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THE WOMAN IN WHITE

WILKIE COLLINS was born in London in 1824, the eldest son of the landscape painter William Collins. In 1846, having spent five years in the tea business, he was entered to read for the bar at Lincoln’s Inn, where he gained the legal knowledge that was to give him much material for his writing. His work includes short stories, plays, journalism, and biography, but it is on his 23 novels that his reputation rests. His first novel, Antonina, or the Fall of Rome (1850) brought him to the attention of Charles Dickens, who became a close friend. Collins acted with him, contributed to Household Words, and travelled with him on the Continent. Dickens produced and acted in two melodramas written by Collins, The Lighthouse (1855) and The Frozen Deep (1857). However, it was with The Woman in White (1860) that Collins established his reputation, and the high-impact genre known as sensation fiction. No Name (1862), Armadale (1866) and The Moonstone (1868) also achieved huge popularity. His unconventional lifestyle remained a secret from his reading public. Although he remained unmarried, he lived with a young widow, Caroline Graves, and her daughter, from 1858. By 1868 he had established a second mistress, Martha Rudd (who bore him three children) in separate lodgings. During the 1870s he returned to the theatre, producing stage versions of his novels. Much of his later fiction was planned with dramatic adaptation in mind. Important novels of this period – which saw a new emphasis on social commentary – include Man and Wife (1870), Poor Miss Finch (1872), The Law and the Lady (1875), Heart and Science (1883) and The Legacy of Cain (1888). Collins died in 1889. His final novel, Blind Love (1890) was completed by his friend Sir Walter Besant.

MATTHEW SWEET has recently completed a doctoral thesis on sensation fiction. He has been film critic of the Independent on Sunday, a columnist for the Big Issue, and a director’s assistant at the Royal Shakespeare Company. He is a contributor to the New Dictionary of National Biography and writes regularly for the Independent, the Independent on Sunday and the Guardian.
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A CHRONOLOGY OF WILKIE COLLINS’S LIFE

1824 8 January: Born at 11 New Cavendish Street, St Marylebone, London to William John Thomas Collins, RA (1788–1847), painter, and Harriet Collins, née Geddes (1790–1868)

1826 Family moves to Pond Street, Hampstead

1828 25 January: Brother, Charles Allston Collins, born (d.1873)

1829 Family moves to Hampstead Square

1830 Family moves to Porchester Terrace, Bayswater

1835 13 January: Attends Maida Hill Academy

1836 19 September–15 August 1838: Family visits France and Italy

1838 August: Family moves to 20 Avenue Road, Regents Park; attends Mr Cole’s private boarding school, Highbury Place

1840 Summer: Family moves to 85 Oxford Terrace, Bayswater; December: leaves Mr Cole’s school

1841 January: Apprenticed to Edmund Antrobus, tea merchant of the Strand

1842 June–July: Visits Scotland with his father

1843 August: First published fiction, ‘The Last Stage Coachman’, Illuminated Magazine

1844 Writes Iólani; Or Tahiti as it was, a Romance, which remains unpublished until 1999

1845 January: Submits Iólani to Chapman and Hall; is rejected in March

1846 17 May: Enters Lincoln’s Inn to study law

1847 17 February: Death of father

1848 Summer: Family moves to 38 Blandford Square; November: first book, Memoirs of the Life of William Collins, Esq., RA, published by Chapman and Hall

1849 Exhibits a painting, The Smuggler’s Retreat, at the Royal Academy Summer Exhibition

1850 26 February: First play, A Court Duel, an adaptation of J. P. Simon and Edmond Badon’s Monsieur Lockroy, staged at the Soho Theatre, Dean Street; 27 February: first novel, Antonina; or the Fall of Rome, published by Richard Bentley; Summer: moves with mother to 17 Hanover Terrace; July–August: walking tour of Cornwall with Henry Brandling, artist

1851 30 January: Rambles Beyond Railways, a travel book on Cornwall, published by Bentley; March: meets Charles Dickens; first contribution to Bentley’s Miscellany, ‘The Twin Sisters’; 16 May: acts with Dickens in Edward Bulwer-Lytton’s Not So Bad as We Seem; 27 September: first article for Edward Pigott’s socialist newspaper, Leader; 21 November: called to the Bar; 17 December: Mr Wray’s Cash-Box published by Bentley

1852 24 April: First contribution to Household Words, ‘A Terribly Strange Bed’; 16 November: Basil: A Story of Modern Life published by Bentley

1853 July–September: Stays with Dickens in Boulogne; October–December: tours Switzerland and Italy with Dickens and Augustus Egg

1854 Joins the Garrick Club; 6 June: Hide and Seek published by Bentley; July–August: stays with Dickens in Boulogne

1855 16 June: First play, The Lighthouse, performed at Tavistock House by Dickens’s theatrical company; September: sails to Scilly Isles with Pigott

1856 February: First collection of short stories, After Dark, published by Smith, Elder; 1–29 March: A Rogue’s Life serialized in Household Words; September: Moves to 2 Harley Place; October: becomes staff writer on Household Words

1857 3 January: The Dead Secret begins serialization in Household Words and (from 24 January) in Harper’s Weekly; 6 January: The Frozen Deep performed at Tavistock House; June: The Dead Secret published in volume form by Bradbury and Evans; 10 August: The Lighthouse opens at the Olympic Theatre; September: tours Cumberland, Lancashire and Yorkshire with Dickens; 3–31 October: they describe the trip in The Lazy Tour of Two Idle Apprentices, published in Household Words; December: collaborates with Dickens on ‘The Perils of Certain English Prisoners’

1858 First French translation, The Dead Secret; July–August: first visit to Broadstairs, Kent; September: resigns from the Garrick club, in protest at the expulsion of his friend Edmund Yates; 11 October: The Red Vial is produced at the Olympic Theatre, and flops

1859 January–February: Lives with Mrs Caroline Graves at 124 Albany Street; apart from one short interlude, they remain together until his death; May–December: lives at 2a Cavendish Square; October: The Queen of Hearts published by Hurst and Blackett; 26 November–25 August 1860: The Woman in White serialized in All the Year Round; December: moves to 12 Harley Street

1860 17 July: Charles Allston Collins marries Kate Dickens; August: The Woman in White published in volume form by Sampson Low; 22 August: opens bank account at Coutts

1861 January: Resigns from All the Year Round; 16 April: joins the Athenaeum club; August: visits Whitby, Yorkshire, with Caroline Graves

