The One and the Many: The Old Mam’selle’s Secret and the American Traffic in German Fiction (1868-1917)

In 1901, Edith Wyatt’s “A Matter of Taste” offered a snapshot of American reading predilections by means of the book that stands at the center of my investigation of the one and the many. Here, an Anglo-American brother and sister view one another’s taste in reading with incomprehension. The pretentious Henry reads foreign literature about the Italian Renaissance to his bored sister, Elsie. Elsie, who, the narrator notes with a thrust at the snobbish Henry, “had no Standard,” longs instead for the pleasures of reading Marlitt’s The Old Mam’selle’s Secret.[endnoteRef:-1] In her preference for Marlitt, Elsie shares the taste of her German friend Ottilie who is reading Marlitt’s novel in the original German; Ottilie too has no Standard. The siblings resign themselves to their differences recognizing that “in a various world every one has need of a great deal of patience.”[endnoteRef:0]  [-1:  Edith Wyatt, “A Matter of Taste,” in Every One His Own Way (New York: McClure Phillips, 1901), 93-103, here 97.]  [0:  Wyatt, “A Matter of Taste,” 103.] 

To paint this gentle portrait of the divergence between American women’s and men’s reading, on the one hand, and the affinity between American and German women’s taste, on the other, Wyatt presciently invoked what was to be the longest-enduring example of nineteenth-century German domestic fiction in American translation. First rendered in America in1868, The Old Mam’selle’s Secret helped to open the American book market to a raft of translations of German domestic fiction that, in the absence of international copyright, proliferated over the following thirty years. While of all the German domestic fiction translated in post-bellum America, Secret achieved the most secure (though in the end ephemeral) status as belonging to the “world’s great literature,”[endnoteRef:1] its individual story is intimately intertwined with those of all the others and with the boom in the reading and publication of novels in America in general. It belonged to what the New York Ledger termed a “miniature library” of German novels by women that had provided “an exceedingly large public [with] bright and agreeable reading.””[endnoteRef:2]  (#2)	Inspired by Darnton’s “communications circuit” and new approaches to book history, my paper puts Das Geheimnis der alten Mamsell, this single text, in dialogue with many American books, their publishers, and their readers.[endnoteRef:3] As a translated text, The Old Mam’selle’s Secret potentially transmitted German values, taste, and culture. As a book advertised, sold, circulated, and read over six decades in an age of pirate printing and booming book production it became an American story, one whose publication history can be investigated for its indexing of American tastes, values, and longing. Through translation, publication, and reprinting Secret became, in Gideon Tory’s formulation, a “fact” of American culture, less a German story than American entertainment. I am interested both in how Marlitt’s novel conformed enough to existing American tastes to be acceptable and how it stood out sufficiently as a good read to endure as favorite reading over half a century. I mean to demonstrate, moreover, how close reading and distant reading complement one another, each signaling the need for the other in the writing of literary history that is not limited by the national, the canonical, and the merely textual and that also examines the not insignificant role of women’s writing and women’s and adolescents’ reading in the transnational literary field. First, a brief close reading of Marlitt’s highly mobile international bestseller.[endnoteRef:4]#3 [1:  Charles Dudley Warner, ed., “Old Mamselle’s Secret,” Library of the World’s Best Literature, Ancient and Modern, 31 vols. (New York: J. A. Hill & Company, 1896), 30: 180.]  [2:  “Some German Literary Women,” Reprinted from the New York Ledger in The Galveston Daily News, 14 December 1895: 8.]  [3:  Robert Darnton, “What is the History of Books,” Daedalus (Summer 1982): 65-83. This essay has been variously anthologized and amplified by Darnton in “Histoire du livre—Geschichte des Buchwesens: An Agenda for Comparative History,” Publishing History 22 (1987): 35-41. Darnton returned to the essay again in 2007 in Darnton, “‘What is the History of Books?’ Revisited,” Modern Intellectual History 4.3 (2007): 495-508.]  [4:  Das Geheminis der alten Mam’sell was translated into English in the United Kingdom as well as in the US and also Dutch, Swedish, Danish, Norweigeian, Spanish, Icelandic, Russian, Czech, French, Portuguese, and most recently into Vietnamese (2004). In several cases, especially English, more than one translation circulated.] 

