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ABSTRACT

Jane Austen’s American fans have a vibrant history. This dissertation traces how
fans have sustained devotion to Austen, her works, and her world since the early
nineteenth century through a set of practices still current among fans today:
collecting objects and knowledge; writing imitative works; and carrying out
literary pilgrimage.

| argue that these three modes of engagement are performative. Through
practices such as creating and collecting material objects, and writing and
reading fan fiction, fans engage in acts of what Joseph Roach has called
surrogation. This is a performative means through which fans seek a substitute
for a past affective experience that can never be repeated in the same way, such
as reading a beloved novel for the first time. These acts take place within the
everyday lives of fans who seek pleasure from Austen’s world. Through
pilgrimage fans enter into a liminal space, apart from the quotidian, where they
may perform subjectivity as fans. These performances are enacted during
pilgrimage to Austen-related sites, as well as to special events like those
sponsored by the Jane Austen Society of North America.

Throughout this dissertation | offer evidence of fan practices overlooked or
underrepresented by past studies. This evidence reveals nearly two hundred
years of continuity within the American Austen fandom. These fans enjoy a
nostalgic, personal connection to Austen, her characters, and her era. Their
practices offer means of entering Austen’s world, seeking pleasure, fulfillment,
and community; they also offer means of re-engaging with the original texts,
always in search of something new within the familiar.

This case study of Jane Austen fandom contributes to the larger understanding
of fans and fan practices. The Austen fandom boasts unique qualities and has a
history predating the term “fan,” yet it resembles recent popular culture media
fandoms. Through a history of three modes of fan practices, | describe and
theorize how performativity and surrogation work within fandom, proposing new,
more specific ways of understanding the subjectivity, history, and practices of
fans—representing prevalent and creative ways American culture consumes
literature and narrative media.
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Introduction: Performing Jane

One half of the world cannot understand the pleasures of the other.
--Jane Austen, EFmma
In the 2008 British TV miniseries, Lost in Austen, the protagonist Amanda Price,
re-reads Pride and Prejudice so often that she becomes drawn into the world of Mr.
Darcy, literally. When a portal opens from her bathroom into Elizabeth Bennet’s attic,
Amanda and Elizabeth switch places and become trapped in each other’s worlds.
Wearing a leather jacket and purple miniskirt in Regency England, Amanda quickly
discovers that to survive she must put to use her extensive knowledge of the plot and
narrative of Pride and Prejudice, as well as her understanding of late eighteenth-century
manners and customs. Yet her presence confounds the plot; she disrupts all of the
romantic entanglements and finds herself having to choose between remaining faithful to
Austen’s text, and becoming the heroine herself. Should she leave her beloved Mr.
Darcy to his intended true love and salvage the purity of the novel? Or should she choose
love and Darcy, overturning the sacred text? In the end, she remains with Darcy, leaving
a content Elizabeth Bennet to her new life as a modern woman in the twenty-first century.
The miniseries opens with a voiceover from Amanda that reads as if it were taken
from one of the hundreds of blogs and websites maintained today by Austen fans:
It is a truth generally acknowledged that we are all longing to escape. I escape

always to my favorite book, Pride and Prejudice. I’ve read it so many times now
the words just say themselves in my head and its like a window opening. It’s like



I’m actually there. It’s become a place I know so intimately, I can see that world;
I can touch it. I can see Darcy.'

Amanda is recognizably a fan. She repeatedly immerses herself in the alternate world of
her beloved text, and she knows that text inside and out.

Seeking immersion into a favored text—which, broadly construed, can include
film, television, literature, sport, and celebrity—and garnering knowledge about its world
can be solitary activities, but fans also engage in elaborate social rituals such as sharing
fan fiction, attending conventions, dressing in costume or regalia, or enacting an aspect of
a text—activities in which fans can perform their insider knowledge and loving
admiration. Once Amanda is trapped inside the world of Pride and Prejudice, she must
survive by engaging in what might be deemed the definitive version of these social rituals
of fandom. Ultimately, and in metaphorical imitation of a real-life fan’s devotion,
Amanda must lose herself in Austen in order to find herself (by finding love, it seems)
and gain for her life the shape and direction she had sought.

Through the practices of fandom, fans actively create the occasion for what
anthropologist Victor Turner has in other cultural contexts referred to as “creative
retrospection.” Creative retrospection is enabled by performative acts in which meaning
is ascribed to experience. Turner states that through the process of performance, “what is
normally sealed up, inaccessible to everyday observation and reasoning, in the depth of

”3

socialcultural life, is drawn forth.”” A performance is a ritual that makes accessible to a

community the social modes usually kept hidden. Performativity allows communities to

' Lost in Austen, ITV (UK) miniseries, 2008. The opening line paraphrases the famous first line
of Pride and Prejudice, a frequently used convention, especially in Austen spin-offs.

2 Turner, From Ritual to Theatre, 18.

* Ibid., 13.



be self-reflexive. This study argues that through their activities, both solitary and
communal, fans engage in such performative rituals, in which they continually forge new
meaningful experiences by reviving and reliving their favored texts and the pleasurable
experiences they have enjoyed through those texts. These performances can take place
within the daily routines of fans, as well as within ritual spaces apart from the quotidian.
Fans create space for creative retrospection through performativity within practices in
everyday life as well as within those that transpire in special, liminal circumstances.
Performativity is a broad theoretical concept that offers several features to help
account for the characteristics of fandom.* Performativity is encompassed by the
liminality of pilgrimage; the playfulness of fan fiction, dress-up, adaptation, and
reenactment; the everyday practices of a collector, curating a collection of material
objects; and the social performances that offer participants social distinction and help
form or negotiate subjectivity. The notion of performativity—in all these related forms—
is fairly portable and therefore applicable to the interrogation of culture. I suggest that in
their everyday lives, fans engage in performative practices that rely on a process of what
Joseph Roach has called surrogation; outside of everyday life, fans engage in practices
that rely on liminality to make space for community building and meaning-making. This
dissertation, therefore, proposes new and more broadly useful ways of approaching
fandom, a phenomenon that occurs in an interstitial zone of consumerism, consumption,

media, popular culture, and material life.

* Throughout, I use the term performativity to mean, in one sense, “performance-ness,” or the
quality of being like a performance, but also to connote the function of performance in
constituting subjectivity.
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While Jane Austen fandom in America provides the primary case study, this is not
a dissertation about Austen.” Nor does this study attempt to address the ubiquitous
question of why Jane Austen has remained perennially popular, and what it is about her,
her characters, and her world that continues to captivate readers.® Instead, I trace the
pursuits of Austen’s most enthusiastic readers, individuals who—past and present—read
and reread Austen’s novels, watch and re-watch Austen screen adaptations, collect and
curate “Austenalia,” and who thrill to discuss “Jane” and anything related to her
worldview, novels, personal life, or the times in which she lived.

This study offers a long view on the history of fandom by studying an enduring
literary phenomenon rather than, as is typical within fan studies, media fandoms such as
those surrounding Star Trek, Doctor Who, or Buffy the Vampire Slayer. I interrogate the
connection between today’s fans and those of earlier periods of the American past; the
earliest Jane Austen enthusiasts predate the use of the term “fan,” but their predilections
would not seem unfamiliar to today’s Janeites,’ or to participants in other fandoms. Since
the majority of recent scholarship on fandom focuses on contemporary subjects, the
historiographical dimension of this study will offer a needed contribution to the field.
Jane Austen fandom resembles other literary and media fandoms, yet it includes aspects

that distinguish and even complicate it. It provides a valuable case study within fan

> In the interest of brevity, I frequently refer to Austen enthusiasts as fans although I acknowledge
that many do not prefer the term. [ make the case that the term, while eschewed by some, is not
inappropriately applied in many cases.

Several recent books offer explanations of Austen’s popularity and continued relevance to
modern audiences; while it is worthwhile, this issue is not within my purview. Cf. Brownstein,
Why Jane Austen; Harman, Jane’s Fame; Johnson and Tuite, 4 Companion to Jane Austen.

" The term “Janeite” has come under fire as a derogatory term among some devotees of Austen. |

have not found it to be so in my research, but I acknowledge that past scholars have pointed out a

schism between those who call themselves Janeites, and those who find such an appellation

beneath their dignity. I have found that to some the term connotes the highest devotion to Austen.
4



studies thanks to Austen’s complicated place within cultural hierarchy and the role
nostalgia plays for both fans and scholars.

Many Austen fans cherish the Regency era as much as they do the novels. The
ways they relate to this historical past are an important part of how they experience their
fandom. As suggested by David Thelen and Roy Rosenzweig, individuals tend to relate
to the past—not specifically to history, but rather to a more generalizable, relatable
past—in deeply personal ways. Most people engage with the past as a source for
understanding their own experiences and identities, even when they view History (with a
capital “h”) as dull or uninteresting.® For Jane Austen fans, the relatable past is viewed as
a simpler time, replete with extensive social structures and manners that magnify niceties
and obscure less pleasant aspects of life. While similar nostalgic tendencies are apparent
in many fandoms, this historical dimension is less common. The settings of many
fandom-inspiring worlds are not actual historical eras but imagined ones, or, as in the
case of Star Trek, are not past but future. The nostalgia found in Austen fandom is a
longing for both a particular vision of the historical past as well as for the fictional world
represented within the novels and in adaptations.

By the 1830s and 1840s, as Austen’s novels were beginning to circulate more
widely, her works evoked nostalgia for an unspoiled past in contrast to looming
modemization and industrialization. They already represented a bygone era. This trend
merely intensified later in the century. In the 1880s and 1890s, a strong revival of interest
in Austen’s novels arose. The Boston Journal felt that a “recognized Austen cult” could

be attributed to the popularity of realism, and a fascination with a nostalgic yearning for a

® Rosenzweig and Thelen, The Presence of the Past, passim.
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simpler time: “The telegraph, the telephone, the steam cars and the newspapers were not
the factors in rural life that they are today. The dates of Jane Austen’s life embrace some
of the most momentous events in European history. But she seems to have taken no
particular interest in them.”” Despite her description of a simpler past, the article declared
Austen’s novels “dateless,” suggesting, “nobody in his senses would speak of them as
‘old novels.”'® This historical yet timeless aspect of Austen’s work continues to shape
how her fans engage in meaningful ways with the relatable past of her world.

Svetlana Boym has explored uses and perceptions of nostalgia, recognizing it as a
symptom of our time, in which the “mourning of displacement and temporal
irreversibility” are found at “the core of the modern condition.”"! Boym recognizes that a
“global epidemic of nostalgia” exists today, which has led to “an affective yearning for
community with a collective memory, a longing for continuity in a fragmented world.”"?
She explains that although nostalgia appears to be a longing for a place, it is more
accurately a “yearning for a different time.”"*> However, this yearning is a romance with
our own fantasies, not with an actual historical past or a place as it really was."
Nostalgia, therefore, is utopian. Her descriptions resoundingly resemble the drive that
fuels fandom: individual desire for affective experiences, the building of community
through collective memory and the constructed continuity of a narrative world. Fandom

offers individuals a means to seek out a utopian, alternative world.

9 «After Many Years,” Boston Journal no. 19409, September 10, 1892: 6. America’s Historical
Newspapers, acc. March 30, 2013.

"% Ibid.

" Boym, The Future of Nostalgia, xvi.

2 Ibid., xiv.

B Ibid., xv.

" Ibid., xiii-xiv.



Nostalgia, like fandom, is often treated as a problematic form of expression. It is a
term used dismissively with regards to certain types of sentiments or practices. Boym
says that nostalgia is often considered a “bad word,” or at best an “affectionate insult.”"
Austen’s fans and scholars both regard nostalgia with ambivalence. Often, Austen
scholars display nostalgia for a time before the recent commodification of Austen that has
produced a “growing horde of fans” which reads and remakes Austen in ways distinct
from those of scholars.'® Some Austen scholars have suggested that nostalgia helped fuel
the Austen craze beginning in the mid-1990s, while others have critiqued this notion,
suggesting that nostalgia alone cannot explain contemporary appreciation of Austen.'’
Others still have suggested ways that nostalgia problematizes contemporary views of
Austen’s historical world.'® Austen’s version of Regency England (and representations of
it on screen) may indeed understate actual historical problems of class and imperialism,
but by claiming that fans are nostalgic for Austen’s world, I do not denigrate their desires
or pass judgment on ways they prefer selective erasures of historical actualities. Instead, I
seek to contextualize the pleasures that Austen fans seek and to help situate their
practices. For fans, nostalgia is a means of selectively playing with and imagining the
past. Fandom is a playground in which to explore a world alternative to one’s own. In

that world certain problems, fears, and desires are worked out, underscored, or ruptured,

" Ibid., xiv.
' Bowles, “Commodifying Austen,” 16.
' Pucci and Thompson, Jane Austen and Co., 2. They claim that nostalgia alone does not account
for Austen’s current popularity.
'® For interpretations of how Austen and adaptations of her novels erase England’s exclusionary
class system and destructive imperial tendencies, representing a nostalgic view of the past, see
Crang, “Placing Jane Austen, Displacing England”; Thompson, “How to Do Things with
Austen.”
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while others are set aside or ignored. These tactics make fan practices useful and
pleasurable to those who employ them.

There is a mythos regarding the spinster authoress, scribbling away with quill and
ink at her tiny desk creating works of genius that would endure through time. The cult of
Austen has romanticized that very humble and organic origin idea. As with the veneration
of Gene Roddenberry or Joss Whedon, fans prefer to imagine revered creators as
individual, independent geniuses, rather than as working from within the culture
industry.19 This appealing idea of the independent auteur, and the cult of the auteur that
surrounds a creator such as Roddenberry or Whedon, forms a commonality between
literary fandom of Austen and more recent media fandoms.

The place of Austen novels and related spin-offs, adaptations, and comic books in
the slippery American cultural hierarchy is wonderfully problematic. In America,
especially, Austen has become popular culture with a highbrow affect and aesthetic.
Roberta Pearson has called for more scholars to consider highbrow fandoms (such as the
“Bachies” and “Bardies”), and to a certain extent, my research will do that.”® But Austen
cannot be fully considered highbrow, even if the champion of the literary canon, F. R.

1.21

Leavis, did in 1948 dub her the “inaugurator” of the great English novel.”” Her position is

more complicated than that.

19 Roddenberry (1921-1991) was the creator of Star Trek; Whedon (b. 1964) is the
writer/director/producer behind Buffy the Vampire Slayer and Firefly, a short-lived but much
loved television series.
2 pearson, “Bachies, Bardies, Trekkies, and Sherlockians,” 98-109.
2V | eavis, The Great Tradition, 7. Leavis feared a cultural decline and dumbing-down of culture
in the twentieth century; to him Austen’s novels captured everything lost in the course of
modernization and world wars.

8



In her lifetime, Jane Austen sought to have her novels published alongside other
popular reading material. Her works entered the market in a modest way within the
limited context of early nineteenth-century England.? By the late-nineteenth century, her
works were beginning to be read as “classic literature” while many of her contemporary
novelists fell out of favor, a trend that continued through the twentieth century. In more
recent times, Jane Austen has again moved into the realm of popular culture.” With film
and television adaptations, spin-off novels, action figures, tote bags, and mugs, Austen
has managed to straddle college literature courses and the so-called chick-lit genre of
popular literature.

Compared to other popular novelists whose works inspire fannish devotion
outside the academy, Austen enjoys a unique bimodal position. The works of J.K.
Rowling (Harry Potier), J. R. R. Tolkien (Lord of the Rings), and other popular culture
texts are indeed studied in academic settings, but they are generally presented as popular
culture worthy of study for their artistic merits, as well as in acknowledgement of the
deep impact such works have on culture through their vast reach. Pride and Prejudice
and Emma are studied as Literature in high schools and universities across the world, and
regardless of one’s views on the concept of canon it would be difficult to find someone
today to argue that her novels should not be part of the Western canon of great literature.

Yet unlike many other canonical works of Western literature, Austen’s novels also

22 For various aspects of the publishing history of Austen, see Todd, Jane Austen in Context;
Halsey, Jane Austen and her Readers.
2 By comparing the Austen fandom to other fandoms whose texts enjoy an uncomplicated status
as popular culture, it is natural to consider Jane Austen as a part of popular culture, too. This
statement requires two immediate qualifiers: first, “Jane Austen” here refers not to an author or
her texts, but to the whole milieu—or brand, if you will—that the name conjures; second, this is
not to say that Jane Austen is not popular culture in other parts of the world, only that this study
focuses solely on the American context.

9



circulate easily within the realm of popular culture through numerous adaptations, spin-
offs, YouTube videos, fan fiction, and Austen-related merchandise. Furthermore, and
most importantly in this study, many Janeites play out their sense of this complicated
bimodality when they either self-identify as scholars or as non-scholars, when they
describe their love for and devotion to Austen.

In 2008, Jeanne Kiefer, an Austen lover and research consultant who designs
online surveys for corporations, sought to determine whether there is such a thing as a
typical Janeite. Kiefer conducted a detailed survey hoping to “create a fully-rounded
portrait of Jane Austen’s current readership.” She shared her findings in Persuasions, the
journal of the Jane Austen Society of North America (JASNA). The survey was self-
limited to participants who had read all six of Austen’s novels, and “considered

themselves to be ‘sincere admirers.””*

Over 4,500 people responded to the survey.
Respondents were overwhelmingly women (96%).>> They represented a wide age-range,
with roughly one third of respondents under age 29, one third between ages 30-49, and
one third over 50.2° Among respondents over the age of 20, 81% were college educated
and 45% held a graduate degree. A large proportion of Janeites have held positions in
fields related to education or library sciences. Nearly one half claimed to listen

“frequently” to National Public Radio. Respondents were much more likely to view

themselves as liberal (55%) than conservative (25%), and their households tended to be

# Kiefer, “Anatomy of a Janeite,” Persuasions 29, No 1 (Winter 2008): paragraph 3.

* While largely made up of women, the Austen fandom has always certainly had a fair share of
very devoted men, as later chapters will show.

% Kiefer, paragraph 11. Moreover, according to Kiefer, 215 respondents were over the age of 70,
and 335 were in their teens.

10



more affluent than the U.S. median.?” Taken together, the results prove just what one
might anecdotally assume about a “typical” Janeite: they are educated, career-oriented,
and affluent. Statistics on race and ethnicity were conspicuously absent from the results.
In fact, the survey did not include a question on race or ethnicity, an oversight that
reveals the prevalent assumption that respondents would predominantly be white.?® The
demographics of Austen fandom, according Kiefer’s survey, suggest that to be a Janeite
is essentially to perform female, white, educated, middle class affluence.

Normally, when the term “fan” is applied to a lover of a cultural text, the text
itself is one viewed as popular culture. By contrast, we are uncomfortable applying
criteria of what defines fandom—such as that set forth by fan studies scholars Henry

Jenkins and Matt Hills—to avid devotees of opera, today viewed as one of the highest
forms of culture.”’ Concerns over hierarchy persuade society to view some obsessions as
belonging to fandom, and others as belonging to something else. Even among devotees of
popular culture there are some factions—many Sherlockians, for example—that eschew
or even abhor the term “fan.”*® But I suggest such distinctions, built on the basis of
cultural hierarchy, are in many ways irrelevant; it is the behavior, tendencies, and social
modes of interaction of the audience that makes a fan, not genre of the text or its place

within cultural hierarchy. The social modes of fans and connoisseurs are not entirely

%7 Ibid., paragraph 16.
% The survey asked respondents to identify nationality; 10% of respondents hailed from nations
where English is not the primary language, including those living in Asian, African, and South
American countries. The rest were from the U.S., Canada, Australia, and the U.K.
% In Chapter 1, I detail the ways fan studies scholars such as Jenkins and Hills define fandom.
* Cultural studies scholar Roberta Pearson notes that many Sherlockians disapprove of her
shorthand use of ‘fan’ and ‘fandom’ to describe them. “Their resistance to these labels,” she
explains as, “stemming from an implicit hierarchisation of the print media over the moving image
media.” Pearson, “‘It’s always 1895’: Sherlock Holmes in Cyberspace,” 160.