1862 15 March–17 January 1863: No Name serialized in All the Year Round; 31 December: published in volume form by Sampson Low

1863 August: Visits the Isle of Man with Caroline and her daughter, Harriet; November: a collection of journalism, My Miscellanies, published by Sampson Low

1864 November–June 1866: Armadale serialized in the Cornhill Magazine; December: moves to 9 Melcombe Place, Dorset Square

1865 Chair of the Royal General Theatrical Fund

1866 May: Armadale published in volume form by Smith, Elder; October: visits Italy with Pigott; 27 October: The Frozen Deep opens at the Olympic Theatre

1867 September: Moves to 90 Gloucester Place; December: collaborates with Dickens on short story ‘No Thoroughfare’; 24 December: theatrical adaptation produced, Adelphi Theatre

1868 Finds lodgings for Martha Rudd, his second mistress, at 33 Bolsover Street, Portland Place; she uses the name ‘Mrs Dawson’; 4 January–8 August: The Moonstone serialized in All the Year Round; 19 March: his mother dies; July: The Moonstone published in volume form by Tinsley Brothers; 29 October: witnesses the marriage of Caroline Graves to Joseph Charles Clow

1869 29 March: Black and White, written in collaboration with the actor Charles Fechter, opens at the Adelphi Theatre; 4 July: daughter, Marian Dawson, born to Collins and Martha Rudd; 20 November–30 July 1870: Man and Wife serialized in Cassell’s Magazine

1870 June: Man and Wife published in volume form by F.S. Ellis; 9 June: Death of Dickens.

1871 April: Caroline Graves returns to live with Collins in Gloucester Place; 14 May: second daughter, Harriet Constance Dawson, born to Collins and Martha Rudd at 33 Bolsover Street; 9 October: The Woman in White opens at the Olympic; 2 September–24 February 1872: Poor Miss Finch serialized in Cassell’s Magazine

1872 26 January: Poor Miss Finch published in volume form by Bentley; October–July 1873: The New Magdalen serialized in Temple Bar

1873 17 January: Miss or Mrs? And Other Stories published by Bentley; 22 February: Man and Wife opens at the Prince of Wales Theatre; 9 April: Charles Allston Collins dies; 17 May: The New Magdalen published in volume form by Bentley; 19 May: stage version of The New Magdalen opens at the Olympic; 25 September: arrives in New York for reading tour of America; 10 November: The New Magdalen opens in New York

1874 Martha Rudd moves to 10 Taunton Place, Regents Park; 7 March: Collins leaves Boston for England; 26 September–13 March 1875: The Law and the Lady serialized in the Graphic; 2 November: The Frozen Deep and Other Stories published by Bentley; 25 December: son, William Charles Collins Dawson, born to Collins and Martha Rudd at Taunton Place

1875 Copyright for Collins’s work acquired by Chatto and Windus, who remain his publishers until his death; February: The Law and the Lady published in volume form by Chatto and Windus

1876 January–September: The Two Destinies serialized in Temple Bar; 15 April: Miss Gwilt, a dramatic version of Armadale, opens at the Globe Theatre; August: The Two Destinies published in volume form

1877 29 August: The Dead Secret opens at the Lyceum Theatre; 17 September: The Moonstone opens at the Olympic Theatre; December: ‘My Lady’s Money’ published in the Illustrated London News

1878 June–November: The Haunted Hotel published in Belgravia Magazine; published in volume form in November

1879 1 January–23 July: The Fallen Leaves – First Series serialized in World; 7 April: A Rogue’s Life published in volume form; July: The Fallen Leaves – First Series published in volume form; 13 September–30 January 1880: Jezebel’s Daughter serialized in the Bolton Weekly Times and other regional newspapers owned by William Tillotson

1880 March: Jezebel’s Daughter published in volume form; 2 October–26 March 1881: The Black Robe serialized in the Sheffield and Rotheram Independent and other Tillotson titles

1881 April: The Black Robe published in volume form; December: A. P. Watt becomes Collins’s literary agent

1882 22 July–13 January 1883: Heart and Science serialized in the Manchester Weekly Times and other regional newspapers; August–June 1883: Heart and Science serialized in Belgravia Magazine

1883 April: Heart and Science published in volume form; 9 June: Rank and Riches opens at the Adelphi Theatre, and is a failure; 15 December–12 July 1884: ‘I Say No’ serialized in the Glasgow Weekly Herald and other regional newspapers

1884 January–December: ‘I Say No’ serialized in London Society; October: ‘I Say No’ published in volume form

1885 28 August: Tommie, Collins’s dog, dies; 30 October: The Evil Genius performed once at the Vaudeville Theatre for copyright reasons; 11 December–30 April 1886: The Evil Genius serialized in the Leigh Journal and Times and other Tillotson titles

1886 September: The Evil Genius published in volume form; 15 November: The Guilty River published in volume form

1887 May: Little Novels, a collection of short stories, published in volume form

1888 February: Moves to 82 Wimpole Street with Caroline Graves; 17 February–29 June: The Legacy of Cain serialized in the Leigh Journal and Times and other Tillotson titles; November: The Legacy of Cain published in volume form

1889 30 June: Suffers a stroke; 6 July–28 December: Blind Love serialized in the Illustrated London News, completed by Walter Besant after Collins’s death; 23 September: dies at 82 Wimpole Street; 27 September: funeral at Kensal Green Cemetery; 24 October: auction of furniture and effects

1890 January: Blind Love published in volume form; 20 January: auction of library and manuscripts; 22 February: auction of pictures and drawings; February: The Lazy Tour of Two Idle Apprentices published in volume form by Chapman and Hall

1895 June: Caroline Graves dies and is buried with Collins

1919 Death of Martha Rudd


INTRODUCTION

I

The Woman in White is generally regarded as the first sensation novel, an enormously influential branch of Victorian fiction which fused the apprehensive thrills of Gothic literature with the psychological realism of the domestic novel. Using a high-impact style of narrative that put its characters through a series of extreme mental experiences, Collins and his imitators (writers such as Mary Elizabeth Braddon, Charles Reade, Ellen Wood and Rhoda Broughton) brought the terrors of the Gothic novel down from mouldering Italian castles and into the back parlours and drawing-rooms of a recognizably modern, middle-class Victorian England. Their dark plots – which usually hinged on murder, madness, bigamy or all three – were hatched in contemporary country manors and on brand-new suburban housing developments. They described an England full of murky possibilities, in which – for instance – a respected baronet might incarcerate his wife in a private lunatic asylum for financial gain; a seemingly-virtuous young lady might attempt to kill her husband by pushing him down a well; a newly wed woman might celebrate her honeymoon by offering her spouse a glass of poisoned lemonade. In fact, just the sort of sensational crimes that captivated the readers of popular penny newspapers. Behind the closed doors of undistinguished British households, the genre suggested, all manner of criminality, misery and insanity might be concealed. As Henry James commented, ‘To Mr Collins belongs the credit of having introduced into fiction those most mysterious of mysteries, the mysteries which are at our own doors.’1

