Part Two: German Texts as American Books
Chapter 3: “Family Likenesses”: Marlitt’s Texts as American Books

In 1871, The Nation remarked on striking national affinities in a set of recently translated German novels, half of which were by E, Marlitt, rendered by Annis Lee Wister. The reviewer found a “strong family likeness between the five or six novels which [Mrs. Wister] has put into English from the German.”
 Pursuing his domestic metaphor still farther, he remarked on the translator’s choice of material: 

By the time one has followed the four or five little Germans in whom Mrs. Wister has interested herself through their childhood of repression and outrage into their youth of noble aspirations after all sorts of freedom, and their very innocent and pretty love-making, and has seen how uniformly hypocritical and cruel are the religious people with whom they come in contact and how necessary it seems to the peace of mind of their creators that the disgraceful mysteries which usually hang around their birth should be carefully cleared away, so that notwithstanding suspicious eloquence about the natural equality of all men, they should be in reality well placed in all respects as their neighbors, it is impossible to not to feel as if one had got almost as near to the sentiments of Mrs. Wister as to those of Miss Marlitt, or Miss Von Hillern, or Ad. von Volckhausen. She has almost as certainly identified herself with a peculiar kind of thought and literature as if she had been producing original works.
 

In identifying this nascent vogue of German domestic fiction and affirming its suitability for Americans as “amusing summer reading,” The Nation touched upon two critical aspects of American reading of German popular fiction: the domestic and the national in their multiple meanings, thus adumbrating the double focus of this chapter.
 A closer look at three novels by E. Marlitt will bring into view some of these family likenesses as they surfaced in domestic fiction inflected by a German national imaginary. In each case close readings of the text combined with the distant reading of publication and consumption will illuminate the domestication of a foreign work in a new national context. These readings lay the groundwork for a more comprehensive view of the library of books translated from the German and their appeal in America.

* * *

Lippincott’s publication of Annis Lee Wister’s translation of both Das Geheimnis der alten Mam’sell and Goldelse in 1868 marked the start of the translation enterprise that made both Marlitt’s and Wister’s names famous in the United States among novel readers and that helped to sell these same readers on German women writers’ domestic fiction in general. Both of these novels were eventually multiply translated into English and appeared with many publishers. Both garnered long-term success with American readers and were reprinted well into the twentieth century. They were structured around romance plots that contained a healthy dose of social criticism and titillating secrets. Their mysteries catered to readers’ wish for entertainment; the solving of them called upon readers’ sense of virtue and justice, exposing bigotry and inappropriately wielded social and economic power. These mysteries inhered, moreover, in the very walls of the dwellings of bourgeois and aristocratic families: in Gold Elsie in an interior, hidden chapel in a rundown castle in Thuringia; in Secret in a hidden attic apartment and the foundations of a merchant’s home in an unnamed German home town. 

Desire in the Home Ground: Gold Elsie
Gold Elsie exemplifies Marlitt’s signature creation of an appealing simulacrum of women’s agency within the family. It opens in the capital city B. where Elizabeth Ferber makes her way through crowded streets lighted with gaslights to give music lessons.
 The capital is, however, not at the center of this narrative and soon drops off the horizon when the Ferber family settles in a crumbling castle in the region of Thuringia where Elizabeth’s father has taken a position as a forester’s clerk. The spirited young woman must now find her bearings in a community threatened by moral turpitude, social injustice, religious intolerance, and aristocratic pride. As is not uncommon in Marlitt’s plots, a household in disarray because of the autocratic rule of a woman with the wrong values plays a central role. The narrator describes the petty tyrannies and bigotries of the domestic sphere in excruciating detail, as Elizabeth, who is also known by the sobriquet Gold Elsie, becomes the target of the bile of the religious bigot and snob Baroness von Lessen.

With a plot advocating virtue and insisting on social justice that is also, as Kirsten Belgum has argued, pleasurably structured around female desire, Gold Elsie, Marlitt’s first full-length novel, and second to be translated in North America, sets the tone for the ensuing vogue of translated German fiction. 
  In a striking scene, Elizabeth, who once declared that she could not imagine “how . . . any one [could] love a stranger better than father and mother” experiences a sexual awakening beneath the cool eye of the male protagonist (100). A gifted pianist, the home-schooled Elizabeth performs with the full knowledge and enjoyment of her talent. Yet this performance feels different: “something blended with the tones that she could not herself comprehend; she could not possibly pursue and analyze it, for it breathed almost imperceptibly across the waves of sound. It seemed as though joy and woe no longer moved side by side, but melted together into one” (124). Nineteenth-century American readers looking for romance in their “wholesome” reading ought to have been able to recognize the erotic undertones of this euphemistic language.
 

The novel offers an array of delights for readers looking for this virtuous yet erotic fare that privileges a female protagonist. As readers vicariously experience Elizabeth’s sexual awakening, they also discern that this young woman unconsciously wields power over a much older and thus more experienced man, the thirty-seven-year-old Baron von Walde, by virtue of her charm, talent, virtue, intellect, and beauty.
 The narrative signals the baron’s unspoken and barely suppressed desire for the heroine through his unexplained moodiness and unmotivated gruffness toward her. While Elizabeth mistakes these signs, the text encourages readers to relish the hero’s growing yet unstated attraction to her as well as hers to him; indeed, the pleasure of reading Marlitt’s novels in general depends on readers having a clearer sense of the heroine’s feelings for the male protagonist and her effect on him than does the heroine herself. Readers are supposed to feel worry and frustration as the two repeatedly fail to come together when it is obvious to all but themselves that they should. 

Gold Elsie embeds the happy union of hero and heroine in a social context and thus provides a richly satisfactory conclusion to the novel. In addition to structuring a plot around the fulfillment of the longings of the heroine, Marlitt strengthens her case against the privileges of birth by foregrounding the selfish sexual power that immoral aristocratic men exercise over women of all ranks. The story’s chief villain, Emil von Hollfeld, tries to cheat the invalid Helene von Walde of her money by mercilessly exploiting her tender feelings for him. Furthermore, he takes advantage of the serving girl Bertha and then deserts her, leaving her to descend into madness. Finally he twice tries to ravish Elizabeth.

As if the social meaning of Hollfeld’s villainous sexuality were not manifest, Marlitt added the back story of the nobleman Jost von Gnadewitz who two hundred years earlier eloped with a gypsy and subsequently kept her prisoner in his castle where she pined for her lost freedom. Shortly after being baptized, she died giving birth to Jost’s son—the Ferbers learn that they are descended from this very son. Although the narrator somewhat glosses over the gypsy origins, their significance persists: rejecting their newfound nobility and thus the cruel ancestor who imprisoned the object of his desire, the Ferbers maintain a love of freedom and healthy self-pride that, the text intimates, they have inherited from their exotic female ancestor. 
As if to repair the social inequality that licenses men to treat women as they please, Marlitt refrains from killing off Bertha for her jealous attempt to murder Elizabeth. Instead Bertha recovers from her madness and emigrates to America with a man from her own social class who loves her. It is no coincidence that Marlitt’s homicidal madwoman bears the same name as Charlotte Brontë’s mad Bertha Mason in Jane Eyre (1847). The Old Mam’selle’s Secret also displays evidence of the author’s literary preoccupation with Brontë’s madwoman. Marlitt, however, treats her character more gently, blaming not her for her insanity, but instead the male roué.
 

The conclusion of the novel both communicates Marlitt’s central message of triumph of virtue over “servility, malice and hypocrisy” (138) (and particularly as these vices characterize the aristocracy) and enacts the fulfillment of desire, symbolized euphemistically by the baby Elizabeth holds in her arms on the final page. Elizabeth has achieved her heart’s desire; Baroness von Lessen and her deceitful son, Emil von Hollfeld, have been banished; Herr von Walde has lost his melancholy air; the castle has been remodeled and restored; and the region has relinquished its dark secrets of obsessive passion and social injustice to be restored to its better self.
 Elizabeth, adored by her husband, is “happy in the fullest sense of the word” (344).