11



distinct, regardless of what we feel impelled to call them. Cultural historian Daniel
Cavicchi has demonstrated the continuity connecting the practices and meaning making
of today’s music fans with those of nineteenth-century music lovers. Although the term
fan was not in use among those he studied from the distant past, he recognizes these
music lovers were indeed fans.”’

Due to the ambiguousness of Austen’s bimodal status as both high and popular
culture, Jane Austen fandom provides an important case study; there are fans of Austen
who identify as such, but there are also those to whom it seems anachronistic or
inappropriate to apply the term fan. When is a person not a fan but an “enthusiast” or
“connoisseur?” How do we draw such distinctions? Why do such distinctions matter?
Attempting to answer these questions reveals anxieties over cultural hierarchy and social
distinction among literary enthusiasts. I suggest that to call an enthusiast a fan regardless
of historical or social context might actually be a compliment redolent of devotion and
depth of knowledge. I use “fan” to encompass a broad historical phenomenon, even
where applying it is, admittedly, anachronistic.

Many of the performative aspects of fandom are concerned with social distinction.
Anecdotally, a colleague casually mentioned to me that while she loves attending Jane
Austen conventions, she would never dream of attending a similar event for her other
great obsession: Doctor Who. For her there is a line to be drawn between fan activities
that are acceptable or suitable, and those that are not. Amongst fans and fandoms, a
cultural hierarchy exists yet is not a simple matter of high and low, but rather is

something more subtle and complex. And because of the complicated issues of cultural

3! Cavicchi, Listening and Longing, 185 and passim.
12



hierarchy surrounding Jane Austen fans/enthusiasts/connoisseurs there exist complicated
issues of terminology; these distinctions are played out through social performances
within the contexts and social modes in which fans interact.

It is debatable whether the concept of the cultural hierarchy is still relevant and
useful, especially in American society. Some have argued that rather than retaining
relevance in categories such as highbrow and lowbrow, we have become a culture that
embraces the “nobrow,” meaning that the Middle has permeated the High and Low to the
point of homogenization.3 2 Others argue that certain popular culture forms have evolved
to become artful or highbrow even as they circulate within a broadly popular sphere.
suggest that cultural hierarchy is relevant only insofar as social distinction is concerned.
Social distinction, according to Pierre Bourdieu, drives many of our habits, particularly
those of consumption.

Bourdieu’s observations concern the ways in which distinctions between high and
low culture become codified, embedded, and reproduced in society and its structures.
Education and upbringing, which are closely tied to class, determine taste and preference
with regards to what Bourdieu calls “legitimate culture,” or the arts; in turn, taste is a
marker of class.*®> Within this circular system, individuals actively cultivate indicators of
class as a means of social distinction. Furthermore, Bourdieu notes that the hierarchy of
the arts, as it is understood by society, “corresponds [to] a social hierarchy of the

consumers.”** Bourdieu proposes that cultural competence, or the imbued knowledge and

32 See Seabrook, Nobrow: The Culture of Marketing, the Marketing of Culture.
33 Bourdieu, Distinction, 1.
* Ibid.
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gaze that allows the consumer to decode the encoded value of a work of art, helps to
maintain social classes.”

According to Bourdieu the kind of engagement with a cultural work that happens
as a result of commanding higher taste (for “legitimate culture”) is differentiated from
that of a working-class or popular taste. Popular taste, he says, judges art on a merely
cthical basis, experiencing a work through its morality or agreeableness, and through its
relevance to the ordinary circumstances of life.*® Yet the features of contemporary
cultural hierarchy and the social distinctions it engenders within society are much more
complicated than that. Bourdieu asserts that in the face of legitimate works of art, the
popular taste will reduce “the things of art to the things of life,” rejecting or praising a
work based purely on morality or agrecableness.’” However, is this not precisely what
happens when a cultural “snob,” one accustomed (in all senses of the word) to the
highbrow, judges a popular text? Rather than assess it on its own terms, the popular text
is condemned or applauded on the basis of morality or agreeableness. Is this perhaps
because the critic brought up to value the highbrow lacks the cultural competence to
perceive the popular text historically, and is unable to differentiate style, genre, and
form? By thus inverting Bourdieu’s view of social distinction, it becomes clear that the
hierarchy runs not vertically in one direction, but flows in a multivalent way.

My point is not to be iconoclastic; I do not here raise up the lowbrow only to
bring down the highbrow. Rather, I aim to point out that the blueprint of social distinction

that Bourdieu describes operates the same way in “lower” forms of culture as in higher

3 Ibid., 1-3.
3 Ibid., 5.
7 Ibid., 5.
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ones. Bourdieu aptly claims, “a work of art has meaning and interest only for someone
who possesses the cultural competence, that is, the code, into which it is encoded.”® If
we replace “work of art” in this statement with the more generic “text” this idea becomes
more broadly justified. Bourdieu assumes that “cultural capital” is only one category
monitored by one class, leaving out the possibility that different groups might each
monitor their own cultural capital.’® That a text has “meaning and interest” to those who
understand the code is as true for lovers of opera as it is for fans of Buffy the Vampire
Slayer. Certain audiences simply hold particular forms of culture at a higher value, and
cultural competence with those forms serve as a sign of class, but the distinction gained
really only means something to others in the know. For instance, Buffy fans may not be
easily impressed with one’s knowledge of Wagnerian vocal conventions, and conversely,
an opera buff may dismiss the complex knowledge of intertextuality that Joss Whedon
fans value. Within the Austen fandom, anxieties over cultural hierarchy can be seen
playing out through performative acts of social distinction that delineate those who self-
identify as fans from scholars or connoisseurs. These questions of cultural hierarchy and
social distinction lend this case study of Austen fans relevance alongside the general
study of fandom from within cultural studies.

Jane Austen fandom is unique, and yet is similar to other literary and media
fandoms making this study a useful contribution to the greater field of fan studies. Within

fandom, cultural competence plays out through what Jenkins has called fandom’s

38 1.

Ibid., 2.
* Many of Bourdieu’s other points regarding the insidious ways class is embedded and
reproduced still ring true.

15



“knowledge community,” which he describes as “dynamic, collective, and reciprocal.”*’
At times it is more appropriate to call this feature of fandom a knowledge economy, a
phrase that suggests the notion that knowledge serves as a type of currency in fandom,
and accounts for the large amount of unremunerated labor that fans engage in purely out
of love and a desire to contribute to the fan community. These features are clearly
exhibited in Jane Austen fandom, as Chapters 2 and 3 demonstrate especially.

The communal experience of exchanging intimate knowledge about the beloved
text enables meaning making to take shape, experienced as feeling. Lawrence Grossberg
argues for the importance of understanding the “affective sensibility” of fandoms. The
affective or emotional experience of fans is essential to fans’ modes of engagement with
the cultural texts they adore. Grossberg suggests the emotional experience of fandom is
central to the ways fans construct their individual subjectivities as fans.*' Similarly,
Jenkins suggests that to understand meaning making in fandom is to acknowledge that
meaning is not only thought, but also felt, and furthermore is experienced socially.
Meaning making, Jenkins says, is an emotionally charged experience involving a fan’s
“affective investments and emotional alliances.”*” Nancy Baym has termed this the
“socioemotional” experience of fans.*’

The concepts of both the knowledge community and the affective experiences of
fans figure into each of the following chapters, visible within the practices of fans from
the nineteenth century through the present. I elucidate three focal practices of fandom—

writing and reading fan fiction, collecting Austenalia, and going on literary pilgrimage—

® Jenkins, Fans, Bloggers, Gamers, 140.

4 Grossberg, “Is There a Fan in the House?,” 50-65.

2 Jenkins, 139.

“ Baym, Tune In, Log On: Soaps, Fandom, and Online Community, 69-95.
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each of which offers fans a means of deeper engagement through affective experience

and personal and communal enrichment within the knowledge culture.

Previous scholarship on Austen devotees has grown out of literary studies, and
emphasizes what it is about Austen and her novels that inspires such devotion among her
readers. My study instead examines the activities and practices of Austen’s devotees,
seeking to theorize these practices and contextualize them, recognizing these individuals
as fans even in contexts where that term might not at first glance appear well suited.

This dissertation joins recent studies that consider Austen’s audiences and the
afterlives of her novels. Among the most notable of these are Janeites: Austen’s Disciples
and Devotees by Deidre Lynch (2000), Juliette Wells’s Everybody’s Jane: Austen in the
Popular Imagination (2011), Claudia Johnson’s Jane Austen’s Cults and Cultures (2012),
and Jane Austen and her Readers, 1786-1945 by Katie Halsey (2012). There are also
contributions to the study of Austen’s reception and later reinventions of the novels found
in Jane Austen in Context edited by Janet Todd (2005), and A Companion to Jane Austen
edited by Claudia Johnson and Clara Tuite (2012).* Much of this literature offers
histories of reception, criticism, the reputation of the novels, and the changing nature of
the mythic figure of “Jane Austen.” Some of these scholars display anxiety over the
exuberance of fans, and others are nostalgic for a time when Austen’s readership was

unsullied by what some view as improper habits of appreciation.

* The popular press has also seen the release of Jane's Fame: How Jane Austen Conquered the
World, a biographical study of Austen’s career by Claire Harman, and Among the Janeites: A
Journey through the World of Jane Austen Fandom (2013), by journalist Deborah Yaffe.
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Much of this literature never strays far from the gravitational pull of Jane Austen;
my study, by contrast, maintains distance from the source of all this interest and devotion.
[ do not, as many listed above have done, seek corroboration for my theorics on fandom
from Austen herself or from within the pages of her novels. I hope, rather, to contribute
to this growing field of literature by placing Austen reception more firmly into the
context of fandom studies, and, by doing so, to push against the ontology of fandom in
order to better understand its significance in American life.

The tone of this literature on Austen reception generally falls into two types: that
which critically examines—and celebrates—various modes of engagement with Austen,
from scholarly to popular; and that which tends to hold “lesser” forms of reading at arm’s
length and implicitly represents different modes of engagement as hierarchical. The latter
is careful not to condone fan behaviors, and moreover, barely acknowledges the existence
of an entire body of research about fans and fandom. Instead, these scholars use the
existence of fandom as a means of distinguishing their work on Austen as important,
valid, and purposeful. In this study, while I rely on Austen’s reception history for
historical context, I do not offer a study of her reception; nor do I approach Austen’s
readers from a literary studies perspective. Rather, as a cultural historian of American
fans of Jane Austen, I propose, in part, to augment current literature on Austen’s devotees
by interrogating these anxieties over “proper” modes of reading demonstrated in recent
literature on the subject. Ultimately my research reveals something that most previous
studies have overlooked: devotees of Austen frequently occupy the role of avid fan and

scholar simultaneously, or alternate easily between them. The anxieties that exist over
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socially distinguishing what “type” of Austen reader one is stem from concerns over
maintaining distinctions between vocational and avocational ways of reading.

Many literary scholars do not acknowledge the possibility that one could read
Austen as both a fan and a scholar, or that both styles of reading Austen are worthwhile
in their own ways. Instead, many work to preserve a distance between fans’ habits and
their own. In Janeites: Austen’s Disciples and Devotees, edited by Deidre Lynch,
Austen’s reception history is presented within the context of the ever-shifting and
contested literary canon. The term “Janeite,” Lynch explains in her introduction, has
come to be employed regularly as a means to distance oneself from a certain type of
reader—hobbyists, “overzealous and undersophisticated”*> who surely cannot be trusted
to comprehend Austen’s true genius. For many devotees of Austen, scholarly or
otherwise, Janeites are those readers. Lynch interrogates an evident contentiousness
within the history of Austen reception wherein factions of readers have felt impelled to
save Austen’s reputation from those who were in various ways abusing it. Perceived
forms of abuse include loving Austen too much, reading only for the romance, and not
properly accepting the intended moral lessons. Lynch points out that the other English
literary giant with whom Austen is most often grouped—Shakespeare—has seen no such
contentiousness in his reception history, and provokes neither the passionate admiration
nor the rancor among admirers that Lynch claims Austen has. What stands out in
Janeites: Austen’s Disciples and Devotees, is the evidence that there is a long history of

readers and enthusiasts working to establish a clear divide between proper and improper

4 Lynch, Janeites: Austen’s Disciples and Devotees, 12.
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modes of engagement with Austen, understood through forms of social distinction
associated with these modes.

Claudia Johnson echoes Lynch’s tendency to differentiate between types of
Austenites. “Janeites,” she says, “are likelier to be seen as batty ladies than as supremely
discerning connoisseurs.™*® In Jane Austen’s Cults and Cultures, Johnson explores the
“afterlives” of Jane Austen” She takes this supernatural metaphor to the verge as she
describes the “phantasmal” encounters had by readers dallying with a great author who
“never properly died.”*® What Johnson describes as close encounters, I would describe as
aspects of fandom. It is as though Johnson, a thoughtful and discerning scholar, would
rather view readers’ interlocutions with Austen and her world as spectral encounters than
recognize these readers for what they are: fans. Johnson conjures many examples of
Austen enthusiasts practicing “Janeism,” describing a focus bordering on the “zealous
intensity” of worshipers.*’ Johnson’s goal is to uncover what loving Austen has meant to
her readers over time, placing reception into discrete historical contexts. Most of the
enthusiasts she details are English: Sir Francis Darwin, third son of Charles Darwin and
distinguished member of the Royal Society; Rudyard Kipling; novelist Sheila Kaye-
Smith; E. M. Forster; Montague Summers; and William Dean Howells. According to
Johnson these devotees, all of whom were respected professionals and many of whom
were writers and academics, celebrated Austen “with an enthusiasm that would seem

crazy if it were enacted in classrooms or conferences today.”® Much like the enthusiasm

% Johnson, Jane Austen’s Cults and Cultures, 10.
47 g
Ibid., 1.
* Ibid., 6-7.
“ Ibid., 8.
* Ibid., 8.
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of fans, it would seem. She calls Janeites today “time travelers™ who seek to collapse the
distance between themselves and dear Jane through costume balls, period recipes, and
other activities. She concedes that both the time traveling of fans and more scholarly
forms of enthusiasm such as those she engages in can seem, perhaps, trifling.

Most of these activities can seem trivial, unprofessional, and even chastening to

academic scholars—how mortifying to encounter one’s own earth-shattering

essay on Austen printed alongside a recipe for white soup, as somehow equivalent

exercises—but they also produce real information and knowledge along with a

sort of pleasure that Clara Tuite has brilliantly described as ‘period euphoria.’ . ..

And if JASNA'’s passion for costume balls seems trivial in the eyes of the

nonelect, what could seem more so than my labors over comma placement [in an

Austen manuscript].”!

Characteristic of many serious Austen scholars, Johnson struggles to strike a balance
between acknowledging the merits of fan activities and ensuring that a clear distinction
be made between what the fans do and what she does.

Both Lynch and Johnson use the term “cult” to describe Austen fanaticism, taking
the term directly from historical responses to Austen. Lynch’s important essay, “Cult of
Jane Austen” (2005) traces the history of “hagiographic” appreciation for Austen, and
what she call the “religious reverence that shapes Austen-love.””* Lynch takes the name
of her essay on Austen reception from an introduction to a 1927 edition of Austen’s
novels, in which the writer comments on “the extraordinary spread of the cult of Jane

Austen.” According to Lynch, this cult arose between 1870 and 1940, a time during

which Victorian rhetoric ascribed divinity to “dear Jane,” and “exuberant testimonies of

! bid., 11.

52 Lynch, “Cult of Jane Austen,” 114.

* John Bailey quoted in Lynch, 111. Bailey was an English literary critic. Cult, a term once used
to connote devotion, had come to mean something more derogatory.
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faith” were staples of Janeite discourse.”* Although Lynch claims that such fervent,
personal attachment to Jane Austen began appearing in 1870 following the publication of
the first biography of Austen, I demonstrate in Chapter 1 that fanatic habits of reading
and loving Austen appeared even earlier.

Lynch is uncomfortable with recent trends in the “cult of Jane Austen,” fearing
that the spate of film adaptations since the mid-1990s has “almost overshadowed the
books,” putting too much distance between readers and the authentic Jane Austen.>® She
is nostalgic for a type of reading that is more authentic and pure. Regarding spin-offs and
sequels to the novels, for example, Lynch says, they “try the patience and tolerance of the
reader who means to be true to [Austen] and her example.”*® She feels that the cult of
Austen appears “alarmingly” to conflate reading the texts with other non-readerly forms
of engagement, such as walking in Jane’s footsteps in Bath.”’ While Lynch is right to
acknowledge the playfulness and performativity of fan engagement that takes place at
Austen conventions and society events, she is deeply troubled by them. Attending a
Regency tea or enacting an imagined conversation between two beloved characters is a
“violation of the canons of aesthetic distance,” and occasions “unbecoming levity,”
which she says, “bother many academics.””® Some part of this concern for protecting
Austen from the amateurs seems to stem from a fear that improper forms of appreciation

are driven by commercialism.

* Lynch, 114,
* Ibid., 117.
36 Lynch, “Sequels,” 160,
5 Lynch, “Cult of Jane Austen,” 117.
* Ibid., 118.
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Mary Ann O’Farrell addresses this commercialism in “Austenian Subcultures,”
her essay in A Companion to Jane Austen edited by Claudia Johnson and Clara Tuite.
O’Farrell suggests that Austen’s novels model a form of sociability that readers in turn
enact in their own responses to Austen, oscillating between rigorous sociability, and
private, self-reflexive readership.’® As much as “enthusiasts love a witness,” she says,
they also thrive on the solitude of their own, private relationship with Austen.* O’Farrell
suggests this explains the existence of societies and clubs such as the Jane Austen Society
of North America (JASNA), and has driven the market for Austen commodities. Buying
Austen mugs and shirts, and Colin Firth pillowcases allows Janeites to convey their
affinities to those few in the know. The sociability forged on-line allows for modes of

fandom, or what O’Farrell deems a type of indulgent narcissism, that can be experienced
socially, or in isolation.®! O’Farrell oversimplifies the iconic Austen fan, the Janeite, as a
mere role into which enthusiasts step for the convenience of the public imagination; the
Janeite is a stereotype, she says, used by fans out of necessity to either embrace their own
true predilections, or more often, it seems, to distance themselves from a mode of
reception that is deemed distasteful.*

Juliette Wells has done a superb job of outlining ways ordinary readers love Jane
Austen without being condescending toward readers’ habits or troubled by them. Wells’s
Everybody’s Jane: Austen in the Popular Imagination considers how people engage with

Austen: reading, watching, imagining, traveling, buying, collecting, and writing in

various modes, both amateur and professional. Wells acknowledges the tendency of

9 O’Farrell, “Austenian Subcultures,” 478-480.
% Ibid., 479-480.
® Ibid., 483.
%2 1bid., 484-6.
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professional Austen scholars to emotionally distance themselves from the novels and
differentiate their work from that of average readers: “After all, a literary scholar might
well think, anyone can be ‘inspired’ by Jane Austen, but how many people can undertake
really groundbreaking research on her writings?”®’ Her answer is, simply, to recognize
the difference between what goes on in the classroom and in the tearoom, and to offer
attentive examples of Austen’s peregrinations in the popular imagination, and in the lives
of everyday readers—ordinary and extraordinary. Wells uses close readings of texts such
as Pride and Prejudice and Zombies and the film Becoming Jane to illuminate the
behaviors and desires of everyday readers.®* Like my own study, she gives attention
especially to American audiences of Austen, including collector extraordinaire Alberta
Burke (who appears in my second chapter), and the denizens of JASNA. Our studies
diverge in our disciplinary approaches: hers is literary and mine cultural. To her credit
Wells does not eschew the term fan, or use it judgmentally. Her study is informed by the
work of Henry Jenkins, Matt Hills, and other preeminent fan scholars; however, she does
not delve deeply into the theoretical underpinnings of fan studies, or unpack the term
“fan.” She explores the notion of a continuum between the Jane fan and Austen scholar
by effectively turning to examples in Austen inspired spin-offs. These illuminate a
common trope: the academic heroine who must overcome her stuffy, rational approach to

literature in order to discover the joys of loving Austen. Whereas Wells wishes to

% Wells, Everybody's Jane: Austen in the Popular Imagination, 2.
8 Pride And Prejudice and Zombies (2009) by Seth Grahame-Smith and Jane Austen, which touts
itself as “The classic regency romance—now with ultraviolent zombie mayhem.” It met with
mixed reviews from Austen devotees. Becoming Jane (2007), directed by Julian Jarrold, is a
mostly speculative biopic about Austen’s lost love.
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illuminate the desires of everyday readers, I seck to theorize their practices, viewing them
as the practices of fans.