Collins had a different phrase, ‘the secret theatre of home’,2 on whose stage sinister family dramas were played out. In his fictions, the domestic sphere is rarely a reassuring environment – it is characterized by the threat of violence, criminality, or the attack of physical and mental illness. His novels are rich with troubling households. The Woman in White assembles a dubious aristocrat, an obese Italian count with a passion for white mice, vanilla bonbons and poison, an effeminate hypochondriac and a moustached lady. Poor Miss Finch (1872) gathers together under one roof the French widow of a South American revolutionary, a blind heroine, a brutish German oculist and a pair of identical twins, one of whom has turned himself blue by drinking silver nitrate. The Law and the Lady (1875) offers a disconcerting relationship between a cross-dressed female servant and her legless master (who, when not leaping about on his hands, is careering around in his wheelchair claiming to be Napoleon and Shakespeare). For the protagonists of The Woman in White, home is a place where you fall ill, and risk being murdered or driven insane. Collins and his fellow sensationists re-mapped the ‘knowable communities’ within which writers such as George Eliot, Elizabeth Gaskell and Margaret Oliphant plotted their fictions as territories that were unknowable, or at least dangerous to know. Their readers found this both alarming and exhilarating.

The rise of the sensation novel was intimately connected with the development of Victorian consumer culture, a shift in social and economic behaviour that brought about the near-industrialization of pleasure. More novels were published than ever before. The appetite for gadgetry and consumer goods generated by the Great Exhibition of 1851 continued to grow. Public shows became bigger, more grandiose affairs backed up by publicity campaigns in the national press. The sensation novel found willing readers in a Victorian public hungry for large-scale spectacular entertainments. While novels such as The Woman in White, Braddon’s Lady Audley’s Secret (1862) and Wood’s East Lynne (1861) did smart business at the circulating libraries, audiences flocked to have their nerves pleasurably jangled by sensational public spectacles. New technologies of entertainment – zoetropes, panoramas, dioramas, neoramas, nausoramas, physioramas – offered the paying public new visual sensations and the realization that their subjectivities could be manipulated to disorientating and satisfying effect.3 The French acrobat Blondin made death-defying tightrope walks – crossing the wire blindfolded, in armour, in a sack or wheeling a stove upon which he cooked an omelette which was then eaten by a member of the crowd. Freak shows – entertainments that now seem indefensible, but in their day were attended by people as respectable as you or I – enjoyed remarkable success throughout the 1850s and 60s, with bizarre personalities such as Julia Pastrana the Bear Woman (first exhibited 1857) and the Sensational Talking Fish (1859) dispensing thrills for a shilling to the paying public, under the guise of scientific edification. (For an extra fee, your favourite freak could also visit you in your own home.)4 The so-called ‘sensation dramas’ of Dion Boucicault – grandiose melodramas written around elaborate stage technology – wowed Londoners, including Queen Victoria, who went twice to watch the near-drowning of the heroine of The Colleen Bawn (1861) in a torrent of artificial waves. Penny newspapers, made possible by the repeal of the Newspaper Stamp Tax in 1856, encroached upon the circulation figures of The Times by filling their pages with accounts of sensational crimes. And while the grown-ups pored over the details of the latest garroting or poisoning case, or (thanks to the Matrimonial Causes Act of 1857) the juicy details of other people’s marital catastrophes, their children devoured penny dreadfuls – hack-written sensation stories which related the adventures of bloodthirsty highwaymen, detectives and pirates.5

The Woman in White was consumed as breathlessly as these other products of Victorian sensation culture. The progress of the plot became a dinner-table topic and bets were struck on the outcome of this or that situation. Collins received letters from single men demanding to know the identity of the original for his heroine Marian Halcombe, and if she would accept their hand in marriage. A merchandising industry geared up to cash in on the popularity of the novel. Loyal fans could spray themselves with Woman in White perfume, wrap up in Woman in White cloaks and bonnets, and dance to various Woman in White waltzes and quadrilles. The future Prime Minister William Gladstone cancelled a theatre engagement in order to continue reading it. The poet Edward Fitzgerald read it at least five times, and considered naming his herring-lugger Marian Halcombe, ‘after the brave girl in the story’. Thackeray spent a whole day absorbed in the novel. Prince Albert was a great admirer, and sent a copy to the royal family’s most trusted adviser, Baron Stockmar. The Duc d’Aumale admired Emil Forgues’s translation La Femme En Blanc so much that he wrote to Collins ‘in raptures’.6 During its serialization, crowds besieged the All the Year Round offices on the day a new number was issued. The management of the Surrey Theatre rushed a pirated stage adaptation into production, much to the author’s displeasure. Walter was revived as a popular name for babies by parents enamoured of the admirable qualities of the book’s hero, Walter Hartright. The principal villain had his admirers, too. Fosco became a favourite moniker for cats and – a few years later – Oscar Wilde’s undergraduate nickname. The novel has never been out of print.

The plot of The Woman in White deals in madness and nervous excitement, and the novel was read with the same manic urgency. It offered jittery pleasures, somatic shocks – effects which worked upon the bodies of its readers. It aimed to sensationalize them – to make them catch their breath, their hearts beat faster, their eyes move more feverishly over the page. It aimed to inspire what Wilkie Collins’s friend Edmund Yates called ‘the “creepy” effect, as of pounded ice dropped down the back’.7