Serialized in the Gartenlaube in 1867, Marlitt’s domestic romance was tailored to pre-unification German provincial conditions and German middle-class values and ideas about the cultural nation. The contents harmonized with the aims of this family magazine, which in the 1860s determined to cultivate German readers with programmatically German products. Yet from the start The Old Mam’selle’s Secret bore the signs of the author’s international reading, specifically her familiarity with Jane Eyre.[endnoteRef:5] Close reading makes visible both Secret’s brand of Germanness and its resonance with Bronté’s novel. [5:  Currier Bell, Johanna Eyre, trans. Ernst Susemihl Berlin: Duncker und Humblot, 1848. Jane Eyre was also adapted in 1856 for the German stage as Die Waise von Lowood (The Orphan of Lowood) by the popular playwright Charlotte Birch-Pfeiffer. ] 

Rudolf Gottschall early remarked on the similarity of Felicitas, the heroine of “Secret,” to Brontë’s Jane, yet he neglected to mention the most striking affinity between the two works, namely the “mad woman in the attic,” Aunt Cordula, Marlitt’s benign antithesis to Brontë’s mad woman.[endnoteRef:6] #4 Cordula lives directly under the roof of a grand old house in Thuringia virtually invisible to the rest of the Hellwig family who inhabit the floors below. Unlike Brontë’s Bertha Mason, she is not a raving monster from the colonies who threatens to impede the happy ending. Whereas Brontë labeled her mad Bertha “the foul German spectre—the Vampyre [my italics],” Marlitt made her Cordula, like her name, the heart of German culture. Cordula is Felicitas’s teacher and deliverer, and also the guardian of German culture and values in a house otherwise ruled in the lower stories by greed, bigotry, and hypocrisy. Denied her own happy ending by social prejudice and malfeasance, Cordula holds the key to unlocking the family’s dishonorable past, one rooted in a deeply fraught German history. This past needs to be disclosed and atoned for the sake of the happy ending of the younger generation and the wedding of the heroine and the doctor-hero. #5 [6:  Rudolf Gottschall, “Die Novellisten der ‘Gartenlaube’,” review essay of “Goldelse,” “Das Geheimniß der alten Mamsell, ” “Die Reichsgräfin Gisela,” in Blätter für literarische Unterhaltung, no. 19 (5 May 1870): 289-293. repr. In Deutschsprachige Literaturkritik1870-1914: Eine Dokumentation, ed, by Helmut Kreuzer with the asssistance of Doris Rosenstein, 3 vols. (Frankfurt am Main: Peter Lang, 2006). 1:43;40-48, here 44.] 

	Banished to the attic because her profane music offends Frau Hellwig, the lady of the house, Cordula lives hidden, surrounded by marble busts of great German men, books, and ivy. She reads, plays German classical music, treasures her autograph collection of letters and manuscripts of important German composers, cultivates a balcony garden, feeds the birds, and extends charity to the needy. When Cordula comes to the aid of orphaned Felicitas, she teaches her to appreciate art and literature, instructs her in French and leads her to embrace a joyful Christianity that contrasts with the rigid piety practiced by the Hellwigs on the floors below. The Old Mam’sell, this figure of German popular culture, embodies German national high culture and the formative idea of aesthetic education, as well as middle-class ideals of virtue and sentiment. 
	The family secret is also rooted in a specifically German history and concerns the swindling by the bourgeois Hellwigs of the aristocratic, but impoverished, Hirschsprungs who had originally built the house. When in the year 1633 the troops of Gustavus Adolphus invaded Thuringia, the fortunes of the Catholic Hirschsprungs took a devastating turn. To save some of their valuables from the marauding troops, the Hirschsprungs hid them in the foundations of the house, but died before they were able to reclaim it. When two hundred years later, Cordula discovered the hidden treasure, her father and cousin secretly and unlawfully kept it for themselves rather than restore it to the rightful heirs, an impoverished shoemaker and his son. Years later, two matching engraved bracelets provide a clue to the crime. Together they constitute a stanza of a 13th-century German love poem that valorizes true love, fidelity, and the happy ending afforded by both. All three American translations reproduce the original Middle High German text in full, providing a strongly visible national historical tag.[endnoteRef:7] [7:  Ll. 23-28 of xxviii. Lied of Frauendienst.] 

