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Abstract

My projectpresents an original theorisation of the hetsmwvn carriage by examining
its dual position as both O6éobjectdé and Obspac
interdisciplinary methodol ogy, I anahHityse the
as a vehicle and material object, through the exploration of two distinct but interconnected
theoretical avenues that shape the two parts of my thesis: eighteaitiny material culture,

and literary and social geography.

Scholars have long notéldat the rendering of material solidity is rarely a priority in
Austendés work in comparison to its prominent
thesis makes exciting connections between two major bodies of scholarship within the
Romantic period Austen studies and material culture studliés unearth the key role of
objects in Austendés fiction. My research add
by Jennie Batchelor, Barbara Benedict, Lynn Festa, and Bruno Latour (among others), but
closes a gap in knowledge by championing an object (the carriage) hitherto overlooked by

Austen studies and elided by the academy altogether.

Throughout my thesis | contextualise Austen and her carriages among the literary
vehicles of writers such as Henriekling, Frances Burney, and Thomas De Quincey,
underscoring Austends unique manipulation of
my thesisalsoextends current scholarship on Enlightenment and Romantic sofion
movement and emotion ISara Landreth, Miranda Burgess, and Danielle Bobker. By
addressing qgqguestions concerning the relation
and the psychology of emotion of Austends <ch

material and sg&l meanings of her texts.
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Introduction

Austenods Carriages

In Northanger Abbey 1817), the most enchanting aspe
proposed nuptials to James Morland include 6
tickets, and a brilliant .&helharms df becomingaf hoop
figure of envy to |Isabellads new and ol d acgq

eternal companionship and love, but on the potential material acquisitadriser marriage

to James may afford her. Pride of pl-ace on |
drawn carriage. Her urgency to assume command of a vehicle is symptomatic of the
eighteenth centuryo6s pr e o chdity pahtofiwhich comldlbeh phy s
advanced through shrewd conspicuous consumpt
carriage as a social signifier of her new status as wife and woman of means, though, form just

one facet of thet @reired otddldat vedntcuedromhi dent i

fictions, from her teenage writing to her ma
position in eighteentlc e nt ury soci ety. Through a rigorous
representationsof heed r awn vehicles, this thesis untang

relationship with social and gendered identities, and addresses its power to influence
sociability and behaviours that unfold within its spaces.

My discussions throughout this thesipua c Kk womends and mends r ¢
carriages in Austends wr it i-draynvelddesthahgppearhi s e
as objects in her fiction, carriages that are given enough dkadlngand depth to appear as
fully realised things as Vleas spaces to be occupigtbwever, not all of the many carriages

that Austerincludedactually materialised on the page. Some of the most prominent

1 Jane Austeriorthanger Abbey and Other Wor@Bxford: Oxford UP, 2008), 90.
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Austenian carriages, like thmrouchdandauin Emma(1816), only appeanff the page,
adjacent tdahe present action but habitually discussed by characters. Regardless of their
physical presence in the narrative, then, a
characters, and this thesis works to understand the nature and motivations bghirgeticy
to claim proximity to carriages. In examining both the visualised and the spectres of carriages
in Austends writing, my study undeenmrgr es t h
social and economic contexts. | bring a wealth obhisal and visual contexts to illuminate
period perception of carriages, and how Austen engages with those perceptions.
Scholarly treatments of eighteergbntury materiatulturehave encompassed a broad
spectrum of objects that gained popularity actbegeriod, from muffs, fans, pockets, and
other fashionable adornments worn on the body, ttetele@ accoutrementand domestic
fittings and furnishingdMany of these studies contribute to the valuable critical discussions
of the significance ofateact s i n Austends writing. For exe
essaysJane Austen in Conte@005)pr ovi des i nsight into Austen:
consumer practices surrounding things like books, dress, and food, while Barbara Hardy in
her monograpt Reading of Jane Austéh975) dedicates a chapter to the intersections
between characters and their possessions, most prominently their homes. In her contribution
to Claudia L. Jo RACsnpanioratmJhne Bus#2009), BanbaraaMe 6 s

Bened ct 6s chapter O6The Trouble with Thingsd u

2ExX a mpl e studi es i nBehindClesedDuara At Blom¥ in GdomgianyEdgkiNdw

Haven: Yale UP, AuttdhOArtressds and Acawssl: Mgch Adé About Muffs

(Basingstoke: Palgrave, 2018,ar bar a Bur nham a fdhk Pdeket: AHtideden Histarynobt au x 6 s
Womends LilOE NewldHaFen: Yale UP, 2Wdngen WorlCdnd @Gaheswi gst on
in the EighteenttCenturyNovel( Cambr i dge: Cambr i dge DRss, Distledsamnd; Jenni e
Desire: Clothing and the Female Body in Eightee@tntury LiteraturgBasingstoke: Palgrave, 2005);

Mar k ma n Te&alahdithe $edable in EighteentiCentury EnglandPickerng and Chatto, 2010); and

Ha nnah TBeBeaudibnsleOxford UP, 2013). Theew materialisms turn in eighteerthntury studies

has also brought the philosophy on the mind to bear
The Mind is &ollection: Case Studies in Eighteer@entury ThoughfPennsylvania: Penn Press, 2015), and

Ly nn Heton Withoait Humanity: Person, Animal, Thing in Early Enlightenment Literature and Culture
(Pennsylvania: Penn Press, 2019).



consumabl e goodsod6 rolPMornen comprttliy, veustoen @d

has garnered attention from full Austength stud
Actresses, and Accessories: Much Ado About Mu#sO 1 5 ) . Engel 6s study,
examination of Austend6s intervention with th

seeks to illuminate the fashionable accessory, the muff, as a status symplaticom

feminine endeavours for upwards social trajectories. Moreover, in drawing upon a variety of
theatrical, literary, and visual representations in which the versatile muff signifies a spectrum

of meaning, her wor k unomverfs tAuwes taecncless saos tyuwt:
paradoxes, complexities, and s DmegssintheAgance. H
of Jane Austen: Regency Fash{@019) presents authoritative insight into distinctive

Regency fashions as rywalgd unddrstadding diessfasi asréfleciod s | i t
of Britainbés turbulent transition into the n
and letters as entry points for unpacking the eighteergin t ur y6s compl ex f asft
realm, exploring the rationship between clothing and the self but also understanding dress

in broader contexts as her work telescopes outwards from the sphere of home and self toward
national and global perspectivési nal | y, Sandi e -réhgingstedy Stuates c h ar
Austends completed works and juvenile fragme
perspectives in her investigation into eighteesghtury debates concerning ownership and
possession in the marriage market. Byrne underscores the significance of objemsts acr

Austends texts in |Iieu of figurative |l anguag

SThere are many essays pertinent to the study of mate
collection, see for exampl e -200B30, 0 k6 DR reasdsubc tbidsd;retdd th ye JBa na
O0Fooddé by Ma-§6inJane Awstane ContextPCandbridge: Cambridge UP, 2010). See also

Barbara Hardydéds chapt erARe&ngg Jane AustireterSabdr, 1976,s sessi ons o
published with corrections by Athlone Press, 1979);63. See Bar bara M. Benedict 07
Things: Objects and the Commodi ficati onAComipan®oci abi | i
to Jane Auste(Oxford: Blackwell, 2012),34% 4. Paul a Byrnedés astute work on
writing for the general reader is also exeet| particularly her chapter that takes an in depth look at the part
carriages play i n AusTheRed Janerhostee A kife in ShealéThifgandoh:a By r ne
Harper Press, 2013), 1.(22.



t hat objects O6become metonyms of other struc
of their “true coloursbo.

Such investigationsintABust ends i nteraction with the m
predominantly tracked her engagement with objects which, though diverse, are united in their
bonds to the domestic sphere as paraphernalia of the indoors. My study aims to diversify this
rich body of work ly drawing focus to an object that occupies the outdoors, one that traverses
the landscape and geographical space between one domestic space and another. Sandie
Byrnebs observation that O6Austends empl oymen
thoseobj ect s, though economical, are rarely inct
Austends deployment of the carriage atross h
Not once does Austen elaborate on the physical conditions of any of tiagesithat appear
across her fiction (save for the long |ist o
Northanger Abbey This absence of visual contour is, as | will show, at odds with carriage
representations in other mediums, which routinelydfawe nt i on t o a vehicl e
fine fabric interiors, or grace of motion. Rather, we are provided simply with the name of
specific carriage typologies: phaetons, gigs and curricles, barouchbarandhdandats.

As this thesis will show, carriage nasmimmediately signalled the social and personal status
of the characters associated with each vehicle typ& drew on cultural and social
understandings of precise carriage types shared by Austen and her.readers

For Austen, invoking a carriage makedgra visualisation and characterisation
superfluous, and | suggest such narrative economy testifies to thedhorsewn car r i age o
prominence in the eighteenrtientury world of goods. Indeed, carriages proliferated during

the period, to the extent they wer@ibiquitous presence on national thoroughfares, in urban

4SandieByrme) ane Austeno6s Poss e@®asingstoke: Pagnade)M)i 1. possessions
5Byrne, 1.



centres, and provincial towns alike. As with the smaller and more poaialbheode objects,

the popularity of the carriage permeated literary and visual culture, with vehicles and their

drivers attracting both admiration and censure as their images were replicated in novels,
newspapers, poems, portraiture, and visual caricaturestirespiof t he carri ageao:
in British social and cultural life, however, the hedsawn vehicle has attracted less

scholarly attention than the many other fashionable objects across the eighteenth century, and
certainly less than it requires. Thduthe carriage receives regular mention in material

investigations that draw parallels between conspicuous consumption and status formation, it
usually garners minimal critical discussion, pigdmed simply as the ultimate expression of

social aspiratom nd power . I n recent year s, however,
physical and cultural properties have begun to be mined more thoroughly in studies that
examine the vehiclebs soci al and |iterary po
vehiaular it-narratives provides invaluable insights into period concerns regarding the nature

of the soul and selihotion. For Landreth, vehicular narrators contribute to Enlightenment

debates surrounding spatial change as a component in the study of humearmmet

emoti on. Danielle Bobker has also addressed
and the carriagebd6s power to influence and go
recent monograph foregrounds the concurrent rapid developmerttiofika travel and

popularisation of the novel genre in the eighteenth ceftGtgire Grogan identifies several

ways that Austen deploys carriages in her works, many of which | unpack across this thesis,

such as their use a@sxternal indicators of wethl or social standinut also, and more

surprisingly, as indicators of the driver or passe@gemotional state and even sexual

6see, for example, O0The Vehicl e ofNatrhh e Efloeedthd Mot i on
Century Fiction26, no. 1,2013,9220) by Sara Landret h; Se@imentali ages, Con
J o u r Stadedin EighteentBentury Culture 35, 2006, 24%6) by Danielle BobkeandMobility in the

English Novel from Defoe to Aust@iVoodbridge: Boydell Press, 2018) by Chris Ewers.
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satisfactiod’Whi | e Grogan astutely recognises the ¢
fictions, by drawing on a wideinge of print and visual sources my thesis provides the
essential context with which to deepen our understanding of the carriage in eighteenth
century literature and cultur€hese studies have shaped my thinking about the carriage as a
self-contained ofect of conspicuous consumption and as a series of interconnected spaces
that can be occupied and moved. These overlapping and often contradictory aspects of the
carriage contribute to the sheer capaciousne
instance not only is the carriage an object that can create a platform for sartorial display, it is
also a space within which to retreat from the prying gaze of onlodkeferegrounding the
unigue duality of the horse r awn v ehi cl e iwe @Alu sttheen 6csa rwoir&g e d
role in eighteentitentury literary and material worlds as conveyance and-clasker that
communicated intricately nuanced and subtle ideas of sociability, aspirathohslentities
fattention t o Ausadlagelpfscusedatomesiicabjectsy my thhesis h
enlarges the scope of her material contexts by calling attentadsjeots that move and can
move her characters both physically and emotionklyreover, my shift in focus calls into
guestionthescaldo Aust ends objects that have thus f a
Austends -dapnmaecatsiend quote about the o6littl e
which [she] work[s] with so fine a Btmygshd co
critical attention towar d tlhraw atteéntiomback éo¢he o f A u
very large objectthat her characters regularly discuss and obsess over.

Austen was not alone in her references to carsiagd carriage scenes in Hition,
and indeed drew on the work of previous writers who took care to include the carriage and its

spaces as figurative and functional tools in their work. Frances Burney, for instance, relies

Claire Grogan, o6Jane AusErolbanyehanrdLimenraddecen ssiodn Mot
Proceedings from the Canadian Society for Eighte€ghtury Studie23 (2004): 18890.
8Deirdre Le Faye] ane Au s t,dth édls(Oxfom:tOxferad WP, 2011), 337.
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upon the phaeton <carr i ag erfusconveypnoettaunderscore as a
womenods often negative experiences of carri a
carelessness in their pursuit of thrill and pleasure from fast driviggeitina(1778) as we

shall see in chapter one. Henry Fielding approaches the carriage differently, regularly

employing the coach journey motif to enact temporal and geographical relocations, but to

also addccomplexityto the narrative, such asJdoseph Andrew&l742) whereby the twists

and turns of physical transit unveil Josepho
this aspect of FiNerthahgenAplbegs mee hoidmeé og@at mer i n
during her arduous journey home which | examinehiapter five. In yet another approach to

the carriageb6bs narrative capaciousness, Laur
désobligeant and vig-vis interiors to shade interpersonal experiences in the opening scenes

of A Sentimental Journgt76 8) . Austends use of the carriag
earlier examples and several critics have placed her work in relation to Burney, Fielding, and
others? As | will show, Austen calls upon the carriage, as Burney does, as an object for

proppirg up a variety of identity expressions, and though Austen uses this technique

frequently across her fiction to varying degrees, each example is tailored for each character.

Like Fielding, Austen uses the carriage as an economical means of shifting pezsgect

that we may leave characters as they drive off in the carriage at the end of a chapter, and re

join them hours or days later in a new location at the start of the next chapter. Also present

are scenes set within and around the vehicle spaceskar@tdrne Austen manipulates these

spaces to create or relieve social tensions, the limited space of the carriage acting as the set
upon which her characters must navigate the pitfalls of polite sociability within mobile

spaces. Whereas those earliermovest s empl oy a specific el emen

°See, for exampl e, Tloe AAuytshoonr 6Psa rlknehrebrsi tsatnucdey: Henry Fi
Establishment of thovel( Nor t hern 11 1 i noi s WBhility inhd Bnylish NavelfomCh r i s E°
Defoe to Auste(Woodbridge: Boydell, 2018), 16236.
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or abstract conditions for a singular purpos
carriageb6s signi fyi nlgdeed, anher bhands,the cagiage takesohy ac't
an unpreceented versatility and figurative significance. Across my study, | demonstrate the
mutability of Austends carriages both as obj
perhaps not that Austen utilises the carriage in a completely new way from her

contemporaries,is how she expertly meshes all the ca
her novels that is uniquely freshor authors writing in the middle decades of the eighteenth

century, the horsdrawn carriage as a narrative tropewasalgple d i n a O6set carr
in which action took place in and around a vehicle. For Austen, as we shall see, the carriage
operates so complexly and so richly that even carriages offstage develop insights into her
characters.

Justas my thesisaimseéon | ar ge t he scope of Austends n
carriageob6s | it e rrexonstrucssthglost nater@alehistorgand archivesaof s o
eighteentkcentury carriages. Studies of carriages often restrict themselves to genealogical
approachs to the evolution of carriage design since the Roman chariot, in which details of
connoi sseurship overwhelm the vehicleds cent
the eighteenth centufYMy t hesi s, however , | taiskosocillhe carr
and cultural contexts to show how thiglecb s e mb e d d e d n ecerduryilifewas i ght ee
often contingent upon the unique physical properties of various carriage typologies. These
distinctive technical, mechanical, and artistic propedfaadividual carriages recommended
different vehicles to a plethora of circumstancese carriage operated asisefull and

centrali tool for social signification.

VYror exa mp | e, CaRagés@ ICoachest Taeir Hidtery & Their Evolutifpondon: Martin
Secker, 1912).



The Carriage in the Long Eighteenth Century

The current field of carriage historiogiay is composed of a relatively limited pool of
studies that track the major developments of vehicular design and engineering from the
Roman chariot and medieval wagons and carts, to the elegantly crafted conveyances of the
Georgian period and steam cages ofthe nineteenth century. The majority of these studies,
such as G.TheMHistory of Caaghg@dB7%’) were composed in the years that saw
the horse and carriage give way to the rail network, and present nostalgic surveys of erstwhile
symbols & modernityratherthan critical scholarshif. Thrupp, in his introduction tthe
volume, remarks on the difficulty of tracking the developments in the adamhbuilding
during the eighteenth century, Ooypandhatsc ount o
from the very vague descr i pt¥Tloongh hegoesdnéoi ned i
surmise that there undoubtedly remains Orich
unknowno, i n the 140 year s andsoapecofeighteentp p ¢ o mp
centurycoachbuilding still remains relatively shrouded in mystéfyRalph Straus, writing in
1912,soughtt o pl ug the gap in the 6diffused histol
reader, and Sir Garrard Tyrwhtrake in the 1950s lectured and wrote on the acbath
building while amassing a collection of carriages that went on to form the Maidstone
Carriage Museum in 1946 These works, though useful reference points, veer towards
connoisseurship and lack the robust bibliographic detail that would make them valuable entry

points into even the most famoeachbuilding workshops. More recently, Rat

11 3ee George Athelstane Thrupbe History of Coachg&ondon: Kirby & Endean, 1877). Similar studies
includeEarly Carriages and Roadsondon: Vinton, 1903), anModern CarriagegLondon: Vinton, 1905),
both by Walter Gilbey, though these histories ba#dominantly focus on carriages popular in the mid to late
nineteenth century.

12 George Athelstane Thrupphe History of Coachgéondon: Kerby & Endean, 1877), vi.

B3 Thrupp, vi.

14 See Ralph StrauBarriages and Coaches: Their History and Evolutibondon: Martin Secker, 1912). Sir
Garrard TyrwhitDr ake 6s | ect ur e i &€ doumpédaf the RoyabSodkety of Brédo,r H
(1952): 16788, provides a lively, if brief, overview of certain carriage models and their cultural contexts.
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Wackernagel and Jean Hopkinson have worked to redress such scholarly gaps in a fascinating
article on the art of lateighteentkhcenturycoachbuilding, where they provide a much
neededcorrectiveto the sparsely researcheshchbuilding industry. Moeover, their study
illuminates the business practices of one of the eighteeetm t ur y 6 s most pr omi 1
revered master coach builders, John Hatchett of Long Acre, whose innovations, as we shall
see below, were a prime influence on the induStry.

In general, studies of carriage making and their developments place heavy reliance on
the same two coaemmaking treatisef r om t he ei ghteenth century (
lifts entire passages from these original works). The first of these texts is WiltidgeB
A d a nEsdhish Pleasure Carriaged837). His work is at once a history of the art of
carriage design, encompassing everything from a survey of state coaches, descriptions of
defining features of carriage models, lists of materials, ironwork amthsgiyles, to lists of
artisans and inventions, and definitions of
most fashionable carriages. The purchase of a carriaga sigficant financial investment
and the volume thus provides a compendainmformation to help guide prospective
carriage buyers in their decision, and acts as a reference for makers. For Bridges Adams,
60l ocomotion is the most i mportant agent i n h
of carriage design must endeawvownl facilitate locomotion with elegance, beauty, and
comfort in mind'® The carriages in his collection, as the title of the volume suggests, err
toward the expensive, opulent end of carriage design, with many of these carriages intended

for use solely fopleasurable outings and sightseeing rather than extended fansit.

see Rudol ph H. Wackernagel and Jean Hopkbftheono6s art
Prince of Wales and of the Later Kings of Hanover. A Study in thelEigleteenthtCe nt ury A Mysteryo o
Co ac h Bhurnituck Histgnyp31 (1995): 47115.

16 William Bridges AdamsEnglish Pleasure Carriages: Their Origin, History, Varieties, Materials,

Construction, Defects, Improvements, and Capabil{tiesdon: C. Knight & co., 1837), 1.

71n my second chapterelxplain with greater depth what constitutes a pleasure carriage.
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The second sourdeperhaps more weknown and regularly citetlis William
F e | tAoTreétise on Carriagepublished as two volumes in 1794 and 1796). Felton,
himself a mastecoachbuilder, composed his treatise out of frustration at the lack of
transparency in the industry, and like Bridges Adams, intended his work as a guide for
prospective buyers. UnlikBridges Adams, Felton provides minute breakdowns of the sorts
of pricing that can be expected framachbuilders for carriage bodies, the different methods
of hanging the body from springs, and additions such as lamps, ironwork, and interior fabrics.
His approach is more technicalfgcused and includes minutely labelled diagrams and cross
sections of a range of vehicles from small 4wioeel gigs to large coacheghese diagrams
and illustrationgikely contribuedtohi s wor ks 6 | ongédisaiionim and cont
subsequent studies of the carridgj€hese texts are invaluable reference points that |
frequently refer to in my exposition of the physical conditions of certain carriage models, as
they constitute the per i oabodfshe cawiage. Hdwbverr oug h a
over the course of my research | have found the endeavour to neatly categorise every carriage
typography using the surviving evidence to be an exercise in futility. Contemporary writing
such as Feltonods mnydssuiesibasig knewledoe af wesriager e g u
terminology and principles from their readers, and engtieghnical terms interchangeably
that seemed to hybridise as much as the vehicles did themselves. For the sake of protecting
trade secrets, carriage makeften used ambiguous terms in reference to the building and
repairing of carriages in trade literature, though Georgians themselves commanded an
understanding of precise vehicle types robust enough to easily differentiate carriage
typologies on sight, aki¢ numerous distinctions made in literature and art confisn.will

show in chapter three, carriage classification was an indeterminate art, as contradictions in

8Cl ai re Gr og a n Treatiskirean appendix tofhe Broadview Bress editiohofthanger Abbey

noting the immediate success of the two volumes and including plates of sbneeof er adés most popul
carriages such as the 6é6Chaise and Four 6JanetAbseen,6 Phaet o
Northanger Abbeyed. Claire Grogan, 2nd ed. (Toronto: Broadview Press, 2004)7271
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definitions not only appear between armachbuilderand another, but also arise over the
course of one single treatise.
Whilst the art of carriage design and development is a murky history, it is also clear

that the coacimaking industry was a lively one, and at certain moments innovation

exploded, corrgsondi ng wi th the i mprovemendgworg,f t he B
for example, has shown the accelerated expan
i mpl ementation of the Turnpike network, | ed

The Turnpike network, however, was not the only shaping force behind carriage design and
technical innovation. As my thesis shows, the market responded to demands for and changing
tastes in comfort, space, height, customisability, and price. William Feltom I(position as

a coackhmaking expert throughout my study) hails mastmchmakerJohn Hatchett as the

father of the periodébés carriage design and e
[Hatchett] every coacmaker is highly indebted, as praséhey seldom build without

copying his designsod, wdadhhagesn otfi My etrlye sd eande
abilitiesd is due solely to patronage from 0
merit ascoachmakes®The 6 Coach gafr eSdafiet,yde x(efmpl i fies H:
innovations in carriage design and engineering, but the fine colour work and intricacies in the
proposed decorati on poi Hackett,tapprernticed ic I88liwerdts r e f
on to open his own coadiuilding premises in Long Acrsee Figure iii) the stronghold of

British coachmaking, and at the height of his success enjoyed patronage from royal clients

such as the Dukes of Gloucester and Cumberldradt c het t 6s trade card (F
heavenlyimagery as part of his marketing strategy, and apart from a carriage wheel in the

bottom left corner of the image, the absence of coaching imagery is unique in comparison

¥ William Felton,A Treatise on Carriages: Comprehending Coaches, Chariots, Phaetons, Curricles, Whiskies,
&c.: Together with Their Proper Harness, in Which the Fair Prices of Every Article Are Accurattdyl Stal.
1 (London: J. Debrett, 1794), v.
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with other trade ephemera (examples of which are examined in chapter three). dlfeggim
and el egance of the Romanesque figure and <ch

his name and royal patronage is required to draw in business.

Figurei: Ha t wadeecardfrons the Heal Collection of trade ephemd?hotographed
with permission fronThe British Museum, London.

Figureii: drhe Coach of Safefydesigned and patented by Hatchett. This, the second of two

finely painted designs, demonstrates the uniqgue method of hanging the carriage body so that

it maintains an upright position in the event of an overturning. Photographed with permission
from the Lewis Walpole Library at Yale.

13



Figureiii: Ha t coachbuildidgpremisesPhotographed with permission frahe
Bodleian LibrariesOxford

Thewi t er Sophie von L aco&lebailtirgpremisssiinttted Hat ch
famous coaching district of Long Acre, London, in September,1ai@6wrote up a lengthy
description of the businesder recollections reflect the sheer industriousness of thadsssi
and provide rare insight into the mystery of the coach building process:
We went to Hatchett, one of Londonds most
employs several hundred workmen in his service. At home we have no
conception of such a saddler, with preas for cartwrights, smiths, harness
makers, carvers, painters, upholsterers, gildelskinds of workmen necessary

for coach and harnessaking, and other accessories, working under his

14



supervision and producing the loveliest masterpieces of their lkaashnot think

of any visit more interesting than this one; think of three floors of spacious

rooms filled with swarms of busy people whose perfect workmanship is only

excelled by still more perfect implements.

The painters and lacquarorkers were on #athird floori All the main flights

of stairs are broad, and so arranged that the banisters may be taken down, and

the finished vehicle allowed to slide down in ropes. | especially admired the neat

craftsmanship of the harnes®rkers and upholsterers. Wencluded our tour

amongst a number of finished coaches, and with an inspection of some fine

drawings of all kinds of vehicles.

|l was amused to see how the people played

saying goes; and that a saddler hasunting house and a payaster just like a

banker. | should like to have taken the drawing of a coach costing five thousand

guineas, made for the Nabob of Arcot, along with me; or that for the Empress of

Russia, or Rumbol dbés shjesticlaveanride@af of t he

the size and significance of this kind of conveyafice.
La Rocheds observations underscore a nationa
expansive rooms over three floors that house a network of artisans from different craf
disciplines are not typical of the coabhilding industry in her native Germany. Instead, La
Rocheds superl atived oivrelrn efsdr anmacsd etrpi Batesie t
wor kmanship [that is] only excelthedigtmnaby st i | |
once as quintessentially English, but also as the model of tnaldng excellencelndeed,

both Felton and Bridges Adams daiate the primacy of English coach manufacture in

20 Sophie von La Roch&ophie in London, 1786: Being the Diary of Sophie v. La Raehes. Clare Williams
(London: J. Cape, 1933).
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Europe in their trade publications. For instance, Felton opefsdasiseacknowledging the
Osuperior excellence of English workmanshipo
carriages, both domesally and on the continent, claiming the exportation of vehicles to
Europe was a 6considerabl e andBriggesoAlams abl e br
echoes similar sentiments, arguing that English workmanship is unrivalled by the skill of
Europearcoachma k er s, and concluding that the o6cirec
Continent would [é] increase the?#*h&drRadeeést
reference to the fine drawings of extravagantly priced carriages, designed for iy eita
and heads of state from Russia to the East Indies, further testifies to the British monopoly on
carriage production within its own Empire and rival states.

In the design and construction of private carriagesctlaghmaked s vi si on was
absolute, the buyer could request their own specifications for the carriage throughout the
process, and as such the building proaesslveda large element of collaboration between
coachmakes and their clients. The long list of price breakdowns in Félten v ol umes s ho
that carriages could be customised with an array of extra accessories and fimishes
provisionthatNo r t h a n g eJohn Phbrpedaked &ill advantage of as we shall see in
chapter three. William Bridges Adams describes one of the magiaihorsedrawn vehicles
that | have found throughout the course of my research, a curricle made for a Mr. Coates that
was coated in copper andowbéichareeembNedvasaua
representation appears in the volume, but Bridges Adams cr i bes Coates6 ver
beautiful in its outline, though it *as di sf
appears that, even when a proposed design was found lacking in taste or refioeacbnt,

makes were still obligedtoexeu t e t hvesioncfdr thesr oarriage.

2! Felton,A Treatise on Carriages 794, Liiii.
22 Bridges AdamsEnglish Pleasure Carriagewiii.
23 Bridges Adams, 239.
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Mobility and its technologies of motion were not exclusively the preserve of the
weal thy elite who maintained their own priva
infrastructure helped increaiee availabiliy and accessibility of public transport to people
who could not afford to maintain their own c
we know from her letters were forced to give up their private carriage in 1798 due to the
expense, benefitted fromettprovision of travel by public coaching systethravelling via
such means as the stage and fwagch systems required a certain degree of intermingling
among travellers, whereby a range of differences from rank, gender, or religious beliefs had
to besensitively navigated. Scenes of intermingling strangers in public coaches were
common in narrative writing, perhaps most memorably in the work of Henry Fielding.
Bobker has drawn attention to how writers, such as Laurence Sterne, manipulate the specific
connotati égebloifgdedsmvisd deamd rd ages, i NAthe openi
Sentimental JournefL768), to reveal the carriage journey to be an integral motif in
protosociological discussigfh Austen, we know from her letters, was a frequeantdller,
herself making trips by public transport systems like the stage and mail cdaahigstance,
in a letter to her sister, Cassandra, in 1814 Austen describes with some relish the trials and
tribulations of public coach travel:

| had a very goodourney, not crouded, two of the three taken up at Bentley

being Children, the others of a reasonable size; and they were all very quiet and

civil. T We were late in London, from being a great Load and from changing

Coaches at Farnham it was nearly 4 idbad when we reached Sloane St; Henry

241n a letter to her sister, Cassandra, in 1798 Auggemar ks on t he decrease in assen
since we | aid down the carriagedé. Deidre Le Fayebs a
Austen had bought a peshariot probably in 1784, but evidently it had proved too expendiveuay for the

family, hence it being fl aid dolwnnded .A uSsete@xidiesi rldertet eLres
Oxford UP, 2011), pages 20 and 375 respectively.

®Danielle Bobker, o6Carriages, GCtodesiEmggeantiCentnry and A Se|
Culture 35 (2006): 244.
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himself met me, and as soon as my Trunk and Basket could be routed out from

all the other Trunks and Baskets in the World, we were on our way to Hans

Place in the Luxury of a nice large cool dirty Hackney Cdéch.
Whil e Austen clearly enjoyed her trip in Yal
for a genteel woman to travel unaccompanied on a stagecoach due to the perceived
analogousness between public modes of transport and sexual availability. In an earlier
letter, Austen tells Cassandra she wishes to travel alone via the stagecoach but that her
brother, Frank, would not allow it, and we n
influenced by the debauched connotations of public tFdv&s. we shall see laten ithis

thesis, Austen presses upon these negative social connotations of worrteavedikers

in Northanger Abbey We wi |l |l al so see in this thesis A
barriers to womends access to tenedel i n her

herself as Deirdre | e Faye notes that, after
|l argely dependent both financially and soci a

on a journey of any distance unless one of them was available to accampaifyd .

|l ndeed, scholars are increasingly turning th
experiences of travel had over her writing. As Hazel Jones points out, Austen travelled
through fourteen different coumgregard i n Engl a
for the countryds varied | andscape and uniqu
productive agricultured Whimiaty PadaBgreee r ef | ect
emphasises that o6[i]n thinking wabhoudt t he for

add to her family and her books hé% experien

%leFayeJ ane Aust,2818x Letters

2T Le Faye, 11.

28 Deirdre Le FayeJane Austen: A Family Reco(@ambridg: Cambridge UP, 2003), 147.

®Jones references in particular Edward Ferrarsoé appr
Sense and SensibilitBeeHazel Jones] ane Au st e(boddon: Hateu201d)elB.s

30 paula ByrneThe Real Jane Austen: A Life in Small Thi(igsdon: Harper Press, 2013), 110.
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DespiteA u s t ersanal experienadf public modes of overland traydier
characters rarely traverse the country in commercial vehmtesof the fevkey instances
can be found in her juvenile writing as Laur
Freindshipd chances upon her ent3iRatherftheami | y w
journeys Austenb6bs characnetancegufaomy Austden
experience of private vehicular travel, the first one being the family exodus from Chawton:
AMly Br[other, Edward] Fanny, Lizzy, Marianne & | composed this division of the Family, &
filled his Carriage, inside & ouw. Two postchaisesinder the escort of George conveyed
eight more across the Country, the Chair brought two, two others came on horseback & the
rest by the Coaéh & so by one means or another we all are remod¥etihe great mix of all
available modes of carriage transport here calls to mind the logistical conundrum in
Mansfield Park(1814) where it takes almost a fortnight to plan who will go in which
carriage, who on horseback, or would one carriage be suffmietiite proposed trip to
Sotherton? On the other hand, the most luxurious journey that Austen writes about in her
letters is likely inspiration for the summer outings Mrs Elton aspiresEoimai d had
great amusement among the Pictures; & the Drivirmuglihe Carriage been open, [sic] was
very pleasand | liked my solitary elegance very much, & was ready to laugh all the time, at
my being where | wad. | could not but feel that | had naturally small right to be parading
about London in a Baroucéé Further, despite the relative absence of stagecoach travel
across her ficiolrAust endés depictions of gr othgpitfdls avel
of navigating social interactions withihe mobile space of commercial carriageAs |

address in dipters four and fivéAusten draws out the issues of social relations and inward

SAusten in fact refers to this scene from O6Love Frei.
stagecoach when she sawns Colatct hpbtt we einn EmiiLenFthys,0 g hmyg &t
Jane Aust,28206s Letters

32 Le Faye, 239.

33 Le Faye, 223.
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reflection that map onto these different modes of transportation, and her conversations set in
carriage interiors parallel the difficulties of navigating fleeting socialioglatin public

vehicles, recapitulated in private contexts.

Structure
Whil e my thesis focuses on carriage repre
lifetime,thev e hi cl eds cul tural and soci al meani ngs

andwe see evidence of its Georgian valances taking shape from the late seventeenth century.
From as early as the 1670s when the numbers of coaches on the streets of London increased,
wheeled conveyances were viewed with suspicion for their transgressivagiatedisrupt

the proprietary social order. Historically the preserve of the royal and aristocratic classes,
carriages were inhered with a culture of ostentation and pageantry. However, regardless of

social rank, carriages were increasingly being pueshéy those who could afford them, as

such differentiating and elevating themselves above the poor. For instance, Taylor the Water
Poet in 1623 indicates the frustration felt
Polecat, and my Lady Trash, Andhe Tapster, Bill the Taylor, Lavender the Broker, Whiff

the Tobacco Seller, with their companion Tru
social superiors with the use of a co&tRichard Steele similarly connects the carriage to

the blurring of c¢class boundaries in the ear/|
fornoreasonuponearthut t hat they are rich, ascend tri
bottom nothig else init but an insolent transport, arising only from the distinction of

fort* w™Meathwhile in 1625, Francis Baconds theort

forms of emotional deceptidnsimulation and dissimulatiohwas continuously intertwined

34 John Taylor,The World Runnes on Wheeles, or, Oddes Betwixt Carts and Cghohdsn Henry Gosson,
1623), 17.
%Ri char d St @ eThe Tatlepetl ®onaldlFederic Bond, vol. 2 (Oxford: Oxford UP, 2014), 321.
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with horse-drawn carriages over the long eighteenth century, and particularly applied to
public forms of travelEarly in the eighteenth century, Jonathan Swift censures the writers of
Grub Street for their focus on style over moral substance through a vehialtzgyathat
compares the writers to coantakers, whose focus on the outward lustre of a vehicle
provided carriage owners an ornate veneer of luxury behind which they coufd Tiit.
long social and literary histognderpinamy t r eat me n t riage$acro8ungyt end6s c a
chapters The carriageods cultural inheritance 1is
long eighteenth century in print and literary satire, as watt asvels. Indeed, it is so firmly
entrenched in the popular imagination thgtthe time Austen publishes her fictions, a simple
gesture to a single carriage typology is enough to invoke the full signifying power of that
carriage which is buttressed by its long history. Throughout my study, | rely on the term
60cul t ur adescdba the unique signifying power of individual carriages. My usage of
the term is informed bPierreBour di euds t heory of cultural ceé
collection of symbols that can be acquired, such as skills, tastes, mannerisms, material
belondngs, that can be leveraged for favourable position within a stratified séciety.

Geographers Miles Ogborn and Charles Withers suggest that a significant
transformation in the field of eighteerthe nt ur y st udi es was O6ani mat e
questiono f s pace, p | a®dndeed gedgraphcal pesspeetiyes siich as Jirgen
Habermasds notions of communication and the
networks and the production of knowledge have continued to be influential in eifphteen
century studies since their conception. As sunbtleer framework that informs my thesis,

but in particular the final chapters, is the notion of spatiahtyere | draw on the field of

% discuss Swiftos analogy in greater AdleldoAdTub i n chap!
(1704), in Major Works, ed. Angus Ross and David Wodl{eyford: Oxford UP, 2008), 92.

37 See Pierre BourdieThe State Nobility: Elite Schools in the Field of Poy&anford: Stanford UP, 1998),

especially pages 33

38 Charles W. J. Withers and Miles Ogborn, e@gprgian Geographies: Essays on Space, Place and

Landscape in the Eighteenth Cent{®anchester: Manchester UP, 2004), 2.
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human geography and Br un o.Olkeathecourse®fany iarktl or Ne't
privilege the term O0spatialityé in reference
outer spaces in preference to terms such as
term to signal memphasi®n the carriagasa self-containedhing, an object invoked for its

cultural capital and signifying depth. The carriage in this context is habitually visualised as

though from a distan¢éhis outside perspective leathe carriage an impenetrable, almost
two-dimensionalqualt y. As my thesis shows, the carria
simple singular plane but a complex amalgam of spaces with varying depths, heights, and
locations across the carriage body. For instance, one could sit outside the internal carriage

spae on the roof, next to the driver, or the external platform and seat at the rear of the

carriage usually reserved for servants, or, of course, one could choose a seat within the

carriage body itself. These separate features created different spacesawhighwork

shows, were imbued with different social connotations and created unique social conditions
thatshaped thénteractions and experiencesthose occupying the different spaces.

Moreover the carriage, as a collection of spaces, occupies mutiipisical spaces itself as it

traverses different geographies from towns and cities to the open turnpike roads. The term
O0spatialitydé, then, refers to this nebul ous
motion through space itself. Bruno Latbus Act or Net wor k Theory has
in my understanding of the carriage as both an object and space. In particular, the notion that
objects exist in a network of continually shifting relationships was particularly pertinent to

the work of chater two in which I mine more deeply the connections between individuals

and their carriages.

39 Bruno LatourReassembling the Social: An Introduction to Adt@twak-Theory Clarendon Lectures in
Management Studies (Oxford: Oxford UP, 2005),506
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Over five chapters,yjndi scussi ons of enNadhedtoyearbdad f i ct i on
spectrum of extrditerary materials, including visual caricature, portraitueyspapes, as
well as contextual print sources suchjasnals private letters, and poems. My aim in
drawing together these materials is to under
Georgian cul ture. Par t andtbefHorséraws Casringe dsy , 0 Ge o
Social Appar at usmeaninfsf thelicaraag@andexplorsthe iatricaces
of Austenods dedmiovghiolesras naroafive deviaess Ehis section comprises
three chapters, each using a esisgly methodology to investigate distinct carriage
typologies and the different contexts in which Austen utilikes precisephysical, social,
and cultural properties to nuance our perception of her characters and plots. Chapter one,
0The Phaeton and Bodily Harm in the Juvenil:i
carriages and the dangers associated wittingrthem, and considers the sensibibticited
by vehicular accidents. This chapter focuses on asizied carriage regularly portrayed as
the sports car of the era, a symbol of elegant British design and modern fast living, the
phaeton. ItexaminesAut en6s engagement with | iterary an
phaeton, and her methods of exuberantly yet insightfully deploying the carriage accident as a
pl ot device to move action forward in her te
satiek. i n 6Love and Freindshipd with prominent
proliferated in the latter decades of the 1700s as a reflection of the increasing regularity of
carriage accidents. Concentrati ngheechaptarhe O6LoO
draws out thémaginativeparallels between grotesque and bawdy visual satires aimed at the
Pri nce swvérypildid oeegtuiningwhich wasmade infamous byamesGillray in
1788. Austen, wellersed irthetropes of Gothic literature, cldg parodies the overblown
displays of feeling to which archetypal heroines of Romantic texts were prone. Following in

that vein, the chapter concludes with a discussion ahtkasesensibility that Laura and
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Sophia, both widowddnbyrtabsenr, n aerxrpaetrii vencse g ma ¢
aftermath.