Its structure was startlingly innovative, and worked to heighten such effects: instead of events being mediated through the ironic voice of an omniscient narrator, Collins allowed his characters to speak for themselves like witnesses at a criminal trial.8 Without the comfortable distancing device of an authorial voice – a cool ironist like Jane Austen, a tub-thumping showman like Charles Dickens or an earnest philosopher like Thomas Hardy – readers were excitingly proximate to the sensations suffered by the protagonists. During the course of The Woman in White, its narrators are attacked, drugged, tricked and terrified. Their subjective accounts of these harrowing experiences position the reader in the same disadvantaged position. Narrators like Marian Halcombe and Walter Hartright collapse into silence, leaving the reader with a page of blank text, a line of asterisks, a question unanswered until the next volume or serial number. Unpoliced by any narrator, they are also free to lie to us. Count Fosco’s testimony contains obvious untruths. Might Walter’s account of himself also contain deliberate errors, elisions or self-justifying fictions? How do we know that their narratives are not misleadingly partial, or if they have been tampered with by a third party? The formalist critic Tzvetan Todorov defined the ‘suspense novel’ as one in which the narrator abandons his or her objectivity and is ‘integrated into the universe of the other characters’.9 However, in the sensation narrative, the immunity of the reader is also dismantled. The novelist and critic Margaret Oliphant, who was a firm enemy of the sensation genre, wrote in Blackwood’s Edinburgh Magazine of the famous encounter between Anne Catherick and Walter Hartright on the moonlit London road: ‘the shock is as sudden, as startling, as unexpected and incomprehensible to us as it is to the hero of this tale’. This shock, she argued, produces a ‘mysterious thrill’ that ‘few readers will be able to resist’.10 These moments of dislocation and disorientation were staged within sensation fiction, and passed to its readers, like an electric charge.

However, the term ‘sensation fiction’ was rarely used by the novelists whose work was regarded as part of the genre. It was a pejorative term promulgated in the journalism of conservative literary critics, who argued that the hysterical tempo of such narratives would infect the body of British literature with a morbid quality which was perceived to be an import from French fiction. For instance, one editorial writer in the Daily Telegraph invoked The Woman in White in a piece that condemned the corruption of French culture: ‘there is hardly a French novel without one portion of its contents being given over to adultery, another to an orgie, and the third to a duel’. In an unwitting paraphrase of Count Fosco’s characterization of England as ‘the land of domestic happiness’, this writer remarked: ‘Mr. WILKIE COLLINS and his colleagues, male and female, depict a world which we think too well of English society to believe in.’11 For such commentators, The Woman in White libelled English household culture and threatened to corrupt native literary tastes. Oliphant wrote in Blackwood’s: ‘The violent stimulant of serial publication – of weekly publication, with its necessity for frequent and rapid recurrence of piquant situation and startling incident – is the thing of all others most likely to develop the germ, and bring it to fuller and darker bearing. What Mr. Wilkie Collins has done with delicate care and laborious reticence, his followers will attempt without any such discretion.’ Collins was philosophical about such criticisms: ‘The dull people decided years and years ago, as everyone knows, that novel-writing was the lowest species of literary exertion, and that novel-reading was a dangerous luxury and an utter waste of time.’12

Although the debate over sensation fiction’s propriety rumbled on throughout the 1860s – and intensified once Lady Audley’s Secret hit the railway bookstands – it is easy to take the huffings and puffings of these critics too seriously. Accounts of sensation fiction have tended to dwell on these acts of censure as much as the novels themselves, recycling the same disapproving comments by writers such as Oliphant and Henry Longueville Mansel, a bishop who castigated Collins and Braddon for ‘preaching to the nerves’.13 The pleasure of sensation narrative was queasy and neurotic, but it was one that was pursued by large numbers of Victorian readers who probably regarded the health warnings of such reviewers as part of the fun. Gleeful and ironic assessments of the depravity and hysteria that sensation fiction was held to engender in its consumers are probably a better guide to contemporary responses to the genre. Although sensation fiction explored a range of concerns about criminality, madness and the tyrannies or inadequacies of the law, these were explorations in which most Victorian readers clearly took pleasure. Writing in Mary Elizabeth Braddon’s periodical Temple Bar in 1863, George Augustus Sala compared the chaos of that year’s Lord Mayor’s Parade with ‘the phantasmagoric vision of a raving maniac with superadded delirium tremens, who has been supping on raw pork chops with Mr. Home the medium, and reading Hoffmann’s Tales and The Woman in White to the accompaniment of cavendish tobacco and strong green tea’.14 Allusions like this mock the po-faced disapproval with which sensation novels were routinely treated in stuffy journals such as Blackwood’s and the Christian Remembrancer. Similarly, you didn’t have to dislike sensation fiction as much as Oliphant to appreciate the irony of Punch’s mock-prospectus for a new journal entitled ‘The Sensation Times’:

This Journal will be devoted to the following subjects; namely Harrowing the Mind, making the Flesh Creep, Causing the Hair to Stand on end, Giving generally Unfitting the Public for the Prosaic Avocations of Life… A Sensation Novel itself, in which atrocities hitherto undreamed of, even by the most fashionable fictionists of Paris, will form a feature in the new journal, and a large sum, under the name of a subscription, has been handed to the Society for the Suppression of Vice, in order to ensure its non-interference with the forthcoming tale.15

II

[Note: if you do not wish to discover the secret of The Woman in White, read the rest of this introduction after you have finished the novel.]

Wilkie Collins, Mary Elizabeth Braddon, Ellen Wood, Charles Reade, Rhoda Broughton: these five names comprise what almost amounts to a literary movement. Their personal and professional lives certainly had many points of contact, especially when Charles Dickens is added to the equation. The Woman in White, The Moonstone (1868) and Reade’s Hard Cash (1863) were all published in Dickens’s periodicals. Wood serialized Reade’s Griffith Gaunt (1866) in her journal, Argosy. The friendship and exchange of letters between Dickens and Collins was mirrored by a similar relationship between Collins and Reade. Reade also maintained a warm correspondence with Braddon, and dedicated his novel The Wandering Heir (1875) to her.16 Braddon regarded Collins as ‘assuredly [her] literary father’ and admitted that the plot of Lady Audley’s Secret owed much to The Woman in White.17 Braddon, Dickens and Collins were on good terms with Edward Bulwer-Lytton, who is often regarded as a progenitor of sensationism.18 Bulwer-Lytton once entertained Braddon by showing her his private collection of photographic portraits of maniacs, and his reckless attempt to incarcerate his wife Rosina (see part III below) may well have inspired elements of some of die best-known sensation fictions.19 Braddon was an admirer and editor of Broughton, whose Cometh up as a Flower (1867) appeared in Temple Bar (a magazine owned by Braddon’s common-law husband, John Maxwell), as did the serializations of Collins’s The Two Destinies (1871) and The New Magdalen (1873). The opening night of the revival of Collins’s polar melodrama The Frozen Deep (1856), 21 October 1866, 1866, put Dickens, Collins, Braddon and Reade altogether in the crush bar of the Olympic Theatre. The theatre, then under the management of impresario Horace Wigan, staged a revised version of the play, with Collins and Dickens overseeing rehearsals. Reade’s diary states that Wigan was ‘good enough to give me an excellent box’ for the first performance.20 Reade chatted with Braddon at the interval. ‘Says she got the plot of “Birds of Prey” at my table,’ he noted.21 (The novel, published in 1867, is dedicated to him.)

