
	[image: cover]



[image: Image]

THE MOONSTONE

WILKIE COLLINS was born in London in 1824, the eldest son of the landscape painter William Collins. In 1846, having spent five years in the tea business, he was entered to read for the bar in Lincoln’s Inn, where he gained the legal knowledge that was to give him much material for his writing. From the early fifties, he was a friend of Charles Dickens, acting with him, contributing to Household Words and travelling with him on the Continent. Dickens produced and acted in two melodramas written by Collins, The Lighthouse (1855) and The Frozen Deep (1857). Collins is best remembered for his novels, particularly The Woman in White (1860) and The Moonstone (1868), which T. S. Eliot called ‘the first, the longest, and the best of modern English detective novels’. His later, and at the time rather sensational, novels include The New Magdalen (1873) and The Law and the Lady (1875). Collins also braved the moral censure of the Victorian age by keeping two women (and their households) while marrying neither. He died in 1889.
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INTRODUCTION

‘… here was our quiet English house suddenly invaded by a devilish Indian diamond – bringing after it a conspiracy of living rogues, set loose on us by the vengeance of a dead man. That was our situation, as revealed to me in Mr Franklin’s last words! Who ever heard the like of it – in the nineteenth century, mind; in an age of progress, and in a country which rejoices in the blessings of the British constitution? Nobody ever heard the like of it, and, consequently, nobody can be expected to believe it. I shall go on with my story, however, in spite of that.’ (p. 46)

T. S. Eliot famously described The Moonstone as ‘the first, the longest and the best of the modern English detective novel’.1 In its own time Collins’s thriller was an immediate best-seller, and one of his most popular novels. William Tinsey, who published The Moonstone, reported that the serial version was sensational:

During the run of ‘The Moonstone’ as a serial there were scenes in Wellington Street that doubtless did the author’s and publisher’s hearts good. And especially when the serial was nearing its ending, on publishing days there would be quite a crowd of anxious readers waiting for the new number, and I know of several bets… as to where the moonstone would be found at last. Even the porters and boys were interested in the story, and read the new number in sly corners, and often with their packs on their backs…2

Trollope’s The Eustace Diamonds, in part a parody of The Moonstone, was clearly inspired by it. Dickens’s The Mystery of Edwin Drood (1870) and Conan Doyle’s The Sign of Four (1890) also incorporate material from The Moonstone.

The Moonstone contains all the elements of the classic detective story: concealed clues and garbled messages in need of decoding, tension between the inefficient local policeman and the competent but idiosyncratic detective (in this case Cuff, ‘a mine of learning on the trumpery subject of rose-gardens’, p. 107), the complications and delays caused by a character’s concealing crucial evidence, the detective’s summing up of the case, the incrimination of person after person until the arrest of the least likely person of all.3 As Howard Haycroft points out, The Moonstone anticipates Agatha Christie’s The Murder of Roger Ackroyd by sixty years in making the editor/narrator the culprit.4 And Collins increases the already considerable suspense in the novel by making Franklin Blake unaware of his own ‘crime’, and by a dramatic reconstruction of the crime in the concluding pages of the novel rather than by extracting a confession from the villain. The ‘detective fever’ (p. 131) of The Moonstone is also due to the fact that detective and reader are in possession of the same (carefully edited) information throughout the novel, anticipating what is now considered the detective novel’s ‘fair-play’ formula.

The historical, legal, medical and police materials for The Moonstone were assembled from a number of sources with great precision.5 Collins’s root plot is derived from an episode at the Gates of Somnauth in 1843, in which Lord Ellenborough sought to replace a Hindu sacred object, allegedly looted by the Afghans 800 years previously, to the ruins of the holy city of Somnauth. Collins’s notes for his novel indicate that the Moonstone itself derived from the combined history of a number of famous gems looted in India. At the Athenaeum Club he gained personal anecdotal accounts about India in general, and Hindu fanaticism in particular, from experts such as John William Shaw Wyllie – a member of a distinguished Anglo-Indian family – who, like Murthwaite, ‘the celebrated Indian traveller… had penetrated in disguise where no European had ever set foot before’ (p. 77). From books in the Athenaeum Library, in particular the eighth edition of the Encyclopaedia Britannica, The Natural History of Precious Stones and Gems by C. W. King, The History of India by Talboys Wheeler, and The Life of Sir David Baird by Theodore Hook, Collins gathered the rest of his factual information concerning the Moonstone itself, and for his account of the storming of the Seringapatam by the British in 1799, the death of the Tippoo Sultan, and the looting of the Sultan’s treasury by English officers. The projected title of Collins’s novel was The Eye of the Serpent, and Collins took notes on ‘serpent worship’ from Wheeler’s History of India. Ultimately, however, the Moonstone’s history is largely derived from the Encyclopaedia Britannica, in which Collins found a description of the Orloff – an enormous Diamond the size of a pigeon’s egg, ‘said to have been the eye of an Indian idol, pillaged by a deserter from the French service’, and, at that time, in the sceptre of the Emperor of Russia.6 An implicit connection in the novel between the Moonstone and the part played by opium is suggested by Wheeler’s History, where the moon is described as a female deity associated with Soma, the hallucinogenic ‘magic mushroom’. Four other possible sources Collins considered for the Moonstone were the Blue Hope Diamond, a dark yellow stone belonging to the King of Portugal, the Koh-i-Noor and the Sancy.7 The two latter diamonds reputedly carried a curse. The Sancy disappeared in the Garde-Meuble Robbery of 1792. Rumour has it that it was returned to the East some years later after a Bombay Indian bought it and took it home with him.8 Walter de la Mare argues that Collins was influenced by a Moonstone brought from India by Charles Reade’s brother, while Lady Constance Russell claims that the moonstone derived from stories about the Pitt Diamond that Collins heard during visits to Swallowfields, the estate of Pitt’s descendant, Sir George Russell.9

In addition to the exotic, The Moonstone uses English sources as well. The most frequently suggested source of the novel is the notorious Road Murder Case of 1860, which concerned the murder of a four-and-a-half-year-old boy in his own home in a small Somerset village.10 As Lonoff points out the murder itself has nothing in common with the plot of The Moonstone (years later the boy’s sister confessed to having committed the crime), but parts of the investigative procedure are similar.11 The incriminating evidence in each case centred around a missing nightgown belonging to a young woman; and the detective from Scotland Yard called in after a local sergeant made no headway is dismissed. Inspector Whicher (the Scotland Yard detective in the Road Murder Case) was a man of exceptional ability whom Dickens had praised in two Household Words articles of 1850.12 Collins may also have derived some detail from another actual crime – the attempted murder of a Major Murray in Northumberland Street in 1861 – particularly for the episode in The Moonstone in which Godfrey Ablewhite and Septimus Luker are frist-tricked and then attacked by the Indians.13

