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ABSTRACT

Whereas the novels have been exhaustively treated,
Jane Austen's fragments have suffered neglect. iy
thesis aims to help remedy this lack of critical
emphasis. I examine three pieces from the early, middle

and late periods of her life —— Catherine or the Bower

(1792), The Watsons (1804) and Sanditon (1817). By

showing that Northanger Abbey was neither her first

attempt at fiction nor Persuasion her last, I argue that

a study of these fragments deepens our insight into her
creative processes, showing some unexpected shifts of
tone snd emphasis not immediately apparent in the
completed novels.

Chapter I discusses the importance of Catherine or

the Bower as an early essay in serious fiction, revealing
an interest in certain themes, narrative devices and
moral imperatives more subtly developed in her mature
works. As the most accomplished of the juvenilia, it
shows a move away from the epistolary mode and simple
parody of Sentimental excesses towards an exploration of
realistic social and economic conditions. I have
examined this evolution of form and moral stance in her
work, along with her use of spatial detail, and ner
thematic emphasis on meditation, the abuse of power and
the efficacy of proper education.

Chapter II considers The Watsons as another




decisive point in her development as an artist. Grave

in tone, the piece locates the neroine in circumstances
harsher than those presented in the fiction hitherto.

To stress the pain of poverty, loneliness and the

prospect of spinsterhood, Jane Austen nad to develop new
techniques for conveying the thoughts and feelings of a
aeroine returning to uncongenial home life, Comedy is
underplayed to give scope to a celebration of tranquillity

and modesty thet looks ahead to Mansfield Park, as does

the concern with clerical duty.
Chapter III focuses upon Sanditon. Coming after

the tendermess of Persuasion, this fragment is

disconcertingly robust. In its use of caricature, the
device of mistaken identity and mockery of unchecked
imaginetion, it seems like a return to the juvenilia, but
new artistic directions are clearly evident. Playing
with motifs of speculation, novelty, hypochondria and
uncontrolled energy (mental, physical and verbal), Jane
Austen condemns the powerful forces of change that
threaten traditional life and wvalues. She is less
concerned with tracing complex sentiment than with
giving prominence to topographnical details that stress
the impact of change.

The study has been conducted in terms of close
analysis of passages stressing various thematic and
technical concerns, with cross reference to the complete

novels where this has seemed pertinent.
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INTRODUCTION

This study examines three fragments dating from the
early, middle, and late periods of Jane Austen's life
and relates them to her finished works. The first

piece, Catherine or the Bower, was written in 1792,

when she was only seventeen years old. It is remarkably
accomplished for so young a writer, and shows clearly
her appreciation that fiction has a purpose beyond that
of simple entertainment. In many ways this early piece
is & precursor of the mature novels, as I hope to show.
The fragment is significant because it gives access to
Jane Austen's morel intentions as a novelist. Many
themes and techniques which later occupied her critical
attention are seen here in embryo, and studying them in
a2 relatively simple form enables us to note shifts of
emphasis s well as consistencies in the subsequent six
novels. Further, examining unfamiliar fragments expands
our understanding of Jane Austen's artistic development,

and helps correct the impression that Northanger Abbey

was her first attempt at writing fiction.

In her youthfulrcompositions, Jane Austen evolved
her own style by testing the absurdities of Sentimental
novels then in vogue against her own sense of probability.
With wit, incisiveness and originality, she compels us
to share her heroine's manifold experiences, exercising

a deft management of form and a sensitive handling of
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character. We are highly fortunate, then, to possess
the prentice-work of so eminent 2 novelist. In it we
witness how early, and with what confidence, she formed
her own coherenf and responsible views of life, and of
the power of fiction in relation to it. Because
ridicule of contemporary romances depended upon a level-
headed attitude towerds everyday events, Jane Austen's
mockery of Sentimental literature may be seen as the
natural prelude to the uncompromising moral standards

evinced in her mature works. MNoreover, as Haelperin says:

Since we have no letters written by her
before 1796, the Juvenilia are the surest
guide to things she thought about and
interested herself in during her
adolescence. Above all, they are the
surest guide to her — to Jane Austen

herself.l

Examining the juvenilia is therefore a logical point of
departure in aporeciating the consistency of Jane
Austen's art, between the youthful skits she wrote for
family enterteinment and the more seriously considered
works intended for publication. It is upon the early
enunciation of many perennial themes that the first
chapter below is focused.

The second fragment I will consider is entitled The
Watsons. Written in 1804, it is the only extant work
from an apparently unproductive and gloomy period of her

1 John Halperin, The Life of Jene Austen (Brighton:

Harvester Press, 1984), p.236.
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life. Whether by chance or design, this air of
melancholy has infected the mood of the piece. The
biographical similarities between author and heroine

are close, and at least one critic has pursued some of
these parallels. My emphasis, however, both here and in
my treatment of the other fragments, falls upon the
literary bearing that these pieces have upon Jdane
Austen's completed works, and what a comparison between
them reveals about her creative process. To see her work
in an unfinished or experimental state helps show the
pains she took to achieve apparent spontaneity, ease and

grace.

