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Gillian Dooley
MARIANNE AND WILLOUGHBY, LUCY AND 

COLIN: BETRAYAL, SUFFERING, DEATH AND 
THE POETIC IMAGE

“Lucy and Colin” is a 1725 ballad by the English poet Thomas Tickell 
(1686-1740).1 Oliver Goldsmith wrote that in this ballad, Tickell “seems to 
have surpassed himself. It is, perhaps, the best in our language in this way” 
(Goldsmith 294). Tickell’s reputation has waned considerably since then: 
in the 1912 Cambridge History of English Literature, Thomas Seccombe 
called “Lucy and Colin” “a wooden ballad in eight and six” (Ward and 
Waller 173). The 1993 edition of the Cambridge Guide to Literature in 
English mentions his feud with Alexander Pope and his friendship with 
Joseph Addison, but says “his work is largely forgotten” (Ousby 1993: 
942).

Tickell’s ballad survived his death in 
1740 in at least one form. In 1783 it 
was set to music (as “Colin and Lucy”) 
by Tommaso Giordani (c1730-1806), 
an Italian musician working in Dublin, 
in a seven-part cantata, and a copy of 
Giordani’s setting was purchased by 
someone in the Austen family – 
possibly Cassandra senior, Jane’s 
mother – and bound in a volume with 
other music. That Jane Austen knew 
this volume herself – in fact, at some 
stage “owned” it – is implied by her 
signature on the page facing the 
handwritten title page, and it survives 
with 17 other books of music belonging 

1 I have transcribed the text from its publication in the Tea-Table Miscellany as an 
Appendix to this article.
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to the family.2 Austen played the piano and sang throughout her life. Her 
niece Caroline was familiar with this music collection, and provided a 
picture of her aunt singing, “to her own accompaniments, some simple old 
songs, the words and airs of which, now never heard, still linger in my 
memory” (Austen-Leigh 1989: 159). If Austen played this ballad, I wonder 
whether her embodiment of Giordani’s music – playing and singing – 
might have influenced her reworking of some of the plot elements of 
Tickell’s florid melodrama in Sense and Sensibility, a novel of complex 
and ambiguous power.

The outline of the ballad’s story is this. Lucy, a beautiful young woman 
of Leinster (a state in the east of Ireland: Tickell lived much of his life in 
Dublin), is abandoned by her lover, Colin, for a richer woman. Lucy falls 
ill and as her death, and Colin’s wedding day, approach she asks her friends 
to carry her corpse to the wedding feast and present it to Colin. They do so; 
Colin is immediately struck dead with remorse; and he and Lucy are buried 
together. Their grave becomes a site of pilgrimage for lovers and a warning 
for the unfaithful “swain”.

This scenario was not invented by Tickell: there is an earlier folk ballad 
called “Fair Margaret and Sweet William”, with a later version, “William 
and Margaret”, probably written by Anglo-Scots playwright David Mallet. 
Tickell’s “Lucy and Colin”, when first published in Dublin, was explicitly 
subtitled “A song written in Imitation of William and Margaret” (Atkinson 
2014: 497). An interesting twist is that while the earlier ballad describes the 
spurned Margaret’s ghost appearing before William at midnight and taxing 
him directly with his faithlessness, in Tickell’s version it is not a ghost but 
the actual dead body of Lucy with which Colin is confronted, and the scene 
is his wedding, in broad daylight. This change from the supernatural to the 
literal imparts a certain grotesquely comic melodrama to the story. It also 
removes words from the confrontation. Lucy’s mute corpse in itself is a 
sufficient rebuke to Colin to cause him to fall dead.

