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			EMMA

			Beautiful, privileged Emma Woodhouse considers herself to have an enviable life, secure in the affection of her family and the respect of her fellow villagers. With her active imagination, she charms others and diverts herself. When change comes to Emma’s little world, she confidently intervenes in matters of the heart, only to discover for the first time the limits of her powers. Often considered Jane Austen’s finest novel, Emma is acclaimed in particular for its psychologically astute characterizations and peerless use of language.

			This edition has been specially prepared in commemoration of the two-hundredth anniversary of the publication of Emma. To offer a full reading experience to first-time readers and devoted Austen fans alike, Juliette Wells has provided an introduction to the novel, focusing on the importance of Emma to Austen’s career and the reception of this novel by its first readers, and original contextual essays. Additional features include tips for reading, a glossary of period usage, maps, and suggestions for further study, as well as illustrations from early editions of Emma drawn from the Jane Austen Collection at Goucher College.

			—

			“We, therefore, bestow no mean compliment upon the author of Emma, when we say that, keeping close to common incidents, and to such characters as occupy the ordinary walks of life, she has produced sketches of such spirit and originality, that we never miss the excitation which depends upon a narrative of uncommon events, arising from the consideration of minds, manners, and sentiments, greatly above our own. In this class she stands almost alone.”

			—Walter Scott (writing anonymously), The Quarterly Review, March 1816
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			EMMA

			JANE AUSTEN was born on December 16, 1775, at Steventon, near Basingstoke, the seventh child of the rector of the parish. As a girl, Jane Austen wrote stories, including burlesques of popular romances. She lived with her family at Steventon until they moved to Bath when her father retired in 1801. After his death in 1805, she moved around with her mother; in 1809 they settled in Chawton, near Alton, Hampshire. Here she remained, except for a few visits to London, until in May 1817, when she moved to Winchester to be near her doctor. During her lifetime, she published four novels, each after much revision. These are Sense and Sensibility (1811), Pride and Prejudice (1813), Mansfield Park (1814), and Emma (1815). She died in Winchester on July 18, 1817. Two other novels, Northanger Abbey and Persuasion—the latter written in a race against failing health in 1815–16—were published posthumously in 1817, with a biographical notice by her brother Henry Austen, the first formal announcement of her authorship. She also left two earlier compositions, a short epistolary novel, Lady Susan, and an unfinished novel, The Watsons. At the time of her death, she was working on a new novel, Sanditon, a fragmentary draft of which survives.

			JULIETTE WELLS is associate professor and chair of the English Department at Goucher College, where she is active in outreach relating to the library’s distinguished Jane Austen Collection. The author of Everybody’s Jane: Austen in the Popular Imagination, she has also published numerous journal articles and book chapters on Austen’s works and cultural legacy. She is on the editorial board of Persuasions, the journal of the Jane Austen Society of North America.
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			About This Edition

			Jane Austen did not write for academic readers. In her lifetime (1775–1817), English literature had yet to become a subject of university study, and the novel was only beginning to be taken seriously as a literary genre. Rather, Austen wrote to interest those who, like her, enjoyed well-observed, stylishly written novels of everyday life. She referred to ideas and items with which her readers would be familiar, and she used language she trusted they would understand.

			As a teacher of Austen, I’m frequently reminded that we today bring to her novels different expectations, and considerably different knowledge, from her first readers. What was self-evident to her contemporaries may be opaque to us. Some English words have shifted meanings. Many social norms have altered beyond recognition, especially when viewed from an American perspective. For these reasons, reading an Austen novel for the first time can be quite a challenge.

			This edition is designed to help. It’s a reader’s edition, not a scholarly one. In other words, the information you’ll find here is intended to support your understanding and appreciation of Emma rather than to instruct you in literary terms, theoretical perspectives, or critical debates. In choosing what to include, I’ve borne in mind what I’ve heard from students and others over the years about what has intrigued, and frustrated, them in reading this novel.

			My introduction addresses the questions about Austen’s authorship and Emma’s publication and reception that I’m most often asked by students and everyday readers. The subheads there allow you to satisfy your particular areas of curiosity. Have no fear of plot spoilers: you can read the introduction before, after, or while you read Emma itself.

			Next comes a list of “Tips for Reading Emma”: practical, sympathetic advice for how to make your experience with this novel as rewarding as possible.

			In the appendices, I supply some of the general knowledge that Austen’s original audience would have taken for granted—and that, in my experience, today’s readers don’t necessarily share.

			
					A two-column list, “Spelling in Emma,” clarifies words that differ from today’s in terms of spelling, spacing, or punctuation. While some readers barely notice these variations, others find them confusing. I suggest that you take a look at this list to orient yourself before you begin reading Emma.

					A glossary defines words that are likely to be unfamiliar, either because they are no longer in use or because they bore different meanings in Austen’s day. When a particular word (for example, evil) means different things in different contexts, each usage is listed separately.

					In lieu of individual endnotes, brief contextual essays treat in an integrated manner the following topics significant to Emma: dancing; family relationships; food; games; health; love; money, property, and material goods; politics and civil society; professions and education; propriety; and social classes. The essays appear in alphabetical order by topic, with a list of related topics at the end of each essay. You can read the essays in any order. However, many do contain plot spoilers, so you might choose to consult them after finishing Emma.

					Two maps of the British Isles show the locations of cities, towns, and counties mentioned in Emma and in the introduction. (Highbury, the village in which the novel takes place, is fictional.)

			

			The appendices also include selected illustrations from four historic editions of Emma, as well as a list of my recommendations of films and books related to Emma and to Austen.

			The text of Emma has been reset from the individual volume published in Penguin Classics, which was edited from the first edition.

			Many thanks to Elda Rotor for sharing the vision of a reader-friendly Emma; to Rodney Yoder for his sensitive reading and steady support; and to Victoria Cooke, Goucher College class of 2015, for her thoughtful contributions.

		

	
		
			Introduction

			WRITING, AUTHORSHIP, AND ANONYMITY

			Jane Austen’s Emma was released in December 1815, although the year 1816 was printed on its title page. Her fourth novel to be published, Emma was also the last she saw through publication before her death in July 1817. According to notes kept by her elder sister, Cassandra, Austen began writing Emma on January 21, 1814, and completed the novel on March 29, 1815.1 During this time, Austen turned thirty-nine; she also celebrated the publication of her novel Mansfield Park, in May 1814. She had already successfully published Sense and Sensibility (1811) and Pride and Prejudice (1813).