Katie Halsey’s Jane Austen and her Readers, 1786-1945, begins with Austen’s
first readers—her family—and ends with the closing of the Second World War, just prior
to the proliferation of mass media that allowed new and more varied ways of interacting
with texts. Halsey strives to consider the context of individual British readers’
experiences with Austen’s novels, using reader responses that appear in the historical
record, including manuscripts and archival materials not previously explored.
Theoretically rich, the book suggests that Austen’s novels provided readers with a model
for becoming resisting readers by creating narratives replete with tensions between
hegemonic and counter-hegemonic modes. Austen’s novels both console and trouble
readers, making room for the reader’s imagination to reconcile tensions and fill in gaps.*’
Halsey recognizes that readers are not engaged in passive consumption, but in a form of

active production of meanings.

Mainstream media has a history of infantilizing fans and their pursuits, portraying
fans as losers who just need to grow up and deal with the real world.*® This negative

stereotype is partly dependent upon a notion of escapism understood pathologically.®’

6 Halsey, Jane Austen and her Readers, 1786-1945, 89.
% For examples of negative critiques of fans, see Caughey, Imaginary Social Worlds; Schickel,
Intimate Strangers; Burchill, Damaged Gods; Caughey discusses fans as having pathological
delusions. Film critic Schickel argues that fans’ relationship to celebrity has endangered society.
British cultural critic Julie Burchill says fans—Americans particularly—have an impulse to deny
reality. For an academic critique of negative stereotypes of fans, see Jolie Jenson, “Fandom as
Pathology: The Consequences of Characterization.”
% The entry for “escapism” in the American Heritage Medical Dictionary reads, “The tendency to
escape from daily reality or routine by indulging in daydreaming, fantasy, or entertainment.”
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However, fans often use the term “escape” in positive terms. One Austen fan I spoke to
used the word “escapism” three times in a conversation of half an hour.*® She described
falling in love with Austen’s novels at age thirteen, as a refuge from real-world troubles
during the Vietnam War era. As Ken Gelder has suggested, students of literature in the
classroom are taught a serious, slow, careful style of reading, but reading popular fiction
sometimes encourages the opposite: “reading fast, reading at leisure, reading to
‘escape.””® Mainstream society differentiates between reading that is serious (work) and
reading that is for pleasure (play). A classist hierarchy normally underscores this
distinction, placing serious reading of “classics” above lower forms of entertainment.
When readers “escape” into Austen, it problematizes this distinction, creating tensions for
those invested in upholding such hierarchies. It is well worth recuperating the idea of
escape within fandom from the grips of elitism, since it offers a form of play, a
productive act in the lives of individuals and for society.m

Sociologist Jock Young suggests that leisure cannot exist without work, and they
inevitably inflect each other. He argues an “ethos of productivity” attempts to “legitimize
and encompass” the world of leisure.”' He claims:

Our leisure, then, is closely geared to our work, it is not ‘play’ in the sense of a

sharply contrasting realm of meaning to the workaday world. It is merely the
arena where just rewards for conscientious labour are enacted, where occupational

This notion of indulging implies a lack of self-control. The American Heritage Medical
% Heidi Green, conversation with author, October 30, 2010.
% Gelder, Popular Fiction: The Logics and Practices of a Literary Field, 5.
7 For example, in Reading the Romance, Janice Radway argues that women read romance novels
as a strategic way to return to daily duties emotionally reconstituted and replenished (184). Like
fans, romance readers use the text to go somewhere else, metaphorically, where they can explore
mores, frustrations, dreams, and desires.
n Young, “The Subterranean World of Play,” 150-1.
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status is confirmed by appropriate consumption, and where the appetites which
spur on productivity and aid social control are generated.”

Whereas children play, for adults, play is meant to mature into leisure through
socialization. This process “engenders in the adult a feeling of guilt concerning the
uninhibited expression of subterranean values. He is unable to let himself go fully,...and
enter unambivalently into the world of ‘play’”” Young explains that when adults engage
in a true form of play (as opposed to simple leisure), it is frequently viewed by
mainstream society as problematic. Often aspects of fandom that most resemble play,
such as dressing up and enacting roles (“cosplay™), are the practices most derided by
normative society.”* Young’s suggestion that leisure is inflected by the “ethos of
productivity” may help explain why many fans engage in expressive forms and activities
that resemble productive labor, such as writing fan fiction, or creating scrapbooks. Such
practices align more closely with leisure activities deemed suitable for adults, than the
playful modes of fandom. Many of the Austen fans discussed in this study participated in
forms that resemble professional work, but were unremunerated, exemplifying the labor
of love common within fandoms.

In his seminal work on Star Trek fans, Textual Poachers, Henry Jenkins
emphasizes the notion that fan activities, especially the writing of fan fiction, turn the

consumption of a commodity (the text) into a form of production.” He argues that fans

”? Ibid., 153.
 Ibid., 153-4.
™ Cosplay (short for “costumed play™) is the practice of dressing up as accurately and
authentically as possible in the role of a character.
75 Jenkins was determined to show how fans were not misfits, dupes, or mindless consumers, as
they were frequently portrayed at that time (1980s) by the media as well as by many scholars.
Such attitudes are still found today, but are less prevalent. Many early scholars of fandom
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are “cultural scavengers,” or “textual poachers,” whose practices of writing fan fiction,
making videos, and otherwise remaking source material, pose a challenge to official
culture producers.” This position foregrounds the productivity inherent in fandom in
order to distance fans from the criticism that they are engaged in nothing more than a
form of escapism, an infantile commodity fetishism, or “repetition compulsion” driving a
desire to relive and keep alive an experience with a text.”’

However, Jenkins’s early writings on fans rest upon a false dichotomy. Rita Felski
has critiqued the emergence and subsequent naturalization of a production/consumption
dichotomy in which production is understood as good and consumption as bad.” This
dichotomy is furthermore understood—and coded within social discourse—as gendered:
production is masculine (good) and consumption is feminine (bad). By championing the
idea that fan productivity makes the practices of fandom constructive, early fan
scholarship unintentionally underscored the dichotomy described by Felski. I propose
that by focusing on the acts of surrogation that occur through fan engagement this
problematic issue can be sidestepped, a tactical maneuver in favor of feminism.

Jenkins’s assertion that fans are not simply engaged in a form of commodity
fetishism remains valid today. Fans engage in mindful—not mindless—consumption. In
his early work Jenkins was careful to dismiss the notion that fans are driven by infantile

repetition compulsion.”” While I agree that the desire to reread, rewatch, and remake texts

attempted to recuperate the reputation of fans by arguing an understanding of fan practices as
active and productive, not as passive or even deviant consumption.
7 Jenkins, Textual Poachers, passim.
77 Jenkins, “Star Trek Rerun, Reread, Rewritten,” 197.
7 Felski, Gender of Modernity, 61-90. Felski argues that “woman as consumer” is a common
trope of modernity. It represents anxiety and ambivalence about modern modes of consumption.
” Ibid., 197.
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should not be viewed as a regressive impulse, [ recognize the role that repetition plays
within fan practices. The impulse to revisit a text can be understood through the notion of
surrogation.

Joseph Roach has explained surrogation as a performative process of memory and
forgetting. He describes a “the three sided relationship of memory, performance, and
substitution.” I suggest that fans create things—scrapbooks or fan fiction, for
example—to act as what Roach calls effigies. The effigy is a mnemonic object, “a
contrivance that enables the processes regulating performance...to produce memory
through surrogation.”®' Fans create these effigies to stand in for something lost, such as a
past affective experience related to their beloved text. However, it is a substitute that can
never produce an exact fit and is destined to disappoint. Therefore one must continuously
audition new stand-ins in the hopes of finding a better match.** Repetition and memory
are at the heart of this process. First, the fan seeks to repeat a past act or experience (e.g.,
reading the text for the first time, or attaining a prized book for a collection) by creating
an effigy; second, the fan revisits the effigy (a scrapbook, for instance) seeking a way of
remembering the past experience; and finally, the fan must continue to make new
effigies, repeatedly attempting to attain a better substitute.

Performativity is visible within fan practices in both the performances in everyday
life that happen through acts of surrogation, and the performing of subjectivity that takes
place within liminal spaces—apart from the quotidian—provided by forms of literary

pilgrimage. In these liminal spaces fans perform in much more explicit ways, such as

% Roach, Cities of the Dead, 14.
8 Ibid., 36.
% Ibid., 3.
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through dressing up and playing roles. Acts of surrogation allow fans to keep alive in
their everyday lives the special liminal experiences attained through pilgrimage. Through
practices such as collecting, scrapbooking, and reading and writing fan fiction, fans
revisit the world of the text in ways that are always familiar, but also always new. The
mnemonic objects fans create are performative: they make manifest, transmit, and
reinvent each individual’s affective experiences.®

Fan activities and creations have recently been described as taking two
predominant forms: transformational and affirmational ** Both involve the same types of
acttvities and are not mutually exclusive, but at their core, each uses a different set of
tactics in order to celebrate the beloved text. Transformational fandom subverts intended
meanings. “Obsession_inc” (a pseudonym of the fan who coined these terms) describes
transformative acts as “laying hands upon the source and twisting it to the fans' own
purposes, whether that is to fix a disappointing issue (a distinct lack of sex-having
between two characters, of course, is a favorite issue to fix) in the source material, or
using the source material to illustrate a point.”® Affirmational fandom, on the other hand,
restates the source material and operates according to certain canonical rules and norms
regarding characters, details, and the central concepts of the text.*® Fan practices that are
transformational have received greater attention from fan studies than affirmational ones.

However, I have found that Jane Austen fandom employs a rich and lively set of

affirmational fan practices. Fundamentally nostalgic, the Jane Austen fandom often

* Ibid., xi.

% These terms originated in an online discussion among fans posted on Dreamwidth. The idea is
credited to “Obsession_inc,” http:/obsession-inc.dreamwidth.org/82589.htmli, June 1, 2009. Acc.
November 6, 2013.

% 1bid.

* Ibid.
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restates core narratives, rarely challenging them, even when creatively adapting and
modernizing Austen in new forms.

Transformational practices are viewed as predominantly carried out by female
fans, and affirmational practices as mostly male. Matt Hills has critiqued the use of these
terms precisely because they suggest a false binary, particularly regarding the gendering
of fan practices.®” However, in the mostly female Jane Austen fandom, I find that most
fan activities fall into the affirmative category, complicating this gendered distinction.
Austen fans play with irony and incongruous representations of Regency manners as a
way to pry open the text but without overtly resisting the social mores and norms found
within Austen’s texts or in contemporary adaptations of her texts. Most fan studies
scholars seek to uncover the aspects of fandom that are transformational, and most clearly
demonstrate resistance to hegemony; after all, this is exciting and important work.
However, the creations of fans like those in the Austen fandom that tend toward the
affirmational are just as important (even if less sexy).

Jane Austen provides an option for women (mostly) who desire a different way of
living in the world and relating to others than the one offered by twenty-first century life.
The Austen fandom is mostly conservative, affirming rather than resisting the messages
with in the original texts. I want to be clear that by describing the fandom as nostalgic
and by pointing out the non-subversive nature of the practices of Austen fans, I am by no
means making a negative value judgment. Fandom scholars tend to champion fans whose
practices demonstrate creative resistance and the disruption of hegemony in popular

culture. [ suggest that it is well worth recognizing the affirmational practices of Austen

8 Hills, “From Dalek Half Balls to Daft Punk Helmets,” 1.2.
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fans. The practices and features of the Austen fandom resemble those of other more
transformational fandoms. Whether overtly subversive or conservative and nostalgic, fan
practices serve individual needs and desires. [ am wary of privileging resistance above
affirmation.

88 in which fans celebrate

Jenkins describes the “alternative social communities
and constitute alternative social networks apart from the mainstream. He says, “fandom
offers...an alternative reality whose values may be more humane and democratic than
those held by mundane society.”®® Fandom is not so much a removal from reality as it is a
strategic move toward an alternative. Jane Austen fandom may not exemplify the kinds of

resistance to hegemony that many media fandoms do, but the alternative community it

offers fans—mostly women—plays an important role in the lives of the individuals who

seek it out.

Am I a Jane Austen fan? [ have loved Jane Austen since I first watched—in a
single five-hour sitting—the 1995 BBC adaptation of Pride and Prejudice, known
affectionately to many as “the Colin Firth version.” I was in my freshman year of college
at the time. After seeing that production for the first of many times, I began reading
Austen, but it was not until after college when I had more time for pleasure reading that I
really began to appreciate Austen’s prose and by that time, the post-Colin Firth frenzy
was in full swing. Adaptations of Emma, Sense & Sensibility, and Persuasion were
becoming available. And as it happened, I was working in eighteenth-century costume in

Colonial Williamsburg as a historical interpreter by day and musician by candlelit night. I

8 Jenkins, Textual Poachers, 280.
¥ Ibid.

32



was, in a sense, living and breathing (and earning my livelihood) in a romanticized
American version of the era of Jane Austen’s youth. My roommate at the time was also a
Janeite and together we watched and rewatched adaptations, and compiled lists of actors
with whom we would recast our own adaptations. At that time, I believe I was a fan by
anyone’s standards. For a number of years after that period, I reread the novels, read a
few of the “sequels” and spin-offs, but eventually, Austen and I grew apart. As my
lifestyle changed, so did my interests. I still love Jane Austen and I never grow tired of
her prose, but I no longer deserve the designation fan. Having once whole-heartedly been
a Janeite, however, I am well positioned to fully appreciate those who are. And I can
nearly keep pace with their knowledge and enthusiasm.

As a scholar, [ enter the field from an interesting vantage point. I am like those I
study: I am white and female, and come from a privileged background that includes an
advanced education. I share an interest in and admiration for the same texts as those
among whom I interlope. I am admittedly not as committed to the texts, nor as engaged in
the activities of the fandom as the fans I have encountered. Many fan studies scholars are
upfront about their position in relation to the fans they study. Jenkins, for instance, claims
to be a “native.” He holds an insider perspective, despite his stance as an academic.
Among Janeites, being an academic is not uncommon, but my position is more
complicated than Jenkins’s. I am not an insider, but nor am I entirely an outsider.
Regardless of my actual position within the Janeite milieu, I certainly pass for a fan
thanks to my gender, class, education, and knowledge of Austen, even if [ do not

consciously try to.
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Fan practices today have precedence in the practices of the past despite major
changes in discourse made possible recently by the Internet and digital technologies.
Chapter 1, details the origins of American Austen fandom. I suggest that even before the
term was in use, nineteenth-century readers knew what it was to be a fan. Jane Austen
fandom did not, after all, spring fully formed from the head of Colin Firth in 1995. The
chapter reveals the place of Austen in the American public imagination through primary
sources, tracing the earliest forms of Austen proto-fandom in the mid-nineteenth century
through the moment before the first major Hollywood adaptation of an Austen novel for
the big screen in 1940. Austen’s readers have sought additional modes of entry into a
world they love to inhabit for much longer than previously understood. I suggest that
early fan practices are recognizable in three main modes of engagement: collecting
memorabilia, texts, and objects; writing fan fiction, or what Abigail Derecho more
capaciously refers to as archontic literature;*® and the practice of literary pilgrimage to
sites both real and fictional. I introduce these three modes in Chapter 1 with examples
from the nineteenth century. In the final three chapters, I take up in turn each of these
modes of engagement in greater detail, tracing their more recent history and theorizing
their cultural practice.

Chapter 2 picks up the history of Austen devotees in America in 1940, the
moment when MGM released its much-anticipated adaptation of Pride and Prejudice,
starring Greer Garson and Lawrence Olivier. Austen collector Alberta Burke of

Baltimore, Maryland documented this moment in detail in her Austen-related scrapbooks.

% Derecho introduced the term archontic as a more broadly useful term for encompassing
derivative literatures such as fan fiction and published spin-offs. | address the usefulness of this
term in greater detail in Chapters 1 and 4.
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In this chapter, I detail the devotion of Burke and three other contemporary Janeites who
enacted their enthusiasm for Austen by collecting Austenalia and creating scrapbooks
over several decades. These individuals’ scrapbooks exemplify several aspects of fan
practices familiar today: they represent in material form the affective experiences fans
seek and the knowledge culture that influences fan practices. Scrapbooking is a form of
leisure intended to be productive, representing a labor of love. These were collectors and
bibliographers whose scrapbooks were emblems of their devotion to Austen. Highly
capable amateur scholars, their protracted search for knowledge of Austen and her world
was conducted against the backdrop of the developing professionalization of novel
studies in the mid-twentieth century that attempted to codify legitimate forms of reading.
I suggest these scrapbooks can be understood through surrogation. They document years
of seeking and attaining objects and knowledge; each scrapbook allowed the creator to
relive and keep alive otherwise ephemeral experiences.

Like Chapter 2, Chapter 3 begins with a galvanizing moment in the history of
Janeites: the 1995 release of the BBC television adaptation of Pride and Prejudice. At the
very moment the Internet was becoming an indispensible part of daily life, this adaptation
burst into the collective imagination, driving the greatest ever resurgence in Austen’s
popularity. I explore the ways the visual culture of screen adaptations and the Internet
have influenced both the reception and creation of archontic works, including fan fiction
and spin-offs. In Austen fan fiction, for example, the visual influence of screen
adaptations is evident in the ways writers reference familiar settings and actors in their
reworkings of Austen’s narratives. These stories also evidence a manipulation of the

female gaze influenced by the visual pleasure that period dramas offer to women in
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particular. I suggest that like the material creations and collections covered in Chapter 2,
these archontic works provide opportunities for acts of surrogation as means to reaccess
Austen’s world and keep alive the affective experiences of fandom.