Whether Austen would have known the poem apart from the Giordani 
setting is unsure, but Tickell’s reputation was not yet in eclipse by the end 
of the eighteenth century. The poem was included in such anthologies as 
Robert Dodsley’s Collection of Poems in Six Volumes by Several Hands 
(1758), a copy of which Austen owned, and sold for 10 shillings in May 

2 Scans of the Austen Family Music Books are available online at https://archive.
org/details/austenfamilymusicbooks. A performing edition of ‘Colin and Lucy’ is 
available online in the ‘Austen Music Transcripts’ Collection, Flinders Digital 
Archive, Flinders University at http://hdl.handle.net/2328/37683
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1801 (Austen 1994: 88). Tickell’s collected poetical works were published 
in 1781 and 1796, and in 1788 a print by William Ward titled “Lucy of 
Leinster” was published. In the absence of other evidence, I will assume 
that Austen knew the story of “Colin and Lucy” best through Giordani’s 
cantata. There are clearly parallels between Lucy and Colin’s story and the 
abortive love plot in Sense and Sensibility. A beautiful young woman 
(Lucy/Marianne) is courted and then abandoned for a richer woman. There 
is a confrontation. The young woman falls ill and nearly dies; her former 
lover (Colin/Willoughby), learning of her illness, reacts in an extreme and 
dramatic way. The outcomes, of course, are different: Marianne recovers 
and marries sensibly; Willoughby survives and returns to the wife he 
believes he will never love. The differences are as telling as the similarities, 
and they concern not only the facts but also the rhetoric of their narration, 
partly explained by their different genres: narrative poetry versus fiction in 
the comic tradition. The poem is full of figurative language and romantic 
imagery which is all but absent in Austen’s prose. 

The Tickell verse-ballad, “Lucy and Colin”, then, if Austen were familiar 
with it, is thoroughly recast in Sense and Sensibility. The melodrama is 
undercut; the clichéd language avoided. The aesthetic is far more prosaic. 
But this is not to say that the novel is not dramatic and, in its own way, 
theatrical. Paula Byrne points out that there are several “quasi-theatrical 
devices” in the novel, like the “set-piece” between Elinor and Lucy Steele. 

Scenes such as this, which contain pointed exchanges of dialogue and 
repartee, can be traced back to wit-comedies. … But Austen’s dramatic 
rendering of the polite quarrel in Sense and Sensibility achieves a realistic 
quality that transcends the burlesque absurdities of similar comically stylised 
exchanges in Fielding’s plays and novels. (Byrne 2017: 132)

Byrne points out many possible theatrical influences on Sense and 
Sensibility, including plays by Sheridan and Congreve: “specific 
sentimental conventions from stage comedy, devices that had been 
assimilated into the sentimental novel: filial defiance, romantic heroes, 
giddy heroines, kindly benefactors” (ibid.: 145). 

The fact that Austen rarely uses obviously figurative language – a fact 
comically underlined by Willoughby’s self-criticism for using a 
“hackneyed metaphor” in his confession to Elinor: “Thunderbolts and 
daggers! – what a reproof she [Marianne] would have given me!” (Austen 
1933: 325) – does not mean that she doesn’t use imagery at all. Kathleen 
Fowler, in a discussion of Mansfield Park, writes that “Austen’s emblems 
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are almost always natural metaphors, unobtrusively worked into the text” 
(Fowler 1991: 28). In Mansfield Park Fowler finds a “natural metaphor” 
in the apricot tree at Mansfield Parsonage. But where are these “emblems” 
to be found in Sense and Sensibility? It is difficult to find an equivalent 
metaphor which operates outside the characters” consciousness. Margaret 
Anne Doody, in her article on “Turns of Speech and Figures of Mind”, 
identifies metonymy and synecdoche as the dominant types of figuration 
in Sense and Sensibility: 

the figurative problems at the center of Sense and Sensibility perplex 
intelligent minds. How to relate parts to wholes, or decide what is “part” and of 
which “whole”? Physical sense, “common sense”, and sensibility alike may 
err. There is no relief in allegory. (Doody 173)

Doody’s “intelligent minds” belong to the characters: Elinor, Marianne, 
Brandon. Edward’s lock of hair, Lucy’s love-letters, and Sir John 
Middleton’s pointer pups are metonyms, stand-ins for attachments either 
willing or unwilling, or for friendship bestowed or withheld; but there is 
nothing in Sense and Sensibility like the apricot tree at Mansfield. Rodney 
S. Edgecombe examines trees as a symbolic referent in the novel, but the 
way they are used in the narrative belongs to the characters, not the narrator. 
Edward and Marianne discuss the picturesque: they are both well aware of 
the significance of their divergent interpretations of trees in the landscape: 