The Watgons is as different in tone from Catherine

or the Bower as it is from Sanditon — the third

fragment to be discussed — and certainly presents a
more straitened picture of "the dreadful mortificatiﬁns
of unequal Society" (Eﬂ,p.}él) than is generally offered
in any of the novels. There is strong censure of
familjiar %ggges -— condescension and predatoriness,
social pretension and mercenary values — but the
fragment has little of Jane Austen's accustomed
sprightliness to relieve it. The accent is more upon
exposure than entertaimment. If this relative starkness

is intentional, The Watsons may reveal how "Jane Austen

started with a bare factual ground plan and then set to
work to give it life and individuality by a careful

process of refining and revising."2 That some refining

2 David Cecil, "Jane Austen's Lesser Works," in

Collected Reports of the Jane Austen Society 1949-1965

(rpt. London: Dawson, 1967), pp.277-T78.
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nas already been done, is suggested by arresting turms
of phrase or by especially well-contrived exchanges.
Given the heroine's rich and resourceful character, and
given the intended storyline supplied by Cassandra

Austen, I contend that The Watsons nad the potential to

equal in moral and intellectual power the six
completed novels.

The final chapter of the thesis looks at Sanditon
upon which Jane Austen was engaged snortly before her
death. Of all her writings it is the most enigmatic,
not only because incomplete but on account of effects
she was trying to achieve. It has provoked widely
diverging interpretations as a result —— whether the
fragment is a rough draft for a seventh novel; whether
it is in fact revised as far as she intended; or even
whether, to take a biographical line, it was written "as
a defense against illness and depression."3 (she herself
was ill), as the mockery of hypochondria may suggest.
Whatever its nature Sanditon is strikingly enthusiastic
in tone, execution and subject matter. The mood of the
piece, especially in its caricatures, its ridicule of
affected emotion, and exaggerated confusion of
appearance for reaslity, might seem like an unexpected
return to the parodic spirit of the juvenilia, but these
themes are given different emphases that stamp the piece

as a sequel to the mature novels. In particular, with

3 A. Walton Litz, Jane Austen: A Study of Her

Artistic Development (London: Chatto and Windus, 1965),

p.165.



regard to the irresponsible attitude of the gentry
towards their landed heritage and in Jane Austen's
thrust against speculation, novelty and unnecessary
change are embodied in Sanditon itself. This partly
explains the topographical importance of the village of
Sanditon and its abjuration of its traditional function

as a fishing wvillage. Unlike The Watsons, however,

Sanditon's intended course of development is difficult
to determine. I wish in this final chapter to show that
the £zgi;%gg:it provokes is a deliberate ruse on Jane
Austen's part, and to demonstrate that this fragment
bears witness to her unflagging creative genius.

Bach chapter has been subdivided to explore various
aspects of the fragments which I consider to hold most
interest and relevance for a full appreciation of Jane
Austen's novels. Chapter one deals with the setting of
Catherine; the legitimate exercise of power in social
relationsnips; the heroines* need for solitary
reflection; and the dual modes of education, both moral

and academic. Commenting then on The Watsons I examine

some of the techniques Jane Austen employs to win our
sympathy, admiration and support for the heroine, and
the way wé are induced to share in her mental ordeals.
This leads to a discussion of economic pressures and the
consequent rivalry engendered between sisters, before
moving on to scrutinize the importance of clergymen in
her works. Finally, my chapter on Sanditon explores
the correlation between the social role of the gentry

and Jane Austen's treatment of it in her fiction.

Subsequent sections deal with her methods of
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characterization; the dangers of unchecked imagination
and enthusiasm; and the way prolixity and excessive
movement feature as destabilizing forces threatening

moral values that have proved their merit over time and

many generations.



Catherine or the Bower




I.

Virginia Woolf remarked that "the second rate
works of a great writer are worth reading because they

offer the best criticism of his masterpieces."l

.Although she was referring specifically to The Watsohs,

I believe this quotation applies with equal justice to

Catherine or the Bower.2

It has been well said that Jane Austen defined
herself by what she rejected.3 The burlesque mode she
at first adopted to ridicule the implausibility and
disproportions of contemporary sentimental literature
involved & process of keen analytical reflection and
judgement. I wish to show thet the acuity of moral
ingight into the complexities of human relationships
and the psychological reslism she achieved in her novels
is first set forth most clearly in Catherine.

Other novelists, it is true, had also mocked
gentimental excesses, but few if any had pursued this
direction beyond simple anti—romance.4 As F.R. Leavis

has pointed out, "Jane Austen, in her indebtedness %o

Virginie Woolf, The Common Reader (London:

Hogarth, 1925), p.1l72.
2 Hereafter referred to simply as Catherine.

3 Julia Prewitt Brown, Jene Austen's Novels:

Social Change and Literary Form (Cambridge, Mess:

Hervard Univ. Press, 1979), p.50.

4 Mary Lescelles, Jane Austen and Her Art (Oxford:

Clerendon, 1939), p.55.



others, provides zn =xceptionelly illuminsting study of
the nature of originelity, and she exemplifies
bezutifully the relationship of 'the individual talent’
to tradition."? This exemination of Catherine i€
intendgd to show some of the ways in which she modified
her inherited conventions in & more realistiec,
entertaining and worally sensitive fiction than her
contemporaries had achieved.