Cordula has invested her own fortune in her manuscript collection, in particular, the nearly priceless and sole surviving copy of a Bach opera written in the local Thuringian dialect. Upon her death, however, Frau Hellwig, in search of family silver, finds the opera and burns it, considering it mere rubbish. This second crime, one against German cultural heritage, confirms that Frau Hellwig’s stern piety has no place in modern Germany; it blinds her to the value of a work by a great German composer. 
The determination of Johannes Frau Hellwig’s son Johannes, against his own financial interests to compensate the aristocratic Hirschsprung family for the stolen treasure and also for the incinerated manuscript, which Cordula had willed to the Hirschsprung heirs to atone the family crime, incorporates the principal moral message of the novel.  Personal happiness depends on honor and specifically the fulfillment of all obligations, whether legally contractual or merely morally binding. While it also turns out that Felicitas is the granddaughter of the Hirschsprungs who disowned Felicitas’s mother when she married far beneath her social rank, Felicitas has no intention of reconnecting with her family, and they in turn never consider that she too should share in the monetary compensation. She instead is content to become Johannes’s wife and helpmeet. The novel’s happy outcome thus harmonizes virtue and desire and allows the heroine secure social and economic standing based only on her husband’s profession as a doctor and their future hard work. Felicitas’s happy ending furthermore recenters the German culture that was once banished to the attic in the Hellwig home.  In Johannes and Felicitas’s new home on the Rhine, Cordula’s busts of great German men now adorn Felicitas’s room.
But the novel does not only offer the pleasure of virtue rewarded, justice done, and culture redeemed; it is also structured by the mutual attraction between Felicitas and Johannes, which both scrupulously strive to resist.  The announcement on the final page of the novel of Johannes and Felicitas’s sturdy firstborn, delicately makes clear that the sexual longing that structured a plot of delayed gratification has at last found fulfillment, the bliss promised by love poetry of the matched bracelets.
While ending well for Johannes and Felicitas, Secret does not chart a trajectory of rags to riches; good character and education lead to happiness but not necessarily wealth.  In this respect, the novel is paradigmatic of the German domestic fiction that became a part of American reading: wealth may be a by-product but it is not the basis of happiness; nor can money alone bridge social difference. It is thus striking that in 1912 the American film version of The Old Mam’selle’s Secret superseded Marlitt’s quaint “German” moralizing with a new happy ending that ran against the grain of the original; in this short film Felicitas’s happiness depends on her inheriting the Hirschsprung fortune; as a movie synopsis reported, Felicitas feels free to accept Johannes’s proposal once she inherits money and thus “two loving hearts” are brought together. This film adaptation represents a culmination of the “Americanization” of the original German text. Other processes of reception and adaptation had, however, already taken place via translation, reviewing, packaging, marketing, and reading.  These will occupy us in the time remaining as we consider larger sets and other kinds of data.
Although she wrote only ten novels and three shorter pieces, Marlitt numbered among the German authors most frequently translated in nineteenth-century America, ranking fifteenth in Pochmann’s summary of all German authors translated and fourth under “lesser fiction and prose writers.”[endnoteRef:8] Evidence for her popularity in America is legion and especially so in the case of Secret. Americans—from Mark Twain to thirteen-year-old Agnes Hamilton of Fort Wayne, Indiana—eagerly read Secret. In 1881, Agnes pronounced the novel “splendid.” Fourteen years later she was eager to reread the novel—and not for the first time.[endnoteRef:9] Early American reviews praise Marlitt’s novel, even comparing it favorably with Thackeray’s works.[endnoteRef:10]  Not surprisingly, then, issues and editions of Secret proliferated.#6 [8:  Henry A. Pochmann, German Culture in America: Philosophical and Literary Influences 1600-1900 (Madison: University of Wisconsin Press, 1957), 346-47. In his brief summary of his data, Bayard Quincy Morgan remarks on the “insatiable appetite of the American public for narrative literature” satisfied by Heimburg, Marlitt, and Werner and others. Bibliography of German Literature in English Translation, Studies in Language and Literature 16 (Madison, WI: 1922), 17.]  [9:  Agnes Hamilton to Alice Hamilton, 10 August 1881; Agnes Hamilton to Edith Trowbridge, 19 August 1895, respectively, Hamilton Family Papers, Schlesinger Library, Radcliffe Institute for Advanced Study, Harvard University. Agnes’s correspondent in the first of these, her cousin Alice, would be among the first North American women to audit classes at the University of Munich. Barbara Sicherman, Alice Hamilton: A Life in Letters (Cambridge, MA: Harvard University Press, 1984), 89. ]  [10:  Rev. of The Old Mam’selle’s Secret, by E. Marlitt, Lippincott’s Magazine 1 (1868): 680.] 