Approaching the topic of trees from several angles, and with an ironized 
commitment that both endorses and mocks in the same breath, Austen all but 
fulfils a central dictum of the Picturesque, viz., that “Picturesque composition 
consists in uniting in one whole a variety of parts.” (Edgecombe 2001: 620)

The kind of figurative language which is inseparable from Tickell’s vein 
of poetry – and indeed which Austen herself sometimes uses in her rare 
forays into verse – is inimical to her narrative voice, except when used in 
quotation or, occasionally, dialogue, when a character is being self-
consciously literary. This allies Austen more closely with the naturalistic 
rhetoric of the theatre than with the poetic diction of the eighteenth century. 
But the emotional force of Sense and Sensibility does not arise from the 
narrator’s ironic denial of figurative language. There is a rhythm in Austen’s 
prose which always rewards reading it aloud, and which it shares with 
musical phrasing: repetition, sequences and pauses are common, and 
remind us that Austen was herself a practising musician. 
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Nobody, to my knowledge, has considered the possible influence of 
Giordani’s setting of Tickell’s ballad on the Sense and Sensibility. By itself, 
the verse is clichéd and wooden, the tone melodramatic and full of 
sentimental excess. However, though the musical setting is no great work 
of genius, the piece as a whole has an emotional impact well beyond that 
of the verse on its own.

Giordani has set the nine stanzas of Tickell’s ballad3 for high voice 
with piano accompaniment in seven through-composed sections. The 
first section, “Of Leinster, famed for maidens fair”, in E flat major, is 
marked Larghetto, and is a reasonably sedate, expository piece in 
common time (4/4), with an eight-bar piano introduction. Pairs of 
reversed sequences mimic the Liffey’s “reflection” of Lucy’s face. The 
words “’luckless love” introduce a key change, taking the melody high 
into the soprano range, with a further intensification via modulation to 
the relative minor with “her coral lips”. “Oh, have you seen a lily pale” 
brings the melody back to the tonic key, with “beating rains” emphasised 
by a run of quaver pairs tied across syllables. The pathos in the last line 
of this section is expressed by a succession of downward melismas on the 
words “drooped” and “slow”. The last four bars are a short variation on 
melodic elements of the last line. 

Despite the elevated poetic rhetoric of the lyrics, the music in this 
first section has more in common with the opening chapter of Sense and 
Sensibility: not without dramatic intensity but in essence expository, 
restraining any tendency to extremes. The “voice” is the narrator’s: 
sympathetic but impersonal. Unlike Lucy, introduced at the beginning of 
the poem as “the grace” of Leinster, “fam’d for maidens fair”, Marianne 
is not physically described in any detail until the beginning of Chapter 
X of Sense and Sensibility, when we have already heard much about her 
temperament:

Marianne was still handsomer [than Elinor]. Her form, though not so correct 
as her sister’s, in having the advantage of height, was more striking; and her 
face was so lovely, that when in the common cant of praise, she was called a 
beautiful girl, truth was less violently outraged than usually happens. Her skin 
was very brown, but, from its transparency, her complexion was uncommonly 
brilliant; her features were all good; her smile was sweet and attractive; and in 
her eyes, which were very dark, there was a life, a spirit, an eagerness, which 
could hardly be seen without delight. (Austen 1933: 46)

3 See the Appendix for the full text of Tickell’s ballad.
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This description, though complimentary, sounds strangely as though 
Marianne is being assessed against a checklist of criteria: form; face; skin; 
features; smile; eyes. As is so often the case in Austen, the description 
occurs at the point when a newly introduced character encounters Marianne: 
it is implicitly Willoughby’s own view, since the previous paragraph ends, 
“Of their personal charms he had not required a second interview to be 
convinced” (ibid.). Although in both cases the young woman is unusually 
beautiful, the narrator’s wry comment about “the common cant of praise” 
is in a quite different register from Tickell’s formulaic description of Lucy 
as the fairest among the fair. Tickell provides similar details, though not 
more originality: Shakespeare was already satirising “coral lips” in Sonnet 
130 (“My mistress’ eyes are nothing like the sun; coral is far more red than 
her lips’ red”). Tickell’s second stanza begins: 

Oh! have you seen a lilly pale,
When beating rains descend?
So droop’d this slow-consuming maid,
Her life was near an end.