Elizabeth’s happiness has been achieved not without some adventure and freedom. Yet the novel also limits women’s sphere of action and thus delivers safe reading. An exciting scene, for example, in which Elizabeth physically prevents an embittered gamekeeper from murdering Herr von Walde, the narrative immediately reins in the heroine again. Just after she has pulled back the arm of the would-be assassin “with all the strength of which she was capable” (188), her “feminine” nature reasserts itself and she trembles violently, a blissful smile on her face now that she has saved her beloved. Selfless love—as the refined affective sphere in which women allegedly wield power and authority—reclaims its right to define women’s agency. Elizabeth remains strong in loving but weak in acting. Nevertheless, within this narrow range, the text pleasantly insists that women have choices and a degree of independence. 

Invoking and calling into question the well-worn image of oak and ivy, Elizabeth declared in the first English translation in 1868 and continued to do so upon each American reading on into the twentieth century: “I never could endure the trite image of the ivy and the oak, and shall most certainly not illustrate it in my own person” (62). The heroine in translation—perhaps like her American readers—meant to assert her independence and thus to participate actively in the making of her miniaturized world. And indeed in Marlitt’s world she could do so, even make mistakes, and yet never forego her happy ending. 

A review from October 1868, soon after Gold Elsie hit the American market, enthusiastically confirmed that there was indeed something special about Marlitt’s heroines in this book and in The Old Mam’selle’s Secret. In 1868 the American reviewer is surprised to find such a heroine in a German setting: 

The typical German woman, fair and rotund who “mends the pap’s hose” and plays for him the part of a dutiful and overworked upper servant, and is fitly rewarded therefor by accompanying him to the family club and the festive beer-garden, has no recognized existence in Miss Marlitt’s ideal world. Her heroines settle themselves firmly on the rock of their own individuality and being unusually well provided with the weapons of personal beauty, innocence, and genuine love for truth, “moral elevation and spiritual growth,” do most sturdy battle with the aristocratic prejudices of their lovers.” They come out victorious of course, and the heroes . . . get in the end most loving and obedient wives.
 

Original and spirited, Marlitt’s early heroines actively triumph, yet do not overtly violate the codes of domesticity. They, moreover, set the tone for the German domestic fiction that was to be imported and avidly read in America in the Gilded Age. 

In focusing on a domestic world in a German region shaped by middle-class values, one ruled by the heart, Gold Elsie, like all of Marlitt’s novels, depicts social hierarchy less as it was actually lived than as it was felt. Feeling can gloss over historical and geographical particularity. If readers can find an empathetic point of entry into the novel’s imagined social world, that world need not be keyed to the specifics of their own social reality for them to enjoy the fiction. Indeed, the slight alienation produced by the foreign setting potentially facilitates the suspension of disbelief and makes the stories in a sense real. American readers quickly felt their way into Marlitt’s Germany, bristling at the social injustice of a system that privileged the unworthy over the worthy and thrilling to the love story. From the start, Americans, as did The Nation in October 1868, took “so much pleasure in reading [Gold Elsie].”
 

Nineteenth-century American readers could of course also recognize the international generic conventions of romance that influenced this novel’s formal and thematic structure and guaranteed a happy ending. Knowledge of that outcome did not, however, necessarily diminish suspense. As the narrative repeatedly presented new obstacles, readers must have been eager to learn how the longed-for resolution would be reached and the broken society restored. Nor did the inevitable happy ending disappoint their belief that Marlitt’s novels had something to tell them about the human condition and, in particular, that of women. In 1876, a review of Marlitt’s At the Councillor’s; or, a Nameless History, insisted that while many German novels were mired in the merely sentimental, Marlitt’s novel informed readers about the human heart. Marlitt’s novel “does not give the first place to mere sentiment,” the reviewer maintained, “but enters deeply into a story of the human heart, and an exposition of its passions.”

In the end, Marlitt’s “wholesome” romance plot with its happy ending helped to smooth the way for the entry of Marlitt’s subsequent novels and a host of German novels to come. Gold Elsie offered the empathetic and pleasurable reading that came to be linked in the minds of American novel readers to German origins, possessing that “peculiar tinge of romance which is the characteristic of German sentiment.”

Evidence for the popularity of Gold Elsie in America over four decades is legion. I have been able to confirm twelve reprint Lippincott editions from 1869 to 1901, but in fact as early as 1879, only eleven years after the translation first appeared, Lippincott advertised The Old Mam’selle’s Secret as the “eleventh edition.”
 It is likely then that there were double the number of reprints I have confirmed. Lippincott, however, by no means presided exclusively over American reading of Gold Elsie.
In June 1887, after Gold Elsie had sold steadily for twenty years with Lippincott for $1.50, a second translation appeared in George Munro’s Seaside Library and cost twenty cents.
 Upon receiving the request from Munro to translate it, Mary Stuart Smith enthusiastically pronounced the novel “one of E. Marlitt’s first and best stories.”
 She noted too that she could buy the novel in German “at any newsstand for a few cents,” since Munro had reprinted it in the original German six years earlier in 1881 in his Deutsche Library.
 In that same year an unattributed third translation appeared with Lovell; it too cost twenty cents. While Lippincott continued to reprint Wister’s translation and Smith and Son’s translation enjoyed the wide circulation of Munro’s cheap editions, this third translation experienced circulation of another sort. After 1887, popular American editions of the novel proliferated, including editions with A. L. Burt; the Syndicate Trading Company; W. B. Conkey; Mershon; Fenno and Company; Hurst and Company; American Publishers; New York Publishing Company; Donohue, Henneberry & Company; M.A. Donohue & Company; Lovell, Coryell & Company; William L. Allison Company; Grosset & Dunlap, E. A. Weeks & Company, F. M. Lupton, H. M. Caldwell Co., and Chatterton-Peck Company. These were, as far as I have been able to determine, all editions of the unattributed third translation of Marlitt’s novel. Often the publishers shared the same plates, merely supplying new title pages, as did Hurst and Lupton, for example. 

Catalogues of American public libraries corroborate the availability of Gold Elsie for borrowing as well. The New York Public Library still holds both a Lippincott edition (1882) and an undated one by E. A. Weeks. Late nineteenth-century catalogues of the public libraries of Boston; Salem, Massachusetts; Cincinnati; Chicago; and San Francisco all list English translations of Goldelse in their holdings, sometimes including them under “English prose fiction” (See appendix ???).
Gold Elsie was read in the United States into the new century, but publishers began to target a younger audience by the turn of the new century. The cover of Chatterton-Peck Company’s undated edition features a young women dressed in the style of the early 1900s.
 Her skirt, which stops just short of covering her ankles, corresponds to Saidee E. Kennedy’s description of the appropriate skirt length for a teenaged girl from 1907: “But Adelaide is now fifteen,/ A maiden fair and sweet; Again her frocks almost conceal/ Her dainty slippered feet.”
 Advertisements for books included in the back of the book too imply a teen audience. We will return frequently to the slide of adult reading into adolescent reading, for the overt appeal to younger readers characterizes the marketing of many of these German women’s novels after 1900 as it do such classic British novels as Jane Eyre or Oliver Twist as well.
Figure 3.1: E. Marlitt, Gold Elsie (New York: Chatterton-Peck, n.d.). Author’s copy.

The Mad German in the Attic: The Old Mam’selle’s Secret
The families depicted in these approximately 100 novels exhibit a national inflection particular to the historical moment and imbricated with class affiliation and female subjectivity. We will explore the German national imaginary mediated in these novels throughout, especially in chapter 6 when we turn to novels that intertwine family stories with historical events. The legibility of this German national imaginary in nineteenth-century North America after this fiction had been translated, marketed, and widely read, however, inevitably varied. While “after the German” did suggest German content, it also became an advertising label that guaranteed a certain kind of pleasurable read. 