A1l too often however, Catherine has been gathered
together with Jane Austen's earlier and cruder burlesqgues
in the convenient catch-all of 'juvenilia'. To do so is
to ignore importent signs of an increased seriousness in
her aims as a writer. Marvin Mudrick observes that in

Catherine (as well as in The Three Sisters and Lesley

Castle) Jane Austen "begins to sacrifice parody for self-
sustaining cheracterization and plot [Eng7 ... moves out
to claim and occupy & world already recognizable &s the

world of the novels."6

But he then complains of
"characterization in a vacuum", characters "having no
relations with each other, or even with themselves from
situation tq gituation", perfunctorily dismissing the

piece as:

a kind of grab-bag of attractive bits and
pieces, of characters like the heroine and

her aunt, of very tentetive approsches to

> F.R. Leavis, The Great Trasdition (London: Chatto

and ¥indus, 1955), p.5.

Marvin Mudrick, Jane Austen: Irony as Defense snd

Discovery (Princeton: Frinceton Univ. Press, 1952), p.25.
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Elizabeth's attitude to Darcy is seen to develop between
the Netherfield Ball, her trip to Hunsford and Rosginrgs,
and finally to his seat at Pemberley where he appears 2
different man.

411 this is obvious, bdut important to seeing The
Watsons in perspective. As ¥udrick explains, "In Jane
Austen's early novels...[ﬁ/hé]problem of action is
personzl; choice, or the illusion of choice, is
personzal. It is not Longbourn and Hosings, but
Zlizabeth and Lady Catherine, who stand opposed: the
individual makes his owr climate, and does rnot have to
locate himself in any other.” And what he says of
Mansfield Park, I believe,applies with equal force to

7
The Watsons: "The individuwal can no longer act without

locating himself. Place and group have indeed become
central: the individual faces not 2 choice of =zction,

but a choice of'allegiance; and the action of the novel

is a2 collision of worlds" (emphasis edded). 7

In what we have of The Watsons, Emma is alreeady

contrasting the values that inhere in the different
societies she has inhabited. Stanton seems decidedly
inferior to living with her aunt, and the world elluded
xoféi-Osborne Castle is little more attractive than that
of Croydon. Against this new enviromment Emma sets
hersgelf in unegquivocal opposition. The situations
"constructed around Emma," a2s Brian Southam remarks,
"are like 2 narrowing ‘tunnel, along which she moves

through fields of successively more intense

17 wudrick, p.155.
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n18 If the ball is an unnerving experience,

experience.
Lord Osborne's visit znd the arrival of Margeret with
the Robert Watsons impresses upon Emma the need for
protective measures against the insincerity that
prevails. This is figured dramatically when Margaret
introduces the subject of Tom llusgrave. Zmma, " jumping
up, ran away from a subject that was odious to her
feelings" (MW¥,p.360 -- emphasis added). Such vigour in
the world of the novels, especizally in a lady, is highly
significant in indicating depth of feeling, and
important here for suggesting Emma's paradoxical sense

of entrapment in, and estrangement from, her society.

We remember Kitty Percival in the early Catherine

who also ren from the house in disgust at Camilla's
cold-heartedness, and in the novels we see Jane Pairfax
leave Donwell distraught and alone to escape Frank
Churchill's humiliation of herself.

#hat enhances the moral bheauty of Zmma's resilience
to selfishness and vanity is her engaging personality.
She, like Elizabeth Bennet and Emme Woodhouse, "will not
git back and be quizzed by the men, but gives as good as
she gets.“19 She shows herself an independent, active
thinker: vindicating the memory of her aunt and uncle
with tearful warmth (MW,p.352); spiritedly deflating the
image of Tom Musgrave in a t2te-a-t8te with Elizabeth --
"There is a ridiculousness zbout him that entertains me --

18 Southam, Literary Manuscripnts, p.67.

19 Jane Aiken Hodge, The Double Life of Jane Austen

(London: Hodder and Stoughton, 1972), p.l36.
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Watson therefore is physically "not more than of the middle
height —— well made & plump, with an air of healthy
vigour. — Her skin was very brown, but clear, smooth and
glowing —— which with a lively Eye, and an open
Countenance, gave beauty to attract, & expression to

make that beauty improve on acquaintance" (gﬂ,pp.328-29). But
what really interests Jane Austen is the mind of her
heroines and their strength of character to reach rational
decisions wifh equal conviction of sense and feeling.

Emma is made at once exemplary and likesble, more engaging
than Elinor, less straight-laced than Fanny.