As well as the source material above, there are also concealed autobiographical references in the novel.14 There are obvious resemblances between Ezra Jennings and Collins himself. Both are opium addicts and both write.15 As a novel about an experiment with opium written under the influence of opium, The Moonstone has always had a certain vogue. In the Preface of the revised edition of 1871, Collins describes his battle to finish The Moonstone, despite ‘the double calamity’ of ‘the torture of rheumatic gout’ (controlled by ‘laudanum’), and the death of his mother. In the novel, Jennings controls the ‘agony’ of his terminal illness by taking massive doses of opium. Years later Collins claimed that he had little recollection of writing the novel, that he had to dictate large portions of the story as he lay sick in bed (relieved only by opium), and that he didn’t recall the finale at all.16 Such claims are clearly exaggerated, as the manuscript is almost entirely in Collins’s own hand.17 But Ezra Jennings’s description of his terrible opium dreams are probably derived from Collins’s own experiences:

Rose late, after a dreadful night; the vengeance of yesterday’s opium, pursuing me through a series of frightful dreams. At one time, I was whirling through empty space with the phantoms of the dead, friends and enemies together. At another, the one beloved face which I shall never see again, rose at my bedside, hideously phosphorescent in the black darkness, and glared and grinned at me. (p. 397)

In The Moonstone Collins made opium – ‘that all-potent and all-merciful drug’ (p. 380), as Ezra Jennings calls it – the linchpin of his plot, and tells us in his Preface that he shaped his story out of its characteristics:

In the case of the physiological experiment which occupies a prominent place in the closing scenes of The Moonstone, the same principle has guided me once more. Having first ascertained, not only from books, but from living authorities as well, what the result of that experiment would really have been, I have declined to avail myself of the novelist’s privilege of supposing something which might have happened, and have so shaped the story as to make it grow out of what actually would have happened… (p. 3)

Alethea Hayter describes the plot of The Moonstone as of ‘Chinese-box intricacy’: ‘an opium-induced re-enactment of an opium-induced action, set up by an opium-dependent doctor who uncovers the mystery of the crime’.18 In both the Preface and in the novel itself Collins, and his surrogate, the fictional physician Jennings, turn to external sources to justify their belief in the power of opium. Jennings gives Blake a copy of  De Quincey’s Confessions of an English Opium Eater, written under ‘a debauch of opium’ (p. 391), to read. He also quotes from two recognized contemporary medical authorities, Dr William Benjamin Carpenter and Dr John Elliotson. (Carpenter was part of the medical status quo, an eminent biologist and physiologist, and was strongly opposed to mesmerism and phrenology. Elliotson founded and was the first president of the Phrenological Society; renowned for his eccentric appearance and manners, he was forced to resign his professorship of University College London because of his espousal of mesmerism.)19 Jennings, who bases his hypotheses on his readings of Carpenter and Elliotson, resembles the latter in his role as a quack. His opium experiment is described by the commonsensical Bruff as ‘a piece of trickery, akin to the trickery of mesmerism, clairvoyance, and the like’ (p. 402). Both Betteredge and Murthwaite are equally sceptical about the performance of the supposedly ‘clairvoyant boy’ (p. 61) who reads the future in the ink poured by the Brahmins into his hand. ‘In our country, as well as in the East,… there are people who practise this curious hocuspocus (without the ink, however); and who call it by a French name, signifying something like brightness of sight’ (p. 61). But despite Bruff’s continued contempt for the ‘trickery of mesmerism, clairvoyance and the like’ in the novel, such ‘hocus-pocus’ is mysteriously linked with covert sources of vitality and control in The Moonstone. Events in the novel incline to what Franklin calls ‘the imaginative view’: ‘the butcher, the baker, and the tax-gatherer, are not the only credible realities in existence to my mind’ (p. 52).

Although its current reputation rests on its fame as a detective novel (thanks to T. S. Eliot, Dorothy Sayers, V. S. Pritchett and others), according to another view Collins was working within the traditions of mid-nineteenth-century fiction as well – specifically of the sensation novel, and of theatrical melodrama20 – and every one of the detective story elements in The Moonstone could also be explained in terms of the conventions of the types of fiction popular with contemporary readers. As Howard Haycraft says, ‘What Collins did essentially, was to write a full-bodied novel in the fashion of his time, using detection as a central theme to catalyse the elaborate ingredients; much as another novelist of the same era might have employed a love or a revenge motif as the unifying factor for the crowded canvas of the three-decker.’21 Likewise Patrick Anderson: ‘[The Moonstone] succeeds in balancing liberal doses of suspense with the leisurely and soothing quality of Victorian three-volume fiction, so that the reader finds himself now almost digressively lingering over character and social comment and now propelled thrillingly forward.’22

Also characteristic of the mid-Victorian novel was a mystery, or a crime, or both, set in the ordinary development of plot, as G. D. H. and M. Cole point out in their Introduction to The Moonstone: ‘Few people appear to remember nowadays how many popular Victorian novels had a mystery (often involving a policeman) as their main, or subsidiary plot.’ Possible examples include Trollope’s Phineas Redux (1873), Orley Farm (1862) and The Last Chronicle of Barset (1867), Mrs Henry Wood’s The Channings (1862), Henry Kingsley’s Ravenshoe (1862) and Charlotte Yonge’s The Trial (1863).

The point to realise is that Victorian story-tellers, and Victorian story-readers, accepted crime and punishment as things that might happen to anyone in the course of life… But these crimes and punishments happened to people as real as the novelist’s ability could compass. The characters were not subordinated and compelled to dance around the exigencies of a plot which demands a body in a country-house library… And the suspense they engender… is about how the innocently accused is to be vindicated and the happy ending brought about without too many broken homes and death-beds on the way… By all these criteria The Moonstone is a Victorian novel and not a detective story.23

In the Preface to The Woman in White (1860) Collins noted: ‘I have always held the old-fashioned opinion that the primary object of a work of fiction should be to tell a story.’24 The Moonstone was originally scheduled to run for twenty-six numbers of All the Year Round but, such was its popularity, that, at 185, 000 words, it was extended to thirty-two. Most of what Collins added is what Victorian readers would expect to find in their novels: a full cast of characters – including star-crossed lovers and their tragic associates (like Rosanna and Jennings); breathtaking scenic description (like that of the sea coast and the Shivering Sand), and plenty of suspense.