			Austen’s extraordinary productivity as a writer during the 1810s was made possible by a secure and supportive home environment. Since 1809 she had lived with Cassandra; their mother, Cassandra Leigh Austen; and their friend Martha Lloyd in the village of Chawton, in the rural county of Hampshire in southern England. Jane and Cassandra’s father, the Reverend George Austen, had died in 1805, leaving his widow and two unmarried adult daughters with comparatively little income. The Austen family was cultured and educated but not especially wealthy; Jane’s brothers made their livings variously in the clergy, in the navy, and in banking. Both Jane and Cassandra had considered marrying. When Jane was almost twenty-seven, she first accepted and then, within a day, turned down a marriage proposal from a rich family friend. Cassandra had been engaged in her early twenties to a man who died before they could be married.2

			The house in which the four women lived, then called Chawton Cottage, was the property of Edward Austen Knight, the third of the six Austen brothers. Edward had been adopted in his early teens by distant relations, a rich childless couple, to become the heir to their estates.3 (The adoption of Frank Weston Churchill in Emma offers a thought-provoking parallel to Edward’s experience.) Hampshire was Jane’s native county. Steventon, the village where she lived with her family until the age of twenty-five, is approximately fifteen miles from Chawton, which itself is about fifty miles from London. Chawton Cottage is now known as Jane Austen’s House Museum and is open to visitors.

			According to family tradition, Austen wrote her novels without ceremony, in the midst of daily life. Her nephew James Edward Austen-Leigh recalls in the first biography of Austen, A Memoir of Jane Austen (1870), that “she had no separate study to retire to, and most of the work must have been done in the general sitting-room, subject to all kinds of casual interruptions. She was careful that her occupation should not be suspected by servants, or visitors, or any persons beyond her own family party. She wrote upon small sheets of paper which could easily be put away, or covered with a piece of blotting paper. There was, between the front door and the offices, a swing door which creaked when it was opened; but she objected to having this little inconvenience remedied, because it gave her notice when anyone was coming.”4 As a further index of Austen’s efficiency, she was away from home—and thus presumably not able to write steadily—for a total of three and a half months during the fifteen months she worked on Emma.5

			Like Mansfield Park, its immediate predecessor, Emma was composed from scratch. Both Pride and Prejudice and Sense and Sensibility, in contrast, had their origins in earlier manuscripts that Austen had worked on in her twenties. Those manuscripts do not survive; only their titles are known: First Impressions (for Pride and Prejudice) and Elinor and Marianne (for Sense and Sensibility).

			Austen had begun writing fiction at the age of eleven, and her aspiration to publish was evident early as well.6 In 1797, when Austen was not quite twenty-two, her father sent an inquiry letter on her behalf to a London publisher regarding First Impressions; the publisher declined to review the manuscript. In 1803 a different publisher bought Austen’s novel Susan (posthumously published as Northanger Abbey) but, for unknown reasons, held onto the copyright without printing the book.7

			By the time Austen embarked on Emma, she had received praise for her novels and enjoyed a modest degree of economic success as well. Both Sense and Sensibility and Pride and Prejudice were favorably reviewed, the latter especially so. Sense and Sensibility was commended as “well written” and “interesting”; another critic called Pride and Prejudice “very far superior to almost all the publications of the kind [i.e., novels] which have lately come before us.”8 Both Sense and Sensibility and Pride and Prejudice sold out their print runs: approximately seven hundred fifty copies and one thousand copies, respectively. Thomas Egerton, Austen’s publisher at the time, subsequently issued second editions of each title in 1813 and a third edition of Pride and Prejudice in 1817.9 These sales, while steady, were relatively modest compared to those of Walter Scott, whose Rob Roy, for example, sold ten thousand copies in two weeks in 1817.10

			Austen kept careful track of her earnings and considered them an important index of her success as an author. “Tho’ I like praise as well as anybody,” she wrote to her niece Fanny Knight in November 1814, while she was in the middle of composing Emma, “I like what Edward [Fanny’s father] calls Pewter too.”11 On a scrap of paper headed “Profits of my Novels,” Austen tallied her yield from each edition.12 It’s worth noting that English law of this period did not permit property ownership by married women.13 Thus one consequence of Austen’s decision not to marry was that she remained in control of her earnings.

			While certainly proud of her authorship, Austen decided to conceal her name publicly, as was conventional at the time for women authors, especially unmarried ones. In Austen’s lifetime, public performances of any kind—literary, theatrical, musical, or artistic—were considered incompatible with ladylike gentility.14 Nevertheless, many women did take part in the arts, and not only at home (as represented in Emma). The novel was a relatively young literary genre then: books in English calling themselves “novels” had existed for less than a century when Austen began to publish. Indeed, the novel form was especially popular among women writers, in part because its conventions were more flexible than those of poetry or drama and demanded less erudition. In lieu of Austen’s name, “By a Lady” appeared on the title page of her first published novel, Sense and Sensibility. Her subsequent title pages referred to one or more of her prior novels: Emma, for example, was “by the author of ‘Pride and Prejudice,’ &c. &c.” (see here).

			By the time she was writing Emma, Austen’s authorship had become rather an open secret within her family and among her acquaintance.15 Officially, however, Austen’s anonymity was preserved until her death. An obituary published in a local newspaper described Jane as “the Authoress of Emma, Mansfield Park, Pride and Prejudice, and Sense and Sensibility”; her cause of death was not specified.16 (Based on Austen’s own description of her symptoms, she is now thought to have died from Addison’s disease, an endocrine disorder that was first identified in 1849.) Yet the Austen family decided not to mention her profession on the tablet that covers her grave in Winchester Cathedral. Long a site of pilgrimage for Austen devotees, the tablet refers only to “the extraordinary endowments of her mind.”

			Austen’s identity as author and details of her life were made widely known in a short biographical portrait that her brother Henry wrote to accompany the posthumous publication of her final two novels, Northanger Abbey and Persuasion, in December 1817 (dated 1818). Henry’s portrayal of Austen in his “Biographical Notice” is now generally considered careful and conventional rather than accurate or true to life. For example, he characterizes her as having “never uttered either a hasty, a silly, or a severe expression,” a claim that is clearly contradicted by many of her surviving letters. Henry’s equally idealized description of Jane as “faultless herself, as nearly as human nature can be” may remind readers of Emma of how Mr. Knightley thinks of Emma Woodhouse: “faultless in spite of all her faults” (chapter 49).

			Austen was survived by her mother; her sister, Cassandra; and all of her brothers, as well as by nieces and nephews. A great many descendants of Austen’s brothers are alive today.

			AUSTEN’S PHILOSOPHY OF NOVEL WRITING—AND A RELUCTANT DEDICATION

			Most of what we know about Austen’s philosophy as a novelist comes from letters she wrote during the time of Emma’s composition and publication. Austen’s confidence in her own artistry is abundantly evident in these reflections, which make clear that she deliberately chose a scope and style that suited her sense of her capabilities and her preferences as a reader.

