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LOVE AND FREINDSHIP AND OTHER YOUTHFUL WRITINGS

JANE AUSTEN was born on 16 December 1775 at Steventon, in southern England, the seventh child of the rector of the parish. She lived with her family at Steventon until they moved to Bath in 1801 when her father retired. After his death in 1805, she moved with her mother and sister to Southampton; in 1809 they settled in Chawton, near Alton, Hampshire. Here she remained, except for a few visits to London, until May 1817, when she moved to Winchester to be near her doctor. She died in Winchester on 18 July 1817.

In her youth Jane Austen wrote stories, including burlesques of popular romances, followed by a short epistolary novel, Lady Susan. Her works published in her lifetime include Sense and Sensibility (1811), Pride and Prejudice (1813), Mansfield Park (1814) and Emma (1816). Two other novels, Northanger Abbey and Persuasion, were published posthumously in 1818, with a biographical notice by her brother, Henry Austen, the first formal announcement of her authorship. Persuasion was written in a race against failing health in 1815–16. She also left two further compositions: an unfinished novel, The Watsons; and Sanditon, a fragmentary draft of a new novel she was working on at the time of her death.
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Introduction
Jane Austen’s brilliantly sophisticated teenage writings constitute her beginnings as a writer. We see in the works in this volume the sheer fun of her early sketches and their ridicule of human foibles, her parody of the absurdities of romance and sentimental fiction, her decision-making over choice of word and incident, her changing attitude towards character and style, and especially her early fascination with wordplay and hidden meanings that reveal her sprightly imagination. G. K. Chesterton called the young Austen ‘naturally exuberant’ and placed her writing in the comic tradition of Rabelais and Dickens: she possessed ‘the inspiration of Gargantua and of Pickwick; it was the gigantic inspiration of laughter’.1 Virginia Woolf, too, focused on the laughter in Austen’s early writing, calling it ‘Spirited, easy, full of fun verging with freedom upon sheer nonsense’; but she also detected seriousness behind the ‘clever nonsense’, a seriousness that clearly emerges in the last of the pieces in this volume and that reaffirms Woolf’s conclusion that ‘at fifteen she had few illusions about other people and none about herself’.2 This young writer was a consummate observer and imitator, whose quick wit and mastery of style and manner enabled her to experiment in the techniques of fiction while producing at the same time works that are not only morally and aesthetically acute but also worthy of a talented entertainer.
Composed between 1787 and c.1794, these early writings all survive in fair-copy manuscript –  unlike Jane Austen’s six famous novels Sense and Sensibility (1811), Pride and Prejudice (1813), Mansfield Park (1814), Emma (1816), Persuasion and Northanger Abbey (both published posthumously 1818).3 Some of her juvenilia are unfinished, some deliberately so as part of a joke, but all bear witness to a young author in the making. Both their content and form suggest Austen’s concerns at the time, in particular her fascination with various genres and their conventions, ranging from dramas, short tales, sketches, imaginary letters and novels of various forms to popular history, and her growing concern about the education of women. Partly in imitation, partly in parody, the young Austen gathered her early works (with the exception of Lady Susan) into three notebooks, labelling them with the grandiose titles ‘Volume the First’, ‘Volume the Second’ and ‘Volume the Third’. Here we have a writer constructing herself as author, dedicating many of her productions to family and friends, and ensuring their preservation in bound vellum volumes that have stood the test of time. Together with Lady Susan, they allow us to chart Austen’s development towards her celebrated novels –  later works that critics now agree stand at the end of a rather different ‘bright & sparkling’4 early writing career.

FAMILY AND EARLY LIFE

Jane Austen was born on 16 December 1775, five years after William Wordsworth and four years after Sir Walter Scott, who later would so much admire the realistic and psychological artistry of her novels. Unlike such male authors, however, she seldom travelled far from home. She spent her early years in a rural rectory in Steventon, in the southern English county of Hampshire, where her father the Revd George Austen was the Anglican rector. Together with her older sister Cassandra and cousin Jane Cooper, Jane Austen spent a few months in 1783 at a small boarding-school in Oxford that then moved to Southampton – a disastrous experiment from which the girls caught ‘putrid fever’ (a form of typhoid) and were rapidly brought home. Then, in 1785–6, she spent a year and a half with Cassandra at The Abbey School in Reading where, like Harriet Smith in Emma, ‘girls might be sent to be out of the way and scramble themselves into a little education, without any danger of coming back prodigies’.5 Formal education was not seen as important for girls who, unlike the Austen boys, were not destined for professional life.