The Woman in White, first serialized in All the Year Round between 1859 and 1860, was the first novel to be termed ‘sensation’, a minor genre of the British novel which flourished in the 1860s. It also includes such best-selling works as Lady Audley’s Secret (1862) and Hard Cash (1863), as well as their clichéd imitations, and writers such as Dickens and Mrs Henry Wood. John Sutherland argues that the term ‘sensation’ can be taken to describe the assault that crime fiction like Reade’s or Braddon’s makes on the nerves of its reader. It is also the case that sensation fiction typically addresses itself to some journalistic sensation of the day, such as arson, bigamy, passionate crime and insanity, and were termed ‘newspaper novels’. Mrs Oliphant observed that it was ‘the violent stimulation of the serial publication’ that inspired the most striking features of the genre.25 The Moonstone, however, attempts to blend aspects of the sensation more strongly than before with those of the conventional novel, leading Dickens to comment of The Moonstone: ‘a very curious story, wild and yet domestic with excellent character in it and great mystery’, and, later, and even more evocatively, perhaps, Henry James:

To Mr Collins belongs the credit of having introduced into fiction those most mysterious of mysteries, the mysteries which are at our own doors… Instead of the terrors of Udolpho, we are treated to the terrors of the cheerful country-house, or the busy London lodgings. And there is no doubt that these were infinitely the more terrible.26

The toning-down of the sensation genre is comically epitomized in the absence of the explosion anticipated by Mrs Merridew at the end of The Moonstone:

‘If Mr Jennings will permit me,’ pursued the old lady, ‘I should like to ask a favour. Mr Jennings is about to try a scientific experiment to-night. I used to attend scientific experiments when I was a girl at school. They invariably ended in an explosion. If Mr Jennings will be so very kind, I should like to be warned of the explosion this time. With a view to getting it over, if possible, before I go to bed.’ (p. 416)

Part of the conviction of the novel is the way in which Collins offsets the sensational and the exotic with the domestic and the quotidian, and the criminal with the ordinary characters. Collins visited the Yorkshire coast in 1864 (from which he derived his descriptions of the locale in general and of the specific detail of the Shivering Sand).27 He was equally meticulous about all the domestic paraphernalia of the novel. From the general details of the estate and its management to specific references to Betteredge’s beehive chair, the statue of Cupid, Rachel’s pins, and the ‘perpetual state of litter’ in Franklin’s bedroom (p. 405). When the American illustrations were sent to him, for example, he wrote to Harper:

In the second number, there is a mistake (as we should call it in England) of presenting ‘Gabriel Betteredge’ in livery. As head servant, he would wear plain black clothes – and would look, with his white cravat and grey hair, like an old clergyman. I only mention this for future illustrations – and because I see the dramatic effect of the story (in the first number) conveyed with such real intelligence by the artist that I want to see him taking the right direction, even in the smallest technical details.28

The expectations of the Victorian reading public are also apparent in Collins’s particular blend of fiction and (melo) drama, leading the Harper’s reviewer of The Moonstone to suggest that a term like ‘story-wright’ should be invented to correspond with ‘play-wright’.29 In the ‘Letter of Dedication’ [Preface] to his earlier novel, Basil, Collins proclaimed his belief in fiction as an essentially dramatic medium whose theatrical potential could be exploited: ‘that the Novel and the Play are twin-sisters in the family of Fiction; that the one is a drama narrated, as the other is a drama acted; and that all the strong and deep emotions which the Play-writer is privileged to excite, the Novel-Writer is privileged to excite also.’30 As Lonoff and Stewart point out, Collins exploited the stagnant condition of the mid-Victorian stage, and made sure that the public looked instead to the novel for entertainment. In The Moonstone critics have examined how drama underlies Collins’s use of dialogue to reveal character, and his preference for the episodic, and for a succession of singular dramatic incidents, over the slow and meticulous accumulation of detail. These techniques are as well suited to the serial novel as to the theatre. They also gave him marked power as an atmospheric writer. For example, the extraordinarily haunting evocation of the Shivering Sand:

The last of the evening light was fading away; and over all the desolate place there hung a still and awful calm. The heave of the main ocean on the great sand-bank out in the bay, was a heave that made no sound. The inner sea lay lost and dim, without a breath of wind to stir it. Patches of nasty ooze floated, yellow-white, on the dead surface of the water. Scum and slime shone faintly in certain places, where the last of the light still caught them on the two great spits of rock jutting out, north and south, into the sea. It was now the time of the turn of the tide: and even as I stood there waiting, the broad brown face of the quicksand began to dimple and quiver – the only moving thing in all the horrid place. (p. 131–2)

As Lonoff also notes, dramatic structure (the implicit rise and fall of a stage curtain) underpins the characters’ entrances and exits in the novel – for example, Miss Clack’s concealing herself behind the curtains in the drawing-room and witnessing the scene between Rachel and Godfrey (pp. 238ff), and Mr Bruff’s facilitating Franklin Blake’s access to the music-room in his house for a surprise meeting with Rachel: ‘Let yourself into the garden, and make your way in by the conservatory door. Cross the small drawing-room, and open the door in front of you which leads into the music-room. There you will find Rachel – and find her, alone’ (p. 342) – a technique as well suited to the serial novel as to the theatre. At the end of the novel Jennings’s physiological experiment, which attempts to repeat the psychic action of the previous year, is more remarkable for its dramatic effect than for its scientific credibility.

At the same time, whether its contemporaneity is primarily detective, sensational or melodramatic in structure and style, The Moonstone is out of step with the Victorian novel in its positive emphasis on outsiders and outcasts: servants, women, natives, those unconventional in manner and/or appearance, and the misshapen or deformed. Rosanna’s question – ‘Suppose you put Miss Rachel into a servant’s dress, and took her ornaments off?’ (p. 318) – quietly sets an interrogative tone.

Collins was uncharacteristic of his time in his treatment of servants and working-class characters as human beings, rather than as slightly larger than life devices for furthering the plot, or as comic interludes. Betteredge, the faithful family retainer, plays a major part in the story. He supplies much crucial information and mediates between the reader and the story, remarking at the end: ‘I am the person (as you remember, no doubt) who led the way in these pages, and opened the story. I am also the person who is left behind, as it were, to close the story up’ (p. 462). Samuel acts as a foil to Betteredge in various ways, and as a messenger when he returns Miss Clack’s tracts to her lodgings; Penelope is the character who draws the reader to Rosanna by empathizing with Rosanna, and by trying to help and to protect her. Rosanna herself represents the pathos (and humanity) of the other: unattractive, physically handicapped and with a prison record to boot, she still believes in, and asserts, her right to love freely and whom she choses.