To date I have identified 103 distinct American issues of The Old Mam’selle’s Secret in its three American renderings. The examination of sixty-seven exemplars has furthermore enabled me to untangle and sketch out its publication history in the United States from 1868 to approximately1926. Figure 1 offers a rough visualization of the publishing trajectories of the three American translations; in the aggregate, they reflect a fiercely competitive book industry that went into high gear especially as the century waned. 
The first and best-loved translation by Annis Lee Wister, which Lippincott, used to leverage Wister’s career and his sales, was reprinted steadily from 1868 to 1911.[endnoteRef:11] Lippincott used the same plates throughout, but repackaged the novel with new bindings, sometimes affiliating the book with other Wister translations of Marlitt novels and sometimes as one in a series of Wister’s “popular works from the German.” #7Near the end of the century, the plain bindings of the early years often gave way to more ornate variations. In 1887, Lippincott responded to new competition by publishing a cheap paper cover edition of Secret.[endnoteRef:12] #8 [11:  The title page of an exemplar dated 1868 announces itself as the third edition, suggesting that the number of reprint editions is far greater than I have been able to confirm. E. Marlitt, The Old Mam’selle’s Secret, trans. A. L. Wister, 3rd edition (Philadelphia: J. B. Lippincott & Co., 1868).]  [12:  E. Marlitt, The Old Mam’selle’s Secret, trans. A. L. Wister, Lippincott’s Series of Select Novels no. 75 (Philadelphia: J. P. Lippincott, 1887). On the importance of well-known antecedents to early film and the need for clarity, see, e.g., Charles Musser, The Emergence of Cinema: The American Screen to 1907, vol. 1 of History of the American Cinema (New York: Charles Scribner’s Sons, 1990), 349, 352-53, 383, and Eileen Bowser, The Transformation of Cinema 1907-1915, vol. 2 of History of the American Cinema (New York: Charles Scribner’s Sons, 1990), 42-43, 52-53.] 

 When in 1893 the American Library Association assembled a catalog of 5,000 volumes for a popular library exhibited at the Chicago World’s Fair, Lippincott’s 1892 edition of Wister’s translation of Secret appeared on this list under both Marlitt’s and Wister’s names.[endnoteRef:13] Indeed, many Americans regarded Wister’s English as “superior to the original.” This notion long shaped the reception of the novel.[endnoteRef:14] American library catalogues aided the transformation of Wister’s rendering from a German novel to an American artifact by listing it along with other such translations from the German, under “English fiction.”[endnoteRef:15]  [13:  Catalog of “A. L. A.” Library. 5000 Volume for a Popular Library Selected by the American Library Association and Shown at the World’s Columbian Exposition (Washington: Government Printing Office, 1893), 30, 36, books by E. Marlitt and translations by Annis Lee Wister, respectively.]  [14:  Charles Dudley Warner, ed., “Old Mamselle’s Secret,” Library of the World’s Best Literature, Ancient and Modern, 31 vols. (New York: J. A. Hill & Company, 1896), 30: 180.]  [15:  Classified Catalogue of the Carnegie Library of Pittsburgh 1895-1902 in Three Volumes (Pittsburgh: Carnegie Library, 1907), 2: 1897.] 

#9New publishers stepped in to the fray in the 1880s. In 1882, Munro published Mary Stuart Smith’s new translation of Secret in his popular Seaside Library, priced at twenty cents a copy, and four years later released it in a Seaside Pocket Edition.[endnoteRef:16] Late in the century, Fenno and Hurst acquired Munro’s plates and began publishing Smith’s translation with a variety of bindings.  A third translation by E. H. appeared with Lovell in 1887.[endnoteRef:17] This rendering was to experience by far the most tangled publishing history. While Munro and Lippincott apparently long retained the sole rights to Smith’s and Wister’s translations respectively, new editions and reprint editions of E. H.’s translation proliferated as new and aggressive publishers that included the novel in series and bindings meant to address the American novel mania across budgets, ages, reading preferences, and social classes. In varieties of issue and numbers of publishers, E. H.’s translation in the end outstripped both Wister’s and Smith’s combined. The lowest branch in Fig. 4 represents my best guess as to the relationship of forty-nine issues of the E. H. translation to one another, indicating how twenty publishers shared plates from seven different editions.  [16:  E. Marlitt, The Old Mam’selle’s Secret, trans. Mary Stuart Smith, Seaside Pocketed Edition 858 (New York: Munro, 1886).]  [17: “Index to the Books of 1886,” Publisher’s Weekly 31 Nos. 783-4 (January 29, 1887), 143.] 