Chapter two,La&rnmdheu Bamdbuklhegusta EIltonds Pe
moves on from the savage satire of Austenos
examine the ubiquitous model ofcsability, politeness, and the largest vehicle of my three
case studies, IEmma Unlike the sleek elegance of the phaeton the focal carriage of this
chapter, the baroucHandau, was opulent to the point of ostentation. By this stage in her
career Austehad honed her carriageferences and we see lodten rdying on her
audi eknowledyssoh s peci fic carriage model 6s cul tur
usage of the signifying capabilities presented by the spectrum of carriage typologies $unction
as an economical shorthand for characterisafidmi s chapt er f ocuses on
equivocal attempts temploythe barouchdandau, as one of the rarest and most expensive
vehicles available, to bolster her social reputathugustacentres her pdk performance on
the unique physical properties ofdlarriage to signify her gentility. My discussions
underscore the slippage that could occur between polite modes of material acquisition that
propped up genteel identity formation, and the immodeplal/s of conspicuous
consumption thatould betraythe misinterpretation of polite social codes. As such, my
investigation positions AudgastdauBist emgsi f gl in
as a misconception of vehicular rituals and codes;hwviorks to distort her polite and
genteel selpresentation to reveal her bold attempts at social eleviiongh large, moving
objects

The third chapter, &é6The Gig and John Thor
comparatively cheap, twavheelgig carriage which rapidly gained popularity in the 1790s
and beyond. The gigbs clientel e, predomi nant

were frequently portrayed in literary and visual sources using their vehicles to impress young
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womenandaert domi nance over their male peers.

centres earned it a reputation as a nuisance vehicle, while its patrons were dismissed as

obnoxiously ambitious. This chapter centres

Northanger Abbe§ 3ohn Thorpe, and his conspicuous use of a gig in his efforts to attain the

vision he has of his own importance, masculinity, and desirability. The chapter unpacks how

the mutability of the gigbs cadnasaprapéot i on i mp

stable masculineandgenteed ent i ti es. I n doing so, this ch

representations of the gig and comparative vehicl&eirse and Sensibili(g811) and

Persuasiof 1818) . The gi go0s oédrefinedcusicleithmeatenatooub n o f

its aspirational owners as class interlopers. Timbsesl in British carriage construction were

habitually sourced from plantations that exploited slave labour; this chapter unearths the

indentured violencand enslavethbourers behind h e manujadtwein turn revealing

the parallels between Thorpebds own intrinsic
The second section of my -BPtadgw, CaPtaageodS

builds upon the material evidence of P& prioritise a geographical approach in its

attention to the horsdrawn vehicle as an entity of interconnecting spaces that, crucially,

could be moved. Part 11 investigates Austenbo

miniature stage upon whicheslsets unsolicited marriage proposals.-dddes, and private

moments of meditationtanal yses Austendés rendering of th

space to consider its effects on her charact

chaptersaddress theocial rituals in which the carriage, as a material object imbued with

metonymic meaning, was played as a pafvsociability, in chapter four | consider the

carriageb6s role as a space t haThisthamer,| i t at es
6Carriage Topology and the Politics of Soci a
principles of codifying the carriagebs | ayer
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essay OThe Engl i sAthougleAudten Was atinghséverdl deBaded hefore

De Quincey published his essay, her treatment of private carriages and their spaces

antici pat e swelllxeowr@reatmerd & thénsatoach. As such, this chapter
examines notions of t haes ctahrer idaugaelGist yi nitnehreiroerni
construction of &i mMisougtdleuds taenndd sb ocuht asri adcetbe rssp arcae
publicmailc oaches, De Quincey®6s ext ecoatlksbciabilityal ysi s
illuminates the inward/outwdrtensions that exist across the carriage structure, observable in

the social space of both shared and private carrisigéis.this grammar of spatiality as a

gui de, Il i nvestigate Austends manipul ation o
conplex interconnection with eighteertlentury culture and sociability. My examples

include conversations set within carriages fidiansfield ParkandSense and Sensibiljty

which | analyse how Austen visual howthe t he <ca
carriageb6s distinct spaces intersect with so
occupants.

My fifth and final chapter, O0Austendés Car

most fundamental and basic function, its provision of moveriéig.chapter examines the
carriage in motion, exploring the various ef
through space has upon the emotional l i ves o
we know both female and male characters undedak#&age journeys of varying length with

similar frequency, yet Austéns | a c¢ k indhe malerexperieneesof travel and instead

el aborates only on h egeographicspacemhés shapter examnesr s al s
several journeys representedNorthanger AbbeyPride and Prejudic€1813), andSense

and SensibilityconsiderinfAust end6s representation of mascul
their contrasting pattern$he chapter paysost attention té\ u s t graodcigation with

feminine journeg and her characterisation of women as adept, conscientious travellers in
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spite of period restrictions that precluded women easily accessing the means to be mobile.
Further, it investigates the ways ity which t
the women in Austends fiction as a means of
chapter discusses eighteestntury debates over the imbrication of spatial and vehicular
transport and emotional tr an snotondndematiord e x ami
across her fiction.

Overall, my project presents an original theorisation of the kanasen carriage by
examining its dual p Os iatros#ustera s WwbOhdngas 6obj ect 6
rigorousi nt er di sci plinary methodol ogy, I anal yse
engagement with it as a vehicle and material object, through the exploration of two distinct
but interconnected theoretical avenues that shape the two parts of my thesis: eighteenth
century material culture, and literary and social geographsoughout my thesis, | highlight
the carriage as a vibrant and |ively source

moving parts, and which illuminates her interest in materialityraodement.
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Part | . Georgian Sociability and the HorseDrawn Carriage
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Chapter One: The Phaeton and Bodily Harm in the Juvenilia

The case studies of individual carriages that comprise Part | of my thesis focus on the
multifaceted social significance of the carriage. As | shall make clear, the cultural valence of
a vehicle is not homogenous across the many different styles and models of carriage but is
mutable, and often contingent upon the stature of the vehicle Nbelbpening chapters thus
focus individually on three different vehicles of various sizes to showcase the idiosyncratic
character of each carriage, and the ways in which Austen manipulates their unique traits to
enhance her portrayal of the characters@ased with each conveyance. Chapters two and
three consider two extremes of the vehicular spectrum, respectively the lavish and large
carriage of status, the barousdhandau, and the small, relative
the gig. | wish to open Pa with a vehicle that occupies a mpbint between these two
extremes in terms of physical stature, and the cultural capital that adhered to its physical
properties. The phaeton, an ogeodied fourwheeled carriage built for teams of two, four,
orsixkhor ses, was considered an el egant Osports.
speed. Favoured in its various distinctive forms by royals such as the Princes William and
George, and | ater Queen Victori aulautynt i | her o
stretched for many more decades than other fashionable carriages of the period thanks to
royal and aristocratic endorsement. Austen h
phaeton, an urge that was satisfied in 1801 as she recountstier ad her sister, Cassandra,
upon her return from an O6Airi hSmiarynw t he very
enraptured by the vehicle, Leigh Hunt remini
wingsd and 6handsome ni,xttwmal gf ndbdn qagr tared pd

captivated generations. Hi s continuation, 0]l

lleFayeJane Aust,®@nos Letters
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partly for its loftiness, partly for its name, and partly for the show it makes in the prints to the
novels ofpaoaihet perowadd the phaetonds entrenc
across real, literary, and print worltls.

I n the dramatic cul minati ng ladashioeabls of Au
high phaeton is overturned with fatal consequences farthedo men wi t hin it : t
been in so elevated a situat i dTheécrashstanddaai d | o
just one of the many examples of the young A
literary devices and tropes, as rbstic representations of dangerous driving and carriage
disasters proliferated in tandem with the uptick in vehicles upon eighteemilnry
thoroughfares. Over the course of her life Austen, like many vehicularly mobile Georgians,
had firsthand experiece of the dangers of carriage driving. She writes in a letter to
Cassandra of the shock she and their cousin, Eliza, experienced as the horses drawing their
carriage 069gibedd outside Hyde Park corner, ¢
foomidabl e Hill to t hem,,Evénfronhseich arrearly stageinhet he c ol
writing career as the juvenilia, Austen insightfully engages with the literary carriage accident
as a plot device to propel action forward while simultaneously digtithe chaos into an
exuberantly satirical commentary on the patrons of modish fast carriages. She was not alone
in her views of the phaeton and indeed period caricatures also actively lampooned this
carriage type and those who chose to travel within themevisiting the final disaster of
6Love and Freindshipb, contextualising it wi
reconsiders Austends engagement with the |it
ruination of those travelling in theXury of a private carriage being punished by a bloody

death plays upon the preoccupation in literature and visual caricature of the dangers of

2 Leigh Hunt,Coaches and Coachin@oston: H.M. Caldwell Company, 1800), 11.
3 Jane AusterTeenage Writingsed. Kathryn Sutherlanchd Freya Johnston (Oxford: Oxford UP, 2017), 87.
‘leFayeJ ane Aust,d926s Letters
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carriage travel. The aftermath clearly parodies Romantic and sentimental texts that were
popular at the time,afdur | esques womenb6s excessive displ
hallmarks of many of these novels. This chapter sets out to investigate the relations amongst
bodily harm, carriage accidents, and sensibility. It unearths the significance of the darriage

those relations and how the vehicle connects (not always harmoniously) with sensibility,

i ssues to which | |l ater return to in Part |II
carriage as narrative trope. Whilst the title of this chapterenesnpes t he O6j uveni |
whol e, Il wish to focus the bulk of my analys
Freindshi p6Volumetm Séconsbtelmok 0As the only extended epistolary

piece that Austen finished in its entirety,
examples of Austend6és teenage writing. Her ab
with time-worn tropes of sdimental fiction to the point of absurdity, turning scenes of

sentimentality into comedy, showcases her acute eye for parody and how material objects aid

and abet her satiric wit. |l supplement my in
refereces to the vehiclebs deployment in her ma
vehicleds physical and structur al attributes
particul ar, I unpi ck ARridetardrPiejsidicenhere we villsee pony

its small stature and circumscribed access to extensive geographical space used to signal the
infantilisation of its patron, Miss Catherine de Bourgh.

Austen was not alone in her attentions to
illustrations exaltedthp haet on ( most prominently the o6t al
British fashion and industrial design, often depicting it as a symbol of modern fastiiving.

1796 William Felton, with great conviction,

® Fashion plates and popular satires depicting phaetons point towards the vehicle gaining traction circa 1770,
remaining in use until motor vehicles presented tangible competition to the popularity efitewsevehicles.
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yearsé deservedly been regarded °Betont he most
attributes this high praise to its unparalleled contribution to health, amusement, and fashion,
and 6superior advantage of -whadgehdt nceasrstheoavgeer[ se]v
carriage inherited its name from the Greek n
Chariot and catastrophically lost control of the team of horses that pulled it. Eighteenth
century phaeton drivers were regularly paintexbss popular formats from visual print,
serialised fiction, and novels, as sharing traits (often negative) with the mythical Phaeton, in
particular his hubris. Female patrons of these vehicles were especially targeted for censure or
admiration, particuldy considering the pervasive attitude that conflated female mobility and
their traversal of space with their sexual availabffity.

Take, for example, the engraving OPhabton
Phabt on a 0 s -fehtleer ptume abthet mascudirie cut of her jacket indicate the likely
subject of this caricature was the politicadlgtive Duchess of Devonshit€Cindy McCreery
points out that women who engaged with the masculine world of politics frequently found

themselves the sulgjeof satire, often painted as depraved for abandoning traditional female

6 William Felton,A Treatise on Carriages: Comprehending Coaches, Chariots, Phaetons, Curricles, Whiskies,

&c.: Together with Their Proper Harness, in Which the Fair Prices of Every Article Are Accurately, Stated

2 (London: J. Debrett, 1796), 68.

"Felton,268T hr oughout this chapter, and indeed this part
volumes of hisA Treatise on Carriagepublished 1794 and 1796. | also rely on a later work by William Bridges

Adams titledEnglish Pleasure Carriaged837), both of which greatly inform my technical understanding of

eighteenth and early nineteenth centuryiagas.

8Bobker, 6Carriages, Conver s alurpahthe camplex gehdeBpeliidcsofme nt a |
cariiagedriving in Part Il of my thesis. However, a common parallel was drawn between fast vehicles and

debauched notions of female sexuality and sexual availalftifyker notes that this connection was especially

prevalent in the context of singleandmn i t € women making use of vehicles f
to whoring was especially strong for hackney coaches, and linguistically overdetermined: hackney fif@aning

hired or icommor (derived from the Old Frendiaquend) is a homonym of #h name of the London borough

where there were many brothel so.

9 See the Royal Collection Trust exhibition notesThe Conversation Piece: Scenes of Fashionable Life

London, 2009. Available dtttps://www.royalcollection.org.uk/collection/400994Apence of-walessphaeton.

Accessed 10/01/2020.

®The accompanying notes for this image by the Britis
Political and Personal Satires in the Bhitis Mu s e u mé, V, 1935, indicates that t
coronet suggest the figurebts | ikeness was based upon
compares the satire with the prol ogué¢hef Gant bmendyp dsa
in 1778: fA6Tis now the reigning taste with belle and
A female Phaeton all danger mocks, / Haat, hafp et t i coat she mounts the box.
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roles* Mc Creery al so notes, h o-awbivatemt attitudeht@evard at i r i C
their subjects in print, they are not wholly censorious, but somewhat admiring, too. By

driving herself and thus claiming the privilege of this masculine prerogative, Phaastona

disrupts the status quo, inviting the satirical gaze to softly admonish her, manifested here in

her overblown hairstyle that replicates popular caricature style. Bi@ksnes of her
headdress echo the scale and angle of the ca
Phabtonads slim figure is overwhel med by the
cycle of selfexpression and setfonstruction via material ¢géct that diminish and oppress

the self. At the same time, the interesting play on perspective acts in the opposite manner
whereby the diminutive horses deflect attention from them and back toward herself,
simultaneously increasing her stature and ourgpti@n of her importance, thus

counteracting the parodic elements of the print.

11 Cindy McCreeryThe Satirical Gaze: Prints of Women in Late Eighte€@¢intury EnglandOxford: Oxford
UP, 2004), 14142.
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Figure 1.1:°haaetona or Modern Female Tt 76) depicts a lady extravagantly coiffed
and adorned with ribbons and ostrich feathers, dressed in fashionable drivieg.cldta
side panel of the phaeton is decorated wi"
Photographeavith permissiorfrom the Lewis Walpole Library at Yale.

Turning to the phaeton of o6Love and Frein
satire operas less ambiguously than in prints suclPhasetonal preface my literary
investigation in this chapter with a rigorous technical overview of the vehicle that takes
centrestage of thisofthiscaset udy, t he phaeton. As we shall
constuction was critical to its cultural and literary representation. Phaetons were a richly
diverse class of vehicles that catered to every taste imaginable. To showcase this variety, |
map my technical investigation onto the changing vehicular needs dfitheept on 6 s mo st
prominent patron, King George IV. | also draw upon art and visual caricature to illuminate
the phaetonds status in the consciousness of
contexts, as | show, hel pitngeinvake theephgetonrnto how Awu

add shade and depth to characters, functioning as an economical means of characterisation
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that Austen | ater cultivates and finesses th
the phaeton coal esuieu safety cecord,cas & fétat cragheprodied tied s d

frequent phaeton disasters reported in national and regional newspapers. As Juliet McMaster

notes OLove and Freindshipbé is key evidence
sensibility,and b h a | | explore this notion in relation
6Love and Freindshipé, Laura and Sophia, exh
feeling following the phaetondés overturning.

The highs and lows of fashion

As | noted in the introduction to my thesis, the creation of a carriage was largely a
collaboration between coachaker and prospective buy8T he patronoés i nput
from purely cosmetic elements in design like interior and exterior embellishments, to
fundamental construction features such as the method of hanging the body to the carriage
itself. Some carriages (for example the gig which | discuss in chifypéey allowed for a
greater range of possibilities in terms of structural customisation angadtion than others,
and the phaeton falls high upon this spectrum of mutability. The primary considerations
before creating a new vehicle were, as William Bridges Adams enumerates in 1837, the
purposes for which it was being builfor example would ibe employed on long journeys,
need to accommodate large families, or employed as a leisure vehicle in toavtnost
i mportantly, how much draught will be requir
equated simply to how many horses wouldibed to draw the carriage, and the required

magnitude of their power outptftFelton, too, cited this consideration agrancipal

12 Juliet McMaster,Jane Austen, Young Auth@urlington: Routledge, 2015), 126.

B refer here specifically to carriages intended for
as postthaises, stgecoaches, or hackney carriages.

14 Bridges AdamsEnglish Pleasure Carriaged41.
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determinant in how a phaeton was constructed, and as | shall presently show, the proliferation

of phaetorclass vehiclesis i zes and forms Omore various
broad range of tastes and needs were accommodated byncakers'®

The prominent physical features observable in all models of phaetons, regardless of
the vehiclesize, combined to createuaique silhouette. The phaeton occupied a middle
ground between smaller vehicles built for
carriages admired for their aesthetics and intended primarily for spectacle rather than travel.
According to Sir Garrad Trwhitt-Drake, the phaeton was one of the first vehicles to have
been designed for the owneriver rather than for a coachman and owp&ssenger;
logically, phaetons could thus be grouped with the common and fashionable light carriages
gigs, curricles, ochaises® Indeed, as Felton enumerates, each of these vehicles followed an
openbodied format (with the option of adding a hood or covering should the owner wish),
and these bodies were subdivided into the principal formspstep, halpanel, chaiback,

and tubbottom?” However, unlike gigs or curricles which were characterised by their two

t

wheels, the phaeton boasted four. Furthermore, whilst the height of these vehicles would have

been subject to a degree of change at the behest of thefhgeigns harboad the unique

h ¢

gual ity of being available toipmakhaee O60bbdWw

phaetond8j zemdddlaed | arge or O0high phaetono.

F

concerned the met hod of -bobyaotheimechgabical carmage af f i X

underneath, most popularly in the crarexk and perch styles (see Figures 1.2 and 1.3
respectively for examples of high phaetons fashioned in these two methods). Each style of
hanging had its aesthetic and practical merit® large perch phaeton was lighter and thus

more nimble thanthecramee c k, and the positioning of t

15 Felton,A Treatise on Carriages 796, 2:68.

% Garrad TyrwhitDr ak e, 6 Car r i a g daurna of ithe RbyaleSbciety of AdS®, nor 4865 ,
(1952): 174.

17 Felton,A Treatise on Carriages 794, 1:44.
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its greater balance. Contrarily, thecrane c k was &éon every other ac:«

for their ease of use asdperior appearancg.

PlateSXX L

Figure 1.2: A large crareeck phaeton. This version of a phaeton is particularly suited to
gentlemen travelling larger distances due to its commodious luggage space. See volume 2 of
F e | tAoTreétise on Carriages3-5, for image and contextual not&eproduced courtesy

of Getty Research Institute.

Plate NXXTT

Figure 1.3: A perch high phaeton. This style is not only lighter than the-oemhe it is also
possible to be built to larger dimensions. It is, however, less manoeuvrable than is crane
neck counterparSe e v ol u me AZreatide or-Carriages0-B ®r image and

contextual noteReproduced courtesy of Getty Research Institute.

18 Felton,A Treatise on Carriages 796, 2:73.
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The enduring popularity of these vehicles was due, | argue, to their rich variety. As
the tastes and needs of the &ughanged over time, a phaeton carriage was always ready to
meet these new preferences and circumstances. Much like modern motorcars, eighteenth
century vehicle silhouettes changed according to the latest fashions. For phaetons, this
manifested itself ithe height. Indeed, the favoured phaetons of George IV reflect the
vehiclebs flexibility. Throughout his | ife t
areas of lifeln a biography that distances itself from previous censorious explorations of
George V as dilettante and ineffectual monaréh,A. Smittd s -evaleation of George IV
and his contributions to Briasaiadokrawltaeadada
and discri minat iHigfriepdthe Duchessmff Devdrires(theavery sande.

Duchess of Devonshire depicted in Figure 1.1) wrote in a private memoir in 1782, that not

only did the prince have a fascination with fashionable and lavish dress that bordered on
0tawdryd6, but that o6éhiat ipeenr stoen, h ahs smedtr ewsist, h éa
t hought &Inadeddi Gebrde yVowas notorious for his conspicuous consumption, from
ostentatious building projects like Carlton House and later the pomp and pageantry of his
coronation in 1821, much of his energgswchannelled to projecting a certain-selfge that

diverted attention from his political shortfalls.

Consider this image of George, then Prince of Wales, by George Stubbs (see Figure
14).The two magnificent hor s e setontominatevhe!l | dr aw
composition. Their sleek black coats and black and red harnesses match the smart livery of
the portly groom and the elegant vehicle itself, creating a sophisticated sense of continuity
and harmony. This image would have chiefly appealedt he 6édi scerning eye

fashioné, who would recognise the beauty and

9 E. A. Smith,George IV(New Haven: Yale UP, 1999), x.
20 Anecdotes Concerning HRH the Prince of Wales (1782): Bessborough, Geprgthn289892.

38



as a reflection upon the taste and expertise of the Prince hifmaadfy Egerton interprets
Stubbbés approachy tpaitmteed®Prama edphdlgat er edd p
vehiclebs 6édebut, on a fine morning, with Sa
the full glory of his scarlet coat with gold
(named Fino) plafyl posture seems to salute the new highflyer phaeton ahead of its first

outing?? The conscious styling in this scene was an important means of projecting an image

of the Prince as a sociable man of fashion, unconcerned with or even rejecting the regal
extravagance and overindulgence he was known and vilified for. More than justex ofaak

keen sense of style, the phaeton, as an odrezn vehicle, plays an integral role in the

formation of this tasteful identity. With a quiet sense of dignity, George is seen to be modest
enough to drive his own conveyance and the luxury and oprlgfiroyalty are consequently

erased only a discreet reference to his position can be found in the silver arms on the

blinkers of the horses. Stripped of the unsavoury princely pomp he was known for, the Prince

of Wales is recast simply as the epitomelegance, fashion, and taste. Moreover, in

empl oying the phaeton to render the Prince i
phaeton itself in much the sam@apway e or @mowiem
and encouraging desacralizeterpretations of the phaeton as a marker of genteel taste. The
portraitébés composition furthers the phaetonod
horses urharnessed from the carriage itself, and both the figures assuming relaxed, almost
casualposes, the scene is imbued with a sense of stillness and calm. The sole reminder of the
sheer dynamism and power of the high phaeton, | suggest, is expressed in the energetic

posture of the little dog. Reared up on its hind legs, Stubbs captures the @nisna e vi d e nt

226The Conversation Piece: Scemdrmstnd, Fashionable Life
https://www.royalcollection.org.uk/collection/400994/pence of-walessphaeton.

22 Judy EgertonGeorge Stubbs, Painter: Catalogue Raisoiéw Haven; London: Yale UP for the Paul

Mellon Centre for Studies in British Art, 2007), 178.
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vitality mid-pounce, a burst of movement in the otherwise still tableaux that anticipates the

phaetonbs capacity for exhilarating moti on.

Figurel. 4: George Stubbsdé6 The Prince of Wal esod:
the Royal Colletion Trust.

With his I ove of rich food (in geathat quan
precluded him from making use of highflyer phaetons in his later years. As King George IV,
he was no longer able to mount the high phaetons of his {eiwdlone drive one, and instead
it became necessary for him to commission a
bigger than those of a bath chairdé (see Figu

phaetor? Tyrwhitt-Drake notes the genefala s hi on of the era reflect

2Tyrwhitt-Dr ake, o6Carri ages and Their Historydo, 174.
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preference, and indeed the phaeton made a transatlantic leap to biee@omeular and

el egant choice of wvehicl e f #§Amerdcancoachnaens wo me n
devel oped theatcomgvetdi aed tmadli ti onally asso
the carriage, into a more angusilhouette composed éfst r ai ght | i n%®ls and r
Britain, the circumstances via which this model became popularised, and the clientele that
favoured it, meant that this conveyance was devoid of any of the more noble or daring

gualities inherent to the highflyer. Culturally impotent by comparison with its lofty

counterpart, this low phaeton, as Felton notes, was purchased principally by thentintine
infirm: &é6the infirm, because they are easy o

to escape fronf®in time of dangero.

Figur €heKingdb: proi nted by C. Hul | mandel (c.1830
pony phaetonallowed easy access to the interior for those with limited mobility. Reproduced
courtesy of the Board of Trustees of the Science Museum, Science Museum Group
Collection.

2Tyrwhitt-Dr ake, 174; oO0Ladi e JheHibgl8K191PhNew Yoo0, n@a&@ Pair 6,
Septembe1878): 298299.

B9Ladi es o6t oParakn dP hPacei r 0.

26 Felton,A Treatise on Carriages.796, 2:82.
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Austen taps into the | ow (or pony) phaeto
charaterisation of Miss de Bourgh, daughter of the arrogant Lady Catherine de Bourgh in
Pride and Prejudicd 1813), who we are told rides by Mr
phaet on &'Mis dp Bonrgheappéars as one of the many obstacles daitireof
Elizabeth Bennet and Mr Darcy, and Austen devotes scant time to describing her character
and appearance: hence we are told little mor
6crossd, and a shockingl ye&dOuhimgamMd Lmall & sad
the Bennet family, however, Austen deploys the pony phaeton to add shape and substance to
her spartan description, exposing a double bind between the characterisation of character and
carriage as they each work to defthe other. Questions posed by MBgnneto Mr Collins
reveal Miss de Bourgh was oOprevented. .. fron
accomplishmentso6é6 that would be expected of vy
hers, and that she has not yet beeseed at towf. Miss de Bourgh, then, exists in a
circumscribed world both mentally and corporeally, being too ill to actively participate in her
education and society life. Although access to, and ownership of, a carriage and its provision
of mobility often correlated to economic and social powsomething | investigate in
relation to the characters Bfmmain chaptetwo) Mi ss de Bourghoés use
operates to the contralyow phaetons were often restricted to use in parkland, a mimiatur
and manicured territory removed from the hustle, bustle, and speedanf centresAs we
know, Mi ss de Bourgh drives her phaeton by M
is that his humble parson®gei ngsoPaphkrahed b
resi danscesd.de Bour ghoés mo bondmiy éxtends litlefdrithere r p o we

than beyond the boundaries of her family home and hénmat 6 s aut hor i ty. Mi s

27 Jane AusterRride and PrejudicéOxford: Oxford UP2008), 51.
28 Austen, 50, 122.

29 Austen, 51.

30 Austen, 50.
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is, in a sense, rendered perennially infargdisand such a depiction is ratified unknowingly

by Mr Collins who remarks that her governess still resides within Rosings'Batikn C.

Waller comments on the eighteertdntury propensity to rely on an essentialist doctrine in

which the illustrious gesalogy of a family ensured their cultural dominance over those of

lower birth?He notes the irony of Lady Catherine d
daughter, had a natural talent for music despite never learning the art simply due to their
exalted birth, and | suggest Austratnwomens at i r i
similarly operates t hréidhegrage Mistensreates is @mostr g h 6 s
comical; Miss de Bourgh, a woman with the potential for great circumstance but none of the
faculties or vigour to realise such a position, circumnavigaée home like an adult child in

a carriage that is unable to offer her the power that comes with true mobility. Through its
associations with a woman deficient in physical and mental vitality and beauty, the self

reflexive nature of the carriage broudnt to the fore agdusten presents the low phaeton as

equally stunted in its cultural and social consequehice.phaetomay have the benefit of

high-ranking patronage, which does impress the sycophantic Mr. Collins, but the more sharp

and discernig charaters of the novel are able to sidestep the intoxicating influence of high

birth and a fashionable carriage to see Miss de Bourgh and her phaeton in their true light. As
Elizabeth Bennet cries at the violent uproar caused by the arrival of the low pbatsice

the Collinsd parsnage, O6And is this all ?ad6.

31 Austen, 51.

2John C. Walitue:rideas 6f Beneration and the Eighteedtb nt ur y The Jedredsofé , i n
Generation: Reproduction in the Long Eighteenth Cenflioyonto: University of Toronto Press, 2015), 100

1109.

33 Waller, 100.

34 Austen,Pride and Prejudice122.
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Fast Driving, the high phaeton, and the issue of safety

From the midcentury onwards, when high phaetons gained traction as the sporting
vehicle of the day, a pormpcehtedwhatwoedbacomedhe of t
two hallmarks of phaeton carriagiegheir height, and the speed at which they could be
dri ven. I n an era characterised by the accel
concurrent evolution in carriage consttion, the restrictive boundaries of vehicular travel
were continually shattered, and the nation became increasingly obsessed with speed. With the
coaching industryds challenging of past meth
mobility could ke realised by innovative design, and the daring aesthetics of the highflyer
tested the possibilities and limits of vehicular travel during the heyday of the transport
revolution. More pressing than the ewrcentric
the concerns for safety that stemmed from the sheer volume of accidents involving high
phaeton carriages. The combination of extreme height and equally extreme speed contributed
to the prevalence of phaet onkilohadisgtbahr s , but
vehicle and horses were equally culpable.

The vertical dimensions of these carriages increased to dizzying proportions. As
Tyrwhitt-Drake explains, the phaeton was unrivalled both in its eccentricity of design, and
unsurpassed in haig* Although the extreme height of a phaeton was, at the time,
considered aesthetically pleasing and the pinnacle of fashion, highflyer phaetons were not
exempt from censure or satifthe New Fashioned Phaetanprint published in 1776
(Figure 1.6), laapoons the peculiarity of high phaetons, showing off their dependence on
spectacle over functionality. The image depicts a high phaeton drawn by a pair of horses

stopped outside a townhouse, its body is drastically elevated abovecthanitatarriage

S Tyrwhitt-Dr ake, o6Carri ages and Their Historydo, 174.
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onan expanding lattice i ke spring t o t hefloanwindgMi®fronothe t he h
window, an elegant woman is handed into the phaeton by thelsesied male passenger.

The most salient aspect of this image, though, is not the comically easeghearriage itself,

but the spectacle it has created. Such spect
extravagantly large ostrieleather plumes that adorn her stacked hairstyle. Onlookers of all

ages have been drawn from the street and within #ehouse itself. From the doorway, the

smaller of the two figures stares upwards, mouth agape in awe of the conspicuous pageantry

of the scene, whilst the female figure raises a hand upwards in astonishment. The small boy

in the forefront pointsandraisesi s hat i n appreciation, a post
childhood memories recalled in his essay on carriages, of looking up in respect and
admiration for the phaet ¢Mheprnhidirsdrieedwiththeo f t i ne
Latin phtase AdSAstrad, or Othus one journeys
Aeneid In its original context, the phrase (spoken by Apollo to lulus) references victory in

war and the godlike courage that will raise the victorious to the heavens.dtstiion in this

caricature, though, playfully mocks the grandiose-iseffortance of highflyer clientele.

3¢ elaborate on some specific codatilding terminology in chapter three; for the sake @fremmy, | am using
William Feltordrmged tad ilte sktaed,ertmo 6refer to the mechar
of the carriage would have been hung and from which the wheels would have been attached. See William Felton

A Treatise on Carages(Debrett, 1794).

37 Hunt, Coaches and Coachind1.
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Figur@ha&. Bewod F a s h i(1d76)eRhotdgraphes with permission from the
Lewis Walpole Library at Yale.

Driving any form of wheeledehicle drawn by horses was an inherently precarious
affair, and regardless of coaoha k er sd i ntel |l i gent engineering

was impossible to eliminate all risk. The nature of the animals was something that could not
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be accounted for; as Ewers explains, horses were flighty creatures liable to being spooked,

and on occasions of accidental contact between their hindquartdtseeaswhch framework, a
horseods general reacHTihen swmdsttyo oif n@ar evaeshea cil ted
depended upon the expertise of the driver, which involved both their skills irhemrdéng

and their understanding of the mechanicthefvehicle they drove. The uniquely tall
construction of highflyers posed the greates
authorities were in consensus that the vertical dimensions of the carriage were one of the

primary causes of the numeraquisaeton disasters. Felton f or i nstance, warns
shortdé innaecki@ghestr amyg the height of the bod
should oversetdé, and Bridges Adams noted ret
designkéd its £°8shauldbe stressed; thaughtthe physical properties of

the high phaeton were not in themselves the root of these disasters, but the fact that its design

i mpi nged upon the dr i v éarsess TyaviitDrake tdegcridesthes af el y
inconvenience drivers would have had to over
high seatdéd, whilst Bridges Adams, with conte
vehicle renderedfibel 6dctandf edenvihgtdit he 0Op
their horseso6 was | ess e*iThebe dzopunts place asimucle t on 6 s
emphasis on the occupant as the conveyance itself, to the success of a journey. For example,

the challenge of reaining in the vehicle, particularly for those occupying thesprung seat

habitually reserved for a servant (an ostensibly tricky position transpiring from thoughtless
design), was said to have O0r eqgdanceratfied] as muc

thedtreo.

38 Chris EwersMohility in the English Novel from Defoe to Aust#voodbridge: Boydell, 2018), 146.

39 Felton,A Treatise on Carriages796, 2:73; Bridges AdamBnglish Pleasure Carriagef37.

OTyrwhitt-Dr ak e, oO6Carri ages and Th EnglishPleasare @arriggé47. 174 ; Br i d
41 Bridges AdamsEnglish Pleasure Carriagef37.
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The virtuosity and poise of a driver was paramount, though, not just in terms of
commanding a pleasant ride for themselves, their passengers, and the drivers with whom they
share the road, but in reinforcing their s@lésentation to theublic. Although my following
example takes place in a tilbury carriage (a-tWeeeled vehicle much like the gig of chapter
three), this scene in Mar gueifheMagicBhters si ngt on
(1823) demonstrates the role of skilled dutyiin sociable settings that would have applied in
equal measure to phaeton drivers:

The line of carriages is now broken by a tilbury, driven by a city Dandy, who

has chosen the Park to make his debut in as a whip: the horse becomes restive,

and the wanof skill in his driver excites the ridicule of his more dextrous

brothers of the whip: the tilbury is entangled in the wheel of a coach, which

causes a general stoppage; heads are seen emerging from the windows of all

carriages round, anxious to ascerti@ cause of delay; and the ladies in the

next carriage are between alarm and anger, almost unintelligibly vociferating

from the windows to their servants to let them out; while their terror only seems

to increase the merriment of the surrounding crowd,targive fresh impetus to

the unfortunate Dandy, who is malagéthe advice of all thetayders, with one

hand reining back his impetuous steed, and with the other urging him on by

applying the whig?

Bl essington highl i gh tsshe mdinecaudeaithdsycamsnotiorwa nt o f
despite the instability of the tilbury; all tasheel vehicles, and indeed the feauineeled
phaet on, increased the |ikelihood of acciden

and understand the basics ofieg commands confusing the horse with a command to stop

42 Marguerite Blessingtorthe Magic Lantern; or, Sketches of Scenes in the Metrgjaliglon: Printed for
Longman, Hurst, Rees, Orme, and Brown, 38338 35.
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while simultaneous!| y 6 U isgfathrihg éause of anfaccidemtzandd wi t
a social faux pas. Blessingtond6és dandy i s mo
the substace of skill which, as | enumerated in my introduction to this thesis, was an
epidemic that infiltrated many arenas of the eighteenth century and satirised through a
vehicular lens. The reactionof passergy , on f oot, other @di,vers o
and passengers such as the vexed | adies 6voc
the extent of his blunder in social terms. Whilst nobody here comes to harm, the hubbub
caused by the unfortunate and terrified dandy is practically comesdligidptitude behind the
wheel parallels a sociability solecism that ruffles the feathers of other drivers adhering to the
rigid order of Georgian politeness. Later, however, the stakes are raised, as Blessington
describes more dire outcomes from poor aigvskills:

All is now alarm and confusion, for the tilbury driver, with his restive horse, again

appears, and now excites more anxiety than he formerly did merriment, for his

vehicle being disentangled from the coach, and his horse feelingstina@int

removed, sets off with a rapidity that spreads terror all around. Nothing is to be

seen but horses plunging, and drivers and equestrians all endeavouring to avoid

the same dangerous conté&tct.
This time, the reaction is much less jovial, andsib&al indiscretion of bad driving is no
longer the greatest cause for concern, but the safety of the general public. As well as the
driverdés deficient skill, the wuproar is al so
horse, pulling a verydhtweight vehicle, accelerates through the park. The episode

culminates with the excitation of tangible fear and sympathy for the dandy when the crowd

43 Blessington, 37.
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perceives the very real danger they and driv
occurr edndg,t oBll edsesscr i bes t he debacle as a ser|

Similar to the tilbury, the phaetonds phy
the inexperienced or inattentive driver. Yet, considering the fact that the phaeton was
designed for those whareferred to drive themselves rather than by a ca@schman, the
inexperienced or inattentive was precisely t
newspaper reports of owndriven phaeton accidents are abundant such as this account of a
mo t h e r édsreadiens ta flighty horses:

Yesterday afternoon as a Lady was driving a high phaeton near the King

Bohemi ads Haraah,withTher two thédren, maid, andapg

attended by a servant behind on horseback, the horses, without any other carriage

being near them, turned out of the road, which the lady not attending in time,

they were overturned in a very dirty part of the road, and the whole family

almost smothered with mud. The lady and maid were much hurt, and one of the

children, about three ges old, was thrown upon the bank by the maid, by which

its cheek was cut, but its life in all probability saved. Some of the inhabitants and

the company from the tavern took every means for the relief of the distressed

mother; and she soon had the neved the surgeon had pronounced the

chil drenbés bones t osidherhappimessafter tteefright, t o ¢ o mp

Chloe, the laglog, was brought safe to her arfhs.
This account, likely fictional though modelled on countless real events, initially appears less
focused on the upset of the carriage, but th

the safety of lapdog present a sardonic commentary on thetipaai the mother. The

44 Blessington, 38.
45 Middlesex Journal and Evening Advertis&® April 1775, no. 945, 17th8th Century Burney Collection

Newspapers.
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wellbeing of her children, whom all remain anonymous, excite little apparent reaction from
the Lady, a far cry from her attitude toward the lapdog. The animal usurps the position of the
Ladyodos children i n mane bu lylbeng thefirsttabe raterned oo n e d
her arms following the acciderfthe status of lapdogs, as neither object nor person,
complicated their classification as property, an issue that was subject to debate for much of
the eighteenth century. Indgroposals to institute a tax on dogs, which as Lynn Festa
points out would reategorise dogs from beloved entity to mere chattel, reached
parliamentary level as a means to combat national problems ranging from increased cases of
rabies to wasteful expéiture on food lavished on dotfsThe luxurious lifestyle that elite
womenods | apdogs habitually enjoyed positione
indulgences in times when a large portion of the population were living in poverty, and speaks
t o aewn diokslty mi spl aced ¢ @ertaing, oor phaatodriyingover per s
mother appears guilty of participating in a hierarchy that prioritises her pet over her own
children.Further, since the lapdog was often regarded as a powerful symbol of cossuyme
much | i ke the phaeton itself, the Ladyods pre
consumption over her childrenés wel fare is t
prioritisation with luxury and pleasure over moral duty.

As | have shownrestive horses were a considerable factor in many carriage accidents.
Ewers notes that, due to the stress placed on horses working in particular on commercial
vehicles such as the post and stagecoaches o

(approximately dur years) resulted in a large volume of young and inexperienced horses in

%Lynn M. Festa, OPerson, Animal, Thing: TElmeerith7 96 Dog
Century Life33, no. 2 (2009): F-esta notes several bills debating a tax on dogs were quashed over the century,
including proposkin 1755 that was brushed aside due to upcoming general elections and the start of the Seven
Year sd war; a debat e btaxtibtook pldce in 15¥68; aRl@gtak waa pnagposédtoon a d o
Commons fAto ease the p@9writersaol ks 0Gé mt IMa m@rbposbd/aMakg a 2 inn &
on dogs; and finally William Pitt passed a controversiatdogbill in 1796. See especially pages 6 and 36.

47 Festa, 14.
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circulation?® Unlike the case in theliddlesex Journalnotall phaeton accidents avoided
tragedy so lightly, and terse reports of far more serious cases, often due to the taigpeedic
behaviour of the horses, are equally plentiful. Bhe J a me s 6 w®r iCthe o ntiltdte OL a
Week Lord St. Laurence was flung from his high Phaeton, near Dublin, by the Horses taken
Fright, and KUhlded omnm mihar S gddenthappenedaatihee s, 6 A
First Consul [ ] in a phaeton drawn by four
high blood ran off, and their progress being soon obstructed by a bank, they were thrown
d o w PP Driving a vehicle capable of rapid speedl&kphaeton was an inherently
precarious affair. Ewers also notes tiséipuld a horse spook, carriages were not equipped
with sufficient apparatus to brake or curb s
by galloping hor seve@® wiitthouthebraslsestamade of
invariably not fast enough to avoid an accid@fthe skill of a coachman to overcome the
shortcomings of carriage design cannot be overstated in its importance to the safety of
carriage and roadsers. Inded, hese accounts, though ranging in the gravity of their
outcomes, are all testament to the paramount
proficiency in avoiding disastéf.

Of course, phaetons were driven at intentionally dizzying speeds as vezlalathey
were designed for this specific purpose. Evidence suggests that the nationwide love for fast
driving was a particularly British fascination that began long before the old parish roads gave

way to modern turnpikes in the mogntury. Cesar Saus®, visiting from France on a tour

of England between 1725 and 1729, mused on t

48 Ewers,Mobility in the English Novel from Defoe to Aust&A6.

®St. Jamesds Chroni cl &2 Aprill77% mo. 2826,i1%Btls CentliywBarmmey ng Po st
Collection Newspapers.

6 For ei gn |ThaEarbpedn tylagazmand ldondon Revievay 1803, no. 43, British Periodicals.

51 Ewers,Mobility in the English Novel from Defoe to Aust&A6.

°2 Phaeton catastrophes were not isolated to large cities such as London but reported nationwide and in various
regional papers.
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horseback in England it is always at a trot or a gallop, and Englishmen hardly know what it is

to go at & Twoderadds fatemptiee d #@s, the surge in turnpike roads radiating

outward from major cities like London at ensured greater speeds could be reached thanks to
smoother road conditions. At the same time, the possibility of experiencing such speeds

spread laterally from mayj, wellkconnected cities, to hitherto immobile regions of the
country. O6Views of Londondé (1798) by Rowl and
turnpike roads. In the background of the print, life within the confines of the city perimeters
seemsstationary, a likely consequence of congestion similar to that satirised by Blessington

in 6The Parké. Even the figure mounted on a
abruptly mobilised carriages on the turnpike road that are juxtaposedtad@ urban
stillness. The urge to test oneds speed agai
recorded byT'he London Daily Advertiser and Literary Gazettel 751 which involved the

driver of a small vehicle and single horse returning to the capital where, in the act of passing

an acquaintance, O6a Race ensued, i n which he
one of Hi oB&webnsl75Bindd & @ an.even greater surge in the expansion of
Britainds transiotf tseyns tteemsmeodc coutrurrendpi ke mani a
extending and crystallising the effects of the previous transformative pefidd.e phaet on 6 :
popularity as dashionable carriage skyrocketed in the 1770s and the ensuing increase in their
production could well account for the increased number of crashes involving phaetons. My
research reveals that this correl agandn i s tw
dangerous thoroughfares in favour of Turnpike roads instigated a shift in vehicle design as

coachmakers responded both to the drastically improved road conditions and the emerging

53 César de Saussure and Van Muyden (MadanmfeFpreign View of England in 1726729: The Letters of
Monsieur Céar de Saussure to His Fam(aliban, 1995), 182.

546 N e wendlgn Daily Advertiser and Literary Gazetfie8 June 1751, no. 88, 17th8th Century Burney
Collection Newspapers.

55 Ewers,Mobility in the English Novel from Defoe to Aust2a.
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new tastes of their clientele. Smoother, more uniform road sunfedesed the likelihood of

a carriage sustaining damage from the deep ruts and other obstacles characteristic of the old

road system. The sturdiness and structural durability of a carriage was, as a result, no longer

the sole priority, and the energetic @sfment in carriages designed specifically for speed
reflects the coaching communityos coensumer p
moving carriages over their cumbersome predecessors. The creation of these new vehicles to

suit this increasing uemcy for speed was often undertaken at the loss of structural safety,

and so it was not simply a case that there were greater numbers of these vehicles, highflyers

outstripped the competiticandfell short in their structural integrity.