Collins is also out of step with his time in his presentation of the political and the imperial. In The Moonstone, as Catherine Peters, Tamar Heller and John Reed point out, the two are intertwined. By juxtaposing the plots of colonialism and courtship, Collins suggests an analogy between imperial and sexual domination; the private world of English families and the public dimension of Imperialism. In ‘English Imperialism and the Unacknowledged Crime of The Moonstone’, John Reed is characteristic of post-colonial critics of The Moonstone in his claim that Britain’s exploitation of its ‘jewel’ India, symbolized by Herncastle’s theft of the diamond (followed by Blake’s and then Ablewhite’s), is the main focus of Collins’s critique of an ‘oppressive society’:

No character in the novel realises that the Moonstone is stolen property, the spoils of British Imperialism, and the family which legally owns it has no moral right to it, and that it rightly belongs to the men they view as thieves.31

Collins’s unmasking of an oppressive society is also evident in his presentation of women in The Moonstone. It is a cliché of Collins criticism that prominence is given in his novels to unconventional women, or to women in unconventional circumstances. In Studies in Prose and Poetry, Swinburne noted that the plots of Collins’s novels tended to turn on ‘the shattered nerves or shaken brain of a woman’.32 Dorothy Sayers was one of the earliest critics to point out that Collins was, unusually for his time, ‘genuinely feminist’ in his treatment of women.33 Rachel tacitly upsets the conventions of female propriety. She is an (albeit weaker) version of the characteristically dominant and independent women in Collins’s novels (like Marion Halcombe in The Woman in White). As Betteredge notes:

She was unlike most other girls of her age, in this – that she had ideas of her own… She judged for herself, as few women of twice her age judge in general; never asked your advice; never told you beforehand what she was going to do; never came with secrets and confidences to anybody… In little things and great… Miss Rachel always went on a way of her own, sufficient for herself in the joys and sorrows of her life.’ (p. 65)

She is self-contained. ‘I admit that she has her faults’, says Mr Bruff, ‘she is secret, and self-willed; odd and wild… but I would take her word before the evidence, lawyer that I am!’ (p. 226). Elsewhere he comments on her ‘quickness of perception’ and her ‘self-dependence’ (p. 278).

Sexual symbolism is unavoidable in any reading of The Moonstone, and  the precious stone of the title image (with its associations with purity, pricelessness, the moon) may link the diamond with female sexuality. Some critics have seen Collins’s description of ‘a defect, in the shape of a flaw, in the very heart of the stone’ as a reference to the sexual prejudices so strongly attached to women in the nineteenth century. Collins was one of the most open-minded of male Victorian novelists concerning sexual desire, transgression, and hypocrisy. To Forster’s comment that scarcely a page of Dickens’s work might not be fit to be read by a child, he retorted:

If this is true… it would declare him to be guilty of deliberately presenting to his readers a false reflection of human life. If this wretched English claptrap means anything it means that the novelist is forbidden to touch on the sexual relations which literally swarm about him and influence the lives of millions of his fellow creatures [except] those relations which are sanctioned by the ceremony called marriage.34

For all Collins’s sexual frankness, there is something disturbing about his treatment of ‘fallen’ women in his novels. As a number of psychoanalytic critics have pointed out, the theft of the diamond in The Moonstone also represents a symbolic defloration.35 According to this view, when Franklin creeps into Rachel’s room in the middle of the night and takes the Moonstone from her cabinet, what is stolen from Rachel is both the actual diamond and her symbolic virginity. For interpreted only literally, as the Spectator review of 1868 points out, Rachel’s extreme emotional reactions make little sense: ‘an impulsive girl, generally slanging somebody, whose single speciality seems to be that, believing her lover had stolen the diamond, she hates him and loves him both at once, but neither taxes him with the offence nor pardons him for committing it’.36 Sergeant Cuff is so bemused by Rachel’s behaviour that he believes her to be the culprit. In the text itself it is Rosanna who sees a connection between the lost ‘jewel’, the paint-smeared nightgown, and the presumed seduction of Rachel by Franklin:

‘… I saw the stain of the paint from Miss Rachel’s door!

‘I was so startled by the discovery that I ran out, with the nightgown in my hand, and made for the back stairs, and locked myself into my own room, to look at it in a place where nobody could intrude and interrupt me.

‘As soon as I got my breath again, I called to mind my talk with Penelope, and I said to myself, “Here’s the proof that he was in Miss Rachel’s sitting-room between twelve last night, and three this morning!’”

‘I shall not tell you in plain words what was the first suspicion that crossed my mind, when I had made that discovery. You would only be angry.’ (p. 321)

More memorable than Collins’s presentation of his central heroine and her symbolic defloration, however, is his depiction of the deformed servant-girl Rosanna’s (unrequited) love for Franklin Blake, and of her ‘heart-breaking loneliness’ (p. 363). Though she appears only in the opening sections of the novel, Rosanna is a more vivid character that Rachel, partly because of her sensuality and partly because she tells her own story in her (albeit buried) letter. Even the normally garrulous Betteredge is reluctant to paraphrase her words: ‘Let her speak for herself’, he begs Franklin as he hands him her letter. What is also so striking about Rosanna is that despite her unattractiveness, and her inferior class status, she is able to declare her attraction to an aristocrat openly, and to dream of reciprocity. ‘It’s quite monstrous that she should forget herself and her station in that way. But she seems to have lost pride, proper feeling and everything,’ says Penelope. When Betteredge first hears of Rosanna’s love for Franklin he cannot take it seriously:

You have heard of beautiful young ladies falling in love at first sight, and have thought it natural enough. But a housemaid out of a reformatory, with a plain face and a deformed shoulder, falling in love, at first sight, with a gentleman who comes on a visit to her mistress’s house, match me that, in the way of an absurdity, out of any story-book in Christendom, if you can! I laughed till the tears ran down my cheeks. (p. 58)

As Foucauldian and Materialist critics have pointed out, Rosanna’s failure to ‘attract’ Franklin and her invisibility to him, is a matter of class. And Rosanna’s letter to Franklin Blake, which she buries in the Shivering Sand, is direct in its criticisms of the inequalities of both gender and class. Here Rosanna describes Blake’s indifference: ‘I tried – oh, dear, how I tried – to get you to look at me’ (p. 318). Franklin’s response – ‘I never noticed her’ (p. 329) – and his failure to even finish reading Rosanna’s letter (passing it back to Betteredge only partially read), are extraordinary in view of the shocking and tragic revelation of Rosanna’s suicide.