#10In the 1920s, Sears republished E. H.s version in the “American Home Classics” series, thus indicating the status The Old Mam’selle’s Secret had achieved over sixty years of American reading. No longer contemporary fiction, but now a standard book mass produced for the American home, it had been absorbed into American reading culture; it had become a novel that everybody knew or was suppose to know. #11As an “American Home Classic,” it stood shoulder to shoulder with English-language works—works by American popular authors and classic British authors—as well as works written originally in French—novels by Dumas, Balzac, and Daudet, and others—that had been appropriated as America’s own.#12 Sears was, however, following a strategy that had been in place for some twenty years: Lupton, Hurst, the International Book Company, and others had sold E. H.’s translation as a classic in cheap series projecting cultural pretention available at affordable prices.
Late in the century the proliferation of covers designed to appeal to women and girls marked a different maketing trend. Lippincott’s 1890 edition is a case in point.#13With the hearts and flowers motif on the cover and Wister’s dashing signature, the binding, on the one hand, strongly signals targeting of a female audience and exploits Wister’s cachet as arbiter of literature that Americans (especially women) liked to read.#14Donohue, Henneberry, & Co., A. L. Burt, Federal Book Company, George M. Hill and Hurst editions and issues likewise produced editions that overtly appealed to a female audience with cover images of young women or flowery “feminine” designs. In the end both strategies—classics and hearts and flowers--may have had adolescent readers in mind.
Up to now, I have inferred historical American readers largely from numbers of editions, advertising, and packaging.#15Twenty-six exemplars with signatures and/or dedications provide evidence that readers were likely to be female. Nineteen of the owners are unambiguously identified as female by an owner’s signature or a dedication. Twenty-five exemplars indicate the involvement of a woman or girl as the owner or the gift-giver. These gift books bound giver and recipient across generations (mother, grandmother, uncle, adult friend), occasionally across genders, and through friendship with peers. The belated 1922 dedication “For Julia from Grandma,” when American interest in nineteenth-century German domestic fiction had waned, suggests the structure of the afterlife of the book. “Grandma” may have selected the book for Julia with fond memories of her own adolescent reading. To what extent then do these signed copies represent the larger American readership?
Eight and a half years of records from the Muncie Public Library 1891-1902 provide access to still more historical readers. These dates coincide with the pinnacle of the reading vogue of domestic fiction by German women; these are the years in which the most new translations of domestic fiction by German women appeared and when the most new editions and issues of these works were published as indicated in figure 2.[endnoteRef:18] #16 [18:  See Lynne Taltock, xxxxx] 

The Muncie records reveal Marlitt, represented by twenty-three books, to be, with 1,823 transactions, the tenth most widely circulating author in the library in these years.[endnoteRef:19]  Secret alone logs 213 transactions. Over long stretches of time, a copy of the novel was always checked out of the library, Library users had access to Secret via three books, one of them Wister’s translation; it was by far the preferred option. As the records indicate, over long stretches of time, a copy of the novel was always checked out of the library. #17 [19:  “What Middletown Read?” Muncie Public Library, Center for Middletown Studies, Ball State University Library, http://www.bsu.edu/libraries/wmr/.] 

77% of the borrowers of Secret were female.  Of the 147 for whom we can determine ethnicity, only 5% had recent affiliations with Germany or Switzerland and only one among these was born in a German-speaking country. In Muncie, therefore, German heritage did not factor significantly in the choice to read this novel. This finding helps to dispel the notion that Americans read Marlitt’s and other translations from the German because they themselves were of German heritage. If readers chose Secret and others of its ilk because these books were German, then “German” figured as something other than ethnicity per se. I shall return to this point. Of the 150 borrowers, whose the date of birth is known, 65% were twenty-nine or younger. Younger women, especially, age 15-19, read Marlitt’s novel.
The 203 borrowers of The Old Mam’selle’s Secret checked out 2,324 additional books.  Numbering among the top thirty-two choices in this eclectic list are twelve additional translations by Annis Lee Wister, the best-known translator of popular German literature by women. Examination of the preferences of 146 identifiably female readers reveals that fifteen of their top twenty-three book choices (including Secret) are translations by Annis Lee Wister, nine of them Marlitt novels. Female readers’ choices appear to be guided by their recognition of both the author and the translator. Male borrowers of Secret tend to be crossover readers who normally prefer other fare. 	Comment by Lynne Tatlock: Let’s see if we can find a reader or two who read all of the Wister translations and trace the sequence in which she read them.	Comment by Lynne Tatlock: Make visual of this data. Chart?
In the aggregate, the twenty-four exemplars of Wister translations held by the library logged 2,157 transactions. These numbers rival the 2,967 transactions recorded for the forty books by Alcott in the library’s holdings. Were Wister understood as an author, she would immediately follow Alcott in position eight with her “Popular Works from the German.”[endnoteRef:20] #18Furthermore, while Alcott exemplars tallied 74 transactions on average over these years, Wister translations from the German averaged 89.  The Muncie records thus provide evidence that Lippincott’s strategy of marketing Wister’s translations in the aggregate as “Popular Works from the German Translated by Mrs. A. L. Wister” had succeeded.#19“ [20:  A “transaction” in the language of the Muncie database refers to a checkout of a book. The numbers cited were compiled with the help of Steven Pentecost, using data from “What Middletown Read?” Muncie Public Library, Center for Middletown Studies, Ball State University Library, http://www.bsu.edu/libraries/wmr/.] 