			Several of Austen’s nieces and nephews were themselves aspiring novelists, whom she encouraged and mentored. Austen corresponded with her niece Anna throughout 1814 and 1815 regarding the younger woman’s novel in progress. Austen’s thoughtful comments on Anna’s drafts reveal a great deal about her own approach to composing fiction—and will be very recognizable to those who teach or take classes in fiction writing today.

			Austen took Anna’s efforts seriously, offering both praise and criticism on the manuscript. “It has entertained me extremely” and “I am impatient for more,” she wrote on one occasion, while also singling out details that struck her as incorrect or “not natural.”17 What Austen calls “natural” we would now call “realistic,” and indeed concerns with accuracy of setting and description, as well as plausibility of motives and behavior, recur throughout Austen’s advice-giving letters to Anna. For example, Austen recommends that Anna choose settings with which she herself is familiar, so as to get the details right: “Let the Portmans go to Ireland, but as you know nothing of the Manners there, you had better not go with them. You will be in danger of giving false representations.” Austen also cautions Anna, however, that the behavior of a real-life person may not seem realistic on the page. A character’s behavior the day after breaking an arm will “be so little usual as to appear unnatural in a book,” Austen warns, even though Anna’s own father, she recalls, “did walk out immediately after his arm was set.”18

			In addition to realism, Austen concerns herself with Anna’s style of writing and her scope as a storyteller. Conveying her sister Cassandra’s judgments as well as her own, Austen urges Anna to write concisely and without resorting to cliché. “Here & there,” Austen writes, “we have thought the sense might be expressed in fewer words.” On another occasion, she objects to one of Anna’s phrases as being “such thorough novel slang.” Most pertinent to Emma in particular is Austen’s encouragement of Anna to focus her novel on a limited group of characters. “You are now collecting your People delightfully, getting them exactly into such a spot as is the delight of my life;—3 or 4 families in a Country village is the very thing to work on.”19

			Austen further elaborated her views on novel writing in late 1815, to a very different correspondent: Rev. James Stanier Clarke, a self-professed fan of her writing who was the domestic chaplain and also the librarian to the Prince Regent, the man who ruled Britain in place of his incapacitated father, King George III. (As a result, the decade of the 1810s is known as the Regency period. The Prince Regent became King George IV in 1820.)

			Austen’s contact with Clarke came about while she was in London helping to care for her seriously ill brother Henry. At Henry’s house, her identity as an author was known. One of the doctors treating Henry also attended the Prince Regent and, happening to know that the Regent admired Austen’s novels, made him aware of the author’s presence in London. Austen, for her part, had a very low opinion of the Regent, whose many vices were well known.20 It is hard to imagine such a person appreciating Austen’s novels. Nevertheless, according to her niece Caroline, Austen understood that one could not refuse an invitation by an employee of the Prince Regent’s to visit one of his palaces, and in mid-November 1815, Austen met Clarke (but not the Regent personally) at Carlton House, the Regent’s London residence. On that occasion, Clarke indicated that the Prince Regent would graciously allow Austen to dedicate her next novel to him, a royal favor that she had not sought and, we can guess, did not welcome.

			Evidently Austen decided, in spite of her personal dislike of the Prince Regent, that royal permission should indeed be interpreted as a virtual command. Ultimately Emma bore a rather overelaborate dedication (see here). It is not known if Austen chose the exact wording herself or if her publisher John Murray supplied it.21 No known benefits accrued to Austen as a result of her reluctant compliance in the matter of the dedication. The Prince Regent did not send her any honorarium to thank her for the dedication or for the complimentary copy she sent him (at her own expense). Sales or reviews of Emma were apparently not positively affected; nor did Austen’s general fame increase.22

			The chief value of Austen’s brush with royalty, from our perspective, lies in her letters to Clarke, which convey self-awareness and confidence in her artistic powers evident nowhere else in her surviving correspondence. In response to an enthusiastic suggestion of Clarke’s that she center her next work on a clergyman, Austen wrote,

			The comic part of the Character I might be equal to, but not the Good, the Enthusiastic, the Literary. Such a Man’s Conversation must at times be on subjects of Science & Philosophy of which I know nothing—or at least be occasionally abundant in quotations & allusions which a Woman, who like me, knows only her own Mother-tongue & has read very little in that, would be totally without the power of giving.—A Classical Education, or at any rate, a very extensive acquaintance with English Literature, Ancient & Modern, appears to me quite Indispensable for the person who wd [would] do any justice to your Clergyman—And I think I may boast myself to be, with all possible Vanity, the most unlearned, & uninformed Female who ever dared to be an Authoress.23

			It is true that Austen’s schooling had been very limited: she and Cassandra each had about two years of formal education.24 However, her reading in English literature was much more extensive than she claimed, as the range of her literary allusions in Emma makes plain. Austen’s “boast” of her ignorance in her final sentence conveys, with irony that may have escaped the apparently literal-minded Clarke, her great confidence in her ability to write the kind of novels she chose to write.

			Clarke afforded Austen a further opportunity to state her artistic purposes when he suggested that she undertake a “Historical Romance illustrative of the History of the august house of Cobourg,” the royal family into which the Prince Regent’s daughter had recently married.25 This suggestion Austen parried with an even more direct statement of her artistic purposes:

			I am fully sensible that an Historical Romance, founded on the House of Saxe Cobourg might be much more to the purpose of Profit or Popularity, than such pictures of domestic Life in Country Villages as I deal in—but I could no more write a Romance than an Epic Poem.—I could not sit seriously down to write a serious Romance under any other motive than to save my Life, & if it were indispensable for me to keep it up & never relax into laughing at myself or other people, I am sure I should be hung before I had finished the first chapter.—No—I must keep to my own style & go on in my own Way; And though I may never succeed again in that, I am convinced that I should totally fail in any other.—26

			Here, the literary term romance means not a love story (as it generally means today) but instead a tale featuring idealized characters and heightened sentiments, as opposed to the realistic, everyday elements of fiction in which Austen chose to specialize, and which, she makes very clear, she knows to be her true métier. Even to increase her “Profit” and “Popularity”—both of which we know she cared about—she could not and would not try to be a different kind of novelist. Her frank declaration of her resolution to “keep to [her] own style & go on in [her] own Way” is a powerful statement of her assurance as an artist.

			THE PRODUCTION AND SALES OF EMMA IN ENGLAND—AND IN AMERICA

			That Austen was a determined professional author as well as a committed artist is evident from her close involvement in Emma’s publication. First, she chose a new, more prestigious publisher, John Murray.27 Also, because her brother Henry was ill and could not negotiate for her as he usually did, she acted on her own behalf with Murray, determining the financial arrangements for Emma’s publication and keeping a careful eye on the novel’s printing.