Originally written for the Gartenlaube where they projected a domesticated version of a German national imaginary for a German audience, Marlitt’s novels became a sought-after German product on an international market; in their American iterations they reveal a great deal about the acculturation of this national product in a new reading context. These novels constitute a mix of national markers interlaced with familiar romance plots and an idea of Germany rooted in its regions and home towns and infused with middle-class values. Wister’s translation of Gold Elsie, for example, displays its German origins in Beethoven’s bust upon Elsie’s piano, the montane setting of a specifically identified Thuringia, the unpronounceable German name “Gnadewitz” and other obviously German names, the aristocratic “von” in surnames, and the preservation of the courtesy titles Herr, Fräulein, and Frau. The profession of the forester likewise flags the German origins of the story, the forester being a stock figure of German fiction and the woods and its management a specifically German preoccupation. Yet, to an outsider, Germany is not particularly visible in Gold Elsie, especially compared with such other novels as Heimburg’s Lore von Tollen and Werner’s patriotic Heimatklang where a set of easily recognizable tropes is assembled or a picture of the beloved Prussian Queen Luise graces the family parlor. Elizabeth’s family history is, moreover, not overtly rooted in a specifically German past except insofar as it suggests the abuses of feudalism, abuses that were not particular to Germany. The Old Mam’selle’s Secret makes a more overt appeal to a German national community and demonstrates how visibly the German national project can inhere in popular domestic fiction that is far from jingoistic in tone. American readers’ embrace of this markedly German book indicates that when delivered in pleasurable, digestible, indeed familiar, form, the national culture of others can be relished in translation.

If Germans early revered Marlitt as the “Verfasserin der ‘Gold-Else’” (author of Gold Elsie), her first popular success in Germany, Americans more likely associated Marlitt with The Old Mam’selle’s Secret, a “novel of unusual merit and of great charm.”
 This extraordinarily popular novel harbored a mystery apparently more interesting even than the hidden mausoleum in the old castle in Gold Elsie, indeed, a secret more fascinating to Americans than any that Marlitt would embed in her eight succeeding full-length novels. In 1868, Wister’s translation of The Old Mam’selle’s Secret with Lippincott launched the vogue of German domestic fiction in the United States and established Wister’s successful career as a translator of German women’s fiction.
 It was, however, only the first of three American translations. Mary Stuart Smith translated it for Munro in 1882, and in1886-87 the mysterious E. H. translated it for John W. Lovell. In their divergent publishing histories these three translations, like the three translations of Gold Elsie, all contributed to the acculturation of German fiction as an American reading 
On April 1, 1868, the American Literary Gazette and Publisher’s Circle announced The Old Mam’selle’s Secret as “just published.
 Given that the conclusion of the novel appeared in the Gartenlaube in early fall 1867 and that the book version was not published until 1868 in Germany, Wister must have translated directly from the pages of the magazine.
 Her translation shows signs of haste, above all in the chapter divisions: she overlooked the chapter break for chapter 12 and thus conjoined chapter 11 and 12 to produce a novel consisting of twenty-seven chapters rather than Marlitt’s twenty-eight chapters. The two later translations remedied the oversight, but Lippincott let it stand. 

While Wister would eventually publish forty-two translations, twenty-nine of them of novels by German women, The Old Mam’selle’s Secret constituted her greatest success and became the book with which she was most frequently identified in advertising. The novel in fact accompanied her to her grave. Noting that she was famous for her translations, the obituary in the New York Times named only The Old Mam’selle’s Secret. A more extensive obituary in the Philadelphia Inquirer judged the novel “probably the greatest of her translations from the standpoint of the sale attained.”

Americans—from such prominent figures as Mark Twain to thirteen-year-old Agnes Hamilton of Fort Wayne, Indiana—read The Old Mam’selle’s Secret. Agnes wrote to her twelve-year-old cousin Alice Hamilton in 1881 that of the four novels by Marlitt she had read, “the nicest are ‘Old Mam’sell’s [sic] Secret’ and ‘The Second Wife,’” both of which she found “equally splendid.” Fourteen years later, a grown-up Agnes reported that she still enjoyed reading the novel and that she could not wait for another to finish so that she could take up that copy and “read it through from the beginning to the end and not for the first time. . . .”
 Twain, for his part, pronounced it an “excellent German novel” in his essay “The Awful German Language,” and as Horst Kruse has argued, he may have borrowed from it when writing The Mysterious Stranger.
 

Lippincott’s Magazine praised the depiction of the characters: Cordula, the old mam’selle, was a “masterpiece of tender and suggestive delineation,” and, furthermore, the portrait of Johannes as a practicing doctor was convincing. “This is high praise,” the reviewer emphasized, “because here even Thackeray has had but a partial success.”
 Lippincott, furthermore, advertised The Old Mam’selle’s Secret with a quotation from the Columbus Journal of Columbus, Ohio, that effusively endorsed Marlitt’s novel as commensurate with works by Baroness Tautphoeus, George Eliot, and Reade: “The work has the minute fidelity of the author of ‘The Initials,’ the dramatic unity of Reade, and the graphic power of George Eliot.”
 

The Old Mam’selle’s Secret was not a mere flash in the pan. It achieved long-term recognition in America as numbering among the best reads available in English. In 1908, Rossiter Johnson included a plot summary of it in volume 12 of his Authors Digest. The World’s Greatest Stories in Brief, pronouncing Secret Marlitt’s “masterpiece.”
 When in 1893 the American Library Association assembled a catalog of 5,000 volumes for a popular library shown at the Chicago World’s Fair, the 1892 edition of Wister’s translation of Marlitt appeared in this list both under Wister’s name and Marlitt’s.
 Furthermore, it numbered among Wister’s set of ten Marlitt-translations that were sent to the fair by the State of Pennsylvania for the Library of the Women’s Building as American book products.
 
In1902 Charles Dudley Warner likewise included a plot summary of The Old Mam’selle’s in his thirty-one volume Library of the World’s Best Literature, Ancient and Modern along with commentary remarking, “the English version by Mrs. A. L. Wister is regarded as even superior to the original.” Precisely this notion of the superiority of the translation to the original had long constituted a commonplace of Lippincott’s marketing and Americans’ understanding of Wister’s work as translator and thus figured significantly in the acculturation of the book.
 

If Wister’s translation of Marlitt’s Das Geheimnis der alten Mam’sell had made of this German novel an American fact, the Carnegie Library of Pittsburgh confirmed this transformation by cataloging Wister’s translation of Secret, along with other such translations from the German, under “English fiction.”
 Of Marlitt’s novels, the library deemed it the one worthy of the special attention of a brief plot summary in its catalogue. The Catalogue of English Prose Fiction and Juvenile Books in the Chicago Public Library likewise listed the book both under “John, E. [E. Marlitt])” and “Wister, Annis L., Translations,” without remarking that the designation “English Prose Fiction” was to be taken with advisement.


The numbers of editions, translations, and reprints testify to wide circulation and continued market success of Marlitt’s novel. Lippincott reprinted Wister’s translation at least twenty times between 1868 and 1911. Over this forty-three year period, the firm advertised it both for individual purchase and as an item in a boxed set. It could, moreover, be had in a variety of bindings. The book was also often advertised in the front and back matter of other novels published by Lippincott—American novels, English novels, novels translated from the German—and frequently named on the title page of other Wister translations. Given that it is nearly uniformly Wister’s translation that appears in the catalogues of public libraries (insofar as the edition is indicated), Lippincott must have marketed the book hard to libraries. 

Wister’s translation of The Old Mam’selle’s Secret with Lippincott played a critical role in establishing her cachet with readers. Later on, after her name became associated with a good read, as we shall explore in detail in chapter 8, the respectable brand of Lippincott and Wister likely served to prolong the life of the novel in America.  By the 1880s, however, other American publishers had begun to compete with Lippincott, relying on the fame of the novel as achieved in Lippincott and Wister’s iteration, but undercutting Lippincott with lower prices. A notice in The Literary World of July 1887 reporting that Lippincott would soon publish a paper cover edition of Secret for twenty-five cents a copy documents the publisher’s response to this new competition.
 Normally Lippincott’s novels cost from $1.50 to $1.75, but competitors were offering some of the same novels for twenty to twenty-five cents. 

In 1882 George Munro published Smith’s new English translation of The Old Mam’selle’s Secret in his popular Seaside Library. Four years later, Munro made Smith’s translation in yet another addition, in a Seaside Pocket Edition that cost a mere twenty cents.
 Munro had good reason in the early1880s to believe that it was worth a small investment to publish a new translation. The novel had, after all, been ranked in 1876 as the 23rd “most salable novel” in the United States just ahead of Charlotte M. Yonge’s Heir of Radcliffe in a prize competition initiated by Publishers’ Weekly.