Compared with Tickell’s picture of Lucy’s decline, the description of 
Marianne’s physical appearance following Willoughby’s defection is 
almost brutally unromantic, again typically conveyed via an observer, in 
this case her half-brother John:

My dear Elinor, what is the matter with Marianne? – she looks very unwell, 
has lost her colour, and is grown quite thin. … At her time of life, any thing of 
an illness destroys the bloom for ever! Her’s has been a very short one! She was 
as handsome a girl last September, as any I ever saw; and as likely to attract the 
men. There was something in her style of beauty, to please them particularly. I 
remember Fanny used to say that she would marry sooner and better than you 
did. (ibid.: 227)

There is no romantic image of lilies beset by bad weather here, just a 
tactless calculation of Marianne’s devaluation on the marriage market due 
to her loss of beauty. Austen’s choice of John Dashwood as a mouthpiece 
for the description of Marianne’s state is almost comically appalling, and 
underlines Austen’s deliberate refusal of the poetic, sentimental register of 
the words of the ballad.

Section 2 of Giordani’s setting, “By Lucy warn’d”, takes us abruptly 
from the E flat major of the opening section to a prosaic Andante in C 
major, still in common time. After an eight-bar piano introduction we 
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might, perhaps, imagine the warning voice of Sense, embodied by Elinor 
Dashwood, in the warning to “easy fair” and “perjur’d swains”. Once 
again, the second couplet, though its rhythmic pattern is similar to the first, 
is intensified by modulation and the melody moving to a higher register. A 
brief and florid piano solo introduces the dark omens of bell and raven, 
with the telling phrase “a bell was heard to ring” in the relative minor. The 
ominous words come again, but set to a different, repeated scrap of melody 
back in C major, with repeated quavers in the right hand imitating a bell, 
giving it an oddly calm, trance-like effect, akin to Elinor’s calm desperation 
by Marianne’s sickbed, before this section comes to a close with a more 
florid figure before a perfect cadence. 

But at the end of this bar, for the first time in the cantata, the piece 
moves positively into the minor mode for “Full well the love-lorn maiden 
knew”, and we are thus introduced to our heroine’s “dying words” to the 
“virgins weeping round” her. This ten-bar section is almost completely 
set in even crotchets, one syllable to each note, like a march, with repeated 
mournful descending phrases to denote the dying and the weeping. The 
melody, repeating the last line of the stanza, ends impressively on middle 
C, low in the soprano register, with no harmony in the piano accompaniment 
for the final chord.

Marianne’s actual illness at Cleveland is described in more serious, 
though still literal, language: “Marianne, suddenly awakened by some 
accidental noise in the house, started hastily up, and with feverish wildness, 
cried out – ‘Is Mama coming? –’” (ibid.: 310-11). 

Lucy, well-versed in the folklore of romantic death, hears the tolling of 
the bell and knows her hours are numbered. Though Marianne is quite 
possibly aware at some level that she is seriously ill, as shown by her 
incoherent appeals to her mother, she is “not quite herself”: it is Elinor who 
rationally perceives her danger, and Mrs Jennings who is convinced that 
“the rapid decay, the early death of a girl so young, so lovely as Marianne” 
(ibid: 313) is imminent. It is up to Mrs Jennings “to attribute the severity 
and danger of this attack, to the many weeks of previous indisposition 
which Marianne’s disappointment had brought on” (ibid.: 314). John 
Wiltshire points out that unlike the illness of Samuel Richardson’s Clarissa 
Harlowe, “Marianne Dashwood’s illness … is not the generalised sickness 
of exacerbated sensibility:” Although “the decline and sickness of the 
heroine from wounded sensibility is entailed upon Austen by her 
predecessors, … Marianne’s sickness is articulated as a sequence of quite 
specific, and physiologically plausible reactions” (Wiltshire 1992: 45). In 
contrast, Lucy’s illness and death, like Clarissa’s, is sufficiently explained 
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by the romantic trope of the heroine of sensibility dying simply from 
disappointed love: “What Clarissa [like Lucy] actually dies of is not 
important” (Wiltshire 1992: 44).