			Austen submitted Emma to Murray for his consideration in the late summer or early fall of 1815.28 After an associate of Murray’s read and approved the manuscript, Murray made an offer to publish the novel. Austen was not pleased, however, at the terms Murray extended. He proposed a package deal: £450 for the copyright of Emma, with the copyrights of Mansfield Park and Sense and Sensibility thrown in. Austen still owned the copyright to those two titles because she had published them both on commission with Egerton. (At the time, it was equally prestigious to publish a novel by selling the copyright or on commission. The essential difference between the two methods lay in who bore the financial risk—and potential rewards—of publication: the publisher, in the case of sale of copyright, or the author, if on commission.) Having profited nicely from publishing on commission, Austen was reluctant to limit her income by selling her copyrights to Murray.29 She made her views clear to him in person, and by late November an agreement had been reached that Murray would publish Emma on commission.30

			To appreciate Austen’s involvement in Emma’s production, and what we see when we look at a first-edition copy today, we must understand the basics of how books were made in the early nineteenth century. Every stage involved work by hand, beginning with the author’s manuscript: a complete handwritten copy of her book, written with a quill pen. All paper was laboriously handmade from linen or cotton rags, and it was expensive. The presses on which Emma was printed were operated by hand, as had been true since Gutenberg’s first printed books, more than three centuries before.31 Following printing, the assembly and binding of the book were also performed by hand, in an artisan’s workshop separate from the printer’s.

			The single greatest cost in the production of a book resulted from the quality of paper chosen by the publisher. The paper on which the first edition of Emma was printed cost just over £325, while printer’s fees totaled just over £176.32 The price of paper also influenced the typical sizes of editions. While such high-demand books as Bibles and school texts could be published in large editions at relatively low risk, it was prudent to issue novels in smaller editions and then, if sales were brisk, to reprint.33 Egerton had done just that with his first editions of Sense and Sensibility and Pride and Prejudice. Murray decided to issue a somewhat larger edition of Emma: two thousand copies, with a sale price of a guinea (i.e., twenty-one shillings) for the three-volume set, a little higher than the eighteen-shilling price of Austen’s first three published novels. (Converting historical currency into present-day units is tricky. The one-guinea price of Emma may be loosely approximated as a hundred dollars: an affordable indulgence for the affluent, but out of reach for most.34)

			The printer’s role in determining the final appearance of a book was considerable. Most significantly, what we would now think of as copyediting, the tidying up and correcting of a manuscript, fell under the printer’s purview. The quotations from Austen’s letters included in the previous section of this introduction show how irregular her spelling, capitalization, punctuation, and paragraphing could be. It was the job of the compositor, the member of the printer’s workshop responsible for laying out the type, to regularize these elements.35 That a compositor might ask an author for her preference is evident from one of Austen’s letters to Cassandra while Emma was being printed: “I am advanced in vol. 3. to my arra-root, upon which peculiar style of spelling, there is a modest qu:ry? [query] in the Margin.”36 Unlike an author today, Austen would not have had at hand a complete copy of the manuscript of Emma, to compare with her proof sheets; she would have made corrections from memory.37 Furthermore, as was typical, she received printed sheets to review as they became ready, rather than all at once or in order: she reported her progress to Cassandra on one occasion as “1st & 3d vol. are now at 144.—2d at 48.”38

			As a result of the compositor’s standardization, a printed page might look quite different from the author’s manuscript.39 The “look” of Emma was further affected by Murray’s decision to expedite the printing by distributing the job between two different printers: C. Roworth printed volumes 1 and 2, and J. Moyes volume 3.40 However, we cannot be certain of the changes made to Emma by its compositors, since no manuscript of any of Austen’s completed novels survives. Evidently neither she nor the printers considered the manuscript of a novel, marked up by the printers, to be a special item worth preserving.

			Austen, as author, received a dozen complimentary copies of Emma: no mean perk given its price. Such complimentary copies were typically sent in “boards,” the simple binding provided by the publisher; the recipient could then choose (as would an ordinary purchaser) whether to have the volumes rebound to suit her or his taste. Such custom bindings ranged from basic to elaborate, with prices to match. Having sought advice about whether it would be appropriate to send a novel in boards to someone of the Prince Regent’s status, Austen ultimately decided to have his copy bound in red morocco (goat leather) with gilt, at a cost, borne by her, of twenty-four shillings.41 Leather from calves or sheep was the most commonly used material for book covers.42

			The 2,000-copy edition of Emma did not sell out. A total of 539 copies was remaindered—sold for the very low price of two shillings each—in 1820.43 Austen’s profits on Emma were reduced, too, by losses resulting from Murray’s very unsuccessful publication of a second edition of Mansfield Park.44 Today, however, given Austen’s great popularity among readers and book collectors, a first-edition copy of Emma in good condition can fetch more than fifty thousand dollars.

			Significantly rarer than the first London edition of Emma is the 1816 first edition published in Philadelphia by Mathew Carey, the only work of Austen’s to be published in America during her lifetime.45 Carey was a prolific reprinter of English titles; the term piracy is not appropriate here, since international copyright law did not yet exist.46 Her novels could be, and were, legally published in other countries without her consent and without profit to her in any way. As far as we know, these publications took place even without her knowledge.

			Carey’s Emma was produced in two versions: bound for $2.50 and in boards for $2.00.47 To keep costs lower than those for the English first edition—which Carey also imported and sold, at a price of $4.00 each—he chose a more compressed format, printing the novel in two volumes rather than the three of Murray’s edition. That Carey’s edition was copied directly from the London printing is evident from its title page (see here). “By the author of ‘Pride and Prejudice,’ &c. &c.” would have made less sense in the United States, where Pride and Prejudice had yet to be printed (though, as with Emma, imported copies of the London edition would have been available for purchase).

			Carey’s Emma includes a number of spelling variations and errors, as would be expected in a printing that the author herself did not correct. However, no effort to change Austen’s text seems to have been made for this publication. In contrast, the complete publication of Austen’s novels in America—by Carey’s son, Henry, and his business partner, Isaac Lea, in 1832–33—involved noticeable bowdlerization, especially of references to the deity.48 Austen is now considered a very “clean” novelist, but evidently her characters’ occasional exclamations of “Lord!” and “Good God!” were feared to offend mid-nineteenth-century American sensibilities.