Figure 1.7Thomas Rowl andson, 6Views of London No
Tyburn Turnpike with a view of Park Laned (
phaetons, Rowl andsonés image il lustrates t he

wanon speed. Reproduced courtesy of the British Museum.
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Phaetons, as the Osportscarsé of the Geor
revelled in the 6f e a’tAsieffreystheappsenumeratesinhigdr i vi ng
essay on the anthropology of spgeand thrill, lust for speed and the inflated sense of ego that
often accompanied wild driving -(skecpowénsdhn
paved the way for terrifying encounters between vehicle¥8B)y. ances E#®linaney 6 s
(A778)iasi gni fi cant i nf | uiemaspablisbed duAng the memod e wr it i1
drastic national road expansion and coincides with the growth in popularity of the highflyer.
References to phaetons appear adivgding and indeed Burney dramatizes oneifi@ng
encounter between high phaeton drivers. Lady Louisa recounts that Lord Merton, in imitation
of the mythol ogical Phaeton O0drove so monstr
6out of her sensesd, °dordiMehas, thougherafhinsirans o6 qui t e
acknowledging fault at his fianc®ebs di scomf
his rash choices on the road are revealed further by Louisa, who cries

Oyou wi ckedilcrneuastturtee lylouyloiwooneahé@6t nghi Mha:

how abominable he was! do you know we met Mr. Lovel in his new phaeton,

and my Lord was so cruel as to drive against ite really flew. | declare |

could not breathe. Upon my word, my Lord, I'll never trust myself with you

again,j lwond i ndeed. 0
Mertonds disregard for Lady Louisabs safety
often-negative experiences of carriage travel at the behest of their male peers who drive them.

Burney reveals female distress to be the unimportdlatteal damage to this specifically

56 Thrupp, The History of Coache§3.

SJeffrey T. Schnapp, 6Cr as hModesnsm/Elablersts ncEN(@OBM 8. of | ndi
Schnapp posits that driving as an act of ts@leking creates an addiction loop of hyperstimulation that requires

a devastating crash to initially crystallise and thus validate the hyperstimulation of the drivisgcandarily

to interrupt the cycle to regenerate a new cycle of hyperstimulation. See Schnapp pages 3 and 34.

58 Frances Burne)Evelina(Oxford: Oxford UP, 2008), 279.

59 Burney, 280.
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masculine form of pleasw®eeking, played out between male drivers in their bid to assert
their own dominanc®.Erin Mackie notes that the cast of male characteEv@lina
represent the major male archetypes thaelmeen represented in literature since the
seventeenth century. Mackie identifies o6the
Clement Willoughby; the gruff, indeed brutal
l i bertine, LordeMéecongephée] e%dhiethepemnbgdy Or vi | |
an array of the periodods elite -Hntrestednessni ti es
and assertion of power over the feminine that characterises the majority of th€e men.
Bur ney 0 s of inephaetoraayg thd vehicle of choice for men unconcerned with
worse, relishing in feminine discomfort and terror, the phaeton becomes emblematic of
masculine violencerurther, since the potential accident with gir@eton includes the
foppish,aspirational Lovel at its centre, the problems with phaetons as ostentatious displays
of wealth and taste are reaffirmed through this association between phaeton and fop.

Whil st Evelina does not pai ncharaaterinderour abl
l etters, Louisads disjointed exclamatory spe

that transcends the emotional and crosses the boundary into physical siftefing coul d nc

breat heoo6. I ndeed, heositsali sesal as6f ebeeeveha
you half killed me the other morning, with t
trauma, O6Al have not yet recovered from my f

your phaeton againstmy tod Me r £ loisidpereant to note that Lady Louisa is not

neurotic in her fears: dangerous phaeton accidents with greater consequences than a terror

®0 Female experience ofavelling in different vehicles in a range of contexts is examined in greater depth in

Partllof this thesis. Further, Burneyds dramatization of
women that play out within different carriages acrossitreative ofEvelinawill be investigated more

thoroughly inchapter fourin the context of gendered and specifically female experience of carriage travel and

carriage interiors.

61 Erin Mackie,Rakes, Highwaymen, and Pirates: The Making of the Modern Gentleman in the Eighteenth
Century(Baltimore: Johns Hopkins UP, 2009), 151.

62 Mackie, 151.

83 Burney,Eveling 285.
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requiring sever al daysd recovery are present
For instance, Mr. Geerly, whom Merton dismisses as an incapable driver, is late to an
engagement having had a 6little accidentd in
to piecesbo. Lady Louisa, stricken with a scr
from that point forwar@:

Above, I noted that the associations betw
phaeton positions the vehicle as an emblem o
approach to the phaeton and its involvement in violent masadimgities was more layered.

The use of a phaeton carriage would not instantly categorise its male patron as violent, rather,
this characterisation was predicated in equa
and skill while commanding the ranAcrosghe narrative oEveling Burney sets up an

interesting juxtaposition between the patrons of high phaeton carriages. Axidérand

Prejudicd s Mi ss de Bour ghBwumme yn®&s @omtyr gphtaeft omgt
self-reflexive relatonship between a carriage and its owner. This works so that initially, the
personal traits of the owner are interpreted and amplified through the vehicle, but also the
abstract qualities of the carriage equally inform the characters of those that dmvértiiee

first instance, Me r t o-opdnanship ggpinst MrsLovdllalso in@ao mp et |
phaetori echoes the hubris of the mythological Phaeton and adds strength to the prevailing
characterisation of phaeton drivers as both reckless dnuingedrtant. This is encapsulated

in the following comedic sketch of a duel that transpgedn consequence of a
Epsomdé brdweremdandrives a mighty phaeton, and a distiller driving a small

0 b u gThg diiver of the high phaeton, whiatas drawn by a stately team of four horses,
6desired the ot heBuggytwbooutwfdhe way, but thenhunhble Bugdy e

hadspirit enough to resent the contemptuous language of the proud Phaeton, who was quite

54 Burney, 286.
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ready tobrewarowé 6° Whilst a humorous report, the politics of driving in vehicles of

di fferent statur e, both physical and soci al,
is, it seems, accustomed to being yielded to by conveyances of less consequence, takes
offenceatte buggy drivero6s ignorance of soci al mo
the polite and gentlemanly love interest of Evelina, however, also makes use of a phaeton.

Unlike Merton, Lovel, and Coverly, whose obnoxiousness is simply compounded by their
association with the arrogantly coded phaet ol
goodbr eedingd transcends the ass&8mnithahandsafs of t
a restrained and correct coachman, the phaeton might reflect wedldvivér, showing how

the human at the helm could positively moderate perceptions of this notorious vehicle.

Orville shows great awareness of how a phaeton is adversely perceived as something to be
feared (o0lf the | adiesdwODitViktkrestinaodmgredrne
phaet on, mi ne shall be ready in a momentd),

via his slow and cautious driving reinforces the importance of conscientious horsemanship to

a pleasant journey. Mackiepoinr s out that Lord Orvilleb6s 6au
a foundati onal aspect of his genteel manner s
reassuringdé as she struggles to interpret th

masculinecounterpart§® As such, immediately following her journey with Mrs Selwyn in

Orvilleébs phaeton, Evelinads (misplaced) 1ind
be a great indiscretion on his pespectfuyy i s brou
behaviourd, and the phaeton is thus®T®ismultan

scene highlights the importance of striking a balance between polite conversational practices

%London Packet oingPosp2v Mdy 1786 mb4478, A F&tmCentury Burney Collection
Newspapers.

56 Burney,Eveling 283.

57 Burney, 2883.

58 Mackie, Rakes, Highwayen, and Pirates154.

59 Burney,Eveling 283.
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and physical action, as su@rwhilstdriviegGcentrijutests i ¢ a | S

his moral character just as much as his deference to Evelina and Mrs Selwyn does.

The Fall of Phaeton

The Prince of Wales, between 1788 and 1795, was in residence at Kempshot House a
mere five kil onfalyresidende m&tavenfon. 2\s Jecelyndarris notes,
with the Princeds proximity to Austen and he
royal satirei most notably concentratedo r t h a n g eJohn Phbrpédemadreadily
available’®Indeed, Harri s6s comprehensive chapter on
Wales, as well as several other royals, reveals that such satirical attacks can be located across
heroeuvrefrom her youthful writings until her last works, the incompl8snditonin
1817* Northanger Abbeys John Thorpe is perhaps Austeno:
the Prince of Wales, and Harris connects Tho
attitude to safety with Prince Georgedbds equa
Gi | | Thalabaf Phaeton Harri s finds evidence for this
embarrassing overturning in 1788 (which | discuss below), seeing it as the potential
inspirationfort he scene i n which Catherine Merland e
unsafe. | address the gigshdrthanger Abbein in my third chapter, but here | build on
Harrisd research i nt o Aupghactomdsasteriolyoavie saantd r e
Freindshipdéd, which | readtasnfguptbhedyewvifdeéemhme
On Thursday 19June 1788, it was reported in thi®rning Heraldthat the Prince,
whilst out driving alone with his mistress Mrs. Fitzherbert, wasutfifortunate victim of an

altercation with a public stagecoach:

0 Jocelyn Harris,Satire, Celebrity, and Politics in Jane Austeewisburg: Bucknell UP, 2017), 161.
"'See Jocelyn H&CRiIrs, eddChHameer Dead Drunk ®atreSatires on
Celebrity, and Politics in Jane Austérewisburg: Bucknell UP, 2017), 1eA11.
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The Prince of Wales was overturned in his Phaeton, on Monday night, at
KensingtonGore, chiefly on account of the furious manner in which one of the
Brentford stages drove into town. His Rbiighness, on drawing aside
suddenly to avoid the coach, snapped the bridle of one of his horses, and the
other going on with vehemence, overturned his carriage, by which he and Mrs.
Fitzherbert were both thrown out. The Prince sustained no injury, kst Mr
Fitzherbert sprained her anKfe.
The report generously elides any details that may have implicated the Prince in the tumble,
though it was widely known that he was a notorious teatker, performing such stunts as
ferociously driving his three sigteand their governess, Lady Charlotte Finch, into several
lampposts in WindsoP. The episode with Mrs. Fitzherbert was rich inspiration for the
peri odo6s sat iTheFaltosPhacmmad peapk the neost audacious in its

lacerating portragl of the Prince Regent and Fitzherbert (see Figure 1.8).

2 Morning Herald 19 June 1788, no. 2390, 17tBth Century Burney Collection Newspapers.
"3 Flora FraserPrincesses: The Six Daughters of Georgéliindon: Bloomsbury, 2013), 121.
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Fi g ur &he Eall & Phaeidiby James Gillray (1788). Behind the commotion and the

spirited horses, a surprised yokel and a military officer eagerly survey the scene, pointing
towards the ver public nature of the incident. Photographed with permission from Beinecke

Rare Books & Manuscripts Library at Yale.
Gillrayébés lively portrait depicts the myt

fall of the Prince of Wales from his high perch phaeton. In the foreground, the Prince falls
with poise and grace from his seat, with elegantly turned legs and pmagdut in a
grotesque and bathetic twist of fate his course is set headfirst into the exposed posterior of
Mrs. Fitzherbert. The myth of Phaeton was a particularly fruitful lens for Gillray through
which to critique t he ,Romhisoverédntitiomypnde,and unsavo
immaturity to his lack of moderation. For example, it was common knowledge that George

was frequently referred to as O6the rising su

his father George Ill as monarch, dddhaet onés act of driving his
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seen as a mythical mirroring of this premature, almost treasonous rite of pagsage.

Schnapp points out, the horses that drew Hel
the centuriesas¢h passi ons, and Georgeod6s heddnistic ¢
Phaetonds inability to maintain control of t
Georgebs reported slip of the reins in his o

egotstical preference for his own needs and comforts might have upon the monarchy, the
government, and the nation at large. The parallels can be drawn on an even more fundamental
l evel . Phaetonds primary moti vatreassarancen dr i vi
from his father, Helios, for his ambiguous h
misfortune of him being pronounced female upon his Birrerhaps his reckless thgill
seeking in the driver 6s s e aftstahiisinghisgendeged phaet
identity, as Phaeton attempted to secure his own origins.

Harris draws attention to Austenéd6s artist
satirists of the period, especially for her translation of grotesque elementsalfoasicature
into her writing”’l suggest that Austends i mplementatic
exaggerated character profiles of the four p

turn serve as the foundations for her burlesque of GdW¥rgad his phaeton crash later in the

“"The name 6Rising Suno6 for the Prince wkhesPriccedten t he
Grasse(1787) shows Edmund Burke, Richard Brinsley Sheridan, the politician Charles Fox, and Prime Minister

Lord North pointing to the sun rising over the rooftops while assuring the Prince, himself with a bright yellow

sun pinned to his blue coat, that debts would be paid, as the companion prime Prince at Clove{1787)
confirms. Prints purchased by t he NetCabmeticalBaldhcer t r ai t
(1806) directly addresses t heaniigKingiGeage Hl. Inuithegrantnteey f or a
feeble rays of the setting suirrontaining the royal crowin sinks behind the north pole of the globe, while the

bright beams that shine across the whole image emanate from the large rising sun topped bygkattered

and coronet belonging to the Prince of Wales. The pr
astonishing strength & Influence of the Rays fromthe RiSingn, i s taken from Sir | saac
Light. 6 Held um. tRleoBaiFiadeMbsestudy of the royal f:
that, even within the family, George wiasown as a rising sun, as his sister Princess Sophia remarks in 1804:

6Does he really fancy, becaslisietobssewailsl otwheed rwhsoilneg? 6s.u nSe
Princesses: The Six Daughters of Georgélltindon: Bloomsbury, 2013), 208.
“Schnapp, O6Crash (Speed as Engine of Individuation)d

6 Ovid, Metamorphosedrans. E. J. Kenney (Oxford: Oxford UP, 2008)i, Z&
T Harris, Satire, Celebrity, and Politics in Jane Austéfl.
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narrative. In particular, the moral code developed and upheld by Laura, Sofia, Augustus, and
Edward resembles the type of parodically warped morality common in visual satire, including
caricatures of the Prince. Onesih ance that brings the two coup
focus sees Augustus, the husband of Laurads
parents by means of a clandestine marriage a

embezzled wm his father. The act of stealing is, though, just the initial indicator of moral

turpitude, rather, Laurads desAugusgpg i on of th
acquiring the money underscores therdull ext
view. According to Laurab6s |l etter, Augustus
unworthy fatherdés Escritoired; her shrewd | e

situates the graceful Augustus beyond reproach, in opposition to histbgather’? Their

sense of entittlement and superiority, a theme that runs throughout the narrative, reveals their
deep investment and belief in their ethical
relationship between technologies of motion and tbealrsphere is particularly useful here

in extracting meaning from the OLove-and Fre
chaise as an icon of the eighteenth centuryo
capacity to satisfy the newdesfreor s peed6, Drury notes that m
bet ween the O0increasing speed at which peopl
economic goals, and satisfy their desireso,
spher edharmaftaceirl itt at e mor al growth, the peri
appetites to extend O6desires beyond [onebs]
humanityoés capacity to respond t°ntitehe presen

context of OLove and Freindshipb6, the four c

8 Austen,Teenage Writings78.
™ Joseph DruryNovel Machines: Technology and Narrative Form in Enlightenment Bii@iford: Oxford
UP, 2017), 109.
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beyond their current capacity through dishonest methods to immediately increase their

economic worth, while their own distorted ethical system relieves thegmes$ure from
standard moral obligations. Augustus and Edw
their mismatch in values, and the crash itself constitutes a stylistically hyperbolic punishment

for moral turpitude.

The literary landscape inwhichu st en composed O6Love and Fr
overl oaded with sentimental fiction; the sty
consciousness. Indeed, Claudia Johnson highlights that these characters exist in a world that
requires them to act accongj to the conventions and tropes at large in the sentimental genre,
as such, many of their actions have no motivations nor are they guided by personal need and
desire. The characters perform the way they do simply because the world of sentimental
fictionrequires i1t of them. As Johnson phrases it
discover that their very status as sentimental characters dictates otherwise gratuitous courses
of a &tnihis codtext, it would be unfair to dismiss the foursotms mi sbehavi our
is? guided by the rubric of their moral code, as a reflection of an inner, conscious malice.

Rat her , it could be pitted as a symptom of A
of sentimental fiction, in which characters piiise their own emotions to such an intensity

as to risk selfishness instead of selflessne
satirizing Laura is above all to expose the selfishness of the sentimental $yatershould

also bearinmindtat Austendés juvenile writings were |
experiments as they were exercises in understanding the evolving worldview of a teenage

girl . As such, to figure the demise of Edwar

dsamste for wrongdoing is to |l argely misunder:

80 Claudia L. Johnsorlane Austen: Women, Politics, and the N¢@licago: University of Chicago Press,
1988), 31.
81 Marilyn Butler,Jane Austen and the War of Idd&xford: Oxford UP, 1988), 169.
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Returning to my discussion of Austenb6s sa

bet ween Edward and Augustus and George |V ar
Edwarddos il licit marriage to Laura, for exanm
Edward, recalling the Prince Regentods ill ega

without the consent of the King. The Prince, thanks to an exorhife@style and precipitous

spending, was plagued by debts that he refused to pay off, and Edward and Augustus prove
equally i mprudent. Edward, for one, insists
Loved, scorning the irrantheiofatheotd suppartrienseanghisas si s
wife? Augustus reflects most keenly the Princebo
stolen money, Augustus and his wife, Sophia, quickly exhaust their funds in hosting Edward

and Laur a, 0 Bnedtures! Bcerged to Eefkeet & moendnt on their pecuniary

Di stresses and would have bl AsNeMdsteariotest he i de
one of the cornerstones of the comedic conce
protagoniss. In Sophia, Laura is granted with a satisfying mirror image to essentially
guadruple the comedic effect as each heroine
O6mutually reinfor c#Similarly,thercAugustus &nd Edwdrcsarer di t i e s
mirrors for each other, and if indeed these characters are parodies of George 1V, then they are
the Prince doubled. At the end of the narrat
Sophiabs Oeheghmainldy dweiteddng in their own
their phaeton assumes a dark nuance in its r
satisfying, if grisly punishment for moral deficiency, their disastrous overturning also

presents a padic double assassination of the Regent whom Austen disliked.

82 Austen,Teenage Writings74i 75.
8 Austen, 78.
84 McMaster,Jane Austen, Young Authd46.
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Unlike the newspaper reports and satirical prnveshave already seewhich elide
bl ood and bloody clothes in their presentat.i
tableaus uncensoredrlhe scene is richly imagined, invoking both senses of sight and sound.
Augustus and Edward o6welterdéd in their own bl
bleeding In amongst the shrieks, screams, and incoherent ramblings of Sophia and Laura, the
macabre groans of Edward, who momentarily survives the crash, cut through thé&furore.
Austends bold representation of extreme i mag
parody, a genre which she pushes to the point of absurdity. Together,rtnetpdo
foundationsofhe comedi ¢ met hod in the juvenilia. I
Freindshipd crash as a parody of George |1 V0os
constraints of sentimental fiction that prescribes set behaviodnstamshments for
bypassing sentimental mores. Howeveatdue that another functionAfu st endés phaet o
crash can be interpreted if viewed through t
hyperstimulation. Schnapp posits that a crash acts as a ngdassauption to the cycle of
daredevil driving as a means to satisfy the addiction to hyperstimulation posed by the
realisation of and subsequent desensitisation to ever increasing speeds. When read through
thislensAugustus and Edvaads asbhe ca@astrephid eventrihigmugts s t
their damaging cycle ajratuitousbehavioursThe crash essentialfyresens them with a
clean slate with which to begin again, another chance to navigate life stripped of the
consequences caused by their ahadeficiencies. Of course, their death ensures this new
beginning is never realised, any notions of hope are unceremoniously quashed in the final

comedic twist of thissceie6 é and i nstantly fetching a Deep

though they die absged ®®

85 Austen,Teenage Writings37.
8 Austen, 88.
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The graphic violence and dramatic death in this crash, which | elalhortiierin the
final section of this chapteaye far removed stylistically frodu st ends r epresent a
overturning in her final mature woranditon Austen opens thenfinished work with the
overturning of a Gentleman and Ladyods carri a
the geographical and temporal progress of the incident is comparatively sedate. Indeed,
Austends measur ed | e xdesndasoodes thesldboribusness ofthe nar r a
scene, as the O0severityé of the crash was O0b
up [ a] |8%Whgi laes ctene 6bl i stering pace of the ph
concludes in just a felines,Sandito® s overturning and its after:
the first chapter. Significantly, the crash
the turnpiked road and turns onto a narrow, poorly kept lane, a topological shift imtiiaed wi
historical resonance that contrasts modernity with the past. Turning off from the turnpiked
road, the charactersd carriage | eaves a thor
more connected, and modern nation, instead travelling onto a Eareshrtouched by the
modernisation of the turnpike system. Travelling in a{obstise, a vehicle which, like the
phaeton, encapsulated modern tastes in its capacity for speed, along a lane representative of a
bygone era creates an irreconcilable fricti@tween present and past, progress and stasis.
Overturning at this physical juncture, the carriage accident represents a temporal fracturing
from modern Georgian Britain: the efdshioned lane effectively halts the consequences of
modernity, inhered witi the carriage and turnpike road, from reaching the town to which it
|l eads. As Ewers briefly observes, Austenbds u
a return®Thetbdleopass ®. of San dSandimmaddits carri age

placement at the very opening of the waska world removed frorthe extreme speed and

87 Austen,Northangr Abbey and Other Work295.
88 Ewers,Mobility in the English Novel from Defoe to Aust&A6
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violence of the phaeton disaster in OLove an
the very beginning of her writing to another at the very end; theasistbetween two
accidents show evidence of Austenodos own atte
The two accidents composed at the start and at the eéhd f t eredr, signal the ongoing
prevalence of the crash trope in literature but ptsats toward its value in both parodies of

sentimental fiction and the realism of her mature style.

Disaster and extreme sensibility
Over the course of this chapter we have seen the versatility of the carriage crash trope
as a tool for satirical and mal reflection, as a means to instigate plot progression, or to

signal temporal relocation. In this section I turn to the relationship between carriage disasters

and excessive displays of sensibility, which
Scholas have been interrogating Austenbds rel ati
for decades. IiThe Rise of the Novgl1 957 ) |l an Watt describes Au

vogue of overly emotional bad novels which constituted the sentimental gegeare that

was, he claims, predominantly marketed toward an uncritical, feminine readership. He does,

t hough, acknowledge the I mportance of sentin
writing, noting the evident influence of writers such as Ridson and Fielding, for

example® In Jane Austen and the War of 1d€a975), Marilyn Butlerre eads Aust enos
relationship to sentimental fiction more ast
importance by framing it within the development of théigh Enlightenment! Austen was

critical of the extreme displays of sensibility by sentimental heroines, and she pointedly

8 Ewers, 146.

9% |]an Watt,The Rise of the Novehtudies in Defoe, Richardson and Field{hgndon: Hogarth Press, 1987),
290, 29698.

91 Butler,Jane Austenrad the War of Ideas
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satirised these tropes from her juvenilia through to her mature vi&ekse and Sensibility
Austends most echlvofsentinsenta lgerature,eandcClaudia Jlohnson notes
the 6scathing satire on the unseemliness of
the juvenile work as at once a fledgliBgnse and Sensibility and a scat hing pal
destinis i nscri bed by*Ixlese this achapter; theh, byf underscoriogn 0 .
Austends parody of the carriage disaster in
measure with her lampoon of sentimental tropes.
Constant journalistic reports antkliary dramatisations of overturning carriages

during the period of significant expansion t
carriage disasters remained firmly in the public consciousness. The manuscriptierse
poem O0A fuddumindoft raaeplaceasure party to Rocki
provides invaluable insights into how carriage accidents, so publicly reported and caricatured
in print and visual mediums, figured in private musings. More specifically, though, it paints a
vivid (if tongue in cheek) scene of extreme sensibility in the context of an overturned
carriage, while the accompanying ink drawing adds to the melodrama with driving rain, wind,
and ominous winged creatures peering down upon the scene. The incidengefieital
fainting fits, tears, and desolation among the party:

The braces of the car are broke!!!

And death like comes, the morbid stroke!

The Driver thrown, has lost the rein,

And senseless lies upon the plain:

The heartdés (?bhoundef ore, that | ightly

How chamg&d!stretchdd upon the ground

The eye before that dazzIl é6d bright,

92 JohnsonJane Austen31.
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| s c I dhe toregle is dumb with fright!!

Whilst horror, and despair within,

Fill up the measure of the scene!!!!

Alas! what words can now express.

The miseryof our distress!

What pencil could attempt to paint,

So many lying in a faint?

6Tis more than Swift himself could do,
Or Hogarthoés pencil even knew:

For more than | shall ever tell,

Oh! that such a loss befell

Nay, had you seen them | ossbéd together,
Quite uncovero6d to the weat her!

The thoughts bring tears back to my eyes,

ACursed cursed emptiness!

nAl as! t hat we had ever come,

=1

But quietly r%maindd at homeéod

®¥C. R., O6A Funltl o0& Tar uPel efacscuorue Party to Rockingham in
Yale Center for British Art, Paul Mellon Collection.
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Figure 1.9: One of nine ink il l ust raedttrueons t h
account of a pleasure party to Rockingham |
carriages in driving rain, while two grounded cherubs cry at the scene. Photographed with

permission from Yale Centre for British Art.

Aust ends her arpropensitiesfar dadily displayis of sensibility in
response to carriage disasters, but Austen primes us for their extreme somatic responses in
the phaeton crashdds preceding scenes. Having
stealing considerable suraEmoney and orchestrating the unfortunate elopement of
Macdonal dés daughter, Laura and Sophia find
Il i mpid streamé <S*lduradedlingtme plate idcited a theéeduhaihd
contemplatve moodg egi ns making innocuous observation
O6Noble Grandeur of the EI%itsnféoranudn atthed yé b eLaauwt
appreciation of natural beauty triggers the overactive sensibilities and melancholy of her
companion, wh detects references and associations with her husband, Augustus, perhaps
imprisoned at Newgafeor al ready hung. Sophiads reactior
fl amboyant as Laurabs references become mor e
further distressObser vati ons of the el m trees Owound?d
similarly tall and majestic, and Opossessed

themd, while the sky reminds Sophia so stron

94 Austen,Teenage Writings86.
% Austen, 86.
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0 f iags.l. were at that time so exquisite, & the tenderness she felt for Augustus so poignant
that [Laura] had not tHSopbwadstprepansi apyf
overreactions anticipates her fate later in which her feeling becamedreme as to
transcend emotional experience and tip into bodily pesn_aura scrambles to find a topic
that would not direct her friendds thoughts
Austen cuts Sopht p@dsr ex@agglorat ewi th a o6l ucky
Gent | e man d the verh ane that aaries Augustus and Edward.

The mends gruesome deaths represent the p
of accidents involving horsdrawn vehicles as instaes ofactual bodilyharm that prove
fatal. However, by exami ni ntg cléothatisplays of sensibiétyn si t vy
resulting from proximity to vehicular catastrophes are a seconaiaalyperhapgeo less
painful, form of bodily harmFollowing the carriage overturning, Laura and Sofia exhibit
extreme displays of sensibilitynanifested in numerous physical symptoms such as fits,
swoons, faints, and bouts of madness. Such corporeal responses, as Markman Ellis and J. G.
BarkerBenfield bdh note, were typical of the culture of feelitid.aura, whoruns about for
no | ess than two hours o6raving in a frantic,
she realises Sophia has recovered from her swoonitig\fhile Laura evidently comands
the stronger constitution of the two women,
exertions, the severity of Sophiads physical
extent she | ater devel ops a dbagyasl |docpa rifyi eCdo nhseu

Teenage Austen passes over the carriage disaster itself relatively quickly in just a few short

% Austen, 87.

97 Austen, 87.

98 G. J. BarkeiBenfield, The Culture of Sensibility: Sex and Society in Eighte@atiitury Britain(Chicago;
London: University of Chicago Presk992), 2; Markman EllisThe Politics of Sensibility: Race, Gender and
Commerce in the Sentimental Nog@ mbridge: Cambridge UP, 2004), 19.

9 Austen,Teenage Writings38.

100 Austen, 88, 89.
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paragraphs, the bulk of which describe an O6H
the further two hours that Laura is ovam®with her symptoms of sensibility. With the
husbands® deaths relegated al most to a side
Laura and Sophiads extreme feeling serves to
their actual trigger. Severdlay s have passed since their hust
Sophia, experiencing O6violent patianke n shiecr] 6d e
attributes her symptoms not to the horror she had witnessed, but to catching a cold and

continually fanting in the cold evening aif* With the events of the past few days obscured,

we would be forgiven for forgetting the caus
vocabul ary Austen choses to describeandophi ad
transit by horse, Sophiads 6gall opingd fever
di saster and compounds the relationship betw
carriage disaster to which she is reactinghénfinal momentsSophia advises Laura against

fainting fits for their dangerous effects upon the constitution, comparing them to the
preferable O0frenzy fitd whichimRyn amadadsd yof
as you chuse [sic]; but do not faitt®?Sophi ads deat h seems at first
Austenods distillation of sentimentalism into
Austends interventi on Senseand Sessibitityightightstha | conve
habitual denouermeet of senti mental fictionds women wh
6women abused i n |'%Sophiagunable te avereome hercheattboeakd i e 0 .
after the phaeton crash that deprived her of her husband, is sentenced to death in true

adherence witlthe sentimental archetype; the parody thus lies in the fact that she is survived

by Laura whose very life defies sentimental rules.

101 Austen, 89.
102 Austen, 90.
103 JohnsonJane Austen64.
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From my discussion we have seen that, across the narrative, Austen diligently set the
groundworkofhi ghl i ghti ng Augustusods, Edwardds, anc
their dubious actions are comfortably justified, as a distorted moral code hierarchically
protects those with O6exalted | deas, Del i cate
experiencing guilt for their mistreatment of others who do not participate in the same
exacting sentimental conventiot¥$In driving a phaeton, we are shepherded into associating
Edward and Augustus with the likes of rash and reckless Phaeton, Georige fdfpish
Lovell, the preoccupied Lady who covets her lapdadl of whom display dubious moral
choices, but moreover, all of whom cause a phaeton accident. By establishing associations

with the phaeton carri age 0 snalprasb doines asdessota c ul t

catastrophic surprise, and more of an antici
di splays of sensibility following their husb
0f al sed, sensi bi | imiraculousty sepogecsiaftet tWwoyhoussiamic e So p hi

proceeds t@nquire about their sleeping arrangements for the night. Her sensitivity and
preoccupation with her own comfort reveals the displays of feeling are more shallow, surface
level spectacles than they ateeply felt agonies. Thaoral sentimental code that

characterises the majority of people as soulless in fact turns in on itself, revealing it as a mere
di sgui se for unfeeling call ousness. |l ndeed,
intentionsinat i ri sing Laura, as Butler notes, was
sent i me n t¥%The megende efihd carriage in this scene distorts what should be an
emotional moment following the fatal disaster since, as the traditional hallmark of rank, it
carries with it doubts of luxury and excess, which in turn inspire the excessive display of

falsesensibility. In this instance, the phaeton serves as the ideal vehicle to gather the points of

104 Austen, Teenage Writings38.
105 Bytler, Jane Austen and the War of 1de4869.
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A

Aust ends sexttchapter, we rhome ta ahother founeeled carriage, the rare and
opulent barouchandau inEmma( 1 816 ) . Un | i kpacity for speed,famavwet ond6s ¢
shall see, the barouchendau was best suited for leisurely journeys through parks and

countryside, making it a bargaining chip leverageable for lofty positions upon the social

ladder.

75



Chapter Two: The BaroucheL andau and Augusta EIlItono

Politeness

The previous chapter unpacked the cultur a
symbol of modernity, the phaeton, and brought to light its relationship with bodily harm and
sensibility throughthebii ng satire of Austends teenage wr
more mature works this chapter zooms in on another eighteentry vehicular symbol,
the magnificent baroucHandau The heft and magnificence of the baroutdredau, as we
shall seegenerated a different set mwiaterial and symbolic characteristics to the tall and
nimble phaeton. In the second volumeeoima(1816), Austen introduces us to a woman
who, within the crucible of her character, embroils and vexes eighteentury debates
regarding the cultural practice of politeness and its relationship to economic wealth and
genteel status. Augusta Elton (né& Hawkins), is the heiress of a fortune amounting to
£10,000, and upon her marriage to the country rector, Mr. Elton, she ende&vaearse out
a genteel identity for hersel f ‘lHosveveti ghbur yos
Augusta is born in the urban seaport of Bristol and transplanted, as a result of her marriage, to
the small provincial town of Highbury in which the elitamilies boast the illustrious
reputation of old money or lan@hereAugusta is positioned as an outsidés the daughter

of a merchant who, it is |ikely, made his I

L A small number of studies have exclusively dealt with Augusta Elt&mima only one of which focuses on

her status and polite performance. See &t Mc Mast er, O Mr s. El t o Thedalkd Ot her
in Jane Austered. Bruce Stovel and Lynn Weinlos Gregg (Edmonton: University of Alberta Press, 2@)2, 73

See al so Diana Birchall O6Eyei nRersudions 201E30ihm2m.pagl,ear ni ng
Devoney Looser A6l Al ways Take the Part of my Own Se:
(Persuasions2003, 25,196 ) , and Carrie Wright &6Mrs. Eltonbés Pear|l
Emma Pefsuasions2016, 37 no.1 n.pag.).

“Irefer to Emma Woodhouse and her father in the first
fami | yé had been established in the ancestral seat of
to Iand, the Woodhousesd6 |l and forms a small portion

genteel resident, Mr. Knightleye8 AustenEmma(Oxford: Oxford UP, 2008), 108.
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6named, Obl oodad, rcateridn thataright btleerwisedefineherds geritelele
leave her particularly vulnerable to scrutiny from her set of social superiors in Highbury.
Fortunately for Augusta the idiom of politenésa defining feature of Georgian ideology

offers allthe tools of correct sociability necessary to negotiate the unfamiliar social mores of
her new environs. Moreover, the formation of elite identities was intimately linked with the
discourses of politeness; if used effectively, then, the rules of politddy could enable

Au g u st -paronwotior &sla tvoman of gentility, hence furthering her aspirations of upward
social mobility.

This chapter examines Augustads met hods o
make clear, are principally attempted thghuhe continual references to her brotimr a wo s
luxurious carriage, the baroucledau. Augusta uses the baroutdredau as a positional
objecti that is, an object of high status value that derives its construction as such from its
relative scarcityi that indicates a patrician social standidgs such, Augustads r
with the carriage echoes the network of human and nonhuman objects that each possess
agency to effect an outcome, as descr.i bed by
Speifically, the barouchéd andau acts to Oo6modify the state
August ads gent thlough rgferencesltg iio pronmte hecsgfasthe refined
woman of tasté.

Ultimately (and unfortunately for Augusta), her treatmaithe carriage exposes the

precariousness of such methods in light of contemporary perceptions of the bdanache

3 Jane Austerzmma(Oxford: Oxford UP, 2008), 144.

4 Merchants of Bristol were granted the right to participate in the slave trade in 1698, resulting in a flourishing
economy by the eighteenth century. SeelJasadbsteniel | e Whi
the Contexbf Abolition(Basingstoke: Palgrave, 2006)-3%2 f or an examination of Aust
slavery inEmma

5SeeFredHirscBociaILimitstoGrowtmLondon: Routl edge, 1977). See also
Jane Aust en 6 sJatdusiera New Rayspdctftdew iy ark: Holmes & Meier, 1983), 532 for
application of Hirschdéds term O6positional good6 to Au

6 Latour,Reassembling the Sogiall.
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The barouchdéandau was an object enmeshed in connotations of exclusivity,iyeberced
by August ads gsocialpractce thahhad inclasive idenls abits centre. Further,
| ar gue t lkequivocalkppmaclstb gedteel performance is symptomatic of her
consistent misinterpretation of cultural codes. This chapter examines the tensions that
consequently emergetiseeen her need to assert her class identity in terms of both economic
prosperity and polite performance, which ironically lead to the overall, and absolute, failure
of her genteel aspirations.
| begin this chapter by outlining thaeals ofthe Georgian mael of politeness. While
polished and moderate modes of conversation and manners were broadly considered the
standard of polite sociability, | will also show that recent scholarly work on politeness reveals
the courteous practice to have been riddled wathiradictions and consequently subject to
mi sinterpretation. | then move to a study of
carriage, the baroucHandau itself. As the name suggests, the barclastdau was a hybrid
vehicle that spliced togiger the most alluring features of the individual barouche and landau
carriages to create one of the most rare, expensive, and sdteglcommodity objects of the
early nineteentleentury. Through contemporary newspaper evidence and technical insights
from coachmakes, this section highlighthat patronage of the barouclendau was almost
exclusively from the pool of rich and ranked elite. | will then move to discuss Augusta
El tonbs equivocal depl oyment of @herlpoltee soci a

performance to her access to the barotiahdau.

The materials of performing politeness

The Georgian model of politeness was distinguished by such Addisonian features as
simplicity of style and taste, moderation in manners and modes asaddnd most

prominently reciprocity and consideration in conversation. Simply put, the polished citizen

78



avoided unbridled excitement, egocentricity, and extravagance. Conversation was the key
facilitator in polite philosophy for, as John Brewer tellswighout repeated practice of
6pl eas[ing] in company® courteous behaviour
emol lience of t he -rpgaldant iatolgamddDemnous sociability, ai n s e |
then, was the primary means via which moyadihd taste were cultivated, emphasisiag
Jon Mee identifies, he O6opening out of sociAedogouslyn t he n
correctandgent eel manners were also significant i
since accordingto Maximeer g o[ c] i vilised conduct, taste,
conveyed °wihiltitistaue that tbe.achievement of refined comportment was more
readily available to the reading classes, politeness was not strictly mapped against the
hierarchicalsocial landscape of the eighteenth century, but was deemed concomitant with the
gent eel ranks purely by virtue of it being 0
| a d 1° rRobténess thus, to an extent, eliminated the exclusionary strategies inherent in the
boundaries of rank, ameliorating potenti al h
such as Augusta Elton in its exaltation of the notion that gentility was paihclocated in
oneds deportment, not oneds pedigree.

't i s i mportant to note, however, that bo
as stable as my overview has thus far suggested in that, as Jenny Davidson explains,
politeness was particulariyulnerable to redefinition and a universal consensus on its
paradigms was consequently nowhere in sight, even by theigtiteenth century. Generally

presented with the positive valence associated with civility and decorum by its supporters,

7 John BrewerThe Pleasures of the Imagination: English Cultur¢he Eighteenth Centuiizondon:
Routledge, 2013), 92.
8 Jon MeeConversable Worlds: Literature, Contention, and Community 1762 to ({®36rd: Oxford UP,

2011), 38.
9 Maxine Berg,Luxury and Pleasure in Eighteen@entury Britain(Oxford: Oxford UP, 2007), 205.
Lawrence E. Klein, O6Politeness and tTheHistonicaler pret at i

Journal45, no. 4 (2002): 876.
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p ol i tseriticeveese @uick to undermine this conception of the term. These adversaries
aimed ultimately to produce the most insidious interpretations of the courtesy tradition and

did so using a logic that stripped politeness of its respectability via dual imdudtirst,

6politenessd was reduced to O6tactédé, a term t
second, O6politenessd6 was equated with™é6gall a
These tactics reveal telatiens pbeevean sodidble manmerssiarelt i e s

morals, which were concentrated on questions over sincerity and truthfulakssall, to
abide by paradigms of polite comportment was to perform the best version of oneself in
public, and leading potentiallytbte c onceal ment of oneds charac
idioms??

Indeed, dissimulation, concealment, and performance were central to the polite ethos,
but were understood as having a complex double burden. On one hand, the mask of
politenesswasusedi per sonal agendas such as upward s«
eliteé men desired wives varnished with soph
employing genteel airs to secure the financial and domestic stability that came with a
husband? On the other hand, notions of personal gain gave way to the socially encouraged
form of concealment that was utilised in the facilitation of easy interactions between groups
of people from different socioeconomic backgrounds, with divergent interesesjrigsan
egalitarian sense of inclusive sociabifity.et such egalitarian aims only went so far. Whilst
this mode of sociability was used to span the gulf of rank or wealth, it was essentially an

exclusiveform of inclusivity in that it encouraged socia i nt er act i onbreb,et we en

11 Jenny Davidsorilypocrisy and the Politics of Politeness: Manners and Morals from Locke to Austen
(Cambridge: Cambridge UP, 2004), 46.

12 Davidson, 46.

13 Amanda VickeryBehind Closed Doors: At Home in Georgian EngléNéw Haven; London: Yale UP,
2009), 16.

14 The contretemps between Edmund Burke and Mary Wollstonecraft regarding the political and moral
implications of the French Revolution presents the most forceful arguments for and against the element of
insincerity found in polite ideology. See JennyidgsonHypocrisy and the Politics of Politeng€ambridge

UP, 2004), 76107.
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[ but] di st a'This doubteth senseyafi dmbiguityéand complexity surrounding
the culture of politeness frames my analysis
cogent definition of the paradigno$ politeness, it would be simplistic to assert that Augusta
merely misinterprets polite maxims due to he
analysis tracks the contradictions within genteel dogma and how they both support and
undermine AugustaEitn 6 s per f or mance and standing, i n t
integrity of her intentions.

By the late eighteenth century, this mode of courteous socialising had become firmly
entrenched in the culture of visiting, an actiyig Vickery notes, thavasenjoyed by both
sexes but in which women were not only sanctioned to congregate, but also held jurisdiction
over proceeding$.In the domestic sphere, sociability became even more ritualised, most
prominentl y t hr ou edhinkinghach gresentecwoman yhé oppoftunity e a
to display luxury wares specific to the tidole. Jon Stobart explains thivotal role of
socialising in the domestic setting to the p
could be cemented throughthé t ual s o f7Adcarding td MaxinekBerg, this .
performance of gentility and its material accoutrements held the capacity to demarcéte rank.
As Klein points out, material consumption wa
pol itemnemswmears attitudes turned to focus on
dqguantitativeo6 mo d'@\Wckeoyfexplivaes this dulaudal pleecomenons i t i o n
noti ng-ftalrsehiosnelnfgd possi bilities thhat can be

6l anguage of goodsdé with possessions acting

15 Amanda VickeryThe Gent |l gmaed:s Wamends Li v(@levHaven YaedR, gi an En
1998), 196.

16 Vickery, Behind Closed Doord4 16.

17 Jon StobartSugar and Spe: Grocers and Groceries in Provincial England, 168880 (Oxford: Oxford UP,

2012), 215.
18 Berg, Luxury and Pleasure iighteenthCentury Britain 230.
Kl ein, OPoliteness and the Interpretation of the Bri
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6assembl age t h apto rct#Basentiely, ohe wlunhemf objexts &amassed
was no longer the principal means of status formation through conspicansumption, but
rather had becomsecondary to the importance of how one chose to style oneself.