German” was strongly associated with Wister’s translations, and Wister had selected certain kinds of novels for translation: “wholesome” domestic fiction set in the German provinces with drama and a bit of adventure within the constraints of domesticity and, most important, happy endings. These happy endings offered hope and an idea of futurity, the troubled past having been put to rest and the wronged compensated, or, to use Wister’s pet word, “indemnified.” With forty-two translations of German works, most of them by women, including Marlitt’s ten novels, Wister and Lippincott helped to create the American liking for German popular fiction.  Reviewers repeatedly laud Wister’s taste in German books that were sure to satisfy—even if they considered other German books dull and dreary. They also recognized the affinity of these books to one another. In this series of novels “German” had become a brand that promised wholesome entertainment in domestic settings abroad, entertainment with happy endings. These were the happy endings that in the 1920s the reading denizens of Muncie, perhaps some of the same borrowers who had checked out Secret twenty years earlier, told the sociologists Robert S. Lind and Helen Merrell Lind they sought, since “There’s enough trouble in the world all about one, so why should people have to put it in books?”[endnoteRef:21] [21:  Robert S. Lynd and Helen Merrell lLynd, Middletown: A Study in Contemporary American Culture (New York: Harcourt, Brace and Company, 1929), 238.] 

How then did Marlitt’s novel and its German avatars in translation figure among the wealth of books from which American readers had to choose.  A publishers’ survey, topic modeling and further examination of the Muncie data provide additional clues for making determinations about genre and reader preferences. To what extent, then, did readers choose Secret as stand-out reading different from other fare? To what extent did the novel, on the other hand, figure in their choices merely as a pleasing example of the many?
In 1876, in Publishers Weekly, thirty-nine American publishers ranked Jane Eyre (1847) second on a list of the 204 most salable books (most salable, that is, after Dickens, Scott, Eliot, and Bulwer-Lytton, whose marketability was considered indisputable and who therefore were excluded from the survey).[endnoteRef:22] Secret placed twenty-third on this same list, followed by four additional Marlitt novels in positions 27, 50, 95, and 114. In 1876 Jane Eyre was by no means new, especially in comparison with the American translation of Secret, which was then not yet a decade old. Nevertheless, in the opinion of American publishers, the older English-language book was still a sure bet on the American market.  [22:  The list excluded works by Bulwer, Dickens, George Eliot, Scott, and Thackeray “since they of course stand at the head of standard novelists, and the works of these alone would easily outrun the specified number of fifty titles.” “The Prize Question in Fiction,” The Publishers’ Weekly , no. 127 (20 May 1876): 633.] 

Topic modeling places Jane Eyre at the center of this 1876 list, with a majority of the books consistently close to it as measured by the presence of statistically determined “topics”—as if Brontë’s novel were the universal literary solvent, the philosopher’s stone. In other words the books deemed salable by these American publishers tended to have the same word affiliations to be found in Jane Eyre. The Old Mam’selle’s Secret, which close reading reveals to be influenced by Jane Eyre, also falls into the penumbra of Brontë’s novel according to topic modeling. Yet distances between novels determined by topic modeling do not reveal Marlitt’s novel to be as close to Jane Eyre as are other American and English novels that publishers list as favorites in 1876.  Secret instead shows stronger overlap with other German domestic fiction.[endnoteRef:23] On the other hand, it is far closer to Jane Eyre than such noticeable outliers on this list as Robinson Crusoe, Don Quixote, The Count of Monte Cristo, and The Last of the Mohicans.[endnoteRef:24]  The presence especially of the novels by Defoe and Cervantes, which both close reading and topic modeling tag as standouts, suggests that they endure in nineteenth-century American publishing and reading as one of a kind whose many imitations, by 1876, have long since fallen into oblivion or at least circulate in contexts that did not merit the attention of these American publishers. Figures 3, 4, and 5 show some sample results from topic modeling. Note that Jane Eyre and Secret both cluster with all the other novels, but that when measured vis-à-vis a single novel Jane Eyre is closer (Fig. 3), except in the case of German novels, as in Fig. 4. Don Quixote and Robinson Crusoe always turn up as outliers, as is apparent in all three examples, especially Fig. 5. 	Comment by Lynne Tatlock: Provide some kind of visual rpresentation here [23:  Topic modeling that includes all three translations of OMS positions all three translations close together, despite the fact that the language of the translators is discernibly different.  This experiment indicates that topic modeling, although it relies on linguistic collocations, identifies affinities at a deeper level than word choice. ]  [24:  Close reading easily identifies the influence of Jane Eyre on Marlitt’s Gold Elsie as well as her Little Moorland Princess. Topic modeling in turn places the Moorland Princess closer to Jane Eyre than the other Marlitt novels, and indeed there are many similarities. It, like Jane Eyre is written in the first person, takes place in a mysterious house with secret rooms, and features a hero with compromised vision whose sternness is difficult to read.  Like Rochester, Herr Claudius also has taken on the care of children not his own and has been hideously deceived by a woman. The setting on the moor and the picture of a free-spirited brown-skinned young girl roaming on the moor also resonates with Emily Brontë’s Wuthering Heights.] 