Austen has had admirers in America since she was first published here in 1816,
and since 1979, the Jane Austen Society of North America (JASNA) has institutionalized
this fandom into a highly organized and lively group of enthusiasts who celebrate the life
and times, and novels of Jane Austen with a large annual conference, and smaller,
regional events including literary teas, historic house tours, lectures, and dances. Chapter
4 briefly traces the history of JASNA and focuses on literary pilgrimage as a mode of
engagement. There are two types of pilgrimage associated with Austen fandom: attending
conventions and special events like those sponsored by JASNA, and travelling to Austen-
related sites in England. Separate from quotidian demands, these events and journeys
offer fans a chance to share in more social experiences of fandom and to imagine
themselves getting closer to Austen and her world. There is a consistent rhetoric evident
within representations of literary pilgrimage on screen and in the popular press, which
helps to inform the practices of fans and their expectations of the affective experiences
pilgrimage can offer. By entering the liminal space of the pilgrimage, fans enter into a
sustained illusion of an Other world—an Austen-esque world, representative of a simpler
past. In the liminal space of the pilgrimage, societal anxieties regarding the expected
behaviors for both fans and scholars of Austen are mitigated by performativity.
Pilgrimage of this sort requires resources of leisure time and money not available to all,
but for those with the means, it offers the pleasure of temporal displacement in ways that

fan practices within everyday life do not.
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Ultimately, this study demonstrates how applying theories of performativity to fan
studies sheds light on the practices and experiences of fans. Many, if not most,
Americans consider themselves fans or enthusiasts of at least one kind of text, which
broadly construed might include sports teams, television shows, authors, characters,
music artists, genres, celebrities, or films. It is crucial to understand better the prevalent

phenomenon of fandom as a cultural convention commonplace in American life.
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Chapter 1
A “Sense of Kindred”: Jane Austen and Transatlantic Literary Fandom, 1816-1940
To-day the world is divided between the elect and the profane—those who admire Jane
Austen, and those (one shudders to speak the phrase)—who do not.
--Montague Summers, address to the Royal Society of Literature, 1917.%
In the mid-twentieth century, American literary critic Lionel Trilling lamented a
trend whereby Jane Austen was frequently removed from “the proper confines of
literature,” and instead was read and loved in a manner that Trilling felt might be
considered “objectionable” or even “illicit,” and which stemmed from a self-
congratulatory and “extravagantly personal” form of admiration.”” Yet, Austen was not
solely within the “proper confines of literature” to begin with, and has long inspired very
personal forms of veneration among her fans. Precedents for loving Austen and her works
in all sorts of ways have a long history in the nineteenth century. And Jane Austen was
not alone: nineteenth-century American readers loved literature and adored writers. Long
before 1889, when the term “fan” first appeared, the practices of fandom were part of
American readers’ lives. By the time a word existed to name these practices, readers had
already begun to find ways to cultivate affective experiences outside of the act of reading,
demonstrating enthusiasm for the texts they most loved.
Like Shakespeare, Austen’s travels between highbrow and popular realms have

been complicated and unstable. Lawrence Levine has said that Shakespeare was

%' Quoted in Johnson, Jane Austen’s Cults & Cultures, 9.
*2 Trilling, “Emma and the Legend of Jane Austen,” 85. He explains that this tendency reveals the
human weakness of her admirers, driven by an impulse to “seif-flattery.”
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domesticated and humanized by nineteenth-century America, which “swallowed
Shakespeare, digested him and his plays, and made them part of the cultural body.””
This evocative metaphor could be applied to Jane Austen in that era, as well. Just as
Shakespeare’s plays were embraced as popular culture before they were canonized as
“classic” literature, so too were the novels of Jane Austen. In the first half of the
nineteenth century when Austen’s novels were becoming available to American readers,
contemporary fiction was generally considered the domain of popular entertainment, and
like most popular entertainments, novels attracted both proponents and detractors.”
Levine describes a “shared culture” in the first half of the nineteenth century, in which

“Americans, in addition to whatever specific cultures they were part of, shared a public

culture less hierarchically organized, less fragmented into relatively rigid adjectival boxes

than their descendants were to experience a century later.”

Austen’s novels were part of
this shared public culture. As popular media of the nineteenth century was “digested,”
opportunities were forged for new-—or expanded—maodes of engagement with
consumption; these modes greatly resemble practices of fandom familiar today.

Toward the end of the century, even as Jane Austen was being raised to the

highbrow pedestal reserved for classic authors, she remained the personal property of

readers among all the novel-reading strata of society. As was true with Shakespeare’s

 Levine, Highbrow/Lowbrow, 23-4.
% See James Eli Adams, “A History of Criticism of the Victorian Novel,” 62. Detractors of the
novel mostly included evangelical critics who feared the literary genre would corrupt female
virtue. Jane Austen playfully contradicts this notion throughout Northanger Abbey; in Pride and
Prejudice, Austen alludes to James Fordyce, whose published sermons included an indictment of
novels (with the exception of Richardson’s), which he feared were “in their nature so shameful, in
their tendency so pestiferous, and contain such rank treason against the royalty of Virtue,...that
she who can bear to peruse them must in her soul be a prostitute.” James Fordyce, “Sermon IV,
On Female Virtue” in Sermons to Young Women, 176.
% Levine, 9.
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plays, adaptations and spin-offs to Austen’s novels contributed greatly to her popularity
amongst broad American audiences.”® In the late nineteenth century, stage adaptations of
Austen’s novels became increasingly popular fare. Levine has said that Shakespearean
adaptations helped make the plays more understandable to audiences, but more
importantly they heightened the qualities in Shakespeare that particularly captivated
American audiences.”” The same can be said of Austen adaptations and alterations; by
1940, when MGM released the first film adaptation of Pride and Prejudice, Austen’s
novels had been canonized as classics, yet had continued to entice popular audiences
through adaptations on stage, radio, and finally, on screen.

This chapter offers a historical view of literary fandom and the ways readers
engaged in practices that made reading Austen into an affective, personal experience
even before the appearance of the adaptations and spin-offs that would later help make
these practices much more prevalent. How far back can we trace fandom, and still
recognize its features? Throughout this chapter I bring to light examples of what might be
considered proto-fandom, many of which have seldom been discussed, or in some cases
have not been viewed through the lens of fan studies. By drawing comparisons between
features of fandom recognizable today, and modes of engagement with literature visible
in the nineteenth century, I propose that forms of today’s Jane Austen fandom have
traceable origins as early as the 1830s. By 1940, the stage had been set for the burgeoning
participatory consumption among Austen fans in the twentieth century.

I acknowledge it is problematic to apply the anachronistic term “fandom” to past

practices when it was not in use until much later, but it is difficult to talk about a

% Ibid., 42.
7 Ibid.
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phenomenon without having a clear, common vocabulary with which to describe it.
propose that in fact the word fan is the best possible term to use to honor the lovers of
Austen who demonstrate a rather sophisticated and enduring affection. Whether one is
comfortable calling an Austen enthusiast a fan or not says more about perceptions of
highbrow versus popular culture and social distinction than it does about the actual
characteristics and practices of fandom.

I offer notable examples of proto-fandom that reveal fan practices commonplace
by the mid-nineteenth century. These practices take shape in three distinct modes:
participating in written forms that greatly resemble fan fiction, pilgrimage to literary
sites, and collecting personal treasures related to a favorite author. In this chapter I
introduce these practices in the context of the nineteenth century. In the following
chapters I return to these modes in greater detail and with more specific theoretical
consideration as I trace Austen fandom through the twentieth and twenty-first centuries.

For context, this chapter begins with a consideration of the history of the term
“fan,” and traces how previous scholars have viewed the earliest examples of
recognizable fandom. I then consider current definitions and assumptions about fans from
prominent scholars in fan studies, followed by key nineteenth-century examples of
American and transatlantic literary fandom that exemplify these definitions and
illuminate the history and ontology of fan practices and tendencies.”® The third section of
the chapter explores the place of Austen in the American cultural imagination. Using

print media of the 1820s through 1840s, I establish how the stage was set for an emerging

% America and Britain shared a common appreciation for Austen (in addition to other literature)
during the first half of the nineteenth century especially, fuelled by the constant demand in
American for British print media.
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Austen fandom by the mid-nineteenth century. In the chapter’s fourth section, I offer
evidence of early Jane Austen fandom, from the 1840s through 1860s, which took form
in three different modes of engagement still visible in fan practices today. I suggest that
Austen fandom predates the moment that most scholars agree spurred increased interest
in Jane Austen and her works, the 1870 publication of J. A. Austen-Leigh’s 4 Memoir of
Jane Austen. In the final section, I briefly explore how the already established fandom
grew rapidly between 1870 and 1940, as new ways for fans to embrace Austen emerged

in the form of spin-offs and adaptations at the turn of the twentieth century.

I. An Early History of Fans and Fandom

The term “fan” did not come into regular use until after 1889 when it became
fashionable in the U.S. to describe baseball fanatics as such,’® and yet several instances of
what we might now recognize as fandom come to light much earlier in the nineteenth
century, particularly surrounding literary figures. Many changes took place in the mid-
nineteenth century that laid the foundation for twentieth-century trends in celebrity
worship and certain forms of fandom. The rise of mass media, such as the penny press,
was enabled by advances in technology and communications infrastructure, and fuelled a
fascination with human-interest stories.'®® Cultural sociologist Joshua Gamson proposes
that this encouraged the circulation of especially fantastical, tragic, or spectacular stories,

which, by the end of the century, further fuelled the public imagination through the

% OED Online, s.v. "fan, n.2," accessed March 13, 2013,
http://www.oed.com.proxy.wm.edu/view/Entry/68000. The OED provides a mention of “fans” in
the Kansas Times and Star in 1889 as the first instance of its use. By 1915, the term was being
applied to those who were fanatic for movies and theatre.
1% Gamson, Claims to Fame, 19-22. See also Braudy, Frenzy of Renown, 380-389.
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ubiquitous inclusion of photographic images in print media. Gamson claims photography
encouraged the publicizing of celebrity through dissemination of likenesses.'®"

Leo Braudy and Mikhail Bakhtin have traced the rise of proto-fandom even
earlier, to eighteenth-century Europe. Braudy suggests that the inclination of audiences to
be obsessively curious about famous individuals began occurring with the spreading fame
of men such as Jean-Jacques Rousseau. Early enthusiasts—whom Braudy refers to as
fans—sent letters and made pilgrimages in search of an intehse identification with
famous writers and, in some cases, with the literary worlds they had created.'® Braudy
claims that the fame that surrounded Rousseau rendered him into an object of
fascination—a mere aura—molded by his audience to their own desires. Never before
had an audience taken to so actively shaping and defining its idols; this is, for Braudy, the

103

marker that distinguishes a passive audience from a fannish one.”” The term “fan,” he

suggests, is in such instances preferable to “audience,” in order to distinguish “a new
quality of psychic connection between those who watch” and those who perform.'®
Mikhail Bakhtin also historicizes the rise of fans in the second half of the
eighteenth century, referring to the unique “local cults” that emerged around literary
works such as Samuel Richardson’s Clarissa. Bakhtin points to a “certain reorientation of
the artistic image with respect to actual reality,” through which readers felt impelled to

visit actual sites where fictional events had taken place.'® As prime example, Bakhtin
p p p

offers Goethe’s fairy tale for children, “The New Paris,” which associates fantastical

101
102

Gamson, 19-22.

Braudy, Frenzy of Renown, 380-389.

' Ibid., 381.

'“ Ibid., 380.

' Bakhtin, Speech Genres and Other Late Essays, 47.
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events with an actual segment of Frankfurt’s city wall. Goethe used a precise, evocative
description of the place that left no doubt as to its true location, leading young readers of
the fairy tale to make pilgrimages to the spot. Bakhtin suggests that it was the mixing of
“real spatial markers with fantastic ones” that encouraged the development of this “local
cult” around the literary work.'%

Evidence of readers’ desire to possess commodities that sentimentally correlated
to beloved books appears almost as early as the impulse of fans to visit pilgrimage sites.
Elizabeth White Nelson suggests that by the mid-eighteenth century, sentimental
literature began to stimulate the creation of spinoffs in the form of commodities,
signifying a “relationship between sentimental narratives and commodities™ at the heart
of market culture.'”” Fans of Richardson’s Pamela could purchase items including straw

1'% This trend continued

bonnets, teacups, engravings, and paintings related to the nove
into the nineteenth century and encompassed not only literature but also performances of
sentimentality; singer Jenny Lind’s name and likeness were found on a wide range of
objects, including paper dolls, brandy, teakettles, and sleds, meant to evoke the
sentimentality of her performances.'® Such objects help collapse for consumers the
distance between cultural habits like reading and attending performances, and buying and

using things that represent taste and affinities.''® Nelson argues that novels encouraged a

new form of performance: “reenactments of manners, gestures, and rituals from the novel

19 1bid., 46, 47.
107 Nelson, Market Sentiments, 215.
198 fbid., 216.
1% 1bid., 223-4.
"0 1bid.
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recast as part of the reader’s life.”''! The spinoff commodities readers purchased became
a material means to both represent and experience fandom.

Cultural historian Daniel Cavicchi credits Western industrial capitalism and the
social changes it precipitated with the rise of fandom.''? Broader audiences gained access
to ever-increasing varieties of performances and print materials, which in turn
encouraged new, more inclusive forms of social discourse and engagement. Cavicchi
traces fan practices among nineteenth-century music lovers in America. These music fans
kept diaries to document the performances they attended, recording the emotions they felt
at different moments; they made pilgrimages to sites associated with great European
composers; they collected memorabilia and sheet music; they reproduced the experience
of concert-going at home with amateur performance; and they formed idealized
connections with star performers such as Jenny Lind."'"

However there was a downside to this surge in audience engagement: fan
practices began to draw the ire of critics who decried modernization and for whom fans
typified the very changes in society they scorned. For critics of social and cultural
change, past and present, fans represent the most negative effects of media and
modernization.'"* Most of these detractors are concerned less with what fans are doing,
than the extent to which they are doing it. Yet it is the extent of fans’ engagement that is
fundamental to current definitions of what makes a fan. The feature of fandoms that

critics most deride is the very thing that fan scholars celebrate as a hallmark of fandom:

" Ibid., 240.
"2 cavicehi, T ramps Like Us, 5.
"3 Cavicchi, “Loving Music,” 235-246. See also Cavicchi, Listening and Longing.
14 Cavicchi, Tramps Like Us, 6. See also Jenson, “Fandom as Pathology: The Consequences of
Characterization.”
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obsession. A Janus-faced word, on one side it epitomizes drive and devotion, and on the
other, delusion and deviance.

Cavicchi suggests that fans are distinguished from more casual consumers
because they view the object of their enthusiasm and the associated practices they engage
in as central to their lives rather than a mere diversion. Matt Hills defines fans with
regards to several key traits: fans are obsessed with a particular text; they retain detailed
information about that text and can quote favored segments; they are highly articulate
about their fandom; and they have a tendency to interpret texts in “a variety of interesting
and perhaps unexpected ways.”' "> Perhaps most importantly, fans participate in
communal activities, and are not isolated or atomized readers/viewers.

This communal aspect of fandom is further explained and indeed emphasized in
the definition offered by Henry Jenkins, who characterizes fans as acting within an
interpretive community through distinct yet interconnected dimensions of fan culture.
According to Jenkins, fans engage in particular modes of reception and traditions of
cultural production and they form alternative social and cultural communities, within
which they are active participants working to shape the very texts they consume.'"®

This foregrounding of community in the study of contemporary media fandoms
makes sense given the great capacity for connection between fans made possible by the
infrastructures of modern society. Even in the more atomized world of the nineteenth
century, the role of personal correspondence and circulating print media provided a social
category and mode of participation for fan communities that the examples in the

following section will illustrate. The social modes of literary fans are not unlike those

S Hills, Fan Cultures, ix.
"' Jenkins, Textual Poachers, 1-2.
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seen today, in which fans—through performative means—seek personal connections to
texts and authors, pursue affective experiences related to their reading through acts of

play, and seek out a physical link through material objects.

II. A “Sense of Kindred”: Proto-fandom in Nineteenth-Century Transatlantic
Literary Culture

In Louisa May Alcott’s Little Women (1868), the March sisters enjoy an
entertainment derived from an activity rather like the writing of a fanzine, inspired by
their admiration for Charles Dickens.'"’

As spring came on, a new set of amusements became the fashion, and the

lengthening days gave long afternoons for work and play of all sorts....One of

these was the “P.C.”; for, as secret societies were the fashion, it was thought
proper to have one; and, as all of the girls admired Dickens, they called
themselves the Pickwick Club. With a few interruptions, they had kept this up for

a year, and met every Saturday evening.... Three chairs were arranged in a row

before a table, on which was a lamp, also four white badges, with a big “P.C.” in

different colors on each, and the weekly newspaper, called “The Pickwick

Portfolio,” to which all contributed something; while Jo, who reveled in pens and

ink, was the editor.''®
Alcott followed this description with a comical and charming example of the “Pickwick
Portfolio,” containing poems, jokes, sensational stories, and advertisements. The real-life
Alcott sisters, on whom the March girls were based, had a Pickwick Club, and examples

of their actual “Pickwick Portfolio” survive today.''® It is from among these original

Portfolio entries, written between 1849 and 1853, that Alcott excerpted the selections

"7 Incidentally, Alcott has garnered comparisons to Jane Austen. G.K. Chesterton wrote, “I do
not hesitate to name Miss Alcott by the side of Jane Austen; because her talent, though doubtless
inferior, was of exactly the same kind.” Little Women, Modern Library Edition, 497.
118 Alcott, Little Women, Modern Library Edition, 98-99.
" Alcott, 481n4.
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found in Little Women.'®® The fannish admiration of Dickens documented by the Alcott
sisters and represented by the fictional March sisters in the novel was surely meant to be
a familiar scene to readers in the mid-nineteenth century, not an outlandish one; these
were young women engaging in good clean fun, not eccentric or deviant pursuits.

However, not everyone viewed all forms of fan devotion or behaviors exhibited in
the mid-nineteenth century with equanimity. Writing in the London and Westminster
Review in 1839, social theorist and essayist Harriet Martineau described with
disparagement the rise of what she termed “literary lionism,” but which we might today
recognize as proto-fandom.'?' The “Lion,” as she called the proverbial literary genius,
represented “the ‘interesting creature’ round whom young ladies flutter, with bashful
praises of his ‘divine poem.’”'* And the “Lionizers,” represented fans, young ladies
specifically, driven to utter “urgent requests for ‘one line’ for each of their albums.”'*
Martineau teased that lion and lionizer were locked in a symbiotic relationship, whereby
the author soaked in much needed praise and adoration and was obligated to perform his
greatness in public, so that the lionizers—the fans—might collect treasured objects
associated with the lion to be “locked up in lavender, cherished like a gem.”'**
Martineau’s censure of these literary fans resembles the response prompted many
decades later by movie-struck girls of the early cinema days.

Books, complained Martineau, had become commonplace, and were no longer the

“scarce fruit of solemn and protracted thought,” but instead had been made available for

120 Shealy, “Louisa May Alcott’s Juvenilia,” 15-18.
121 Martineau, “Literary Lionism” London and Westminster Review 32 (April, 1839): 139-150.
122 Ibid., 139.
3 Ibid.
2 Ibid.
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anyone.'> In her view, this led to the development of a broad class of lions as well as
lionizers, each dependent on the other. The rise of adoring literature fans furthermore
fueled the increase in popular literature. Martineau ostensibly blamed “the deterioration
of literature” and the mediocrity of public intellect on the emergence of fan culture.'®
Martineau allowed that the fandom surrounding literary figures originated in
commendable sentiments, such as those “in veneration for intellectual superiority, and

gratitude for intellectual gifts.”'*’ After all, Martineau referred to Jane Austen as the

”128 ”129

“queen of novelists,” ~* and read the novels “again and again.” =~ Her greatest complaint
was not that fans adored their lions, nor that literature had become available to a wider
segment of the populace; she actually celebrated that literature had “interested a different
order of people from any who formerly shared its advantages.”'*° Rather, much like
Lionel Trilling more than one hundred years later, she complained that the flattery of
genius, formerly a “noble” pursuit, had been degraded by lower forms of selfishly-based
admiration. She lamented, “as the blessings of literature spread, strong personal gratitude
mingled with the homage.”"' With a bit of a sneer she imagined readers who, “on the
heath, or in the shadow of the wood, whispered to themselves, with beating hearts, while

3

communing with some mastermind, ‘I also am a poet.”” These readers, she opined,

' Ibid., 141.
126 1hid.
27 1bid., 139.
128 Halsey, Jane Austen and her Readers, 173.
12 Amanda B. Harris, “Jane Austen,” in Good Company 6, (1881): 462. Google Books, acc.
March 31, 2013. Good Company was a literary magazine published in Springfield, MA.
139 Martineau, 140.
1! Ibid. Emphasis mine.
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“could not hear the very names of Chaucer or Shakespeare without a glow of personal
interest, arising out of a sense of kindred.”"**

This “sense of kindred,” as Martineau called it—a personal attachment to
literature—sounds similar to the experience of fans yearning for a connection with the
likes of Walt Whitman or Elizabeth Barrett Browning, both of whom were well aware of
readers’ strong reactions to their work and avid curiosity about their lives. What
Martineau disparaged about readers’ devotion to literary celebrities in 1839, Henry
Jenkins and others today would view as laudable participatory consumption.