Utensils of the tegable, above personal adornments and fashion or saiigit
carriages, though, were regarded the most hidtig. Spectatopromoted vomen as
proponents of politeness in the early eighteenth century and follaisiegnphasis on the
feminine world of politenessthettaa bl e was accordingly O6reassi
c 0 n Vv e r *The thooghtful.preparation of the t&ble anl arrangement of the equipage
of teadrinking was essential, as cups, saucersytea could be purchased in an array of
shapes or sizes and thus proved a test of po
of their cultural capita?Rowl ands ohdeg 06Z1¢agdtures the cgmbines
importance of physical tools of politendsthe accoutrements of the tea tablkend the
abstract concepts of pleasing in polite comp
conversation. The utilisatioof these two concepts foedthe foundation upon which a
successful polite interaction was based. Rowlandson captures the trio in active talk through
sociable gestures, on the left side of the square tea table, with her hands clasped in
admiration, is MrdBoswell. Opposite her is the object of her admiration, Samuel Johnson
who entertains her with his conversation, while she appeases him with the hospitality of her
well-laid teatable. Meanwhile Boswell, the figure at the centre of the print, waves an open
palm toward Johnson i n -tablewandtopdrticipate inpalitt h t o hi
conversation. The caption suggests Johnsonods
but it also reveals that even the most charming guests, rather thgnreitely courteous,

could turn their polite address on and off w

20 Vickery, Behind Closed Door<07.

21 Markman Ellis,Empire of Tea: The Asian Leaf That Conquered the Whdddon: Reaktion Books, 2015),
87i 88.

22 Elis, 149.
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of polite conversational tactics exemplifies the inherent illusoriness of the social mode, as it

enables him to covertly manipulate his hostats overlooking his motley appearance.
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Figure21: Thomas Rowlandson, O0Tead (1786). The
ready for him which it is well known he delighted to drink at all hours, particularly when
sitting up late, He shewed much complacency that the Mistress of the House was se attentiv
to his singular habit, and as no man could be more polite when he chose to be so, his address
to her was most Courteous and engaging, and his conversation soon charmed her into a
forgetful ness of Photegraghadiwehr parmissiofthelpewisa r anc e 6 .
Walpole Library at Yale

The fascinating interplay between polite conversability and correct material
consumption informs my reading of thesegoucst a EI

volumeof t he novel , Emma &wusfaunfokigintoeaomestic sat i on v
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sociablesetting. The meetingccursat E mma avhereAugusta performs the ritual of
morning visiting. Augusta centres her performance in the material claims she makes on the
barouchdandau in conversation with Emntag polite and welbred heroine of the novel:
OMy brother and sister have promised us a
farthest, 6 continued Mrs. Elton; déand tha
they are with us, we shall explore a great deal, | dare say. They will have their
barouchdandau,of course, which holds four perfectly; and therefore without
saying any thing obur carriage, we should be able to explore the different
beauties extremely well. They would hardly come in their chaise, | think, at that
season of the year. Indeed, whentthree draws on, | shall decidedly recommend
their bringing the baroucHandau; it will be so very much preferable. When
people come into a beautiful country of this sort, you know, Miss Woodhouse, one
naturally wishes them to see as much as possibldylan8uckling is extremely
fond of expl or i n g-Westetwie xagt summes,dn thtavayKi n g 6 s
most delightfully, just after their first having the baroutdwedau. You may have
many parties of that kind here, | suppose, Miss Woodhouse, evampsur® ? 6
Augustabds ani mated speech draws our-attentio
drawn carriages her own and the two owned by her brotiretaw, Mr. Suckling Provision
of physical movement, a characteristic shared by all models cagaymirrors the social
mobility to which Augusta aspires. In this case, any carriage, whether it be a generic or
custom design, could adequately support Augu
immediately apparent, though, is that one carriage in pantibalds more valence in terms

of social signification for Augusta than the others. In this passage alone, she hames Mr.

28 Austen,Emma 214.
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Suc k!l i n g élandab threedimes,imarking her unerring belief in the potency of the
barouchdandauas status symbol over the otheo carriages.

In the early eighteenth century, French philosopher Abel Boyer posited that the object
of polite behaviour was to bend conversation
Opinion of us and themsé&bheson ant Rowkacdtdean
the tea tablé! Almost a century later Augusta assumes an adulterated conversational
technique whereby the three invocations of the barelaridau are substituted for refined
conversabiltyand f uncti onsiarsg @ haesdrlglte @&ipd ket a 6 s
championing of Mr. Sucklingds carriage is th
refined taste in material acquisition that Klein posits was crucial in polite performance. In
reality, though, Augusta flostthe rules of simplicity and exposes her misunderstanding of
the tenets of genteel behaviour, revealinguhevenness dier attempts to assert her status
in terms ofthe materialobjectsandpolite idealghat govern her social world. As we shall
see, priodicals, newspapers, and prescriptive literature of thellewmaderscore the
barouchd andaudés precarious status as fashionabl

Augustads 1 nv e s tlandands a soaal dighifer. bar ouc he

The rare barouche-landau

Augustabds persi st encleanidna uadfsf isring nnigf ytihneg bfa
to her belief in the strength of the vehicle
estimation, the baroucHeandau 6 s p ot e n ciyrecagrisedandgrespecteddy sy mb o
all, andwill mitigate the evils of a lowly or dubious background. But what were the specific

characteristics that made it such an appealing positionaligabg not rely on her own

24 Abel Boyer,The English TheophrastusrOrhe Manners of the Adeondon: W. Turner, 1702), 108.
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equi page, which we &dbw? @oocsete enatarial and viseane | y e x p
evidence of the baroucheandau6s exi stence outside of Aust
Janeites, is minimal. Publications by respecteachmakes and engineers on the craft of
carriage building, for example, eehdo not recognise it as a model in its own right
(focussing instead on the merits and defects of the individual barouche and landau carriages
from which the hybrid inherited its best features) or they simply do not mention the
barouchdandau at allTheelision of this specific model from influential contemporary
sources, and the few extant pictorial examples is revealing in iteedfgeneral lack of
archival evidencspeaks volumes about the very rarenesh@barouchdandau model.
The evidencedund in coachmaking treatises on the barouche and landau carriage
models does convey that the rarity of the barodahdau was due, at least in part, to its
considerable expense. English Pleasure Carriage®r example, William Bridges Adams
outlines he prominent features of barouches and landaus, the materials used in their
construction, and gives helpful insights as to their usage and maintenance. He notes that the
landau, which was designed with the intention of folding open the body so that gaisseng
had the pleasure of travelling in the open a
strengthen the carriage body aogbrovide support when in the open position. As a
consequencef thisextra weightand supportdarge springs and sturdy framvork werealso
necessary. The combined cost of such materials and the skilled labour required to produce
gual ity products made the | andau O6an expensi
probl ems of finance i ns hliisabeixlpiltiyc attoi oéng eotf otuh
constituent parts the leather, iron, and woddwere negatively (and, apparently, very easily)

affected by extremes in temperature and both

25 Austen,Emma 225.
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repairs [wa¥lndeedj d8tabbhet. and Mar k Rot hery
consumption and the country house-vgueves seve
mundane items and services6, |ike coach and
which was spent on theshicles themselvdsa clear confirmation of the high ongoing cost

of maintaining a carriagéFr om Adamsdés description of the |
propensity for damage, it is clear that it was not an economical vehicle fit for everyday use,

nor wasit built for arduous and long journeys. Its apparent emphasis on form over function

thus effectivelycurbedthe scope of its suitability to leisurely and sociable trips.

F b i

Figure 22. Plate showing the body and retractable hood of a landau carriagdé dinstt
vol ume of WiAlTteatiseron Garidge€lay 3P Reproduced courtesy of Harvard
Libraries.

26 Brewer, The Pleasures of the Imaginatidz4.

27 Jon Stobart and Mark Rothei®@pnsumption and the Country Houy&xford: Oxford UP, 2016), 45tobart

and Rothery refer specifically to the Leigh and Newdigate households.&anexl e, Sir Roger Newd
total spend of 595 on five carriages over the latter part of the eighteenth century, yet his expenditure on horse

hire, horse feed, repairs, replacement harness and the like, was far greater.
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Turning to 6one of the most delightful of

barouche, a vehicle with a light and graceful appearande,éot 6 pr i nci pal of all
carriages6. However, its delightfulness was
spring and summer months, O6being little adap

meant that only two of its four to six g@ngers could be covered in wet weather without
compromising the lining of the carriagfeSimilar to the landau the versatility of the barouche

was circumscribed; being unequipped with oOtr
long journeys and Adams accordingly advises usage of the barouche be confined to

principally within urban seitigs? The constraints both seasonal and geographical that the

landau and barouche carriages were subject to did more than simply restrict their use to

specific times of the year, and specific locations, they also limited their potential clientele.
Consicering the impracticalities that arise from such extensive limitations, it was highly

unlikely that these carriages were used as the @vpemary mode of transport, but were a
secondary vehicle used on special occasions. Augusta Elton corroboratdsethishe points

out Mr. Suckling also owns a chaise, but that it would be an inappropriate choice for the

leisurely pastime of a summer exploring paffyhe leisure time required to make sufficient

use of an O0occasi onal 0 elactddwiincdmenandef thermogta i | abl e
impressive fortunes. The capital required to purchase, house, and maintain two carriages, feed
and stable horses, employ postilions, coachmen, and farriers, was comparable to what is

required today, Vickery tells us, to kea helicopte#! Thrupp notes in his late Victorian

study of <coach hi st orwheetedvaticledphyingdutytoethe e 623, 0

Go v e r ninhe samé size equipages that Mr. Sucklingowad ong with 627, 00

28 Bridges AdamsEnglish Pleasure Carriage27 29.

2% Bridges Adams, 228.

30 A chaise was a much smaller vehicle than a landd@am@uche (both of which carried four passengers as
standard) made for one to two passengers. It was simple in shape, convenient, and comparatively cheap. See
William FeltonA Treatise on Carriage.ondon, 1794), particularly pages-48, 5455.

31 Vickery, Behind Closed Door< 24.
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wheel, and 18,500tax a ratnsobu nt i ng to 669, 000 carriages i
Austen composeBEmma® The general population of Great Britain in 1814 is estimated to
have been between eight and 10 million, meaning that less than ten percent of the population
had the means to support a carrizga.terms of status formation then, the rarity and
expense bvehicles such as the barouche or the landau set their owners aside from the
majority of coach ownerseven if that majority was a paltry number to begin with
material terms as an elite and prodigiously wealthy branch of the coaching community.

Geogi an newspapers played a major role in
what commodities other people had in their arsenal, publishing segments dedicated to the
| atest fashions and styles seen about town.
bejewelled | uxuriesd between the elite satis
household auctions that richly described the bounty of the estate to be sold, logically
presented in order of desir abidlalbeyours,yoti f er ed
coul d step i n#tloisHhere that wehfiodlseme dflthe fievgodnfirmations of the
barouchd andaudés existence. The f olTheMarning §oste x a mp |
i which we know from her letters, was read by Au&ti printed January 1804, provides a
technicolour description of the baroudl@dau used by the Prince of Wales during his
birthday celebrations:

A neat light landau barouche, painted yellow, with arms, coronet, and garters on

the door; lined with bluand yellow, with Morocco squabs, a large sweep budget,

32 Thrupp, The History of Coache$o0.

33E. A. Wrigley and R. S. Schofieldhe Population History of England 154871(Cambridge: Cambridge

UP, 2010) 588 96.

34 Hannah Geig, The Beau Monde: Fashionable Society in Georgian Loii@xford: Oxford UP, 2013), 55

56; Cynthia Wall,The Prose of Things: Transformations of Description in the Eighteenth Cé6ttigago;

London: University of Chicago Press, 2006), 170.

®lnaketter to her sister, Cassandra, Austen writes tha
Pumpdé i n TheManngkPodiese treport that the Duke of Orl eans h
London. See Deirdre Le Fayea n e A u s is @xfdyds Oxforel UR, 2011), Letter 144 pages 232and

page 460 for explanatory note.
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and circular driving seat, lined with blue Morocco leather, carriage and wheels

with patent axlgrees, painted red, picked out blue and yeflow
The passage depicts the ultimate extravagance; soogpMorocco leather, coveted for its
suppleness and rich colour, l ines the seats
ostentatiously bedaubed the ornate exterior, finished with arms and a ¢o&unz.luxury,
of course, would not haveme cheaplyCoachmakeilliam Felton outlines some prices of
fitting up a carriage in such a manner: squabs of Morocco leather would have cost
somewhere in the region of £1.15s, and lining the coach with the same was priced at £3;
patent wheel rims febed between £3 and £ dependent on circumference; and a large
6budget o to stow | udgtfoacognextualsethisatpepercosmeationat el y A
additions to the carriage itself amount to t
Elizabeth BennemniPride and Prejudicehad to survive on annually.

The opulence ofhe Morning Post s b a-lar@aucwhitst appropriate for its royal
passenger on such a public occasion, was not representative of all bdamaehus owned
by those outside of the monhrcal ranks.The Morning Chronicldlustrates in detail the
standard albeit still plushi appearance of the equipage:

Was seen in Hyde Park, last Sunday, a Patent Landau Barouche, without a perch,

the top covered with brown leather, the platform, boat lsarness the same,

which looked extremely handsome, the body painted a beautiful dark green,

highly varnished, arms and crests in all the panels, the top was thrown open, lined

with stone coloured cloth, Morocco squabs, and rich silk lace. The carriage

%6 Fas hi on aThé Morning Rro$tld® danugy 1804, no. 11010, British Library Newspapers, Part Il

1800-1900.

S’Aut hentic Morocco | eather was made from goat skin a
European and Asiatic Turkeyd as we leAlexander\Watteathergl and a|
Manufacture(New York: D. Van Norstrand, 1906);2 28390.

38 Felton,A Treatise on Carriaged794, 1:166, 165, 130, 13.el t on6s treati se, the firs
1794, precedeBhe Morning Posarticle by 10 years. | am therefore treating these prices as approximates.
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attracted attention of the public for its lightness and elegance; it was driven by a

postilion [sic] three or four times round the park, it appeared very short, and

turned with great ease, in a remarkable small compass. It is unanimously approved

of anddoth the builder a great credit for his inventidn
The choice of fabrics used to |ine and decor
Princeds, but the ma-ladauiare lemdrelty eompassonpthe t hi s b
colour paletteof dark green and grey are sombre and understated. Despite all the luxuries
from silk lace to patent panels decorated with ciiesth at betray the vehicl
the glory of this carriage is not primarily anchored to its physical attridowe$o the public
scene that igeneratesT hese circles, O0three or four ti mes:s
performance in themselves, intended to showcase the exquisite craftsmanship of the
barouchdandau in physical terms, but also to elicit admiration ftbencrowd that had
gathered to see how elegantly it took the corners. What we can infer from this narration, in
which the precision of movement is emphasised, is that the journey had no specific object
other than the journey itselt was at once a pleae ride but also an exhibition of the glory
of motion. Essentially, it was a performance that belied superficial métiaespectacle in
which the ownes @Wealth was paraded publicly through the metropolis.

Who were these wealthy people who could affosecond carriage solely for the
summer months? Newspapers regularly published lists of individuals accompanied with an
account of their vehicl&he York Heraldfor instance, listed the following attendees and
their equipages to the horse races in Aug897:

The Hon. Edward LascellésA LandauBarouche and four beautiful blood

Horses.

¥6The Mir r oiTheMérnin-CGhmomicie @nAfigust 1805, no. 11320, British Library Newspapers,
Part I: 18061900.
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Col. Mackenzié A handsome LandaBarouche, in full fashion.

Mr. Leatoni A handsome LandaBarouche

Col. Rayne A LandauBarouche®
Thebarouchdandau stands a cut above the ordinary kdragn vehicle, and this is
mi rrored in the vehicleds patrons. What thes
of their sex, is that with the exception of Mr. Leaton, they are all distinguishezhk or
title. By employing the baroucHandau as the positional good in her status formation,
Augusta Elton claims proximity to those in power, and in turn makes very bold claims about
her social stature. Polite feminine commaodity consumption, asdelicilates, was
exemplified through the domestic, indambjects associated with the {tdole and the careful
arrangement of such objects to “Hewever,ltyi spl ay
invoking the ultimate conspicuous object of mascutiasire and thus, perhaps, masculinity,
Augusta rejects feminine modes of managing her cultural capital and in turn frustrates
notions of genteel commodity consumption by aligning herself witdlitaobject symbolic

of the masculine outdoors.

06 T h e The Yofk&élerald29 August 1807, British Library Newspapers, Part II: 18000.
41 Ellis, Empire of Tea149.
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Figure 23. Fashion plate of the almost mythical barouche nd au carri age, | a
beautifully coloured, and most approved Fa:
edition of the shorlived periodicalLe Beau Monde, Or, Literary and Fashionable Magazine
Repoduced courtesy of British Periodicals Collection.

These newspaper and coach manuals highlight how the barxaunclael assisted
status formation most effectively in material tefimes an additional, neessential mode of
transport that should only hesed in fine weather. Moreover, considering the majority of the
owners in these extracts were titled and ranked men, it also goes some way in asserting
pedigree, and a specifically paternalistic one at that. Indeed, elsewhere in the narrative
Emmadsatfirarsd rat Mr . Knightl eyds preference f
carriage stress the novel déds emphasis on the
observes that people travelling via means they know to be beneath them are marked by an ai
of 6consciousness or bustled, whereas Mr. Kn
supposed ashamedo b*Seeing Mr. Knighlley arrive atadinndsr av ado 6

engagement at the Coleds in his caisagomirgge, ho

42 Austen,Emma 167.
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as you should doé |ike a gentlemané, chiding
befitting of his station, he is nPeriodbnger 6s
perceptions of a second, superfluous carriage playacemttaer i n Augustads eql
attempts to cement her social standing. However, the polite culture of the era lambasted such
pretensions and superficial materiali-sm, and
landau inEmmawill show, the efficacy oftie barouchéandau as a class signifier in the

more abstract terms of politendas fromclear cut.

Augusta and her carriages of conversability

|l return now to Mrs. EIltonosinisgpvwiesh i n wh
barouchdandau as status symlnon plus ultrathe primary means of effecting the polite
performance which thinly veils her wultimate
Patronessdé of Highbury. As | have shown, the
constructed through a@ct modes of commodity consumptibimdeed material acquisition
was positively encouraged so | ong as it did
sociocultural and ethical commentators responded to the superficial consumer practices, the
kindembodi ed by t he 06ext rlendee bfihe MoanmgGhmmteed bar o u
with papers aimed at improving the aesthetic and ethical tastes of the public. Joseph Addison
and Richar d S iTeeditleahdTheBpectat@pdblisbeal besween 19Gnd
1714, are two of the most prominent examples of fashionable didactic literature. By no means
the only progenitors of courteous comportmdatob Sider Jost notdsat Tatlerand
Spectatow e r e however, so i nf |l ueéecottinuadtohbldhsavay t hei r

over British ideals of conversability even into the nineteenth cernaged Sider Jost

43 Austen, 167.
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points out thathe afterlives oflatler and Spectatomwere so enduring due to their
6republication and canoenriaz atnitoon 66 miorroem pdearintayn
volumes and rereadirf§As such, Addison and Steele were regarded as defining voices of

polite discourse and were continually read throughout the eighteenth c&turther, their

ideology of moderation and good sem&es echoed through the burgeoning conduct literature
across t he pSsmons td'oungPNomefily 5efdr example, supporiEhe

Tatleds recommendation for 6Simplicity in our |
explicitlyial ggeniteegl!l 6wwath the O6preserving |
h a b* An articlefromL ady 6 s Mabljshed in 1786, emulatésidisonandSt e el e 6 s
ideals in its notion of what constitutes polite behaviodrgo od manner s, good s
good rad@ther pdeval ence of Addi son and Steel eds
indeed we know that Austen was oOowell acquain
James Edward Austdn e i grierdos?® Moreover, Enit Steiner had tracAdu st e n 6 s

interaction with the periodicals in her fictions, first explaining the particular sociability of
Sense and Sensibillys EIl i norasDasntkewdawhdat upholds the per
standard of t as t*#ore dorapellindy,eéhbugls Steinerchliscsepplaiasythiat.

in Northanger Abbehust en Oacknowl edges sar Gmecdtoc al | vy t

which kept being reprinted for its representative style of polite society, but which Austen

“Jacob Sider Jost, 6T hstudiasfirnt Emglidh Literaturea ¥15@®005h, so. J(P0e1y:t at or
606.

45 The temporateach ofTatlerandSpectatomwas increased by their appearance in anthologies such as Anna
Laet it i a SeRetionbfaom thel $psectator, Tatler, and Freeholder with a preliminary essay by Anna

Laetitia Barbauld(London, 1804).

46 James Fordycé&sermons to Young Women, in Two Volymels 1 (London: Mein & Fleemingl775), 8, 61.

F o r d ySerraohiswas originally published in 1766. My citations are from the revised edition of 1775.
76DefinitionThd New iltaedydsss6Magazi ne; or, Polite and E
Sex: Entirely Devoted to Their Use and Amusemeni7.86.

48 James Edward Austdreigh, A Memoir of Jane Austen and Other Family Recollect{@nhdord: Oxford UP,

2008), 71.

YEnit Karafili Steiner, Seiedndv®eesiiliyyome s d s mAnaonddi Rgf or m
(2015): 458.

O
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considered too antiquatedtoappead t he young r e’dAdsuchddrgup of hel
t hat Augusta Hlatsohni6osn eldo vpeo |oift ebnoelsds & i s based
established codes of genteel mannargyustaseesherselfassuccessfully followingheir
prescriptions foa courteous demeanouir.
Considering AustAadnd s oant tarhadaricks Sténenpanssd
out, it is perhapsnsurprising hat Augusta EIltonds O6polited in
not unsuccessful, since she utilises a modeagbility Austen deemed anachronistic. | read
Augustads c¢champi damdawmag a aifiscidushadempt dorfutilihe itleals of
polite consumption, which Klein outlines as being heavily dependent on quality over
guantity®? By choosing to focubker energies on the most sophisticated, elegant, and
ostentatious vehicle out of the three at her disposal, Augusta indeed makes a qualitative
choice, of a kind, rather than a quantitative one. The question of whether her choice coincides
with polite idea$ advised by Addison and Steele and their numerous descendants, though, is
a complex one. In terms of adhering to prescriptiorsiaiplicitydi one of the most
prominent watchwords of t héd ofstyleaddstaste,dahe hi on ab |
agronomical expense of maintaining a hedsawn vehicle significantly oversteps the
boundaries of what was considered simple consumption. As Stobart and Rothery show in
their examination of the consumer habits of the Newdigate and Leighs households, livery
given to postillions and coachmen were flamboyant, and rejected the sober wardrobe of the
gentleman, as were the styles and finishes of the carriages then%8iydss details the
di stinctive featur es o f-coloured datstwithaontaabtingp ost i | i o

often brightly coloured |Iinings and facings,

50 Steiner, 466.

51 Austen,Emma 236.

2Kl ein, 6Politeness and the Interpretation of the Br|
53 Stobart and Rotherg;onsumption and the Country Houdé.
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wai st c o a t™Moreowed thdcartstand visibility of manservants such as coachmen
and postilions outside the home made them thd mladiorm upon which to advertise the
employing familyds wealth and class pretensi
was a powerful incentive for employers to dress their manservants in opulent and
immediately recognizable garments, rasgltin increasingly spectacular liveries that were
reported in newspapers the same way sumptuous new carriage fashions were’tovered.
Whilst we cannot be sure of the manner in which Mr. Suckling styled his bartaraeu or
his liveried servants, givahatthe coaching fashions of thete eighteenth century were
i ncreasingly divor cietheirfaudyostenfaton, ¢herg isllittlg realsans hi o n
to assume Mr. Suckling was an excepfibn

The barouché andauds conspicuous consumption di
masculine fashions, for instanceled macaronis styled themselves in bold and bright
colours and accessorid®eter McNeil describes the visually splendid macaroni dresslea ma
sartorial mode of expression that imported both the fashions and the fabrics of the French,
Spanish, and Italian elitendoften utiisedi nhar moni ously o6cl ashingo
decoration, with strong 61l unmhenmlitd Wremacarones and
mand&s de p a rincreasirgsolirietypoofmalédhessn the Georgian periodertainly
had parallels with the extravagant fashiarsd spending habitsf the coaching community.
McNeil notes that macaroni fashion consciously echibéddr o ader f ashi on sche
diverse material goods and fashionable spaces such as snuff boxes and boudoirs, using a

palettgretndopeank, red and deep or*awhise, garn

54 John Styls, The Dress of the People: Everyday Fashion in Eighte€etfitury EnglandNew Haven: Yale
UP, 2007), 296.

%5 Styles, 29899.

56 Styles, 301.

57 Peter McNeil Pretty Gentlemen: Macaroni Men and the Eighteedémtury Fashion WorldNew Haven:
Yale UP, 2018), 3132.

58 McNeil, 31.
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not an exact match, these colours bedistinct resemblance to the yellows, greens, and reds
of the sumptuous barouctendaus that paraded through Hyde Park. Moreover, the fashions
of the vehicles of travel and macaronism further intersect since, as men drew inspiration from
their continentaGr and Tour s, the macaroni style embod
privilegedt r a ¥ Adthotgh the macaroni style would have been outmoded at the time of
Austends wri edtrhge teaevigihg rodaadht s popularity ir
made that as the look of the dandy takes hold and replaces the macaroni, carriage decoration
functions as an outlet for men to express their taste with bright, excessive colours. There is no
guestion that the barouctendaufalls foul of the modest staadds of the polite era, given its
| avi sh depictions in contemporary -laneauspapers
her efforts at a qualitative mode of consumpiias the foundation of her genteel
performance is done so at the expense of saityli

The discord between Mrs. EIltonds intentio
overshadows her attempts at polite consumer practices. Brewer states that the polished man
of taste was distinguished by a passive mode of consumption; he wagnotitlt t i ve O pur s
or acqui r &pbespitd herchoice taichanpion one carriage above the others,
loosely (but unsuccessfully) mimicking accepted practices, Auggiataactive consumer.
Clothing and personal adornments preoccupy her. Ofteniagpeag 0 as el egant as
pearl s can make her 6, Augusta prominently po

the extent her appearance takes precedence over polite ch@rslissrBates is obliging

enough to comply, singing her praisestoeoths : 6 dear Mr s. El ton, how
Beautiful lacef Now we al | follow in her t%Howaver, Qui t e
59 McNeil, 31.

%John Brewer, 6AThe Most Polite Age and the Most Vici

16601 8 0 0 Bhe Cansumption of Culture 160@00: Image, Object, Textd. Ann Bermingham and John
Brewer (London: Routledge, 1995), 352.

61 Austen,Emma 229.

62 Austen, 258.

98



August ads ¢mrsedatian doaesnot@ledyd succeed, and she is victim to jealousy

if others receive aopliments before herself, whigitovokesher to draw attention to her

appearance: O6How idHow dogau like myktrenmimg? Howohasn ?

Wr i ght d o rf*€omparedhoahie dethdre and proper manner in which Jane Fairfax

accepts &&oponpd i memyt s6, Augustabds practice of

and impropef? The gendered pressures placed upon women, though, does much to explain

August absAnbBdrami mgham ¢@vopnhean 6nss etnpaatt htet i ¢ r el

commodiies of fashion must be seen within the context of their own commaodification.

Within the discursive space of the marriage market women continually had to discriminate

between the tasteful and vulgar consumption of goods, cultural events and noveltiesy For

a woman consumedé would det er rffiAnaematiedw, i n t u

woman Augusta has, presumably, participated in the strict cultivation of aesthetic commodity

goods that the marriage market required for a woman to be herself an eligible commodity.
Similar to other women of her station, Augusta would haezliher pin money to

purchase gowns and trimmings. As Susan Staves shawsiine consumption did not

entirely endafter marriage; married women participated in the acquisition of goods through

therex pendi ture of &6pi n monancégivenRaawonmaobybey was

husband for her own personal expenditamed frequently written into the marriage contract

What she could purchase with this money was, however, strictly governed by law. Women

were required to spend their allowance solelyr@npurchase of trivial items of amusement,

personal articles, and clothing, and were a woman discovered to be saving pin money or

spending it as capital her husband was withi

63 Austen, 254.

64 Austen, 254.

%Ann Ber mi ngham, 06ThsdoWeiaat UFreard Ghe Bolitesptithe Ridtaresgue:
Literature, Landscape and Aesthetics Since 1@d0Peter Garside and Stephen Copley (Cambridge UP, 1994),
98.
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allowance® In the context of theancept of coverture whereby married women relinquished
their individual i1identities and | egal rights
Skinner points out that pin money presented married women with an avenue of financial
independence from theiuhs b a n d°SNeventheldss the infantilising legal interpretation

of marriage that condemned a womands existen
into that of her husbandd is a stark® reminde
Indeel, mvi ng coll ected the accoutrements necess
continued accumulation of fashionable clothes and adornments after her marriage vows, and

need to secure the positigpinions of her companions, belie anxieties over the social

precarity of married women. Her conspicuous consumption and grasps for attention reveal a
continued competitiveness against other women as she strives to not be overshadowed in

society as an alreasbonsumed commaodity, in favour of her yetbe-consumedinmarried
acquaintances Emma and Jane Fairfax, -and eve
nuptial consumption in the context of the competitive marriage market, her displayury
remainsymptomatic of her desire to still be perceived as coabierBermingham further

illustrates the pressures that fashion culture and its prescribed modes of consumption placed

on women by noting that married womends rest
6condemned as frivol oairse amalt s Besungamn moits pol i ¢
out that while consumption provided one of the only means for women to participate in the

cultural and public spheres, at the same time reformers of feminine manners sought to

f6Susan Stavesjar ri ed Womends Separ atlg33(Pondomp idarvargUP1980), Engl and,

133t aves notes the intricacies and incoherence of | e
eighteenth century, see pages-182.
57Gilian Skinner, OWomendés Status as Legal and Civic Sub

Women and Literature in Britain, 17€80Q ed. Vivien Jones (Cambridge: Cambridge UP, 2009), 92, 95.
68 Skinner, 92.
®Bermingham, &éThe RoWetaur eFseqrienianri d yFe a dy9 .
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exclude women from public life, insteadani ng o6t o | i mit their actiywv
name of maternal dutydd.

Augustads consumption practices allow her
consumed in social situations, and how she promotes herfle$f @expense ajther women.
Peppered throughout her speech, and indeed many of her conversations, are allusions to her
access to different vehicles, revealing her appetite for personal gain both in terms of wealth,
and status formation. As Augusta confuses and collapses polite idgalssofity and status
assertion through conspicuous consumption, she undermines her own polite project.
However, if we return to Latourdéds ANT we kno
performs the task it was delegated, this action rarely transpitkee way that was intended.
The Omachine never works exactly the way we
dislocated b et r ay e d’t AugustaaEfton Heploys tHedtransformative agency of the
barouchd andau, yet t he eonlpféaspatrsisevidestingst ance to t
0di sl ocationd fromithe a@acoDip@en nigpoltpstatmd d Alug g a t
and instead is O0translateddé to be-ntaa.y mer e p

Adhering to prescribed disdipes of conversability social comity or courteous
reining in of the self, for exampliewould allow Augusta to converse freely and easily with
her social superiors since politeness helped bridge the gap between classes and granted access
to shared exp@nce’? As a newcomer to Highbury, Augusta brings with her different ideals
of polite conversation whiglas Mee has shown, coutttrease the risk of inhibiting
channels of communication, particularly since these ideals are motivated by the need to stake
her claim, as the honoured newF Fdranypokte i n t own

exchange to be successful, Steeleadvioee d an egal i tarian model i n

70 Bermingham, 99.

" Latour,Reassembling the Socidb.

2Kl einené®sl and the I nterpretation of the British Ei
3 Mee, Conversable World04.
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7

posits, ©6is the Life of Conversationé Famil.]

Co n d e s c’&whist tane d address between participants is stressed most prominently

her e, 0 e q umachiefersedto theueguitabla division of the conversational floor. The
exchange that | have used athefitstbetwekreAsiguga of t h
and Emma in which we are given full detdile o wever , di spl aysdAugust a

for this convention as she dominates the con
6slighto replies as s he”Thismotoply negativelyeaffects o be t
Emmads private percept i casfiedfitalserussurprigngly,on as v
i mpedes the flow of dialogue to the p®int th
As the two women uphold irreconcilable ideals of conversational conventions, silences and

breaks in conversation are inevitable. For Mbe,exchange of terms between Augusta and

Emma is strained by their competition for authority, and made particularly uncomfortable by

the fact Emma was previously courted by Augu
uphold her polite restraint, while usta contradicts her host and social superior in a bid to

establish herself in Highbury societyAs Mee points out, it is the undertow of a
conversation, that which occurs beyond the w
channel s of ‘Thesuppression af har aounterpart positions Mrs. Elton as

what Juliet McMaster terms O0a verbal aggress
war f ar eupmanship as she consistently dictates the direction of the converé&iion.

Claudia JohnsorAu gus t@ibnsi st ent publicityd of her ac

taste is what makes her so intolerable, bul |

"4 Richard SteeleThe Tatler ed. Donald Frederic Bond, vol. 3 (Oxford: Oxford UP, 2014), 174.

S Austen,Emma 213.

6 Austen, 214.

" Mee, Conversable World06.

8 Mee, 206.

®Juliet McMaster, OMrs. EI tTherlalkimldne Busthed. Bruoé Stovelarld Aggr e
Lynn Weinlos Gregg (Edmonton: University of Alberta Pr§f)2), 76.
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whil e Emmads receptiveness twowhdnddremailmcy 1 nf or
silent®® Indeed, throughout this visit which, we are told, lasts just 15 minutes, Augusta grants
herself the privilege of choosing four out of the five distinct topics (Maple Grove, the
barouchdandau, her life at and recommendatiorBath, and her social endeavours since

settling in Highbury), whilst Emma, fullofseif e st r ai nt f or f ear of bei
most three consecutive lines at any one time. Even when Emma is finally able to introduce

the subject of musicacommort opi ¢ i n the erads O6conversati
genre that portrayed subjects in studied comportments that conveyed their knowledge of

classical arts and cultural interestdugusta monopolises the topic for almost two pdges.

AssessingAgust abs ef f us Hamdau spatificallyp, ehich springsifactin e

from the frosty silence she creates via her
Surreybdés beauties, we notice that she contin
asking a questionofherhd8$tT hi s qgquestion, 6You have many p
suppose, Mi ss Woodhous e,eitherto bergciprscahontoe r 2 6, i s

accommodate the free flow of conversatigvhenshe at last invites Emma to sbdhe
conversational floorshe does sto draw attention to the fact thsttehas travelled
comparatively widely across the southern regions of the coumtrgarriages whilst Emma
has been entirely confined to Highbury and the neighbouring Donveleesu g ust a6 s
effort at reciprocity only serves to create further distinctions between the two women, that

stem from their contrasting experiences of mobility in carriages.

80 JohnsonJane Austenl29.

88My definition here is from Lawrence Klein, o6Politen
Ce nt TheWiétorial Journa#5.4, 2002, 86898), 877. For an extended and rigorous exploration of the

conversation piece, see Kate Retforde nversation Piece: Making Modern Art in Eighteenth Century

Britain (New Haven:Yale UP, 2017), which centres the genre as an important innovation in eigktestitty

portraiture but one that resists a concrete definition.

82 Austen,Emma 214.
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As | discussed in the introduction to this thesis, Eviasemphasised thiereds of
unrestrained mobilityn othereighteent.c e nt ur y novel s. I n Defoeobs
mobility, for instance, leads to a sense of rootlessness as familial values and tradition are
unravell ed, b WHermsprong R786)charattersBaee gplacédson a scale of their
moral values according to their mobill8 or exampl e, Ewers expl ai ns
progressive figures such as Hermsprong and Caroline prefer to walk (he is an extraordinary
pedestrian), while the reactiary and morally dubious Lord Grondale, Dr Blick, and Sir
Philip Chestrum travel evé&ihsismeompelirgy chai se
argument, and | argue that Austaranges the characters®immaon a similar principle.

The gentlemanly MKnightley frequently opts to walk rather than idly ride in a carriage.

Emma, perhaps blinkered by the strict tenets of polite society, viewgWdhtleyd s act i ons
as below his station, but as the perfect example of an English gen#emngdmleyd s

temperamenand values recommends the pedestrian mode of mobility as befitting of the

morally superior. Emma, one rung down frégmightley, has access to carriages and

therefore the potential for an extended range of mobility yehabeemained stationary

within Highbury without the connections to the capital and both the educating and corrupting
influences of the metropolisb6b society. Her c
completely static in both a geographical sense and a moral sense, though she dtes show
capacity to learn and grow. Herliretween status is reflected in the complexity of her

morality. On the one hand she is the precocious, polite, and genteel heroine bent on creating
Ohappily ever afters6, but gementdned someatimesra s h e

callousness in her natuferinally, there is Augusta Elton, with her journeys across southern

83 Ewers,Mobility in the English Novel from Defoe to Aust8@, 159.

84 Ewers, 1509.

85 E mma @opensity to place too much stock in her genteel status and her subsequent misjudged blunders in

social situations is a key theme of scholarly attention into the novel, as is her capacity to overcome her

prejudices as she strives for moral developmenteBpbints out that Emma is a fallible heroine, bestowed with

high status, vigorousness, and powdmrnlkotAluswienidisn plue p
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Engl and and connections to the slave trade,
morality.

Augustads connecd, weknow, ale the roohcEsomd ave trad
embarrassment for her. During an evening at Hartfield, Augusta presses (a little too
forcefully) Jane Fairfax to make hasty arrangements as a goverapaesponds to
Augustads oversteps by twdindasiriesragheraséalcliferi ons bet
empl oyment will | i kel y itoaduiee oftheman fleshbutoOf f i ce s
human i %A wdd stcdoissiousneds fegarding thaurceof her inheritance are
pal pabl e i n h e rassureeysudvis Buskkng was alwlagsmagher a fiieénd to the
abol Newvabdbt  hel ess, Augustads coundesawred ons t o
further when we take into take into account the materials of her beloved batandhe.
The body of a luxwyr carriage such as this would have largely been constructed with
mahoganyyaluedf or i ts burni shed shine. EIl aine Free

furniture inJane Eyrg1847)haselucidatelt he vi ol ent hi story of Bri

mahoganywod from the West Indies, and its ties
ecologically and socially devastati s cultiwv
|l will el aborate in chapter threedbs sddr eat men

within the wood itself. As Charlotte Sussmietails the eighteenth century was
characterised by a glorification of Omercant

practiceso. However, a 6nebul ous dnxietyd in

giving her an exceptionally unfettered social position is rather to leave her &eeaiat her wilful errors, for

which she must take leynwnda eA.moHalll rterspoins i brnrhd @ sy 6t. r an s
humiliation of the spinster Miss BatesontheBbk | | outi ng, noting that it is 06
rectifyhe wrong [é] that we see the wultimate transformati
spinster [ Miss Bates] 6 wButler,Jareduslen andittie&Vdr ofHdpad@@;s gr owt h

Lynda A. HalwWomen and o6Val ued in Jane AustendégChdovel s: Set

Palgrare, 2017), 16B67; 174.

86 Austen,Emma 235.

87 Austen, 235.

88 Elaine Freedgoodihe Ideas in Things: Fugitive Meaning in the Victorian N¢@licago: University of

Chicago Press, 2006), 35.
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proliferated as suspicion spread over the possibility that colonial materials retained some of
the violence with which they were initially appropriated from the colonised loc&fitmshe
context of such widespread anxieties over the possibilityctilanial violence might be
transported home along with the colonial material that is the product of such violence,
reassigns the choice to use a barotlahdau from a fashionable one to a moralistic one.

Mr . Knightl ey encaps unhtianalsm andmosatitewhéndie c on f |
sternly declares that Frank Churchill 6can b
English delicacy towards the feel-itempgredof ot he
and feverish admi sgandi and wduld leavehiteonorraw, iffhe]i c k o f E
coul dé stands i n oppo*SExtrapotating thionarkativgttopesoh mo r a |
nationalism onto Augusta, her traversal over a large geographical range within England is
commensurate with the unpatic sentiment displayed by Frank Churchill, particularly since
the locations she claims affiliation with were major slave trade ports and thus link to an
ambiguously vast geographical reach overseas. Bristol, along with Liverpool and London,
wasoneoBr it ainés dominant sl ave trade ports th
from its harbours that might take them, initially, to the African continent to trade for bodies in
exchange for commodity goods, then onwards to the West Indies and itsgpadmis
sugarcane, before returning homewatdsmma, on the other hand, is firmly rooted in
provinci al Engl and, the site of polite Engl:i
movements are almost exclusively parochially limited to a place where O Engl i sh ve

Engl i sh cul t urandthukhegrésirided mabibtyadnoeptualised by Austen

89 Charlotte SussmagGonsuming Anxieties: Consumer Protest, Gender, and British Slavery, 18383

(Stanford: Stanford UP, 2000), 11131.

9 Austen,Emma 118, 287.

For more on Aust stoand itsfoogiassociatibns with slavadé verBures to deepen the
negative characterisation of Augusta EIlton, see Cath
Ca p t i Pensuasjoisno. 38, 2016, 95L06.
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within aspecifically national ideology of manners and moraftpouglas Murray delves
into the novel 6s c¢ o mplityand immohility.Hs moiots b 0o E mma b we e
inertia(she is the onhAusten heroine to not trayedndto howher father is contrasted with
the constant mobility of those who leave Highbury for pastures newoahdseperipatetic
outsiders who have travei to settle in the village. According to Murray, Austen presents the
clearly demarcated spaces of Hartfield and Highbury more broadly as sanctified places that
have a developed sense of heritage that has grown fi@gohtinued stasis of its native
residents. Far from a negative attribute of Highbury culture, this stasis contrasts with the
constant mobility, represented both by those who enter and leave Highbury from a nebulous
and uncategorised network of placesittis presented as somehow aber¥dAs such, the
mobility of those around Emma and her father
something unruly that can puncture the sanctity and purity of Highbury and its étilture.
Consequently Augustanit endi ng t o use her travels and 6s
enliven and i mprove a country neighbourhoodd
accomplished, actually risks disrupting the
systemwith her cosmopolitanisift.Emma, who has never even been the seven miles to Box
Hill, thus remains the morally superidturther, the baroucHandau itself threatens to
disrupt the tranquillity of the English pastoral picturesque with its imported raiaténat
speak to an extreme violence and exploitation.