After the doleful introduction to Lucy’s speech in section 2, section 3, “I 
hear a voice”, moves back to E flat major but now in compound time, 6/8, 
marked Largo. The piano introduction rocks slowly back and forth on different 
inversions of the same E flat chord in the right hand. There is a note in the 
score: “The bass notes without octaves in imitation of the tolling of a bell.” 
The melody introduces us to Lucy’s own voice for the first time, in a sweetly 
lilting melody, setting the words describing her hallucinations – “a voice you 
cannot hear”, “a hand you cannot see”. The word “die” is set low in the voice, 
but otherwise the tune remains undramatic, repetitive and slightly ethereal. It 
gains intensity by moving briefly to the relative minor for the direct appeal to 
Colin – “give not her thy vows” – then back to the original melody, now 
repeated for the fourth time, when she apostrophises Colin’s bride: “Nor thou, 
fond Maid, receive his kiss, nor think him all thy own.” The bell in the bass 
accompanies all the iterations of this musical phrase.

These repetitions, like those in section 2, have a slightly trance-like 
effect. They convey acceptance, reminiscent of Marianne’s speech to 
Elinor setting out the plan for her new life of “rational employment and 
self-controul” at Barton Cottage: 

We will take long walks together every day. We will walk to the farm at the 
edge of the down, and see how the children go on; we will walk to Sir John’s 
new plantations …; we will often go to the old ruins. … I know we shall be 
happy. I know the summer will pass happily away. (Austen 1933: 343)

There is a wistfulness in this plan, which represents for Marianne a kind 
of life beyond the death of her hopes of happiness. Margaret Anne Doody 
calls Sense and Sensibility “Austen’s saddest novel” (Doody 170) and this 
passage, though looking resolutely to the future, is not devoid of sorrow. 
The summer which she is anticipating will not be “the season of happiness” 
for her (Austen 1933: 54): that hopeful spring has passed long ago, with 
Willoughby’s attentions. The foreboding note struck in that phrase, used so 
early in the novel, has always seemed to me one of the saddest in all 
Austen’s works. She could have written, “Marianne was happy at this 
time”, or even “this was a season of happiness”, but the chill finality of the 
definite article rules out a return to happiness, in the same way that Lucy, 
on a descending arpeggio ending on a low B flat, sings with fatal certainty, 
sings “In early youth I die.”
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The fourth section, “Tomorrow in the Church to wed”, is faster – “poco 
Andante” – in 3/4 time. Lucy addresses her distraught friends with a 
thorough condemnation of Colin, which explains with unexpected 
bluntness the reason for his abandonment of her: 

Was I to blame, because his bride 
Was thrice as rich as I? 

She calmly follows this with her instructions for the following day: to 
present her corpse, “in my winding-sheet”, to Colin at his wedding. A 
seven-bar piano introduction, including a brisk Alberti bass passage, 
precedes a business-like, wide-awake melody, more varied than the 
previous section, as if her plan for revenge on her lover and his bride has 
given Lucy a temporary burst of energy. She repeats the final lines, “he in 
his wedding trim so gay” and “I in my winding sheet” in turn, before a 
four-bar piano coda reprises last bars of the introduction.

Although these are the final words of a wronged, dying maiden, the 
musical setting imparts an almost malicious glee which seems more in 
keeping with the character of another Lucy, the younger Miss Steele, in 
Sense and Sensibility. The couple in the song are, after all, “impatient” to 
wed and Lucy’s posthumous intervention will ruin any hope they have of 
being happy. Because the man to whom Lucy Steele is engaged remains 
faithful to her despite having fallen in love with Elinor, she does not need 
to go to these lengths to have her revenge on him. However, she contrives 
in a similarly efficient fashion to dash Elinor’s hopes of marrying Edward 
by producing undeniable evidence of their engagement during a walk in the 
grounds at Barton (Austen 1933: Volume 1, Chapter 22).

It is striking that Elinor’s distress at Marianne’s bedside, though couched 
in far less dramatic language, without the use of any of the paraphernalia of 
romantic imagery, is more palpable than that depicted in Tickell’s oddly 
composed and articulate heroine and the “virgins weeping round” her: 

[Elinor] was calm, except when she thought of her mother, but she was 
almost hopeless; and in this state she continued till noon, scarcely stirring from 
her sister’s bed, her thoughts wandering from one image of grief, one suffering 
friend to another. (ibid.: 313-4)

The short fifth section of the cantata starts with high drama: “She spoke, 
she died”, declaimed in stark, unadorned tonic/dominant dyads, first from C 
up to high F, then down the octave. This section then continues, dirge-like, in 
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F minor, with “his wedding trim” and “her winding sheet” again repeated, and 
“she in her winding sheet” repeated again at the end, accompanied only by 
octaves in the piano part. This short section, only 16 bars of 2/4, contains the 
most dramatic music in the whole cantata. It is simple, with no piano 
introduction or coda, very little rhythmic variation and short, repeated phrases. 