The notice for Lovell’s edition of E. H.’s translation appeared in 1887 in Publisher’s Weekly right next to Munro’s that for the Seaside Edition of Smith’s translation.
  While Munro and Lippincott apparently retained their rights to Smith’s and Wister’s translations respectively, new editions and reprint editions of E. H.’s translation proliferated well into the new century. F. M. Lupton, for example, published it both in the moderately priced Stratford Series and in the cheap Bijou Series. Lupton was but one in a raft of new and aggressive publishers that included the novel in series meant to address the American novel mania across budgets and social classes: Excelsior Publishing; Donohue, Henneberry & Co; M.A. Donohue & Company; William L. Allison Company; Hurst and Company (all of the preceding use the same plates for their editions); The International Book Company, Estes and Lauriat; W. B. Conkey; Lovell, Coryell & Co (these last three publishers share the same plates); Home Book Company; G. M. Hill; Mershon (the last three named share the same plates); Porter and Coates, E. A. Weeks & Company (Dartmouth Edition); H. M. Caldwell Company; Clarke, Given & Hooper; Empire Publishing Company; Mutual Book Company (Bonton Library); R. F. Fenno; and Werner.  A. L. Burt too published E. H.’s translation, falsely attributing it to Mary Stuart Smith. Much later, in the 1920s, Sears and Company made E. H.’s translation available in the American Home Classics series. In varieties and dates of editions and thus possibly also in numbers of readers, E. H.’s translation outlived both Wister’s and Smith’s. 
The editions of E. H.s translation came in many sizes and with an array of covers. The covers stand out for their ornamentation, especially in comparison with the quality of the paper and of the reprints (clearly from much used plates). A Hurst edition may serve as an example. Although the book is badly printed on cheap paper, it boasts an appealing cloth cover stamped with an elaborate art nouveau design on the front. The design is repeated, stamped in gold and red, on the spine.
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Figure 3.2: E. Marlitt, The Old Mam’seele’s Secret (New York: Hurst & Company, n.d.). Author’s Copy.

The inclusion of E. H.’s translation in the 1920s in the “American Home Classics” speaks volumes about the status The Old Mam’selle’s Secret had achieved over nearly sixty years of American reading. As a classic for the American home, it was absorbed into American reading culture; it came to be a novel that everybody knew or was suppose to know. In this series, Secret stood on American bookshelves alongside English-language works—works by Longfellow, Hawthorne, Dickens, Tennyson, Eliot, Stevenson, Kipling, Ouida, Doyle, and Jessie Fothergill—as well as works written originally in French—novels by Dumas, Balzac and Daudet, and other favorites of nineteenth-century American readers and publishers. The making of a film version of Secret in 1912 likewise testifies to the long-term popularity and absorption of this novel into American culture. While the filmmakers altered the happy ending to make the heroine rich as well as virtuous, the film, as did all such short films in this period, relied on the audience’s previous knowledge of the novel for its coherence and likely its box office appeal as well.

How, then, could The Old Mam’selle’s Secret, as an assimilated fact of American reading, mediate a legible, if attenuated. idea of Germany for American readers? To answer this question, we turn now to the text itself and the story it tells of an imagined Germany. In 1867, four years before German unification and the founding of the Second German Empire under Prussian hegemony, Marlitt tailored Secret to German conditions in the regions and home towns and German middle-class ideas about the cultural nation, writing it, as she was, of course, to fit the requirements of a family magazine determined to cultivate German readers with programmatically German products. Yet from the start Marlitt’s novel, like Gold Elsie, also showed signs of the author’s international reading and specifically her familiarity with Charlotte Brontë’s Jane Eyre.
 The resonance with and deviations from Jane Eyre may have helped to make the novel’s Germanness visible.

Rudolf Gottschall early remarked on the resemblance of the forceful character of the heroine of Secret to that of Brontë’s Jane. He failed, however, to mention the most striking similarity of all between the two novels, namely the “mad woman in the attic” or rather Marlitt’s German antithesis to Brontë’s mad woman.
 Unlike Brontë’s Bertha Mason, Marlitt’s Aunt Cordula, who lives a life invisible to the rest of the family and initially unknown to the heroine, is not a raving monster from the colonial West Indies who threatens to kill the English heroine at the center of empire. Instead she is the heroine’s teacher, indeed, her deliverer, and the guardian of German culture in a house ruled by bigotry and false piety in the lower stories. While Brontë called her Bertha “the foul German spectre—the Vampyre,” Marlitt made Cordula, like her name, the hidden heart of German culture in need of preservation and restoration.
 Cordula, whom social prejudice and malfeasance has denied a happy ending, holds the key to the family’s dishonorable past, a past rooted in German history. This past needs to be uncovered for the sake of the happy ending of the younger generation, the wedding of hero and heroine, and the redemption of the erring family and the old house in which they live. 

The tale unfolds in an unnamed town in Thuringia, where an accidental death at a traveling carnival show leaves the four-year-old Felicitas motherless. The soft-hearted patrician Herr Hellwig takes in the girl against his bigoted wife’s wishes and loves and educates her as if she were his own daughter. When five years later Hellwig unexpectedly dies, his wife, who abhors Felicitas on account of her parents’ profession, seizes the opportunity to alter arrangements. Felicitas is relegated to the servant’s quarters, given a new name—Caroline—and is from then on raised for a life of servitude, her broader education coming to an abrupt halt. Despite Frau Hellwig’s best efforts to erase her identity, break her spirit, keep her ignorant, and ruin her chances in life, Felicitas prevails partly due to her own strong character. Her success is virtually guaranteed, however, when she discovers a quite different mother-figure in the Hellwig home. 

Cordula, Herr Hellwig’s well-to-do aunt, whom Frau Hellwig hates, lives out of sight and without contact with the rest of the family in an apartment on the upper story of the back buildings of the mansion. Hellwig banished her to this part of the house years earlier on account of his wife’s incessant complaints about Cordula’s playing of profane music on the Sabbath. In her hidden apartment, surrounded by marble busts of great German men, books, and ivy, Cordula reads, plays her music, treasures her autograph collection of letters and manuscripts of important composers (Händel, Gluck, Haydn, Mozart, and Bach), cultivates a garden on an inner balcony, tends to her birds, and extends charity to needy locals in contrast to the heartless Frau Hellwig who ignores the want of her own community while piously sending money to missions in Africa. 

Shortly after Hellwig’s death, Felicitas makes her way to these attic quarters via the roof of the house when she hears the strains of a Mozart overture emerging from them. Cordula, who is well acquainted with Frau Hellwig’s cruelty, takes Felicitas under her wing, becoming her secret teacher and instructing her in literature, French, music, and a form of Christianity that is more joyful, loving, and tolerant than the narrow-minded religion practiced by the Hellwigs on the lower floors. Thus a figure of popular culture embodies German national high culture and the idea of aesthetic education, as well as virtue, and sentiment. When Frau Hellwig’s son Johannes returns home after years of studying and practicing medicine in Bonn, he finds a nearly grown Felicitas whose knowledge, proud manner, and refined bearing contrast markedly with the austere life of service to which Frau Hellwig, with his approval, had condemned her. 

It soon becomes clear that Johannes, who initially treats Felicitas in the stern and bigoted manner taught him by his mother, is attracted to the beautiful young woman. The growing sexual tension between Johannes and Felicitas provides titillating reading. Johannes, who is convinced that the heroine’s low origins make her an inappropriate marriage partner for him, struggles against his feelings for her; Felicitas, for her part, doggedly misunderstands his every gesture of reconciliation and refuses to acknowledge her own attraction to him. Readers schooled in romance conventions, however, quickly comprehend their feelings. Inevitably there is a rival for Johannes’s affections, but, although Cousin Adele is Frau Hellwig’s choice for her son, Adele does not possess the power to charm him and is, moreover, unmasked as a selfish hypocrite and heartless mother. 