Emma, unlike her sister Elizabeth, refuses to be
overawed merely by Lord Osborne's aristocratic rank. She
respects a warm heart and position based on individual
merit, unwilling to accede to the sutomatic reverence for
rank displayed openly by Tom Musgrave and suggested more
obliquely in the opening sentence of the fragment ("the
Osbornes themselves would be there...."). The polarities

concejved as
of worth By individual merit and distinction by rank is

clarified when Emma steps forward courageously to dance
with young Charles Blazke. But we should beware of
introducing polesrities for I do not intend to suggest thet
dene Austen is cglling the éocial hierarchy into question
or that she had democratic propensities., Her respect for
tradition and ideal gentry values in the novels refutes any
such inference. Rather, Jane Austen firmly fixes her
heroine in a broader social context than hitherto to
re—examine the rival claims of rank and merit.

Brian Southem believes that Emma's lack of

perceptible faults is "an overriding difficulty" in making
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In Emma we find a delicate suggestion of shame at

the reduced circumstances in which she is constrained to
live. When wealthy Lord Osborne visits the Watsons with
Tom,bEmma: "having in her Aunt's family been used to
many Elegancies of Life, was fully sensible of all that
must be open to the ridicule of Richer people in her
present home. — Of the pain of such feelings, Eliz:
knew very little;—-— her simpler Mind, or juster reason saved
her from such mortification" (MW,p.345). Clearly these
sentiments apply to nobody but to Emma herself because
Jane Austen intends to show how deeply Emma's responses
have been shaped by fourteen years residence in comfort
and high expectations. The consequences of early training

are also an important theme in Mansfield Park, where a

sound educatién effectively saves the heroine by preparing
her well for life; a deficient education jeopardizes the
Bertrams by exposing them, morally immature and thus
vulnerable, to the Crawfords.

Emma's sense of occasion and taste for decorous
surroundings cannot be erased in a trice because these are
attitudes which are elemental to her delicate mind. Jane
Austen here examines the difficulty in distinguishing
between pretentiousness and justifiable self-respect by
probing Emma's social embarrassment. What is of little
significarce to Elizabeth swells out of provortion.in
Emma's imagination, whose momentary shame in her guests
seeing "the Tray & the Knife-case" (MW,p.344) is
accountable though not wholly excusable. But if we cannot
excuse her we can sympathize readily because Jane Austen

has openly admitted a failing in her heroine whose other
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good qualities <- generosity, candour, loyalty -- have
disposed us in her favour.

In these remarks on the nature and qualities of Emma
Watson I have shown that Jane Austen sees the heroine's
vredicament from Emma's point of view to create a dense
atmosphere of social pressure that azligns the fragment
more closely in its depth and range with the last three

novels Mansfield Park, Emma and Persuasion. Emma is more

isolated than the three earlier heroines becsuse her
society is more predatory, intimidating and uncompromising
than theirs. She combats adverse circumstances
pragmatically with a combined force of intelligence and
propriety, humour and tact, generosity and earnestness.

By equipping her heroine with these qualities, Jane Austen
probes mary themes which have zlready been broached in the
first three novels, and emphasizes certain other issues
that are scrutinized more exhsustively in the works that

follow.
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rules of decorum that are intended to regulate the
expression of emotion, and against moral principles that
are intended to ensure that marriage does not become a
nutual torment of incompatible minds. ZImme, however,
finds any form of acting by design repugnant.

But where Pride and Prejudice does not explore

Charlotte's insincerity beyond contrasting her own views
explicitly with Elizabeth's and less overtly with the
constellation of other marriages that appear in the novel,

The Watsons reconsiders the issue of mercenary marriasge

and its effects through the eyes of Zmma, who has come
from an easy life of high expectations to a penurious
existence where life has become a3 scramble of self-
interest at the exvense of family loyalties. Only she
has the morzl conscience to guide her in deciding the
crucial question: "where does discretion end, and
evarice begin?" (PP,p.153).

To appreciate the importance of this cuestion in
the social context of the novels where marriage is
constantly seen simply as a security measure, heedless
of love, esteem and compatibility, a brief look at the
procedure of property transference would be helpful here.

There is no direct reference in The Watgons to an

entail on the estate such as the one that afflicts llrs
Bennet's nerves; that forces the Dashwoods to retire to a
cottage; and that causes Anne to nmuse fleetingly upon
assuming her mother's place es Lady Elliot. 32But the
imminent death of Mr Watson is a cause of anxiety to 21l
the daughters. As one historian observes, "On his

fether's death, /a man's/ eldest son was secure; but the
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system of entails posed 2 problem with regard to
vroviding for the widow, the younger sons and daughters,
all of whom, for various reesons, imposed a considerable
finencial burden on the family estate."4 The estate
will therefore pass to Robert Watsor whom, we are shown
in due course, is as likely to make his sisters
comfortable (with Jane to advise him),as John Dashwood is

with Fanny's interference in Sense and Sensibility.