At moments of high emotion, short exclamations are natural, as is 
repetition:

“Perhaps you mean – my brother – you mean Mrs – Mrs Robert Ferrars.”  
“Mrs Robert Ferrars!” was repeated by Marianne and her mother, in an accent 
of utmost amazement. (ibid.: 360)

Though the nature of the drama is different, the static nature of this 
passage echoes the short, repetitive phrases of this most dramatic part of 
the cantata.

The sixth section, “Then what were perjur’d Colin’s thoughts”, is 
Andante, in 2/4, and back in B flat major. It provides a startling contrast to 
the previous starkly simple section. It is florid, with Alberti bass, triplets 
and demi-semiquavers in the right hand of the introduction. The voice of 
the narrator returns, telling the story in a pleasant, prosaic melody which 
only takes on a darker tone after Colin’s “confusion, shame, remorse, 
despair”, moving to a minor key for “the damps of death bedew’d his 
brow”, and a passage of short dyadic melismas followed by dramatic 
pauses for “he groan’d, he shook, he fell”,4 which is then repeated at double 
time, and followed by a five bar piano coda with a descending demi-
semiquaver figure in the right hand representing his fall.

This is the passage which I have likened to the scene between Willoughby 
and Marianne in London. However, Willoughby, despite betraying 
“confusion”, recovers his composure, refuses to groan, shake or fall, and is 
fated not to die but to live on, separated from Marianne, in a loveless marriage. 

The matter-of-fact setting of the first part of this section, with such 
dramatic events related with almost ironic detachment, is perhaps akin to 
the narrative voice which appears from time to time in Sense and Sensibility. 
“Marianne would have thought herself very inexcusable had she been able 
to sleep at all the first night after parting from Willoughby” (ibid.: 83); or 
“After a proper resistance on the part of Mrs Ferrars, just so violent and so 
steady as to preserve her from that reproach which she always seemed 

4 The words “groan’d” and “shook” are reversed in the musical setting, perhaps for 
aesthetic reasons.
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fearful of incurring, the reproach of being too amiable …” (ibid.: 373). The 
last part of this section of the music, with short phrases punctuated by 
pauses, is more in the vein of the incomplete sentence interrupted by a dash 
which so often, as John Wiltshire writes, is used “as a retardant intensifier, 
a space which the reader is invited to fill with feeling” (Wiltshire 2014: 7). 

Lucy has no false shame about being betrayed by Colin, and she intends 
to make his shame and downfall as public as possible. Her intentions are 
foreshadowed earlier by the poet’s injunction – “Of vengeance due to 
broken vows, / Ye perjur’d swains, beware”. Her plan to confront her lover 
posthumously is duly carried out by her “comrades”, and Colin is 
immediately and fatally smitten. 

When Willoughby is confronted by Marianne at a party in London, she is 
still very much alive: “At that moment she first perceived him, and her 
whole countenance glowing with sudden delight, she would have moved 
towards him instantly, had not her sister caught hold of her.” Elinor is 
concerned that Marianne is betraying her feelings “to every body present” 
(Austen 1933: 176) and tries to keep her calm. When he can no longer 
ignore Marianne, it seems to Elinor that he is embarrassed; “he was evidently 
struggling for composure”, but recovers himself and turns “hastily away” 
(ibid.: 177). So he partakes of Colin’s “confusion” but so far there is no sign 
of his “shame, remorse, despair.” These come later, when he has heard that 
Marianne is ill and has rushed to Cleveland from London “to offer some 
kind of explanation, some kind of apology for the past” (ibid.: 319). He then 
asks Elinor to “tell her [Marianne] of my misery and my penitence – tell her 
that my heart was never inconstant to her” (ibid.: 330). His despair – 
“Domestic happiness is out of the question” – is not fatal like Colin’s, and is 
tempered by a hope that he may “be allowed to think that you and yours feel 
an interest in my fate and my actions” (ibid.: 332). 

