i
el
s e b )

. "rfr)w/f’?/ ’/ St

H
St
i

Godmersham Hall, from Edward Flasted, Hisfory and
Topographical Survey of the County of Kent (1778-9), volume I1L

Reproduced by permission of The Centre for Kentish Studies,
County Hall, Maidstone, Kent.

JANE AUSTEN

PRIDE
AND PREJUDICE

Edited by
Pat Rogers

CAMBRIDGE

UNIVERSITY PRESS




FE

LA L)
oy ({.'\-‘.J 7
") !.4
CAMORIDGE UNIVERSITY PRESS 7 /
Cambridge, New York, Melbourne, Madrid, Cape Town, Singapore, Sio Paulo Y i
‘ o OO0

Cumbridge University Press
The Edinburgh Building, Cambridge CB2 2R, K
ST ’ CONTENTS

Pulslished in the United States of America by
Cambridge University Press, New York

wivw.cambridge.org
Enformation on this title: www.cambridge.org/9780521825146
- . _ General Editor’s preface ix
€ Cambridge University Press 2006 ) ...
Acknowledgements aiii
This publication ks in copyright. Subject to statutory exception and Chrono]ogy xu
to the provisions of relevant collective licensing agreements,
no reproduction of any part smy take place without
the weitten peemission of Cambridge University Press. Note on the text /xxix

First published 2006 P?‘f-dg gnd P?'qjud{fg P

Printed in the United Kingdom at the University Press, Cambridge

Introduction xxzi

Corrections and emendations to 1813 text 432
Appendix 1: Thomas Egerton and the
ISBN-13  978-0-521-82514-6 hardbuck publication history 437
FSBN-10 0-521-82514-8 hardback Appendix 2: Legal and military background 441
Appendix 3: Pemberley and its models 452
Appendix 4: Note on the second and third editions of
Pride and Prejudice 456
Abbreviations 459
Explanatory notes 461

A eatalogue record for this publication is wvatlable from the British Library

Cambridge University Press has no responsibilizy for the persistence or accuracy of
URLs for external ar third-party interver websites referred to in this pablication,
vl does not guarantee that any content on such websites is, or will remain,
accurate or appropriate.

vii




Introduction

persuaded himself that it was the business of men to be ‘strong
and active’, where the woman should be ‘passive and weak’. One
must cxercise power and will, the other should offer up the least
sesistance to these™ One can hardly imagine Elizabeth consent-
ing to a relationship on this basis with Darcy, or with anybody elsc.
"T'he heroine consistently rejects a role of passivity, and shows some
impatience with her sister Janc's willingness to accept the dictates
of socicty; she likewise feels amazement that her friend Charlotte
is prepared to submit to a tedious fife of bondage to the neffable
Collins.

Things become trickier when we try to asscss Austent’s direct
exposure to the war of ideas which raged in her lifetime, as well as
the degree to which this might inform a novel such as Pride and Prej-
ndice. She did not grow up like Frances Burney in a cosmopolitan
workd of writers, musicians and artists; unlike Maria Edgeworth,
she was not surrounded in her childhood by rationalists, idealists
and progressive thinkers; and her formative experiences stood at »
distance from those of Mary Wollstonecraft, whose ideas came to
fruition in a milicu of radical thinkers. Jane lived in a bookish fam-
ily, but not in the main an intellectual one: cven her eldest brother
James, a ‘reading’ man, left no clear record of his attitude towards
most of the big issues of his time, None of this means that she passed
a wholly sheltered fife, oblivious to the ideological struggles which
went on during her lifetime. Yet it does scem to be true that her
preferred tastes lay in 'literature’, as we understand that roday: the
novel, drama and to a slightly lesser extent poctry. She read books
of travels: but the references in Pride and Prefudice suggest that she

took more interest in William Gilpin's observations on particular
scencry than in the elaborate body of acsthetic theory which grew
up, partly in response to his famous Torrs. An atlusion to William
Combe's Dr Syntax (sce vol. 2, ch. 16, n.4 below) indicates that
she may have responded most keenly to comic and parodic treat-
ments of the subject, just as she mentions with affection the Rejected
Adedresses (1812) of Horace and James Smith, burlesquing the works

n Jean-Jacques Rousseau, Ewmile: on de Féducation {London, 1785), vol. 3, book 5.
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of Wordsworth, Coleridge, Southey, Crabbe, Scott and Byron*! -
F)ut she offered few tributes to most of these poets. Her unflinch-
ing rationality and her mordant sense of humour appear to huve
prc@ilcd over any commitment to dogma and doctrine, at least
outside the religious sphere. A seeptical observer of most forms of
human pretension, she did not protect fashionable ideologues from
the tnroads of her caustic wit.

