bentley’s under the pseudonym ‘g o7, th
Sketches by Boz [see Figure 27.2]. At the conclusion of Boz’s first story, about the M

€ authg, of
3yor of

Fi 27. 3 .
igure 27.2 In April of 1837, Dickens posed for Cruikshank. ‘I was sitting for my portr

Cruikshank . . . to-day,” Dickens told a friend ¢ : ¢ leave
Bet' Gillacion Y ens told a friend, ‘and George being a ticklish subject [I] could no

Yy
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¢ Oliver Tiwist, 0% the Parish Boy’s Progress, by ‘Boz’. As the first sentenc
f’ a continuation of the Mudfog Papers: Oliver is born in the Mu ’
is

, . dfog workhouse. Thu, .
Dickens 23 the author of Oliver Tivist, as the first volume publication and the book dealers’ c;sit:;mmg
do, not only distorts the textual record but more importantly obscures the ways in whjc(})lg:s
’ e

e and surround it '

That distortion was compounded when Dickens’s authorized biographer, John Forster, mad
(liser Twist int0 the first of three versions of Dickens’s own childhood hardshjp’s as if the sto’rm}axag
s only origin in Dickens’s own life. In fact there were other claimants for th,e originator oyf the
story. Dickens’s ‘coadjutor’ on Sketches by Boz, George Cruikshank, may indeed, as he later said, have
suggCSted to Dickens that they collaborate on a story about the rise of ‘a boy from a most hlimble
position up t0 2 high and respectable one’."” For fifteen years, Cruikshank had wanted to illustrate
2 contemporary version of Hogarth’s narrative series of twelve pictures, Industry and Idleness.
Hogarth’s pictures track the parallel but contrasted fortunes of two apprentices, one, Francis
Goodchild, who through industry rises to ‘a high and respectable’ position as Lord Mayor of
London, and the other, Tom Idle, who through idleness falls into bad company and is eventually
sentenced by his former fellow apprentice Goodchild and hanged on Tyburn Hill. A successful
recent exhibition of Hogarth’s work had made such a project more viable.

If Dickens did adopt Cruikshank’s suggestion, which chimed with some of his own ideas for
what he told Richard Bentley was ‘a capital notion for myself, and one which will bring Cruikshank
out’,”® then that resulting story has wider contexts than Dickens’s own life. But those wider
contexts and those other contributors were deliberately effaced. Charles Dickens constructed him-
self over the decades as a separable and distinct, unique, author. The promulgation of the figure of
the writer Dickens became an immensely powerful merchandising ploy, selling not only his books

3 an-atorial vyoice, Boz, is constructed out of those voices that preced

but also political programs, charitable causes, wines and teas, and hundreds of manufactured
products, from printed handkerchiefs to china, deriving from Dickens’s work. Dickens’s bio-
grephers, following John Forster’s lead, reinforced the notoricty and singularity of Charles Dickens,
author, rather than ‘Boz’, the editor and collaborator. Severing Dickens’s periodical fictions from
their magazine contexts allowed them to be reinterpreted as self-referential biographical dis-
closures. Largely a marketing strategy that made Dickens a household name, a fortune, ade a mod.el
of a genius generating text out of trauma, this elevation of the b.ook over the‘a serial and its
onsequences persuaded even George Cruikshank’s biographer to say 1n'1882 th-at” I'rllga}lgl the r:imge
of Dickens’s work, there is nothing more essentially his own than “Oliver Twist”.”~ But writers

. : f
coser to the initial context within Bentley’s, knowing both Dickens and Cruikshank, were of a

diff the day, said that the
erent opini muel W f th st successful authors of the day,

opi one of the mo k

picon, Sarniie’ Warters s the caricaturist, instead of the

illustrations influenced Dickens, and ‘thus the writer follow
Caricaturist following the writer.””

ist William Harrison Ains-
Another writer with a claim

er’s paternity is the novel ;
on Oliver's p2 y ar writer, especnally of

Worth, who was from the 1830s through the end of the century 2 ver?l po}::cl:lh with the publishers,
ftion for boys. Dickens’s closest friend, Ainsworth had put Boz 210:‘0 By 1836 Ainsworth had
artists, and journalists who helped to make DickenS’S. carly rl‘:pl;it:st R.ookwood, about the famous
eMbarked on a series of novels exploring the lives of thieves. The first,

been

: 1 chank, who had also

A ) " g trations by Cl'lllks ’ . ]

hlghwayma" Dick Turpin, had been reissued WI-tf;] ll:::;e avvriter on an illustrated life of a thief. The
s

i .
Merested for seventeen years in collaborating Wi
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second, Jack Sheppard, about a romantic young burglar, overlapped Oliver Tivig in Be“tlgy's My
Ce an]‘

ntury miSC]'eants
on for Bijl g
nd ﬁltu.re ProjeCts.