Part seven, “From the vain bride”, starts sombrely, but soon takes us via 
a really quite lovely melody, with an unusually lyrical accompaniment, to 
the “happy ending” of this tragic tale. We are back to the original E flat 
major, but now in serene 3/4 time. “One mould with her beneath one sod 
forever he remains” soars to a high G and resolves via a pretty downward 
melisma to the tonic. “The plighted maid” and “garlands gay and true love 
knots” takes off again with an expansive, chromatic figure, to land again on 
the “sacred green”. The piece ends with a reprise of the sombre beginning 
motif, warning the “swain forsworn” to stay away from “this hallow’d 
spot”, but the last few bars, “and fear, and fear to meet him there”, are 
ornamented with sprightly leaps which rather bely the stern warning, and 
are repeated in the piano coda.
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Though Marianne and Willoughby both survive their separation, while 
Lucy and Colin both die in a dramatic fashion, the implication of Tickell’s 
ballad is that Lucy is vindicated and as the ballad ends it effectively brings 
about their reunion, buried together in a romantic setting which becomes a site 
of pilgrimage. They are united in death, and Lucy has her revenge on him and 
on his “vain bride”, who is left discomfited: “the varying crimson fled” from 
her face. Their joint grave becomes a site of pilgrimage for “the constant hind 
and plighted maid”, and “perjur’d swains” are duly warned to keep away. 

For Willoughby and Marianne there is no such romantic reconciliation. 
As Elinor says, “she can never be more lost to you than she is now” (ibid.). 
He has to “rub through the world as well as I can” (Austen 1933: 332), 
while Marianne applies herself “to a scheme of … rational employment 
and virtuous self-controul” (ibid.: 343), until it bursts upon her that that 
Colonel Brandon is in love with her. 

Instead of falling a sacrifice to an irresistible passion, as once she had 
fondly flattered herself with expecting, – instead of remaining even for ever 
with her mother, and finding her only pleasures in retirement and study, as 
afterwards in her more calm and sober judgement she had determined on, – 
she found herself at nineteen, submitting to new attachments, entering on 
new duties, placed in a new home, a wife, the mistress of a family, and the 
patroness of a village. (ibid.: 378-9)

We are invited to believe that “her whole heart became, in time, as much 
devoted to her husband, as it had once been to Willoughby” (ibid.: 379). 
They live on in defiance of the romantic odds – this is very much the point 
and moral of Sense and Sensibility. Even Willoughby was not “for ever 
inconsolable. … He lived to exert, and frequently to enjoy himself” (ibid.). 
There is verbal irony (in Marianne’s “flatter[ing] herself” that she would 
die of love) and dramatic irony (in Willoughby’s ability to enjoy himself 
despite himself) in this conclusion to their romance.

So although the ballad of Lucy and Colin ends with death and burial, 
their ending has a romantic overlay which is denied to the love story of 
Marianne and Willoughby. The music to which the conclusion is set by 
Giordani is lyrical and comforting, in the same way that Austen’s concluding 
paragraphs are:

Colonel Brandon was now as happy, as all those who best loved him, 
believed he deserved to be; – in Marianne he was consoled for every past 
affliction; – her regard and her society restored his mind to animation, and his 
spirits to cheerfulness. (ibid.: 379)
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The next paragraph sounds the note of warning to the “perjur’d swain”: 

Willoughby could not hear of her marriage without a pang; and his 
punishment was soon complete in the voluntary forgiveness of Mrs Smith, 
who, by stating his marriage with a woman of character, as the source of her 
clemency, gave him reason for believing that had he behaved with honour 
towards Marianne, he might at once have been happy and rich. That his 
repentance of misconduct, which thus brought its own punishment, was sincere, 
need not be doubted. (ibid.)