Another sensual female character associated with subversion in The Moonstone is Limping Lucy, the fisherman’s daughter, who is, like Rosanna herself, a moving figure, albeit briefly sketched. The passion of her friendship with Rosanna – Lucy’s dream of their ‘going to London together like sisters and living by our needles’ – offers a possible escape from the novel’s conventional romantic plot. ‘If she had only thought of the men as I think, she might have been living now!’ (p. 191).

The strongly satiric and comic depiction of the ostentatiously pious Drusilla Clack, the Evangelical ‘Rampant Spinster’, acts in strong contrast with that of the characters of Rachel, Rosanna and Lucy, and with the sincerity of Rachel’s mother, Lady Verinder. Miss Clack, the pious voyeur, is a stereotype of Victorian sex roles at their worst, as is her male counterpart Godfrey Ablewhite, who poses as a champion of charitable ladies while keeping a mistress, embezzling another man’s money, and faking love for Rachel while trying to gain control of her money. Drusilla Clack’s infatuation with Ablewhite is barely masked by her religion, as is her hypocrisy and greed. Collins was not alone amongst his contemporaries, male and female, in his social critique and in his attempts to redefine the fictional heroine. For example, in Charlotte Brontë’s Villette, like Rachel in The Moonstone, the central character Lucy Snowe hardly fits the conventional mould:

Picture me then, idle, basking, plump and happy, stretched on a cushioned deck, warmed with constant sunshine, rocked by breezes indolently soft. However, it cannot be concealed that, in any case, I must somehow have fallen overboard, or there must have been a wreck at last.37

Collins stands out amongst his contemporaries, however, in his presentation of the Brahmins in The Moonstone. The Moonstone appeared just under a decade after the Indian Mutiny, and Collins’s more reasonable views contrast strongly with the overt racism of most of his contemporaries. Between December 1857 and June 1858, twenty-two articles on India appeared in Household Words. In one of these, Dickens does not mince his words:

I wish I were Commander in Chief in India. The first thing I would do to strike that Oriental race with amazement… should be to proclaim to them in their language, that I considered my holding that appointment by the leave of God, to mean that I should do my utmost to exterminate the Race upon whom the stain of the late cruelties rested; and that I was there for that purpose and no other, and was now proceeding, with all convenient dispatch and merciful swiftness of execution, to blot it out of mankind and raze it off the face of the earth.38

A description of Hindustan from one of the sources Collins consulted for The Moonstone, the Encyclopaedia Britannica, is equally contemptuous:

The inhabitants of Hindustan rank much lower in the scale of civilisation than the nations of Europe. They are far behind them in literature, science and the arts, and in all the civil institutions of society; and their religion is that of a rude people, consisting in an endless detail of troublesome ceremonies, which are deeply interwoven with the whole system of life.39

In 1890, a generation after the Mutiny, Conan Doyle still regarded Indians as ‘fanatics and fierce devil worshippers’, and proclaimed British innocence with respect to the massacres of the Mutiny: ‘One month India lay still and peaceful, to all appearance, as Surrey or Kent; the next there were two hundred thousand black devils let loose, and the country was a perfect hell.’40

Collins’s sensitivity to British colonial exploitation is also apparent in the ways in which he exploits and exposes the racial prejudices of his characters and readers in The Moonstone. Betteredge, the ‘average good Christian’ (p. 173) sees the Indians as ‘heathens’, who are ‘polite and snaky’ (p. 82), and whose proper place is the local jail. Miss Clack’s racism is equally blatant: ‘How soon may our own evil passions prove to be Oriental noblemen who pounce on us unawares!’ she advises the reader (p. 207). Later in the novel Bruff and Murthwaite if equivocal, at least acknowledge the cleverness, professionalism and diligence of the Indians. As Bruff says:

If the Moonstone had been in my possession, this Oriental gentleman would have murdered me, I am well aware, without a moment’s hesitation. At the same time, and barring that slight drawback, I am bound to testify that he was the perfect model of a client. He might not have respected my life. But he did what none of my own countrymen had ever done, in all my experience of them – he respected my time. (p. 284)

The Moonstone is unusual in its presentation of the Brahmins as well-educated men sacrificing their own lives and caste in order to repossess a stolen sacred object.

The implicit indictment of racial stereotypes is also figured in The Moonstone’s frequent references to Daniel Defoe’s Robinson Crusoe – which rivalled the Bible, Pilgrim’s Progress and Combe’s Constitution of Man for popularity in the mid-Victorian period.41 This is the novel that Gabriel Betteredge uses as Miss Clack uses her Evangelical tracts, and The Life, Letters and Labours of Miss Jane Ann Stamper: ‘I have found it my friend in need in all the necessities of this mortal life. When my spirits are bad – Robinson Crusoe. When I want advice – Robinson Crusoe… I have worn out six stout Robinson Crusoes with hard work in my service’ (p. 22). Betteredge uses passages from Robinson Crusoe to interpret events and to prompt and confirm his actions, although oddly, as Catherine Peters points out, Betteredge does not refer to one passage in the novel that everyone knows about – the moment when Robinson Crusoe sees a footprint in the sand of his supposedly uninhabited island:

The footprints which finally come to haunt us in The Moonstone are not those of cannibals or natives, but those of Rosanna Spearman, disappearing into the Shivering Sand. Her footprints affect the well-meaning Betteredge with the same confusion and horror Crusoe felt, though for the opposite reason:

He gave it up at last. Still keeping silence, he looked again at me; and then he looked out at the waters before us, heaving in deeper and deeper over the quicksand. I looked where he looked – and I saw his thought in his face. A dreadful dumb trembling crawled all over me on a sudden. I fell upon my knees on the beach. (p. 164)42

Despite certain memorable characters like Rosanna, there is however a tameness about the social rebels in The Moonstone. There is far less overt social criticism in this novel than in Collins’s other novels.43 Betteredge is occasionally sarcastic (for example, about the idleness of the rich (p. 62)); Limping Lucy believes that ‘the day is not far off when the poor will rise against the rich’ (p. 192). The Shivering Sand also images forced repression in its silence:

‘Do you know what it looks like to me?’ says Rosanna, catching me by the shoulder again. ‘It looks as if it had hundreds of suffocating people under it – all struggling to get to the surface, and all sinking lower and lower in the dreadful deeps! Throw a stone in, Mr Betteredge! Throw a stone in, and let’s see the sand suck it down!’ (p. 39)

In addition to the marginal figures of resistance, there is also a certain artificiality in general about the characterization in the novel. The characters interact vividly but they are not completely real. Collins explained in his original preface that he had made a deliberate attempt to give the main weight of the narrative to characterization – a reversal of his usual procedure – and, above all, to make the whole plot turn on the behaviour of his heroine:

In some of my former novels, the object proposed has been to trace the influence of circumstances upon character. In the present story I have reversed the process. The attempt made, here, is to trace the influence of character on circumstances. The conduct pursued, under a sudden emergency, by a young girl, supplies the foundation on which I have built the book.