Hence the attraction of Tom Musgrave, "A Young Man of
very good fortune, auite independent, & remarkably
agreeble,an universal favourite wherever he goes"
(MW,p.315), according to Elizabeth, and thus, in fact,
the attraction of any financial security whatever. But
because Mr Watson is an invalid, and because his wife is
no longer alive, there is little parental guidance to
curb the exploits of Penelope and Margaret, nor to
enforce a more honourable code of conduct in the sister's
dealings with each other. This is rot to say, however,
that parentel advice or example would have countered

their misconduct. Pride and Prejudice exploits the

manifold comic possibilities of such 2 reverse, with
marital zeal in Mrs Bennet and an equally irresponsible
indifference in her husband, neither of whom promote

harmony amongst their five daughters. 3But in The Watsons

the social climate has changed, there is little scope
for the giddiness of Mrs Bennet a2nd the foolish

flutterings of Miss Bingley in a world where ruthless

4 J.F.G. Gornall, "Marriage and Property in Jane

Austen's Novels," History Today, 17 (1967), 806.
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gre being
calculation and mean-mindedness s far fromls ie

material, and which affects the heroine so much more
deeply than Elizabeth Bennet. Mr Darcy's observation
that "there is mesnness in 2ll the arts which ladies
sometimes condescend to employ for captivation.
"Whatever bears affinity to cunning is despicable"
(PP,p.40), is given as a personal opinion applicable in
the localized context of Miss Bingley's tactless efforts

to attract attention. In The Watsons this opinion is

felt as Emma's censure of the whole social ethos of
Swe n
Stanton. Mobody appears to share her views, she is more

A Or\&‘
isoleted than Elizabeth Bennet, the need consequently
N

greater to uphold the necessity of principle.

Walton Litz claims that society in the fragment is

"more 'modern' than that of Pride and Prejudice," which

novel, although revised before publication, is still
based upon a "scaffolding of characters and situations

/#which/ hark back to the 1790s." The Watsons, he

believes, "belongs to the nineteenth century," and as
such is determined less by an ideological frame like

Sense and Sensibility's antithetical patterning, or

Northanger Abbey's parody of the guixotic heroine, or

the accommodation of opposites that gives symmetry to

Pride and Prejudice, than by a "dramatic rendering of
"5

contemporary manners. By this he sppears to mean that
changes in the economic orderirg of society have made it
necessary to review the way that an individual can

relate to new conditions. Where Marianne Deshwood

5 Litz, Artistic Development, pp.87-8.
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rejected conventional values by adhering to a purely
personal code of romantic aspirations, Emma must protect
the ideals of conventionazal behaviour that are in danger
of disappearing altogether, as a matter of personsl
survival. "To be so bent on Marrizge," she remerks of
Penelope, " -—%t0 pursue a Man merely for the sske of
gsituation =—is a sort of thing that shocks me; I cannot
understand it. Poverty is a great Evil, but to a woman
of Education & feeling it ought not, it cannot be the
greatest" (MW,p.318). In Emma's repugnance at the

rivalry of her sisters, The Watsons examines those

circumstances in which the heroine is justified in
living at variance with the values that prevail in her
society, and shows how by adhering scrupulously to the
ideals from which current social wvalues have lapsed she
can realize her best moral potentialities. Such a set
of ideals will oprotect her from the dangers of
destructive personal feeling as much as from the dangers
of living among people whose own conduct is govermed by
no ideals of any kind but those of arbitrary self-
interest.

The moral ideals that Emma refuses to compromise
sharply differentiate her from her sisters. It is
likely that Tom's, Lord Osborne's and Mr Howard's
attentions to Emma will provoke the rivalry of Penelope
and Margaret in particular, and will give Jane Austen
an opportunity to develop a tension that is evident in

the juvenile The Three Sisters. There, a certain Mary

Stanhope writes to a friend about an acquaintance,

Mr Watts:
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He is extremely disagreable & I

hate him more than anybody else in
the world. He has a large fortune &
will make great Settlements on me....
I would refuse him at once if I were
certain that neither of my Sisters
would accept him, & if they did not,
he would not offer to the Duttons.

I cannot run such a2 risk ...(MW,pp.58-9).

Mary is fearful that her younger sisters will marry
before her and is prepared to attach herself to a man
merely to forestall them. In this piece the character
of Mr Watts is conveyed to us as a composite product of
the prejudiced opiniorns of various correspondents. In

The Watsons, as in Mansfield Park that follows it,

sisterly jealousy is seriously dramatized, its
destructive effects upon family life explored to show
how character is defined and personal decisions reached
by attention to social considerations as much a2 matter
of opportunism as of shameless calculation.

Elizabeth, the eldest, has lost the man she loved
to the scheming of a younger sister: "Penelope was at.
the bottom of it all," she tells Emma emphatically, "It
has been the ruin of my happiness. I shall never love
any Man as I loved Purvis* (MW,p.316). But necessity
and, to a lesser extent, pride override romantic
delicacy as she bravely rationalizes her position and
narrowly escapes self-contradiction: "I have lost Purvis,
it is true but very few people marry their first Loves.