Just two paragraphs on in the text, however, Augusta appears to attempt to remedy the
schism she so actively created between herself and Emma by turning to her love for the

domestic. As | have previsly discussed, politeness and polite conversation were often

92 Austen,Emma 283.

®Douglas Murray, O6Mobility in England, 1816: Austeno:
Cott agleatnte, Aiumst e n fed. RéheroCiark d @hini Rewdledge, 2017), 2423.

94 Murray, 243.

% Murray, 220.
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concerned with the domestnd expressed in interior settinggigustarepeatder claims on

thedomestic again over many | ines, by declaring 0
realconf ort 6 and that she is quite sincerely 6d
sister, Selina, apparently has troub¥e encou

Through her many iterations of the point, Augusta aims to linguisticidiy berself with

Emma by entering into the same discursive world to which she believes Emma subscribes.

But as we have seen, and will continue to observe as the novel progresses, the sincerity of
this sentiment i s quest iaxnspedificalydesignegtost ads sy
convey one away from the domestic to another location via the outdoors and beyond the
borders of the park, thus implicitly implica
being at home, so to sped&everal times she dna our attention emphaticallythough

inadvertentlyi to her need to be mobile. She has travelled to several different towns and

cities, all of which would have required the use of a conveyance in order to reach. We know

that she is from Bristol and hasoveda relatively great distance to settle in Highbury; she

makes it a point to tell her company of her
the basisoffrshand knowl edge; and her explorations
first ever basts she makes to Emma. Indeed, Augusta takes an active interest, even an
enjoyment , in travel; O6éexplored and od6expl ori
Later in the narrative she mourns thHetarestri
woman ever have so many resources, it is not possible for her to be always shut up at
hom%®uch | amentations cannot be aesistanceéo t ang.i
the thought ofemaining ahome. The only logical way we caninterpfeti gu st ad s

professions of love for the domestic then, are as an act which she assumes in the hopes of

% Austen,Emma 214 15.
97 Austen, 279.
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impressing herself upon Emma. In terms of polite corateng this is an unequivocal

example of the hypocritical element of polite discourse that Dawidbeerves in the polite

tradition. Whilst hypocrisy was seen as an intrinsic element in the maintenance of the perfect
polite veneer, the disconnect between what Augusta sincerely feels and what she says rings
falseias Davi dson e x plsareunabletokeaptBetr redl mapiveshidden e
behind the %Mwedkuwtiads ritrueepdt.i t ude t hus exempl
traits, such as courtesy and politeness, were not inherent within an individual by virtue of

their superiorlocaton i n the social hierarchy, but hea
to master and perform cultural codés.t i s unsurprising, then, th
Emma fall flat, culminating in the stunned silence of the woman more proficidme ers of

sociability.

Augustads dominance and insincerity are n
this interview, however. To return-andauher th
primarily, this selfinterested boasting directlpuotradicts a central narrative of politeness
that insists merit alone is not sufficient t
Agr eeabPWen elsssvbe seen that Augustads soci al i
visits as she dominates consations conducted in the feminine domestic sphere, eventually
stifling dialogue until it fails and a new topic must be chosen. The carriage, however,
transforms polite sociability by removing it from the domestic and relocating it in the
masculine outdoorgroviding Augusta with the means to effect a fornsadiability she has
more control over and with which she is more proficient. Confirmation of this can be found
in Augustads conduct both precedingownd dur.i

The trip, originally devised by Emma for her

98 Davidson,Hypocrisy and the Politics of Politeneds
®Kl einené®sl and the I nterpretation of the British Ei
100 Boyer, The English Theophrastus: Or, The Manners of the Ag4.
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chosend as a o6quiet, unpretending, elegantd
Opmicc parade of the EI tons aadthktEltohsdroughtc k1 i ngs
toget her upon MrAugvsas disappointed by the ntewsavir. and BIrs.
Sucklingbs visit would not occur wuntil the a
for the Box Hill outing, and becomes increasingly perturbed the nmewgostponements
developi 6 il s nmomgt tvheéxatm ous, KmAmgdhtd eyl owesdteh e i
exploring!i These delays and disappointments are quite odious. What are weito d¥?
Not only does thiseinforceA u g u gre\aoassontrived manipulation of the language of
domesticity, but it tellingly reveals an urgency to be withinghelein air aconversable
world, t o use Meshécan npst easily moderateh a t

When the trip does eventually commence, ihslittle-travelledEmma, transplanted
for the first time from her parochial confines and removed from the rituals of the polite
domestic sphere, who makes herself disagreeable in her unfeeling comments to Miss Bates
about her perpetual verbostlfEmma, unsuccebsu | | y negoti ating August
of sociability, commits a social infraction, a display of nuelesto a social inferiothat runs
counterto the behaviour advocated by the polite code of conduct she believes herself to be so
adeptly in control 6% Augusta on the other hand, has far more social success as, we learn
later from a conversation between a forgiving Miss Bates and repentant, Emwigch we
find that Augusta persuaded Jane Fairfax and Mrs. and Miss Bates to join her for the evening.

Augustads victori oudsorssorct ahmue®rwihtesthat i ®@enesni

101 Aysten,Emma 277.
102 Aysten, 278.
103 Aysten, 291.

%4ci audia Johnson points out, though, that instances
stand out as all the more shameful precisely because
presence in this scene helpsud ent i fy Emmadés infractions, but also hi

herself for the majority of the novel. Where Mrs Elton aggressively advertises hertsglfl i ng as o6éLady
Patronessd, Emma endures Opage a ftingslpthedightestof é vexi ng
i mpat i enc e 6Jane 8usten: \Wamkm Rolitics, and the N¢@élicago: University of Chicago Press,

1988), especially pages 1-230.
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indoors though the tone of the evening falls somewhat short of jovial once relocated to the
domestic. Jane Fairfax, f or emntonsandatlasthowsbear s
to pressure to accept Augustads offer of a g
I a fate Jane Fairfax had been holding ©ffe evening is plagued by sense of fatigue and
resignation, Mi s s Btesayehat arty efthens [theipartytséeméd vesyh e 6 C
much to havwe enjoyed ito

A u g u dilegbesalso betrays the eighteeaémtury propensity for fetishizing
objects as O6vessels of transcendent meaningd
was heavily satirized by Austéff. Augusta falls into this trap in her reverence for the
barouchdandau; her repeated referencegeals her attempts to use what she sees as its
transcenderp ower to transform her own rmasg atus by ac
Augustads tr eat-larslautas tlefultintate status symhmluscsét ep by Austen
as a Osatirical [ embl em] of misplaced feelin
we know are antithetical to polite ideolo§y Further, the iple reference to the barouche
l andau itself betrays the passionate desire
mindé which, if | eft unchecked, ¥hkeheri es us
chosen signi f i ernisafgregsivelytcanduseristnits/refareacasdto o
l uxuries and possession of modish fashions,
showy aesthetics above all else. This preoccupation with stiefagleappearances leaves the

carriage liablete ont i nual breakdown, and Augustabs co

shortcomings of the carriage, is subject to the same propensity for failure.

105 Austen,Emma 300.

%Barbara Benedict, 6Satire, Sentiment and Desacraliz
N o v e | BydamicsioihDesacralization: Disenchanted Literary Taleats Paola Partenz€gndenhoeck &

Ruprecht, 2015), 54.

107 Benedict, 55.

108 Edmund BurkeA Philosophical Enquiry into the Origin of Our Ideas of the Sublime and Bealtifution:

R. and J. Dodsley, 1757), 116.

111



It is important to note that wealth and pedigree are integral to the social milieu of
Highburyintheeyee f some of i ts inhabit a,drisstanceEmma Wo
is scattered with exclusionary terms on the
di stinguished from the ésecond setdé, for ins
onAugusté s ack of pedigree, and her disdain for
youngest of two daughters of a Bristaine r ¢ h a n t , By that token, it is mobonly
Augusta who vexes the relationship between economic and material eegithe culture of
politeness, begging the question is Augusta wholly to blame for her misjudgement of

courteous cultural codes, or is she merely trying to be accepted into a social world founded

on similar misjudgements?

Hierarchies of polite exchange

By choosing the baroucHandau as her favoured status symbol, Augusta creates
tensions between material and abstract notions of status by forcing an ostentatious object of
material and economic prosperityan object consequently only available to an @sivke set
T to act as the physical incarnation of the polite ethos. However, as noted above, the ideology
of politeness is subject to a complex double bind as an exclusive form of inclusivity, which
compromises the barouchea n d au 6 s st a tctulsdeed, shis paradoaitalinbtien o b j e
is mirrored in the modes of sociability that are encouraged by the barlaunctzel in several
ways. Augustabds wish to ar r-landay enaydavedorner i ng p a
polite merit since the compositondéfe carri ageds interior, i n wlt
would have facilitated the easy flow of conversation between passengers as they faced each

other two by two, aided as well by the pleasant weather that was necessary to the use of the

109 Aysten,Emma 173, 17, 144.
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vehicle. Additonally, Augusta uses the baroudhedaui or, at the very least, promisesito

as a tool for bridging the schism between social sets by extending invitations to Jane Fairfax

to join her summer sojourns, |justsemsheiHi ghbur

carriages for the service of those less fortunate, like Miss Bates and her elderly*thdtner.

gathering of people with such a range of social experiences within the other carriages of

Emmahas a levelling effect upon its passengers, thenstamd tensions of rank and wealth

are dissolved as those inside the carriage are granted access based upon courteous codes of

social comity. Mrs. Elton shows an awareness of this levelling effect, but being the designing

woman that she is, Augusta uses imarital carriage to gain the social advantage of claiming

Emma as her equalévfleh a v e ¢ a r''t Thisogleumtédouse of a hordeawn vehicle

exposeAugustads i nvitations for Jane-laRdauasf ax t ¢

not the trasparent, charitable actions of polite goodwill she wishes them to be perceived as,

but as the continued efforts to demonstrate

serving motivations become even more apparent as she assumes the autleduse tihe

offers of others of sending their carriages for Jane Fairfax and the two Bates women. To Mrs.

Weston, Augusta announces that she o6under st a

time it will be quite unnecessary. You may be very surell sifways take care ahend*'?

Jane Fairfax and Mrs. and Miss Bates are accordingly transformed into the emblems of

Augustads charitability, objectified as tool
The barouchdandau redefines orthodox forms of sociability, bitimately fails to

make such forms transparent, as its own status as public or private space is difficult to pin

down. On the one hand, the carriagebds inter.i

110 Austen, 222Jane Fairfax, orphaned as a young child, is a highly accomplished young woman and genteel in
nature, but, before her marriage to Frank Churchill, occupies a lower rung of the social ladder as-aeoon
governess.

111 Austen, 222.

112 Austen, 252.
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polite domestic setting, but on the otherthecaeriags abi | ity to traverse
undermines its designation as wholly privdteRi c har d L ov eAnlEssd&ydmtieewo r t h ¢
Construction of Roads and Carriagé817)illuminatesthec ar r i age s mut abl e 1
with sociability in his descriptionf the changing fashions in carriage construction:

A sudden revolution in the height of private carriages took place a few years ago.

Such as were exhibited in Bond Street were made so low, that gentleman on foot

could hold conversation with ladies withauty exertion of their limbs. It was

however soon discovered, that other people overheard their conversations, and

carriages immediately sprang up to their former exalt&fion
Edgeworthds essay reveals a mutually depende
carriage itself, in its encouragement of a specific conversability, and how that conversability
directly influenced its redesign. The lowering of carriage heighas @oser toward street
level facilitated illicit conversation between ladies, from the safety of their vehicles, and
gentlemen pedestrians by eliminating the need for either party to cross the boundary of
potential impropriety of travelling in the carg@atogether. Essentially, a quasivate sphere
that encapsulated the vehicle itself and its immediate peripheries had been created by this
structural remodelling, so that specific pedestrians were free, and encouraged, to participate
in private conversatons wi t h passengers. As Edgeworthos
circumvention in itself began to excite the curiosity and judgement of onlookers, and in
response to the failure of thisquasr i vat e sphere, the carriageo:s
Whil st we candét know f o rlandae was aubject tottnsedtaimatiac t h e
back and forth in fashionable elevations, or if its very invention was born out of the need for

revolution back to lofty carriage stature to counter invasions uponnggssgrivacy, these

113 The notion of pblic and private spaces in relation to the hatsmwvn carriage, and how the spaces of the
carriage may be gendered, are addressed fully in Part Il of this thesis.

114 Richard Lovell EdgeworthAn Essay on the Construction of Roads and Carriag@sndon: R. Hunter,
1817), 107.
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changes are an undeniable chapter in carriag
essay confirms an inextricable link between carriage construction, conversability, exclusivity
and privacy, but also reveals that this relationglag complex and subject to redefinition

according to the prevailing needs of vehicle owners.

Figure 24: From Thomas Rowlandsaiorld in Miniature A sociable outing to the
countryside in a large opdapped carriage. Photographed with permission fronb¢vés
Walpole Library at Yale

Ellis comments compellingly on the social effect of travelling within a carriage,
arguing t hatatidspaceifs semimental @mca@uadtersy animinal zone between
public and private, where [é] disparate char
proximity, be f or ¢° argue tmat tlis smantmngwut of sogidl iamkg 0 .
within a carriaged moredilutedwithin the barouchdéandau than within standard vehicles
such as a coach or a chaise. As the most exclusive model available, the creation of a shared

experience within the baroucheandaudéds i nterior is an el evate

115 Ellis, The Politics of Sensibilityl 53.
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terms as the passengers are raised above the dirt of street level. The inherently selective
sociability fostered by a carriage is further amplified by the barecubcaen d aud6s r ar i t vy,
raising its passengers onto the plane of the highly privilegedlfmtemoving them from the
rest of society. By having a conversation in a vehicle that is exclusive in social terms and
exclusionary in construction, the inclusive ideal of courteous culture is problematised once
again, as the social set in question stamgously inserts and excludes itself into and from the
public domain. In addition, the very mechanics and dimensions of the bailandag,
particularly its retractable hood, press further on tensions between inclusivity and exclusivity.
During her summeexploring parties, Augusta will expect the retractable hoods of the
barouchdandau to be thrown open, allowing her passengers to see but also to be seen. At
once this adaptability troubles and blurs th
of public/private, inclusive/exclusive. It introduces the element of spedtasieopportunity
for the passengers to indulge in sartorial and social display. In contradistinction to the
revolution in carriage dimensions outlined by Edgeworth, which develap@ means of
detracting attention away from passengers, the public eye here is welcomed, and indeed
absolutely encouragetisuggesthis invitation of the public gaze turndesignate
passengers of private pleasure carriages as consumable by ihleeos)ltransforming
themselves through the rituals of the carriage as public visual propert

In choosing such an object in her performance of gentility, Augusta claims to be the
social equal of other barouckendau owners who, as we know from newspapieteace,
are predominantly male members of the gentry
(while in itself not insubstantial) is but a
the respected hereditary channels, but through recent tradesiHarestatiorthus remains
far below the landed titled men sattempts talaim as her equals. Hamvitationis

increasingly diluted by the fact that she is not the owner of this carriage, but is merely granted
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access to it by her familial connectiaisMr. Suckling Augusta is not in control of her own

status formation but dependent upon her bretvéra w6 s patronage. The | e
perhaps eminency, of Mr. Sucklingb6s patronag
his own status. At moshe is only the second generation to live in his seat at Maple Grove

even then, he has been resident for just 11 years, and Augustdlmacertain how long

Mapl e Grove has been t helamalmdstisyetlmecdMr. 61 bel
Sukl ing had compl eted t'HWecanthusifaathaMbef or e hi
Sucklingés wealth is the product of &édnew mon
averse to. The precariousness of Augustabds c
fact that we never meet Augustads brother an
manners or gentilityLike the barouchéandau itself, they remain offstageittWno title and

no guarantee of his polite etiquette, Mr. Suckkwgkesthe nouveauiche characters

comically censured byhe Tatler 6 but to see Men for no ReasoOl
rich, ascend to triumphant Chariots, and ride through the People, has at the Bottom nothing

else in it but an insolent Transport, arisingonlyfiorh e Di st i nctilnon of For t
overstepping the boundaries of his rank by purchasing a luxury item reserved more often than

not for the aristocracy and monarchical ranks purely because he can afford to do so, Mr.

Suckling displays the vulgarity of feed that Burke detested. Further, the object at the centre

of Augustadbs conversation never actually app
barouchdandau remains firmly at Maple Grove in spite of many promises of a visit to
Highbury,andttds absence only works to delegitimise

power.

116 Austen, Emma 243.
117 Richard SteeleThe Tatler ed. Donald Frederic Bond, vol. 2 (Oxford: Oxford UP, 2014), 321.
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The didactic |iterature of the eighteenth
Gentl emand was dependent wupon onldeTatleB:ehavi ou
99100) and we have seen that Augustaods i deas
idealised model of politene$S.Like the barouch¢ andauds i mpractical em
over function, Augusta mistakenly extolls style over substance. Furthermocentingodity
object she has chosen to aid the formation of her polite and moneyed identity flouts the
circumscribed notions of polite consumption. As we have seen, however, the barouche
| andauds potential for rei nt etrgdict@yidedlogpon mi rr
of politeness. Nevertheless, to use such a precarious object in status formation clearly
requires more skill and depth of understanding of polite behaviour than Augusta possesses.

The very transitory nature of the carriage is what mélkegrecarious status symbol. Drawn

by beasts that are flighty by nature, the carriage moves out of reach, precisely like the genteel
status Augusta almost, but never quite, achieMes.next chapter the third and final case

study of this thesis will address another famous Austen carriage and its p&osthanger

Abbeyp s notori ous Joiwheel §ihpaarigge Asahisdhapter wndetswwanl

the barouchd andaubés contentious role in shoring u

uneartht he gi g carriageds depl oyment as a marker

118 Steele The Tatler 2014, 3:99100.
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Chapter ThreeeThe Gi g and John Thorpeds Vi

The gig carriage lies in sharp contradistinction to the barelacttau at once in its
physical dimensions and its frequent presence upon the streets of Regency England. The
previous chapter read the physicalEmmdsence
where it seems to loom as a spectre of gentility without ever appearing as anything more than
an idea, as an unfulfilled promise, that mirroregdarcity inboth Regency streets and
literature. This chapter turns to the overabundance of the giggain these two arenas.
OveralAust ends fictions reflect the quotidian
century streetBut none intervenén period grievanceagainsthis particular vehicle so
explicitly asNorthanger Abbey1817). The damatic difference in physical size, construction
materials, and price between the barodemelau and the small, twsheeled gig, contributed
to the | atter ds pr oHandaehaafour wheels, thé/picchasstwotalde b a
consequently requas a single horse to draw it as opposed to the majestic team of four to six
necessary to the former. Not only, then, would a gig have been cheaper to purchase outright
compared to the barouctendau, with no need for liveried footmen, fewer horses, andrfe
moving parts to repair in case of damage, additional costs in maintenance and upkeep would
have been comparatively minimal. Whilst the repercussions of this price differenag serve
initially to open up the elite market of vehigd@nership to an econaaally inferior
consumer base, the corollary effects exéghdto more abstract concepts like gendered
identities and their performances. Unlike the barotiahdau which we have seen used as a
prop for a genteel social performanéesten invoksthe gigcarriageas a means of
foregroundinga gendered social performance. Rarthanger Abbeys comi ¢ vi | | ai
Thorpe, the gig carriage helps to establish a hymesculine identity, functioning as the

primary tool in his quest to appear rakish, sexuatyey and superior.
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This chapter examines t h®vidfa supenigity over J o hn
his male peers and over the women he encourftespe wield he &ér het ori c of
and do miexteading ibtahi$ horse and carriage.ike Augusta Elton, Thorpe
continually references his conveyance and horse as partrobhiss operangdimanoeuvring
all conversation toward eliciting admiration for Bisc u r-ir U rogilg @While Thorpe has a
perceivable advantage over Augusta Elton in the physical prestand access tois own
gig, this chapter will make clear that his treatment and manipulation of the carriage in a bid to
present a specific social and gendered idengiyjainsas equi vocal as August
material conditions of the gig, its diminutive stature and its uspe&gific timbers in its
construction, both contrast and overlap with the far more opulent carriage of the previous
chapter. The gigbdés reduced surface arntea and
meant that it cost far less at all stages foamstruction, purchase, and maintenance than
pleasure carriages like the barouddwedau. Although we know the coaching community was
an elite 10 per cent of the general population of Britain, these simple material conditions of
the gig alone place it ants owner several rungs lower on this social scale. This chapter reads
t he met onymi c me an,iwhighsvaasdd predominagtly igthes t i mber
mechanical operation of the vehicle upon which the bodysidsalled lancewood. |
contextualise my tement of the gig across this chapter by drawing evidence of its public
reputation from a range of literary and visual sources, such as the poetry of William Combe
and the accompanying satirical prints of Thomas Rowlandson. While the evidence confirms
thatt he gi g was a popular carriage for young m
shall see that the gig also carried complicated cultural associations with women and their

sexuality.

lKathy Justice Gentile, O6A Forward, Bragging, Schemin
Persuasions: The d& Austen Journa&2 (2010): 79.
2 Austen,Northanger Abbg and Other Works30.
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The gigds multivalent meanijregds rtemde rTehd rij
repetitive boasting might make it initially appear. The gig was the ultimate customisable
vehicle, built to the specific whims of the purchaser or the cbadter, with somenodels
ale to be quickly adapted to suit various purposesrigue t hat the gigds it
and fashionable fluidity troubles its form to the point that the gig becomes difficult to identify
and interpret. With multiple variants of gig constructionecluding chair back gigs, shooting
gigs, curricle madegigs, and gig made curriclésall commonly in production, distilling the
true nature and character of the gig proves
replicates the inherent slipperiness located in the physical dimensions of thehgigehss
on the carriage to signify his masculinity i
satirical treatment of the peri 0ldsseitremer gi ng
rake nor fop, displays elements of both, yet performs as acoolain i complicates our
perception of the person/carriage relationship. Throughout this chapter, | will uncover the
central role of the gig in undermining the masculine authority that Thorpe attempts to

manufacture through material possession.

The promiscuous gig carriage

Whilst the conveyances themselves may have been easy to come by in the latter end of
the century, a definitive clarification of w
proves more elusive. Austen presses on this neb®s irSanditon as Charlotte Heywood
struggles with her friends to discern the ty
not for some time make out what sort of carriage it was, which they saw coming up. It
appeared at different moments todwerything from the gig to the phaetdérfrom one horse

to four; and just as they were concluding in
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di sti ngui s h e3Clagsifications vagy adnossahe fiterature of the period, with
6gi g6 bte denage asgpeafic model of tsmdheel carriage but also as a broader
umbrella term for conveyances sharing common characteristics, and definitions are subject to
contradictions within and across volumes by celaiiding authorities.William Bridges
Adams inEnglish Pleasure Carriagdsighlights the taxonomic complexities inherent in two
wheel opercarriages since their total number of varieties far outstrips that of theiwfoes|
counterparts, artfully adding that this superabundance of formssmaket o6 di f fi cul t
practiced observers to be familiar with thenvall.

The gigds emergence as a popular mode of
which Austen composddorthanger Abbeyn the1790s, and by the end of the decade it had
becane a familiar, and frequently unwelcome, sight in towns and cities throughout Ehgland.

Austen presents our first encounter with the giyamthanger Abbethrough the exasperated

eyes of the coquettish |Isabell aéThowpeé, dehes
them! 6, having been stranded on the -pavement
street i mpossi bl e 7rhidbrief episosid provebh espeeallytusefolens a d a

foregrounding the contemporary cultural perceptionfiefviehicle that have been somewhat
lost in thetwo and a half centuries sintorthanger Abbey s publ i cati on. | sab
echo common opinions on the gigbs unpopul ar:i

upon a street oudr é&& ot hantpearntoxnskinng ai thawas dr e

3 Austen, 344.

“Similar to the periodo6s u swhepledopeh catribgesvaries foomsdRebd ai se 6 t
William Bridges Adamd£English Pleasure Carriages

5 Bridges AdamsEnglish Pleasure Carriage£20.

6NorthangerAbbefys journey from composition to publication w
novels to be completed for publication, in 1803, but was published posthumously aloRgmsitasiorin 1817.

The narrative similarities betwedtorthangeand Aust ends juvenile writing sugc¢
initially around 1794, but references TheMysierepai!| ar got
Udolphobeing the most prainent) would indicate that Austen revised the manuscript aroundds9Bee

Cecil Emdenb6s O6The Co mp oEie Reviewof Eodlish Btodid®, haa7b, §1668): Abbey 6
27981.

" Austen,Northanger Abbey and Other Worl29, 28.
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of Bath® Whilst Austen does not detail the gender nor the character of the general populace of
carriage drivers in this scene, thegyifppological situation upon Cheajreet, a road that
connets Bath to London and Oxford, allows us the inference, according to Aoife Byrne, that
their drivers were young men of leisure from these major Cities.

Northanger Abbeys br i ef sstreehcaeptuesnthe@ness ang discomfort that
could becaused by carriages on busy thoroughfares through urban centres, and Rowlandson
visualise, in 1807t he potenti al mi shap resulting from
Travellingi O Mi s e r a Biduie 31)M While there(are two carriages visible in the
street, it is poignant that Rowlandson clsdbe gig as the perpetrator of damage and not the
professionallydriven coach in the backgrounthe sceneecalsl sabel |l a Thor peos
frustrations whichwere aimed specifically at gigs. The elderly couple apiegt in their
coachmanship as they back their gig into the display window of a china shop, the owners of
which gesticulating as they remonstrate the couple for the damage they have caused. Note the
dog rearing up to spook the horse, a leitmotif Rowlandsoludes in other caricatures of gig
carriages including the plate accdigueBhi ed by
that | discuss later in this chapter. The difficulties of handling both horse and gig are
encapsulated here, and the presendbentiog and its ability to frighten the horse is testament

to the prevalence of flighty horses on eightearghtury roads. As with the phaetons of

chapter one, the driver 6s s kwnhdellcarriages likesargid! i n g
wasesseni al , but as Rowlandsonés print suggests
enough to avoid misadventure. The dangerous

themselves in is given all the more urgency as a coach, replete with the professiomadeguida

8 Austen, 28.
Aoi fe Byrne, oO6AVery Knowing Gigso: Social Aspiration
Persuasions: The Jane Austen Jour8al(2015): 202.
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of a postillion, takes the correct line down the street which unfortunately leads them

inexorably closer to the gig and imminent calamity.

Figure31: Thomas Rowlandsond® MIMS srcableis Mif hiTd a(v

capti on r ehodesin adgig backenginta tive window of a potters shop; alarmed at

the terrific crash you become panic struck,
Photographed with permission from thewis Walpole Library at Yale

Thecompetition for space on the busy streets of cities like London and Bath was
common fodder for visual caricaturists and satirists. Marguerite Blessington offers another
perspective t o A-sired ashg skettheséhmonslaughtohcaraayes
for physical space in 6The Par ko:

Carriages of every description were to be seen, from the spiesdid/is and

elegant chariot, down to the vulgar city coach and more vulgar gig: next to the

well-appointed curricle followed a shabhyred whiskey while thecabriolet,
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with its Dandy driver, was contrasted by its next neighbour, a vehicle partaking

the joint qualities of a taxedart and Irish jauntingar, conducted by a butcher

like looking man, accompanied by a large female, whose cheeks migiour

outvie his primest ox beéf.
Bl essingtondés crowded sketch evinces the tri
she highlights the diverse typologies of carriages available at the time. Out of the eight
distinct vehicle types in thisassage, five of them are liglveight twowheel carriages with
an open constructioina gig, curricle, whiskey, cabriolet, and jaunticay. This was common
in cities sincespacewass uch a premium, and as Bl essingto
gigs that enjoyed popularity in the late eighteenth century but smaller vehicles as a whole. As
this chapter unfolds, | shall make clear the difficulties in defining carriages that fall under this
umbrella from one another, since thigientifying features a& generally modelled on the
most successful elements of whatever was the most satighstyle of carriage at the time.
However, Bl essingtond6s juxtapos-appdntech bet ween
curricled raises qu prepelledamtise focefroatrof publicyrritatiome gi g
over the many carriages that boasted similar constructions and popularity. What material
conditions caused the gig to accrue such negative associations?

By orchestrating our first glimpses of the vehiclet tvdl become so prominent
throughoutNorthanger Abbeypon Cheagstreet, Austen makes us immediately aware of
both the gigds (relatively) smallThkrrcwompds ¢ W
The History of Coachesompounds this notion of thggg in his notes regarding the tax upon
two-wheeled vehicles, which in general hovered around £3, 17s. Interestingly, though, should
the carriage cost be within the Al12 margin a

the side panels, then the vdbigvas liable to a reduction of the yearly tax to twelve

10 Blessington;,TheMagic Lantern; or, Sketches of Scenes in the Metrgfis
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shillings!* It is likely this tax reduction acted as a significant incentive to opt for two
wheeled carriages over their fewheeled counterpartaot only were they cheaper to
purchase, they were also more economically sustainable. This does few favours forghe own
in terms of asserting oneself upon the social and economic ladder, yet literature of the period
proves twewheeled vehicles were regularly invoked in establishing a performance of wealth
and fashion. | return once again to the crowded and uncomfostable ne i1 n Bl essi ng
6The Par ké:
In the drive, which is now considered the fashionable one, and for which | can
assign no other reason than its being the most disagreeable part of the Park, the
crowd of equipages from Hyde Park Corner to Cumberland, Gade great, that
carriages are sometimes detained stationary for half an hour at a time [...] Each
person that you meet complains of the heat and the dust, and the crowd, but still
perseveres in giving this side of the Park preference, to the coolaed m
agreeable one near the Serpentine river [...]: surely this preference is a convincing
proof of the influence of fashion, which we daily see demanding fresh sacrifices of
taste and comfort for her votari€s.
The O0di sagr eeabl e on acbol neddi tqgiuoanrst eorf otfh eH yodfea sPhairo
morningi the crowds, dust, heatare emphasized in contrast to the much quieter and cooler
side of the Park by the Serpentine river. Foregoing personal comfort for the sake of securing a
prominent positioron the fashionable side of the park underscores the notion that association
with a carriage is not necessarily enough to shore up unstable identities. As we saw in the
previous chapter, Augusta Eltonds performanc

|l andaubés absence throughout the narrative (a

11 Thrupp, The History of Coached5.
12 Blessington;,The Magic Lantern; or, Sketches of Scenes in the MetroRaligs.
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herself, which belonged to a male relative t
highlights the importance of being seen, of creating a spectacle, in tlageda successfully
perform various identities. It is likely that the overcrowded Ckhedpr eet of Austeno
Northanger Abbey wi t h its mass of d&acnadr réioadg eosu,s hgoi rgssedr
resembled this throng of small vehicles in Hyde Pawhilet he namet 6 Eké& &p
invokes negative connotations, its continual foot traffic and volume of carriages guaranteed a
large audience for drivers to showcase themselves and their vehicles. As suchkst@®tap
seems the perfect location for promoting @ésf al ong with oneds carr.i
among society.

As | have already alludetd above, the gig carriage was not unique, but one of many
forms of lightweight twewheeled vehicles that were in popular use during the latter decades
of the eighteeilit and beginning of the nineteenth centdrye gigconstitutedone particular
form of seven carriages that shared common characteristics. Whisky (or whiskey) carriages,
named as such for their lightness and ability to move swiftly through the city shragtseen
in use since the late 1760s, and the fashionable curricle (to which | shall return later in this
chapter) for several decades mtrA.buggy, used for shodistance travel, was popular from
the middle of the century.The early decades of tiéneteenth century saw several other
varieties added to these primary models; the Tilbury or Tilbury Gig was invented by the
coachbuilding firm Tilbury of Mount Street for Lord Stanhope, and was fashionable
throughout the first half of the nineteenth aegt Similarly, the Stanhope was made for the

Hon. And Rev. Fitzroy Stanhope (178864) also by the Tilbury firm at the turn of the

13 Austen,Northanger Abbey and Othe&vorks 28, 29.

14 Horace Walpole, in a letter to H.S Conwayontha@ gust 1768, writes charmingly
flitto EpsominaTimwhi skyé, a testament to the velHorackes6 speed
Wal pol e ds nCeoYale Eddig{dawdaven: Yale UP, 1874), 106.

15 This form of carriage is now chiefly associated with traditionalist communities in North America, such as the

Amish, and is now more commonly constructed with four wheels as opposed to two as wastimetier

eighteenth century.
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century. Finally, the Dennet, presumed to have been named after the English surname, was
fashionable c1818830. Despite gaying periods of popularity, though, even just a brief

survey of literary and visual sources from across the eighteenth century will unearth far fewer
mentions of these specific typologies compared to their cousin, even. As this chapter
continues, | uooverthe characteristics that at once ensured the gig remained one of the most
popular vehicles on the market, and at the same time made it a target for scrutiny and

disapprobation.

Ambition and the gig

By the time the gig had become firmly entrenched in the cultural landscape as an
oaffordabl ed ( r arownd fortheyoyng mep ef thé aighteehth centuny, the
periodo6s | it easprdtionghat appearfed te e tsharéd by mpairons of the
gig carriage. A survey of poems, novels, or short stories in periodicals that pertain to or
reference the gig make it clear that it was
purchase a gig with a view to moving swiftly on to sdmeg bigger, better, and faster.
Ambition and the gig seemingly wenthanch hand ; buying a gig sign
you were establishing yourself on the rungs of the social ladder. But the gig also acted as a
06gat eway 6 car r ireaeephysical satire énhehed with mavefsocigl capital.
The gigds connotations of ambitiousness are
among gig patrons, foregrounded by a common trope replicated in many depictions of the gig
that show oncéhe carriage has been acquired, an impatience sets in that catalyses the process
of moving on to another, better vehicle. Austen encapsulates this sentiment perfectly via the
thoughts ofSandito® s Mi ss Denham, a woman Owlrmhdrel t he

Poverty with Discontent, and who was immediately gnawed by the want of an handsomer
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Equi page than the si mp.tAustgdiamgplifiesthe fedlingoth t hey t
restl essness through Miss Denhagéasiagagngp ar ent
not a vehicle of more consequence. Miss Denham finds herself caught in between her social
ambitions and pride, and the reality of her
11s, was a significantly cheaper carriage than igagiecousin the curricle which averaged
22, acts as an uncomfortable reminder of her social and economic position, as well as signals
to others her position within the social and economicsttdtth e gi gdés extr eme p
was likely a primary contrint i ng f actor to Miss Denhamb6s e mt
progress on to more O6handsomed vehicles. Reg
value of its overabundance the gig fails to differentiate its occupants, like Miss Denham, from
the mass of othewo-wh eel carri age patrons. l nstead, it
rungs of the social hierarchy, a position that could be transcended through the right vehicle.
Thorpeds extensive fittings and sfforabetierr es on
carriage than the vehicle he currently possesses (though he reveals none of the embarrassment
toward his gig that Miss Denham does), and these ambitions to progress are closely yoked to
his attitude towards his masculinity.

T h or p e 0 ssneasmianifdsts itseif, in part, in the sheer volume of speech that he
dedicates to his gig and the numerous customisations he has made to it, a point | shall return

in this section. His mode of pitching this information and the lexical and syntactice¢sho

16 Austen,Northanger Abbey ahOther Works320.

7 have estimated these costs by combining two sets of average prices that William Felton presents in his
Treatise The first price is for the carriage body, not including any extra furnishings, fabresballishments.
According to Felton, the general gigodel body was utilised in both gig and curricle carriages and averaged at

7. The distinguishing features between gig and curricle carriages was, as | will elaborate in this chapter, located
in the mechnical apparatus underneath the body and the method of hanging the body from this apparatus, which
Felton refers to damag@ugh omu ttabke wmcke iresemal the average pécing of

both twewheel and fouwheel carriages, refe specifically to this mechanical apparatus from which the

carriage bodies would have been hung and from which the wheels would have been affixed (but does not include
the price of wheels). The price given for the gigriagewas £11 11s, and the pricevgn for the curricle

carriagewas £15. For the full table of costings of the carriage body and the mecheaidalge see Feltor\

Treatise on Carriagegol. 2 (London: Debrett, 1796) page 38 and page 67 respectively.
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that he makes, though, requtention. In our very first meeting with Thorpe, he recounts

t hat hi s ghung you see:&e@tutmunk,swakakse, splashingoard, lamps, silver

moulding, all you see complete: the iraork as good as new, or better. He asked fifty

guineasi cl osed with him directly, thre¥% down t
Thorpe commits a significant portion of his speech to highlighting the details of monetary
exchange in his purchase, a subject habitually avoided in polite conversationtadiaply

Sso between unfamiliar parties. I n a similar
register deviates away from the simple, unaffected style of natural, everyday speech to appear
rehearsed, constrained in its focus upon material objects. pr@ 6 s meander i ng i n
the adaptations made to his gig bear striking similarity to the exhaustiggylesistructure

common incoachbuilding trade cards and newspaper advertisements.

Consider these trade cards for a coach maker and whip aressanakerKigure 32
and4.3respectively)Wi | | i am Wel sh and Ti mothy Barnar dos
typical eighteentitentury format of this kind of businesslated ephemera. The combination
of visual imagery, which was often elaborate, and teixtforced the marketing strategy by
invoking a sense of abundance and choice which was buttressed by the visually appealing
iconographic imagerl’We | sho6s approach to this technigqgue
text, Welsh cl ai[ms] tal |16 Makretf s]ofan@oaehds, Ch
his central image (which surrounds simply his name, business, and location on a plain
background) is a strangely shaped, fantasy carriage on a set of functioning wheels underneath.
On one ha finguistic\plerdses laréate the sense that a vast range of tastes can be
catered t o asaldéhes omatnsu foafc tcu-raeddeuwtvheehvehiclesp e n, t w.

Meanwhile, the bizarrely shaped carriage, almost didanwith its irregular shape,

18 Austen,Northanger Abbey and Other Worl39.
®Maxine Berg and Hel en dln ftfhoer dEi gohS(agtetal anmtidgSoc@onnt suurnypdt,i o |
History 4, no. 2 (2007): 1559.
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encourges the client to project an image of their own desired carriage onto the fantasy image

T anything is possible, Welsh can make it foryou. Whip k er Ti mot hy Bar nar d
similarly displays his wares in a list format, surrounded by ornate scnallg/eeaths and

accompanied by miniature reproductions of the whips he makes and a rider on horseback.

Unlike Welsh, Barnard highlights his connoisseurship by naming his mentor and his royal
patronage as part of his marketing strategy. These exampledtsittrnade cards sought to

produce an evocative visual allusion to the act of shopping as a pleasurable experience, with
many invoking visual, olfactory, and tactile senses to connect potential consumers with the act

of consumptionBerg notes thattradercad s 6 of f ered per sonal connec
consumer and the act of shopping, since the imagery of the advertisements often represented

the physical shop that sold the advertised wares. Further, this connection to the act of
shopping was strengthenedtoyh e t rade cardos visual gui danc:e
consumed, and allusions to polite society and its converfiétislippa Hubbardnakes a

similar observationinthatr ade cards Opossessed a mnemonic
livedand virtuh e x per i en c e s Jah Tharpe emsploys pimilardaatiés.to prime

his audience to consume his carriage, though as I will make clear later in this chapter, the gig
assumes a synecdochal status for é&ilityor pe hi ms
prepare his audience for how they might consume him and his own body. The most obvious
similarities between trade cards and Thor ped
off the fashionable fixtures and embellishments which must ovemvthe small frame of his

carriage. Further, Thorpe uses stock phrases conventional in the language of advertising and
reproduced across thousands of trade cards,

Wel shés dal l Ki nds, rh eh ob & Thdrpet aksa folldwk fes list withp | e at e

20 Berg, Luxury and Pleasure in Eighteenr@entury Britain 274.

22Phi Il Ili ppa Hubbar dentudyTonaucher Clitare: dirsulation, antl &xcHange in
Commerci al and [@aekid Cuitute Revigw2@&Lp, 81c e s 6 ,

22 Austen,Northanger Abbey and Other Woyl&f.
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an indepth reference to how much he paid for his gig, a format almost identical to Welsh and

Barnardodos | ists that advertise their vast st

Figure 32: Atrace card for Wil | i am-HakwessdMakeréT@oadverh and
reads OMakes and sells all Sorts o-tand@auws,ac hes,
as also several Sorts of Two and FdVineel Chaises, close or open, PObkaises, &Ci
Coach ad ChaiseHarness, or all Kinds, made after the compleatest [sic] Methods, at
mo d e r at .@hograpleed with permission from thewis Walpole Library at Yale
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Figure 33: Atrade card forWhipMa k er Ti mot hy Barnard. The ad
Sells all Sorts of the Finest Whips, Wholesale and Retail, at the most reasonable Prices: With
Several other Goods in the Sporting Way.B. He was Apprentice to the late Mr.
Theobal d, K iMakgroirs Wedtbniitifield T Likewise all sorts of Canes & Sticks
mounted in the Best Manner 6. L&wsMalpolpr aphed
Library at Yale

In showcasing such an abundance of carriage accessories, Thorpeidapeisemce
might translate his accumulated accoutrements as knowledge, the specifically masculine

knowledge of carriage design and fashion, and hence further distil this into a masculine

identity. Thorpeds | ingui stridscongenmntgns.e ext ends
Supercilious statement s scomelbreathtakingyicloseoi s a cap
newspaper advertisemeiity i g hor ses, for example, are des.
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6finest and Bdstwoée pedsEhghgnudd&tic choices res
persuasive prose of an advertisement for a curricle in the same newspaper, described as
6remar kablbeuinletaé ,on otwne most modern principl
wings and a pair ofpt ent | ampséd6. Like trade cards, ne\
enticing monetary deal as thenesadvert shows, and Thorpeds sp
gigbs aesthetic attr i phawewessundermines the imaegeofr i ce he
connosseurship that he has carefullyf tastelesslyycr af t ed i f we accept F
regarding the price oftw¢heel ed vehicles. Thorpeds I mpul s
(approximately £52) is agreed without any evidence of negotiation, while Fekon monet ar y
breakdowns for a gig body ameechanical undercarriaggual in the region of 28 While
Feltonds pricing does not include the cost o
seconehand gig is almost triple the price Felton specifiesafbrand new gig carriage. Far
from appearing a knowledgeabl e businessman,
This strange divergence in register from natural, polite conversational codes, to the
overblown language of advertising, signals adifiecee i n Thor peds appropr
carriage from that of Augusta Elton. No longer a symbol rife with competing social and
cultural sensibilities, the carriage here fu
desired masculine persona. Thorpe appates the emotive power of the linguistic and
structural practices of advertising in order to impress the image of himself as fashionable and
masculine upoMNorthanger Abbeys her oi ne, Catheri ne. Mi ni ng
of his gig can be majol back on to his own body (a point | shall elaborate upon later in this
chapter), so that when he relays the physical conditions of the gig to Catherine, we can also

interpret this as a verbal i nventory of Thor

26 Cl assi fTimesd9 JAlYI1F99,p. 4539, 1718th Century Burney Collection Newspapers.
%I'n the previous footnote | out |l i niemkch&id undercdrrmagepr i ci n
which | am also referring to in this instance.
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conerning the merits of his gig is, though, revealing in itself. If the gig were as modish and
desirable as Thorpe would have Catherine, and anyone who would listen, believe, why does
Thorpe deem it necessary to actively elicit admiration by drawing atterdgrbally to his
carriage and, as a consequence, his own gend
stops short of reflecting the kind of embarrassment felt so keer®abgito® s Mi s s

Denham, his use of the language of advertisiogs reveal an awamess of an insufficiency

in the gigds signifying power. As the quotid
gig does little in its own right to distinguish Thorpe from his peers, but by employing

grandiloquent language Thorpe seekstocoantet t he gi gb6s i nadequacy
onslaught as embellished as his own carriage.