The Woman in White, however, remained the keystone of the genre. Writing in 1871, Edmund Yates recalled that the novel was ‘known to the entire world through the medium of translation into every civilized language’. It was ‘a book that at once placed the author in the front rank of European novelists’.22 Comments like this have propagated the myth that the novel, in the words of Collins’s most insightful biographer, Catherine Peters, ‘burst like a meteor on an unprepared public’.23 William Wilkie Collins, although not a household name, was far from obscure to those in the literary and artistic know. He was born in 1824, the son of William Collins, RA, the eminent landscape painter. His childhood was spent on the move between houses in Italy and England, until the family returned to London for good in August 1838. After leaving his north London boarding school in 1843, he made a brief foray into the tea trade (apprenticed to Edmund Antrobus of the Strand), a half-hearted attempt to follow his father into the artistic world (he had a painting, The Smuggler’s Retreat, accepted for the Royal Academy Summer Exhibition of 1849) and an equally short-lived attempt to join the legal profession. He was admitted to study at Lincoln’s Inn in 1846, and although he was called to the Bar in 1851, never practised. Fiction was his private passion, and his first efforts were written under the influence of Gothic fiction and the historical novels of Bulwer-Lytton. A bloodthirsty Polynesian romance entitled Iólani (written 1844) was rejected by Longmans.24 In 1846 he began work on Antonina, or the Fall of Rome, a historical melodrama modelled on Bulwer-Lytton’s The Last Days of Pompeii (1834). But his labours were interrupted when, in February 1847, his father died from a heart condition. Collins loyally produced a memoir of his distinguished parent, and then returned to Antonina, which was accepted by Bentley and published in 1850. The novel made him a minor literary celebrity, and brought him into contact with Dickens, with whom he formed the most important friendship of his life. The modest success and overgenerous critical notices for Antonina allowed Collins to take up writing full-time. He published three more novels – Basil (1852), Hide and Seek (1854) and The Dead Secret (1857) – and produced short fiction and journalism for Dickens’s periodicals Household Words and All the Year Round. When Dickens decided, during the serial run of A Tale of Two Cities (30 April–26 November 1859), that a work of original fiction should be the regular headlining piece in All the Year Round, he immediately commissioned The Woman in White from Collins. The relationship between the two writers was more than professional, however: Dickens and Collins holidayed together, toured the demi-monde of Paris together, combined their questionable acting talents in amateur dramatic productions of Collins’s The Frozen Deep and Bulwer-Lytton’s comedy Not So Bad as We Seem (1851), and embarked upon literary collaborations such as The Lazy Tour of Two Idle Apprentices (1857), a jokey travelogue of their walking tour of Cumberland. They also shared their sexual secrets: Collins knew of Dickens’s dissatisfaction with his wife, and his affair with Ellen Ternan, a nineteen-year-old actress. Dickens was privy to the most significant secret of Collins’s life – Caroline Graves.

Many facts about the life of Caroline Graves remain unknown – a testament to how easily the traces of an identity (particularly female identity) could be obfuscated or erased in Victorian society. She claimed that she was the daughter of a gentleman named Courtenay, and that her husband, Robert Graves, was a gentleman of independent means. In truth, her father was a carpenter from Gloucestershire, and her husband a shorthand writer from a family of stone-masons. She and her young daughter Harriet lived with Collins from 1858, and apart from a separation between 1868 and 1871, they remained together for the rest of their lives – despite the fact that Collins took on a second partner, Martha Rudd, in 1864. Like Reade’s mistress, the actress Laura Seymour, Caroline Graves was known to the world as Collins’s housekeeper. She did not accompany her lover on social engagements. The circumstances of their meeting are unknown. However, as they were both living in lodgings off the Tottenham Court Road in the spring of 1856, it is likely that they became known to each other during this period. In the absence of any real information, myths have accumulated around their relationship that suggest that their first encounter inspired the dramatic meeting between Walter Hartright and Anne Catherick in the first number of The Woman in White.

It is an attractive anecdote that can probably be discounted as fantasy – though whose fantasy remains unclear. Recorded by J. G. Millais in his memoir of his father, the painter John Everett Millais, the story goes like this: One moonlit summer night in the 1850s, Wilkie and his brother Charles Allston Collins were escorting Millais from one of their mother’s parties in Hanover Terrace to his home at 83 Gower Street. Their conversation was suddenly arrested by a piercing scream which came from the garden of a villa close at hand. Before they could decide what course of action to take, the iron gate leading to the garden was thrown open, and from it came ‘the figure of a young and very beautiful woman dressed in flowing white robes that shone in the moonlight’. Running into the three men, she came to a halt and ‘paused for a moment in an attitude of supplication and terror’. Then, suddenly coming to her senses, she raced off again to the shadows.

‘What a lovely woman!’ was all Millais could say. ‘I must see who she is, and what is the matter,’ said Collins, as, without a word he dashed off after her. His two companions waited in vain for his return, and next day, when they met again, he seemed indisposed to talk of his adventure. They gathered from him, however, that he had come up with the lovely fugitive and had heard from her own lips the history of her life and the cause of her sudden flight. She was a young lady of good birth and position, who had accidentally fallen into the hands of a man living in a villa in Regent’s Park. There for many months he kept her prisoner under threats and mesmeric influence of so alarming a character that she dared not attempt to escape, until, in sheer desperation, she fled from the brute, who, with a poker in his hand, threatened to dash her brains out. Her subsequent history, interesting as it is, is not for these pages.25

The story, recounted in 1895, is uncorroborated by any reliable source, and reads suspiciously like a hybrid of Collins’s famous scene and details from George du Maurier’s Trilby (1894). In Du Maurier’s novel, three artists fall in love with a young woman in the thrall of the villain’s mesmeric powers. It was enormously popular as Millais wrote his memoir. But Kate Dickens, who married Charles Allston Collins, is said to have believed that this woman in white was indeed Caroline Graves.26 However, the painter Henrietta Ward also claimed that she knew the source of Collins’s inspiration for the novel. Ward – whose engagement at the age of fourteen to Wilkie’s lifelong friend Edward Ward (no relation) may have inspired the plot of Basil – claimed to have furnished Collins with his most celebrated plot. Nuell Pharr Davis, author of one of the first biographies of Collins, reports:

One day at Slough Henrietta told him how a Mrs Coffin was causing near-panic there. She would dress in white like a ghost and go out and scare children playing in the cemetery at dusk. Wilkie walked home roundabout through Hampstead Heath thinking of Mrs Coffin and of Caroline, once herself an apparition. The two incidents and the setting of the Heath fitted together in his mind as the cardinal points of his story.27

Again, the attractiveness of the anecdote is probably a measure of its unreliability. Clyde K. Hyder has established the most plausible source for the story as Maurice Méjan’s Receuil des Causes Célèbre (1808), a kind of French Newgate Calendar that Collins had picked up from a Paris bookstall in 1856. He mined the book for a series of semi-fictionalized accounts of French criminal cases that he supplied for Household Words. ‘The Poisoned Meal’ (18 September–2 October 1858) is a typical example: a bloody little tale about a serving girl framed for murder by her employers, who accused her of lacing a hasty pudding with arsenic. This is Collins at his most lip-smackingly prurient, ending weekly instalments with lines like ‘the Torture Chamber was open to receive her’.28 The twenty-six volumes of Méjan’s criminal archive were also to inspire his most ambitious project to date.

Méjan’s case of Madame de Douhault provides many of the most important plot details of The Woman in White. Adélaïde-Marie-Rogres-Lusignan de Champignelles (1741–1817) married the Marquis de Douhault in 1764. By 1787 she was a widow. Her father had died in 1784, but Madame de Douhault’s brother had connived to take most of their father’s estate for himself, leaving their mother in difficult financial circumstances. Madame de Douhault was persuaded to confront her brother over the matter of the inheritance by her sister, the Abbess of Montargis, and wrote to her friend Madame de Polignac that she was resolved to make the journey from her home in Chazelet to Paris and settle this difficult family business. In December 1787 she took a handful of servants and set out for the capital, breaking her journey in Orleans, where she usually stayed with her nephew, M. Dulude. Oddly, her nephew refused to receive her, telling her instead to go to the house of their relative, Madame de la Roncière, where she was received graciously.

Just before Madame de Douhault was due to move on, her hostess invited her for a carriage-ride along the banks of the Loire. During the ride Madame de Roncière offered her guest a pinch of snuff. Soon after taking it, she suffered an intense headache. The carriage returned home, and the guest was put to bed. Several days later Mme de Douhault awoke in Salpêtrière insane asylum on the outskirts of Paris. The attendants, who knew her as Madame Blainville, took her protestations as proof of her insanity. Her letters were intercepted, and she discovered that her brother had announced her death and claimed her estate. Eventually she managed to send a letter to Madame de Polignac, who procured her release and, Méjan mentions, returned to her the white dress that she was wearing when she entered the asylum. Although all of Madame de Douhault’s former servants succeeded in identifying their mistress, her brother contrived to keep her case against him dragging through the courts for years. She never recovered her fortune or her name and died in poverty in 1817.

The story contains all the elements that make The Woman in White a startling novel: an exposure of the terrifying permeability of diagnostic categories such as sanity and madness; the powerlessness of the subject under the tyranny of expert medical opinion; the ease with which identities could be obliterated or concealed; the vulnerability of women under a legal system that afforded them no status; the home’s transformation into a place of life-threatening illness and danger. There were strong reasons why Collins’s high-impact style of fiction needed to take account of clinical themes. By the late 1850s, the genre of domestic fiction – practised by authors such as Charlotte M. Yonge and Margaret Oliphant – had become die dominant stylistic mode. Its interest in psychological realism had established standard structures of interiority and continuity, critical yardsticks by which the novelist’s skill was measured. Collins wanted to retain this realism, but he also wanted to inspire pleasurable anxiety in his readers. The rise of the neurotic narrator was a product of diese competing desires. The violent shocks of sensation narrative were forced to ground themselves within contemporary debates about the nature of identity and the science of mental pathology.29 If the narrative demanded that its narrators be put through extreme experiences, then those experiences would have to take their toll upon the bodies and minds of these characters. As freak shows turned to biological science to rationalize their gruesome thrills, the sensation novel turned to medicine to provide a vocabulary through which to register and accommodate the shocks and wonders to which it subjected its characters.

Collins was no stranger to either physical or nervous illness, and it was during the late 1850s that the relationship between the writer and his sensitive nerves began to get really intimate. His letters givea vivid picture of his ailments. ‘I have been suffering torments with a boil between my legs,’ he confided to his bank manager, Charles Ward, from Church Hill Cottage (a rented house in Broadstairs to which he had retired in August 1859 to begin The Woman in White), ‘and write these lines with tile agreeable prospect of a doctor coming to lance it. I seem destined, God help me, never to be well.’ His most disabling pain came from attacks of ‘rheumatic gout’ which came on during periods of intense activity. ‘The Gout has attacked my brain,’ he once opined to his close friend Edward Pigott, editor of a socialist newspaper, the Leader. ‘My mind is perfecdy clear – but the nervous misery I suffer is indescribable.’30 It also attacked his eyes, forcing him, during the writing of The Moonstone, to resort to the services of a dictation secretary – who was so discomfited by. his screams of pain that he had to be replaced. Collins’s nervous illnesses were at the root of his addiction to laudanum – a potentially hallucinogenic cocktail of opium and alcohol, available over die chemist’s counter as Batdey’s Sedative Solution, Dalby’s Carminative or Mother Bailey’s Quieting Syrup. When Francis Carr Beard became Collins’s doctor in 1859, he immediately began to prescribe the drug to him as a gout remedy. Ten years later, Collins was a confirmed addict, confessing to his friends that he suffered visions in which he was menaced by ghosts, a mysterious doppelgänger and a monstrous green woman who sprouted a pair of tusks. At a dinner party, the eminent surgeon Sir William Fergusson told Collins that he was downing enough of the drug each day to kill everyone present at his table. Chemically induced delusion, and intense nervous discomfort, were well within his experience.

The medical plot is supremely important in Collins’s fiction: his novels and short stories abound with characters who suffer from strange illnesses and conditions: idiopathic epilepsy and congenital blindness in Poor Miss Finch; nervous aversion to light in The Two Destinies; hereditary monomania in ‘Mad Monkton’ (1853). The Woman in White has Frederick Fairlie, ‘a bundle of nerves dressed up to look like a man’, who performs his hypochondria with the self-consciousness of a fading operatic diva: ‘Pray excuse me,’ he exclaims during his interview with Walter. ‘But could you contrive to speak in a lower key? In the wretched state of my nerves, loud sound of any kind is indescribable torture to me.’ Most significantly, there is the Woman of the title. Or rather the two women in white: the madwoman Anne Catherick, imprisoned against her will in a private lunatic asylum, and Lady Glyde, with whom she is forced to exchange her identity. The effortlessness with which this process is accomplished exploits a topical scare-story of 1858–60: the threat of wrongful incarceration in a madhouse.