Jane Austen was the seventh child in a family of eight. She had six brothers who were tutored at home by their father, together with several wealthy boarders whom he prepared for university. James, the eldest child, went on to Oxford University and then followed his father into the Church, inheriting the Steventon living when his father retired to Bath in 1801 with his wife and two unmarried daughters, Cassandra and Jane. Edward was adopted by childless wealthy relatives, Mr Thomas Knight II and his wife, sometime in 1783, and later changed his name to Knight (1812), after inheriting in 1797 the estates of Godmersham Park in Kent, together with Chawton Manor and the Steventon living in Hampshire. He thus had the means to provide Jane, her mother and sister with a home in Chawton Cottage from 1809 until Jane’s death on 18 July 1817. Her favourite brother Henry, after a time at Oxford University and in the militia, became a banker in London, where Jane visited him a number of times, until he was bankrupted in March 1816 by the post-war economic slump and subsequently entered the Church. Francis and Charles, the youngest sons, enrolled at the Royal Naval Academy as cadets about the age of eleven or twelve and rose through the ranks at sea during the Revolutionary and Napoleonic Wars with France; from the early hardships as midshipmen –  acknowledged in dedications in the juvenilia –  they both eventually attained the rank of admiral. The remaining son was George Austen, the second eldest, who appears to have been mentally handicapped and was sent to live first with a local village family in early 1773, and later, in 1791, to live with his mentally infirm uncle, Thomas Leigh, in the care of another family near Basingstoke, until his death in 1838.6 Although George was not neglected he was seldom mentioned, not even later by family members whose works help to form the basis of our knowledge of Jane Austen: the ‘Biographical Notice’ (1817) by her brother Henry Austen and A Memoir of Jane Austen (1870) by her nephew James Edward Austen-Leigh. These accounts are inevitably coloured by a sense of fond remembrance of their now famous late relative and by pride in the status she adds to the family name. They are guarded, carefully framed to protect family interests and to bury embarrassments – including the often risqué performances of an exuberant young girl whose romantic imagination and ironic laughter burst forth in the juvenilia.

The close family circle was enlarged by a web of more distant relatives and friends, who might visit and be visited. Jane’s aunt Mrs Hancock and her glamorous daughter Eliza, Madame la Comtesse de Feuillide, visited Steventon for the Christmas of 1787 and in subsequent years, bringing stories of India where Eliza had been raised and of revolutionary France where her husband was guillotined in Paris in 1794. With her parents and sister, Jane visited relatives in Kent via London in the summer of 1788, when she was twelve, and may have had her portrait painted.7 In July 1791, the sisters appear to have accompanied their parents and brother Charles to Portsmouth when Charles entered the Royal Naval Academy there. They at least made a visit to the Hampshire coast in the second half of this year, since a letter dated 14 November 1791 from their cousin Eliza de Feuillide to another Austen cousin, Philadelphia Walter in Kent, refers to this and agrees that ‘some Son of Neptune may have obtained [Cassandra’s] Approbation as She probably experienced much homage from these very gallant Gentlemen during her Aquatic excursions. I hear her Sister and herself are two of the prettiest Girls in England.’8 Mrs Austen, formerly Cassandra Leigh, was the daughter of a former Fellow of Oxford’s All Souls College and had links with the aristocratic, rich and influential Leighs of Stoneleigh Abbey, whom the Austens visited at least three times between 1794 and 1806 while at Adlestrop rectory, the home of Revd Thomas Leigh, Mrs Austen’s cousin.9 Mr Austen’s rich relatives the Knights of Godmersham acted as his patrons, helping him to acquire the living of Steventon and to rent a nearby farm to supplement his clerical income. An uncle, Francis Austen, helped him secure a second living at the nearby village of Deane. Such connections gave the young Jane Austen a glimpse of wealth and elegance, but also an awareness of her own social precariousness and vulnerable welfare.
 