Ainsworth collected a lot of written and pictorial material about eighteenth-ce
including James Sykes, a companion of Jack Sheppard and a possible inspirati
Dickens and Ainsworth were together frequently, discussing a slew of present a
Yet Ainsworth’s contribution to Oliver Twist usually goes unnoticed.

The point of all this is that in the magazine context Oliver Twist’s authorshj

Pisa multiple th;,
— the proprietor Richard Bentley; the editor Charles Dickens; other journals such, as the Ney Mom,;g
7

and Fraser’s Magazine; other contributors of articles such as the stable of Fraser’s writers and theg,
already being published by Bentley; the pseudonymous author ‘Boz’, known for his ‘sketcheg of
metropolitan scenes, characters, and tales; the illustrator George Cruikshank; pictorial Progresses
by Hogarth and his successors; and a close friend (and future editor of the Misce]

Iany) Harrisop
Ainsworth, all influenced the subject, style, tone, and content of the serialized fiction, Seria]jzatjon

Orative project
within which the serial is framed. Conversely, prioritizing the book as a single-authored Materiy]

deconstructs the single author as sole creator, and does so as part of a larger collab
object over the multiply authored serial deconstructs the periodical, erasing all the extratextu|
influences, turning the voice from polyphonic to monophonic, and connecting the text to gpe
author’s imagination rather than to the culture of a magazine and of a historical moment.
Serialization also tends to deconstruct the genre of fiction. Oliver Tivist; or, The Parish Boy'’s
Progress, beginning as a Mudfog paper, starts as a further instance of the articles and tales Dickens had
written for the Morning and Evening Chronicle and which in turn were partly based on sketches of the
city by other journalists and graphic artists. Like the Old Curiosity Shop, it begins more as a short story
than an extended fiction. Like Pickwick, the first Mudfog paper claims affinity with Parliamentary
reports, memoirs, and posthumous papers. In Bentley’s Miscellany, the installments of Oliver Tiist are
interspersed with other serials and with essays and poems about everything from angling in the days
of Isaac Walton to an ode upon the birthday of Princess Victoria. It was not unusual for periodical
stories to incorporate poems, criticism, philosophy, history, travelogues, or even musical scores.
Most notably, many magazine fictions articulate an affinity with drama, Oliver Twist is confess-
edly constructed according to melodramatic principles: ‘It is the custom on the stage,” Boz the
narrator tells us, ‘in all good, murderous melodramas, to present the tragic and the comic scenes In
as regular alternation as the layers of red and white in a side of streaky, well-cured bacon.””' The
story is situated among many articles about the theater: the very first number of Bentley's Miscellany
starts with an essay by Theodore Hook on George Colman the Younger. The novel employs 3g"ej§
deal of theatrical characterization and dialogue, such as Sikes’s stagy ‘Wolves tear your throats!
Like other serials, Oliver Twist was on the boards before it was in boards, even before it W&

completely written: the first dramatization, by Gilbert A’Beckett, appeared after only half the
installments had been composed. Cruikshank in

) ) . their
creasingly directed the illustrations toward
theatrical realization;?

* and for Dickens the prospects, and retrospects, of dramatizing ioe s;t;z
significantly affected the text’s design [see Figures 27.3 and 27.4]. Knowing, as he did about hal C
way through composition and publication, that the actor-manager Frederick Yates Wa"ted_ to. St:}%e
the story before it was completed in print, Dickens may have enhanced the role of Fagi" mders
concluding chapters in anticipation of the dramatization. Certainly Dickens wanted his seria rezmge
to respond viscerally, as if in a theater,* Further, Bentley’s Miscellany is itself reﬁg”red afEaditor's
rather than a magazine or sheets of printed paper bound up as a ‘material whole’: the g as the
Address’ on the completion of the first half-year — bound up as a volume — is couche
manager’s stage address at the end of a theatrical season. the graphic