			THE RECEPTION OF EMMA

			Austen cared greatly what her readers thought of her novels, and she was anxious about whether Emma would hold the same appeal as her previous works. “I am going to take a heroine whom no one but myself will much like,” her family recalled her saying when she began writing Emma, and when the novel was published she described herself as being in “a state of doubt as to her [Emma’s] reception in the World.”49 In particular, she was concerned that readers who enjoyed the sparkling Pride and Prejudice would consider Emma to be “inferior in Wit,” while those who admired the morally serious Mansfield Park would think Emma “very inferior in good Sense.”50

			Austen correctly anticipated her readers’ reactions, to judge by the responses she collected from her family and friends and transcribed onto a list headed “Opinions of Emma.” Most readers quoted admitted that they did not like Emma as much as Pride and Prejudice or, less often, Mansfield Park. A noteworthy exception was Austen’s brother Frank Austen, first on her list, who preferred Emma “on account of it’s [sic] peculiar air of Nature.”51 Yet that same quality—what we would now call realism—turned off another reader, who stated that Emma was “too natural to be interesting.” Still another reader, however, considered the characters of Emma “the more entertaining” for being “more everyday ones.”

			Characters mentioned appreciatively by these readers include Mr. Knightley, Mrs. Elton, and Miss Bates. As Austen predicted, the character of Emma elicited a mixed response, even within one married couple: the husband “did not like the Heroine so well as any of the others,” while the wife “preferred Emma herself to all the heroines.” Jane Fairfax, too, divided Austen’s readers: one friend was “dissatisfied with” Jane Fairfax, while Austen’s beloved niece Fanny said she “should like J. F.—if she knew more of her.” “Too much of Mr Elton & H. Smith,” thought one friend; another criticized Harriet as “too silly in her Loves.” A few took exception to Austen’s satirical treatment of clergymen, while one “objected to the sameness of the subject (Match-making) all through.” That same friend, however, praised the novel’s “language” as “superior to the others.”

			Published reviews of Emma were as positive as those of Austen’s earlier novels. Most notably, the famous novelist Walter Scott offered the first substantial critical praise Austen had received. Asked by their mutual publisher, John Murray, Scott reviewed Emma for Murray’s own periodical The Quarterly Review. Scott approached Emma both in comparison to Austen’s previous novels and, more broadly, in the context of the history and conventions of the novel genre. The particular “style of novel” that Austen writes centers, according to Scott, on “the art of copying from nature as she really exists in the common walks of life, and presenting to the reader, instead of the splendid scenes of an imaginary world, a correct and striking representation of that which is daily taking place around him.” Scott singles out what we would call Austen’s psychological realism: her characters “conduct themselves,” he observes, “upon the motives and principles which the readers may recognize as ruling their own and that of most of their acquaintances.” Austen’s handling of narrative and dialogue earns Scott’s further commendation. Her chief achievement, he declares, is to enliven “common incidents” and “such characters as occupy the ordinary walks of life” with “such spirit and originality, that we never miss the excitation which depends upon a narrative of uncommon events.”52

			When soliciting the review from Scott, Murray had commented offhandedly (and rather unappreciatively), “It [Emma] wants incident and romance, does it not?”53 Scott’s answer, in his review, is unmistakable: Austen’s artistry lies in a different mode. His critical praise amply justifies her own conviction that, as a novelist, she must “keep to [her] own style & go on in [her] own Way.”54

			JULIETTE WELLS
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			Tips for Reading Emma

			In spite of Austen’s great popularity, reading one of her novels for the first time isn’t necessarily easy or enjoyable. Let me share the advice I give my own students and friends who are embarking on Emma.

			
					Pace yourself. If you’re reading for your own pleasure, take a chapter at a time. If you have a deadline—a class assignment or book group meeting—spread out the reading so that you’re doing some each day rather than big sections all at once. To the extent that you can, emulate the audience for whom Austen wrote: they read for pleasure, at their own pace.

					Read passages aloud. Reading aloud was a common way to enjoy novels throughout Austen’s lifetime and beyond. Nineteenth-century people of leisure, like the characters in Emma, had a lot of long evenings to get through. Hearing Austen’s words in your own voice can be an especially helpful way of navigating through her longer sentences and paragraphs. For a real challenge, try reading Miss Bates’s speeches. Readers often skim or skip these, but there’s much to be gained from paying attention to them.

					Try an audiobook. Let a talented narrator with a delightful accent read to you.

					If you’re feeling frustrated or bored because nothing much seems to be happening, remember that Austen’s own contemporaries commented on how little plot Emma contains and how ordinary its characters and events are. (See my Introduction.) Concentrate on another element for a while: Austen’s use of language, perhaps, or her descriptions of characters’ thought patterns.

					Reread parts of Emma that interested, or frustrated, you the first time around. Long novels such as Austen’s are a workout for our attention spans and memories. Most of us miss things even if we’re trying not to. Also, lovers of Austen will say that the greatest pleasure is to be found in rereading her work, when you notice new details and think about the novel in a new way.

			

			If you’ve finished Emma and are still not sure why it’s considered such a wonderful novel, I recommend an essay by the late, great crime novelist P. D. James, “Emma Considered as a Detective Story,” which is reprinted in James’s Time to Be in Earnest: A Fragment of Autobiography (New York: Alfred A. Knopf, 2000). James approaches Emma as a mystery, pointing out all the “clues” Austen drops regarding plot secrets and characters’ feelings. Her essay offers a lovely way to appreciate Emma through the eyes of a twentieth-century admirer and fellow author.

		

	
		
			Emma

		

	
		
			Spelling in Emma

			Present-day American readers can sometimes be thrown off by instances of apparently irregular spelling, punctuation, and word spacing in Emma (shown in the left-hand columns below). As I discuss in the Introduction, the usage that appeared in the first edition of the novel (from which this text is drawn) resulted from the efforts of two different printers to regularize Austen’s notoriously idiosyncratic spelling.

			
				
					
					
				
				
					
							
							an union

						
							
							a union

						
					

					
							
							an’t I

						
							
							am I not

						
					

					
							
							any body

						
							
							anybody

						
					

					
							
							any thing

						
							
							anything

						
					

					
							
							any where

						
							
							anywhere

						
					

					
							
							back-ground

						
							
							background

						
					

					
							
							Bates’s

						
							
							Bateses

						
					

					
							
							beaufet

						
							
							buffet

						
					

					
							
							bed-room

						
							
							bedroom

						
					

					
							
							born

						
							
							borne

						
					

					
							
							bringing

						
							
							being brought

						
					

					
							
							broke

						
							
							broken

						
					

					
							
							carrying

						
							
							being carried

						
					

					
							
							cellery

						
							
							celery

						
					

					
							
							Chaperon

						
							
							chaperone

						
					

					
							
							chuse

						
							
							choose

						
					

					
							
							connexion(s)

						
							
							connection(s)

						
					

					
							
							dependance

						
							
							dependence

						
					

					
							
							doat /ed /ing /ingly

						
							
							dote /ed /ing /ingly

						
					

					
							
							down stairs

						
							
							downstairs

						
					

					
							
							drank

						
							
							drunk

						
					

					
							
							draught

						
							
							draft

						
					

					
							
							dropt

						
							
							dropped

						
					