If Jane Eyre led American sales in 1876, data from the Muncie readers suggest that the novel’s circulation has diminished. Two decades later, in Muncie, the number of transactions recorded for Secret surpassed the 116 transactions for Jane Eyre by 84%. Jane Eyre is of course now considered classic reading and in that sense has acquired the status of Don Quixote or Daniel Defoe as stand out, important reading; in Muncie in the 1890s, however, the then fifty-year-old novel lived on as favorite leisure-time reading not so much in its own skin as in its avatars. Those seeking foreign settings, happy endings, mystery, drama, and adventure framed by domesticity, with romance culminating in marriage could find those elements in, among other novels, Marlitt’s much shorter Old Mam’selle’s Secret. 
If Franco Moretti calculates correctly, namely, that “normal literature” lasts twenty-five to thirty years, then diminishing reader interest in Jane Eyre as leisure-time reading was long overdue. But by the 1890s, Secret too was far from new. The continued interest in1890s readers in Muncie in Marlitt’s novel may tell us something different about the longevity and vitality of literary genres or fashions from what Moretti has observed.
In his consideration of British hegemonic forms, 1760-1850, in Maps, Graphs, and Trees, Moretti looks only at data for new titles. Interested in the “artistic usefulness” of literary forms and “bursts of creativity” (understood narrowly as writers’ creativity), he does not take into account the endurance of literary forms in alternate forms of creativity--translation, reprinting, republishing, repackaging—or in reading by new audiences.  He does not consider that novels for adults may enjoy an afterlife as adolescent reading, that reading originally read by both men and women might become solely women’s reading, and that novels originating in one culture and language may circulate revitalized in a new context. The data we have reviewed for Secret indicate that it is in fact enlightening to look at other kinds of records to write a broader, transnational account of literature and literary forms since such records testify to somewhat different patterns and certainly to a much extended life span of literary works and genres, one that sometimes doubles Moretti’s estimate for “normal literature”: that is, as a result of the activity of the entire “literary system”—to use André Lefevere’s term for the broader cultural context—[endnoteRef:25] books may be re-published and avidly and widely read as “normal literature” long after their original publication, consumed in different contexts and by new audiences. Indeed, in D. H. Howell’s The Rise of Silas Lapham, a naive young woman reads a Munro Seaside edition of Middlemarch, which had been published a decade earlier believing that it is a brand new novel. In other words, industrial and market conditions profoundly determine (and may extend) the life of literary genres.[endnoteRef:26]  [25:  André Lefevere, Translation, Rewriting and the Manipulation of Literary Fame (London: Routledge, 1992), 11-25.]  [26:  Sarah Wadsworth, ] 