Walt Whitman inspired messianic devotion and admiration on both sides of the
Atlantic; his admirers included Bram Stoker, Oscar Wilde, and individuals recognized by
their contemporaries as great men of letters. These admirers formed societies and made
pilgrimages, and some of his disciples even came to believe that Whitmanism might
become a form of religion to rival Christianity.">* Eagle Street College, a literary society,
was formed in 1885 in Bolton, England by James William Wallace to discuss and
celebrate the works of Whitman.

After reading and falling in love with Whitman’s Leaves of Grass, Bram Stoker
felt the urge to connect as directly with Whitman the man, as he had with his words.
Stoker, besotted with Whitman’s ideals and persona, wrote to the poet as many young
fans have done, in the guise of friendship: “If I were before your face I would like to

shake hands with you, for I feel that I would like you. I would like to call you Comrade

"2 Ibid., 147.
133 Robertson, Worshiping Walt: The Whitman Disciples, 9.
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134 The sentiment is much

and to talk to you as men who are not poets do not often talk.’
like the letters young fans write to favorite celebrities today. In a fervently personal
manner, the twenty-five year old Stoker continued, “I have been more candid with you—
have said more about myself to you than I have ever said to any one before.”'** He did
not send this letter, written in 1872, until four years later, when he found himself moved
to express his admiration yet again to Whitman, and mustered the courage to mail
multiple letters at once to his idol. Three weeks later, Stoker received a warm, if brief,
response.*®

Whitman was not the only object of Bram Stoker’s adoration. Stoker was also an
avid fan of actor Henry Irving, and followed his career so closely that he was eventually
pulled into its orbit; he worked in a partnership with Irving for over twenty-five years,
writing drama criticism and managing Irving’s Lyceum Theatre. Stoker’s fandom is
fraught with sexual tension and frustration. With both men he sought a psychic
connection, akin to what Leo Braudy describes as characteristic of fan engagement.
Indeed, Stoker’s fandom became central to his career and aspirations; his fandom was
central to his life, as Cavicchi describes of typical fans.

An activist, working to shape his beloved texts, Stoker’s fandom resembles fan
activism described by Henry Jenkins. He sought to edit lines from Whitman’s works that
mainstream Americans found objectionable so that the poet would forever be found on

the bookshelves of every home in America, rather than be censored and then forgotten.

' Bram Stoker quoted in Hindley “When Bram Met Walt.” Humanities Vol 33, 6
(November/December 2012), no page numbers, http://www.neh.gov/print/8456.
15 Stoker quoted in Hindley, no page numbers.
136 Hindley, no page numbers.

51


http://www.neh.gov/print/8456

Stoker felt the sacrifice of a few lines of poetry was worth ensuring his idol’s lasting

renown. 137

Elizabeth Barrett Browning was keenly aware of reader’s tendencies toward
obsessive adoration, and in fact was herself a fan of other writers. She cultivated her own
fans even as she engaged in fan practices herself. Browning described herself as “capable
of all sorts of foolishnesses,” admitting that upon receiving a letter of praise from
Wordsworth, her response was to kiss it.'*® Reminiscent of Harriet Martineau’s lionizers,
a droll Browning admits, “I might, if [ were tempted, be caught in the overt act of
gathering a thistle because Wordsworth had trodden it down.”'*

Following the 1856 publication of her blank verse novel Aurora Leigh, about the

life of a young woman writer who achieves literary success and inspires fans, Browning

140

received fan mail that she found extravagant. " Browning described the “mania” the

poem caused among “quite decent women” reacting with “a sort of effervescence” that

astonished her.'"!

The letters to Browning from her fans describe the ways they
experienced their love of her work: one had a portrait painted of herself in the garb of
Aurora (which itself imitates an act of fandom that takes place within the work); some

fans memorized long passages of Browning’s writing, and others wrote their own poetry

in response.'

7 Ibid.
18 Eisner, “”Elizabeth Barrett Browning and the Energies of Fandom,” 86.
1% Elizabeth Barrett Browning quoted in Eisner, 86.
0 Bisner, 85.
! Browning quoted in Eisner, 85. From a letter written in December 1856.
"2 Eisner, passim. Susan B. Anthony inscribed her copy of Aurora Leigh, which she gave to the
Library of Congress, “This book was carried in my satchel for years and read and reread—I have
always cherished it above all other books.” Eisner, 97.
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Deidre Lynch claims, “Jane Austen fosters in her readers, as most other literary
giants do not, the devotion and fantasies of personal access that are the hallmarks of the
fan.”'® Lynch is only half correct: Austen has indeed inspired devotion and fantasies of
personal access, but as the previous examples of nineteenth-century fans illustrate, so too
have many other literary figures. As Martineau’s complaint demonstrates, the
phenomenon of literary fans’ personal identification with texts and authors was already
prominent enough in 1839 to be remarked upon as the sense of kindred that readers felt
toward the likes of Chaucer and Shakespeare. The sentiments, especially, but also the
practices of fandom were already familiar throughout the nineteenth century and paved
the way for the fandoms of the twentieth century.

Taken together, the above examples of transatlantic nineteenth-century literary
fandom illustrate how by 1887, when Sherlock Holmes burst onto the literary scene, the
public was primed for a fanatical response to the detective and his adventures. Holmes
fans appeared immediately. When Doyle killed off his eponymous detective in “The
Final Problem” in 1893, the fans became activists. Holmes devotees were so shocked and
hurt by the detective’s death that they wore black armbands in public, and wrote scathing
letters to Doyle and his publisher in protest. Thanks to the fans, Sherlock Holmes
returned from the dead ten years later in a new set of stories. Sherlockians view a 1902
letter from Frank Sidgwick to “Dr. Watson” published in the Cambridge Review as the
first-ever example of “Holmesian speculation,” a main facet of the Holmes fandom in

which one writes as if the characters of Doyle’s stories are real people, and speculates, as

143 Lynch, “Cult of Jane Austen,” 111. Original emphasis.
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Holmes himself might, explanations for the discrepancies that riddle Doyle’s plots.'**

The flagship society in honor of Holmes (and to a lesser degree his creator), the Baker
Street Irregulars, was started in 1934 and continues to hold yearly gatherings in New
York City; it remains an invitation only society.'*’

It is not only the realm of literature where such devotion to celebrity and genius
can be found in nineteenth-century America. Daniel Cavicchi has shown that nineteenth-
century music lovers were also frequently caught up in precisely this kind of star-struck
personal attachment to performers such as Jenny Lind and other traveling virtuosos. Fans
of Lind especially stressed the goodness of her character, and sought to fill in the public

image of the star with details of her personality. The shrewd P.T. Barnum promoted Lind

to the public as simple, innocent, and good, portraying her character to appeal to the
audiences’ personal sensibilities regarding womanhood.'*®

Contemporaneously, a similar mythos of moral and agreeable womanhood was
used to promote Jane Austen. Indeed the notion of Austen as a quiet, young Christian
woman of good education and pedigree but little experience in the world was used by
tastemakers as further proof that her novels were of good quality and worth reading, even

for impressionable minds. Below I trace how legitimate society, including especially

taste-making literary periodicals, argued in favor of novels such as those by Jane Austen

14 «Sherlock Holmes,” Fanlore Wiki, last modified May 26, 2014,
http://fanlore.org/wiki/Sherlock Holmes#History.

15 «Sherlockian Scion Societies,” http://www.sherlockian.net/societies/bvw.html (accessed
November 5, 2013). Current chapters of the Irregulars, called “scions,” gather to do all manner of
things, including raise funds to distribute large print editions of Doyle’s works to hospitals and
nursing homes. A scion known as The Shadows of the Elms creates videos known for an exacting
style and impeccable use of canon, which are written, directed, and performed by members, and
for which members create costumes, sets, and props. Other groups produce radio plays, both
historic and original, to be performed at meetings.

146 Cavicchi, “Loving Music,” 239,
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because of the good morals and suitable didactic aims to be found within them. The
history of the nineteenth-century reception of Jane Austen, although not the subject of
this chapter, per se, is its foundation, and reveals the place of Austen within the cultural

imagination and how her reception opened the door to her fandom.

IIL. Jane Austen in the Press: Performing Jane in the Cultural Imagination, 1830-
1850

Some Austen scholars credit the publication in 1870 of A Memoir of Jane Austen
by Austen’s nephew, J. E. Austen-Leigh, with generating increased interest in Austen and
her novels, as well as initiating the type of intimate personal interest in the author that has
become a prominent feature of the fandom.'*” Referring specifically to British readers,
Lynch argues it was following the publication of this first-ever biography when “readers
began thinking of Austen as an author with whom they might be on an intimate, first-
name footing.”'** American readers and admirers of Austen, too, exhibited a sense of
something deeply personal about their involvement with the author of their beloved
novels. However, as Tamara Wagner has proposed, fervent love of Austen began
“decades earlier than analyses of her canonization and the publication of biographies at

first suggest.”'* Similar to my own findings, Wagner’s examination of early Austen

"7 Cf. Lynch, “Cult of Jane Austen”; Johnson, Jane Austen’s Cults and Cultures.
'8 Lynch, “Cult of Jane Austen,” 112. Lynch also points out the publication of the Memoir
coincided with an expansion in the UK of public education, and a burgeoning popular press,
which contributed to the increase in readership.
2 Wagner, “Mrs. Hubback’s The Younger Sister,” no page numbers.
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sequels and spin-offs proves a longer history of the personal uses of Jane Austen in the
Victorian era than many scholars recognize.'*’

Lynch and others are correct that the years from 1870 to 1900 saw an increase in
Austen readership and fans. I suggest that the first-name-basis devotion to Austen arose
much earlier; it was not the biographical descriptions in the Memoir, nor the coining of
the term “Janeite” by George Saintsbury in 1894 that made this phenomenon come about.
Rather, the phenomenon was already in progress, and Saintsbury merely gave it a name.
That “Janeites” was avidly picked up and used, means the idea was already in circulation
and familiar, it had only needed naming."'

From the 1870s, Austen was a “popular” author in the U.S., in the sense that her
books were being marketed to a wider audience in more affordable editions. In part, this
increase in readership was due to the sudden demand for “classic” literature in both
America and Britain, but it is also true that Austen had been considered both classic and
popular for several decades prior, and more to the point, that Austen had enjoyed steadier
readership and interest in America throughout the middle of the century than many
Austen scholars have previously acknowledged.'*

In her dissertation on reading Jane Austen in America, Anne-Marie Scholz traces

the development of a literary tradition for women that centered on ordinary life and how

130 Wagner, no page numbers. The earliest sequels include Catherine Anne Hubback’s 1850

completion of Austen’s The Watsons, and the attempt by Austen’s niece, Anna Lefroy, to

complete Sanditon in the 1830s. These have been written about in other contexts; since they do

not provide insight into American fandom, 1 do not discuss them here. They are, however,

arguably fannish. See Wagner; Lynch, “Sequels”; Grey, The Jane Austen Handbook.

"' By 1924, the term made its way into Rudyard Kipling’s story of fellowship in the First World

War entitled “The Janeites.”

132 Eor instance, Claire Harman states that between Austen’s death, and the publication of the

Memoir in 1870, Austen “was hardly mentioned in the public sphere.” Harman, Jane s Fame, 95.
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this tradition was used to contain an emerging class of women writers.'® Scholz analyzes
the reception of Jane Austen in nineteenth-century America by focusing on the responses
of elite readers: John Marshall, Joseph Story, Eliza Susan Quincy, William Dean
Howells, and Henry James. Austen’s novels, she proposes, informed emerging discourse
about female i1dentity and the domestic sphere in the early nineteenth century. Her
argument is built on the premise that literary standing is fluid and shifts as the political
needs of readers, and moreover, tastemakers and culture bearers, change. Scholz was the
first to give more than casual attention to the responses to Austen by elite American
readers in this period, and she argues compellingly in favor of the strong impact Austen’s
novels had on her readers. She wrongfully claims, though, that Austen was not widely
read in the nineteenth century. The publishing history of her novels in the U.S., and of
mentions of Austen and her works in magazines and newspapers make clear that her
audience was wider than a handful of elites. Austen’s name appears in newspapers from
Portland, Maine to New Orleans and San Francisco, as booksellers announced newly
available titles and the literati espoused her virtues in editorials.

The earliest editions of the novels available in America between 1811 and 1832,
were so costly that only wealthier readers could afford to purchase the books, but many
readers may have encountered the books in circulating or subscription libraries or in the

private collections of acquaintances.'**

Between 1832-1869, cheaper editions of the
novels began to appear.'> The Bentley Standard Novels editions were advertised to

middle class readers in 1833, and Godey’s Uniform Editions were made available in

'3 Scholz, “Domesticating Female Mastery: Reading Jane Austen in America, 1826-1926,” ix.
134 Halsey, 110. While it is safe to assume that Austen’s novels were available in libraries, Halsey
points out that evidence indicating the extent of Austen’s circulation is scant.
*** Ibid.
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their reach and their influence.'® By the 1870s, about 4,295 inexpensive weekly
magazines enjoyed a combined circulation of 10.5 million, which was roughly one third
of the U.S. population.'® This popularity came with an awareness shared among editors
and writers of periodicals’ educational, nation-building potential.'®> Magazines, says
literary scholar Mark Noonan, were part of a “reassuring ‘symbolic universe’ that
signified the manner in which a broad spectrum of Victorian Americans should act, think,
and conceive of the world.”"®? Part of a rising concern among the upper class in the
second half of the nineteenth century over stewardship of American culture,'®* the
publishing houses of the Northeast saw themselves as needing to guide and improve the
tastes and manners of the middle classes across all the regions of the growing nation.'®
Periodicals were an important part of a burgeoning worldview that encouraged American
readers to “revere culture, to actively pursue mental cultivation and good manners, to
heed Christian ethics, and to view America as eternally progressing and rightfully
propelled by the upper classes.”"®

In this context, Austen’s novels were poised to offer American readers both high

culture (as a recognized great English writer of “classics™), and a picture of moral, upper

'® Ibid., 14 and passim.

'! Ibid., 5 Between 1830 and 1890 the U.S. saw many transformations that allowed the

flourishing of periodical circulation: technological developments in printing; increased

distribution made possible by railroad and postal routes; rising literacy rates due to expanded

public education; and economic and population growth.

‘2 Ibid., 6.

163 Noonan, Reading The Century Illustrated Monthly, xi.

' 1bid., x. See also Conn, Museums and American Intellectual Life, DiMaggio, “Cultural

Entrepreneurship.” DiMaggio has suggested that distinctions between high and popular culture in

America appeared in the second half of the nineteenth century, as urban elites, which he calls

“cultural capitalists,” sought to build organizations capable of isolating high culture and

differentiating it from popular culture (374).

1% Noonan., xi.

'% Ibid., xi. See also Langston, “Sarah Josepha Hale’s Rhetoric of ‘Mental Improvement.’”
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class womanhood that suitably reinforced Victorian values. Through periodicals Austen’s
presence in the American cultural imagination is brought to light; scholars studying
Austen’s reception have mostly overlooked this body of evidence. Nearly all the reviews
and mentions of her novels found in nineteenth-century periodicals emphasize the
goodness, morality, and sensibleness of the novels, not just their quality. That they could
educate as well as amuse, and lacked objectionable material, coarse satire or
sensationalism made the novels suitable for the widest possible readership—for both men
and women. I contend that evidence in American periodicals reveals the role of the
novels in readers’ lives, suggesting that reading Austen in Victorian America was a
performance of virtue. Moreover, as | demonstrate below, discussions of Austen’s novels
in taste-making periodicals enacted a performance of the praising of virtue by applauding
Austen’s character and the quality of her novels.

Emma was the first Austen novel made available by an American publisher. In
1816, a small printing of an unknown quantity was produced.'®” It was not until 1832 that
the other novels began to appear in American editions, so it seems that the small printing
of Emma did not initially create much demand for more works from the author.'®®
However, when Pride and Prejudice first appeared in August 1832, its success prompted
the publisher, Carey & Lea of Philadelphia, to rapidly follow up over the following
months with the rest of the novels: Persuasion in September; Mansfield Park in
December; Northanger Abbey in January 1833; and Sense and Sensibility in February.
The second American edition of Emma appeared in June 1833. The 1832 edition of Pride

and Prejudice was produced in an edition of a cautious 750 copies, but subsequent

' Today only four copies of this edition are known to exist.
18 Gilson, “Jane Austen’s ‘Emma’ in America,” 518.
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publications of the other novels were increased to 1,250 copies.'® This success is
moderate but clear. Just six years later, in 1838, the same firm (now called Lea, Carey, &
Blanchard), published the first American collected edition of the six novels, and then in
1845 produced, once again, separate editions of the individual novels.'™

Between 1816 and 1832 it is unclear how many Americans had access to the first
American edition of Emma, or any of the English editions of that or other novels by
Austen through book sellers or libraries. The first mention of Austen or her novels in an
American periodical I have found was in an 1820 edition of the Boston-printed
Atheneum, or, Spirit of the English Magazines; in it a paragraph was devoted to Jane
Austen among worthy writers of “Female Literature of the Present Age.” The fact that
this praise for Austen was extracted from an English magazine, New Monthly Magazine,
does not inspire much confidence that Austen’s work had become known in the U.S. by
that time. However, Anglophile readers of the Atheneum would have been alerted to
Austen’s value by this glowing review: “We turn from the dazzling brilliancy of Lady
Morgan’s works to repose on the soft green of Miss Austen’s sweet and unambitious
creations.” The article then listed the four Austen novels available at that time, which, the
writer claimed, “have a simple elegance, which is manifestly the natural and unlaboured
result of a singularly harmonious mind.” Furthermore the books were recommended

because, readers will find themselves disposed “to pensive musing,” as Austen

1 Ibid., 519.
I Ibid., 525.
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never have written this sweet story of love [Mansfield Park] without having experienced
it herself, with all its rapturous enjoyments and torturing fears.”®’

By the 1840s, Austen’s name was well enough known to avid readers of
literature, that the North American Review could drop her name by way of comparison to
a brand new work, such as Lady Georgiana Fullerton’s Grantley Manor, without needing

18 To those

to first explain who she was or to remind readers of what she had written.
who truly loved her, she had become “dear Miss Austen™:

Miss Austen,—dear Miss Austen,—who never says a brilliant thing, nor paints a

perfect character,—who is neither witty, nor passionate, nor eloquent,—is still

minute, homelike, and true; and by these qualities alone, she twines about the

inmost fibres of her readers’ hearts. '®

The above examples of the way Austen was discussed in periodicals of the 1830s
set the stage for the emerging of a fandom beginning in the 1840s. Even though little
would be known about her until 1870, the adoration of Austen was already strong by this
time, and the language used to describe her works—particularly in the 1840s—reads like
the rapturous outpourings of today’s fans and enthusiasts. These lovers of Jane Austen,
writing in the pages of widely circulated periodicals, performed their own good taste and
virtue. By performing the praise of Austen’s novels as well as her character, they aligned
themselves with the Victorian ideals she represented to the reading public.