					
							
							dulness

						
							
							dullness

						
					

					
							
							eat up

						
							
							eaten up

						
					

					
							
							every body

						
							
							everybody

						
					

					
							
							every thing

						
							
							everything

						
					

					
							
							eye-brows

						
							
							eyebrows

						
					

					
							
							eye-lashes

						
							
							eyelashes

						
					

					
							
							for ever

						
							
							forever

						
					

					
							
							good bye

						
							
							good-bye

						
					

					
							
							half way

						
							
							halfway

						
					

					
							
							hazle

						
							
							hazel

						
					

					
							
							headach

						
							
							headache

						
					

					
							
							her’s

						
							
							hers

						
					

					
							
							incumbrance

						
							
							encumbrance

						
					

					
							
							it’s

						
							
							its

						
					

					
							
							mean while

						
							
							meanwhile

						
					

					
							
							mispent

						
							
							misspent

						
					

					
							
							moonlight

						
							
							moonlit

						
					

					
							
							no where

						
							
							nowhere

						
					

					
							
							our’s

						
							
							ours

						
					

					
							
							palateable

						
							
							palatable

						
					

					
							
							past

						
							
							passed

						
					

					
							
							pic-nic

						
							
							picnic

						
					

					
							
							recal

						
							
							recall

						
					

					
							
							receipt

						
							
							recipe

						
					

					
							
							relick

						
							
							relic

						
					

					
							
							ribband

						
							
							ribbon

						
					

					
							
							scissars

						
							
							scissors

						
					

					
							
							secresy

						
							
							secrecy

						
					

					
							
							self-controul

						
							
							self-control

						
					

					
							
							set

						
							
							sat

						
					

					
							
							shew

						
							
							show

						
					

					
							
							shewed

						
							
							showed

						
					

					
							
							shewn

						
							
							shown

						
					

					
							
							short cut

						
							
							shortcut

						
					

					
							
							sopha

						
							
							sofa

						
					

					
							
							staid

						
							
							stayed

						
					

					
							
							stopt

						
							
							stopped

						
					

					
							
							surprize

						
							
							surprise

						
					

					
							
							surprized

						
							
							surprised

						
					

					
							
							Surry

						
							
							Surrey

						
					

					
							
							Swisserland

						
							
							Switzerland

						
					

					
							
							their’s

						
							
							theirs

						
					

					
							
							to-day

						
							
							today

						
					

					
							
							to-morrow

						
							
							tomorrow

						
					

					
							
							turkies

						
							
							turkeys

						
					

					
							
							unbiassed

						
							
							unbiased

						
					

					
							
							waves

						
							
							waives

						
					

					
							
							waving

						
							
							waiving

						
					

					
							
							within side

						
							
							inside

						
					

					
							
							worth while

						
							
							worthwhile

						
					

					
							
							wrapt

						
							
							wrapped

						
					

					
							
							your’s

						
							
							yours

						
					

					
							
							&c.

						
							
							etcetera

						
					

				
			

		

	
		
			Glossary

			If the meaning of an unfamiliar word can reasonably be discerned from its context, I haven’t added a gloss. With the goal of forestalling confusion, I’ve included as many words as possible that look familiar to us but that, in Austen’s usage, mean something quite different from what we expect. Multiple glosses on a single word (e.g., “fancy”) account for a range of meanings. A word that Austen repeats frequently has page references approximately once per volume. Also identified here are proper names not included on the maps.

			 

			abide by the evil (here): live with the misfortune

			abused (here): criticized

			al-fresco (here): outdoors

			“amiable” (here): polite

			amor patriæ (here): patriotism

			Astley’s (here): an amphitheater, home of the circus

			attack them with more address (here): make a stronger appeal

			attitude (here): position

			beat (here): oppose

			the black gentleman (here): the devil

			Bond-street (here): fashionable shopping street in London

			build upon (here): count on

			candour (here, here): openness of mind

			captious (here): fault-finding

			carte-blanche (here): figuratively, full powers of decision

			chequer-work (here): pattern of crossed lines (of writing)

			civil hopes (here): polite expectations

			clerk (here): lay assistant to a clergyman

			closet (here): cupboard

			close with (here): accept (an offer)

			cockade (here): ribbon or rosette (on a cap)

			coloured (here, here): blushed

			colouring (here): blushing

			“come-at-able” (here): attainable

			common field (here): land belonging to the community

			complaisance (here, here): desire to please

			concentrated objects (here): objects of focused affection

			condition for (here): stipulate

			conditioning (here): bargaining

			conscious (here): self-conscious

			consciousness (here, here, here): self-consciousness

			conversible/conversable (here, here): easy to talk with

			country (here, here, here): area

			one’s own country (here): one’s native area

			coxcomb (here, here): dandy

			decided (here, here): determined, definite

			deedily (here): busily

			deprecated the necessity of reading (here): wished it were not necessary to read

			desert, deserts (here, here): deserving

			devoting (here): dedicating

			direction (here): postal address

			disengaged (here, here, here): free of ties, or at liberty

			disgusting (here, here): distasteful

			disgustingly (here, here): distastefully

			disinterested (here, here): free from self-interest

			dissentient (here): dissenting

			dissipated (here): exhausted (from social occasions)

			dissipation (here): frivolous amusement

			doom (here): fate

			eclat (here): public notice

			ejaculation (here): exclamation

			elevation (here): raising of the voice

			engagement (here): promise

			engagement (here): employment

			en passant (here): in passing

			entrée (here): entry

			espalier (here): trained to grow on lattices

			essay (here): attempt

			evil (here, here, here, here): (a) source of distress

			evil (here): unwelcome

			evil (here): harm

			evil (here): misfortune

			evil (here): disadvantage

			evils (here, here, here): drawbacks

			evils (here): sources of distress

			execution (here): musical technique

			expose myself (here): make myself known

			fagged (here): fatigued

			fancied (here): imagined

			fancy (here, here): imagine

			fancy (here, here, here, here, here): imagination

			fancy (here, here, here): caprice

			fancy (here, here): liking

			fancy (here): like or love

			was felicity to it (here): would be a pleasure in comparison to it

			finalé (here): conclusion

			fondling (here): beloved

			a fortnight (here, here, here): two weeks

			freak (here): caprice

			freaks and the fancies (here): caprices and whims

			gaiters (here): protective covering for the lower leg

			glasses (here): windows

			grateful (here): gratifying

			hands (here): forms of handwriting

			heavy set (here): serious group (of people)