With this brief, soberly ironic, note, the novel draws to a close, with 
the romantic hero consigned to an unromantic marriage rather than a 
romantic death, and both the heroines unexpectedly married into happily 
compatible situations: 

among the merits and the happiness of Elinor and Marianne, let it not be 
ranked as the least considerable, that though sisters, and living almost within 
sight of each other, they could live without disagreement between themselves, 
or producing coolness between their husbands. (ibid.: 380)

This little ironic flourish at the end of the novel is another version of 
Giordani’s slightly inappropriate gaiety at the end of the cantata. 

Whether any of the echoes from Tickell’s ballad and Giordani’s cantata 
I have excavated in Sense and Sensibility have any basis in actual influence 
– whether there are genuine parallels to be drawn – can never be known. I 
only mean to state a possibility, and after a decade of myself performing 
the music from Austen’s family collection, it seems to me natural that the 
music she played and sang, particularly songs she played often and whose 
rhythmical and melodic patterns were lodged in both her mind and in what 
musicians often call their “muscle memory” – the bodily experience of 
performing certain pieces of music – would influence the rhythms and 
melodies of her writing. Although her prose is not decorated with metaphor 
and hyperbole like Tickell’s ballad, reading her work aloud is not unlike 
singing; her prose is structured with the human voice in mind. Its supple 
rhythms are more akin to the metrical variety to be found in a well-crafted 
song than the humourless “wooden … eight and six” of Tickell’s verse, and 
her “figures of speech” are hidden in the warp and weft of her narrative 
voice and the words of her characters, spoken or unspoken – and are more 
musical and pervasive for that reason.



APPENDIX

Lucy and Colin
[by Thomas Tickell]

I.
Of Leister [sic], fam’d for maidens fair,
Bright Lucy was the grace,
Nor e’er did Liffy’s limpid stream
Reflect so sweet a face:
’Till luckless love and pining care
Impair’d her rosy hue,
Her coral lips and damask cheeks,
And eyes of glossy blue.
II.
Oh! have you seen a lilly pale,
When beating rains descend?
So droop’d this slow-consuming maid,
Her life was near an end.
By Lucy warn’d, of flatt’ring swains 
Take heed, ye easy fair, 
Of vengeance due to broken vows, 
Ye perjur’d swains, beware. 
III.
Three times, all in the dead of night, 
A bell was heard to ring; 
And shreeking at her window thrice, 
The raven flap’d his wing:
Too well the love-lorn maiden knew 
The solemn boding sound, 
And thus in dying words bespoke 
The virgins weeping round: 



IV.
‘I hear a voice you cannot hear
Which says I must not stay; 
I see a hand you cannot see, 
Which beckons me away. 
By a false heart and broken vows, 
In early youth I die; 
Was I to blame, because his bride 
Was thrice as rich as I? 
V.
“Ah, Colin! give not her thy vows, 
Vows due to me alone; 
Nor thou, fond maid, receive his kiss, 
Nor think him all thy own. 
To morrow in the church to wed,
Impatient both prepare:
But know, fond maid! and know, false man,
That Lucy will be there. 
VI.
“Then bear my coarse, my comrades, bear, 
This bridegroom blyth to meet;
He in his wedding-trim so gay, 
I in my winding-sheet.” 
She spoke; she dy’d: her coarse was born, 
The bridegroom blyth to meet;
He in his wedding-trim so gay, 
She in her winding sheet. 
VII.
Then what were perjur’d Colin’s thoughts! 
How were these nuptials kept! 
The bride’s men flock’d round Lucy dead, 
And all the village wept. 
Confusion, shame, remorse, despair, 
At once his bosom swell; 
The damps of death bedew’d his brow: 
He shook, he groan’d, he fell. 
VIII.
From the vain bride (ah bride no more!
The varying crimson fled, 
When stretch’d before her rival’s coarse 
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She saw her husband dead. 
Then to his Lucy’s new made grave 
Convey’d by trembling swains, 
One mold with her, beneath one sod, 
For ever now remains. 
IX.
Oft at his grave the constant hind, 
And plighted maid are seen,
With garlands gay and true-love knots 
They deck the sacred green. 
But, swain forsworn, whoe’er thou art, 
This hallow’d spot forbear; 
Remember Colin’s dreadful fate, 
And fear to meet him here.

Text transcribed from The Tea-Table Miscellany or, a Collection of 
Choice Songs, Scots and English, in Four Volumes by Allan Ramsay 
(London: Millar, 1750, pp. 349-51).
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