Without land of their own, her family lived on the edge of gentry, always aware of the importance of a good education, good sense and industry. The juvenilia demonstrate Austen’s early concern for money, her awareness of the nuances of class, and the gaping distance between the professional possibilities for young men and the restricted options for genteel women to gain an income. Jane and Cassandra, three years older than herself, had only £20 a year each from their father to spend on themselves,10 a far cry from the £10,000 a year of Mr Darcy in Pride and Prejudice or the even greater income of her brother Edward once he inherited his estates from his adopted father, Thomas Knight II.11 The sisters were expected to marry or, if they remained single, to teach or become lady companions like Jane Fairfax in Emma, or to be useful as child-minders and nurses for relatives. In later years the Austen sisters took turns to visit Edward at Godmersham to assist with his children, while the other stayed home to care for their mother. It is little wonder that an intelligent young woman with a bent for literature might harbour literary ambition in the hope of gaining some intellectual and financial freedom if not literary fame.

THE EARLY MANUSCRIPTS

By the age of eleven, Jane Austen was consciously constructing herself as ‘author’. She made fair copies of twenty-seven early stories and dramatic sketches including a parody history of England, possibly after some selection,12 transcribing them in a clear, legible hand into three manuscript notebooks. They amount to some 74,000 words. The composition dates of the various pieces range from the year 1787 (Austen turned twelve in December of that year) until June 1793 (when she was seventeen). As a rule of thumb, the age of twenty is usually used as the limit for juvenilia, but this is a moot point depending on one’s definition of the word ‘juvenilia’.13 Generally classified as ‘early writings or works written in one’s youth’, juvenilia are not simply immature or apprentice writings. As with the Brontës’ famous juvenilia, or those of Lady Mary Wortley Montagu, Lewis Carroll, John Ruskin or Katherine Mansfield, for example, Austen’s early writings are not only apprentice works but of value in their own right as entertainment and as literary and historical documents –  records of a youthful writer’s response to her times, to mores and manners and to aesthetic values.

Lady Susan, often referred to as ‘juvenilia’, is not strictly speaking in this category since the fair copy was made sometime after the completion of her notebook volumes (the date 1805 appears on two watermarks on the manuscript). It is generally agreed, however, that the novel was originally composed about 1794 when she was eighteen, following the last of her juvenilia in the manuscript notebooks.14 In style and content it is linked with the robust commentary and literary techniques of the juvenilia; yet, like much of the later juvenilia, it contains significant precedents that point to the mature author.15 The manuscript itself, located in the Pierpont Morgan Library in New York, has been transcribed by Austen from a draft on to seventy-nine quarto leaves (19 × 15.5 cm), in her neat, expansive longhand. A note surviving with the manuscript – ‘For Lady Knatchbull’, almost certainly in Cassandra Austen’s hand –  indicates that Cassandra gave it to Jane Austen’s favourite niece Fanny Knight (who became Lady Knatchbull in 1820). Austen never entitled the manuscript, but she clearly delineated the epistolary form of this early novel in her exact layout of letters, with their headings, announcement of correspondents, recipients and place of writing, and the conventional signatures at the end. In 1871, Lady Knatchbull allowed James Edward Austen-Leigh to publish Lady Susan in the appendix to his second edition of A Memoir of Jane Austen, where it received its title for the first time –  a title that clearly denotes the central character but tends to obscure the more serious moral tone the young author was trying to inject into her writing.16 This was the first (rather inaccurate) publication of any early Austen manuscripts, yet this alone indicates that it was viewed, at least by her family, as a more serious performance than others of her early writings.17

The three manuscript volumes of juvenilia also survive intact, the first in the Bodleian Library in Oxford and the other two in the British Library in London. The contents of the three volumes are not chronological. Volume the First, for example, contains not only the earliest pieces from 1787 to 1790 but also two of the last pieces. As Brian Southam surmises, after beginning chronologically ‘it looks as if Jane Austen entered fresh material into whichever of the three notebooks was most conveniently to hand’.18 There are a number of dates inscribed by Austen in each of the volumes; these, together with external evidence, allow scholars to date the individual pieces. The dating of the various items, some of which is conjectural, is discussed in the explanatory notes.