Thelessesk nown poem 6The Gigdé by Wi lliam Comb:
Syntax persona and poems) constitutes a prime example of the ambitious social aspirations
thatwer e applied to the gig carriage. The poem
The English Dance of Deatiollection of poetry, which was composed for Thomas
Rowlandson caricaturésseeFigure34 f or t he print t KFd8he accompa
acebi ¢ yet comic poem invokes the dédnobl e fl am
beginning in moclepic style. Combe anchors notions of personal ambition to the gig through
his key figure, Jack Muslin. Muslin, we are told, possessed a finesiadding of his trade, a
0 g oCGheapsidReput ati ond, and the potential to ama
toil and strive / Ontothe age of Foityi ve 6. Yet a yearning overcol
stable and comfortable future are dieerto an instantaneous urge to be seen outwardly as
growing rich. In order to affirm his nouveaiche arrival, Muslin purchases a gig carriage,

6Thus his ambition -buedt Her s®Athanfadelv Bheshthey e a w

25 These prints, all the full size of one page, appeared in the two volumes as either separating one poem from
another, or, in the case of &ihmédiv@uagppems. Rowl andsonds
26 William Combe,The English Dance of Death, from the Designs of Thomas Rowlandson, with Metrical

lllustrations vol. 2 (London: R. Ackermann, 1815), 162.
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gi go0s asphyscalimatgrial signifier falls short of the type of the extensive wealth,

luxury, and social capital that Muslin aspires to, necessitatiniger boasts to stabilise the
strength of the gigbds symbolism.wiféwe feeling
hopes that owning a gig will pave the way for owning another, bigger model of open carriage
that requires a team of theseVaAunts & leasecosat her t h
O6What thi siwhhatngt Hfaett cthhdidngs ce st passisddnhss Gho
give way to declarations of extreme social e
He gaveth&OBYt o a Lord; / And that Hedd driven toc
Fourin-H a n dFnally, Muslin appears dran to obsession over the physicality and power

of his horse, the speed he is able to reach,
Horse, and such his power, He could trot fou
or pay,/ TogodBrightoni n a day6é the evidence from this

Muslin makes toward a similar indiscretitn.

2T Combe, 2:164T h e énFHoaunrd O late @ighteanth early nineteenth century driving club, also known as
the Whip Club or the Four Horse Club. Members (of which in its heyday there were fewer than 40) would bribe
for-hire coachmen to allow them control of the reigns and race along thehBadtds

28 Combe, 2:164.
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Figure34: A Thomas Rowlandson caricatur e, used
6The Gigd i n t fAheEmwleshkncd of Deatihe mage & taptioned
6Away they go in a Chaise.and one, Or

Combeds Musl i nalgig@dwneras maesiallgrivereand hyngry for
ever more extravagant and modish vehicular commodiess | ¢ mlbrsace of t he ¢
speed, cosind access to higher social echelons that the vehicle provides him tigihades
Aust ends pogoldsessed ohndtorpd. Whilst it is a common theme to
persistently divert his companionsd attentio
across the narrative, the first time we see Thorpe overtly soliciting admiration for his equipage
is a paticularly rich example in microcosm of his monolithic perspective on the gig
throughout the narrative. It is densely packed with gloating statements over the price he paid
for it, its fine craftsmanship, and its wealth of additions:

6What do ynpagig, Mids Marland?cafneat one, is not it? Well

hung; town built; | have not had it a month. It was built for a Christchurch

man, a friend of mine, a very good sort of fellow; he ran it a few weeks,
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till, I believe, it was convenient to have done with thappened just then

to be looking out for some light thing of the kind, though | had pretty well

determined on a curricle too; but | chanced to meet him on Magdalen

Bridge as he was driving into Oxford, | as

ido y o uovmatpusheadittletthing as this? it is a capital one of the

kind, but | am cdifs@®&dstided,ofili amoydQmh! n

do you ask?0 And how much d® you think he
At first glance, the long inventory of physical ditrtes that Thorpe ascribes to his gig
appeast o refl ect Thorpeds preoccupation with hi
highlight the completeness of his carriageos
Combebds poem who dnean achefor something mdreessbstanteak Glaudia
Johnson notes that the ONothangerAbbedsr i sti ¢ mascu
measurementé of mileage, of time, of moneyée€eod
withinthe gig®®l n ot her words, Thorpeds measur ement
excellence of his carriage. We have seen already that all carriages fall under the umbrella of
aspirational objects once you owned one, it was a common assumption that you were no
firmly set upon the rungs of the social and economic hierarchical ladatras | have
enumeratedhe salient point abodie gig is that it was not considered the ultimate vehicle
with which t o ehesbciabladded. Ratherpituvasstartgr carripge to
somet hing bigger, better, and more fashionab
Jack Muslinbdbs boasts reveal s Tiaothdngisevarfguites f act i
enough to satiate his ambition. In the exttof Northanger Abbeyeven the means of

Thorpeds acquiring the gig are bodGnodbui teof t

29 Austen,Northanger Abbey and &&r Works 30.
30 JohnsonJane Austen3s.
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perhapshe haoutgrown the carriage and moved on to loftier vehitiéswealth of period
sources exposes plausible reasons for the apparent urgency to progress on from a gig. As |
have discussedboth Austen and Blessington negatively encode the gig, and do so forcefully
as they depict them as loathed vehicles for theiellessness and unrefinement. Regardless of
how wellcrafted a gig may be, their status as a vehicle appropriate for the deployment of, for

example, the performance of genteel masculinity is treated with suspicion. Leigh Hunt

encapsulates thisinhisessayw carri ages, OBut to us, even ¢
run at gentilitydéd, suggesting they are frequ
i mmune to the gigbs signifying potential, or

with greater cultural capitdt.As | showed in chapter one, crash tropes functioned as a
warning against pushing too far beyond the limits of human capability, anchoring the
sensibility of carriages and modes of carriage driving to a sense of ambisistisaeerred
towards a dangerous obsession with betterment. Perhaps the reason the gig is so often
depicted in both literature and visual satires to be violently lurching toward a crash, serves
also as a warning to prospective buyers and owners agasestsoe ambition in ignorance
of the limits of their social rank.
Such a warning though, was evidently not enough to restragculineambition.
Compare these testimonials of the gigbs inad
curricle, anditisnott i f fi cult to understand why: O0The e
elegant owner, the beautiful Lady F now follows, and attracts all eyes, while this lovely
female Phaeton, enveloped in capes and veils, scarcely deigns to show a portion of those
beaut eous features, that have né&®Bahowlereen seen

and vehicle in all their elegance and finery work to positively elevate the status of each.

31 Austen,Northanger Abbey and Other Woyla9.
32 Hunt, Coaches and Coachind1.
33 Blessington,The Magic Lantern; or, Sketches of Scenes in the MetroB@i83.
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Leigh Hunt, too, distinguishes the curricle from its cousins, believingitéo 6t he pr et t i
these vehicles, d and 6also the safest. There
horses, with that sparkling pole of steel laid across them. It is like a bar of music, composing
t hei r har mdWithahe power to wcitessech admiration, it clear why so many
aspired toward a curricle.

Thorpeds revelation that he had O6pretty w
chance meeting with his friend on Magdalen Bridge is, | argue, particularly worth
investigating in ligh of the material longing surrounding the lowly §icAlthough it is
unlikely Austen read that specific advertisement for a curricle from the 1799 edition of the
Timesnewspaper, the coincidental similarities
inreference to his gig are striking and signa
undesirable material object. Mapping this on
manliness, his references to curricles and@aliscious presentationofshi gi g a-s oO6curr
hungo6é reveal a slippage between the identity
reality, able to. In other words, Thorpe holds the ambition to embody the most fashionable,
elegant, masculinity admired during the late eighteeentury, but his ability, and the
carriage he hopes will bolster his performance, fall short of these visions. As such, he
occupies an uncomfortable-between state. In the second volume ofTiteatise Felton
notes that o0é Cur itfasbhibnabte sdit efitweeel caoriaged, ihie mo s
usual, in building a Gig, to imitate them, p
a particularly loaded word when translated onto Thétpethe same way his curriclaung

gig imitates the m&t fashionable carriage of the era, Thorpe himself tries to imitate

34 Hunt, Coaches and Gahing 10/ 11.
35 Austen,Northanger Abbey and Other Woyla®.
36 Felton,A Treatise on Carriages796, 2:107.
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contemporary ideals of masculinity.

The gig and its counterparts

Thus far in this chapterods discussion | h
preference for curricles overgigcarrisge despi te the gigds popul ar
during the 1790s and beyond. As | wil/ el abo
from its elegant materials and refined structure which were favoured by elite ranks with the
wealth to praure such costly markers of taste. The gig, on the other hand, was constructed
more economically with a more basic structure. Taken at face value it would be easy to
assume that the curricle attracted patrons who boasted higher social, economic, and
fashiamable pedigree in comparison with the clientele of the cheaper gig. Iidadidanger
Abbeyappears to support this supposition as it pits Tilney and the curricle against Thorpe and
the gig. However, as the past two chapters have shown, carriages sggiifi@ss in social
performanceavereoften unstable and susceptible to diversion from their original intention.
Here, | will work through this discussion studythe credibility of the curricle, and question
whether it was really a marker of differencetie way thatve expect.

Despite the similarities between many small carriages available to drivers, they were
not an entirely homogenous group of vehicles and period sources demonstrate some attempt
to separate the gig from its counterpart carriageBiani Felton in the first volume oA
Treatise on Carriage€l794) presents a useful summary of what constitutes a gig carriage
and what defines it from its common cousins the currartethe whisky

éwherein the princi paké,bahgformedfoetwac e | i es,
horses abreast, which at present is the most fashionable carriage in use; the gig

from the whiskey also differs materially, the whiskey being constructed on the
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most simple plan, with the body united to the carriage, while thexgidies a

greater portion of fancy, having the bodies hung in various direétions
This o6greater portion of fancyd, the highly
bodied carriages intended for fewer horses, is largely to what Fttdoutes the lack of
clarity or consensus on the gigb6s form. Bein
owner and in agreement with the carriage buli
observed i n bui?indeed, g article inlee 8eau Moademndersceres just
how inventive gig carriage construction had become by the time of its publication in 1806,

describing tiAemodMonsturoobhe sort of gigé havi

combat the likelihood of the vehictev er set t i ng, the monstroche w
scythe, within three i nches-treefThetaticdde cogntinbpessnd 6 o
0This carriage, thus armed with a scythe, 1is

physicians descri bed by Addison in the foll owing
f oot 00.

Feltonbds treatise makes clear that it was
vehicle from the next, yet within 30 pages he offers a contradicting staapnas he states a
purportedly infallible method of classifying opéondied vehicles. This prifgal method
depends on three simple factors: the specifi
which the body is affixed to thearriage (the mechanical apparatus via which the vehicle is
able to move, including tdfthecdrmragemesahti 6whbebs

which 6they are nathed, as gig, curricle, &cbo

37 Felton,A Treatise on Carriages794, 1:75.

38 Felton, 1:44.

®oFashions f or B&hoMandepoe LiterarylaBdFasiodable Magazine., 18869; London
1, no. 1 (November 1806): 59.

40 Felton,A Treatise on Carriaged794,1:75F el t on | i st s t
piece,thetlb ot t om, 6 abacorbafpare et hpsir c] b
further elucidation.

most -vari et ¢

h or e
o] s 0-46, @&C&forpar ti cul

e f
di e
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The divergence in descriptions within Fel
el sewhere across comparabl e publications. Br
underscees the indeterminacy of carriage classification. Felton and Bridges Adams share the
opinion that a gig carriage is most likely to be hung from leathern braces or straps to the
carriage, but the manner in which this should be done varies across thesptaesrTake
Bridges Adamsod outline:

The vehicle formerly known as a Gig was the lightestloorse vehicle

used in England. It is simply an open railed chair, fixed on the shafts, and

supported on two side springs, the hinder ends of which were cotitecte

the loop irons by leathern braces to give more freedom of motion. The

wheel was larger and the body kept higher than the Stanhope; for which

reason the shaft required less curvattire.

Here the body of the gig iafdescrainbledeasl lyeid
by springs and braces on either side. Felton
springs prevents its being so easy to ride in, as if it were hung by braces, or springs fixed
under t*FarthdérmoeyBdi es Adamsd description of a g
accurately what Felton asserts is a whisky,

The discrepancies within and across these authoritative publications do more than
signal the gigbds mut addrdvaalinytradelsecneteto theareadingh e ur
public may also be a contributing factor to the vagueness and lack of consensus about the
vehiclebs materi al and physical form. Trade
and selprofessedly transparertill displays a greater urgency to protect information about

what was a very popular type of carridgand available to far broader market than, for

41 Bridges AdamsEnglish Pleasure Carriagef45.
42 Felton,A Treatise on Carriages796, 2:108.
43 Felton,A Treatise on Carriages794, 1:44.
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example, the baroucHandau. For instance, the minutely labelled and delicately illustrated

diagrams ® F e | t oFigare 3.5t remain steadfastly ortimensional and thus almost

i mpossible to use as blueprints for the repl
pertain.Figure 3.5exemplifies the kind of diagram that runs throughouthreaiise the fine
drawings and extensive accompanying notes fu
specialist knowledge baisoas a sign of his goodwill to his reading audience via his

transparency as@achmaker Not e, however , 2tand3toftteédnt ondos |
and side planes of a gig body are presented
equally as sparse in terms of depth and technical detail. Significant elements in design are

thus withheld. This absence of detail raigeportant questions regarding the nature of the
coachbuilding trade and the perceived character of the master-tagiders of the period,

whose conduct and motivations shape our ability to interpret these vehicles:tbdedehs

and harnesmakers hadeputations as jealous defenders of their trade territory, guarding their
esoteric knowledge from other professions, and this secrecy put pressure on their reliability.
According to Felton, they stood unitiettte i n 0&s

t r a*tiThi$closeeminded approach to novel inventions is thrown into sharp relief in that

these supposed O6outsidersdéd are directly inve
6whwel ghts, smiths, pai®nters, carvers, [and]
44 Felton, Z:iii.
45 Felton, 1:ii.
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Figure3.5 : Pl ate V of Wil | iAlmeatiBecoh Caoriages794).i r st v o
Extensive notes accompany the minutely labelled planes of a gig carriagérlepdyduced
courtesy of Harvard Libraries.

As we know from the examples of tharouchdandauin chapter two, it was common
practice forcoachmakes to compile the most favourable attributes of different pleasure

carriages into one hybridised form, and this practice was also true -ofltegled ehicles.
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The gig was modelled upon the more fashionable and admired curricle, but further complexity

to the gigbs slippery status emerges from th
practice brought into existence two competing and conflysmgmed types of gigs: the

curriclemade gig and the gignade curricle. The curricle gig, shownHigure 36, is

characterised by its adaptable form, interchangeably able to be used either as a gig (with one
horse) or a curricle (with two horses) via fhae attached to the shatft. Its slightly elongated

body makes its appearance more uniform with a standard curricle than any other gig variation.
Confusingly, the gig curricle shown kigure 37 was intended for use with a single horse,

6and onle wiyt c htamadé as wé&FTht hecatmndgedscmar
categorisation as a curricle thus seems erro
distinguishing feature was its construction for a team of two horses instead of one. The rules

for labelling these lightweight vehicles only appears more obfuscated.

B
.

Figure36: A pl ate of Ocurri clTeeatiga(1d9s).Reproducedyv ol u me
courtesy of Getty Research Institute.

46 Felton,A Treatise on Carriages796, 2:110.
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PiaeX 1. N

Figure37: A pl ate of oOgegsecomdcV el0lyeatimel sfo Felon

Reproduced courtesy of Getty Research Institute.

The carriagesd6 technical features interse

as with perceptions of gig drivers. Sara Landreth, for instance, has obkewddese
vehicles were viewed with suspicion, an attitude which simultaneously extended to the
drivers:

This notioni' that relativeclosene8of different vehicles equated to a potential

for moral turpitudé persisted throughout the eighteenth centbrgnces

Bur nEwldaair ges readers to compare Sir CI

Orvill ebs open phaeton: o©mler$the f or mer
[coach]man to go a wrong wago that he has time to force advances upon a
odrrifieddEvelina; in the latter, Orvillelemonstrates hi&xcellent sense and

refined gooebreedingwhen he takes Evelina and Mrs Selwyn fapalitedand

properly chaperoned drive in Bristol Hotwells

“Sara Landreth, O6The Vehicle of WNke r a&ighieenth®kattry o n
Fiction 26, no. 1 (Fall 2013): 112.
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However, we know that open carriages were not upheld as the pinnacle of vehatlss,
far from it. In the following passage Catherine blushes as Austen uses her musings on
curricles to underscore the danger of young men and women driving together unchaperoned in
open carriages, in its potential to be misconstrued in societyxXoalsgromiscuity. At the
same time, this scene also neatly distinguishes two types of drivers, good ones and bad ones,
and two types of carriage patrons, curricle and gig, and from this we can infer certain things
about both of them as men.

The remembrancef Mr . Al |l en6s opinion, respectin

carriages, made her blush at the mention of such a plan, and her first

thought was to decline it; but her second was of greater deference for

General Tilneyds judgment ;opdrfer coul d not p

her; and, in the course of a few minutes, she found herself with Henry in

the curricle, as happy a being as ever existed. A very short trial

convinced her that a curricle was the prettiest equipage in the world; the

chaise and four wheeled off Wwisome grandeur, to be sure, but it was a

heavy and troublesome business, and she could not easily forget its

having stopped two hours at Petty France. Half the time would have been

enough for the curricle, and so nimbly were the light horses disposed to

move, that, had not the general chosen to have his own carriage lead the

way, they could have passed it with ease in half a minute. But the merit

of the curricle did not all belong to the horses; Henry drove soivsell

quietly 7 without making any distudnce, without parading to her, or

swearing at them: so different from the only gentlero@achman whom

it was in her power to compare him with! And then his hat sat so well,

and the innumerable capes of his greatcoat looked so becomingly
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important! To be dven by him, next to being dancing with him, was

certainly the greatest happiness in the wétld.
| opened this section of my discussion highlighting period propensities to look more
favourably upon patrons of the curricle in comparison to the gig. Castigtthe carriages
are mostly similar, but subtle differences in construction and finish distinguishes them and
scales them into a hierarchy of taste. The same is assumed of the men who drive them.
Catherineds bl ushes s @oavestoff, light, nimble, &t smoothp n  a s
while Henry Tilneyds prowess as a modest but
recommends his and his vehicledbds superiority
Thorpe, subjected to unrelenting btsthat then give way to uncomfortable silences,

Catherine has nothing to question about the merits of the driver or the validity of what they

say. Here in the curricle with Tilney, nothing about the carriage or the man that drives it falls
shortofanyth ng but admir abl ec.o alchhemaontéh eirn ohgiesn tul regnea
aspires to be Iike Tilney, but not only does
gentlemanly taste, in his swearing, parading, and disturbances Thorpe is fundamentally

deficient in his competence as a driver and his own personal comportment.

My technical insights have shown, though, that the differences between these two
carriages are not so clear cut, and scholashipot abl y Cl audi a Johnsono:
in Northanger Abbeyhas similarly rehought how we should perceive Tilney in comparison
to Thorpe®As readers, we are inclined to notice T
relationship he has with the women around;himdeed it is difficult to ignore hidishonest
and bullying treatment of Catherine to force her compliance with his own prerogatives. By

comparison, Tilney stands as a nurturing, pedagogical influence, at least on the surface. As

48 Austen,Northanger Abbey and Other Woyks 3 14.
49 JohnsonJane Austen36i 39.
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the novel progresses, though, the differences between Hdney Eind John Thorpe seem to

diminish. Tilney imposes his opinion on Catherine almost as much as Thorpe does, for

example the day he meets Catherine he dictates what her journal entry for that evening should

be, subsuming her voice in his own as dedicattse entry to the praise
extraor di AToread thisasblatarg ldullying, however, would be to misunderstand
thetonguen-c heek t one, but Tilneyds i mpositions o
more refined, moreppls hed, and more subtle than Thorped¢
their voices over those of the women around them is a cornerstone of their narrative. Thorpe
achieves this, we know, through incessant boasting to which any reply, other than agreement,

is mostly impossible. Tilney curbs and direct

he di smisses Catherineb6s reply to his sugges

journal 6, as a fiction by wsi md womeampsa rmd mic
decisively overrule her6 Per haps you are not sitting in tF
yottdohnson points out that, against the O6bl u

not in opposition, but if anything in clear  r *&Transpdsidg. this onto the vehicles that

both men make use of, it is clear that the curricle is little more than a refined version of a gig,
a twowheel vehicle that bears a fundamental structural similarity to the gig but dressed in a
slightly finer exterior.

The inexact nature of the gigds structur a
investment in the vehicle as a signifier, th
validity of its use to spambfidimanddor pkeeé sgima
its readiness for customisation, and striking similarities with other carriages make signifying

one, stable identity, impossible. Further, the gig carried complicated cultural associations with

50 Austen,Northanger Abbey and Other Woyks.
51 Austen, 16.
52 JohnsonJane Austen3?.
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women and their sexualit.r ances Burneyods | etters suggest
refer to flighty or want e-calleg,i andte |ittlegigtolss he des
all thequarrelg[ é $he led in hefamily, and made them all ridiculous, withaueaning to

make he¥Bedtfthesrodconfirmation of the gigods as
the feminine and female sexuality isfoundsim anci s Gr oseod0s c®&l |l ecti or
Classical Dictionary of the Vulgar Tongushich givesthd ol | owi ng entry for
also a high one hor se .¥Aceoidisgtqg CindynMitreeay, hivel ma n 6 s
vehicles such as the hackney coach were regularly evoked in visual caricature to parallel the
movements of sex workers througleth met r opol i s. She notes that
terms of their physical structure and their
the description of coaching advertisemeéntsor exampled6 The Mal e Carri aged
figure 4.8) represents the classic parody of a stagecoach advertisement that is set to travel
through the West End of London. Mcreery note
(sexual) Amotiono and Aranged were co*fhsidere
While these examples pertain to hackney carriages and stagecoaches and not specifically gig
carriages, they are useful for underpinning the erotics of carriage travel, particularly since gig
carriages could themselves be hired as we sBerithanger Abbyas James Morland hires

his gig for the trip to Blaise Castll lightof Landr et hés astute observa:
perceptios of open carriageshe connotations between gigs and sexualitgsfurther

complexity to the characterisation of an alreadtanymicallyloaded set of vehicles.

S3FrancesBurneyDi ary and Letter o%780Mal.d € omdon:dHéndyChldura,y1843),7 7 8
393.

54 Francis GroseA Classical Detionary of the Vulgar Tongu@rinted for Hooper and Wigstead, 1796).

55 McCreery,The Satirical Gazes4.

56 McCreery, 56.
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Figure38: o6The Mal e Carriage6 (1787) 0Sets out
stops at Drury Lane and Covent Garden to takeimside Passengers to pay £1.0&llowed
to carry 2 St the Carriage Steel springed, fresh painted, well guarded, and kept in good
Orderi the Axletree warranted from taking fire lest the Motion be ever so quick. NB. Places
may be taken at the Sterling Warehouse in the Garden, and of Maidwegechip in the
Lobby 6 . Reproduced courtesy of the Libti

Il n chapter one | demonstrated Orvilleds g

beread via his accomplished driving skills, dmetel suggest that the character of the driver
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is a significant inflence on the perception of vehicles that must be taken into account. Thus
far this chapter hasharted he gi gbés role in compounding the
of John Thorpe, itself represented as one of the many nuisance carriages in Bath, but
el s ewh er e oduwethdgigsststeowrdts be receptive to the personalities of its
occupants, pr ompt {cadigg.Atutse eqnidgd & i pca s iotnisv ep rrees e |
instances where open gigs appear dangerous and sexualised, or safe addgmiding on
who takes responsibility for the dJdandtheirage an
patron3 do notalways have the moral superiority to gigs, théty are represented in much
the same light as their supposed lesser counterpads. e x amp | e, Mari anneos
Willoughby in his curricle irBense and Sensibilitgise eyebrows, while we are still happy to
see Catherine and Tilney drive in his curri@mall vehicles are not always entrenched with
vulgar, ambitious, or ungdetmanly connotations. IRersuasionthe Crofts offer to take
Anne EIIliot home in their gig with okind urg
in a gig an impending accident is avoided without the usual dread, terror, or threat:

@ My d e miral, thatpost! we shall certainly take that pdst.

But by coolly giving the reins a better direction herself they happily

passed the danger; and by once afterwards judiciously putting out her hand they

neither fell into a rut, nor ran foul of a duegit; and Anne, with some

amusement at their style of driving, which she imagined no bad representation

of the general guidance of their affairs, found herself safely deposited by them

at the Cottage’
Instead, the Croftgespectability and their contentexss with their current social position
recommends not only themselves but subverts the habitual coding of the gig as a symbol of

avariciousness and overreaching. Rowl andsoné

57 Jane AusterRersuasion(Oxford: Oxford UP, 2008), 78.
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representation of the duality ofthei g car ri age. | WriguéeRR.9,1a a | Sports

runaway gig in the faleft background is contrasted with the sedate and leisurely transit of a
young couple on the riglsideof the image. Rowlandson draws on all the elements of the

gi go0s uvemepgasion,rit & pulled by uncontrollable horses, is evidently unstable as it
rocks sideways onto a single wheel, and the driver is thus implicated as an incompetent
amateur. Heading over a barren hill into stormy weather, the picture is rather da@miheg.

left, however, a couple in a second gig are enjoying a sedate pleasure ride. The young man,
who appears to have stopped the carriage to allow the horse to eat from a basket of hay, and
his companion are rewarded for their poised and careful dnvitigblue skies, lush green

foliage on the trees, and rural entertainment. It is interesting that the crowd of people do not
notice the commotion behind them, the vehicle on the left is evidently in some danger, and it
is likely Rowlandson alludes to tlmzerabundance of gigs that were often the root cause of
vehicular mishaps in urban centres. Perhaps they have become such a common sight that,
even if they careen over the crest of hill, they barely excite the attention of the crowd focused

on the rescuefa cat.
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Figure3.9 Thomas Rowl and€ahobsn o6 &u BPhotogrdpiped dith 1 1) .
permission fronthe Lewis Walpole Library at Yale.

John Thorpe and his masculine materials
In discussing the emergence of a Britidbal of masculinity in the eighteenth cengur
T and how it was expressed through carriages and driving kills important to note the
significant role of politeness in crystallising such a gendered paradigm. Common fears during
the eighteenth century sounded the notion that men, if starved of the company of women,
would fail to uphold polite and polished ideals of masculinity and the language that
accompanied this sociabilitf Thorpe, we know, spends very little time with wonieme
solicits Catherie 6s company at dances, but 1 mmedi at el

company and masculine pursuits (gambling, or cards for example). His transgressions against

58 Michele Cohenfashioning Misculinity: National Identity and Language in the Eighteenth Cer{tLoydon:
Routledge, 1996), 50.
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women are also nhumerous and his misogyny varies in degree of violence, from calling his
sistes ugly or thoughtlessly mocking his mother
witch, to kidnapping? Thorpe spends very little time, then, engaging in the polite
conversation with women that aidedaniHs the fo
language, sometimes emulating the syntax and lexis of advertisements for carriages and
horses in newspapers, other times abrupt and overtly rude, is antithetical to the smooth
emollience of conversation that polite commentators prescribed. Momaragriihorpe is
one of the only characters across Austends w
emul ates the base, natur al manliness that wa
0i ndel i cate | amdoisrafgsa to oohsistelyw participdta impalide
conversation in mixedgender compan$y.

As Cohen points out, anxieties surrounding the possibility that, in spending too much
time in the company of women in pursuit of this idealised polite manliness, men might
become women we rife. Further, the polite spaces, gyasblic/private, where men would
converse with women harboured great potential to threaten the masculinity of the gefitleman.
These anxieties off er lack @ interesin femnioine gsocilbiliyr st a n d
and his propensity to seek male company offstage. In doing so, Thorpe avoids such perceived
threats to his masculinity. In order to resist the effeminisation and frenchificatiks
associateavith the practice of politeness on the French matlelas necessary to participate
in polite conversation in spaces that nullified this threat to British mascufiridgvid

Fordyce, inDialogues Concerning Educatip(il748)suggested such safe spaces as coffee

59 Austen,Northanger Abbey and Other WoylaS. In chapter 11 Thorpe holds Catherine against heri will

much to her distressin his carriage after manipulating her into believing that her engagement witholneios

be great friend, Miss Tilney, is no longer to be fulfilled. | shall examine this scene in greater depth in Part Il of

my thesis.

80Wwilliam AlexanderThe Hi st ory of Women, from the Earliest Ant.i
Account of Almost Every Interesting Particular Concerning That Sex, among All Nations, Ancient and Modern
(Philadelphia: J.H. Dobelbower, 1796), 323; Fordge;mons to Yognwomen, in Two Volumek: 18.

61 CohenFashioning Masculinity47 50.

62 Cohen 52.
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houses, me c hani c 6s ariameni©ne ofahe few places hwsees e s o f P
Thorpe actively engaging in conversation with women for extended periods is within the
space of his gig. | suggest that, rather than frequenting such accepted politesanithsna
spaces as Parliament or coffemsesto safely polish himself into a gentleman, Thorpe
retreats into the interior of his carriage in order to remove the threat of effeminisation during
conversation with women, allowing him to maintain his essential roughness. The gig, though,
dramaticallydiffers in physical terms, as a small, moveable space that, with an open
construction, troubles the boundaries between public and private. At no point in the novel
does Thorpe ever achieve the goal of pleasing in mixed company. Catherine privately notes
his unpleasant manners or is noticeably uncomfortable in his company when within the
carriagé*The purpose of the gig to protect Thor pe
to emerge is, as we have seen before, diverted from its original deploynoeiugipg
something very different. The basic, rough and unpolished gig, rather than push Thorpe on to
greater heights of refinement and genteel masculinity, only tethers him more strongly to the
undesirable elements of masculinity.

The importance of the ture of politeness in the development of the gentleman
cannot be understated, and the practiced conversation between the sexes formed the
cornerstone of producing the polished gentleman. However, too palishand the dangers
of slipping into effeminacyhreatened the stoic masculinity prided by the 8hmitiTo become
6frenchifiedd was to threaterfltnhotweansemfamd c
masculinity, though, | posit that his gendered performance does not decidedly place him in
one eighteentitentury masculine archetype or another. He is neither rake nor fop but displays

hints of both. Thorpeds investment in the gig

53 David FordyceDialogues Concerning Education Vol.(london, 1748), 304.
64 Austen,Northanger Abbey and Other Woylas, 62.
85 Cohen Fashioning Masculinity7.
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Stevenson notes, his canvassing of the male body are potentiatorslmfaqueer tendencies.
For exampl e, upon first seeingilidenotknow Ti | ney,
him. A good figure of a man; well put togeth
other he immediately seeks to orchestratestite of a horse between Tilney and his friend
Sam Fletche¥Wh at i s certain, though, is that the
masculine persona is violent and misogynistic as scholars such as Johnson and Heydt
Stevenson concuf.

Thorpe as a charte not only functions as the comic villain in a parodic mirroring of
the gothic trope, he is Austends most aggres
in both his o6di s p a’Thigdement obhischaractebproaes ekglga ct i on s
important when considered in conjunction with a metonymic readfitfge materials used in
t he gi go6s FdovingthermodeltoElane Freedgodd discussion omahogany in
The Ideas in Thingd wish to investigate lanewood (a promineninaterial used in gig
construction) in terms of its historical and physical properties, refiguring my findings against
Austends portrayal o fthat@ $ocial peearchywlisinkeeed igwood s u g g
in thenineteenth centurynahoganyvas soughafter by the elite, while simultaneously
betrayed@ nouveau riche groping f o,whil$tteal odcupig ppi n g
the other end of the scale as the lowliest wood in the Victorian g@rosimilar hierarchy
certainly existed intte eighteenth centuryror instanceFreedgood referstoh e 6 age of
walnutdéd in which walnut furniturktlwishdo hi ghl vy
builduponFr eedgoodds argument and suggest that t

valence igransposed onto a scale of violeiicglavery’® | suggest a similar polarity exists

56 Austen,Northanger Abbey and Other Woyigs!.

67 JohnsonJane Austen37; Jillian HeydiStevensonA u s t Wnhedosning Conjunctions: Subversive Laughter,
Embodied Histon(Basingstoke: Palgrave, 2005), 117.

%8 JohnsonJane Austen37.

5% FreedgoodThe Ideas in ThingsS1.

° Freedgood, 31.
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between thédarouchdandau(mahogany) and the gig, which was made of cheaper materials.
While davery and violence is imbricatea both these woods, h e gi g Gomwithmw posit
the hierarchy of carriages and the behaviours of its clientele lays bare the violent properties of
the gigds constituent materi al
Etymologically,lancevood i s a si mpl ei teeammhaic weagon on o f

used by soldiers on horsebdck n d 6 wo o d 6locatedin its veeymanee. indeed, by
the time Austen came to compdserthanger Abbejn the 1790s, lane&ood had ben
recorded as being used to wieipslaved peoplr almost a century. Hans Sloane, whose
collection of thousands of exotic objects became the foundations of the British Museum,
famously recounts the bodily trauma inflicted upon enslaved people usirgnand:

For Negligence, they are usually whipt by the Overseers with hanoe

Switches, till they be bloody, and several Switches broken, being first tied up by

their Hands in the MitHouses. Beating witManati Straps is thought too cruel,

and therefoe prohibited by the Customs of the Country. The Cicatrices are

visible on their Skins forever after; and a Slave, the more he have of those, is the

|l ess "'val udd
As a tool for inflicting such cruelty upon the bodiessotlaved peoplehe violence inhered
within the produce of colonialism and sl aver
barouchdandau in the previous chapter is, withinthe lamce o d o f gif,hincreaped 6 s
not only as a product of violence, but gyaducerof vi ol ence. Sl oanebs ¢
common punishments performed in early eighteestiitury plantations is recorded as one of
the many devices of coercion and torture used to ertkarsubordination of enslaved people.

Sl oanebs description almost luxuriates in th

" Hans Sloanei Voyage to the Islands Madera, Barbados, Nieves, S. Christophers and Jamita,
(London, 1707), lvii.
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Thorpebés fascination with the phy$§ékcabktgtof
his forehand; look at hisloins onl 'y see how he moves@&attie his
once parallels and extends this observational curiosity into a physical enactment upon such
curiosity/? The morally and politically indeterminate curiosities in the first half of the

century,though by the time Austen was writilNprthanger Abbeyhose anxieties discussed

in the previous chapter regarding the possibility of violence being transported to Britain via

the produce of slavery would have been at the forefront of political conscgsusne

HeydtSt evenson remar ks upon the inherent vi
6sl anderer, ki dnappetrar tamitma la sa bhues emh,i plsi ari,s
exhaustion 6 Hot! He had not turned a.tkrhbislegsand I | we

hewillgeton*S| oaneds precise description of tortu
spectacle of pain that ensued has b%en inter
Drawing onHeydtSt evensonds ar g u atesrisownh seautlity@ndor pe con
masculinity with his carriage, I wish to dr a
and Thorpeb6s own apparent morbid fascination

he performs upon it. | have argued already Therpe metonymically employs his gig to

highlight his own masculinity and inherent 0
overt when he ask Catherine to |l ook at his h
he movesd; Tiseftedimy,these commenta backtoryto his own body, just as,

accordingto Heyd6t evenson, his prahsegdéf ahdsrdad dwmni ag

asreferences to his own genitalia and sexual virility. Perhaps contrasting with the sexual
admiraton Thorpe harbours for his horse (and his own body), the violence he performs

againstitseess hocking; Thorpe 6l ashe[s] his horse

2 Austen,Northanger Abbey and Other Woyld0.

" HeydtStevensonAu st ends Un b e c qbli7; AusterBlorthgngemAbliey andhQther Worlao.
74 Anthony J. BarkerThe African Link: British Attitudes to the Negro in the Era of the Atlantic Slave Trade,
15501807 (London; Totowa, N.J: Frank Cass Publishers, 1978), 20.
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and animalistic noi ses a$THorpeadpearegehtsenjiaynd &6 s ma

such brutality, revelling in the exquisite pain he can inflict upon his horse, mirroring the

psychol ogi cal kink that has been recognised
As this chapter has illuminated, masteachmakes reveal only so many of their

trade secrets, predominantly drawing attention to the mostdmdltonstituent parissuch

as mahogany or morroco leatfiesind surreptitiously forgoing mention of the materials

inhered with less cultural and social valence. Given the violent apphaaitiancewood, | am

therefore not surprised to find that it is rarely mentioned in coaching manuals of the period,

save that it is preferable to ash as the shafts in lightweight vehicles due to its elasticity.

Throughout Part | of this thesis | haaddressedthe carriagé s  a$ acapacious object

able to embody spectrum of gendered and class identitiasdepen@d on and were shaped

by the material conditions of various carriage typologies and their reception in social and

cultural consciousness. have shown Austendés dextrous depl

models in her fictions as shorthand to round and colour the characters associated with the

vehicles. In Part Il, | will build upon the material evidence that | have gathered over the

course bthese first three chapters, but mawdwardsto a geographical and spatial focus. In

the final two chapters of my study, Il i nvest

spati al entity to uncover her uemeandfectl ati on o

social interactions that play out in and around the carriage.

S Austen,Northanger Abbey and Other Woyl&2.
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Part Il : Place, Space, and the HorsBrawn Carriage
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Chapter Four: Carriage Topology and the Politics of Sociability

In Part I, | investigated the material conditions of three models of private carriages,
examining the different contexts in which Austen draws attention toghgicularphysical,
social, and cultural properties. In Part Il, | turn my focus to theacggre 6 s pl ace and f
beyond that of its material status as an object of conspicuous consumption. Across the final
two chapters of my thesis, | consider how the spatiality of the carriage, its layered spaces and

mutable perimeters, and crucially, it®pision of mobility, impinge upon the social and

psychol ogi cal |l ives of Austend6és heroines who
vehiclebds structur al boundari es.

Il n chapter four, | explore notions of the
inherent in the carriageds construction of 0i

Qu i n ddepictiors of layered spacesinhishapsodi ¢ essay O0The Engl i
(1849)asmyentrypoint | i nvestigate Aust empdEngdeaperi pul at
into the carri ag e Gwitheightagnircentury cufitreeandcsaciability.c t i o n
Il n chapter five, | address questions concern
provision of mobility and the psychology and emotionoBAue n6s char acter s, ¢
whom perform important, transformative emotional work within the interior spaces of the
carriage. Together these chapters illuminate the spatial relations between the interiority of
characters and the inward turns of narrative

Throughout the previous section of my the
of the barouchdandau, | emphasised the role the carriage played as social apparatus, a
material object that could signify and stabilise a range of gendered and rdeiktties. The
work of this chapter adds to my earlier anal
as an object imbued with metaphorical resonance, addressing its sculptural dirhdasion

instance its layers, perimeters, and compartnietadortify my understanding of the
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carriag® spatiality. For instance, the previous chapters predominantly approached the
carriage asselfc ont ai ned obj ect, but the work of thi
status as moveinto its physicacomposition, understanding it as a series of interconnected
spaces with boundaries thatutd be occupied and moved through. As | noted in the
introduction to this thesis, I privilege the
6str uct ur, asdneans of récevpreige eabriage as an amalgam of spanasge up
of various heights, depths, and locations across the body of the carriage.

Il n my discussion of Augusta EIltonds atten
carriages in exchange for sogmwer in chapter two, | touched upon the politics of
manufacturing the ideal set of companions to undertake leisurely;ssigimg journeysin
this chapter, | investigate more closely the social rituals that play out in the spaces of the
carriage amongamiliar mobile communities as | position the vehicle itself as a locus of
sociability.In re-focusing my interrogation of the carriage from an object, to a place of
enclosure that possesses permeable boundarieshécidmoves through spackstudythe
social politics ofphysicallyarranging mobile communitie$ his social choreography creates
further depth that ifransposable onto the physical structure of the carriage.