I should not refuse a man because he was not Purvis,"
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conceding that she could "like any goodhumoured Man
with a comfortable Income" (MW,pp.317-18). Less
rapacious than either Penelope or Margaret, she invites
less morel censure and consequently can relate upon a
more equitable footing with Emma. Because Elizabeth is
inelegant, somewhat awkward in the presence of visitors,
and usually preoccupied with household duties like the
"great wash" (Mﬂ,p.321), it has been as easy a task for
Penelope to take advantage of these social deficiencies
to steal her sister's fiancé as it is for Margaret to
relieve her own disappointed hopes in Tom Musgrave by
"querelous attacks" (MW,p.360) upon Elizabeth and by
ignoring Emma altogether. What emerges is the wvalue of
moral conscience and the role that duty plays in guiding
one in difficult situations. The prospect of penury and
hardship causes Penelope and Margaret to panic, they
abjure family loyalties and seek security in any form of
marriage however uncongenial. Elizabeth sees the danger
ahead, and though reluctant to marry a man she does not
care for, is not exacting in her preferences. Emma, in
contrast to all her sisters, is guided by firm vprinciples
which dictate that mercenary marriage can never be
cohdoned and that a sense of family loyalty should be
felt as conferring mutual comfort in time of distress.
What hurts Emma most déeply is less the reduction
of her expected fortune than the fact that neither
Penelope nor Margaret has bothered to welcome her home
after an absence of fourteen years. When William Price
visits Fanny at Mansfield Park the narrator celebrates

the value of a love and trust in their relationship, one
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that contrasts with the deceitful complicity existing
between the two Crawfords and the constant antagonism

between the Bertrams:

Children of the same family, the same
blood, with the same associations and
habits, have some means of enjoyment

in their power, which no subsequent
connections can supply; and it must be
by a2 long and unnatural estrangement,

by a divorce which no subsequent
commection can justify, if such precious
remains of the earliest attachments are
ever entirely outlived. Too often alas!

it is so ...(MP,p.235).

As we have seen, Robert Watson is of the opinion that
long absence weakens rather than strengthens family
feeling (MW,p.352), but in Elizabeth there is a more
positive response: "It is so delightful to me,” she says
to Emma, "...t0 have Things going on in peace and good
humour. Nobody can tell how much I hate quarrelling.... =—— I
wish everybody were as satisfied as you--~ but poor
Margaret is very snappish, & Penelope owns she had
rather have Quarrelling going on, than nothing at all"
(MW,p.343). An overt preference for the ggggﬁ—of two
alternatives indicates the extent to which family
feeling has withered between the sisters and is a major
constituent in this "most gevere and pessimistic view of
society to be found in all Jane Austen's works."6

6 Southem, Literary Manuscripts, p.70.
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Skilfully avoiding sentimentality, Jane Austen shows the
change in Emma's attitude towards her sisters from
confident hope to disgust at reports of their behaviour
and even fear of meeting then.

A further element that divides the sisters is
secrecy. "/S/he tells me nothing," Elizabeth remarks of
Penelope, "She professes to keep her own counsel; she
says, & truly enough, that 'too many Cooks spoil the
Broth'" (MW,p.318). To treat a serious issue with the
flippancy of a culinary metaphor proves that "Penelope
makes light of her conduct" (MW,p.316), znd cannot
dispose Elizabeth to generous feelings towards any
settlement Penelope may hapven to engineer: "I wish with
all my heart she was well married. I declare I had
rather have her well-married than myself" (MW,p.317).

To have Penelope married would be an occasion less of
joy than of relief at the containment of a potential
troublemaker. Through the depiction of such feelings

in The Watsons, we feel with particular poignancy the

truth that merriage has become "a brutal economic fact
in an essentially materialistic society.“7

Penelope, then, is the most unpleasant of the
sisters, because she "has great spirits, Q never cares
what she says" (MW,p.318), is secretive, ruthless and,
Elizabeth warns Emma, "will laugh at you very much"
(MVW,p.318) for holding unconventional views on marriage.

Margaret on the other hand is deceitful in a less overt

7 Mark Schorer, "Pride Unprejudiced," Kenyon
Review, 8 (Winter 1956), 83.
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manner. Her "artificial Sensibility" (MW,p.351) is a
disguise for less laudable features in her personality,
since she hopes by a self-conscious show of elegance to
attract Tom Musgrave. Her concern at seeing Emma after
so long an absence is affected. "/5/he is all
gentleness & mildness when anybody is by.-- But she is
a little fretful and perverse among ourselves"
(MW,p.319), Elizabeth remarks. This is clearly

demonstrated in the text:

"How charming Emma is!{--" whispered
Marg® to Mrs Robert [Hatson/ in her
most languishing tone. - - Emma

was quite distress'd by such behawviour;
- & she did not like it better when she
heard Margt 5 minmutes afterwards say to
Eliz: in a sharp quick accent, totally
unlike the first - -~ "Have you heard
from Pen. since she went to Chichester?
~ = I had a letter the other day. - -

I don't find she is likely to make
anything of it. I fancy she'll come
back 'Miss Penelope' as she went.

(MW, pp.350-51)

Margaret shows as much insensitivity to Emma's feelings
as she does towards the delicacy of marriage ("I don't

find she is likely to make enything of it." ). And the

undertone of glee here suggests that her similarity to
Penelope in the business-like pursuit of a husband is

reinforced by a deeper current of spite. Emma sees that
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Margaret can feel for nobody but herself as her fits of
jealousy and despair indicate. Attention to her own
affairs in competition with Penelope to marry first
leads her to neglect the care of her ailing father, to
despise Elizabeth's less assertive character, and to gee
Zmma as an insignificant addition to the Watson
household.