The same object has been kept in view, in the handling of the other characters which appear in these pages… Right, or wrong, their conduct, in either event, equally directs the course of those portions of the story in which they are concerned. (p. 3)

Collins’s readers were not convinced, however. Contemporary reviewers set the tone for what is generally felt to be a weakness in the characterization. Thus Geraldine Jewsbury: ‘The hero and heroine do not come out very distinctly’;44 The Spectator: ‘Franklin Blake, to whom all manner of fascinating qualities are attributed, but does nothing remarkable except cry when the girl he loves declares he stole her jewellery’;45 and Edmund Yates: ‘But who stops to consider the psychological problem presented by Rachel Verinder? What we want to find out is, what has become of the diamond?’46

The lack of conviction in the characterization is in part due to the fact that the characters tend to be either one-dimensional and subservient to plot, or idiosyncratic, satiric and unbelievable, like Miss Clack. In The Moonstone Collins divides positive and negative characteristics between his hero and villain, as Dickens had done in David Copperfield and Great Expectations (1860), and, previously, as Collins himself had done in Basil (1852): Basil and Mannion are the same person, and Collins doubles sexual and chaste women (in a manner characteristically Victorian) in Clara and Margaret. In The Moonstone it is Franklin who steals the jewel but Ablewhite turns out to be the true thief. Rosanna Spearman (whose name is clearly emblematic) is the negative alter ego of Rachel, as Jennings is of Blake, and so on.

By contrast with views of Collins’s characterization, critics are however unanimous in their praise of the narrative intricacy of his plots.47 Round about 1856 Collins had attended a criminal trial, and had been impressed by the manner in which the chain of evidence could be forged from the testimonies of successive witnesses, and by the mounting effect of this upon the spectators as the case proceeds:

It came to me then that a series of events in a novel would lend themselves well to an exposition like this. Certainly by the same means employed here, I thought, one could impart to the reader that acceptance, that sense of belief, which I saw produced here by the succession of testimonies so varied in form and nevertheless so strictly unified by their march towards the same goal. The more I thought about it, the more an effort of this kind struck me as bound to succeed. Consequently, when the case was over I went home determined to make the attempt.48

Collins had used a structure of intersecting narratives and the frequently shifted point of view in The Woman in White. He deployed what Henry James called ‘monuments of mosaic work… not so much works of art as science’49 to even more effect in The Moonstone, where each character takes up the narrative in turn, tacitly revealing a viewpoint which is partial or biased.

‘We have certain events to relate,’ Mr Franklin proceeded; ‘and we have certain persons concerned in those events who are capable of relating them. Starting from these plain facts, the idea is that we should all write the story of the Moonstone in turn – as far as our own personal experience extends, and no farther.’ (pp. 21–2)

The ‘First Period’ of the novel, ‘The Loss of the Diamond’, has a single narrator, Gabriel Betteredge, the old family steward, who relates the arrival of the diamond and its subsequent loss during the night of Rachel’s birthday, the unsuccessful police investigation, the relationship between Rachel and Franklin Blake, and Rosanna’s suicide. Betteredge’s digressiveness is well-placed first, as it permits Collins to set up characters, clues and plot. The ‘Second Period’, ‘The Discovery of the Truth’, has seven narrators: Miss Clack, Bruff, Blake, Jennings, Cuff, Mr Candy and finally Betteredge again. It narrates Rachel’s fluctuating relations with Ablewhite and her hostility to Blake; Blake’s discovery that Rachel had seen him stealing the diamond, and his interrogation of her; the recovery of Rosanna’s buried confession and the stained nightgown; the reconstruction of the birthday night and the opium experiment; the reopening of the police investigation and the return of Cuff, and the discovery and death of the disguised Ablewhite in London. The narrative styles of the ‘Second Period’ clash dramatically. Miss Clack’s fanciful and prolix disquisition precedes Bruff’s prompt no-nonsense account (‘Mr Bruff, you have no more imagination than a cow!’ Franklin says (p. 419). Blake attempts neutrality, Cuff objectivity; while Jennings and Murthwaite verge on the sentimental and the romantic. The structure of The Moonstone is further complicated by the fact that the narratives of the First and Second Periods are framed within a Prologue – ‘extracted from a family paper’ of 1799 (the story is set in 1848) (p. 51) – that describes the initial theft of the jewel from Seringapatam, and a three-part Epilogue, principally narrated by Murthwaite, which traces the jewel back from England to India where it is restored to its proper place.

More gripping than the search for a solution to the mystery of the theft of the diamond, then, is the battle over whose perspective and voice dominates in the story. At one point Cuff asks: ‘What do these things mean? If Miss Verinder is not privy to the suppression of the Diamond, what do these things mean?’ (p. 174). And if its characters are constantly stretched, The Moonstone has high expectations of its readers as well. As we have seen, the novel sets itself up as a detective story and the reader is expected ‘step by step… to trace results back, by rational means, to natural causes’, as Murthwaite says (p. 291). Dennis Porter argues that:

Detective fiction is a genre committed to an act of recovery, moving forward in order to move back… The detective’s role is to re-establish sequence and causality. Out of the nouveau roman of offered evidence he constructs a traditional readable novel that ends up telling the story of the crime.50

What is particular to the detective story (and the reason why it is commonly seen as the model for all kinds of narrative), is that, in essence, the classic detective story is almost pure narrative. Setting and characterization must be present, of course, but the real power of the genre comes from the manipulation of stories and the ways they can be told. Some detective stories are all plot, and they challenge the reader by their complexity. Others focus more on the telling, teasing the readers by limiting the narrative point of view and controlling the tempo and rhythm of the exposition. Glen Most suggests that the detective is a figure for the reader, and that different modes of detection can be construed as different implicit theories of reading.51