In the matter of the reading of older texts, the work of William St Clair proves illuminating. As St. Clair maintains, patterns of reading depend on the availability and the affordability of books. Moreover, he asserts, “although new texts were being written, circulated, and read during all periods of the past, most of the reading that has historically occurred has been of older texts that were accorded value after they were first written and that continued to be copied for new readers by whatever technology was available.” Given the culture of reprinting in nineteenth-century America, St. Clair’s, observation seems particularly applicable.  Let us return then to the 1876 list of the 204 most salable books to look at the age of these republished texts.
The 1876 list, which tallies the best guesses of thirty-nine American publishers reveals a more mixed literary field than the one St Clair imagines, one including both new and old novels. Still, it confirms his observation that the publishing industry accords old books new value.  Sixteen of the top fifty-eight novels (28%)—novels with eleven votes or more--are older than twenty years; twenty-six (45%) are older than ten years. With 45% of the top 58 most salable books comprising publications of no-longer new novels, the list testifies to a vigorous afterlife for older novels within 1870s North American print culture. 
#23The proliferation of editions and issues of Secret over several decades coupled with the Muncie borrowing records more emphatically confirms St Clair’s observation. Secret, The Second Wife, and Gold Elsie, the three Marlitt novels in the top fifty-eight most salable novels in 1876 had at that time all been on the American market under ten years; by 1902, when the Muncie records end, they had circulated for three decades and were still being regularly read. In Muncie they logged 212, 265, and 210 transactions respectively. Thus Secret, a thirty-five-year-old German story with affinities to a fifty-five year-old novel, continued to find an audience, above all, among younger female readers.
#24In the end, the Muncie records both corroborate and dispute Moretti’s sense of the life span of “normal literature.” Alger, Fosdick, and Marie Corelli, among others, had twenty years later displaced some of the authors from the 1876 group as favorites of the Muncie readers. On the other hand, only one of the top fifty-eight authors from the 1876 list is not represented by any book at all in the library’s holdings. Four of them are, moreover, among the top twenty circulating authors (Roe, Alcott, Marlitt, and Evans with Mrs. Alexander not far behind), and even lower-ranking authors are still checked out several times a year. By the 1890s, many of these books were thirty to forty years old.[endnoteRef:27] In short, Muncie library transactions indicate that romance in domestic spaces, as conceived decades earlier, was far from dead. [27:   In her study of the Sage Library in Osage, Iowa, in the same period, Christine Pawley similarly points out that many of the titles on the list of the books most often checked out were not new. One time best-sellers or near best-sellers were being read in Osage some “twenty, thirty, and even forty years later.” Christine Pawley, Reading on the Middle Border: The Culture of Print in Late-Nineteenth-Century Osage, Iowa (Amherst, MA: U of Massachuseets P, 2001), 92-93.] 

#25 Marlitt’s Old Mam’selle’s Secret introduced, embodied, and shaped the vogue of German domestic fiction and enjoyed a vigorous life in America, along with others like it for about forty years; at the same time, it outlived that vogue by an additional decade and a half on through the First World War—as the good read that almost became “world literature.” Its sojourn, as the outstanding representative of the German popular novel confirms that the life of  “normal literature,” measured in terms of publishing and circulation can extend to forty years and more, well over Moretti’s estimate, yet without even this one outstanding representative of fashionable “normal literature” entering an enduring reading canon, that is, without it becoming the one of a kind such as Robinson Crusoe, Don Quixote, or indeed Jane Eyre. 	Comment by Lynne Tatlock: Bell curve; actually Muncie is the moment when the most German novels are being re-published.
In considering how combining close and various distant readings can be fruitful for examining the circulation of popular literature across political and linguistic boundaries over time under certain industrial conditions, I have suggested approaches to thinking about literary history that evaluate many data beyond the single text. In closing, I return to the one, The Old Mam’selle’s Secret, to formulate the attraction of German domestic fiction for American readers. The American reviewers who in the early 1870s praised German novels for their “peculiar tinge of romance which is the characteristic of German sentiment.”[endnoteRef:28] and “suffused with a romantic glow”[endnoteRef:29] did not worry much about verisimilitude or historical fact. Indeed, such novels, set in far-off Germany, offered American readers, mainly women and girls, precisely the possibility of suspending the more rigorous expectations of social and psychological realism while affirming their belief in virtue, romance, and the possibility of happiness in marriage, belief that these readers may in turn have keenly felt as real, vital, and operative. In America in 1900 The Old Mam’selles’ Secret was still making present a German imaginary—liberal, optimistic, based in the home town—from decades earlier, one that persisted in Imperial Germany only in attenuated form. Moreover, unlike the Disneyfied versions of German fairy tales that later circulated in the United States, Secret arrived pre-equipped with a happy and conciliatory ending in which even those who brutalize their own relatives can be redeemed. It closes with the idea that even the odious Frau Hellwig, who is knitting pink baby booties, will one day celebrate the social and sexual union of her son with Felicitas. Not until 1917 would such hopeful and heartfelt association of a small-town Germany with hard-won and well-deserved felicity be challenged by the brutal reality of fathers, brothers, and sons marching off to fight the Great War. [28:  Rev. of Gold Elsie, by E. Marlitt, The British Quarterly Review. American Edition 57 (April 1873): 300.]  [29:  William Whiston, “Our Monthly Gossip. Wilhelmine von Hillern,” Lippincott’s Magazine of Popular Literature and Science, 11 no. 22 (January 1873): 115.] 
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