Of course, not every journey created an occasioritber casual osustainedcts of
sociability such as the orchestration of social hierarchies within micro mobile communities.
Carriages were well known symbols of violence against women at the hands of male
counterparts and featured in literature from across the cesgigstile spaces in which
women found their voices silenced and bodily autonomy quashed. | revisit scenes from
EmmaandNorthanger Abbey 0 | ook afresh at womends exper.i

which they must struggle against patriarchal absolutismt Hok e car ri age envi r

T refer to Augusta Eltono6s offering her marital carr
included as part of their set in the carriage, as a means of establishing her clsgitablas Lady Patroness.
See chapter two of this thesis.
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always depend on a power struggle defined by a gendered dichotomy, however. As | show in

t his chapt e iSénse amtliSensihiljghe Dashmwood disters endure a long and

uncomfortable journey in their chaperonesMr J e nsearriagg,dudt their discomfort stems

from a verbal onslaught rather than a physical one, and not from a man but an older woman.
Over the course of this chapter | examine the spaces of the carriage on several levels.

| begin my examination frora technical viewpoint in which | track the evolution of carriage

construction and how these changes impinged upon social interactions within the carriage. To

bolster my theoretical methodology | open my discussion by consulting technical sources and

recoci |l e these against De Quinceyods famous ess

logistics of compartmentalisation of the carriage spaoeshow individual spacesapped

onto different levels of social rank. As my discussion unfolds it will becdea that the

physical dimensions and boundariegtefc ar r i a g e wesefasftom wgw.tRatheg a

carr i age 6s daplastcegysandanstabiityndrectly influenced by the nature of the

social interactions that they enveldpand as a sallt, a single carriageouldbe experienced

differently by each of its occupants. Using examples fktansfield ParkandEmma |

foreground the interpersonal experiences, conversations, and behaviours of characters in the

carriage, uncovering how Austerswualises interiors both static and portable. After teasing

out Austends method of solidifying carriage

sits where in the carriage, as different seats and spaces are imbued with levels of honour and

socialprestige determined by factors such as physical height of seats in relation to others,

proximity to the driver, or access to the best views of the landscape. Finally, this chapter

closes with a discussion of carriages as hostile spaces. Typically, eaniage rendered

hostileasmasculine dominions that stifled female passengers both physically and

emotionally, and | supplement my analyses of

her contemporariegncludingAnn Radcliffe andsamuelRichardsonTurning toSense and
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Sensibility | close this chapter with a discussion that adds anp#rspectiveo thefunction
of aggression withirarriages, by examining interactions of a travelling set exclusively

composed of women.

Ins and outs of horse-drawn carriages

The internal construction of coaches in Britain before the middle of the seventeenth
century seated elite passengers facing outward, toward the streets. As the poet John Taylor (a
resolute objector to the coach) remarked in 1623, thisotiesntan O makes peopl e i
Crabs, in being drawne sidea y éZadielle Bobker has noted that these seating
arrangements were symptomatic of a culture of pageantry whereby royal and noble
passengers were framed asmsévedsforsubjeptsto edgaidena ux o
| oyal*Thwe 6 St o ¢ k Rigutedl), fainted dy bndunkfown artist in the early
seventeenth century, situates the bdilgeecarriages within the giant panorama of the Polish
royal wedding procession in 1605 that included the Polish political and ranked elite. The
carriage shown ifrigure4l posi tions the occupants (the Ki
bearded lady in waiting beside her) back to back, a clear indication of the prioritisation of

spectacle over the conversability of passengers.

2 Taylor, The World Runnes on Wheeles, or, Oddes Betwixt Carts and CpadhEsylor harboured suspicions

over the coachds cdeoasleidn o olneswd uaccttiso:n &tolre c@onmach i s a
f or any THenMonddrunped on Wheeles, or, Oddes Betwixt Carts and Cpa8h&ke erotic

possibilities of the carriageébés construction will be
SBobker, o6Carriages, Conversation, and A Sentimental
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Figure4l: A detail f rocrk htoHen 1Sxtm olld g déePti ct i ng t

of King Sigismund Il and Archduchess Constance of Austria into Krakdv on 4th December

1605. In the carriage is Constance and seated to her right is her lady in waiting, the bearded
woman Helene Antoine. lage courtesy of The Royal Castle in Warsaw Museum.

The spectacle created pgsitioningpassengers outwards stifled opportunities for
cultivating a sense of intimacy among passengers on board the vehicle. Thiseptied
construction remained the noumtil a radical restructuring of the coach during the reign of
Charles Il reoriented passengers inwards, towards each other. G. A. Thrupp attributed the
internal turn to the rising popularity of the sedan chair (a wlesslmeans of transporting
singlepassengers in style and privacy), inspiring a more compact construction which
superseded the coachos*Theadomiontofiaenfasd 61 ong bar
arrangement enhanced the communicative possi
contac¢ could be established without contrived movements of the body or head, naturally
fostering a sense of community and shared experience even before dialogic exchange.

Cul tur al hi storian Wol fgang Schivel busch hig

4 Thrupp,The History of Coached48.
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bourgeois institutions of communication, such as ceffi@eses, clubs, newspapers, and
theatersodo with the coachdés inward turn, conc
conf i guHoaneivoenr6,. Bobker s i nsi gehitlesprovegd t he co
6little in the way of convention or convent.
relationshipsdéd, complicates the ca%Asi ageob6s d
such, | suggest that the production of civiktaithin the carriage structure was equally
dependant on t he vcenvayantas ibveas aitsanwardturmmapr i vat e
private vehicle, at least, the travelling group could be manufactured from a social set already
known to one another amwdth a similar command of polite practices, ameliorating the

effects that prominent signs of difference such as physiognomy or manners that Bobker

identifies as prominent inhibitors of civil talk.

As with most el ement s oabedischssed thughoutthige 6 s ¢
thesis, the complexity of the carriageds spa
orientation, too, resisiany definitive categorisation. However, the structural development of
the carriage from the medieval period te #ighteenth century reveals a visible evolution in
the carriageb6s spatial topology both within
between itself and the surrounding spaces through which it moved. Pictorial evidence of
medieval wagons anchrts and early modern carriages depict the vehicles as highly nebulous
spaces, the separate spheres of O6outsided an
carriagesThe construction of the passengeosbd6 cove
bear the weight of further passengers or luggage the large gaps in the covering reduced

the perceived barriers between passengers and pedestrians as the eye was consciously invited

SWol fgang Schi vel bus cThe RaitwvayRdaurndist e Taea Industialization of Time

and Space in the Nineteenth Century (University of California Press, 2014), 74.

5Bobker, 6 Carri ages, Conversation, and A Sentimental Jour
" Bobker, 246.
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toward the passengéetriVith the perimeters of these vehicles seemingly more permeable, at
least on an ocular level, a sense of separation from the pedestrian realm was instead instilled
through vehicle height, raising occupants above their subjects, and the opulence and
sumptuaisness of the carriage design. Royal travellers were thus distinguished from the
crowds of poor through overt displays of dominance in terms of physical stature and displays
of luxury.

The effects of the vehicl eds nessavthedesi gn w
carriageod6s restructuring redefined the relat
di vision of the carriage as a spatial entity
Secondly, tension was created between the carriage and theaégpaces through which it
moved, challenging the privacy of its interiors. As the carriage interior increasingly promoted
a sense of seclusion from the outside, so too did it tempt and invite the curious eye inwards.

The crossing of perimeters by peopldernal to the carriage, whether physically or optically,

was now more often an offense upon the privacy of the carriage occliphetsider in

Figure42 , f or instance, disregards the carriage
illicit momentbetween Caroline Brunswick, wife to George 1V, and her consort Bartolomeo
Pergami. This fundamental interior restructuring was not to be the only instance in carriage
manufacturing history where sociability and communication influenced the architecture of

vehicle. As |1 discussed in chapter two, the

8 This is likely due to the specific circumstances in which the carriages were represented, royal processions for
example, rather than long and arduous journeys across theyc(images of which | have not found). Image

details from medieval manuscripts frequently show the outfesnidg passengers (predominantly royal or

noble women) covered by an open latticed cover, perhaps of wood, or by draping fabrics much Jhedchand

litters For example, the wooden | attice structure of Jean
Biblioth&ue Nationale Parisis bare, exposing its elegant female passenger to the landscape, save for a large

red cloth thrown over the rear qtexs of the wagon.

91t is important to note this was heavily dependent on the purpose for the journey. As | have discussed

previously, taking a drive was often undertaken as a performance and opportunity to display oneself and

carriage as evidence of @rjor taste and a visual expression of elite status.
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social requirements of its patrons continued to be exploited, as a trend flouhgwcarriages

enabled private conversations between passengers and pedestri

Figure42: oO6Travelling T°te ©° T°te!l 6, publishec

series of caricatures against Queen Caroline

yonder, Dat | ook so tempt i yndathaNatbnabPorttaitvi t e ? 6
Gallery.
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In my brief history of the carriage in the introduction to this thesis, | noted that the

carriage transgressed the proprietary social order as those with money, regardless of the
merits of their rank, could afford toeslate themselvdsquite literallyi above the poor.
Correlating physical height to monetary success and societal rank is a striking element of the
rituals of carriage sociability, though similar practices are observed in other ar@nas
commoner asthe@dem exceed the height of the
exist on several planes, most prominently between the street and the carriage, but is expressed
more complexly within the carriage spaces as well, and they impinge upon interpersonal
experi ences during transit. Thomas De Quincey:
particularly thorough portrayal of social structures mapped onto the physical structure of the
carriage. I n the foll owing passagatipn De Qui nc
within the occupiable spaces of the maokachcompelleda social segregation that continued
to be enforced even once the vehicle had been vacated. Notably he positions passengers as
objects themselves, ranked by the quality of their materials:

Up tothis time, it had been the fixed assumption of the four inside people (as an

old tradition of all public carriages derived from the reign of Charles Il) that they,

the illustrious quaternion, constituted a porcelain variety of the human race,

whose digniy would have been compromised by exchanging one word of civility

with the three miserable deMare outsides. Even to have kicked an outsider

might have been held to attaint the foot concerned in that operation; so that,

perhaps, it would have required act of parliament to restore its purity of blood.

What words, then, could express the horror, and the sense of treason, in that case,

which had happened, where all three outsides, the trinity of Pariahs, made a vain
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attempt to sit down at the same breakfable or dinnetable with the

consecrated fout?
The social constructions of the carriage remain intact even outside the confines of the
carriage structure at dinner in posting innsand as De Quincey shows, the segregated
communities baskostilities depending on perceived economic value, materially categorising
the two factions as porcelain and delftware. The cultural and aesthetic value of porcelain and
of delftware is hierarchised in much the same way as | have demonstrated the elegdst c
to have carried more social prestige than its ubiquitous and cheaper cousin, the gig. Michael
Yonan emphasises the cultural aesthetics of porcelain in the eighteenth and nineteenth
centuries, noting the prevalence of porcelain as a metaphoraidite across the period. The
majority of literary examples of this metaphor render porcelain as valuable in terms of
beconomic situations or gquestions of tasteo,
title to the inside passengers effectively aleg their class and economic statu=urther,

Yonan identifies the versatility of the porc

(@)}

of egos or the tenuousness of relationships
of De Quh c e y 6-soachi@lihle porcel ain metaphor affirms
preoccupation with appearances and assertion
civilitydé with their outside counterparts wo
superiority. | noted earlier that the conditions of hired vehicles inhibited the production of

civil talk as soci al di fferences became insu
mail-coach the ranked and moneyed differences between inside ane @atssngers were

cause for incivility. The desire to preserve the sanctity of elite identities by inside passengers

10 Thomas De Quincey;onfessions of an English Opitater and Other Writingsed. Robert Morrison

(Oxford: Oxford UP, 2013), 175.

11 Alden Cavanaugh and Michael E. Yonan, eflkg Cultural Aesthetics of Eighteerientury Porcelain
(Farnham, Surrey, Englge80d0),3. Burlington, VT: Routl ed
12 Cavanaugh and Yonan, 3.
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highlights a shortcoming of the tenets of politeness, it is as though they are inapplicable to
portable spaces such as the rcaihch.

Following this, De Quincey consolidates the separate spheres of inside and outside by
drawing equivalencies betweenthenmib ac h6s portabl e spaces and
of static structures such as the theatre:

Weéwere addi ct ed kingdownrsuperglioualyceven apentleef | oo
i nsides themselves as often very questi on:
theatres was valid against us, where no man can complain of the annoyances
incident to the pit or gallery, having his instant remedyanwipg the higher price
of the boxes. But the soundness of this analogy we disputed. In the case of the
theatre, it cannot be pretended that the inferior situations have any separate
attractions, unless the pit may be supposed to have an advantage foptseg
of the critic or the dramatic reporter. But the critic or reporter is a rarity. For most
people, the sole benefit is in the price. Now, on the contrary, the outside of the
mail had its own incommunicable advantages. These we could not forego. The
higher price we would willingly have paid, but not the price connected with the
condition of riding inside; which condition we pronounced insufferable. The air,
the freedom of prospect, the proximity to the horses, the elevation of seat: these
were what weequired; but, above all, the certain anticipation of purchasing
occasional opportunities of drivirtg.
Here, De Quincey subverts the social power structures within thecozah. Separation of
passengers was not dependent on the privileges of wealththwitessadvantaged resigned
to the coach top, but an active choice from both sets of passengers. The inside passengers,

despite paying more and therefore likely of a higher rank than the outside passengers,

13 Quincey,Confessions of an English Opitlater and Other Writingsl76.
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apparently have fewer privileges thanthoseacpyi ng t he coachdés exter
the protection from the elements and relative safety afforded to those seated inside the coach
interior, in forgoing these protections the outside passengers gain spatial and ocular
advantages. Atop the maibach, the outsid@assengersccupy a physically dominant
position over the inside passengers who are quite literally beneath them, and from these seats
theinsides 6 pri vacy i s somewharsocpepspecsiede aal kb
look down uportheir rivals. Beyond these rivalries, though, the outpaesengerisenefit
from a far greater scope and freedom in what they can see of their surroundings during
transit, and ultimately have access to totaitrolin the opportunities to drive.

The spaces of the maitoach are further layered and differentiated by De Quincey in
the paragrapthatfollowsthe theatre analogy:

Under the coercion of this great practical difficulty, we instituted a

searching inquiry into the true quality amaluation of the different apartments

about the mail. We conducted this inquiry on metaphysical principles; and it was

ascertained satisfactorily that the roof of the coach, which by some weak men had

been called the attics, and by some the garrets, waality the drawingoom;

in which drawingroom the box was the chief ottoman or sofa; whilst it appeared

that the inside which had been traditionally regarded as the only room tenantable

by gentlemen, was, in fact, the caallar in disguisé?
In drawing parallels between the maibach and domestic architecture, the mnad a ¢ h 6 s
spaces are no longer simply categorizable along the binary inside/outside, dult are
categorised along a scale of social hierarchy and honouWpuieey refutes opinions ththe
outside spaces are akin to isolated and uninhabitable rooms, likening the coach roof to the

drawing room, the traditional social centre of the domestic home. A particular position of

14 Quincey, 176.
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privilege is identified i hthetcdiriage evirere thédriveb o x 6 ,
would have been seated, while the homogenous inside space is relegated to dirt and darkness
as a cellar.

De Quinceyods metaphysical encoding of the
the mailcoach, a particularly exdeent public means of transport in the eighteenth century.
Austends characters rarely patronise commerc
from Laura finding herself in the company of her entire family within the confines of a
stagecoae hand RrLeoivhdshi pd (as discussed in m
that their distaste for public transport is symptomatic of their precarious social position as
daughters of lesser gentry or rising mercantile families. To condescend to hiredravakch
would have challenged the validity of their carefully constructed social identity, whereas the
aspiration for a carriage of their own (a corollary of marriage) would have cemented their
elite social standing. | dfessttoec@mnand theirewne n 6 s c a s
private vehicles, oaccesdravel via hired posthaisei the more expensive and private
means of distance travielas more befitting of their station, aspirational or actual. De
Quinceybs obser vat i amaibcoachyhowekee cas bedruittullyused t y o f
as a tool to understand Austenbs carriage sp
De Quinceybs codes find another expression i
carriages were subject torslar class and space tensions even among known parties.
Austends scenes set within carriages thus pr
social groups, unlike the public modes of transport of arbitrarily arranged heterogenous
mobile communitiesAnd yet within these groups, divisions or alliances can still be observed

forming based upon the boundaries of the carriage spaces they occupy.

| have touched upon the public/private dichotomy inherent in the conditions of the

carriage, but | want toighhlight the complexity of this dualism as it operates on several levels
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not just between those within the carriage and those without. The carriage separated
occupants from pedestrians by creating a barrier between them and raised occupants above
street l@el thus providing layers of privacy, yet their ocular privacy was complicated by the
movement of the carriage through the public realm of the stubéth (should the occupants
wish) malethem more visible. Travelling incognito would not have been aasg she
ostentatiousness of many carriage types drew the eye toward it regardless of whether the
occupants intended to make a spectacle of themselves éiondhe purposes of my
anal ysi s, I al so wish to conspiadceer. tDhee Qua rnrciea
met aphors of the coal cell ar certainly suppo
Park in her investigation of detachable pockefBamelaunderstands notions of the home to
be more portable than standard formulatons tfe domesti c all ow, stat:i
located not just within the architectural edifice of a house but also in everyday spaces that
extend and nPdormstaoce,dnsly vehicles, ar those owned privately by
individuals, could be viewkas an extension of the home, a mobile domestic setting, as they
transport persons from their home in a capsule fitted up to their own specifications as their
own house woulthave beenWattn ot es t hat the o0delineation of
privatee x peri ence of the characters that bel ong
6we get inside their midfiasts radon thag¢dnteringatlse | nsi de
spaces of the domestic was like entering the mind itself, can thuagyeed onto the
interiors of literary carriages in much the same way.

By envisioning the carriage as an extension of the domestic space of thenmpuse,
discussiorconsidest he gender i ng o,fconbehting itvdhehwiaycthatt 6 s s p a ¢ «

particularrooms ofahouse were associated more with one gender than another. In

%Julie Park, o6Detachable Pockets and Letter Folds: S
EighteenthC e nt u r yNoikb A Fofud on Fictiorb0, no. 1 (1 May 2017): 8.
18 Watt, The Rise of the Novel 75.
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acknowledging the carriage as a space that blurs gendered classifications, a rationale for the
behaviours that play out within its perimeters is supplied. As Karen Lipsedge notes from the
1750s onwards, rooms within the social centre of the domestic interior became increasingly

perceived as specifically male, such as the dining room, or female in the case of the drawing

room?!’ As we have seen throughout this thesis the carriage avoideet®rlassification on

several levels from its construction to its social import as a marker of identity. This remains

true of how its spaces were gendered. Often, men coned#meleconomic means to
purchase and service a carriage, had the space t@keegmd its accoutremenénd pay for

thehorses and grooms that a carriage required. Driving itself was often viewed as a

masculine pastime. Based on this evidence, it would be simple to resign the carriage object to

the masculine realm, its spaces alonth it. It would explain the volume of kidnappings,
sexual advancemen@ndmarriage proposaknactedy men against captive womérat are
perpetuallydramatized in the eighteentientury novel. But we know, too, that women
owned and drove their owrekicles, and as | shall unpack in chapter five, the carriage

interior was utilised by women asspace for reflection and important emotional labour.

Sociability of carriage spaces
Au st e n-@uotedcbunselno her niece, Anna Lefroy, that the isidgjlect matter
for a novel should centre on just 063 or

is best anchored @ small geographic spat&Literary criticism, though, has in recent years

recognised that Austywhmg@hbutstdtichremco Moretti highlights i o n s
howt he mobil ity of Austends characters was

walks that took place within domestic boundaries, or between one village house and another,

17 Karen LipsedgeDomestic Space in Eighteenflentury British NovelgBasingstoke: Palgrave, 2012), 6.
am mindful, not to overstate the extent to which this gemgelivided spaces into concrete spheres.
®leFayeJ ane Aust,@876s Letters
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through an extended atlasof &\t en6s t opography. For Moretti,
trace and mirror the movement of the marriage makketpoints out that the central hubs in
which this market operates are | ocated in Lo
asowvhere all the trouble of Austends universe
seductions, elopemerited i s g PWikieloe Mor et ti 6s work rethinks
Austends wor k, Ewer s hartgidn fieldet dgainsttAbstethayy e nder e d
censure her female journeys for being compromised by motivations of courtship, by pointing
out that typically masculine journeys like thos&@om JonesPeregrine Pickleand
Hermsprongare equally motivated by marriagell denouements of the male protagonits
these novelss achieving a good matclyet none of these novels have garnéhedsame
negative attention for like crimésEwers recognises the eighteentntury novel tradt i on 6 s
guestioning of the patriarchal tyranny of th
guar diAaurss &e.n 0 s extribate thanesélves frem the pull of the home, regularly
undertaking excursions to local attractions or further afield to neighigpcounties or
circulating between their country seats and fashionable urban centres such as Bath and
London during the season. Even Emma, whose mobility is perhaps the most circumscribed of
al |l Aust einsbeshasmever evemsees theistxkes advantage of the modes of
transport available to her to explore to Box Hill.

Often, due to the distance of many of these journeys, characters are conveyed to their
destinations in their own private carriages or in yobstises. As readers we are regylar
present for the preparatory stages of a trip as characters order their vehicles from the comfort
of their homes. But the next steipghe point at which the carriage is entered, and the journey

commence$ we are infrequently invited to witness. Theserative events are seldom

1% Franco Moretti Atlas of the European Novel, 18@000(London: Verso, 199), 15.
20 Ewers,Mobility in the English Novel from Defde Austen163.
21 Ewers, 164.
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elaborately described, a withdrawal to a carriage executed as economically as, for example,

6Mr s Bennet and h%Au sdtaeungbhst egrlso sdsei pnagr toevdedr. t h e
not set her apart from other noveliststo# period, many of whom utilised carriages as

economical devices to propel plot both temporally and geographically elsewhere. Henry
Fieldingb6s fictions, for instance, i mplement
organising his narratives. By comming the vacant pages that divide chapters and volumes to
6stages where in long journeys the traveller
of what he hath seen in the parts he hath al
analogous withnarrative journeyingAust end6s qui et orchestration
distance somewhere off the page, reacquainting the reader with them once their topological

shift has been completed, echoes, thoughlessselh s ci ous |l vy, Fieldingos
transaction. Narratveunct ures i n Fieldingds fictions re
informing us we are to take leave of characters as they embark upon the next leg of the

journey, and we are to reconvene once they reach the next post.

Rarely, though does Austen setanded scenes within the numerous carriages she
plants throughout her novels. Whereas the st
predecessors and contemporaries to stage social exchanges between unlikely groups, or as
convenient segues into unredtparanarratives with reasonable credibility, Austen
approaches moments within carriage interiors differently. As | will explore in chapter five,

Austen characterises time spent within the moving carriage as an opportunity for deep self
reflection,forex endi ng oneds knowledge and aesthetic

emotional l abour . Here | am centrally concer

22 Austen,Pride and Prejudice34.
23 Henry FieldingJoseph Andrews and Shametd. Thomas Keymer (Oxford: Oxford UP, 2008), Tiée
analogy between reading and travelling was an immensely popular trope of the eigtdaamthnovel.
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insight into the social politics and rituals of the carriage, and unlike many similar scenes set

in public transport, her narratives show us the turbulent sociability of manufactured groups.
Austenimportantlyrenders her carriages concurrently in material and spatial terms, as

a means of establishing the conditions for sociability within the carffabeor pe 6s gi g i I

Northanger Abbey s unusually embellished among a cat

oeuvrethat are given little to no particularisation regarding their aesthetic appearance or

spatial organisation. This remains true of carriagesajpear as physical presences in the

narrative, for exampl e t he orSengeaddeSensibilitypt or f

comes from Col onel Brandon who, Wi lloughby ¢

hangi ngd o¥FEvénheguscaa rE litaagred s blandlao imEenchathear ouc h e

opulent symbolism of which is evoked countless times, is merely-d@itwensional phantom

in its |l ack of description. Augusta does poi

we already know thisgssenger capacity was typical of the large pleasure carrtages

statement thus adds no extra value to the known image of the batandha we have

constructed. It seems, then, that prior knowledge of popular carriage design typology was an

essential perequisite for envisaging these mobile spadesten allows the weight of the

name and its attached cultural, social, and aesthetic inheritance to perform the narrative

legwork. Philippa Tristram provides an explanation for the vague descriptive siggpost

typical of eighteenttt e nt ury novelistic spaces: O6Just as

|l i keness to other gentlemen, so a ho#se shou

Translating this onto the carriage, the lack of description impleestihh ul k of Austend

24 Jane AusterSense and Sensibilig@xford: Oxford UP, 2008), 40.cannot say to what extent this

description would have ameliorated for contemporary readers the stereotypical image of a curricle. It is possible

that the hanging of a carriage impinged upon its aesthetics in a mari@rsaio all including those without

specialist coaching knowledge, or that it was particularly esoteric. For modern readers curricle hanging is

|l argely an alien concept, the view of Wi lloughbyds c¢
we know from Part I, however, the metonymic relationship between carriage and human body would imply that
Brandonds qualms about the carriage are directed at |
25 Philippa TristramLiving Space: In Fact and Fictiofiondon: Routledge, 1989), 5.
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carriages deviates very Ilittle from the peri

would therefore be redundant to describe what every courteous author must assume was
already knowf to his readerso.

Similarly,thes paces of Austends carriages are
descriptionUn | i ke De Q-dach the sefdasate soaidl dpheres created by the
structural boundaries and perimeters are seldom envisaged so explicitly, leaving only an
indistinct impresion of space. | will show instead that through pockets of conversation,

action, or private thought, the impression of solid architectural space is clearly rendered. In

no

The Prose of Things Cynt hi a Wal | di scusses thenthf or mat i

century interiors:
Ordinary interior space rarely zooms into view, unless some extraordinary
event explodes within. And, even then, what is viewed is not the visual
entirety of Janes Red Room, but a floor plan, a two dimensional and unfocused
space cied thedChamberor thedarlourpor the&itchenbrather than a
fully realized set of rooms all decked

colour, furniture, and ornameftt.

O ut

Austends carriages are subject stad i @owmern hmmr anN:

identification of 1implied space. Mr EIl tonds

journey from dinner at Randalls constitutes a key example of how Austen glances at the
contours of the carriage interior. A slight mip of the dinneparty sees Emma escorted to

the second of two carriages leaving Randalls, with her only companion the drunk Mr Elton.
Quite unexpectedly (at | east to Emma), Mr

observations on the weather by seizing her handremdk i ng 6 vi o |l%Thidis | ov e

26 Tristram, 5.
2TWall, The Prose of Thing424.
28 Austen,Emma 103.
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arguably one of the most explosive moments in the entire novel and yet no features or details

of the carriage materialise in the reverbera
impression of formandspac i n t he act of the O6door shutti:H
settle in the carriage. The forceful motipresages the dramatic events to come, the
carriagebds Ol awfuld sealing metaphorically e

the two ensconckwithin its interior. The effect upon the ambience of the space is profound,;

no |l onger indistinct or unfocused the door6s
claustrophobic space in which Emma st,ruggl es
6swelling resentmenfs, and 6deep mortificat.i

Another characteristic of implied spaces Wall identifies is the way in which objects
and contoured spaces fade in and out of existence according to narrative demand, at the
behest of the characters ocying and traversing those spaéeBor example, in
Ri ¢ h a r Rametafl ®8), Wall notes how objects materialise around Pamela the moment
she requires them or moves through them and disappear once more as they are behind her.
Aust ends c a masceticgvariationeoktlisi descriptiveatechnique. The intensely
uncomfortable social conditions shaped, in part, by the ptikercarriage interior iEmma
was supplied simply through the closing of a previously invisible door. In another of this
novselcébarri ages, a sheepskin rug is spoken in
concerned reverie that Mr EIltonbs sigh at Ha
concerned loverThe sheepskin ruigrings the carriage spadsto focus Now, thespace is
warm and comfortable, dédguarded from the weat
can find its3waytempermsetefdodt he sheepskin e

power a single object can exert over a novelistic space, aboinging the space into view

29 Austen, 104, 105.
30Wall, The Prose of Thing424.
31 Austen,Emma 91i 92.
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and adding sensory dimension through tactile sensation. Indessifaras Wall remarks

that descriptive propert iiemsatleast[theit)gigaifccanece r adi a

T into the surrounding undescribpegpla c e 6, t he sheepskin brings i

inside/outside dichotomy of carriage tra¥eéBy contrasting the temperatures between the

carriage interior and the snow outside that Mr Elton glimpses, the passengers become

removed in their congirtable space from the harsh external conditions through which they

traverse, solidifying the carriageds structu
In Mansfield Park Austen deploys these narrative techniques to visualise the carriage

to full effect on a visit to Sothertoljte country seat of Maria Bert

Rushworth. After a fortnight of deliberation, the party finally settles on an arrangement that

will see the Bertram sisters, Mary Crawford, Mrs Grant, and Fanny driven to Sotherton in

Henr y Cr arauthe.rThkdosrne (a 20ile round trip, though we only witness the

out bound | eg) takes an entire chapter to pl a
and spati al details of the carriageds appear
exhasti ve | i st of features that John Ttherpe r ¢

far larger of the two carriagésseems unembodied as an object, and its corresponding spaces
appear, to use Wall és term, wnfoaucthseedd. cWHIiolus
use of fabrics, or crests and embellishments or extra fittings, Austen does reveal minimal
structural details.

First, the barouche box is narrated into existence, delineated from the unquantified
homogenous space of the vehicle, as the Bertrams debatgilvhe the one to sit ther&.
The sistersd eagerness to $alkclurewmbshedtblar ouch

appearance ofisoblidgifngsotamar €5é6 vi des Cr awf or c

32Wall, The Prose of Thing410.
33 Jane AustenMansfield Park(Oxford: Oxford UP, 2008), 62.
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zones*The Bertram sisterso6 thinly veiled compet
highlights a hierarchy of privilege that graduates the zones afthe r i age6s spati al
from the O6place of all places, the envied se
interior > As the stalemate between Julia and Maria Bertram continues to amplify the social

stakes of the seating arrangement, Mrs Graho views the occasion as the perfect

opportunity for Julia to take a driving | ess
Julia!é ascends the 6post of honourdé6 in a mo
focus the lowly barouche interiorase t akes her o6seat witthin, in
Mariads |l ow spirits effectively demarcate th

of darkness, of limited visibility both in terms of seeing, and being séemd as a place

concomnt with social humiliati on Figurerd®ims Rudol p
clear the interior seating of a barouche is little removed from the box, the highest point of the
carriage. If we assume that the Sotherton party were to also travel withrtheche hoods

drawn back to better enjoy the views as in A
between these two zones is eradicated. And yet, the evident emotional investment the sisters
have in the seating arrangements creates a spatiddejuléen their seats that seems to

extend far further than the physical limits of the carriage, creating a sense of elasticity to the
barouchebds spatiality. The animosity between
Quinceyo6s i ns imygd theopubliccmaitoachekisthhshereexpressed

bet ween the barouche box and the rest of the

De Quincey felt the outside passengers held a certain privilege over the inside passengers for

34 Austen, 64.

35We know from stge coach tickets from the mitdneteenth century that a place on the box seat would have

come at additional expense.or exampl e, the it i n-appantedfouhaseChaaank Funn
bancs6é, a commerci al t o uadvertisgs the bax seatfoe6.dl aop o theerejular n  Fo | k-
return fare. Sourced from undocumented coaching ephemera and scraps in the John Johnson Collection at the
Bodeliean, University of Oxford.

36 Austen,Mansfield Park 64.
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their proximil to the driver and opportunities to drive themselves, Julia is herself in a

position to wield this power of proximity.

Figure 43: A dark green barouche with light blue interior upholstery, and yellow lining of the
coll apsible hood that matches the fabric co
Barouche with Ackermannds Patent Moveabl e
Fashonable Carriages 1816°hotographedvith permissiorfrom the John Johnson
Collection, Bodleian Library, University of Oxford.

The mini mal mat erial and spatial details
convey its seating hierarchies, also bring fitac® somewhat into view. By invoking the
barouche box, as the prominent structural feature of the vehicle, and subsequently gesturing
toward the interior seating, the carriage as a spatial entity is materialised just enough to create
a solid sense of plade which to stage extended social interactions. The social politics of the
established group both inform and are informed by the space, adding depth and nuance to our
understanding of the barouchebs topohtogy wit
Through Austendés economical wuse of wvisual de
social arrangements, the interactions, and the psycholpgg r t i cul ar | yiofi n Fann
the characters in the carriage. Under such conditions of visoplisity, the dialogue of

characters seated within a carriage acquires greater importance as it unfolds unencumbered
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by visual interference. Kathryn Sutherland identifies dialogue as a means for Austen to
6coll apse the boundarencebnwitingitbemnrio censpoeiryt el | er a
i magining and rioting¥wiwhsh Bosbdateddt Sut ha
to the carriage, in that as its perimeters and zones gain just enough solidity to zoom into view,
but not so much as to beconte primary focus, textual boundaries dissolve and we find
ourselves sharing the carriage space, and the sociable world, with the characters.

The absence of material objects and furniture in this cross section e&aisis
(Figure 44) offersavisualexmp | e of how Austends narrative
draws focus away from its material and spatial qualities and redirects attention to the sociable
world of its occupants. William Felton describesthedsisi s carri age as O0sel ¢
anyothe but persons of high character or fashi ¢
t han what t he ¢ e nltisalmostimpossible ta confirmihia sjatesents r e 06 .
in this print since, aside from the ducal coronets on the exteriohantbiving parts painted
red the print shows a pared down interilmmwhich objects, embellishments, even furniture
are practically nowexistent. Arguably, with their towering wigs and fashionable adornments,
the two women are positioned as the main objecthe printArchitecturally, the carriage is
more of a box than a vehicle, as although there is a window, it is entirely opaque with only
the suggestion of | ight and shadow in a mann
wi ndows Oasethbogkt tshwehoa®Nomaselthers angpdo@s, opaqued
though we can imagine the women entered through a door now removed from view for the
pur poses of Thelwemen thensaee hidrmetcalld sealed in, with nothing left but

for them to @her sit in silence, or converse, which their face to face orientatiterally

S7TKathryn Sutherland] ane Austendés Textual Li (Ozferd: OxfordtPm208%,sc hyl us
232.

38 Felton,A Treatise on Carriages 794, 1:65.

39 Tristram, Living Space245.
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vis-a-vis i would encouragé This particular print, though, concentrates on the inwardness

of the interior space as the two womAsn ar en
this cross section highlights the &édgreyness
particularisatn ensures the women and the conversation is the focal point of the image.

From the unfocused setting, the women appear in sharp relief, and | suggest the absence of
description in the majority of Austeasds car
and their conversation. The gaping hole via which we are admitted the sight of #eisis

interior chamber in this print seems immaterial as the cramped view of the women appears

even more crowded as we are admitted to share the space with thero, &e the
boundaries of Crawfordds barouche sufficien
spaces, and the absence of material embellishments ensures the characters and their intricate

social politics is never overshadowed.

40 However, as | will discuss in greater depth in chapter five, conversation was not a necessary component of
carriage travel but setkflection was a common kyroduct of travel within a carriage.
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Figure 44: éThe VisavisBi sect ed, Or The Ladies Coopbd, pr
print satirises the 1770s fashion of womendiaé
British Museum.

F a n ndgil§ experience with the Bertram family vastly differs froer lenriching
experience of travelling within Crawfordés b
quite literally on the inside on the journey to Sotherton, but since her introduction to the
family at MansfieldPark ataged ten, Fannlyasexisiedon the peripheries of familial society.

Her rupture from her overcrowded and povestrgcken home in Portsmouth and relocation

to the spacious house of her aunt and uncle marks the beginning of a traumatic struggle to
absolve her feelings as aninterlopergndi n admi tt ance to the Bert:H
failing that, to carve out a sense of place for herself in the vast space of Mansfield. Whilst
Fannybés timidity in part inhibits her agency
access and fuparticipation in family spaces and activities. For instance, following Mr Norris

death the family plan to displace Fanny, then aged 15, from the main house to live with Mrs
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Norris, but her scheme to take wupdrankasi dence
genteebe n s ur es F an%lgdées, Fenrydslcansistently moved or under threat of
being moved from place to place at the behest of her family, and regularly without her
knowledge. The loss of her own pony, too, significantly impaatsfhy 6 s abi | ity t o
any sense of autonomous mobility. l nstead, h
cousinsod horses at any time when they did no
up sacrificing their own pleasure for the sakal@dwing Fanny to continue her riding
lessons’?

Fanny has most often been examined in terms of her interiority and compromised
rights to domestic spaces, and the ways these impinge on her identity. Laura Mooneyham
White, for instanceargues the spaceéan 6t he sel f and i1ts quest fo
and Kei ko Kagawa suggests that Fannyds subj e
by way of a bodyodts ext®Hremala eepearni nane«ttem dist
Kagawadssanfboméent he role of space in Fannyds
her method of d&éderiving agency from the asse
domestic spaces i ffTwbdsehsscshel asscopfodedbdi ve
thepower of the comforting East Room (the old
and now hers to occupy freely), ibeir discussionsverlook thevalue of nordomestic,
outdoorspaces o0 Fannyo6s sense of agency-corfilencers i n t
subdued. While Messina views the East Room as a nest of comforts where Fanny displays

resourcefulness in repurposing discarded household detritus as meaningful keepsakes, |

41 Austen,Mansfield Park 22.
42 Austen, 28.

“®Laura Mooneyham White, 6Traveliesg io theeSAlukt e@Gdmi
Critical Essays on Jane AusténG. K. Hal |, 1998), 199; P. Kei ko Kagawa,
(Re) Buil di ng SpacWosmeantd sveaSmau?dili elretl 2006x 136.0

“Henna Marian Messina, OFanny Priceds [Persuasiohsi c Asseml

The Jane Austen Journa8 (2016): 205.
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suggest that Fannyo6s dil i genmntlalyoasserrthardelted spac

As Fanny gazes upon her vast assemblage of objects, she relives moments of happiness that
transpire from her suffering of O6tyranny,
was now so blended together, so harmonimedistance, that every former affliction had its

chafmo.

The domestic spaces Fanny occupies often

house astonished, but could not console her. The rooms were too large for her to move in

with easeé slitensrteamtt abeautori *ABheisperpewalhhili ng or

at ease in Mansfieldbs great rooms, but her
all eviated once she enters the barouche. On
invitedtojga n in the conversation of the otherso,

experienced in the static spaces of the domestic home, yet, importantly, Fanny is urniaffected
6nor di d “Heeexctlsion frameahese todversations feels more liksaartion

of her agency, a deliberate rejection of the shalowabilityin favour of a deep observation

of

and admiration of the country road al ong whi

mobility is a crucial difference from the otheteriors Fanny occupies. As it transports her

through the landscape he f i nds herself O0soon beyond her

expansive new visual perspective and access to new knowledge that is outward facing, while
the East Room simply looks inws?® Actively traversing the wealth of geographical space
between Mansfield and Sotherton provides Fanny with a new perspective that turns her view

out ward through a moving | andscape and, as

a

the oppressive ensi ons of the Bertram sistersdé conve

oppressive social dynamics of Mansfield Park.

45 Austen,Mansfield Park 119 20.
46 Austen, 12.
47 Austen, 64.
48 Austen, 64.
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Access to the carriage space, and its transformative mobility, is difficult initially for
Fanny to secure. Mrs Norris first makes excuses that would have kept Fanny at home, but her
cousin Edmund intervenes by forfeiting his seat to ride on horsebacle Yéniling access to
the carriage primarily means securing the power associated with physical mobility, carriage
occupants concurrently acquire the righsé@ a notion hinted at continually in the lead up to
the Sotherton excursion. Mrs Rushworth indegahe conflation of sight and privilege as she
pities Fanny for 6she should not see the pl a
her distaste for Fanny, takes the opportunit
have opportunitee n pl enty of seeing Sothertoné her g
g u e s t° Masianodnfirms thenierarchyof spaceacrossCr awf or d6s carri age,
upon the barouche boxds superior vantage poi
view of thec o u n°t Julig, attuned to the importance of sight, uses her proximity to the
landscape and ocular range to further compound her advantage over her sister in the social
composition the barouche. What we hear of her conversation in this scene-tsaoipéd,
her o6view of the country was ch&dulmi ng, she w

establishes a sensory hierarchy rooted to optical faculties that is then mapped onto a social

order, with oneds access t oonthedocial lhdder. Whilge o f
she has complete ocular freedom, Juliadbds sta
occupantsd |imited field of vision as equi vVva

in particular furthefills in the spac®f the carriage by exaggerating the elasticity of its
spaces. As Julia elevates herself in terms of what she can see, she increases the perceived
physical distance between herself and the other carriage occupants in an assertion of her

superiority. Fannyt hough, does not participate in Jul.i

49 Austen, 61.
50 Austen, 62.
51 Austen, 65.
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instead exercisesherndwound access to O0seeingd to quiet

observations of the pastoral scene through which they move are astutely focused, nothing

seems o0 escape her notice as she takes in the
roads, the difference of soil, the s®tate of
Fannyods active surveying i $swithde sutroundiogs.nt r ast e

While Fanny sensitively engages with the underlying conditions of rural &tsknowledging

the labouring poor, their crops and the very earth that they culiiiia proffers only

surface | evel commerngtard féédaudiHetérey @.ai huf eneob
her selfestablished ocular privilege compromises her progression through the landscape, her
blinkered approach to seeing leaves her unequipped to question her own relational position

within the broadegeographical and social contexts that the carriage journey lays before

t hem. For all Juliabds e mph asseweay littenandhrmeich power
less than her counterparts who, according to her own ocular hierarchy, should pass through

the landscape with a heavily compromised view.

Carriage spaces asostile environments

Throughout this chapter we have seen the carriage operaserassaf spaces that
influence and govern the sociable rituals that play out within and atbardhcular interior
and exterior Thus far | have underscored the positive, and even transformative, effects that
gaining access to and occupying the mobile spaces of a carriage can have upon a
protagonistdéds sense of aut dandtmydcharpcterssuchc ul ar |
as Fanny Price. Further, | have highlighktexnv Austen materialises carriage spaces to show

how this affectspoken exchange between occupants and the subsequent prominence that

52 Austen, 64.
58 Austen, 65.
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speech assumes within the visually paded/n vehcle interiors.These scenes show the
promise and potential of the spatiality of the carridtvever, thesame vehiculaspaces
commonly featured in eighteentientury novels as sites of discomfort and physical danger
for women who occupied them, and theiscomfort was often signalled via their ability, or
inability, to vocaliseheir distressAs such, | end this chapter with a further investigation of
vehicular social exchang#sat studieshe carriage as a space in which female agency and
speechareoften compromised or stifled when the carribgeomes &ostile environment.
Before | revisit scenes froMdorthanger AbbegndEmmato analyse moments in which
Ausends heroines find themsel ves «onextuplisewer e d
A u s t repreSentationf hostile carriage spacesrelation toher literary predecessors.
Often, carriages appeared as key objects in abduction scenes, and regularly functioned as a
source of masculine power against which female detastagggled to assert their agency.