The following section outlines three modes of engagement beginning in the 1840s

in America that represent this emerging proto-fandom, including the writing of fan

fiction, literary pilgrimage, and the collecting of material objects related to an obsessive

' Ibid.

184 «“Novels of the Season,” The North American Review 67, no. 141, October 1848: 367-8.

Making of America, acc. June 22, 2014, http://ebooks.library.cornell.edu/n/nora/.

185 “Sparks’s Life and Works of Dr. Franklin,” North American Review 59, No. 125, October

1844: 453. Making of America, acc. June 22, 2014, http://ebooks.library.cornell.edu/n/nora/.
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engagement with the beloved author and her works. The examples below demonstrate, as
I have suggested, that Jane Austen had devotees and enthusiasts well before the 1870
publication of the first Austen biography. It was not that the Memoir provoked sudden
interest in Austen, as other scholars have suggested, but rather that it supplied an already
existing demand from hungry fans, wanting more: a market, ready and waiting for just

such a personal insight into Austen’s life.

IV. Three Modes of Fandom, 1840s-1890s: Fan Fiction, Pilgrimage, and Collecting

i. Early Examples of Austen-related Archontic Works

Eliza Leslie (1787-1858) was an early fan of Austen. An American author, Miss
Leslie, as she was known, gained popularity for her numerous cookbooks, books on
etiquette, and works of short fiction. She also edited an annual gift book in the 1830s, The
Gift, which included works by Lydia Sigourney and Henry Wadsworth Longfellow,
among others. One of her works of fiction, “The Beaux, A Sketch,” was published in five
serial installments in Godey’s Lady’s Book between January and May of 1842. A
frivolous yet didactic story about young women of courting age in Philadelphia, “The
Beaux” brings to mind several obvious analogues to characters and plot devices found in
Austen novels. I propose that this work resembles today’s fan fiction; it is an example of
derivative literature, or what Abigail Derecho has called archontic literature. While it is
perhaps anachronistic to name this work fan fiction, it is certainly archontic, and
moreover | suggest it is the earliest example of Austen-related archontic fiction yet

discovered. Published in 1842, “The Beaux” predates the first recognized Austen spin-
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off, Catherine Anne Hubback’s The Younger Sister (1850), which turned Austen’s
incomplete work The Watsons into a lengthy Victorian romance.'®

Borrowing the term archontic from Jacques Derrida, Derecho has suggested a
better context for approaching literature such as fan fiction as well as the sorts of sequels,
spin offs, and imitations that appear in professionally published spheres.'®” Archontic
describes more appropriately than terms such as “derivative” the intertextuality at the
core of fan fiction, referring to the nature of the archive—the world of the text—as ever-
expanding and always open-ended. Archontic highlights the fact that new versions of
texts deliberately locate themselves within the world, or archive, of the original text and
do so in creative and original ways. Derecho explains, the archontic text does not “violate
the boundaries of the source text”; it adds to the text’s archive, becoming a part of the
archive and expanding it. Most importantly, the archontic text offers variations on the
primary text and explicitly reveals them as such.'®®

Furthermore, I would suggest that certain writing practices found within the
creation of archontic literature characterize it as performative: the play at the heart of
intertextuality, and the double-consciousness of both reader and writer that the work is
not the original, yet is not not the original.'®® Like theatre which draws its raw materials

from an original source, recombining and referencing familiar elements of the “real”

' Wagner, “Mrs. Hubback’s The Younger Sister,” paragraph 2. Austen’s niece Anna Lefroy
attempted to finish the incomplete Sanditon, but it was left in fragments until published in 1983.
187 Derecho, “Archontic Literature,” 64-5. Derecho prefers archontic to derivative or
appropriative because it avoids potentially derogatory connotations associated with the latter
terms, which imply that a work will necessarily be lesser or somehow stolen from the original.
N.B., Abigail Derecho is now known by the name Abigail De Kosnik.

' Derecho, 65. I will return to theoretical concerns regarding archontic literature in Chapter 3.
' Carlson, Performance, A Critical Introduction, 49.
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world to construct a fictional one,'”° archontic literature references and recombines
existing elements from the “real” text to form something new. Both the author and reader
of an archontic work therefore experience an awareness, or double consciousness—Ilike
that experienced by performers and audiences in theatre—that the archontic work is both
real and not real. In Chapter 3, I return to archontic works, suggesting furthermore that
they are a form of participatory culture through which readers and writers derive meaning
and affective experience through performative acts of what Joseph Roach has called
surrogation. Here, without the benefit of evidence of nineteenth-century readers’
reactions to the works discussed below, I focus on the creative ways early writers of
Austen-related archontic literature weave allusions to Austen’s works into their
narratives, creating a performative text.

Writers create archontic literature when they are both fascinated and frustrated by
their favorite texts and narratives; subordinate groups—especially women—have used
archontic literature to work against dominant culture as a means to record, express, and
publicize their opinions for over four hundred years.'*' Eliza Leslie seems to have
become part of this long tradition when she wrote “The Beaux.” The story is built upon
allusions to characters and conceits lifted from Austen’s corpus, yet Leslie revised certain

notions that frustrated or troubled her.'”* As a writer, she performs her knowledge of

" Tbid.

191 Derecho, 63-66.

"2 Further examples of nineteenth-century archontic creations can be found Patsy Stoneman’s

Bronte Transformations, and Carolyn Sigler’s Alternative Alices. Stoneman demonstrates how

Jane Eyre and Wuthering Heights both inspired literary responses. Sigler has shown that Lewis

Carroll’s Alice’s Adventures in Wonderland and Through the Looking-Glass inspired responses in

which writers paid homage to, reacted against, or sought to revise ideologies of gender, class, and

childhood found in the Alice adventures. Sigler shows how these literary responses share specific
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Austen and her allegiance to the idea that a love of books and reading is a positive trait;
Leslie’s readers in turn get to experience the pleasure recognizing what Leslie has done,
themselves joining the performance and aligning themselves with the didactic notion that
reading and knowledge make a young lady desirable and good.

In “The Beaux,” the story’s heroine, Sabina, is an amalgam of wholesome traits
found amid Austen’s female characters: she is sweet and kind like Jane Bennet, timid like
Fanny Price, and possessed of superior taste and accomplishments like Jane Fairfax.'”
Fan fiction readers today might interpret Sabina as a “Mary Sue,” an all too perfect
heroine who is mostly an empty vessel to be filled by the reader’s interpretations. The
heroine’s foils, three bubbling and foolish sisters, reveal their frivolousness time and
again through their ignorance or outright disdain for literature, education, and the arts.
They find it odd that Sabina would enjoy the company of her own brother rather than the
exciting company of beaux, and they caution Sabina not to reveal too much of her blue
stocking nature or risk losing the attentions of young men. One of the sisters complains
that she had tried reading but could never stay awake, and, since none of the gentlemen
who come visiting are “at all literary,” having books on hand could serve no practical
purpose for them. The sisters begrudgingly offer Sabina access to the household books
kept out of the way in a storeroom, but warn her, “reading girls never take” with the
beaux. When Sabina surveys the selection of books to choose from she finds “none that

were new to her,” so she picks one that she has read before. “She carried to her room

characteristics with Carroll’s texts and with one another. Such works greatly resemble today’s fan
fiction in style and genre conventions.
' Characters from Pride and Prejudice, Mansfield Park, and Emma, respectively.
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Sabina, like the accomplished Jane Fairfax, sings and plays with great style (and
in languages other than English!), and her behavior never garners reproach.'”” Much to
everyone’s surprise, like Miss Fairfax, Sabina is quietly engaged to a gentlemen all along.
But Sabina is too wise to fall for a capricious man like Jane’s Frank Churchill; rather she
is promised to a man who values her accomplishments and intellect, and the fact that he
is rich and very handsome are merely an incidental bonus. Like Emma and Mr. Knightly,
Sabina and her fiancé have known each other for a long time and are fond of each other,
making the match romantic, but also sensible, and not the infatuation of a moment. This
surprise outcome provides the moral of the story and serves to show the silly Denning
sisters what it takes to win a husband who is truly worth having.

In several instances the dialogue is reminiscent of Austen. When Sabina asks to
borrow a book from the sisters to pass the time, one of the girls asks with surprise, “Is it
possible that you are literary?” Sabina replies, “By no means, I am only very fond of
reading.”198 A reader familiar with Pride and Prejudice would recognize this exchange as
similar to that between Elizabeth Bennet and Caroline Bingley:

“Miss Eliza Bennet,” said Miss Bingley, “despises cards. She is a great reader,

and has no pleasure in anything else.”

“I deserve neither such praise nor such censure,” cried Elizabeth; “I am not a

great reader, and I have pleasure in many things.”'®’

In the first installment of the story, Mr. Denning, the Mr. Bennet-like father of the three

sisters, teases his wife when she enquires whether he made a point of publicly spreading

T In Emma, Jane Fairfax is a foil to the novel’s titular heroine. However, in an inversion of
didactic conventions, Jane Fairfax is viewed as a perfect young lady (although she harbors the
secret of a surreptitious engagement to Frank Churchill), compared to Emma’s deeply flawed,
self-centered character and meddlesome behavior.
198 :
Ibid.

19 Austen, Pride and Prejudice, 32. World’s Classics. Oxford Univ. Press.
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do not exhibit a singular unwavering set of traits, habits, morals, or convictions, but like
real people are fraught with contradictions and complexities. Jane Fairfax is in all ways
well-mannered, accomplished, and mature—certainly compared to Emma and her
meddling—yet she engages herself to a man who, while very charming, misuses people
and behaves badly on several occasions. Leslie would not be the first or last reader to be
frustrated by Frank Churchill as unworthy of Miss Fairfax. In “The Beaux,” Leslie
revised this scenario by giving Sabina a more suitable fiancé than Austen gave to Miss
Fairfax. As a writer of conduct books, Leslie’s concern for propriety is hardly surprising.
She drew characters that were unambiguous and easily delineated as good or bad, kind or
mean, wise or foolish, creating allegorical figures rather than realistic ones. She remedied
the difficulties faced when encountering ambiguous character by making obvious each
individual’s flaws or assets. This tactic supported her didactic aims by making clear that
good characters get happy endings, and foolish, ignorant, or catty characters do not. Like
fan fiction and other forms of archontic responses to literature, “The Beaux,” possibly the
earliest example of Austen-related archontic fiction, offers both writer and readers a
means to reenter a familiar and beloved text and perform affinities and sensibilities by

recognizing the original source even as it is reinvented and made new.

Andrew Lang was a prolific author, collector of fairy stories, literary critic,
historian, poet, and anthropologist whose works were popular on both sides of the
Atlantic; he was also a Jane Austen enthusiast. Lang’s interests were wide-ranging. In
addition to twelve volumes of fairy stories, he published translations of Homer, essays on
myth and religion, edited volumes of Scott, Dickens, and Coleridge, and more. His output
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totals over 150 published works.**? In 1890, Lang published simultaneously in London
and New York, Old Friends: Essays in Epistolary Parody, in which he compiled
imagined letters between famous individuals, some fictional and others historical. In
some cases the characters corresponding with each other were taken from the same novel,
but in others, he created examples of what in fan fiction today is called a crossover,
combining characters from different settings into a new alternative universe. Letter XI,
“From Catherine Morland to Miss Eleanor Tilney,” is just such a crossover.** Using the
conceit of a letter between the heroine of Austen’s Northanger Abbey, Catherine
Morland, and her friend, Miss Tilney, Lang imagined the impressionable Catherine
visiting the home of Mr. Rochester, the brooding hero of Charlotte Bronté’s Jane Eyre.
Catherine writes to Miss Tilney to give an account of the opulence of the house, the
strangeness of Mr. Rochester, and, just as her character might in Northanger Abbey, of
the observations her over-active imagination has turned into terrors. The reader of this
parody (as Lang refers to these letters) is quick to realize that in Mr. Rochester’s house,
there really is a hidden secret; instead of the imagined murder of a wife that Catherine
conjures in Northanger Abbey, in Jane Eyre there truly is the horror of a concealed wife
suffering from mental illness.

However, what Catherine uncovers in Mr. Rochester’s home is not a dreadful
reality but rather a laughable and ridiculous farce of terror. As soon as Catherine enters

Mr. Rochester’s home, she comments to Miss. Tilney that she felt, “a cold chill struck

22 One of his works, Letters to Dead Authors (1886), includes a letter to Jane Austen, in which he
describes the kinds of readers who appreciate her works in his day. The work also includes letters
to Edgar Allan Poe, Charles Dickens, Herodotus, and others.
% Catherine Morland is the heroine of Austen’s Northanger Abbey, and Eleanor is the sister of
the gentleman with whom Catherine eventually falls in love, Henry Tilney.
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through me, as with a sense of some brooding terror.”*** She wonders what could make
Mr. Rochester, a man surrounded by the elegance and splendor of “Turkey carpets and
large mirrors,” and “red Bohemian glass...[and] crimson couches,” so morose, and why
at dinner his conversation should be “confined to the governess (a Miss Eyre), whose
position here your Catherine does not understand.”*® When Catherine is conducted to her
bedroom by Miss Eyre, through a narrow, dim corridor, like that “in some Blue Beard’s
castle,” she is told by Miss Eyre to be “silent as death,” for she hears “the chains
rattling.” Catherine describes how Miss Eyre then placed “her finger on her lip and her
meager body convulsed with some mysterious emotion.””* Thoroughly distraught,
Catherine proceeds to test the walls of her bedchamber for secret panels, and look for
“assassins in the usual place,” but she is haunted by “an unnatural sound of laughter.”
She tries to go to bed, but is troubled:
The laughter seemed to redouble. I heard a footstep at my door. I hurried on my
frock and shawl and crept into the gallery. A strange dark figure was gliding in
front of me, stooping at each door; and every time it stooped came a low gurgling
noise! Inspired by I know not what desperation of courage, I rushed on the figure
and seized it by the neck. It was Miss Eyre, the governess, filling the boots of all
the guests with water, which she carried in a can.®’
Catherine Morland, who in Northanger Abbey, reads so much gothic fiction that her mind
races with imagined terrors at all hours, finds her self in a house that truly holds a secret,
yet she discovers only a silly (albeit strange) encounter with Jane Eyre.

Lang expected that his reader would ascertain that Catherine’s account is very

much in character, yet find humor in how out of character Jane Eyre’s behavior is. The

204 Lang, Old Friends, Essays in Epistolary Parody, 98. Google Books, acc. April 1, 2013,
205 11.:
Ibid., 98-9.
2% 1bid., 100.
27 Ibid., 100-101.
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playful intertextuality of this work of archontic fiction depends on the reader’s
knowledge of the habits of the characters in the original texts. Lang forged obvious
linkages and fissures between his work and the originals. Catherine, who always sees
what is not there, in this case does not see what is actually there.

These examples of archontic literary responses to Austen’s novels draw from the
original texts in obvious ways, relating the new to the old and adding to the archive of
Jane Austen. Although they predate the term fan fiction, I suggest they share the features
and conventions of similar genres of fan fiction. In the third chapter I go into greater
detail about specific theoretical concerns surrounding today’s fan fiction. These
nineteenth-century examples of archontic literature demonstrate what others have only
assumed to be true: written responses to Austen that resemble today’s fan fiction have
precedent much earlier than previously supposed and are not limited to continuations of

Austen’s unfinished novels or direct spin-offs of her major works.

ii. Literary Pilgrimage

In 1856, the North American Review critiqued A Month in England in an article
titled “Recent Books on England,” however Boston native Henry T. Tuckerman’s book
about his literary pilgrimage is more about Americans seeking cultural roots abroad than
it is about England, per se. The review claimed that England, more than the Continent,
was attractive to Americans because of its literary riches:

It is only as the land of literary pilgrimage that England presents to the American

traveler attractions which must needs outrival those of all the Old World
besides.... No where else [but in England] has literature so multiplied its shrines,
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and lavished its oil of consecration, and become so truly the genius loci of almost
every rood of soil, as in England.”®

The reasons, they claimed, were obvious: “Strong and enduring associations between
persons and places can spring up only where domestic life is stable and cherished.”*” By
mid-century the notion of literary pilgrimage hardly needed explaining to readers, as it
was already a familiar practice, driven by a nostalgia for a pre-industrial lifestyle.>'’

Tuckerman’s book, 4 Month in England, was published in New York in 1853. He
viewed literary pilgrimage and enthusiasm for great writers and artists as transcendent,
and apart from the quotidian. He observed: “a true enthusiasm for letters, art, and
humanity, lifts the memory of their disciple, like a star, far above the oblivious monotony
of trade, into the serene firmament of posthumous renown,”!! Throughout the
meandering tale of his travels to literary sites he used the terms “literary pilgrim” and
“literary enthusiast” to describe those engaged in such pursuits. His descriptions greatly
resemble today’s fan practices, even when couched in over-wrought language.

Tuckerman described how one might lose oneself in England’s past, summoning
to mind ghosts of the nation’s history in a “spell of retrospective fancy.”*'* The

“transatlantic pilgrim” craves something different from what is “familiar at home,” and to

slake his craving he must travel a few hours from the modern cities, taking himself “from

208 «Recent Books on England,” North American Review 83, no. 173, October 1856: 519-520.
Making of America, acc. June 22, 2014, http://ebooks.library.cornell.edu/n/nora/.
9 1bid., 519.
01y Chapter 4, [ return to literary pilgrimage in greater detail. For a history of literary tourism,
see Nicola Watson, The Literary Tourist. Watson offers historical context for the rise in visiting
poet’s graves in the mid-eighteenth century.
2 Tyuckerman, 4 Month in England, 10.
2 1bid., 7-8.
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new to old, and from the commonplace to the romantic.”*'* Thus he described the
movement of the pilgrim, as Victor Turner proposes, from the quotidian to the liminal.
Tuckerman’s description of this journey is couched in nostalgia. In the noisy
complications of modern life, Tuckerman asked, “what room is there for retrospection,
when steam and electricity thus concentrate the significance of every passing hour?*"
As with entering the liminal zone of pilgrimage to make room for what Turner has called
creative retrospection, Tuckerman chose to “flit from the new to the old, from
modern...everyday England,” to the realm of Shakespeare.2l5
Upon visiting Shakespeare’s grave, he found evidence that many had come
before: “The evidence of universal sympathy, so apparent in the pilgrimage of multitudes
to a common shrine.” His visit was not therefore an anomaly, but part of a common
occurrence.”'® Furthermore, being a literary pilgrim in England, he claimed, was a
uniquely American practice.
With a foreigner for his companion, when travelling in England, an American
soon becomes aware of the greater intimacy of relation which he enjoys with the
past and present of the country. No infantile reminiscence, musical with nursery-
rhymes, startles the Frenchman beside you, when the guard bawls at the car-
window, "Banbury Cross;" the German friend, on whose arm you lean, walking
through Holborn, does not pause instinctively, as if his boot-nails were glued to
the pavement by a magnet, at the sight of Day & Martin's sign;... An hour by
"Shrewsbury clock” is no more significant to a continental than that noted by any
other dial; he will scarcely think at Bath of Frances Burney, Jane Austen, or
Smollett; or of Coleridge, Southey, and Wordsworth, at Bristol. The cliff at Dover
to his eyes is only an abrupt elevation of jagged chalk; no blind Gloster stands on

the ledge, nor samphire gleaner, midway down, follows his "dreadful trade." It is
from our sympathy with the mind of the country that her landscape often wears an

23 1bid., 8-9.
24 1bid, 12. Turner, From Ritual to Theatre, 18.
215 Tuckerman, 12.
21 Ibid., 211.
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occult charm. We have an a priori attachment to London because the soul of
Shakspere encamped so long in its midst [sic].?"”