III

The end of the 1850s saw a so-called ‘lunacy panic’ in Britain, the result of a spate of cases involving individuals wrongly diagnosed and certified insane, and forcibly committed to madhouses. An interview conducted with Collins in 1871 by Yates reveals the explicit part played by these events in the composition of The Woman in White:

Having to write a story for All the Year Round, he cast about for a central idea, novel and strong enough to carry three volumes on its back. It happened that at this time he received a letter asking him to take up some case of real or supposed wrongful incarceration in a lunatic asylum. His thoughts being directed into this groove, he next came upon an old French trial turning on a question of substitution of persons, and it once struck him that a substitution effected by the help of a lunatic asylum would prove a strong central idea.31

There are no details as to whose case was brought to Collins’s attention, but during the summer of 1858, the pressure for a public inquiry into such abuses from individuals, newspapers and organizations like the Alleged Lunatics’ Friend Society resulted in the formation of a Select Committee to investigate the truth of these scandals. Just as worryingly, rumours were apparently circulating that Queen Victoria was succumbing to porphyria, the genetic brain condition which afflicted her grandfather, George III.32 Baron Stockmar, who, as has been noted, was sent a copy of The Woman in White by the Prince Consort, ‘is alleged to have described the Prince [Albert] as “completely cowed” and living in perpetual dread of bringing on the “hereditary malady” in the Queen’.33 Out in the country, the penny newspapers were fuelling speculation that the madhouses of England might contain an unknown number of sane individuals, put there for pecuniary reasons. Were medical men colluding with unscrupulous families who wanted to rid themselves of difficult relations? In Masters of Bedlam, Andrew Scull, Charlotte MacKenzie and Nicholas Hervey write:

On the shoulders of the Lunacy Commission the burden of reassuring the public principally fell, and in many respects the task proved impossible. The boundary between sanity and madness was and remains labile and uncertain; and there were inescapable moral and social components in all such judgements. As periodically became transparent, the very bases of the doctors’ judgements about questions of lunacy were often heavily value-laden, so that in their eyes insanity, eccentricity, and immorality became all but indistinguishable – a situation that naturally provoked considerable public concern. Increasingly, however, alienists insisted that the identification of madness was a judgement experts alone could render, and they sought to define lay intervention in these matters as presumptively illegitimate. And yet it was precisely the motives and competence of the ‘experts’ that large segments of the public seem to have questioned.34

The concerns raised about the relationship between the asylum offered by the home and the asylum offered by the madhouse are played out in the plot of The Woman in White. But, as John Sutherland has demonstrated in his book Victorian Fiction: Writers, Publishers, Readers, the question of insanity diagnoses and the problem of how to dispose of troublesome women were being hotly contested in Collins’s own circle.35

One of the events that cemented the long friendship between Dickens and Collins was their acting together in Bulwer-Lytton’s Not So Bad as We Seem. Bulwer-Lytton, the First Baron Lytton, was a close friend of Dickens and a regular contributor to Household Words and All the Year Round. On 16 May 1851, Not So Bad as We Seem was performed at the home of the Duke of Devonshire, in aid of the Guild of Art and Literature, with a cast that included Mark Lemon (the editor of Punch), John Forster (then secretary to the Commissioners for Lunacy) and Robert Bell (co-proprietor of the Manor House private asylum in Chiswick). Dickens ensured that a police guard was on the door because of threats from Rosina Bulwer Lytton, Edward’s estranged wife, who publicized her intention to assault Queen Victoria and the Prince Consort as they attended the opening night. Rosina had separated from the Baronet in 1836 on very bad terms, and had barraged him with insulting letters – sent to him, his friends and the press – and humiliated him with a series of vicious romans-à-clef.36 Her ire had intensified in 1848, when her husband had refused to grant her access to the death-bed of their nineteen-year-old daughter Emily, who – like Margaret Sherwin in Collins’s Basil – died of typhoid in a cheap London boarding-house. In June 1858, Rosina Butwer Lytton (who did not use her husband’s hyphen) made her most outrageous attack yet. As Bulwer-Lytton addressed a crowd of electors in his Hertford constituency, she took the stand and launched a bitter attack on him, accusing him of murdering their daughter, of adultery, brutality and refusal to grant her an adequate allowance. Sex scandals involving MPs were as popular in 1858 as they are today, and the Baronet was forced to flee a jeering and angry crowd. Amazingly, they voted him back in.

As a result of this affair, Bulwer-Lytton had Rosina abducted by force by two hired thugs and committed to the Wyke House Lunatic Asylum in Brentford. She was certified insane on the authority of John Conolly and L. Forbes Winslow, two of the most eminent mad-doctors in the country. Forbes Winslow was editor of the Journal of Psychological Medicine and Mental Pathology, and the founder of forensic psychiatry. Conolly had begun his career as an idealistic reformer, dedicated to throwing out the handcuffs, restraint chairs and screw-gags that formed the standard equipment of most British asylums. But by 1859, he had become a much more conservative figure, advocating the confinement of ‘young women of ungovernable temper… sullen, wayward, malicious, defying all domestic control; or who want that restraint over the passions without which the female character is lost’.37 He was later satirized as the unstable Dr Wycherly in Reade’s asylum novel, Hard Cash. Bulwer-Lytton’s attempts to silence his wayward wife misfired badly. He did his best to suppress press accounts of Rosina’s abduction: he clearly leaned on Lemon not to allude to the affair in Punch, and on his friend, the editor of The Times, John Delane, to remain silent. But other newspapers (the campaigning Daily Telegraph, for instance) did not bend to his wishes. The scandal that erupted was so intense that Conolly and Forbes Winslow were forced to re-evaluate Rosina’s condition and concede that her sanity was not in question. Bryan Procter, one of the metropolitan Commissioners in Lunacy, was also present at her second examination, and is the only member of this eminent circle for whom Rosina had any respect. He is the dedicatee of The Woman in White, and doubtless supplied Collins with many of the novel’s clinical details. He had also advised their mutual friend William Thackeray about what to do with his manic-depressive wife, Isabella. (She was packed off to Camberwell and spent the rest of her life lodging in semi-secrecy with a Mrs Bakewell.) Collins’s use of a plot about an ageing, balding, sour-tempered baronet who incarcerates his sane wife in a lunatic asylum greatly pleased Rosina, who wrote to Collins to say that she could provide him with material from her own experience that would enable him to create the most dastardly villain in literary history. ‘The man is alive,’ she wrote, ‘and is constantly under my gaze. In fact he is my husband.’38 For his part, Bulwer-Lytton dismissed the novel sourly in a letter to Frederick Lehmann as ‘great trash’.39 Interestingly, the Baronet was full of praise for Lady Audley’s Secret, which concludes with its unpredictable heroine’s imprisonment in a French lunatic asylum. James Maxwell – the publisher with whom Braddon cohabited – had a wife detained in an Irish lunatic asylum.