Abduction scenes were common in eightearghtury novels, and we have already
read Burneyds dramati sat i obvelioafinthetage majorgy c ar r i
of literary kidnappings, the carriage playsiamt e gr a | role as the capto
mobile space in which to imprison their victims. In such representations, writers manipulate
the spaces of the carriage to modul ate the ¢
traumatic feminine expeagnces is the loss of sensory autonomy. Through a combination of
violent restrictions against the bodyther gagging, blindfoldingyr physical restraints,
womends agency to utilise their basic sensor
theda k and airless carriage that EIlIIl ena di Ro :
The Italian(1797) features as a space of total disorientabiving rapidly through the
night with the windows and blinds drawn shut, the gloomy carriage inéms devoid of

any defining feature€!l | enads i nability to anchor hersel
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| eaves her mind to spiral *iPerhagsanoreunnewving, of t e
the carriage is imbued with an eerily haptic qyadis Ellena casts about for anything she can
reach, and she perceives the things she touches must be the figures who captured her. Ellena,
as Radcliffean heroines are prone, loses consciousness from her overwhelming fear but upon
regaining her senses heteeaties to her captors, whom she still cannot see, are met with a
O0delat he silenced that intensifies the sense
differentiation instilled within the carriage interidWh i | st EIl | enadsnabduct.
an extensive journey through rocky countryside, her time in the carriage continues largely
unpunctuated by molestation or interference
remains relatively stable throughout the scene, neither addimgg thminishing her trauma.
By contrast, Harri et Byrondés tur bDheHistaryt and t
of Sir Charles Grandisofl753)pr esses upon the carriageods ke
highlighting its influence over the female experienoe the dispossession of her autonomy.
Harrietds assault is characterised by the re
physically and verbally restrain, muffle, and silence her:

As the chariot drove by tviceyaseting | crydd o

out. But under pretence of preventing my taking cold, he tied an handkerchief

over my face, head, and mouth, having first muffled me up in the cloak;

pressing against my arm with his whole weight, so that | had not my hands at

liberty. And when he had done, he seized them, and held them both in-is left

hand, while his rightarm thrown round me, kept me fast on the seat. And

except that novandthen my struggling head gave me a little opening, | was

blinded®®

54 Ann Radcliffe, The Italian ed. Nick Groom (Oxfal: Oxford UP, 2017), 60.

%5 Radcliffe, 60.

56 Samuel RichardsoiThe History of Sir Charles Grandison; in a Series of Letterd. Mrs Anna Letitia
Barbauld (London: F. C. and J. Rivington, 1810), 242.
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At the hands of her captd,i r Har grave, Harrietds bodily an
systematically and violently removed, not only can she not move she also cannot see, speak,

nor reach out to touch anything. Indeed, throughout the extended scene the subversive value

of femininesighend sound i s emphasised through Hargr
Harriet the use of these faculties. For instance as the chariot continues on its journey Harriet
can sense by the carriageds rocking motions

Harg ave prevents her from gaining her bearing

me up close, and tied the handkerch¥ef about
Harrietodés painful stillness conn, atse s6 we it he [H
Harrietds hands, O6throwsd his arm around her
bodywei ght . Hargraveds activeness and Harrie

particularly eighteenticentury trope that positioned the carriagerioteas a dominion of
patriarchal tyranny, a space that ensured masculine power over the feminine.

In abduction scened)é carriage space is rarely differentiated in any detail (and as |
will show, this remains tr uecarriagesBamest ends r en
However, Richardson gestures towards windows;@taies and some cloth coverings within
the carriage to the effect that the whole structure seems fortified by layers of physical barriers
through which Harriet must negotiate inordeets cape. The t hi ckening o
perimeters adds more layers of obscurity on top of the cloak, the blindfold, and the gagging
handkerchiefs that already stifle and obscur
telescopes inwards and thecardays boundari es are made | mperm
almost entirely from the world outside. Harriet experiences only a limited range of
sensations, from briefly regaining sight as Hargrave removes the blindfold at safe distances

from urban centres, togtrocking motion of the carriage that gives her a vague indication of

57 Richardson, 246.
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the sort of geography through which they move. The limited sensory interactions Harriet has
with her surroundings engender an overwhelmingly disorientating experience, made more
harrowirg in that the few sensations seg@ermitted to feel are violently administered by
Hargraveds rough handling, gagging, and sens
allowed no chance to anchor herself to a location through sight, asfthnoe to call out and
make herself knowrshe is totally obscured from the world as the world is also totally
obscured from her as she struggles within the claustrophobic carriage

Austen perhaps comes closest to the dangerous carriage scene of her Georgian
predecessors iNorthanger Abbeyin chapter threewe saw howlohn Thorpeelied on his
gig carriageto expressis physicality. My discussioalsoc e nt r ed on Thoor peds
employ the lexis of advertising to elicit praise and admiration for his vehicle which, although
considered at odds with polite praxis, at least presented a moment of conversational
reciprocity for his acquaintanhcfesaméworthge I
to deepen my interrogation biorthanger Abbey s vehi cul ar soci al exch
alternative effects upon speech and conversation that carriages and vehicular travel had upon
passengers. For instance, the proposed dniegen carriages for the Morland and Thorpe
siblings to Claverton Down presents a key example of conversational deterioration staged
within a carriage. From the outset, Thorpe dominates the conversation between himself and
Catherine with his (supposed) kmiedge of spirited horses and his prowess at handling the
reins, assuring her of his ability to control the horse when it moves off at pace. At first in her
nai vety Catherine is able to enjoy the drive
sedd el y, and speaks O6her pl°tBaferelong, h@aveveruadd wi t h
following a 6silence of several mi nutesd, Th

conversational equilibrium with a series of probing and uncomfortable questiondimgga

58 Austen,Northanger Abbey and Other Woyles.

196



the nature of Catherine and Mr All ends rel at
Thorpeds succession of questions instigates
Catherine littleroomto utter more than a few words at a timedorcf i r m or deny Thc
assumptions, a downward spiral in which Catherine increasingly finds herself stifled. In the
foll owing passage, Catherineds conundrum i s

Thorpeds ideas then all revertea to the m

called on to admire the spirit and freedom with which his horse moved along, and

the ease which his paces, as well as the excellence of the springs, gave the motion

of the carriage. She followed him in all his admiration as well as she could. To go

befae or beyond him was impossible. His knowledge and her ignorance of the

subject, his rapidity of expression, and her diffidence of herself put that out of her

power; she could strike out nothing new in commendation, but she readily echoed

whatever he chode asseff
For the duration of their drive Catherine comes to realise that Thorpe has persistently lied and
contradicted himself to increase his own selportance. Catherine is perplexed by this
behaviour since, we are told, she comes from a famitglafively straightforward people
who enjoy at most the occasional pun or pro¥éfbh or peds constant backt
superficial veneer of knowledge make his true meamiif§jcult, if not impossible, to pin
down and reflect, if we recall backtocheapt t hr ee, the sl ipperiness
conditions. Catherine finds herself | ost in
contribute original responses to the conversation, and instead opts to simply agree with
whatever he says.Evena | | y, Thor peds verbal barrage of

centre on his carriage, horsasdhunting, renders the conversation completely-sided.

59 Austen, 45.
60 Austen, 46.
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Catherineds silence does |l ittle to deter hin
regponse or establishing a productive exchange with herathgr remainsontent to

blithely continue speaking at her. In chapter three we saw how Thorpe spoke about the
trappings of his carriage as synecdghtsdne f or
the gendering of particular rooms in the domestic sphere, here his gig operates spatially as his
own personal place of dominion in which his speech overpowers and dominates Catherine.

The powerlessness, and indeed voicelessness, that Cathelsra thes moment in
Thorpeds carriage, is contrasted with anothe
recallstheabductions dramatised by Burney and Richardson. Having been coerced into
foregoing an engagement with the Tilneys by the Theilplengs in favour of a trip to Blaize
Castl e, Catherineds uneasiness escalates int
the carriage. Despite the potentially dangerous situation, Catherine finds her autonomy and
voice to assert her displeasamad intentions to exit the carriage, so that she may rectify the

socialfaux passhe, through no fault of her own, made against the Tilneys. What is salient in

this exchange is the effect of Catherineds w
Cather ne finds her voice, the confu-backon and su
coupled with the excitement of driving i mpin
|l nstead, Thorpe iIis reduced to makings o6odd no

whi pd and c o¥irheiposh and pultiof dorwersatipns conducted in this carriage,
differs from the polite mode of sociability adhered to in the other bourgeois institutions of
communication that Schivelbusch deemed analogous with carriagesspJnlike the
coffeehouses where the tenets of polite sociability would have governed and reciprocity
would haveruled the gig as a site of communicatifails to operatein the same way and

functions ratheas a space in which the conversational flnoist be fought for along with

61 Austen, 62.
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the safety of théemalebody. While Catherine is powerless to do anything physically, and
admittedly has to 6give up the point and sub

@&top, stop, Mr. Thorpéshe impatiently criedjt is Miss Tilney; it is indeed.

How could you tell me they were gone? Stop, stop, | will get out this moment

and go to thendBut to what purpose did she speak? Thorpe only lashed his

horse into a brisker trot [...] Still, howeyemnd during the length of another

street, she entreated him to st@ray, pray stop, Mr. Thorpe. | cannot go on. |

will not go on. | must go back to Miss TilnéBut Mr. Thorpe only laughed,

smacked his whip, encouraged his horse, made odd noisesr,carecon; and

Catherine, angry and vexed as she was, having no power of getting away, was

obliged to give up the point and subfit.
Whilst subordinate to Thorpe as he controls the direction and pace of the carriage, Catherine
is not totally powerless. Theffect of her stern entreaties reduces Thorpe to an animalistic
stat e, unequi pped to respond rationally in f
having caught him in a lie, catches Thorpe off guard, without thepee#fession to handlésh
embarrassment cogently.

We know from the discussion in chapter two tBatmais rich in examples of
conversational tugef-war in which polite tactics must capitulate in the face of unpolished
talk to avoid uncomfortable social disruption. Celia Eastdnt r i but es Austends
social dynamics throughotmmaas a method of exploring and subsequently confounding
6 wo me n 0 2 Aypranie offergldiis Augusta Elton, whose verbal aggressiveness
overpowered Emma Woodhous¢o silence during a sable domestic visit. Within the

confines of a carriage, however, verbal disparity and miscommunication between parties

52 Austen, 62.
8Celia Easton, O6AThe Encouragement | RePessuagienstdo: Emma
The Jane Austen Journal @me 37, no. 1 (2016): n.pag.
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produce significantly more unnavigable social situatibtne o ki ng agai n at Mr E
proposal which | gestured toward earlier in thiaptler, a similar social and, indeed, gendered
dynamic that was at play in Catherine and Th
exchange between Mr EIlton and Emma Woodhouse
planned speech aimed at neutralisinghisunken t al k by seizing her
violent " ®Bmmathbhodhermer si st in trying to win
stop him; but vainlyo6é, apparently drowned ou
would go on, and say i & Erhnta is, of course, not abducted by Mr Elton like the elaborate
pl ot that was aided and abetted by coachmen
Hargrave, and nor is there any kind of purposeful physical violence or restraminia
HoweverMr El t onds behaviour does echo in some r
Burney and RichardsoiMoreover, since the template for violent carriage plots already exists
as a novelistic trope, so we r e éphstviolestt ends ¢
scenes. Wdlike other unequal exchanges across the narrative that remained only verbal, here
within the carriage interior Mr Elton is emboldened to transgress boundaries and reaches out
to physically grasp Emma by the hand. Not even JohnpTkoy ar guabl y Austendod
overtly violent character, trespasses the boundaries of the female body in the carriage.

Not all hostile carriages are the result of a gendered power imbalance that sees women
flounder against male counterparts. The long carijagmey that Elinor and Marianne
undertake irSense and Sensibilipyovides another perspective that differs in kind and scope
from my previous examples which aligrorec | osel y with Burneyés tre

carriages. Within Mrs Jennisgécarriage gendered violence against womssupplanted by

64 Austen,Emma 103.
65 Austen, 103.
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the difficulties in managing a relationship between women of unequal status, age, and
circumstance:

Elinor could not find herself in the carriage with Mrs. Jennings, and beginning

a journey to Londominder her protection, and as her guest, without wondering

at her own situation, so short had their acquaintance with that lady been, so

wholly unsuited were they in age and disposition, and so many had been her

objections against such a measure only adays before! But these objections

had all, with that happy ardour of youth which Marianne and her mother

equally shared, beeni® overcome or overl ook
The tensions between thought and travel will come toifoney next and final chaptebbut
for nowl want to gesture briefly here to the relationship between mind and motion. The
| anguage of not being able to o6find herselfd
since the carriage is in motion, traversing what is presumably unfamiliar geograttigiron
journey to London. The geographical connotations of being lost reflect inwards to the carriage
interior, as Elinor must navigate unfamiliarity of anothefi ik social unfamiliarity. Indeed,
El i nordés discomfort and tffoma genderedpbwerdmbalancej e nt a
but rather from an imbalance between the level of social intimacy between the Dashwood
sisters and Mrs Jennings, and the service Mrs Jennings is providing them as she chaperones
the sisters to London. The Dashwood sisteesindebted to a woman whom they have limited
social intimacy with andcoupled with the differences in personality between Mrs Jennings
and Elinor Dashwood, the interior of the carriage is rendered as a socially exhausting space.
Navigating the situatio while upholding polite sociability falls to Elinor, while Marianne

shirks her responsibilities bngfusing toparticipae in the conversation.

66 Austen,Sense and Sensibiljty18.
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To shed more light on the ways in which this carriage interior operates as hostile, |
want to examine the siat roles that are taken on whilst in the carriage interior. Mrs Jennings,
the owner of the carriage, takes it upon herself to entertain the Dashwood sisters with
conversation, whilst Elinor takes up the conversational slack of her sister who sitstea priva
meditation.

They were three days on their journey, an

travelled was a happy specimen of what future complaisance and

companionableness to Mrs. Jennings might be expected to be. She sat in silence

almost all the way, wraphiher own meditations, and scarcely ever voluntarily

speaking, except when any object of picturesque beauty within their view drew

from her an exclamation of delight exclusively addressed to her sister. To atone

for this conduct therefore, Elinor took imdiate possession of the post of

civility which she had assigned herself, behaved with the greatest attention to

Mrs. Jennings, talked with her, laughed with her, and listened to her whenever

she could; and Mrs. Jennings on her side treated them bothlivgtssible

kindness, was solicitous on every occasion for their ease and enjoyment, and

only disturbed that she could not make them choose their own dinners at the

inn, nor extort a confession of their preferring salmon to cod, or boiled fowls to

vealcut et s. They reached town by three o06cl c

released, after such a journey, from the confinement of a carriage, and ready to

enjoy all the luxury of a good fir€.

The kindness of Mrs Jennings toward the end of the -tteggourney is almost overbearing.
As with the other hostile carriages we have already seen, the feminine voice is compromised.

While Elinor assumes the role of civility and talks and laughs with Mrs Jennings at every

67 Austen, 119.
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opportunity, the language of interragh on, Oext ort a confessionb6 i
indication that the Dashwood sisters have, eventually, been reduced to silence not even
breakable by interrogative tactide difference here, though, is not that the loss of voice is

the result of masuline physical or verbal violence, but social exhaustion.

Austen is precise in naming the time (three days) that elapses, underscoring how
social exhaustion and the absence of sociability trails the Dashwood sisters on this journey.

In the final chapteof this thesis, | consider the carriage in motion and the various effects of

the carriageds movement and traversal throug
heroines. Furthet,i nvesti gate the ways in whiixh the ca
utilised by the women in Austenods fiction as

Chapter five will discuss eighteentlentury debates over the imbrication of spatial and
vehicular transport and emotional transpgmforeexamningA u s t e rindest oftmotiera

and emotion.
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ChapterFivet Aust enb6s Carriages i n Mot

In chapter four] examined the carriagekyered spacesndtheinherent duality
represented bgs6i nsi de 6 and Oasoinvestigates the copgritesadthe a n d
carriagebs connection between spatiality and
i nto the carri ag e buscenteso nattihoen scha rpr iwa gtehd ss pnaocvee
space, and how this tr amwiees.sAastendisfistrepace shape
obstructions women faced in travel in a brief, but rich, exchanBeide and Prejudice
(1813), to show how her characters clearly understand distance in opposite ways. At the start
of the exchange, Elizabeth Bennet takes undbbraggt Mr Dar cy 6s fl i ppanc)
geographical distance, when he suggests Charlotte Lucas was fortunate in securing a living
6so easy a distance fr'Bmt heor owhi fametlly, and

relocation to her new husbandbés parsonage at

milesé from her familial home i s myopic. As
expectations concerning mobilityae t hr own i nto sharp relief. C
objection, o6what is fifty miles of good road

underscores the ease at which men were accustomed to negotiating distance, and reveals an
ignorance to the okisictions women had to surmount in order to traverse the country.

Austends characters experience more than
differently, masculine and feminine journeys are also characterised by their unique shapes
andpatterns. As Ewers argues, Austenbdés fictio
its heroinedi svtidmce her dpioch,g | i near mobilityéo
critical view of exposing these gendered inequalitieschapterfour, | stressed how few of

the journeys that occur across Austends nove

! Austen,Pride and Prejudice137.
2 Ewers,Mobility in the English Novel from Defoe to Aust&@1.
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0l ednigst ance, rapi d, l i near 6 journeys identi f|
These male journeys all occur somewhere outsidiee narrative, off the page. Rather, in the

few instances we accompany a traveller and all their inner thoughts over any great distance,

we remain in the company of a heroine. | suggest that this absence of insight into the male
experience of traveleot r i but es t o Austends critique of n
excluded women. More specifically, | propose that her narrative and descriptive disinterest in
the male journey reflects the relatively uns
to travel reduces its significance to the male experience, it is simply part and parcel of daily

|l ife, and as a result their journeys are of
comments to Elizabeth where great distance is diminished into eelgisfilernoon outing

certainly support the idea that men of his rank are unengaged while travelling through space.
Conversely, and as | will show throughout this chapter, Austen proves women to be adept,

more conscientious travellers. Young and inexpe&dr€atherine Morland travels 70 miles

through unfamiliar territory completely aloneMorthanger Abbeywhile even an invalid

Mrs Churchill manages a 19@ile carriage journey ikmma Julia Prewitt Brown recognises

t hat although t loe nleisves eofsubdy etcend lkeomstr ai
restriction e [but] about how women find way
despite the r est riintheface of thpillimiedadcess  vehicukarh e mo .
travel, itshoudot be surprising then, that conscious
frequently exploit the precious moments in motion that carriages furnish them with for their

own benefit. From a deepfglt excitement at the prospect of an extended journey that

soothes the unease over past events, to the act of traversing distance itself and encountering

new places, travelling for Austends women pl

3 Julia Prewitt BrownJ ane Austends No v kiterary ForBi(Cambadge: HatvachUPe and
1979), 156.
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final chapter of my thesi s, dsihthewanektoft o consi d
journeying and carriage travel, as | i nvest.
fiction take advantage of the carriageds pro
intellectual growth.

| begin this chapter with a bristirvey of contemporary philosophical debates
regarding the nature of transport. Enlightenment philosophers had engaged with questions
concerning the soul in motion since the seventeenth century and the topic consequently
encompassed a vast and complexvoek of theories about travel and mobility. As the

theories show, spatial, vehicular transport was heavily imbricated with emotional transport.

As Sarah Landreth has argued, &6émovement thro
invisible momentofconat , spati al change *Myeseconthsestionc ogni t |
studies how Austends most explicit engagemen
have on the psyche. | focus here on Catherin

transformatie effects of spatial change as Catherine performs important emotional
transformation, to emerge restored from her traumatic ejection from Northanger Abbey.

Finally, | examinenow Austen links domestic travel to emotional change, starting with
ElizabethBenet 6 s proposed tour to the Rridelaed Di st ri
Prejudice Unlike other instances of feminine travel, such adarthanger Abbewhere we
accompany the traveller in physical motion, ofteRiide and Prejudicave see the eficts

of the journey upon Elizbeth before she has actually undertaken any spatial change. | show

that for women othe lower gentry, wi felt the pressures of needing to appear mobile while

not necessarily commanding the wealth to make this a realityraspgzt of a journey could

be a potent influence on the emotions

‘Landreth, O0The Vehicle of the Soul 6, 115.
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On being moved

Over the course of this thesis | have ges
body and sexuality, for instance in chapter three in which we saw the gig stanchag @p
Thorpeds body and masculinity, and also unde
regularly caricatureds a form ofehicular mobility. We saw, too, in the previous chapter the
social taboo of two young people travelling together unclosyeer inanopen carriagand
how it tacitly implieda sexual relationship. Carriages, then, were reputed as dibjatcts
circulaedsexual desire. The erotic potential of carriage travel was most often referenced in
relation to public vehiclestagecoactsewere notorious spaces of palpable sexual frisson
thanks to the eroticism of proximity experienced by groups of strangers. Georg Christophe
Lichtenberg, a German satirist, commented on the sensual riot on a typical English
stagecoach | ouexanage:.of glarces Buh oftgnalsodan & scandalous
entanglement of legs causing a giggling in both parties and a confusion of souls and thought,
so that eventually many an honest young man who only [wants] to travel from London to
Oxford [goes] straight o t he dévhd 1Ih&3 eatddhi ng O6Whi t sunt
(Figure 51) visualises such bawdy intimacy, in which the relative stillness of the inside
passengers is contrasted with the drunken tangle of bodies on the stagecoach roof where a

sailor,int he centre of the fray, fondles a womano

5L&lé Tarr, The History of the Carriagetrans. Elizabeth Hoch (Budapest: Corvina Press, 1969), 257.
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Figure51: O6Whi tsuntide Holidaysé (1783) publish

of outside passengers on the Greenwich to Charing Cross stagecoach, seated precariously on

theroof,asai | or fondles a womandés breast. She se
courtesy of The British Museum.

Opportunities for sexual dalliances were facilitated by the nature of public vehicles
wherebyphysical conditions brought diverse groups tbgein close proximity and
emboldened @ssengerby offering relative privacyMoreovert he carri ageds mot
precise nature of that motionaathought to behe principal stimuli for exciting pleasurable
feelings among the occupants of a vehicle.&sr ge Far quhar and Peter N
eighteentkcentury farcelrhe StageCoach(1705) highlights the contributing factors to
stagecoach eroticism, includitige setting ofliverse groups of people in which women
outnumber men. The most salient conditittrough, is the movement of the stagecoach itself
Its rocking and jolting motions seem to make women more receptive to male advances:

Here chance kindly mixes,
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All Sorts and all Sexes, More Females than Men;
We squeeze them, we ease them,
The Joltingdoes please them;
Drive jollily then?®
lsasacCr ui kshankdés companion i mages O6Jolting Pr e
(1797 figures 5.2 and 5.3 respectivelilustrate the difficulties of maintaining polite
physical distance within the cramped interior of a carriage, made all the more challenging
with the sudden jolting motions of the vehic
illustrates four speciéi types of jolting motion, each of which elicit a different effect on the
bodies inside the carriage interior. While the four panes do not necessarily gesture towards
the more erotically charged symptoms of carriage motion, they do demonstrate the

unavoidb | e j umbl e of bodies and cl ose bodily pr

Jollirtg Py enlored,
Z ST

Figure 52: Isaac Cruikshanlj J ol t i ng Preventiveso6 (1797). T
interiorsi presumably stagecoachiesling to straps to avoid treffects of the four types of
6joltd described in the c oRgpre53) Reprodpcedi nt , 0 S
courtesy of the Lewis Walpole Library at Yale.

8 George Farquhar and Peter Anthony Mottéthe StageCoach(London: BenjamirBragg, 1705), 19.
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Symilomag of Foliig
{1

Lomeone Pubs” by

Figure 53: Isaac Cruikshanl§ Sy mpt oms of Jol tingd (1797).
accompanyig notes for this print in th€atalogue of prints and drawings in the British
Museum. Division I, political and personal satiidentify the different movements depicted

ineachpanedi n four compartments, al-doach anfainilgs ent i n
t wo passengersé who are being flung toget he
perpendicular jolto, (2) AAn horizontal |jo

Reproduced courtesy of the Lewis Walpole Library at Yale.

However,for many writers in the eighteenth century, spatial motion was more than
just an enabling force for titillating escapadesratiter formedxa cornerstone of the study of
human nature. In her study of eighteeaéimtury vehicular harratives, Landreth mes that
6f or many Enlightenment writers, questions a
ul t i mat el y Inifactsnetipraandcaemotiendvere subjects so embroiled with one
another that a single vocabulary of vehicularity had been usddlas@phical debates since
the seventeenth century. The rationale behind this intermingling becomes less obscure when

the nature of the term O6transporté i s more ¢

termdbs o6conceptual ba&tpe@EDiprovidssra ¢otaloifiye distincp | ai ni n

‘’Landreth, O0The Vehicle of the Soul 6, 98.
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definitions, one of which identifies O6transp
Pride and Prejudicas its sole eighteenttentury referencgTo further demonstrate the
breadth of daitei aresr, moBuragpeds briefly tracks i
fictions 6as a synonym for a range of experi
painful, as well as for removalBefoeflauoche body
myownnvestigation of Austends treatment of toh
Austends app r-sbaadng penod debatesireghrding ghfluences of physical
motion on the mind.

In spite of the difficultieshatwomen faced accessing vehicular travel, the work of
this thesis has made clear that travel by hdrsgvn carriage, be it private or hackney, was an
increasingly quotidian element of public life in the long eighteenth century. As such, the
horsedrawn carilage became a useful tool for writers to address the connection between
motion and emotion, especially when it came to travel via carriages. For instance, in Edmund
B u r kAgPhilssophical Enquiry1757) aesthetic appreciation is further enhanced once the
body is in motion in a carriage: OMost peopl
had, on being swiftly drawn in an easy coach, on a smooth turf, with gradual ascents and
declivities. This will give a better idea of the beautiful, and poiniteyirobable cause better
t han al mo st ' Theegnphasismmthespeadesthoothness, and gentleness of the

motion is evident here, implying that spatial change was not the sole requirement for a better

8Mi randa Burgess, O0Transport: Mo bi | i Stydjesinxi ety, and
Romanticism#9, no. 2 (2010): 234 he full definition on th@OEDisas f ol | ows: O0The state of
of onesel fd, i.e. out of oneds nor mal ment al condi ti

mental exaltation, rapture, ecstasy. Also wailtindplural, an instance of this, a fit of joy orge;

sometimedransferredan ecstatic utterance. 06

9Burgess,23%-or more analysis of the term 6transporto and
regarding eighteertbent ury anxi eties over Owanderingrgess mobil e,
6Transport: Mobility, Anxi et $tydiesamRdmanticisdd, Romanant i ¢ Poet
Nostalgia, Melancholy, Anxiety: Discursive Mobility and the Circulation of Bodies, 20106@2%specially

pages 23411.

10 Byrke, A Philosophical Enquiry into the Origin of Our Ideas of the Sublime and Beadt#&159. Landreth
alsoconment s on this Empairg s acgper hferBurnmkad &yssi s of t he passag
S o uRighteenthCentury Fiction 26, no. 1, Fall 2013, 9320, especially pages 9.
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understanding of beauty, but that specibaditions of motion were prerequisite to a
heightened sense of aesthetic appreciation.

If smooth and swift velocity elicited a more astute understanding of beauty for Burke,
and certain rocking motions of carriages induced a palpably erotic atmosphersas w
earlier, thinkers also wrestled with how different modes of motion produced diverse affective
reactions. Indeed, the claim that the specific nature of movement elicited a spectrum of

feelings and emotions that directly corresponded to that movenasntegularly made by

eighteentc ent ury wri ters. Burke il lustrates the
certain consequent feeling in our mindso wit
oscillatory motion, criiessi mg amod ifoanldl itrhga&t ,wausn i
more thahThehet wesftibgures in Rowlandsonds O0A

(Figure54) demonstrate Burkeds claims as the fig
seemingly rockedto sleeyb t he carri ageds undul ations. At
Burke concludes that hasty transit odédover rou
oneds senses and therefore aesthetic respons
in the motion the body is subjected to mars the perception of beauty in scenes that, had they

been viewed from a smooth, swift carriage, would have been evidelsewhere, Samuel
Johnsono sTheRamdeh o mben 117 notes Oadnhhespipite wer of
i's well known; every man has ¥fEedffectsofs heart
rapidity for Johnson are less introspective than those of Burke, but instead illustrate an

animalistic power that travelling at speed can incite iwithose that experience it. Closer to

the opening decades of the centdrige Spectatonumber 132 highliglstthe role of the

carriage in motion in dissolving soci al boun

11 Burke, 158.

12 Burke, 159.

13 Samuel JohnsoiThe Rambler. By Samuel Johnson, LL.D. Four Volumes inviaka? (London W. Locke,
No 12, Red Lion Street, Holborn; and C. Lowndes, No. 66, Drury Lane, 1791), 45.
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some sort of f avidéntlyistanmed by lyiohtenbemg whoecenhmentegl on the

erotic 6confusion™f soulsd in stagecoaches.

Figure54 : 6 A comfortable nap in a post <chai seé¢
travellers sink companionably together, unplagued by driving or navigational duties.
Photographed with permission from tBeinecke Rare Book& Manuscripts Libraryat
Yale.

As Landreth attests that, if we take for granted the effects of changes in physical
motion upon the mind as did many eighteente nt ury wr i ters, includin
follows that emotions must have some kind of physical manifestation or presence in the
b o d%¥/Irfleed, the exact location of the soul in relation to the body was a common
preoccupation of the Enlightenment. As Landigatles on to explicatehe philosophical

group the Cambridge Platonists maintinsidened o0t

14 Joseph AddisorThe Spectatored. Donald Frederic Bond, vol. 2 (Oxford: Claten Press, 1965), 23; Tarr,
The History of the Carriage257.
% Landreth, 6The Vehicle of the Soul o6, 115.
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an intermediary fAvehicl eo t himmatenal®$oaddao t her f
this, | want to acknowledge questions centring on motion and the timdhapedebates

over the ability to feign emotional responses and how the camwiag®ften portrayed in the

eighteenth century as a reflection of the inner mind arbtisntial fordeceit. In the

previous chapter | drew upon | an Wattds noti
like entering the mind itself, a poinargued found its analogue with the interiors of literary
coaches. To deepen my previous |line of enqui
two forms of emotional deceptiansimulation and dissimulatiohfrom 1625, a theory that

was continuouy intertwined with horselrawn carriages over the long eighteenth century.

Bacon writes that simulation occurs oOowhen a
pretends to be what he is not 6, in other wor
premeditated performance or projection of a false self. Dissimulation, the lesser of the two
evils due to the | ack of agency that drives
signs and argument s*Thtrhoautg hh eB avwsornkogst af W haanbef h & u
characters who cloge to stabilise their social and gendered performances with a carriage are
potentially guilty of dissimulation, particu
deceit and the veiling of the self.

Wehaveae ady seen in the previous chapteros
increased rate at which pleasure can be attained that the carriage was viewed dubiously for its
role in derailing concomitant progress in the moral sphere. It is unsurprisingthhtetne
carriage finds itself linked in the popular imagination as a medium through which to critique
the moral deficiencies professional life. For instaiev i fA Taesof a Tul§1704), which |

gestured at in the introduction to this thesis, usedqiwiar analogy to criticise Grub Street

L andreth,116L andr et héds summary of the vehicular hypothesi.
inndepth discussion of the CampHeavehgreHelPr Emlighdemmestt 6 s t heor
England(Cambridge: Cambridge UP, 1994), especiallggs29-33

7 Francis Baconlajor Works ed. Brian Vickers (Oxford: Oxford UP, 2008), 350.
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writerso propensity to privilege allegory ov
the inner and outer spaces of the carriage w
self:

The Grubean Sagesvwalways chosen to convey their precepts and their arts

shut up within the vehicles of types and fables ... it has fared with these vehicles

after the usual fate of coaches ofieely painted and gilt, that the transitory

gazers have so dazzled their pad filled their imaginations with outward

lustre, as neither to regard nor consider the person or the parts of the owner

within.*®
Augusta EltonirEmmac oul d certainly be accused of prio
preoccupation with the barouckendau as a means of bolstering an outward appearance of
genteel politeness at the expense of cultivating actual courteousness bears a remarkable
resemblance to Swiftds vehicular anal ogy, wh
from the deficien@s in the substance of their writing. John Thorpe is also guilty of
simulation inhisrelianceon the cosmetic attributes of his gig to veil his shortcomings as a
gent | eman. l ndeed, as Landreth pointsfout, S
0 [ p] eespedialy coach makers and hack writef®] spend too much effort simulating
polished exteriors while neglectingto moplce r sonal YAlhq@u aatcd &g 6bar ouch
landau never appears physically in the narrative, and thus we can andlaspé¢hat her
performative gentility would continue inside the carriage interior. However, John Thorpe
quite overtly continues his masculine performance once inside the cargagep er i met er s .
even increasshis efforts as he founds his masculine vermeethe liestelling Catherine

about the speed of his horse and his adept horsemanship, or the structural integrity of James

18 Jonathan SwiftMajor Works ed. Angus Ross and David Woolley (Oxford: Oxford UP, 2008), 92.
¥L.andreth, 6The Vehicle of the Soulodo, 112.
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Mor |l anddés hired gig. The | i kes of Augusta EI
acute awareness of the deceitful coations of the carriage, as these characters hide in the
shadows of their carr i Augtensaldodsvatesifranhthimnd cul t u
narrative of deception. Far from assuming a polished veneer or performing an idealised

version of themselves, may o f  Avonsen strip @&wvay outward appearances and

performative behaviours and exist authentically as themselves once inside the carriage

interior. The heroines | focus on in this chapter use their time in transit industriously, whether

consciously ounconsciously, to cultivate an emotional and aesthetic maturation.

Emotional transformation in Northanger Abbey

I n chapter three of this thesis | discuss
two-wheel carriage, and the wider attitudes of teedsr gi an publ i c to the 0
|l ndeed, in scholarly discussions of travel a

debates about masculinity expressed through material means frequently take cente stage.
Northanger Abbeythough, is a far richer resource for understanding the multifaceted nature
of Georgian transport for women than scholarship has thus far acknowledged. Several
important journeys feature inthenovel nc | udi ng [Jalbdoctiop ef Eatherperia s i
his gig that | have touched upon previously. Each of the journeys Catherine endures
comprisa a unique set of circumstances. She travels varying overall distances; takes
unfamiliar routes to and from different locations; sometimes she has companions; and other

times travels alone, and in different vehicle types (including public and private carriages). As

20 Examples of such studies include Jil Heglt e vensonds study of Austenods su
sexual appetitednbecoming ConjunctiorsPal gr ave, 2005), wialioksdssionwithhist s T
gig as an autoerotic preoccupation with his own body and masculinity. As | discussed in chapter one Jocelyn
Harris speculates that Thorpeds char acSaterCelebsty,a bi ti n:
and Poliics( Bucknel |l UP, 2017), claiming that they are bot
Aoi fe Byrneds arti cPeesuasdiond2@lh,yol. Z7n16&0 h)y tGi gsdd Thor peds
fascination with social aspiration; see espliygipages 20203.

216



Landreth explains, spatial change | eads to e
journeys elicit different psychological responeghe episode that | want to dedicate most

of my analysis to is the journey that she is involuntarily forced to embark upon from

Northanger Abbey, back to her home at Fullerton. Thisil@ trip is probably the most

significant carriage journey that any®dfu st endés cast ofitsher oines pe
significance is reflected in OGuarthhwmutd neds mar

Si mone Broders claims that the journey to Fu

heroine, who learns whileeh bot h physi cal | y#Myadalysiseoint al | y m
Catherineds mental and physical progression
process of Catherineds emotional tremnsfor mat
home.

Contrary b the polite customs of the time, General Tilney sends Catherine (or, more
accurately, banishes her) from the abbey in a hiredgh@sse without the courtesy of

supplying a servant to chaperone Hérhe news that Catherine is to leave Northanger Abbey

is delivered by the General s daughter and C
humiliation her fatherods actions will cause
the insult:

Zandreth, 6é6The Vehicle of the Soul 6, 115.

2Si mone Broders, 6The Fast and the Curious: The Role
t he MEnglidhoStudied8, no. 8 (2017): 925.

23 Joseph Drury provides useful backgroundt@mmechanics of travel by peshaise. As a senpublic/semi

private vehicle, it differs from the stage and rwibches that | have thus far tackled more directly. According

to Drury the posthaise was one of the most popular vehicles to be introduceddithe Turnpike explosion in
themdcentury: OFirst introduced into Britain from Fran
four wheels, drawn by either two or four horses, and designed to carry no more than two or three passengers. In
place of a coachman sitting on a box, it was typically driven by a post boy or postilion riding one of the leading

horses, leaving the front of the vehicle open for a luggage rack and a window. Travelling in a postchaise took

two main forms in the eighteentientury: one could either hire both vehicle and horses from postmasters or
innkeeperenrouts or one could purchase oneb6s own carriage, |
the trouble of having to transfer oné&deaMdchingsgage t o a
Technology and Narrative Form in Enlightenment Brit@@xford: Oxford UP, 2017), 122.
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| hope, | earnestly hope, that to your real safetyilitbe of none; but to everything

else it is of the greatest consequence: to comfort, appearance, propriety, to your

family, to the world. Were your friends, the Allens, still in Bath, you might go to them

with comparative ease; a few hours would take thewe; but a journey of seventy

miles, to be taken post by you, at your age, alone, unattéfhded!
El eanor6s apprehensions for Catherinedos well
in recognition of the damagngunteosucbat heri neos
circumstances wil | make her vulnerable. Cath
her physical and social situation that intensifies contemporary attitudes towards lone female
travellers (as examined in chapter three). The-guaise, like all vehicle typologies, had its
own precise reputation in the cultural imagination of the Georgian public, and this was
frequently pressed upon by megntury writers. For instance Karl Philipp Moritz illustrates

thepostc hai s e 6 s rdauriogwis puneysimnl@d2 by post from Oxford to

Birmingham, in which he was oO0driven along wi
that | seemed to mysel f a%WilhmFettap,tonot hi ng | es
recommends the peshaisefo it s Ol i ghtness and simplicity:¢
carriage intended onifyhd orarexipeglé ds oluisghtrmase

availability were characteristics that, as Joseph Drury notes, were the primary contributors to

thepostc hai seb6s characterisation as a particul al
effective instrument of motioné, he expl ains
postc hai se as a useful appar a’lfuas Ddurg articlates, i | i t at

the periodés popul a-chaise asatmoving spac®in whicreapdeiations, h e p

24 Austen,Northanger Abbegnd Other Works166.

25 Karl Philipp Moritz, Travels, Chiefly on Foot, through Several Parts of England ir2178ans. by a Lady
(London, 1797), 185.

26 Felton,A Treatise on Carriages 796 2:50.

27 Drury, Novel Machines: Technology and Narrative Form in Enlightenment Byita.
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el opements, and the dégratification of i mpat:.
profound sense of Ca tintwhichiher Rohewars journayeplaced | e pos
her?®

Rowl andsonds humorous depiction of a r oma
construed as an el oRgeretd)nncludesra pastbeisé asBd e Goe s 6
facilitating instrument of the clandestineptials. The print shows a corpulent woman who
has broken a rung and fallen from a ladder, landing upon herila/aran in military
uniformi who lies beneath her, while a posaster laughs in the background and holds open
the door of the posthaise. Hered gown and yellow bonnet echo both the paintwork of the
postchaise and the peata s t e r 4 the dlassic eoloyrway of fdrire vehicles
implying, perhaps, her meretricious profession. The disgruntled innkeeper poking his head
out of the windowand the smiling moon peering down upon them from behind the clouds,
complete the scene of an llicitlatei ght escape. Rowl andsonbs sat
di stinct simil ar i t-ceatsryconoedybaMerrydMidBighbMistakee 6 s mi d
(1765), whch lampoons a botched elopement between two lovers with a significant age
di fference. Dropluck, the hero Major Fetelybo
his master Major Fetely to steal away hisurelegy e | over , Priscilla, whec
concealed in an | nn WYYrndspringing reefrorCtherinm, the end Mr s . F
goal of Dropluck and Fetelyds plan is to tra
escape the constricts of the new marriage laws that encompass$addearyd Wales, and

legally marry*® Crucially, the success of the plan is contingent on the speed of thehaos

28 Drury, 125.

2% David OgborneThe Merry Midnight Mistake, or Comfortable Conclusi@nelmsford: T. Toft, 1765).

% n 1753 Lord Hardwicke passed a new parliamentary |
Better Preventing Clandestine Marriage6. Prior to th
clandestine and often bigamous marriages that émettyutook place without parental consent. Further, before

the Act couples were able to marry even if one or both of the partners were underage, such marriages were

common in London in the 1740s among the wealthy. In reaction to the building pressuhests #oe

pervasive issue of clandestine marriage, the 1753 Act, however, required there to be a formal ceremony

conducted by a minister in a parish church of the Church of England for a marriage to be legally binding. Now,
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that is to act as the getaway vehicle. Dropluck describeschaies, with their extraordinary
speed, as Oprett yr untatgeidc oma cthhien es[asnje, pcroinnscti p |
cap was, for as soon as you get into it, you are hurried between heaven and earth with such
fury, that you may be*Aats tEdi,n htwrogh pilmyas fuepw |
postchaise elopemenahtasies when Lydia Bennet, the flirtatious and reckless youngest of

the five Bennet sisters fAride and Prejudicecauses a familial crisis when she schemes to

el ope to Gretna Green. Lydiads moralistic si
femak virtuousness, i mpl oring that from Lydi ac¢
|l esson 6that |1 oss of &thatdnefalseistep ingolvésdenial e i s |
endlessruidt hat her reputation i s3*@atherinesissnet br i ttl e

eloping inNorthanger Abbegnd so her transit is different from my other pdsaise
examples buthese contexts shafige cultural associations of this carriage and means of

travel.

it was illegal for any personsider the age of 21 to marry without parental consent or consent from a guardian.

To evade the constraints of the Act, Melissa Ganz notes the sharp uptick in the number of couples that travelled

to the border village of Gretna Green in Scotland where Harttwe 6 s Act di d n-eighteenthpl|l y fr o
century and into the nineteenth. For a rigorous discussion of the Marriage Adelsesa J. GanZRublic

Vows: Fictions of Marriage in the English Enlightenm@@harlottesville: University of Virgira Press, 2019),

especially 122 and 135.

31 Ogborne,The Merry Midnight Mistake, or Comfortable Conclusidn

32 Austen,Pride and Prejudicg219.
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Figure55: Thomas Rowlandsondés O00ff She Goesbd
of print satire describes the scene as an elopeikatographed with permissidmmom the
Beinecke Rare Book & Manuscript Library at Yale.

While Catherine demonstrates her owrtuous politenesby graciously accepig
herouster sheis not so nale as to be unaware of the insult and malice itGien e r al 6 s
actions, as her busy inner monologue reveals:

The manner in which it was done so grossly uncivil, hurrying her away without any

reference to her own convenience, or allowing her even the appearance of choice as to
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