Felicitas plans to live with Cordula upon attaining her majority, but the latter dies unexpectedly before revealing her secrets to Felicitas and before signing a new will bequeathing substantial money to her protégé. In a shocking scene, the odious Frau Hellwig rifles through Cordula’s belongings in search of the family silver. Blinded by her abhorrence of all profane music and literature to cultural wealth, Frau Hellwig burns Cordula’s collection of manuscripts and autographs including “Music for the operetta of ‘The Wisdom of the magistracy in the institution of breweries,’” an original composition signed by Johann Sebastian Bach. 

Cordula has, however, also left behind an account of her thwarted romance, a love story that is intimately tied to the mysteries that the house harbors. Cordula loved the humble Oscar von Hirschsprung, an impoverished student and talented musician descended from the once noble Hirschsprung family. The patrician Hellwigs vehemently opposed the idea of an alliance with this shoemaker’s son. Meanwhile Cordula’s discovery in the foundations of the Hellwigs’ house of a chest holding papers and money belonging to the former owners, the Hirschsprungs, led to a crime, which was subsequently covered up, namely the nineteenth-century swindling of the aristocratic, but impoverished, Hirschsprungs by the bourgeois Hellwigs.

When in the year 1633, during the Thirty Years’ War, the troops of Protestant Gustavus Adolphus invaded Thuringia, the fortunes of the Catholic aristocratic Hirschsprungs took a devastating turn. Adrian von Hirschsprung was murdered by Swedish soldiers and his son fled the town. To save some of their fortune from the marauding troops, the Hirschsprungs hid it in the foundations of the house, but were never able to reclaim it. Two hundred years later, Cordula hoped that the contents of this chest contained the solution to present-day problems. By helping the nineteenth-century Hirschsprungs out of their poverty, the money should in turn enable her to marry her beloved Oscar. However, once informed, her father, instead of restoring it to the Hirschsprungs, claimed it for the Hellwigs. When Cordula threatened to reveal the cover-up, her father collapsed in the very act of venting his fury. Overcome with guilt, she ceased to oppose her family. 

Although Cordula later nursed Oscar on his deathbed, he never regained sufficient lucidity to know that she was with him and died believing that she had forsaken him. Cordula returned home only to be banished by the next generation to a hidden life in the upper story. In her will she bequeathed the Bach manuscript, an antique bracelet, and thirty thousand thalers to that same “old noble Thuringian stock” in memory of her beloved and also to help atone for the Hellwigs’ crime.
 As a result of Frau Hellwig’s ill-considered destruction of the manuscript, the Hellwigs now owe an enormous debt to Cordula’s estate. They also owe the Hirschsprung family substantial compensation for the crime of their ancestors. Johannes determines to pay off the debts for the sake of family honor as Cordula herself intended. 

Even before this revelation, however, a pair of bracelets, each engraved with three lines of medieval love poetry, provides a clue to the Hellwigs’s crime and in turn marks its link to a specifically German history and culture. Together, the bracelets constitute a stanza from the twenty-eighth song of Ulrich von Liechtenstein’s thirteenth-century Frauendienst. Thus the family secret is associated with recently recovered national cultural history—the German philologist Karl Lachmann had re-published Ulrich’s works in 1841. Both American translations reproduce the original Middle High German text in full, providing a highly visible national historical tag:

Swa zwei liep ein ander meinent/ 

herzenlichen ane wanc

Und sich beidiu so vereinent,/ 

daz ir liebe ist ane chranc,

Diu hat got zesamme geben/ 

uf ein wunneclichez leben.

The “wunneclichez leben” in the last line furnishes a thirteenth-century valorization of true love, loyalty, and the happy ending; in the nineteenth century it also signaled their status as the ancient property of the Germans. Marlitt translates the term into modern German as “wonnigliches Leben,” Wister into English as “bliss” and “love is heaven” and Smith in turn as “delightsome days of blest content.”

Readers should become suspicious about rightful ownership when the narrative draws attention to the fact that nasty Cousin Adele is wearing one of these bracelets which is too tight for her. Indeed, Adele holds captive precisely the lines that promise the happy ending, lines reading in Wister’s translation, “That this love is always new,/ God to these two hearts has given/ Bliss indeed, for love is heaven” (112) and in Smith’s “And love forever new,/ To them God hath a rare love sent—/ Delightsome days of blest content.” (96). Cordula, the old mam’selle, on the other hand possesses the bracelet stating the condition for this happiness—loyalty and mutual love: “Where’er love with love requited/ Dwells in two hearts fond and true, and where both are so united” (Wister 112) and “In unison, when two hearts beat/ With fond devotion true,/ And wedded are, their life is sweet” (Smith 96). Marlitt ultimately unites Felicitas and Johannes in a marriage in which Felicitas, armed with an education from the German heart, Cordula, will find fulfillment, indeed the realization of her own name—Felicitas—in loving and assisting her husband in his medical practice and, of course, in mothering their children. 

While the novel worries throughout over Felicitas’s low social status as the daughter of traveling “players,” the final unraveling of the secret reveals her to be the daughter of an aristocratic mother from the same Hirschsprung family as Cordula’s beloved Oscar: Meta von Hirschsprung was disowned by her family when she fell in love with the Polish juggler Orlowsky. Thus Felicitas possesses nobility of spirit as a result of her good character, her education, and self-fashioning as well as nobility of origin. Johannes has also proven himself by upholding the family honor in making good on the debt and by learning greater tolerance and charity. On the final page, the novel even allows for the possibility of the redemption of Frau Hellwig, whom the reader has learned to love to hate. Here Frau Hellwig is viewed knitting baby clothes that might be intended for Johannes and Felicitas’s new baby, and the narrator remarks, “And perhaps the love of her grandchildren may prove this unforeboded, tender spot, from which a mild warmth may stream to dissolve Madame’s icy nature” (312). 

Marlitt set Secret in her own home town, Arnstadt, Thuringia, and based the story of Felicitas’s mother on a local historical incident. She, furthermore, modeled the Hellwigs’ house on one catercorner from the house where she herself was born and wove Arnstadt’s strong connection to Johann Sebastian Bach, from 1703-1707 the organist of Boniface Church, into her tale. When she dated Cordula’s manuscript 1707, she commemorated the year when Bach left Arnstadt for the larger Mühlhausen. For a nineteenth-century German reader, this story took place in a setting easily recognizable as a version of a German home town, one like any number of such towns in pre-unification Germany and one like that in which many Germans lived. But Secret did not merely describe German realities. It also told Germans what their culture should and could be. Cordula was the guardian of a national culture that was to be preserved and honored. Frau Hellwig, her nemesis, represented a different cultural strain, however, an old-fashioned, straight-laced, egocentric piety unsuited to modern sensibilities and impervious to social misery. This kind of religiosity, as Secret asserts, has suppressed good and true German culture, which must be recovered for the sake of present happiness and future health.

A House Divided: In the Schillingscourt in America

In 1879, a German-Spanish-American cotton princess appeared in the Gartenlaube (nos. 14-39) to play the heroine in Marlitt’s newest serialized novel, Im Schillingshof. As an American of mixed origins from a southern slave state, Mercedes de Valmaseda was to aid the reconstruction of the German family and by extention the German nation. By the end of that same year, just weeks after the serialization had concluded, she had also put in a double appearance on the American book market. On the one hand, In the Schillingscourt could be purchased for $1.50 in Wister’s translation with Lippincott; on the other, Munro offered Emily R. Steinestel’s translation with the same title and priced at twenty-five cents as volume 14 of The Royal Series. Here it appeared alongside such favorite British novels as Hardy’s The Mayor of Casterbridge, Thackeray’s The History of Henry Esmond, Scott’s Ivanhoe, Wood’s East Lynne, and Mulock’s John Halifax Gentleman.
 The Literary World welcomed the appearance of Wister’s Schillingscourt as a “good specimen of the best class of German novels.”
 Inasmuch as In the Schillingscourt overtly constructs a German-American nexus, it may fittingly serve to conclude this first probe into the transformations that took place in German novels as they crossed the Atlantic to become American reading. 
By 1879 Marlitt had become a staple of American reading, and both Lippincott and Munro had good reason to believe that a new Marlitt-novel would sell. Schillingshof did not appear in book form in Germany until 1880. The American publishing date—1879—suggests therefore that the two publishers were in a hurry, intending to put this virtually guaranteed success on the American market quickly before some other publisher in their respective price class scooped them. Wister and Steinestel must have translated directly from the pages of the Gartenlaube, preparing for a quick turn around in the United States as soon as the serialization concluded in Germany.