Collins was not the first or the last novelist to terrorize his readers by exposing the malleability of definitions of sanity and insanity, and of the domestic conspiracies that this could facilitate. Henry Cockton, in his Valentine Vox, Ventriloquist (1840), had argued that ‘Any one may in a moment be seized, manacled, and beaten into a state of insensibility, and carried away, without the power of applying to any tribunal’,40 and novels such as Hard Cash and William Gilbert’s Shirley Hall Asylum (1865) mined the same rich vein of anxiety. However, The Woman in White is not a campaigning novel. Although its structure echoes the processes of a criminal trial, it does not agitate explicitly for a change in the law. It simply suggests that the domestic space might be home to a number of alarming possibilities. It proposes that a husband may drug his wife, rob her of her legal identity and have her confined in a lunatic asylum, simply in order to pay off his bills. It implies that servants and family could be bribed or manoeuvred into colluding with such a plot, and that the law would be powerless to detect the process. But it also suggests that such crimes can only be combated with tough vigilante action that takes as little heed of legal processes as Fosco and Sir Percival’s deadly scam. Marian and Walter succeed in freeing Laura from her captors, but they do so by connivance and bribery, not by appealing to the authority vested in men like John Forster or Bryan Procter. Justice is not won in the courts, but through violent independent action. It is this action that secures them the right to narrate the events of the story.

Ambiguities within the act of narration are one of the book’s most powerful sources of unease. Walter leaves Sir Percival to die in the fire at Old Welmingham Church, but as he is narrating these events without the editorial input of an omniscient narrator, can we really trust his account? Was he really powerless to save the Baronet? Could Walter have done the decent thing? The death of Count Fosco is a more sinister affair. It is true that Walter and Marian have no hard evidence of his villainy, but the readership of 1859–60 would recall that the most sensational criminal trial of the decade – the case of the Rugeley poisoner William Palmer – had hung its prime suspect on purely circumstantial evidence. Rather than going to the police, Walter bypasses the law and appeals to a more malignant form of authority. Through his friend Professor Pesca, he calls in the Carbonari – a Mafia-like organization of Italian revolutionaries and assassins – to do the dirty deed for which he has no stomach. Once Fosco has been identified by Pesca, it is clear that it will only be a matter of time before the Mob catch up with him. Sure enough, we soon hear that the Count’s monstrous corpse has been discovered lying on a slab in the Paris Morgue, by which time Walter has married Laura and is enjoying the benefits of her fortune as freely as Sir Percival might have done. How much does Walter Hartright live up to his sunnily emblematic name? As one reads The Woman in White, it becomes increasingly difficult to establish a broad, empirical view of its events. As its characters abandon legal strategies for direct action, the novel stages the spectacular failure of such supposedly impartial processes as criminal justice and the veracity of a novel’s narrator. This is why it is a novel that can bear so much reading and re-reading, long after the guilty parties have been identified and we know who dunnit. The subjective structure of the novel suggests that its testimonies might contain a whole world of equivocation, doctoring and deliberate ambiguity. Lies are told; texts invade other texts. The bundle of documents that we are handed might be a full and true account of the Laura Glyde Affair. On the other hand, these papers might be the self-justifying trickery of their editor, the middle-class upstart drawing-master who, by the book’s conclusion, has his feet comfortably under the table at Limmeridge. After reading The Woman in White, one can never quite believe in any novel as a seamless artefact untroubled by internal contradiction. Indeed, one can never quite trust a narrator again.
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A NOTE ON THE TEXT

The Woman in White first appeared in Charles Dickens’s weekly periodical All the Year Round, where it ran from 26 November 1859 until 25 August 1860. In America, it was serialized in Harper’s Weekly between 26 November 1859 and 4 August 1860. The novel was published in three-volume form by Sampson Low on either 15 or 16 August 1860 – the publisher’s advertisements state the first date, Collins’s records the second. Collins made small but significant adjustments to the text, removing some of the rhetorical material required of a weekly serial and bridging some instalments to make longer chapters. The three uneven ‘Parts’ that divided the novel in All the Year Round and Harper’s Weekly were recast as three more balanced ‘Epochs’. The most significant changes are noted in Appendix C.

Between August and November 1860 there were another eight three-volume editions. These ‘editions’ are what we would now term impressions, but there are minor differences between them. In August 1860, Harper and Brothers produced an illustrated one-volume edition for the American market, which retained the serial version of the text.

Having been alerted by a critical notice that the chronology of the narrative was at fault, Collins made important revisions for the ‘New Edition’ of 1861 (see its preface and note), issued by Sampson Low with a photographic portrait of the author and an illustration by J. Gilbert. The present edition is based on the New Edition of 1861 but is unchanged apart from the silent correction of obvious errors.

There have been several critical editions this century. Riverside (Boston), 1969 (ed. Anthea Trodd, with an introduction by Kathleen Tillotson); Penguin English Library, 1974 (ed. Julian Symons); Oxford World’s Classics, 1980 (ed. Harvey Peter Sucksmith); Everyman, 1991 (ed. Nicholas Rance); Oxford World’s Classics, 1996 (ed. John Sutherland). As will be abundantly clear, I am indebted to the work done by these previous editors in preparing the Notes to this edition.

The manuscript of The Woman in White is held by the Pierpont Morgan Library, New York (MA 79). It is a combination of annotated galley proofs from All the Year Round and autograph manuscript, and includes notes and emendations for the novel’s publication in its three-and one-volume forms.
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To 
BRYAN WALLER PROCTER;1

From one of his younger brethren in literature,
who sincerely values his friendship,
and who gratefully remembers
many happy hours spent in his house.
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