			imaginist (here): a person with great powers of imagination

			insensibility (here): lack of feeling

			insensibility (here): inattention

			insensible (here): unconscious

			insensibly (here): gradually

			in town (here, here, here): in London

			King’s-Weston (here): stately home outside Bristol

			knight-errantry (here): do-gooding

			knocked up (here): outdone

			Michaelmas (here): September 29th

			mistress of (here): fully acquainted with

			mistress of (here): proficient in

			nice (here, here, here): particular

			nicety (here): fastidiousness

			opposed to (here): opposite

			ostler (here): stableman

			out of the world (here): in seclusion

			outrée (here): outlandish

			particularity (here): attentiveness

			peculiar (here): especial

			peculiarly (here, here): especially

			penetrate (here): discern

			penetration (here, here, here): discernment

			perforce (here): of necessity

			perverse (here): obstinate

			Philippics (here): attacks

			physic (here): dose with medicine

			plausible (here): pleasing

			portion (here): fate

			pray (here, here, here): please

			preferment (here): i.e., seeking marriage

			prosing (here): dull in speech

			quarter (here): three-month period

			queernesses (here): oddities

			quick (here): perceptive

			quickness (here, here): perceptiveness

			the rack (here): torture

			regular (here): harmonious

			rencontre (here, here): encounter

			reprobating (here, here): disapproving of

			retired (here): secluded

			retirement (here): seclusion or distance from the fashionable world

			rub (here): difficulty

			se’nnight (here): a week later

			sensibility (here): responsiveness

			sensibility (here): feeling

			sensible of (here, here, here, here): aware of

			sets up . . . for (here): lays claim to

			sink (here): faint

			spleen (here): irritable temper

			start (here): movement of surprise

			sublimity (here): nobility of character

			suffer (here, here, here): allow

			thinks for (here): anticipates

			tolerable (here): fairly good

			tolerably (here, here): fairly

			tolerably (here, here): fairly well

			twelvemonth (here): year

			twelvemonth (here): i.e., a year ago

			the 26th ult. (here): the twenty-sixth day of the previous month

			undesigned (here): unintended

			undesignedly (here): unintentionally

			unexceptionable (here, here): perfectly satisfactory

			unexceptionably (here): beyond reproach

			untoward (here): unfortunate

			vagaries (here): capricious behaviors

			vouchsafe (here): condescend

			vouchsafed (here): deigned to say

			wanting (here, here, here, here): lacking

			want of (here, here, here): lack of

			want of spirit in the pretence (here): lack of courage in the assertion

			warm in his reprobation (here): heated in his condemnation

			warmly (here, here, here): heatedly

			wonderful (here, here): astonishing

		

	
		
			Contextual Essays

			These essays treat (in alphabetical order) dancing; family relationships; food; games; health; love; money, property, and material goods; politics and civil society; professions and education; propriety; and social classes. Read them in any order you like, but do beware of plot spoilers. My choice of topics was guided by what most often comes up in discussions of this novel in my college courses and with book groups. Some of the information is truly crucial for understanding and appreciating Austen’s choices as an author. Other facts and explanations are less essential but, I hope, will enhance your enjoyment of Emma.

			DANCING

			Austen dearly loved to dance, and she uses dance scenes throughout her novels—especially in Pride and Prejudice—to develop character and advance plot. The ball at the Crown Inn in chapter 38 of Emma is pivotal in several ways. Frank and Emma dance together, as befits the couple they seem (and Emma believes them) to be. Mr. Elton’s rudeness in refusing to dance with Harriet Smith leads Mr. Knightley to step in gallantly to rescue Harriet. As a result, Emma sees Mr. Knightley in a decidedly new and flattering light, as a potential partner. The delicate way in which she and he negotiate their mutual decision to dance together marks a crucial turning point in their regard for each other, and provides a foretaste of the later scene in which he proposes marriage to her.

			With her characteristic level of detail, Austen makes clear much about how such a ball would have worked and what it would have meant to its participants. A full appreciation of this scene, however, depends on understanding what kind of dancing was being performed, which Austen could assume her original readers knew.

			In particular, we present-day readers may be misled by the characters’ concerns about dancing as couples, as evident in Emma’s anxiety that “Harriet had no partner;—the only young lady sitting down.” Yes, having a partner was necessary to join the dance. Rather than remaining in separate groups of two, however, each couple would join a “set” of dancers, often in the form of two long lines facing each other, men opposite women: hence Emma’s being “delighted to see the respectable length of the set as it was forming.” Each dance consisted of a sequence of steps done over and over, to a tune played by musicians (live, of course). With all the repetitions, a single dance might take ten or twenty minutes. An evening of dancing would feature one dance after another and would last a long time, as reflected in Emma’s happy feeling “that she had so many hours of unusual festivity before her.” As a dance proceeded, the steps moved each couple up or down the set. When a couple reached the end of the line, they stood and watched the other dancers for the duration of a sequence before reentering. Thus Austen shows Emma “working her way up from the bottom” of the set, with “leisure to look around” while she is waiting to rejoin the dancers; she subsequently is “half way up the set.”

			Typically, the steps executed were in patterns that would separate couples and bring them back together again. Thus each couple would have the opportunity for some eye contact and limited touch (chiefly holding hands), as well as snatches of conversation, but not sustained bodily closeness. Given how few were the opportunities for any intimacy at all, however, the proximity made possible by dancing was certainly of great importance in courtship. (In contrast to this invitation-only “private dance” at the Crown, a public ball in a city like Bath, such as the “Master of the Ceremonies’ ball” Mr. Elton mentions having attended, would have been a veritable meat market.) A given dance might also call for partners to promenade together between the two facing rows of dancers, thus causing all eyes to be on a couple, as when, evidently to a lively tune, Harriet “bounded higher than ever, [and] flew farther down the middle” of the set while dancing with Mr. Knightley. The language that the characters use calls attention to the common ground between dancing and marriage: Frank “boasted himself an engaged man” because he has arranged to partner Emma for the first dance. Partners would typically shift from dance to dance; to return to the same partner repeatedly was virtually to announce a serious attachment.

			Imagining lines or groups of dancers helps us understand the concerns with space that arise as the dance is being planned. Informal, impromptu dancing by a small group could take place at a private home, as happens at the Coles’ party at the end of chapter 26: “Not more than five couple could be mustered; but the rarity and the suddenness of it made it very delightful” to Emma, who is partnered by Frank Churchill and considers herself “well matched.” Accommodating a larger group, however, would exceed the capacity of Randalls, as Emma persuades Frank on page 199 with her resonant phrase “a crowd in a little room.” (Mr. Woodhouse’s sedulously quiet habits make it impossible to conceive of a ball being hosted at Hartfield.)

			The individual dance steps were not especially complicated, although remembering the sequences could be challenging. What mattered most was one’s style of movement, as Austen highlights with Mr. Knightley. Emma appreciates in “how gentlemanlike a manner, with what natural grace” he moves even when not dancing. When he does dance, she observes with satisfaction that “his dancing proved to be just what she had believed it, extremely good.” It is noteworthy that although Emma has been acquainted with Mr. Knightley her entire life, she has not seen him dance until now.