I do not attempt to argue that Tuckerman is right, that literary pilgrimage to England is
uniquely appealing to Americans; I do however wish to point out that he felt very
strongly that this was true, as the quote above amply shows. I propose that his claim that
American sympathy for the English mind adorns the landscape with “an occult charm,”
rings of not only an Anglophile nostalgia, but also of fandom.

Anna Cabot Lowell Quincy (1812-1899) is another American who describes a
pilgrimage to a site of literary importance in England. The youngest child of Josiah
Quincy (1772-1864) and Eliza Susan Morton Quincy (1773-1850), she was born into an
Austen-loving family. Beverly Wilson Palmer, editor of Anna Quincy Waterston’s
diaries, has suggested that Anna was deeply influenced by Jane Austen, crafting the
journal entrees of her youth to resemble Austen’s novels, and turning to writing as a
serious avocation later in life.*'® Published under her married name, A. C. Waterston, in
the Atlantic Monthly, Anna wrote reverently of her visit to Jane Austen’s tomb:

In the old Cathedral of Winchester stand the tombs of kings,...of queens and noble

ladies, of crusaders and warriors, of priests and bishops. But our pilgrimage led us

to a slab of black marble set into the pavement of the north aisle, and there, under
the grand old arches, we read the name of Jane Austen.”"’
As this pilgrim gazed upon the slab, she experienced memories of “happy hours,
gladdened by her genius, weary hours, soothed by her touch.” These memories, “many-

colored as the light which streams through painted windows,” also included friends and

loved ones: “the honored and the wise who first placed her volumes in our hand; the

27 Ibid., 240-241.
218 Palmer, A Woman's Wit and Whimsy, 3.
219 A. C. Waterston [Anna Cabot Lowell Quincy], “Jane Austen,” Atlantic Monthly, F ebruary
1863: 235-237. Google Books, acc. March 31, 2013.
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beloved ones who had lingered over her pages, the voices of our distant home, associated
with every familiar story.”*?°

Waterston’s descriptions of Austen’s world hold an evident nostalgia for the pre-
industrial world. She described the modes of travel and narrow range of movement
available to a woman like Austen: “Steam, that genie of the vapor, was yet a little
household elf, singing pleasant tunes by the evening fire, at quiet hearthstones; it has
since expanded into a mighty giant, whose influences are no longer domestic.”**' Like
Tuckerman, she yearned nostalgically for a world in which steam and industry did not
shape every moment of life. For both Waterston and Tuckerman, a pilgrimage to England
offered means of stepping out of the modern world and into a liminal space where
communion with the past—and the literature of the past—became possible.

Near the end of the essay Waterston outlined several anecdotes of great men who
favored Austen’s work, including the oft-quoted praise of Sir Walter Scott. One of these,
“a pleasant anecdote told to us on good authority in England,” illustrates Austen’s “power
over various minds.” At a gathering of “distinguished literary men...of high reputation,”

...it was proposed that each should write down the name of that work of fiction

which had given him the greatest pleasure. Much surprise and amusement

followed; for, on opening the slips of paper, seven bore the name of ‘Mansfield

Park’—a coincidence of opinion most rare, and a tribute to an author

unsurpassed.”??

She speculated that if she had been among that party of gentlemen, she would have

claimed “the /ast novel by Miss Austen which we have read” as her favorite; but if

20 1pid., 235.
21 Ipid.
22 [bid., 236.
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pushed to make a selection, she “should have named ‘Persuasion.””*** This response is
typical of many fans of Austen who find choosing a favorite impossible, until pressed.

As a younger woman, Anna Quincy made several mentions in her diaries of the
family reading Austen at home. In April 1833, she wrote: “finished Persuasion,--& felt as
if we could not bear to part with Anne Elliot & Capt Wentworth.”*** This affective
engagement by a reader wishing a novel would go on and on is often what drives readers
to become writers of archontic literature. In May 1833, she “staid at home—drew &
Mama read loud in Mansfield Park [sic].”**’ And that evening, they did the same. One
week later, on a rainy day, they read aloud from Northanger Abbey.”*® In addition to
mentioning the family’s reading of Austen, she also makes casual allusions to Austen-
inspired details that evoke the traits of certain characters. In one instance she seems to
compare some visitors to the annoying Mr. and Mrs. Elton of Fmma by mentioning, in
quotations a “barouche landeau” as their means of conveyance.”’

When preparing her piece on Jane Austen for the Atlantic Monthly, Waterston
corresponded with the editor, James T. Fields, expressing her unpretentious intentions
regarding the publication of the article. She stated that she was not in any hurry to see it
printed, or to see her name in print (“except of my visiting card™); “Were I entering the
lists, as a magasine [sic] writer, then indeed should I have watched for the proof—but as 1

wrote at your request, & out of love for Miss Austen. . .the case is quite different.”**®

2 1bid., 237.
24 palmer, 62.
2 1bid., 82.
2 bid., 85.
27 1bid., 139. In Emma, Mrs. Elton boastfully describes riding in this particularly expensive style
of carriage.
228 etter from Anna Waterston to James Fields, in Palmer, 148.
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Moreover, she left all decisions regarding the timeline of publication and the appearance
of her byline to Mr. Fields. Writing for the Atlantic Monthly was something she did out of

“love for Miss Austen,” rather than for gain.

iii. Collecting Jane: New England Elites as Fans of Austen

Anna Cabot Lowell Quincy (A. C. Waterston) was not the only Austen lover
among her immediate family. In 1852 her eldest sister, Eliza Susan Quincy (1798-1884),
wrote a letter to Sir Francis Austen, a surviving brother of Jane Austen in which she
depicted her family’s admiration for the novelist. Describing the familiarity with Jane
Austen that the Quincys enjoyed at home in Boston, Massachusetts, Eliza Susan wrote,
“For many years her talents have brightened our daily path, and her name and those of

229 Eliza Susan was the eldest

her characters are familiar to us as ‘household words.
daughter of Josiah Quincy, president of Harvard University. The five sisters were
collectively known as the "articulate sisters" for their erudition. Eliza was an artist, and
self-fashioned family archivist and historian.

Thirty-five years after Jane Austen’s death her “voice of praise from across the
Atlantic” reached Sir Francis. The letter, from a “family who delight in the
companionship of Jane Austen,” was written by Eliza Susan and sent under the auspice of
her father. Although she feared that “transatlantic admiration [would] appear

superfluous,” Eliza Susan wished to assure Sir Francis that Jane Austen’s “genius is

extensively recognized in the American Republic, even by the highest judicial

2 Letter from Eliza Susan Quincy to Sir Francis Austen, quoted in Austen-Leigh, A Memoir of

Jane Austen and Other Family Recollections, 114-5.
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authorities.”>*° She gave credit to Chief Justice John Marshall and Justice Joseph Story
for introducing Austen’s novels to American society through their esteem and praise.”'

The purpose of her letter was not merely to express esteem; she requested more
information about Austen’s life, and asked to be sent an artifact such as an autograph or
“a few lines of her handwriting,” which would be placed among the “chief treasures” of
the Quincy family. She closed the letter by assuring Sir Francis that the name and
reputation of her family were worthy of being entrusted with such a treasure, as a
prominent family, with many high ranking “public stations of trust and responsibility” in
the “colony and state of Massachusetts” since their emigration from England.”> What the
Quincys received in response to their missive exceeded their expectations.

Upon hearing that her sister had received a reply from Sir Francis that included a
lengthy letter written in Austen’s hand to her dear friend Martha Lloyd, Anna Quincy
Waterston exclaimed: “I am quite excited at the idea of the Austen letter...not exactly in
the style of Miss Bates,--but still the fact, that you have received a letter from the
Admiral & have actually in your possession one written by the very hand to which we
own so much, quite carries me off my feet!”*** Anna emphasized her excitement by
alluding to Sense and Sensibility and Persuasion:

Mrs. Jennings’s delight at the idea of Col. Brandon marrying Elinor is nothing to

it!...Dear Admiral Austen I think he must have been like Capt Wentworth, when

he was young, and just like what Capt Wentworth would be at this age.—He has

replied with true naval promptness, and evidently deserves to be Miss Austens
brother....I never expected we should get so near Miss Austen in this world, tho’ |

20 1bid., 114.
B Austen-Leigh, 114.
22 | etter from Eliza Susan Quincy to Sir Francis Austen, quoted in Austen-Leigh, 115.
2 The letter from Anna to Eliza Susan is transcribed in its entirety in the appendix of Palmer, 4
Woman's Wit and Whimsy, 147.
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have always hoped to find some “little coterie in Heaven” where I might catch a
glimpse of her.

She closed the letter, “with love to all and congratulations to all true lovers of Miss
Austen,” but added a postscript: “If the house catches on fire tonight,—please save the
letter—I cannot die without the sight.”***

In her dissertation on elite readers of Austen in America, Anne-Marie Schol; calls
Eliza Susan Quincy’s relationship to Austen “identity forming.”>® Scholz credits, in part,
the powerful potential for “subjectivizing” found in novel reading.>>® The same appears
true of Anna Quincy Waterston’s identity forming relationship to Austen, which
resembles the personal feeling toward the novelist reminiscent of Martineau’s “sense of
kindred.” I propose that what Scholz recognizes in the Quincys’ relationship to Austen is
essentially a performative aspect of fandom, an enacting of affective engagement that
lends itself to identity formation. By reading and re-reading, by circulating allusions
within diaries and letters intended to be read within the family, by going on a literary

pilgrimage, and by seeking to collect a prized piece of memorabilia from Austen’s

remaining relatives, the Quincy family is a model of early American Austen fandom.>’

V. Adapting a “Classic,” 1870-1940
The previous sections have shown how a transatlantic literary fandom that

encompassed many of the same features of today’s fandoms formed surrounding Jane

2 Ibid.
35 Scholz, 19.
26 1bid.
27 Thanks to the family’s elite status and role in Boston society, their papers have been
preserved. It is reasonable to speculate that other families whose papers may not have landed in
the archive shared a similar devotion to Austen.
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pilgrimage with biography.”*® The reviewer strayed quickly from the task of discussing
the biography, and instead took the opportunity to praise Austen, writing, “Whether Jane
Austen’s novels are as much read now as formerly is a question, but if they are not they
deserve to be. Certainly no works of fiction have ever met with higher praise.”**' The
reviewer’s concern that Austen was not read as widely as in the past could be laid to rest
by a different review of Austen biographies from the following year, which stated with
optimism, “One of the interesting and cheerful signs of the times is the recent revival of
interest in Jane Austen’s life and works.”** It is important to note that both of these
reviews of biographies reveal the devoted “sense of kindred” to “Divine Jane” that is
visible throughout the century. The latter review from the Boston Daily Advertiser

cheerfully noted, “One or more of her works have long been a requirement of the course
at Harvard. They have been in demand at the Public Library. And now Roberts Bros.
announces the early publication of a sumptuous edition of her writings, in 11 elegant
volumes. The love of the best in English literature is certainly increasing among the
American people.”**

At the turn of the century, the novels were beginning to circulate in new ways. In

May 1901, an adaptation of Emma was performed for “gentlemen’s night” of the

Worcester Woman’s Club: “The story which will be well known to most of the audience,

20 1bid. Brian Southam discusses the popularity of the literary pilgrimage genre in the period

1860-1900. Southam, “Jane Austen and Winchester Cathedral,” 229. A fine American example
from this genre can be found in Katharine Lee Bates’ From Gretna Green to Lands End, A
Literary Journal in England. Published in New York in 1907, and written by a professor at
;)Xlellesley College, it offers an imbricated history of authors lives organized by location.

Ibid.
42 < iterary Chat,” Boston Daily Advertiser, 159, no. 82, April 5 1892: 5. America’s Historical
Newspapers, acc. March 30, 2013.
¥ 1bid.
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as he did about Shakespeare; the title of his essay collection alone is testament to his
affection for Austen. In 1914, Sybil Brinton published her sequel Old Friends and New
Fancies, which throws most of Austen’s heroes and heroines into one social context and
lovingly imagines certain future events that Austen herself alluded to in family
correspondence and conversations.”*” In 1922, Lily Adams Beck, a British born Canadian
author published in Boston under the penname E. Barrington, “The Darcys of Rosings,” a
continuation of Pride and Prejudice *** These works fed readers’ desires for more of
Austen, and indeed, writing this archontic literature served the desires of the authors as
well. Writers of fan fiction frequently do not seek to establish their own individual voices
as professional writers do, but instead wish to reproduce the voice and style of the
original text that inspires them; this is especially true of writers of Jane Austen fan fiction
who desire to recreate the voice they most long to hear more of: Austen’s.”*
Numerous adaptations for stage and later radio, most of which were written by
women, began appearing in America and in Britain in regular intervals by about 1895.>°

These adaptations brought Austen’s novels to audiences in a new way and helped to

spread her popularity so that in 1927, English playwright and columnist Armold Bennett

7 These speculations were brought to light in the 1870 Memoir by Austen’s nephew, and include

notions about the future lives and husbands of Kitty and Mary Bennet, and the fact that Emma
and Mr. Knightley lived with Mr. Woodhouse until his death, two years after their marriage.
8 The piece appeared in The Ladies! A Shining Constellation of Wit and Beauty published by the
Atlantic Monthly Press.
9 pygh, 193.
20 For a comprehensive list of known adaptations and spin-offs, see Rolf Breuer, “Jane Austen
etc.: The Completions, Continuations and Adaptations of Her Novels,”
http://webdoc.gwdg.de/edoc/ia/eese/breuer/biblio.html, acc. March 31, 2013.

89



http://webdoc.gwdg.de/edoc/ia/eese/breuer/biblio.html

remarked that the “reputation of Jane Austen is surrounded by cohorts of defenders who
are ready to do murder for their sacred cause. They are nearly all fanatics.”**'

In 1940, the first major motion picture adaptation of Pride and Prejudice helped
propel Austen into the American collective imagination more widely and firmly than
ever, and from that point on, she has never been dislodged from her throne. The 1940
film makes substantial changes to the original plot and characterization, highlighting the
romance, the marriage plot, the spunk and charm of Lizzy Bennet (Greer Garson), and
the handsome profile of Mr. Darcy (Lawrence Olivier), all while downplaying Austen’s
social commentary on class and gender disparity. The next chapter begins at the moment
of anticipation, as fans awaited the arrival of Pride and Prejudice to the big screen.

I have proposed and demonstrated three main ideas as I traced the origins of an
American literary fandom: first, that the history of Jane Austen fandom is traceable to
almost the first moments when her books were available; second, that a key characteristic
of the Jane Austen fandom has always been a personal sense of kinship with “dear Jane”;
and third, that fans in the nineteenth century engaged in certain practices similar to those
seen within today’s fandom. In the following three chapters, I consider in greater depth
the three modes of engagement introduced in this chapter, which will feel familiar to
anyone accustomed to practices of fan cultures today: collecting material objects, creating
archontic works, and taking literary pilgrimages. In the next chapter I look at the
collecting of books and memorabilia. I consider four collectors and their remarkable
collections—which in part take the form of scrapbooks—as examples of mid-twentieth

century fan practices. These practices share features with activities that are normally

1 Bennett quoted in Halsey, 187.
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more comfortably referred to as scholarship or connoisseurship. When looked at through
the lens of fan studies, it becomes clear that many of the obsessive traits of fans can also
be also found in scholars, connoisseurs, experts, and aficionados. The distinctions we
draw when we name these activities as one or the other stem from concerns for cultural

hierarchy and a perceived valuation of certain forms of work above others.

91



Chapter 2
Fans in the Archive: The Scrapbooks of Four Twentieth-Century Austen Collectors
There are some paths in life that we may follow only with our intellects; some we
may follow only with our hearts. But only occasionally do we find paths like these
that we may follow with both. --Philip A. Shreffler®
In 1940, the year MGM released the first film adaptation of Pride and Prejudice
starring Greer Garson and Lawrence Olivier (a watershed moment for Austen fans), an
American collector of Jane Austen, Barbara Winn Adams of Bethesda, Maryland, wrote
to a bookseller in London with the hopes of purchasing a very rare 1816 American
edition of Emma that had recently become available.?>® Also in 1940, another Austen
collector, Alberta H. Burke of Baltimore, Maryland, wrote an impassioned letter to the
Columbia Broadcasting System hoping to purchase a copy of a script for a radio
adaptation of Pride and Prejudice she had just heard.?>* Both Winn Adams and Burke
were unsuccessful in these particular attempts to augment their respective Jane Austen
collections. However, Winn Adams could console herself knowing she had already
collected an 1816 London edition of Emma, and by 1940 Burke possessed several first

editions and Austen autograph letters and had begun building up her collection with other

52 Shreffler, Sherlock Holmes By Gas-lamp, 7.
53 This is the first edition of a novel by Austen to be published in the U.S. There are only three
complete copies known to exist today.
4 Alberta Burke to CBS, November 24, 1940. Alberta H. and Henry G. Burke Papers and Jane
Austen Research Collection, 1811-1996, container 7, folder 4. Special Collections and Archives,
Goucher College Library. Hereafter cited as Burke Collection.
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types of unique items.”* Attaining objects is paramount to a collector’s experience of
pleasure; yet the thrill of the chase and the moment of success in procuring objects are
mere punctuations—although keenly felt—within the long years of painstaking research,
scrapbooking, travel, reading, and other everyday activities of a fan.

This chapter considers Austen fandom in twentieth-century America through the
scrapbooks of four serious Jane Austen enthusiasts—Alberta Burke, Barbara Winn
Adams, George Holbert Tucker, and David J. Gilson—each of whom spent the better part
of a lifetime collecting Austenalia.>® The scrapbooks they created document their
experience with collecting both objects and knowledge related to their obsession with
Austen. Scrapbooks, as historian Ellen Gruber Garvey says, illustrate aspects of how
readers read and thought about the scraps of print material they felt were worth saving.?’’
The scrapbooks of these four collectors demonstrate in material form how each individual
read, collected, studied, thought, and felt about Austen, her novels, and her world. More
importantly, they are performative objects, material embodiments of meaningful
experience that capture moments and stand in for them, allowing the scrapbook creator to
revive and share momentous, affective experiences over time.

I suggest that the practices of scrapbooking correlate to practices of fandom
familiar and common today. Scrapbooking in past times, as described by historians such

as Garvey and Katherine Ott, resembles what Henry Jenkins names the “DIY” (do-it-

23 Winn Adams and Burke do not appear to have known each other at this time, or later on.
However, Alberta’s husband, Henry, would likely have met and known Winn Adams in 1979 or
1980, as both were founding members of JASNA.
6 Gilson was English, but I include him alongside the three Americans in this chapter for several
reasons discussed below.
7 Garvey, “Scissoring and Scrapbooks,” 212.
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yourself) practices of today’s fans.2*® The digital tools that today drive fan creativity have
antecedents in photocopiers and videocassette recorders,” and even before that scissors
and paste. Digital technologies offer fans a wide range of creative control over the media
they consume, and allow for the reshaping and recirculation of content.?®® In the past,
scrapbooking offered active engagement to audiences wishing or needing to manipulate
the messages being presented to them. Scrapbooks allowed fans to insert themselves into
the narrative, and preserve, in tactile material form, evidence of their encounters with a
text. The four collectors discussed below used scrapbooking in this way, as well as to
resist the ephemerality of the print material they gathered and to make lasting the
experiences and pleasures of collecting. Each scrapbook represents the collecting habits
and subjectivity of each collector as a fan of Jane Austen.