The most important function of the complex narration of The Moonstone is that it involves the reader in a mass of conflicting information and of unreliable clues and evidence. ‘Why not say,’ Mr Cuff asks, ‘the circumstances have fatally misled me?’ (p. 184). And indeed in The Moonstone the characters and events are as flawed as the Moonstone itself: ‘It seemed unfathomable… We set it in the sun, and then shut the light out of the room, and it shone awfully out of the depths of its own brightness’ (p. 74). In the novel rational deduction does not account for life’s chaos and disorder, its multiplicity of detail, and the constantly impinging presence of other people. The putative editor, Franklin Blake, who is collecting retrospective evidence after the resolution of the mystery, explicitly invites the reader to participate, inviting him/her to compare/contrast the various narratives; for example: ‘Wherever the Report touches on the events of the birthday, or of the three days that followed it, compare with Betteredge’s Narrative, chapters viii to xiii’ (p. 459). The editor also notes that while ‘Nothing will be added, altered, or removed, in her manuscript, or in any of the other manuscripts which pass through my hands’, it is inevitable that the ‘opinions’ of the writers, and their own particular ‘peculiarities of treatment may mark, and perhaps in a literary sense, disfigure, the narratives I am now collecting’ (p. 202. The reader grows to distrust the story’s antithetical narrators, and acts as a surrogate detective who responds to and reconstructs the conventional double narrative of the detective story (the story of the diamond and its disappearance, and the story of its investigation) to recreate the story on another level for him/herself. As Hutter points out:

We must experience the confusion of observation and report until we can decipher the language of the text, probe its ambiguities and contradictions and symbolism in order to fully understand the crime itself. Detective fiction is the peculiarly modern distillation of a general literary experience that makes central the subtle interaction with, and interpretation of, language.52

At the end of the novel it is Jennings, not Cuff, who interprets the ‘apparent incapacity and confusion’ by putting together the ‘broken phrases’ (p. 375) spoken in a delirium by the doctor. Jennings is the true doctor and detective (and model reader) of the novel because he privileges intuition over intelligence, subjective over objective, surface over depth. Unlike Cuff, and/or indeed other potential ‘unravellers’, like Franklin or Bruff, he is constrained by neither identity nor time. Bruff says: ‘I tell you plainly, we shall be wasting our time, if we attempt to try back, and unravel this frightful complication from the beginning. Let us close our minds resolutely to all that happened last year’ (p. 357). But for Blake, ‘the whole thing is essentially a matter of the past’ (p. 357). For Jennings, however, the past, like truth or meaning in narrative terms, is elusive. It is dependent on memory, on present interpretations of past events, and on an ever-changing complex of emotions (in particular, the way feeling orders perception). Strategies of self-definition depend upon a new kind of remembering or interpretation (both historical and psychological) unweaving the trajectories of time, and seeking to grasp the points where past, present and future overlap. Trying to explain his methods of interpretation to Franklin, Jennings quotes word for word from Carpenter:

There seems much ground for the belief, that every sensory impression which has once been recognized by the perceptive consciousness, is registered (so to speak) in the brain, and may be reproduced at some subsequent time, although there may be no consciousness of its existence in the mind during the whole intermediate period. (p. 390)

As Hutter points out, Jennings’s procedure for piecing together the significance of Dr Candy’s fevered ravings reflects both the quintessential method of the modern detective and also sounds (to us) remarkably like psychoanalytic free association:

I reproduced my shorthand notes, in the ordinary form of writing – leaving large spaces between the broken phrases, and even the single words, as they had fallen disconnectedly from Mr Candy’s lips. I then treated the result thus obtained, on something like the principle one adopts in putting together a child’s ‘puzzle’. It is all confusion to begin with; but it may be all brought into order and shape… I filled in each blank space on the paper, with what the words or phrases on either side of it suggested to me as the speaker’s meaning; altering over and over again, until my additions followed naturally on the spoken words which came before them… I found the superior faculty of thinking going on, more or less connectedly, in my patient’s mind, while the inferior faculty of expression was in a state of almost incomplete incapacity and confusion. (p. 374)

Of equal importance to the structure of The Moonstone, then, are the discourses that frame the narrative and are set within it. As we have seen, in order to explore the self, The Moonstone derives its inner landscape from the two conflicting nineteenth-century views of the mind (the ‘living authorities’ of the Preface, named by Jennings as Dr Carpenter and Dr Elliotson). If The Moonstone is in part, as is all detective fiction, about the whole process of reading and meaning, The Moonstone is also a novel about the interconnection between the demands of narrative representation and the construction of identity within it; a dialectic study reflected in the preliminary notes for Jennings’s own book ‘on the intricate and delicate subject of the brain and the nervous system’ (p. 374). Hence Betteredge’s confusion between stories, objects and selves:

Still, this doesn’t look much like starting the story of the Diamond – does it? I seem to be wandering off in search of Lord knows what, Lord knows where… I am asked to tell the story of the Diamond, and, instead of that I have been telling the story of my own self. Curious and quite beyond me to account for. I wonder whether the gentlemen who make a business and a living out of writing books ever find their own selves getting in the way of their subjects, like me? (pp. 23, 26)

The Moonstone is then as much about a quest for a self as it is about finding the lost gem through salvaging the past. Like the Moonstone itself, which assumes different meanings during the course of the novel, the impressions, feelings and responses behind the details around which the characters construct themselves, and the objects that compose the subject, are constantly in flux. The dominant symbols of the novel (like the Moonstone and the Shivering Sand) reverberate and provoke a diversity of complex feelings. In The Moonstone the world of objects cannot sustain our need for significance, continuity and permanence; there is little to reassure us in objects of beauty and/or in the landscape. The same kind of instability is present in the character of Franklin Blake. Some critics have even seen Blake as a proto-modernist in his solipsism, fragmentation of personality, homelessness and his constant (often comic) oscillation between public and private, inner and outer, subjective and objective viewpoints.53 Franklin himself says:

When I did get to sleep, my waking fancies pursued me in dreams. I rose the next morning, with Objective-Subjective and Subjective-Objective inextricably entangled together in my mind; and I began the day which was to witness my next effort at practical action of some kind, by doubting whether I had any sort of right (on purely philosophical grounds) to consider any sort of thing (the Diamond included) as existing at all. (p. 360)

Indeed, in The Moonstone the characters misconstrue their own actions and motivations as well as those of others. As Franklin Blake discovers, the central crime of the novel, the stealing of the Moonstone, is itself an unconscious act.