Volume the First is in a quarto-size notebook, bound in quarter calf and marbled boards. It is an elegant volume but has suffered wear and tear, chiefly in Jane Austen’s lifetime when it circulated among members of the family. Apart from the last two items (‘The Three Sisters’ and ‘Detached Pieces’) that were written later, the handwriting is large and immature compared to that in the other two volumes. There are 180 pages numbered by Austen herself,19 and following the final item she wrote: ‘End of the first volume June 3d 1793’. The front cover carries the title ‘Volume the First’ in her large early hand, and the inside cover has an inscription by Cassandra, who inherited Jane’s manuscripts: ‘For my Brother Charles’. Cassandra has also written a note on a scrap of paper that is pasted below: ‘For my Brother Charles. I think I recollect that a few of the trifles in this Vol. were written expressly for his amusement. C. E. A.’

Volume the Second is a better-quality notebook in white vellum, given to Jane by her father. She has proudly written the Latin tag ‘Ex dono mei Patris’ at the top of the contents page, and it is fair to assume –  as Margaret Doody suggests –  that her father was so impressed by his daughter’s earlier works in Volume the First that ‘he supplied the finer notebook as an encouragement to further productions’.20 Again she has titled the cover in ink, ‘Volume the Second’, and inside the front cover a pencil inscription by Cassandra reads ‘For my Brother Frank, C. E. A.’ Two of the items are dated by Austen: ‘Love and Freindship’ (13 June 1790) and ‘The History of England’ (26 November 1791); and her brother Henry has added a comic reply to her dedication of ‘Lesley Castle’, pretending to order his bank to pay her one hundred guineas for the work. ‘The History of England’ is illustrated with thirteen pen and watercolour medallion portraits by Cassandra, designed to support and enhance the satire of her sister’s prose portraits of kings and queens –  a revealing collaborative project discussed below. Volume the Second is the longest of the notebooks, with 264 pages. Austen apparently numbered all the pages sometime after six leaves (twelve pages), scattered throughout in groups of one or two leaves, were removed from the notebook and before she wrote her contents page, so there is no knowing what was excised. However, Brian Southam has noted that one of the stubs left from a cut page ‘shows the beginning of words’, so demonstrating that the missing leaf ‘was certainly completely written on both sides’.21 This suggests that Austen may not have been simply copying early drafts but was also improving or composing into the notebook. Clearly she was keen to preserve the fair-copy look of her volume and removed any pages spoiled by deletions or false starts. One exception that further suggests Austen began composing directly into her notebooks is a short cancelled paragraph at the end of Volume the First, written after Volume the Third and titled: ‘A fragment – written to inculcate the practise of Virtue’, a tongue-in-cheek piece originally intended to accompany the three ‘Detached Pieces’ (1793) written by Austen for her new infant niece (see Textual Notes).

Volume the Third is another vellum-covered notebook, titled on the front by Austen and inscribed on the contents page ‘Jane Austen –  May 6th 1792’, although the first of the two items, ‘Evelyn’, was probably written earlier.22 The second, ‘Catharine, or the Bower’, is dated August 1792. Both pieces were left unfinished by Austen, who intended to complete at least ‘Evelyn’ since she left blank pages for a continuation before she began writing ‘Catharine’; and both pieces have continuations by her nephew James Edward, son of the eldest brother James, who frequently visited his aunt and her family at Chawton in 1815 and 1816. On the first page of the notebook Cassandra has written ‘for James Edward Austen’ (in a different hand, someone has inserted ‘Leigh’ after ‘Austen’, presumably after James Edward added the name of his wealthy Leigh relatives to his own in 1837). The Revd George Austen may well have provided this third notebook as another gift to his writing daughter; inside the front cover he penned the following: ‘Effusions of Fancy by a very Young Lady Consisting of Tales in a Style entirely new’. Unlike many fathers of the period who would have insisted their daughters confine their interests to needlework, he took an interest in Austen’s writing, was clearly aware of much of its content and keen to encourage her authorship. The word ‘Effusions’ did not carry the negative aspersions it does today and ‘Fancy’ was not then the poor relation of ‘imagination’: ‘effusions of fancy’, a phrase Austen herself repeated in Northanger Abbey (I, v) to describe the novel, indicates Mr Austen’s appreciation of his daughter’s early frank and eager expression of her imagination. Although there are only 140 pages, mostly paginated by Austen, and only two unfinished items, the notebook shows interesting textual features that also indicate careful craftsmanship.