Writing eight years after the founding of the German empire and in the American post-Reconstruction era, Marlitt set Schillingscourt in the 1860s, the decade in which both the United States and Germany re/constructed their respective nations. The central plot begins in 1860 with an emigration to America and concludes in 1871, the year of German unification, with a marriage. Although the text offers little description of the wars that occur on both sides of the Atlantic, they figure in the romance plot. 
The novel centers on neighbors whose once cordial relations are strained: the wealthy bourgeois Wolframs and the impoverished aristocratic von Schillings. The graceful Italianate Schillingscourt, the Schillings’ home, serves as both a locus of action and the figuration of the content. Erected by a Benedictine monk, architect, and sculptor after his sojourn in Italy, it originally belonged to a rambling edifice that was subsequently divided.
 While the parsimonious bourgeois Wolframs preserved the adjoining monastery in its squat ugliness, the aristocratic Schillings modernized and beautified their foreign-looking mansion. Yet moral failing has put both properties in disarray. On the Wolfram side, deception and mean-spiritedness reign. On the Schilling side, Arnold, a promising artist, has at his father’s behest entered into a marriage of convenience with the wealthy Clementine to save the Schillingscourt from ruin. Clementine’s narrow-mindedness, hypocritical piety, and lack of an aesthetic sense have created an atmosphere antithetical to Arnold’s artistic sensibilities and generosity of spirit. The suicide of the Schillings’ faithful servant, Adam, when unjustly accused by old Baron von Schilling of spying for neighbor Wolfram, serves as one among many symptoms of the rotten state of things in both houses. The eventual physical restoration of the Schillingscourt under the supervision of the American cotton princess signals redemption, expressing in the very décor of the home a progressive spirit, love of art, and familial harmony. Like the opening sentence and the title of the book, the last word of the novel—Schillingscourt—underlines the real and symbolic importance to family and nation of a property shaped by foreign architecture and built on German soil. 
While the Schillings struggle with profound unhappiness, the nastiness of the Wolfram family on the other side of the wall occasions exile to America. Years before the novel opens, Major Lucian divorced his wife, Wolfram’s sister, and left for the slave state South Carolina, where he married a Spanish American woman and fathered a daughter, Mercedes. Felix, his son from his first marriage follows him many years later when the birth of a son to his Uncle Wolfram means that he is disinherited and when his engagement to Lucile Fournier, the daughter of a Berlin dancer, furthermore, causes his mother to disinherit him as well. While South Carolina initially offers Felix a safe haven and new opportunity, the year is 1860, and Major Lucian’s days as a wealthy plantation owner are numbered. During the American Civil War, Felix succumbs to wounds sustained defending property and family, but not before begging his wealthy half-sister to accompany the now destitute Lucile with their two children, José and Paula, back to his German homeland to unite them with their grandmother. In 1868 the Schillingscourt anticipates the arrival the “Americans.” It has required just over one fourth of the novel to establish the background for the love story that now develops within riven families against the backdrop of the recently divided United States and the emergent German nation.

South Carolina, the Americans’ point of departure, variously serves Marlitt’s script. Her novel leans heavily on the idea of the American South as racially and ethnically mixed, skin color figuring significantly in the characterizations of Mercedes and her two former slaves. Upon the arrival of Deborah a black former slave, the narrator ironically notes how the “white marble faces” of the caryatids of the columns of the Schillingscourt look with astonishment upon the “negress,” (130).
Black Deborah’s quickly sketched portrait strikingly resembles the “mammy” stereotype that gained currency in American anti-Uncle-Tom novels in the 1850s and 1860s and later served post-bellum apologetics for the Old South.
  Deborah smiles good-humoredly with her fat cheeks and thick red lips (130). “Her wooly head crowned with a turban of many colours” (146), she waddles through the front garden.
 Although Marlitt later employs the term “Wollhaar” (157; woolly hair) to describe Deborah, the German text here and elsewhere describes Deborah simply as “krausköpfig” (139), that is curly headed. Wister, however, conformed to American racialized language, uniformly translating “curly headed” here and elsewhere as “woolly” (130). Steinestel employed the racially coded “kinky-headed” upon Deborah’s first appearance and later “woolly head.”
 The text further emphasizes the skin color of the American servant when it contrasts her blackness to the full-blooded European Paula, who is dressed in white, “looking like a white dove clinging about the negress”(130). Wister replaced the original German “weißer Falter” (white butterfly) with “white dove” (139), pushing the sentimental language a bit harder. Translating more freely, Steinestel highlighted skin color instead of clothing: “pressed her little white face close to the black cheek” (91). In this passage Marlitt, aided by her translators, thus reproduced an image of African American women that had currency in the United States for many decades. But it is not only Deborah who is black in this novel; blackness links her to her “black” mistress.

A second child, José, stands next to another black maternal figure, the black-eted and black-haired Spanish-German-American Mercedes. She is clad in the black of mourning, without a trace of a lighter color, the text emphasizes, “like an image of night” (130). Her blackness too contrasts with the white caryatids. Jack, a second former slave and a third “black”  American, also viewed next to these white columns, completes the portrait of American Southerners as black. Wister’s free translation emphasizes the blackness even more than the original. Jack, who in the original comes from the shores of the Senegal and has the shining ebony skin of the “negro race” (157) becomes “a stalwart man with a shining skin as black as ebony” (146). Attune to moralizing aesthetics of the original, the translation lightly glosses over realistic details.

Marlitt’s novel sustains Mercedes’s otherness with reference both to her black clothing and the hue of her skin, which resembles “nothing but the clearest, lightest shade of amber” (137). Her yellow skin, like the blackness of her eyes, hair, and clothing and her association with black African Americans obfuscates her German heritage, emphasizing instead her status as intruding outsider. She is in Lucile’s derisive terms a “sallow gypsy, haughty plantation princess” (218). In other words, in her appearance, hybrid ethnicity, and in her origins in an economic system that produced a “new feudalism,” she is unlike any proper German woman. 
By making her heroine a defeated southerner of mixed ethnic origins and a former slaveholder, Marlitt in 1879 deviated from her narrative habit, according to which, like the gypsy ancestor in Gold Elsie, exotic women are neither of central interest nor actively drive the plot. Mercedes’s otherness, once established, proves an asset, enabling the heroine to play a critical role in restoring the denizens of the divided property to their better selves. However, making a former slaveholder the moral center of her novel required effort, and the effort sometimes shows. 
The text by no means approves of slavery. The unlovable imperiousness of Mercedes, “a princess born to command a host of slaves” earns the narrator’s disapprobation (132), yet the novel avoids investigating the particulars of life in the Old South, the plantation system, and the slavery that supported it. The Schillings do not even mention slavery when South Carolina is to provide Felix and Lucile a safe haven in 1860. Slavery becomes a bone of contention only when Mercedes herself arrives with her former slaves. However, even then, for reasons that will shortly become apparent, the novel finds ways of mitigating its criticism and of imagining a benevolent kind of affective bonding cultivated in the Old South.

Besides Arnold, only Clementine directly confronts Mercedes with her slaveholding. Yet since the text so clearly condemns Clementine for her own sins, her opinion scarcely matters. For her part, Mercedes argues for a more generous view of the American South by condemning the self-righteousness of biased and uncomprehending Germans who regard the crushing defeat of the South as just punishment for the wrongs of slavery. In a confrontational scene with Arnold, she asserts that the North exploited the “idol humanity” to break the power of the South. She insists, in Wister’s translation, that the South virtuously fought for “culture over the rude masses” (161). 