‘If time, pains, and money can do it, I will lay my hand on the thief who took the Moonstone.’ – I had left London, with those words on my lips. I had penetrated the secret which the quicksand had kept from every other living creature. And, on the unanswerable evidence of the paint-stain, I had discovered Myself as the Thief. (p. 314)

‘I am as innocent of all knowledge of having taken the Diamond as you are,’ I said. ‘But there is the witness against me! The paint on the nightgown, and the name on the nightgown are facts.’ (p. 316)

In its shift from the world as object to the mind that perceives, and its presentation of character as the anatomy of the inner life of the mind, The Moonstone is strikingly modernist. Subjectivity is perceived in relation to cultural codes – artistic, ethical and social – which are now conceived as contingent and relative, and comically epitomized in the breakdown of nationalities in Franklin Blake’s personality: ‘He had his French side, and his German side and his Italian side – the original English foundation showing through, every now and then…’ (p. 56). In The Moonstone Franklin’s character becomes a verbalization of the dynamic of consciousness, and cannot hold itself intact – it moves constantly between past and present, memory and desire. Betteredge says:

In the infernal network of mysteries and uncertainties that now surrounded us, I declare it was a relief to observe how well the buckles and straps understood each other! When you had seen the pony backed into the shafts of the chaise, you had seen something there was no doubt about. And that, let me tell you, was becoming a treat of the rarest kind in our household. (p. 103)

As well as being the most abstract and conceptual of all Collins’s novels, the progress of The Moonstone is not a clear succession of events. Rather, it demonstrates the power of the mind to create its own world, as feeling orders perception. As Betteredge acknowledges: ‘The cursed Moonstone had turned us all upside down’ (p. 93). At an early stage in the story, Blake and Betteredge speculate on the possible interpretation of the significance of the Colonel’s legacy: ‘Oh! That’s your interpretation of his motive, is it? The Subjective interpretation again! Have you ever been in Germany, Betteredge?’, remarks Blake. ‘There is a totally different interpretation from yours, Betteredge, taking its rise in a Subjective-Objective point of view. From all I can see, one interpretation is just as likely to be right as the other’ (p. 55). The contradictory tones and inexplicable intensities of the language are reinforced by an evasiveness and reticence. The novel retraverses uncertainties rather than ironing them out. The structure of the novel is dependent on secrecy and silence. The plot turns on Rachel’s reserve and Rosanna’s inability to tell her love. With the exception of Drusilla Clack (who is allowed a voice in the novel, but who engages in meaningless ‘clacking’), the women in particular are silent (to the point of suicide and death). Meanwhile the surrogate doctor detective and reader of the book, Jennings, dies and is buried in an unmarked grave:

And then he said – not bitterly – that he would die as he had lived, forgotten and unknown. He maintained that resolution to the last. There is no hope now of making any discoveries concerning him. His story is a blank. (p. 460)

The ending of The Moonstone is ambiguous or equivocal as well. For, in keeping with its complex narrative frame, the novel ends once in England and then again in India. The closure of the English narrative would appear to represent the conventionally ‘happy’ end. The thief, Godfrey Ablewhite, is dead, Rachel and Franklin are reunited and married (and she is pregnant), Cuff has retired to his roses. The outcast or ‘other’ has been banished from the scene, and the order of the English country house has been restored. The Indian narrative, however, ends with the Indians who have repossessed The Moonstone and taken it back to where it belongs, beginning a new cycle of atonement.

There is no real resolution, then, but above all the strong dramatic impulse and eerie visual tension (narrative cast by a painterly eye), and the pleasure of voyeurism as much as the process of detection, hold the fragmented text together. Like Betteredge and Bruff, even the most resisting reader is gripped:

In the breathless interest of watching him… I had utterly forgotten the two companions of my night vigil. Looking towards them now, I saw the Law (as represented by Mr Bruff’s papers) lying unheeded on the floor. Mr Bruff himself was looking eagerly through a crevice left in the imperfectly-drawn curtains of the bed. And Betteredge, oblivious of all respect for social distinctions, was peeping over Mr Bruff’s shoulder. (p. 423)
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NOTE ON THE TEXT

The Moonstone was first published in thirty-two weekly parts in Dickens’s magazine All the Year Round, vols. XIX–XX, between 4 January and 8 August 1868; a three-volume edition appeared the same year. The present text is taken from the one-volume edition of 1871. Collins wrote in its Preface that this edition ‘has had the benefit of my careful revision’, but most of the amendments had in fact been made when the novel was first issued in book form. Details will be found in the Notes.

The principal change Collins made in 1871 comes near the beginning of ‘The Narrative of Miss Clack’. He had evidently forgotten that while Franklin Blake is Lady Verinder’s nephew, Miss Clack is Sir John’s niece, so that they are not related but merely connected by this marriage.

In All the Year Round, ‘The Moonstone’ always came as the first item, ‘by the Author of “The Woman in White” &c. &c.’ (Collins’ name was not given). The parts were: Prologue – The Narrative of Gabriel Betteredge, end ch. 3; Betteredge, chs. 4–5; 6 ̵ 7; 8–9; 10 – p. 100, ‘out walked Rosanna Spearman!’; rest of ch. 11 – end 12; 13–14; 15; 16–17; 18–20; 21 – p. 184, ‘he gave me that answer closed my lips’; rest of ch. 22–23; The Narrative of Miss Clack, ch. 1; 2; 3 – p. 234, ‘to see Miss Clack’; rest of ch. 4–5; 6–7; 8; Mathew Bruff, ch. 1–2; 3, with Franklin Blake, ch. 1 –; Blake, ch. 2–3; 4 (in the last issue of AYR, vol. XIX); 5–6; 7; 8; 9; 10; The Diary of Ezra Jennings, June 15th – June 25th ‘We have just arrived at the house’; rest of entry for June 25th – end. The final instalment includes the concluding narratives of Blake, Sgt Cuff, Mr Candy, Betteredge, the Captain, and Mr Murthwaite.

Collins’s expertise in whetting the serial reader’s appetite for more can be seen (for example) at the end of chapter 14 in the Narrative of Gabriel Betteredge: ‘Side by side, in the grey of the autumn evening, Sergeant Cuff and I set forth for the Shivering Sand.’ (This was also the end of vol. I in the 1868 edition). Another high-tension break comes at the beginning of Jennings’s diary-entry for June 25th, ‘The day of the experiment!’ The reader is left at the entrance to the house, with a week to wait before discovering the outcome.
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