In her novels and elsewhere, Jane Austen seldom uses the vocab-
ulary of the British Enlightenment, as found in the works of Hume
Ad.am Ferguson, Adam Smith or Edward Gibbon. The spcciﬂiiseci
lexicon of these writings malkes no appearance: key terms may occa-
sionally be echoed, but with a different feel or tone. We can see this
“.rhcn Dascy writes to Elizabeth about Jane's reaction to the first
signs of an interest in her on the part of Bingley: ‘T remained con-
vinced from the cvenings scrutiny, that though she reccived his
:{i’l‘cntions with pleasure, she did not invite them by any participa-
‘l'IOH of scnt_imcut' (vol. 2, ch. 12). This last phrasc means simply
return of his feclings’. It avoids the particular connotations given
to the word ‘sentiment’ in a work such as Adam Smith’s Theory of
!W?m! Sentiments (1759), where the expression refers specifically to
an m'smte impulse towards such emotions as sympathy, benevolence,
admiration or affection. Austen uses the word in the ordinary non-
technical sense of a fecling, an immediate sensation of affection or
sexual attraction. We can still conclude that she is working within
more or less the same intellectual framework as the participants in
the wider Enlightenment project, and ¢hat her mind-set rescmbles’
theirs in some relevant ways, But it would be wrong 1o claim, on
the basis of textual evidence, that she intends to collaborate in the
sume debate, or to meet their arguments in the same discursive
space, She was a novelist and we do her most serious art no service
if we ask it to perform philosophic tasks in which she had litele or no
ascertainable interest, and which would not scif-evidently enhance
the scope or depth of that art.

u 24 Fanuary 1813, Lesters, p- 199,
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Some scholars have maintained that the novelist imbibed the
radical ideas of the age more deeply than conventional wisdom
Allows.* However, other readers may feel that this approach pre-
supposcs an author morc interested in abstract ideas, and morc
exposed to philosophic texts, than i wholly plausible, Obviously
Jane Austen was a woman of the highest intelligence: but she did
not pass her fife among intellectuals, and could not have had ready
access to all the key Enlightenment texts. Instead she had some-
thing most intelicctuals patpably lack: the ability to dramatise ideas,
and the narrative skill to secrete attitudes and beliefs within the
shifts and reversals of an absorbing plot. To put it biuntly, she did
not need to consult the raisoinenrs of the high Enlightenment to
acquire a sceptical attitude towards the professions of proud and
pompous oligarchs, nor to learn from the Jacobins that the pri-
vate life of individual citizens was constrained by the social forms
imposed by culture and upbringing. These lessons she had been
taught by her native wit, her observation and her immersion in the
daily tife of England around. the turn of the century.

Certain strands of popular moralising eater the text only when
parroted by the desperate would-be intellectual, Mary Bennet (sce
vol. 3, ¢h. 5, n. 9 below). In defining the outlook of Pride and Preju-
diee on the ideas of this time, Mary’s character raises some difficulty.
Many readers have felt that she gets unduly harsh treatment from
her creator: not content with making poor Mary an ugly duckling
among the bevy of Bennet swans, Austen endows her with fim-
ited insight and conventional views. Of course, to depict a girlasa
failed intellectual is not in itself to deplore ambitions in this direc-
tion among young women generally: but it looks as if the novelist
shared some of the attitudes of her age and her class. ‘Accomplish-
ments were very well in their way, but not (it would scem) if a

35 Flws Peter Knox-Shaw sees Pride and Projudice ws embodying ‘2 potitics of the pic-
tugesue’, ssemming in part from the work of theerists such as Uvedale Price anud
Richasd Payne Knight. Hunsford and Pemberley repstseint differing world views acted
out i the treatment of courtship within the novel. See Knox-Shaw, furte Austen and
the Endightenment {Cambridge: Cambridge University Press, 2004},
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young woman acquired them at the cost of ease, confidence, tact
and nice deportment in a social situation,

The truly important basis for Austen’s art lay in recent and con-
temporary fiction. She filched more thasn a title from Frances Bur-
ney's Cecifia, adapting certain traits of the novels hero Mortimer
Delvile, when she gave Darcy his pride in lineage and posttion, with
a consequent reluctdrce to marry a heroine with less impressive
social connections. More generally, she took over Burney's realistic
appraisal of cconomic constraints, and her recognition of class as a
problematic category, rather than the unquestioned donnée it had
usually constituted in carlier novels. The last two novels of Burney
bear fess obvious resemblance to Austen’s own practice, but she may
also have made a joke sbout Camiflie by way of a pencilled note at
the back of her subscriber’s copy.®® She admired the works of Maria
Edgeworth, but Belinda (1801) probably appeared too late to leave
any impress on the earlicr versions of Pride and Prejudice. In 1814
she wrote to her niece Anna, a budding writer, 't have made up my
mind to like no Novels really, but Miss Edgeworth’s, Yours & my
own’ 3 We should recall that novel reading was a collective activ-
ity in the houschold, where women could exchange impressions
as they went afong. In the remainder of the sentence just quoted,
Jane describes the reactions of the wives of two of her brothers,
both confusingly named Mary, Thus fiction supported a network-
ing bond of women at home, a function which Austen probably
designed novels like Pride and Prejudice to assist.