			As Emma’s assessment of Mr. Knightley indicates, dancing well was a key accomplishment not only for young ladies but for young men, too. Learning to dance could happen in several ways. Dance instruction manuals were published with diagrams of steps. Lessons could be had from a dancing master, as we can assume was the case for Jane Fairfax, as part of her education in which “every lighter talent had been done full justice to, by the attendance of first-rate masters.” A governess could teach dance: presumably Emma and her sister, Isabella, were instructed by Miss Taylor and practiced at home with each other. (It was also possible in a ball for an adult to partner a child or for young women to partner each other, though Austen makes no mention of her characters doing so in Emma.) How Mr. Knightley learned is certainly a mystery, both to Emma and to us.

			Related topics: food; health; love; social classes

			FAMILY RELATIONSHIPS

			For present-day readers, Emma’s unquestioning accommodation of her father’s whims and ailments can be one of the hardest elements of this novel to accept. From our perspective, Mr. Woodhouse has kept Emma a virtual prisoner. She has hardly traveled—she has “never seen” the sea—and apparently cannot imagine, much less desire, an independent life for herself that does not center on continuing as “mistress of his house.” Yes, she enjoys the unquestioning admiration that her father offers her: she knows she is “always first and always right” in his eyes. But why, we may ask, doesn’t she realize the extent to which he is repressing her?

			The Woodhouses’ father-daughter relationship depends on a fundamental assumption about children’s obligations to their parents that we in the twenty-first century do not necessarily share. (Readers who grew up in strict religious families or in a culture influenced by Confucian ideals may view this element of Emma quite differently.) Austen and her characters take for granted that, in line with the Fifth Commandment, children have the duty to honor their father and mother. Austen’s own father was a clergyman in the Church of England; she herself was well versed in the Bible and attended church regularly throughout her life. How devout she actually was has long been debated among scholars and readers, for some of whom it has been a challenge to conceive of her as both a caustic ironist and a dedicated Christian.

			Emma, like Austen’s novels in general, includes very little depiction of religious observance. Austen does not show characters praying or reading the Bible, or speaking of God except in such exclamations as “thank God!” and “good God!” In Austen’s usage, something “evil” is unwelcome, not diabolic. Religiously inflected references to one character “having sinned against” or being “in perfect charity” with another are few. (Austen’s parenthetical description of “chance and circumstance” being “second causes” is an oblique reference to God as, in Enlightenment or Deist terms, the prime mover.) Church attendance, apparently, is for the sake of getting married or checking out newcomers to town, such as Mrs. Elton, the “bride in a pew.” Mr. Elton, Highbury’s “vicar,” or clergyman, is hardly a model of morality. Except in her novel Mansfield Park, Austen frequently satirized clergymen, a tendency to which some of her contemporary readers objected (see the Introduction).

			This apparent disregard for religion is deceptive, however. Austen chose to downplay overt religious practice in order to distinguish herself from contemporary writers in the so-called Evangelical movement, whose novels were very didactic—that is, preachy. Yet Christian morality pervades Austen’s thought and is the key, in particular, to understanding her representation of filial duty.

			Such duty is evident in Emma’s unquestioning dedication to her fretful father and her expectations for others’ treatment of him. Mr. John Knightley causes Emma anxiety because he sometimes shows a “want [i.e., lack] of respectful forbearance towards her father” even though he, John, has “generally a strong sense of what was due” to the older man. Mr. George Knightley, in contrast, fully matches Emma’s filial devotion with his extraordinarily self-denying offer to move to Hartfield upon his marriage to her. To Emma, abandoning her father in order to marry seems a “sin of thought”: the explicit religiosity of this phrase, so unusual for Austen, indicates the extreme importance for Emma of maintaining her support for her father. Mr. Knightley understands exactly why Emma “could never quit” her father, and he honors her for this devotion by ensuring that she does not have to choose between her father and him.

			Respect also accounts for the formal language with which children addressed their parents in Austen’s day, a practice that Emma reflects. While Emma calls her father “papa,” Isabella calls him “my dear sir”; Miss Bates calls her mother “ma’am.” From parent to child, however, affectionate informality is the norm. Mr. Woodhouse calls his daughters by their first names. The very loving Mrs. Weston describes Isabella and Emma, her former charges, as her “two daughters,” and even Mr. Weston sometimes drops the more formal “Miss Woodhouse” to call Emma by her first name. Between brothers and sisters, including in-laws, first names are conventionally used, with the interesting exception of Emma’s habit of addressing Mr. Knightley as “Mr. Knightley” rather than “George.”

			Some terms for family members related by marriage are different from those in use today and might cause confusion. “Stepmother” and “stepson” do not appear; Mrs. Weston is instead called Frank Churchill’s “mother-in-law,” and he her “son-in-law.” (Jane Fairfax, though, is still Mrs. Weston’s “daughter-in-law elect,” meaning prospective daughter-in-law.) Emma calls Mr. John Knightley her “brother” rather than her “brother-in-law”; Mr. Woodhouse thinks of John and Isabella as his “son and daughter.” And Mrs. Elton considers Mr. Suckling, to whom her sister is married, to be her “brother.” In this usage, Mrs. Elton is in line with other characters, rather than, as usual, pretentiously claiming a closer relationship than actually exists. Most memorably, Mr. Knightley and Emma decide that they are “not really so much brother and sister as to make it at all improper” to dance together.

			While Austen sets a consistent expectation of filial devotion, she shows us two different attitudes about the degree, or the nature, of attachment that governs a parent’s relationship to a child. The case in question is Mr. Weston’s decision to allow his son, Frank, to be raised, after the boy’s mother’s early death, by her wealthy family: to be, in essence, adopted by the Churchills. Isabella Knightley, whom the narrator characterizes as “wrapt up in her family . . . a doating mother,” voices an emotional opinion in keeping with her own affection: “There is something so shocking in a child’s being taken away from his parents and natural home! I never can comprehend how Mr. Weston could part with him. To give up one’s child!” Isabella’s husband, John, reminds her of the difference between her and Mr. Weston, whom he describes as not “a man of strong feelings.” The narrator’s own unsentimental account aligns more with John’s interpretation: “Some scruples and some reluctance the widower-father may be supposed to have felt; but as they were overcome by other considerations, the child was given up to the care and the wealth of the Churchills.” Austen leaves us to ponder the advantages and disadvantages to Frank himself of having channeled his own filial devotion toward the capricious Mrs. Churchill rather than toward his father.

			With respect to Emma, Austen asks us to accept another unsentimental idea that goes against our present-day conceptions of attachment: that the death of her mother was not a devastating bereavement. Emma has “lived
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