The ontology of collecting shares characteristics with that of fandom. Two
notions central to collecting stand out with regard to the material aspects of fandom:
objects are converted from profane to sacred as they enter a collection, and “collections
serve as extensions of the self.”*®' The practices of collectors are imbued with emotional

262 this resembles the socioemotional

investment in objects and the pursuit of objects;
experience of fans, in which the meaning made through fan practices is not only thought
but, most especially, felt.”®® Resonating with the definitions of fandom offered by Henry

Jenkins and Matt Hills, museum studies scholar Paul Martin explains that collectors

8 Jenkins, Fans, Bloggers, Gamers, 136.
2 1bid., 149.
0 Ibid. The Internet and digital technologies have begun to offer more and easier-to-use tools for
reshaping media. Chapter 3 addresses these more recent types of fan practices.
%! Belk, et al, “Collectors and Collecting,” 550-1.
%62 Muensterberger, Collecting: An Unruly Passion, 5-6.
23 Baym, Tune In, Log On: Soaps, Fandom, and Online Community, 69-95.
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actively create “an alternative society or environment and thus justify and make sense of
the world.”*** Moreover, as Werner Muensterberger points out, collectors “delight in
sharing their joy and appreciation with like-minded enthusiasts,” and will go out of their
way to contrive opportunities to share.’®® Fans do the same. I do not mean to suggest that
collecting is a type of fandom—although certainly some collectors are fans and some
fans are collectors—merely that the two habits resemble each other and overlap.
Scholars generally understand collecting as a practice related to subjectivity.2* I

suggest that while collections and objects such as scrapbooks may indeed display or stand
in for the subjectivity of the creator, they also serve as stand-ins for the affective

experiences of the creator. The scrapbooks discussed in this chapter were created
between about 1935 and 1987, to document the attaining of objects and knowledge
related to Austen, and to resist the ephemerality of particular moments that briefly
punctuated the daily lives of the individual Austen collectors who made them. The
moments captured by the scrapbooks are those in which a sought-after object is attained.
Walter Benjamin explains that collecting hinges on attainment: “The most profound
enchantment for the collector is the locking of individual items within a magic circle in

which they are fixed as the final thrill, the thrill of acquisition, passes over them.”®” As

24 Martin, Popular Collecting and the Everyday Self, 2.
25 Muensterberger, 5-6.
266 Jean Baudrillard viewed collecting as regressive and narcissistic, imbued with a desire to see
in oneself an “absolutely singular being” by possessing objects that are singular (Baudrillard,
“The System of Collecting, 12). Muensterberger suggests that collecting results from childhood
trauma and is reflective of a phallic-narcissistic personality. He claims that collectors “like to
pose or make a spectacle of their possessions,” which are simply “stand-ins for themselves”
(Muensterberger, 13). Narratologist Mieke Bal views collecting as a narrative that allows the
collector to develop a sense of self and to display subjectivity to those who view the collection
(Bal, “Telling Objects: A Narrative Perspective on Collecting,” 105).
%7 Benjamin, “Unpacking my Library,” 60.
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material objects that can be revisited, the scrapbooks keep alive for the collector the final
thrill of acquisition, which can only be experienced once. Like a live performance, once
that moment of attainment is over, it is gone; the collector must create a mnemonic object
if she wishes to relive, remember, and share the experience of that final thrill.

Relying on Joseph Roach’s notion of surrogation, a performative process of
memory and forgetting, I suggest that scrapbooks are similar to what Roach calls effigies;
the effigy is a mnemonic object, “a contrivance that enables the processes regulating
performance...to produce memory through surrogation.”?*® The effigy attempts to stand
in for something lost, but it is a substitute that can never produce an exact fit. Therefore,
always doomed to fail, one must continuously audition new stand-ins in the hopes of
finding a better match.”®® The metaphor of loss found in acts of surrogation is applicable
to the practices of literary fans and enthusiasts; a book can only be read for the first time
once, and once the experience is over, a sharp sense of loss is often felt. In many cases,
the author is dead; there will be no more novels. Literary fans seek a means of staving off
the sense of loss—Ioss of an experience now past—through collecting, scrapbooking, and
other practices. The scrapbooks discussed in this chapter serve as effigies for the original
experiences of collecting and reading. To perform, according to Roach, is to make
manifest, to transmit, and to reinvent something lost.”” Mnemonic objects such as these
scrapbooks are performative: they make manifest, transmit, and reinvent each

individual’s affective experiences and their collecting habits. The scrapbooks created by

%68 Roach, Cities of the Dead, 36.
** Ibid., 3.
7 1bid., xi.
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these four individuals perform more fluently than the rare first editions and other prized

objects in the collections themselves.””"

In the nineteenth century, a scrapbooker’s goal was to sift through a glut of cheap
and disposable print material, selecting that which was important or useful. Scrapbookers
ensured that a selected clipping lasted by deeming it valuable, and by making it valuable
they made it last.2” Garvey argues that scrapbooking flourished in the nineteenth century
thanks to rapidly expanding access to a wide range of print materials for a greater
segment of the population and a widespread fascination with scientifically-minded
collection and classification.?” Moreover, within the Victorian mindset, it was viewed as
a fruitful and morally commendable activity, both didactic and utilitarian. This practice
re-circulated print material into a resource that could be revisited, but more importantly,
as Garvey explains, it “circulated labor and leisure.”?”* In the nineteenth-century
American worldview shaped by the Protestant work ethic, leisure time was meant to have
purpose and be productive.?” The act of transforming scraps into a valuable resource was
viewed as productive. The material saved in the pages of a scrapbook was often meant to
entertain but also to edify. Moreover scrapbooks were meant to exemplify and convey the

values of the individual scrapbooker.

7! Historian Robin Bernstein has suggested that analysis of uses of material objects can recover

“performances of everyday life,” from the past (Bernstein, Racial Innocence, 8). Although I feel

these scrapbooks do not neatly fit Bernstein’s excellent and useful notion of “scriptive objects,”

her theorizing of the performativity of material culture informed my thinking in this chapter.

2 Garvey, 208-214.

28 For histories of scrapbooking practices, see Garvey, Writing with Scissors; Tucker, Ott, and

Buckler, The Scrapbook in American life; Hefland, Scrapbooks: An American History.

774 Garvey, 220.

275 See Aron, Working at Play; Gelber, Hobbies: Productive Leisure and the Culture of Work.
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Katherine Ott has studied nineteenth-century men'’s professional scrapbooks,
created as an accessory to paid professional work rather than emerging from a private or
domestic pursuit.”’® Aesthetically, Ott finds that most men’s professional scrapbooks,
many of which were related to medical careers, were “subdued and stately.””’’ However
in some cases they were packed admiringly with portraits of famous physicians in
addition to more serious texts documenting the history of medicinal practice. In these
instances, Ott claims, the albums resembled celebrity scrapbooks kept by young fans to
celebrate favorite actors and musicians.”’®

Like scrapbooking in the nineteenth century, and particularly like the professional
albums studied by Ott, the twentieth-century scrapbooks discussed in this chapter display
a curious blend of characteristics. They are subdued and academic, yet show a deep
fascination with Austen and an obsession with trivia. They illustrate the blurred line—
and tensions—between professional and amateur, expert and fan, vocation and avocation.
They are both public and private.

Folklorist Danielle Elise Christensen has argued that contemporary scrapbooks
represent a performance-centered form of material culture in which the domestic and
ephemeral moments of everyday life are made enduring and public.?” Scrapbookers

today value the acid-free, keepsake book format of scrapbooks precisely because they

77 Ott, “Between Person and Profession,” 29. She explains that men’s scrapbooks aligned with
professional labor have been overlooked by historians in favor of scrapbooks that represent
everyday domestic history.
7 bid.
% Ibid., 31.
% Christensen, “’Look at us Now,”” 181. Most academic scholarship on recent scrapbooking
trends focuses on the habits of the predominantly female scrapbookers who document domestic
life and family milestones or events in the pages of their collaged books. Scrapbooking has been a
highly successful commercial enterprise since its resurgence in the 1990s.
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help resist the ephemerality of domestic labor and everyday life.”® She argues that the
aesthetic work that women put into their scrapbooks renders domestic labor less
ephemeral and therefore constitutes it as more lasting, public, and valuable.?®' Today as
in the past a scrapbook’s permanence through its materiality is of crucial importance to
its creator. Moreover, the materiality of the scrapbook allows for a public, performative
demonstration of types of labor that may not otherwise be visible.?**

This is certainly the case with the scrapbooks of the four individuals discussed
below whose love of Austen manifested in labor-intensive, scholarly work that each
individual wished to make visible and lasting through their scrapbooks. Scholars disagree
about the extent to which these objects are intended for public sharing. Whereas
Christensen suggests that scrapbooks today are often meant to be shared, Garvey asserts
that in the nineteenth century, they were frequently viewed as too personal to be shown to
others.?®® However, I would suggest that even if a scrapbook were created with the
intention of being kept private, there is always the audience of one—the self—for whom
the object will be evocative, allowing the object to be performative even if not public.

Today as in the past, scrapbooks can offer fans—whose greatest joy is the sharing
of intimate knowledge about a beloved subject matter—a perfect expressive format to
invite public display and evaluation. Jenkins has documented well how fans form
“dynamic, collective, and reciprocal” knowledge communities, and Nancy Baym has

demonstrated how sharing knowledge is central to the interactions of soap opera fans.”**

0 1bid.

! Ibid., 179.

2 1bid., passim.

2 Garvey, “Scissoring and Scrapbooks,” 219

284 Jenkins, Fans, Bloggers, Gamers, 140; Baym, “Talking About Soaps,” passim.
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Fans are keen to show off their competencies to others who can appreciate the depth of
their knowledge; Jenkins refers to this tendency as “epistemaphilia,” which he suggests is
not simply finding pleasure in knowing, but more to the point is finding pleasure in the
exchange of knowledge.”® At times this knowledge production and exchange takes the
form of a type of labor for which fans are paid in satisfaction rather than in cash. This
knowledge economy is central to fandom, and is part of what blurs the line between fans
and academics, as both depend on demonstrating depth of knowledge to determine who
belongs and who is an outsider.

Fans generate all manner of material creations in different media, including
artwork, clothing, accessories, and replica props. These forms routinely garner attention
from scholars, while fan scrapbooking has rarely received mention. Yet scrapbooking
appears to be prevalent today even if not as ubiquitous and visible as digital creations of
fandom.?® It is my hope to fill in some of the historical gaps in our understanding of
fandom by considering the labor of love involved in the production of scrapbooks by
extraordinary Austen enthusiasts.

The four Austen enthusiasts represented in this chapter collected Austenalia in the
twentieth century, and chose to document and curate their efforts through scrapbooks in
unique ways. Revealingly, all four deemed these scrapbooks important and valuable

enough to be given to an archive for the future use and enjoyment of scholars or anyone

2% Jenkins, 139.
26 A survey of the seminal texts on fandom (c.f. Hills; Harris & Alexander; Jenkins; Radway;
Lewis; Gray, Sandvoss, & Harrington) reveals no mention of fan scrapbooking. But a quick
Internet search reveals all manner of scrapbooking by fans, including blogs that display images of
scrapbooks created by Star Trek fans over the past five decades, and sites that sell Twilight Saga
related scrapbooking materials. Furthermore, sites such as Pinterest and Tumblr offer forums for
digital curation that greatly resemble scrapbooking. I address these similarities in Chapter 3.
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interested in Austen. These scrapbooks are neither purely academic nor purely fannish.
For these individuals, scrapbooking offered a means to participate in literary culture
through creative and thoughtful reuse and recirculation of print material.”*’ The
materiality of scrapbooks gives them a certain authority, being similar to published
books.?®® Like academic research, these scrapbooks were made and maintained over long
periods of time, requiring diligence and sustained interest. The creations of individuals
devoted to Austen and her world and intellectually driven to document that devotion, the
scrapbooks discussed below share characteristics; they are also distinctive.

Alberta Burke’s collection and scrapbooks have received some scholarly
attention, but the scrapbooks of Barbara Winn Adams, George Holbert Tucker and David
Gilson have been overlooked, or were inaccessible until very recently. Their similarities
offer evidence of a trend among literary enthusiasts to keep scrapbooks in the mid-
twentieth century; their distinctions illuminate various facets of the practice of
scrapbooking. More than the others, Burke’s subjectivity as an obsessed and serious
Austen enthusiast is on display. Her scrapbooks were intended for sharing with others as
a supplement to her collection from almost the moment she began creating them. By
contrast, Winn Adams’s scrapbooks were the most private of the four, demonstrating a
desire to easily access print material and keepsakes for her own uses. Of the four,
Tucker’s scrapbooks most represent the notion of epistemaphilia, the fan’s enjoyment in
sharing knowledge. Gilson’s scrapbook reveals his desire to make a substantive
contribution to the field of Austen studies as personally fulfilling. All four document the

urges and practices of literary fans in the mid-twentieth century. These include a desire to

27 Garvey, “Scissorizing and Scrapbooks,” 215.

2 Ibid., 224.
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possess objects and knowledge related to Austen, and to contain and catalogue them; a
strong intellectual and emotional drive to connect in personal ways to Austen’s world;
and a long-term devotion through the investment of time and effort, and when possible,
money.

The issue of terminology surrounding fans underlies this chapter. Many scholars
agree that fandom involves an intense identification with a text, author, or character that
drives a set of practices, yet the question remains (regarding past and current social
modes of fandom), when is a fan not a fan? At what point does an intense identification
or obsession transform into behavior other than fandom? I believe the difference in
terminology between “fan” and “enthusiast” or “connoisseur” is a difference of class and
privilege. The four individuals discussed here might have preferred to think of
themselves as “enthusiasts” rather than “fans.” Although their habits and practices fit
today’s generally accepted definitions of fandom, the term fan carries with it an
association with popular entertainment that lovers of literature and other highbrow genres
(e.g. opera) may find inadequate for describing the seriousness of their pursuit and the
value of the celebrated text. These collectors were quite serious about collecting and
researching Austen; their habits were in turn all consuming. Privileged, white, and
educated to varying degrees, these were obsessed literature enthusiasts who would not
likely have embraced the appellation “fan,” and yet the record of their love of Austen
embodied by scrapbooks preserved in the archive is testament to lives lived permeated by

the practices of what is today called fandom.
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I. “My Very Happy Pastime”: Alberta Burke’s Jane Austen Collection &
Scrapbooks

Anything which is in anyway related to Jane Austen is of intense interest to me.
--Alberta H. Burke®®’

Alberta Hirshheimer Burke (1907-1975) was a life-long collector and formidable
amateur scholar of Jane Austen. Her Austen collection remains one of the most
significant in the world. Born in La Crosse, Wisconsin in 1907, she graduated from
Goucher College in 1928, then attended the University of Wisconsin, earning a masters
degree in English literature. In 1930, Alberta married lawyer and accountant Henry G.
Burke (1902-1989), a native of Baltimore, Maryland, who shared her love of Austen and
other literature.

Alberta and Henry Burke began collecting Austen materials following their first
trip to England in 1935. Henry later described the moment when they first arrived in
London and “drifted” toward a book kiosk, where their “eyes naturally fell upon Lord
David Cecil’s attractive paperback edition of his Jane Austen.”**° The acquisition of this
volume “marked the dividing line between just owning Jane Austen books and embarking

on some sort of collection.””*”!

For nearly fifty years, the Burkes built an extensive, fine
private collection of Austen books and manuscripts, including first editions of all of
Austen’s novels and several autograph letters. They also amassed a notable collection of

books related to late eighteenth and early nineteenth-century costume, decorative arts,

architecture, and landscape gardening. Beginning in the 1940s, they collected translations

2% Alberta Burke to CBS, November 24, 1940. Burke Collection container 7, folder 4.
2% Henry Burke, “Books, Burkes, And Bibliophiles,” March 30, 1976. Burke Collection,
container 4, folder 24. This was an address to the Baltimore Bibliophiles.
®! Ibid.
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of Austen’s novels, locating rare foreign language editions that had been previously
overlooked by bibliographers. Using Geoffrey Keynes’s Jane Austen: A Bibliography
(1929) as their model, the couple methodically sought out articles from historical
periodicals on Jane Austen and her works. Henry described, “when an early Dublin
Review, Atlantic Monthly, or Nation came our way, we felt as though we had discovered
some medieval mamuscript.”292 Any article, book, or dissertation about or related to Jane
Austen’s life, times, and novels was worthy of adding to their shelves. While Henry
handled many of the actual purchase transactions, Alberta curated the collection, entering
each item they attained into her card catalogue and indexing them according to the
numbering systems of the various bibliographies available to her. It was a pursuit the

Burkes enjoyed together, but Alberta was clearly the primary architect of the collection;

collecting Austen was her avocation, or what she called her “very happy pastime.”*”

In 1940, just five years after their collection began to take shape, Alberta Burke
wrote a letter to the producers of the Helen Hayes Theatre program of the Columbia
Broadcasting System, requesting a copy of the script of an adaptation of Pride and
Prejudice she had just listened to on the radio. Burke described in her own words her
collection and fascination with all things Austen:

I have a collection of several hundred items of material by and related to Jane

Austen, including several autograph letters, first editions of all her novels,

biographical and critical works, magazine material, and the script which was used

in a broadcast version of Jane Austen’s life (her first appearance on the air). My
collection is my own private diversion, and is not connected with any sort of

institution, public or private. I can therefore promise that if you do permit me to
purchase a copy of the Pride and Prejudice, no commercial or any other use will

2 Henry Burke letter to Charles Ryskamp, Morgan Library, July 1, 1975. Burke Collection,
container 1, folder 5.
%3 Alberta Burke draft letter to Sarah Jones, Goucher Library, November 22, 1954. Burke
Collection, container 9, folder 12.
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be made of it. It would be merely a private possession of which I should be

extremely proud. Anything which is in anyway related to Jane Austen is of

intense interest to me, and an item in which her name is associated with that of the

actress for whom I have a most unbounded admiration, would be indeed a highly

prized part of my collection.”*
To lend weight to her request, and increase the likelihood that CBS would comply, Burke
offered to pay whatever they might ask for it, because, as she explained, “to one who is a
whole-hearted admirer of Jane Austen, her appearance in a new medium is a most
thrilling and interesting event.” This is remarkable considering she later wrote a note in
one of her Austen scrapbooks that this Helen Jerome adaptation was “very poor,” with
“no continuity, no development,” and would be impossible to follow for someone
unfamiliar with the actual story.”® Despite the fact she was unimpressed by the radio
play, she felt she simply must attain a copy for her collection, and she scrapbooked about
the experience of trying to acquire it by clipping the broadcast schedule, annotating her
opinion, and saving the letter from CBS denying her request.

By the time Alberta Burke died in 1975 at age 68, her collection had grown to
over 1000 volumes, and her scrapbooks held more than 2800 indexed clippings, articles,
letters, and other Jane Austen related ephemera. Henry survived Alberta, and the couple
had no children. In accordance with Alberta’s will, the collection was distributed between
the Goucher College Library and the Pierpont Morgan Library in New York (now called
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the Morgan Library and Museum).”” Goucher received the majority of the collection:

24 Alberta Burke to Helen Hayes Theatre, November 24, 1940. Burke Collection, container 7,

folder 4.

29 Scrapbook Vol. I, December 1935 to March 1934. Burke Collection, container 7, folder 1.

2% The Burkes began making plans for these bequests in the 1930s. In Women 's Culture historian

Kathleen McCarthy has detailed how by the 1890s American women had begun to take on

prominent roles as art collectors (112). Burke’s early awareness that her collection was to become
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