INNER CIRCLE

For Jane Austen, indeed, the primary support group consisted of
her immediate family and a very few close friends. In particular she
benefited from the encouragement of her parents, sibhings, in-laws
and cousins, joined as time went on by nephews and nieces who
were moving towards adulthood. She belonged to no school and
attached herself to no coteric. Moreover, she had very few firsthand
¥ Margares Anne Dooely, Frances Burney: The Life in the Works {New Brunswick, NJ:

Rutgers Universiey Press, 1988), p. 272,
328 Seprembes 1814, Letters, p. 278,
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Nates ta pages 58-59

11 group'd: the high priest of the fashionable picturesque movement,

William Gilpin, had laid it down that, in depicting cows, two
and four both made for an awlovard combination. He wrote,
“Two will hardly combine. Three make a good group—either
united—or when one is a little removed from the other two. I
yotu increase the group beyond three; one or more, in proportion,
must necessarily be a little detached { Observations, vol. 2, p. 259).
"T'hree was the most truly picturesque, that, is the number which
would achieve the most visuaily attractive effect, such as the classic
landscape painters had chosen to produce, ‘Group” was a word
which came into the English language from French at the end of
the seventeenth century, referring specifically to the disposition
of figures within a painting.

CHAPTER I1T

Miss Bennet: this form of the name identifies Jane specifically,
as the cldest daughter.

work: needlework. Like most genteel women of her day, JA had
been brought up to occupy herself every day with such work.
‘Much of the girls' time would have been devoted to learning how
to sew and embroider neatly, and Jane became a “great adept” at
satin-stitch in particular {Famify Record, p. 59). Dr John Gregory
had told young women that the purpose of acquiring such accom-
plishments was ‘not on account of the intrinsic vidue of all you
can do with your hands, which is trifling’, but to judge more per-
fectly ‘of that kind of work'. He continued, ‘Ancther principal
end is to fill up, in a tolerably agreeable way, some of the soli-
tary hours you must necessarily pass at home' (4 Father’s Legacy,
p. 51). Mary Wollstonceraft gave shore shrift to such a view of
needlework: “This employinent contracts [young girls'] facultics
more than any other that could have been chosen for them, by
confining their thoughts to their persons’ (A Vindication of the
Rights of Woman [1792], p. 164). Lady Sarah Pennington rec-
ommended that girls should be skilled in embroidery and fancy
necdiework, but need not make their own clothes:

Plainwork (tho’ no very polite Accomplishment) you must be so
well versd in, as to be able to cut out, make, or mend your own
Linen . . . I see no other { motive] that makes the practical part at
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Notes fo pages 60-70

all necessary to any Lady; cxcepting, indeed, such a Narrowness

of Fortunc as admits not conveniently the keeping o an Abigail

Fmaid], to whom such Fxcrcises of the a needle much more prop-
cely appertain,

(An Unfortunate Mother's Advice to her Absent Danghiers:

In a Letter to Miss Pennington (London: Bristow, 1761),

- p-42)

white soup: made frem a varicty of expensive ingredicnts, notably
afmonds, cream and egg-yoll.

cards: formal invitations. These were normaily seat out well in
advance (at least two or three weeks before a major event like
Bingley's planned ball), and would request the favour of 2 reply.
This response from the person invited was expected within a day
or two,

attitude: the predominant sense then was posture, physical posi-
tion.

shade: a less praiseworthy feature.

CHAPTER 12

professions: the word nicely covers both expression of genuine
regret (as by Bingley) and insincerc pretence of concern (as by
Miss Bingley).

even shook hands: a mark of condescension, since it was the priv-
ilege of the one higher in social station (here Miss Bingley) to
decide how ceremonious the lewve-taking should be.

therough bass: originally, a running bass accompaniment of fig-
ured bass in 2 music score. Later, by extension, “The methed of
indicating harmonies by a figured bass, or the art of playing from
ity /oosely, the science of harmony in general’ (O£D). Here pre-
sented as a comically recondite study, juxtaposed with the all-
cncompassing ‘human nature’.

flogged: flogging was a normal part of military discipline and
might involve a farge number of lashes on the order of an officer.
Flere, the private’s offence was probably not a very serious one.

CHAPTER 13
the Right Honourable: strictly redundant, but not incorrect, in
referring to the daughter of an earl (her parentage entitles her to
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