Even as a teenager, Austen was aware of her audience. Why, for example, did she change the name of her heroine ‘Kitty’ to the more formal ‘Catharine’ in her novel of the same name? Or delete the suggestive criticism Catharine receives from her aunt (‘Her intimacies with Young men are abominable’)? Or why did she delete the colloquial word ‘cockalorum’ (‘little cock, bantam; self-important little man’, OED) and attribute the more moralistic ‘vanity’ to Lady Jane Grey in ‘The History of England’? Changes like these in her later juvenilia suggest a growing sense of public performance and its associated emphasis on moral decorum (see also Note on the Text). Further revisions in ‘Evelyn’ and ‘Catharine’, of new material indicating a later date, suggest that Austen returned to her juvenilia between 1809 and 1811, possibly during the rediscovery of her notebooks after unpacking her belongings at her new Chawton home in July 1809.23 The emendations (such as inserted references to the ‘Regency’ period) show she was updating her stories, perhaps to enhance their appeal to nephews and nieces or using the notebooks as working copy for later writing. There is also evidence that during the draft composition of her first three novels she returned to her juvenilia as a kind of source book for the recycling of characters and ideas. The irresponsible and vacuous Camilla Stanley in ‘Catharine’, for example, suggests an early version of Isabella Thorpe in Northanger Abbey, and the haughty snobbery of Lady Greville towards Maria in ‘A Collection of Letters’ prefigures Lady Catherine De Bourgh’s calculated arrogance towards Charlotte Collins in Pride and Prejudice. Even as late as 23 August 1814 Austen was still recalling incidents in her juvenilia, when she referred to some eccentric travel that ‘put me in mind of my own Coach between Edinburgh & Sterling’,24 a reference to the bizarre coach travel that forms the denouement of ‘Love and Freindship’.

FAMILY COLLABORATION AND HIDDEN MEANINGS

The Austen family, together with close friends, played a considerable role in the conception of the juvenilia. They provided inspiration for stories and characters, often becoming the butt of the youthful author’s jokes; they modelled literary and dramatic enterprise, encouraged her critical stance in reading and, when necessary, were an encouraging audience. Their fostering of Austen’s early creativity is seen especially in the dedications that are written to suit individual members. Although many of them were written after the actual composition of a tale, squeezed between title and text as in the cases of ‘Jack and Alice’ and ‘The adventures of Mr Harley’, or inserted in the blank page Austen had left at the beginning of each new piece, they represent her creative response to the people and events around her. Her play ‘The Visit’, for example, is dedicated to her brother James, an acknowledgement of his own dramatic talents in writing prologues and organizing family theatricals. ‘The Mystery’, inspired by Revd George Austen’s favourite play The Critic (1779) by Richard Brinsley Sheridan, is dedicated accordingly to her father,25 and he is also mentioned on the title page of her history. ‘The beautifull Cassandra’, whose heroine falls in love with an elegant bonnet, is dedicated to her beloved sister who shared Austen’s love of bonnets and their trimmings. To Cassandra, Austen also dedicated her more ambitious works ‘The History of England’ and ‘Catharine, or the Bower’, works replete with hidden meanings and private concerns shared only by the sisters, as the following discussion suggests. All her early writings, apart from ‘Edgar and Emma’, are dedicated either to family members, including her cousins Jane Cooper and Eliza de Feuillide, or to her friend Martha Lloyd. The dedication to Martha, like most of the dedications, is a carefully worded joke: ‘As a small testimony of the gratitude I feel for your late generosity to me in finishing my muslin Cloak, I beg leave to offer you this little production of your sincere Freind’ (‘Frederic and Elfrida’). The grandiose style of the usual dedication of the period is undercut here by the domestic chore of ‘finishing [a] muslin Cloak’; as kind as the act might have been, functional needlework is not usually the subject of literary dedications. Juliet McMaster has demonstrated that these dedications are in themselves accomplished works, fragments that represent carefully crafted letters for public consumption.26