This contrast that Jane Austen draws between four
sisters' views towards marriage in the fragment is
typical of her methods of contrasting varying attitudes
towards a certain theme. We are given the views
of all parties to perceive the subtle gradations by
which they differ from the heroine. In this resvect I
believe that Mudrick has reached the right conclusions

about Jane Austen's technique almost by default:

/The fact remains that close observation
without sympathy, common sense without
tenderness, densely imagined
representation without passion may not
limit the comic novelist at all, may
indeed be the ideal instruments for
penetrating the polished surface of the
bourgeois world to its unyielding

material base.’g

The Watsons certainly exposes the adamantine base of

social materialism, but through Elizabeth's pathetic
situation, Emma's shock, and the coldhearted rivalry
between Penelope and Margaret, surely we have ample

evidence that Jane Austen appreciated the tensions of

8 Mudrick, p.36.
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domestic life with an acuity and freshness that only
'"*sympathy," ''tenderness," and "passion" could give?

Another manifestation of domestic tension is the
centrifugal effect that husband-hunting occasions. Vhen
EZmma returns home she feels a pang at finding only
BElizabeth there to welcome her. Penelope has gone to
Chichester, Margaret to Croydon. dJane Austen embodies
the breakdown in family relations by this wvacuum on the
Watson hearth, and unnecessary movement of Penelope and
Margzaret that indicates an impatience with restraint and
2 willing sacrifice of trenguillity and steadiness for
bustle and excitement.

In the novels a distaste for quietness and
moderation is frequently viewed as a negetive attribute.
Marianne Dashwood's exhilaration at running down a hillside
is a sign of her incliration for vekement expression of
her feelings in 2ll matters. PFrom a contrasting positive
perspective, Elizzbeth Bennet's dash to Netherfield to
visit her sick sister evinces a spontaneous affection
and concern for Jane that Miss Bingley can only interpret
smugly as an "abominable sort of conceited independence,
a most country town indifference to decorum" (PP,p.36).
Mrs Norris's managerial self-consequence is figured in
a constant zeal to be active and interfering, whilst the
theatricals are a good example of the way that youthful
energies may become perverted through lack of constructive

outlets. And, finally, we see in Persuasion how Captain

Wentworth must learn the lesson of experience before he
can differentiste Louisa Musgrove's wilfulness from Anne

Elliot's genuine constancy and steady principles.
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In The Watsons, as we have seen, the restlessness

of Penelope and Margaret carries similar negative
comnotations. They are active only for their own
benefit whereas Elizabeth is usefully employed and
reasonably contented with a2 sedentery life of domestic
pursuits, and Emma seeks the quietness of her father's
room for the ovvortunity it affords for silent resding
end reflection: "when Thought had been freely indulged,
in contrasting the pest & the present, the employment
of mind, the dissipation of unpleasant ideas which only
reading could produce, made her thankfully turn to a
book" (Eﬂ,p.36l). In Emma's patience, intelligence and
fortitude in deciding between the right option on the
one hand, and the easy choice on the other, we see how
the hardship of penury may be alleviated and finslly
overcome.

The shame of poverty and the insulting condescension
with which it is often accompanied are made clear in Emma's
voignant rebuke to Lord Osborne: "there are some
circumstances which even Women cannot controul — Female
Zconomy will do a great deal..., but it cannot turn =
small income into a large one" (MW,p.346). She speaks
from her heart with an honesty and simple logic totally
foreign to <the duplicitous nature of PeﬁelOpe and Margaret.
Barbara Hardy observes that "heroines are surrounded by
charscters whose life of feeling is hardened, perverted,
or affected, but the effect is not simply that of
psychological contrast. The opvosition of characters sets
surface against depth; it also attempts to define and

display enough cases to create a sense of social
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another to vie for the attentions of Henry Crawford.
The influence of Crawford is as much a catalyst in
provoking rivalry between the Bertram girls as Tom
Musgrave is between the Watsons. The unequivocal
exception is Emma who, with enough forewarning from
Elizabeth to give her "very little inclination for his
acquaintance" (Mﬂ,p.319), sees and hears enrnough to make
her genuinely "Dislike & Despise" him. In the other
novels the villain does not always produce dissension

between sisters. In Northanger Abbey Catherine is awey

from home for most of the book, and her only potential
rival, Isabella Thorpe, is more interested in James
Morland and PFrederick Tilney than Henry. In Sense and

Sensibility the ideological matrix of the novel meakes

rivalry between the sisters virtually impossible. 3Both
like Edward Ferrars, though for different reasons, just
as Willoughby's entrance makes a powerful impact upon
both sisters, the more so upon Mariamme. This is
designed to show that Edward's qualities and Elinor's
ability to value them are an indication of their
superiority over Willoughby's external graces and
Mariarne's belief that strong feeling signifies reel
virtue. When Edward seems all but lost to Eliror inr his
secret engagement to Lucy, there is no attempt to stezl
Willoughby, just as once Willoughby's perfidy has been
exposed, Marianne does not consider wimming Edward for
herself through jealousy. Her love for Elinor and her
own romantic belief that shuns second attachments would
forbid sueh action. Something of the same case may be

made for Pride and Prejudice. The initial spell that
























































































































































































































































































































































































IX.