Nor is this the end of the generic ambiguities of serials. As in Oliver Trist's €356 the sort
tradition often played a prominent role; this story is sub-titled a ‘progress’, a term denOtszugh the
of life-contour, physical and moral, often told through a series of pictures. And mid-w2
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. ith such
as it ‘is so very COmPhC:‘ed’tvzi in the
’ id.no
violent action, and torch-light to boot, that a small plate C.‘-"f‘n—was ranshted
stration — pasted into 3 copy of volume 3 of the 1838 book editio
ations of the nove], — Berg Collection

u eSS
, the subject of 3 %
side into 4 Panic, but though topical it probably wouldn’t become
serial fiction.

wol
Y dwe]lersi ;
ake the daily newspapers, wouldn’t appeal to Cltznthralli"g parrat"
ders seeking sensation, and couldn’t be cast as an

it wouldn’t m

accelerate the pulses of rea
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o the other hand, fulfills all these requirements, and by the 1850s was a 1eading subject of
0
Al fiction-

azine serid

plurde®
eriodic ) |s also circulate references of a more general character than local, topical, and
Mﬂas Two categories of fundamental referentiality are ideology and aesthetics. (Each of these
mely Onef;rence involves the other, but for present purposes I have separated them.) By ideology, I
finds f:lf ;:e dusters of ideas, abstract or pragmatic, that issue in the mythologies and expressions ;)f
can 216 cholars have studied the political ideology of selected nineteenth-century British journals,
ra. whig quarterlies in the first decades of the century to John Stuart Mill’s Utilitarian London
mid-century and the imperialism fostered by Blackwood'’s Edinburgh Magazine in the last
Jittle has been done about more diffuse ideological concerns. In the case of Oliver Twist,
pichard Stein has demonstrated that the story participates in widespread writing about orphanhood
od ot identities surfacing at the beginning of Victoria’s reign.27 A population that was becoming

¢ mobile across spaces and classes had vested its proofs of identity in detachable and forgeable

m
ant
from the
Mdgazfne at
deCade- But

mo
adjuncts such as b
dentity; legitimacy, property, class, status, rights, and name, as they failed for Oliver and his

i mother-
There
.t of alienable identity. Cruikshank and the Fraser’s crowd, especially Ainsworth, were as we have

irth and marriage certificates, names, and other tokens. These may fail to confirm

are other anxieties of the late Regency and early Victorian period that ally with this
fe
- interested in the lives of thieves [see Figure 27.5]. ‘Crime’, Martin Wiener recently noted,
was a central metaphor of disorder and loss of control in all spheres of life.”* This interest in
crime related to perermial debates about nature versus nurture, that is, whether bad was innate like
a bad seed or produced by a bad environment. A related issue vexed Dickens for decades: did
parental neglect foster in the child a determination to succeed in respectable society (Charles
Dickens) or did it lead to criminality (the Artful Dodger) and/or death (Oliver’s orphan friend
Dick)? The early Victorian cultural fascination with criminality seemed to find expression particu-
larly in the dramas of incarceration and excarceration. Many critics have noted the cramped,
confined world of Dickens’s and Cruikshank’s collaborations — the sense of structures, persons,
environments, laws, and fortune closing down, cramping, deforming the individual.” Such para-
digms do seem to reflect the cultural emphasis on policing the self that bourgeois industrial
capitalism emphasized.

Conversely, and less often noticed, there is in the 1830s an equal interest in escape,
excarceration, in how individuals might defy those pressures that could identify and fix them.
Nowhere is that escapism more celebrated than in Jack Sheppard. This was the serial Harrison
Ainsworth wrote, and that began to appear at the front of each issue of Bentley’s Miscellany after
Oliver Tivist had been published in three volumes but while it was still running in installments in
the periodical. The letterpress by Ainsworth and the illustrations by Cruikshank celebrate the
Eigh"eﬁnﬂl-century prison escapist Jack Sheppard, who, though an idle and foolish apprentice, is
unfairly bedeviled by the law and repeatedly foils its attempts to imprison him. His famous escapes
from Newgate prison stage, in the text and pictures and later in the theater, his eel-like ability to slip
out of shackles and cells. They also dramatize the site of the old Newgate prison, as
the condemned cell, like the earlier sketch ‘A Visit to Newgate’ in Sketches by Boz b
modern prison, -