While such rationalizations echo apologetics for the Old South and thus can be seen as historically appropriate to Mercedes’s character, elsewhere in the novel mention of slavery modulates into other issues that impinge on the mutual attraction Mercedes and thus abandon any serious interest in the American context. When Arnold declares to Mercedes, for example, “I have little fancy for the part of a slave” (213), he no longer expresses a principled objection to slavery, speaking instead of his fear of succumbing to the charms of a strong woman. 
While uninterested in investigating the inhumane system that generated slavery, In the Schillingscourt invests in the relationship of Mercedes to Deborah and Jack. While not depicting her behavior toward her servants as blameless, the novel nevertheless validates her intimate and affective unbreakable bond to them. As the narrator uncritically reports, when she offered them their freedom, they chose to stay with her, trusting in her enduring care for them. When the Schillings’ servants try to pump them for information, they refuse to talk. Deborah, who deeply loves her charges, falls ill when José is mistreated by Wolfram’s son. And when she does, Mercedes personally cares for her, “allowing no hand save her own to administer the medicine, to smooth the pillow of her ‘faithful old servant’” (202). Together mistress and ex-slaves present a picture of solidarity and harmony. The loyal Deborah and Jack contrast strikingly with the sniping, judgmental, and unruly German servants of the Schillingcourt. While Mercedes and her servants have come to Germany united in the noble purpose of restoring the Lucian children to their grandmother, the servants at the Schillingscourt are out of control, rude, and disloyal as a result of the conjugal disharmony between Arnold and Clementine. Viewed against the discord in the two German households, the harmonious relationship of the American Mercedes and her former slaves reads positively.

In its affirmation of this relationship, the text employs a vocabulary that echoes revisionist apologetics for the “Old South” in post-Reconstruction America. If Civil War southerners had explained their social world, as Drew Gilpin Faust maintains, with “concepts like harmony, reciprocity, duty, and dependence, alongside metaphors of family and of organic unity,” then Marlitt appears to have had an ear for precisely this social imaginary.
 The belief of lost causers that “the South had been on the verge of creating a civilization far superior to the one that existed in the North” resonates in the nobility of Mercedes’s character. In this myth of the Old South plantation owners “had administered their plantations in an enlightened and progressive manner, in the process producing happy, smiling darkies who . . . were content with their servitude.”
 Slaves allegedly preferred a beneficent master to the harsh world of free men and thus stayed with their masters even after being freed. Mutual, unshakable loyalty shaped relationships in a system supposedly based on love between master and slave. While Marlitt probably did not understand the particular American situation and certainly maintained no sustained interest in political and social conditions in America, her novel depends precisely on ideas associated with Conferederate Nationalism and the Lost Cause that were circulating in America. Elements of the Lost Cause serve purposes in In the Schillingscourt that relate both to the romance plot and the specific situation of German nation formation in the 1870s. 
In her portrayal of Mercedes and her servants, Marlitt had in fact tapped into elements of a myth that potentially played well in the American North and South. As Kenneth W. Goings explain, after the Civil War the American Northerners all too easily welcomed the idea of a benign and symbiotic relationship of Southern whites and blacks in support of a noble civilization. The idea of love between masters and slaves fostered a much-desired redemptive “fantasy of wholeness.” Indeed, Goings argues, the American North wanted and needed to believe that race relations were improving in the South so that the United States at last “could all be one big, happy national family.”
 Despite having just fought a civil war that ended slavery, many Northerners were therefore all too ready to gloss over the inhumanity of the slave system.

Yet since Mercedes is not exactly cast as white to begin with, her relationship to Jack and Deborah does not perfectly coincide with the racialized “myth of the Gothic ‘Old South/ New South,’” where white people had black servants and “where all the servants or slaves were ‘happy’ to be working for the [white] master.”
 Instead, by coding the mistress as, like her servants, of color, the text elides racial difference in service of an American wholeness that contrasts positively with the fissured German families. By creating affective bonds among the American migrants and then transplanting such relationships in German soil, the text asserts the redemptive power of what Kirsten Belgum has termed “virtuous love.”
 In the end, textually colored Mercedes becomes the heart of a new community in a German province that in turn is incorporated into the new nation. The characters who comment offensively on the hue of her skin—Lucile and Clementine—are expurgated from the affective community of the morally redeemed and physically restored Schillingscourt. In 1879, in the aftermath of the victory over France and the ensuing anti-Catholic Kulturkampf, Lucile with her French heritage figure and Clementine as a fanatic Catholic as undesirables in the German national community. The Americans by contrast not only belong to this German family but help to reconstruct it.

Mercedes, who has come to Germany to do her duty not to find her roots, dislikes the frigid climate and the coldness of the people, especially Arnold, whom she deems a “cold-blooded German” (144).
 In the encounter with Germany in the form of Thuringia and the Germans in the person of Arnold, however, she eventually overcomes her distaste. The happy ending may even appear, as Todd Kontje argues, to depend on her ability to assimilate.
 By the end of novel Mercedes plays Bach, Beethoven, and Schubert; appreciates the modest charm of German nature; and has, in keeping with bourgeois German mores, generally taken on a softer, more feminine aspect, one that disassociates her from her past as a fierce defender of her property during the Civil War. Even her sallow face has a new “freshness and bloom” as a result of the bracing German air (380). The Germans for their part have adopted her. On the final page Arnold presents her to his father’s portrait as “Lucian’s daughter,” that is, the daughter of a German. 

While Mercedes’s foreignness may thus appear to be under erasure, by also recalling the grave moral failing of the patriarch who demanded an inappropriate sacrifice of his only son on that same final page, the novel confounds an easy reading of this story as one in which the foreign female submits to the superior German male. On the contrary. The foreign woman, the American cotton princess, has in fact actively remade the German man and restored the German community. She has affirmed the true worth of the unloved, divorced Frau Lucian and helped to rehabilitate her; she has accomplished the goal of her journey, uniting Frau Lucian with her grandchildren; as a result of this reconciliation, the Wolframs’ ugly home, the locus of greed, has been torn down, leaving only the beautiful Schillingscourt standing; the presence of the Americans has led to the discovery of a secret passage between the two properties that has cleared the reputation of the servant Adam, thus helping Arnold to make amends to Adam’s daughter; and finally, Mercedes has enabled Arnold to regain his integrity by divorcing Clementine. This final development has coincided, furthermore, with the rescue of the Schillingscourt itself, which in his wife’s clutches was in danger of becoming the property of the Catholic Church.
As in The Old Mam’selle’s Secret, Marlitt relies on a work of German art to bring her plot to a happy resolution, here finally allowing the foreign Mercedes to work her magic as she defends Arnold’s historical painting of persecuted French Huguenots from Clementine’s attack. Clementine, who has no appreciation for art to begin with, abhors Arnold’s masterful painting as blasphemy and attempts to rip it to shreds. Mercedes by contrast immediately recognizes the painting as a masterpiece, sensing as well that the painting of Huguenot noblewomen attacked in their own home by the Catholic queen’s men reflects her own past when she valiantly protected Southern secessionists hidden in her home. She feels almost as if the light from the picture is flooding her own head (156). The text thereby hints that the painting has been inspired as much by Mercedes’s American history as French history. This sympathetic affiliation of the seventeenth-century French civil wars between Catholics and Protestants with the American Civil War once more invokes the alleged nobility of the plantation owners of the Old South, and Mercedes herself heroically embodies the high-minded principles depicted in the painting when she risks her life to wrest Clementine’s knife from her. 

As witness to the attack, the artist Arnold at last perceives the coincidence of the beautiful and the good in Mercedes. Upon seeing the beautiful American dripping with blood as a result of her defense of art, he recognize her an agent of virtue. Only then can he admit his love for her and only then, moreover, does he recognize his own moral depravity at having entered a marriage of convenience. On the path of rehabilitation, he departs, “unwilling to draw breath in German air so long as the chain that had bound two people together in a miserable marriage was still unsevered” (371).  Marlitt’s task is, however, not yet complete as the novel needs to forge the link between romance, redeemed manhood, and German nation building. 

In the final chapter, the Franco-Prussian War breaks out and “der germanische Zorn” (416) drives an exiled Arnold onto the battlefield. Marlitt puts this German translation of the Latin “furor teutonicus” in quotation marks, invoking the ancient Roman view of the fierceness of Germanic tribes that often figured in nineteenth-century German nationalist discourse. All three translations tone down the fierceness of the original German. Wister translates it as “national ardour” (373); Steinesel as “German patriotism,” omitting the quotation marks (239); and the third translator, Hettie E. Miller, as “German zeal.”
 Nevertheless, even in the tamest translation the point cannot be missed: combat on behalf of the fatherland completes Arnold’s rehabilitation.