298

The respective moral values of activity and
passivity receive differinz weight in Jane Austen's
varying fictional circumstances. What is more, there
are different kinds of passivity -- Fanny as against
Lady Bertram — just as there are various types of
activity — Zdmund as a clergyman versus Henry Crawford
as an itinerant socializer. In either category,
personal distinction through what one does rather than
simply through what one is is the important issue, and
becomes increesingly prominent in Jane Austen's lest
three novels and Sanditon.

This dichotomy is most clearly worked out in

Persuasion where the fresh naval vigour of Captain

Wentworth and his associates 1s seen as az preferable
alternative to the moribund values of Sir Walter Elliot.
To what extent this contrast reoresents an sceurate
account of fluctuations in the English social system is
for historians to determine. But on the basis of Jane
Austen's fiction we can see 2 regulzar pattern that
presents in various ways a growing conviction in the
velue of self-definition through a useful occupztion.
Rubinstein is unequivocal: "Jane Austen is ... wholly
and impatiently committed to a society in which
recognition and reward stem from merit and activity in

nl

some profession. But the optimism and individual

1 Z. Rubinstein, "Jane Austen's Novels: The Metaphor

of Rank," in Literary Monogra»hs, 2, eds. Eric Rothstein

and Richard N. Ringler (lMadison: Univ. of Wisconsin Press,

1969), p.181.
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effort that has brought glory to Captain Wentworth is
for Mr Parker the root of all his troubles. Wentworth's
zeal has issued only in a temporary misconception of,
and estrangement from Anne, partly through the
intervention of Lady Russell: ¥r Parker's optimism and
energetic activity seem a permanent disability, one that
consistently creates confusion,and of which it seems
unlikely that he might readily be disabused., A further

contrast with Persuasion may be drawn. Jiihere Sir Walter

fears time and change for the new navy men that will

rise in society and the human looks that will deteriorate,
HMr Parker is keen to force the pace of change for

equally selfish and misguided reasons, and not even
pretending, like Sir Welter, to vazlue the past, is

wholly intent on the present as a prelude to a

glorious future. Sir Walter stagnates, whilst iir Parker
blunders onward.

In Persuasion Jane Austen looks at the ill-effects

and variants of personal impetuosity in Louisa and
fientworth, but in Senditon she presents the heedlessness
of a whole community. Similarly Anne's moderating
influence in the novel may be compared with the
stabilizing values of Willingden in the fragment.
Because Sanditon does not elicit our emotional
engagement with particular characters to anything like
the same extent demanded by the novels, Jane Austen
invites us to evaluate two different ways of life, each
governed by a distinct set of values and expectations.
The fragment therefore requires a different kind of

reading. The personal dilemmas of the heroine, her pain,
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frustration and confusion take second place in Sanditon
to the construction of settings and the values they
embody.

4 first reading of the fragment indicates that the
fragment is organized upon principles that differ from
the novels. iie are not presented with the
particularities of an individual, nor is the history of
a family revealed. We identify with Charlotte more on
an intellectual, thén an emotional level. She functions,
rather like Fanny Price, as a non-participating judge of
character, but without Fanny's mental trauma.

A further point of difference we note in coming to
Sanditon is a broasder social range. Mudrick has shown
that Jane Austen opens the fragment by focusing upon the
coachman's feelings through the narrator's rather than
through the heroine's eyes.2 Though minor, he and the
other menial characters who appear subsequently are used
more abundantly to offer implicit commentary upon the
conduct of the protagonists. The greater presence of
these low characters makes for a fictional society that
is more recognizably zkxin to our own. ZEvidence of
nineteenth—-century economic anxieties may be found in
Jane Austen's mature novels, but ih Sanditon, as Southam
points out, "We are made aware of a working neighbourhood
(a foil to the leisurely and moneyed visitors), znd of
relations between the classes."3 It may be argued that

Emma is largely about correcting the heroine's inability

2 Mudrick, pp.242-43.

3 Southem, Literary Manuscripts, p.lll.




301

to see that many people have claims to respect and
dignity beyond the differentiations of class. 1In
Sanditon, though Jane Austen still in no way endorses a
classless society, she examines the workings of class
reletionships more explicitly than hitherto. Nr Parker,
for instance, is concerned that "poor o0ld Andrew éfhe
gardener/ may not lose his daily Job" (MW,p.382). 4nd
Lady Denham's apprehension about the price of "Butcher's
meat" (MW,p.393) whilst admittedly something we might
expect from her avaricious nature, is far removed from
the revealed inclinations or interests of a Lady
Catherine, Lady Bertram or Lady Russell. I contend that
in Sanditon Jane Austen comes nearest to expressing her
doubts and fears for some aspects of an increasingly
commercial and industrial England. But I also believe
that given what we have seen of ironic reversals of
fortune, and given also that Jare Austen wrote in a
comic mode, her thoughts on the future were not as blezk

as a reading of Persuasion might otherwise lead us to

believe.
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