Had Dickens continued as editor of Bentley’s Miscellany,

tor, their next collaborative serial fiction, following Jack Sheppard in the . . .
bout the burm‘ng of the old Newgate prison, Barnaby Rudge. The original title Dickens assigned to
that work was Gabriel Vardon, the Locksmith of London, a title that again plays on the theme of

i . e
\reeration and excarceration, since a locksmith can lock or unlock doors. And so, \.’Vll‘hln.the
kshank, would have appeared three serial fictions

’ -

- Pages of Bentlgy’s Miscellany, all illustrated by Crui

Fagin’s time in

rings to life the

and Cruikshank continued as illustra-
magazine, would have been
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uik-
Figure 27.5  ‘Oliver introduced to the respectable Old Gentleman’, an original ct.ching by C;v)en!ll‘%c ari;f)"
shank, appeared first in the May 1837 number of Bentley’s Miscellany. 1t was reissued in volume‘te o 13 .
June 1837) of the collected numbers of the Miscellany and reprinted in November 1838 opposite p
volume one of the first three-volume edition of the novel, — Berg Collection
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sl cading while,3 1minding their children because the children would grow up to associate
mo™ ith qurveillance.
readmgAt the time of Oliver Twist, William Maginn was Pmducing for Bentley’s Miscellany a series of

Jeson character iB Shakespea?'e th.at are, in Kathryn Chittick’s judgment, ‘of impressive acute-
i g His was another way of directing reading, writing, social, and punitive practices, as well as
nessr-ne pting 09 theatricality — all themes touched on in this essay. One of Maginn's pap:ars on the
> the tragedy of Othello, appears in a crucial spot in the journal: between t’he first
insworth’s Jack Sheppard, about an eighteenth-century boy thief, and the last chapters of
ver Twist, about nineteenth-century boy thieves.” In this paper Maginn implicitly argues
st gamuel Taylor Coleridge’s notion that Jago’s actions can only be explained as the product of
i ofiveless malignity”. All Shakespeare’s characters, he says, ‘are real men and women, not mere
bstractions- Their virtues and vices are compounded ‘and are not unfrequently blended’. Maginn

intains that wickedness is prompted by the same impulses that stimulate persons ‘to the noblest

actions
opening of Jack Sheppard and the chapters of Oliver Twist recounting Sikes’s last day and Monks’s

_ ambition, love of adventure, passion, necessity’. Thus, in an article printed between the

capture, Maginn ventures to say that ‘the creatures of Boz's fancy, Fagin or Sikes, did not appear in

every circle as th
the story, Maginn reasons, that readers see only one side of their characters. ‘But, after all, the Jew

n] only carries the commercial, and the housebreaker [Sikes] the military principle to an extent

e unmitigated scoundrels we see them in Oliver Twist.’ It is due to the exigencies of

[Fagi
which society cannot tolerate.”**

Maginn uncovers an aesthetic that appeals more to empathy and capitalistic entrepreneurship
than to social control: the feeling that covers the globe with shipping also animates the breast of
thieves and highwaymen. ‘Robber, soldier, thief, merchant, are all equally men,’ he reasons.”® (No
wonder archconservative Mary Russell Mitford hated the idea of making law-breakers so attractive
and the police so venal.) In conclusion Maginn calls for yet another inscription of the Hogarthian
‘progress’ contrasting industry and idleness: ‘It would not be an unamusing task to analyze the
career of two persons starting under similar circumstances, and placed in situations not in essence
materially different, one ending at the debtors’ door of Newgate amid hootings and execrations, and
the other borne to his final resting-place in Westminster Abbey, graced by all the pomps that
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heraldry can bestow.
‘ Thus Maginn’s serial criticism of Shakespeare’s characters
lihes an aesthetic principle — successfully drawn characters are compoun
Second, it derives reading practices from that principle — readers should recognize and empathize
:Nith motives that lead to bad actions as well as to good ones. Third, it declares a moral order —
fobber, ... merchant, are all equally men.’ Fourth, it relates dramatic criticism to the magazine’s
current serial fictions — Fagin and Bill Sikes are also ‘equally men’, appearing much more lovable and
redeemable off-stage, out of the plot. And fifth, Maginn’s essay sets an agenda for future writings —
3H(?ther fiction contrasting the industrious and idle apprentice. In such ways this and the many other
- interspersed with poetry and serialized fiction collectively articulate the aesthetic presump-