The German original accompanies Arnold’s return to Germany with fulsome and erotic images: “die Friedensbotschaft und der junge Lenz, innig umschlungen, jubelnd über die deutsche Erde hin” (417). In German Marlitt can exploit the feminine gender of “Friedensbotschaft” (tidings of peace) and the masculine gender of “Lenz” (spring) to speak factually and allegorically simultaneously. On the one hand, the sentence simply reports that the news of peace and the spring arrive simultaneously and sweep across the land; yet the allegorical language pictures the message of peace as a woman locked in an ardent embrace with a man, the spring. Wister did not even attempt to reproduce the erotic image when she translated the phrase as “The news of peace came with the spring-tide, and the joy of reawakening nature was reflected in German hearts everywhere” (373). Steinestel merely hinted at a sexual embrace: “The joyous news came with the glowing spring-time, and all nature vibrated in jubilant sympathy” (239). Miller in turn tried to convey a chaste love match: “the message of peace and spring, hand-in-hand, entered the land, awakening glad echoes” (471). As in the case of “furor teutonicus,” the translations somewhat dampen the national zeal of the original, straitening the German contents to wholesomeness.

The central concern of the novel with German nation and German family nevertheless remains visible, and both the German family and the German nation, as Marlitt characterizes them, potentially appeal to an audience favoring domestic fiction. Indeed, the fervor in the original in the final chapter does not change the fact that the novel generally exhibits little of the offensive jingoism that dominated German public life in this period, investing instead in an attractive idea of nation rooted in family harmony in the home town.
 Marlitt’s exogamous family, the mix of North and South, of the Old and New World, that upheld internationally shared moral and aesthetic values likewise have the potential to gratify international audiences and apparently did so in America. 

Some Americans liked the novel from the start; one review enthusiastically praised the novel as “among the few books which, on taking up, cannot be laid down again until finished.”
 Wister’s translation for Lippincott appeared in at least six subsequent reprint editions; Munro, Lovell, and A. L. Burt all reprinted Steinesel’s translation; and 1895 saw the publication of Hettie E. Miller’s translation of the book for E. A. Weeks and Co. followed by a second edition of with Weeks in 1903.
 Miller’s new translation included unattributed and poor reproductions of the illustrations by Wilhelm Claudius that appeared in the German collected works of Marlitt’s novels from the late 1880s. In 1911, Donohue & Co.’s reprint edition of Weeks’s illustrated edition was still circulating at Christmastime.
 In 1901, moreover, Schillingscourt numbered among 300 titles advertised in The Minneapolis Journal as “choice readable, entertaining; substantially bound in art cloth” available at the discount price of fifteen cents.
 Apparently, it, like Pride and Prejudice, Silas Marner, Jane Eyre, Black Beauty, Count of Monte Cristo, among others included on this international list, still had the power to captivate American readers. It was one of ten books translated from the German to make the list, five of them by Marlitt including also Gold Elsie, The Second Wife, The Princess of the Moor, and the Old Mam’selle’s Secret. 

Upon the first appearance of Marlitt’s seventh novel in American translation, however, a few reviewers felt that the novel did not conform completely to the conventions of wholesome romance. American readers were of course generally familiar with international conventions of romance, in W. D. Howell’s words, stories of “the everlasting young man and young woman.”
 They knew them implicitly from reading Austen and Brontë, but also in variations in popular novels by, for example, Charlotte Yonge, Ouida, E.D.E.N. Southworth, and other American women authors of domestic fiction, those christened “literary domestics” by Mary Kelley.
 By 1879 they were also quite familiar with the brand that Marlitt and her German avatars offered. The Nation described the beloved formula: “the grave and stern hero maintains an agreeable and lively game of fencing with the haughty heroine till it is finished on the last page by a happy marriage.”
 
It is therefore striking that the Milwaukee Sentinel identified a forced quality in the new novel. “Simplicity has given place to conscious effort, and, also, distinction to confusion,” the reviewer complained. “There is consequently a lack of compactness, looseness in the weaving of the thread of incidents.”
 The reviewer rightly perceived a novel designed to accommodate mixed purposes. These mixed purposes characterize Marlitt’s oeuvre, but apparently in this case the reviewer found her ambitious intention to infuse romance with greater social significance at once too forced and too transparent. Schillingscourt does not in fact drive the plot with romance and mystery in the streamlined and suspenseful manner of Secret and Gold Elsie, thus allowing other themes more space. Moreover, the exotic and sometimes off-putting Mercedes herself does not as easily gain reader empathy in the manner of her literary forbears.
The reviewer who found the plot “loose” also registered discomfort with the deviations from the conventions of romance according to which, in his view, the young and unmarried are to occupy center stage: featuring married people as its protagonists, the plot scandalously depended on the love of a married man for a beautiful woman who was a guest in his house. “A divorce is obtained with less concern than a pair of gloves,” he objected. “Undoubtedly the innocent girlish heroine of old-time romances is insipid to mature minds, but it is possible to represent a woman of character, possessed of a heart well worth the winning, without placing her in an atmosphere of lax marriage ties, easily-obtained divorces, and slightly-reverenced betrothal vows.”
 

But iit was not only on moral grounds that the novel occasioned discomfort. A review in The Nation identified further deviations from generic norms that made this book less enjoyable than others of its ilk: “pure romance” was being contaminated here by social issues that made it “more unreal and far less agreeable.”
 In other words, romance, the reviewer believed, could not gracefully bear the load of broader social or political vision. This objection implies that the special charm of this set of German romances lay in the possibility of suspending disbelief. The social context evoked in this fiction normally did not force American readers to think about American realities even when it bore a pleasurable relationship to them. In other words, the social context of the original was sufficiently alien to deflect the recognition that the happiness and harmony they projected was merely fabricated. Were, then, the distasteful “discussions of all sorts” in Schillingscourt the overt connections to the American South or the exoticizing of Americans as uniformly of color? This review, like all the other American reviews I have found, never mentions the American characters and leave us wondering.

For some American readers the racial stereotyping, the Southern themes, and the echoes of the discourses of the Lost Cause, even if re-signified in the foreign context of the novel, may in the end have been comfortably familiar. Alderman Library at the University of Virginia offers tantalizing circumstantial evidence of Southern liking for the novel: the library holds not one, but four different popular editions of the novel, donated—as a plate within each book testifies—by four different women, one of them, Mrs. Charles Kent, the daughter of the translator Mary Stuart Smith.
 Did these women especially enjoy the portrait of a beautiful Southern woman to whom the text accords significant moral agency? 

While this particular question must remain unanswered, an exemplar of Lippincott’s 1898 edition of Schillingscourt does testify eloquently to the enduring sentimental significance of the novel for at least twenty-two years after it was first published in America. It is signed on the front flyleaf “Emmie A. Matt June 1, 1901.” Slightly paraphrasing a poem by the American orator Robert G. Ingersoll (1833-99), Emmie wrote on the back flyleaf: “Love is the only bow/ on Life’s dark cloud/ — Love is the builder of/ Every hope. With Love/ Earth is heaven, and /We are God” and signed it “Emm.” Emmie had misremembered one of Ingersoll’s lines or perhaps deliberately emended it when she replaced “home” with “hope.” This substitution suggests that the values that Emmie saw affirmed therein had not so much to do with keeping house as satisfying deeply felt wishes within the domestic story; a novel about Americans in Germany that ended with a transatlantic marriage addressed Emmie’s hope for the power of love. As Emmie’s inscription suggests, German novels in translations could become “wellsprings of personal meaning” for their readers.
 

* * * 
All of Marlitt’s novels contain the sort of discussions that The Nation disliked in Schillingscourt and thus violated nineteenth-century conventions even as they established new ones for popular German literature in translation. Yet they routinely delivered the happy ending founded in heterosexual love, one that was not only expected, since it was internationally generic of romance, but that was also virtually guaranteed in the 1870s, ’80s, and ’90s by certain German women authors’ names, by Wister’s imprimatur, or simply by the designation “after the German.” In chapter 4 we will take a closer look at the German art of the happy ending and its cachet with American readers.
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