| onsand reading practices that inform the journal and affect its
- f:)’\r’:;h regard to. the last of my concerns, Te‘fePt_ion’ the di .
Written andas .materlal wholes” on a single PUbhcaFmI.l date. & r?rewt(;
tend t, prl.nted; serial fictions, which appear penod]cauy n jlec fessional readers of serial
Ction getreviewed as each installment is published. Thus amateur and pro es?lom:;h Fotare. and t0
offer thare encouraged to speculate about the story and the characters, to ?ro]ect ¢ pyel ' i
‘ € writer advice. Moreover, magazine fictions are, as we have seen in the case of Olrver wist,

e i
U (tl}lie“ﬂy dramatized before completion. Readers often bombarded the producers of tl‘le PenOd:}(:a
h f which might be adopted, others resisted, so that

accomplishes five things. It estab-
ded of good and evil.

contributions.
fference is obvious: novels issued in
d after the text has been

ons Over months or years,

Tial wi .
1 with suggestions for changes, some 0
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the narrative, by a kind of back-formation, could revise its own previous trajectory i i
subsequent installments. (A good example of this back-formation is Dickeng’s making am:rse of
David Copperfield to the outraged original of Miss Mowcher by changing the character i i n.ds in
of serialization from a procuress into a nemesis; another proof of Maginn’s thesig that Outs:;‘ddle
plot a villain may be exemplary.) Thus readers of serial fiction could exert influence on the naTthtite
¢

as it was being composed, something readers of books cannot usually do.
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There is another way that serial fictions can be affected by serial responses, Whep , mage

aZlne
ry }las been
tory and fy
N Oliyer Tig

minds us that
plagiarism is Latin for kidnapped — a plagiarist appropriates the offspring of a Creator’s body, the

text, just as a kidnapper appropriates the offspring of a parent’s body, the child.” Dickens resengog

serial becomes popular, it gets copied, imitated, pirated, plagiarized, often before the sto
completed in manuscript, much less in print. Such imitations and anticipations rgh
producers of the story of some of their revenue and some of their options, both for the s
merchandising the product. Hence Dickens and others were deeply concerned, whe
was being published, about passing legislation to strengthen copyright. Mark Rose re

the fact that his stories were taken over by others — his publishers, dramatists, rival authors, foreign
publishing houses. He objected to losing money, to having his story mangled by incompetents. 1,
finding his climaxes anticipated, and to enriching others by his imagination and industry. Dickens's
resentment, which he shared with many authors and publishers, found its way into his story of
orphan boy whose identity is stolen at birth by a legion of kidnappers who take Oliver’s story and
make it their own. Oliver’s half-brother Monks tries to ruin Oliver’s mother’s reputation by
rewriting it, and to invoke those clauses in the paternal will that would disinherit Oliver by
rewriting him as a criminal. Nancy stages a public scene in which Oliver is her naughty brother, and
more privately tries to make him her son, a reinscription of his identity and relationship to Nancy
that drives Sikes mad with jealousy. Giles and Brittles, the Maylies’ servants, and the surgeon who
attends the wounded boy, aver that Oliver is a thief. Even Mr Brownlow constructs many stories
about Oliver, sometimes agreeing with Grimwig and Bumble, before he puts together the true
narrative of Oliver’s past. The story of Oliver Twist, therefore, is not just about the loss of persondl
and familial identity and lcgitimacy and inheritance. It also absorbs Dickens’s and his age's pre-
occupation with losing control over one’s own story, having it kidnapped — plagiarized — by others.

The very popularity of serials made them vulnerable to commercial highwaymen who hijacked them
for their own profit.

We have looked at four areas of difference between novels designed to be produced s books
and serialized fiction. Serials tend to be multiply authored, being written by the producers, ediwf's’
and other contributors to the magazine in which they appear. Serials have permeable gener
boundaries, incorporating a miscellany of literary genres and appealing to readers in ways Mm%
dynamic and theatrical than contemplative. Serial fictions are topica] both speciﬁcally and more
generally; annotated editions for modern classroom use often pick up particular references butf
neglect the general ideological and aesthetic resonances. And serials interact, during the cours®?
production, with a wide variety of readers whose responses impact successive installments. w]hedn
magazine fictions are repackaged as books these points are often obscured or denied or Can.Ce eo.
The result, in case after case of which Oliver Tist is only one example, is a significant dis'cort:m;ne
the history of the book. To respond to the interrogative title, ‘When is a book not 2 book?’
answer is, “When it is a serial.’ And that can make all the difference.
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