Austen’s brother Henry reported that her writings ‘were never heard to so much advantage as from her own mouth; for she partook largely in all the best gifts of the comic muse’.27 Although this comment probably refers to her novels, it is possible that some of the juvenilia –  at least those of Volume the First –  may have been read aloud by Austen to the family circle and select friends.28 She was known to be an excellent mimic, a talent she inherited from her mother who from an early age had delighted family audiences with her charades and ‘Smart pieces’ of comic verse.29 Jane Austen’s dramatic talents were early nurtured by family entertainments shared with neighbouring friends. One memorable occasion for a twelve-year-old Austen was the visit to Steventon rectory at Christmas 1787 of her ‘very pleasure loving’ cousin Eliza de Feuillide, whose interests stimulated the revival of a small amateur dramatic company organized by James and Henry. Neighbours and visitors like Eliza were recruited for the performance and Mr Austen’s barn was fitted up ‘quite like a theatre, & all the young folks [were] to take their part’.30 The younger Austens staged Susanna Centlivre’s The Wonder! A Woman Keeps a Secret (1714), characterized by William Hazlitt as ‘a happy medium between grossness and refinement’, with the dialogue rich ‘in double entendre’.31 Eliza’s performance as ‘the flirtatious leading lady’, Donna Violante, opposite James and Henry Austen (the latter she eventually married) is thought to have provided material for the similar theatrical situation in Mansfield Park.32 Also in this novel Austen observed: ‘A love of the theatre is so general, an itch for acting so strong among young people’ –  a comment Penny Gay suggests must surely be based on autobiographical experience. Gay also demonstrates that the plays performed at Steventon during Austen’s childhood ‘present a conspectus of late eighteenth-century fashionable comic theatre’.33 Much of the material of the juvenilia, especially the early burlesques but also the energetic and attractively wicked Lady Susan, echoes this comic theatre and the high spirits and repartee practised by the talented community of young readers, writers and actors at Steventon rectory.

Lady Susan is Austen’s only literary excursion into the world of the aristocracy and it has much to do with her newly widowed but dazzling cousin Eliza de Feuillide, who as the wife of an officer in the Dragons de Reine had frequented the court of Marie-Antoinette at Versailles. Eliza had had ample opportunity to observe the intrigues of courtiers, including her own aristocratic husband and his mistress. With her quick wit and acting ability, she was a ready participant in the flirtation and subterfuge practised at the time, a likely model for the amoral attitude of a Lady Susan. Eliza brought a taste of the beau monde to the Austen rectory, even characterizing herself as the ‘greatest rake imaginable’.34 She was a welcome and lively visitor there during her widowhood and is said to have fascinated her young cousin Jane, even perhaps introducing her to Laclos’s scandalous novel, Les Liaisons Dangereuses (1782). Stories of adultery and parental cruelty, Lady Susan’s particular attributes, could also of course be found closer to home. Not much would have escaped the ears of a daughter of the rectory. She would have heard from her friends Martha and Mary Lloyd, who for some time rented the nearby Deane rectory from Mr Austen and later became part of the Austen family, tales of their wicked grandmother, a Mrs Craven, who, like Lady Susan, imprisoned her daughters until they absconded and married.35 She was ‘a most courteous and fascinating woman in society’ but with ‘a stern tyrannical temper’ in private and determined to acquire a wealthy second husband.36 Austen would have known, too, of the desperate plight of her Aunt Philadelphia (Eliza’s mother) whose best chance of a home was to travel to India to find a husband among the numerous Englishmen employed by the East India Company. Her story reappears in the fate of the eldest Miss Wynne in ‘Catharine’, who is ‘obliged to accept the offer of one of her cousins to equip her for the East Indies, and tho’ infinitely against her inclinations had been necessitated to embrace the only possibility that was offered to her, of a Maintenance’. Gossip among a lively circle of friends and relations contributed much to the young writer’s surprisingly sophisticated knowledge of human nature and helped to fuel her imaginative response to her reading.

A richly educated family life was vital for a young woman whose two brief experiences of school had done little for her mind and who otherwise had to fend for herself. Despite the value placed on education by the Austens, formal tuition was reserved for the boys. Nevertheless, both father and brothers clearly guided the young Jane’s learning; and like all youthful writers she was keen to imitate, to join their more adult pursuits and to receive their approbation. The witty minimalist plays she wrote – ‘The Visit’, ‘The Mystery’, ‘The first Act of a Comedy’ –  would have been welcomed and performed at one of the more intimate family entertainments. Her father’s five-hundred-volume library meant that, like her brothers, she could read voraciously a healthy mix of works: from Shakespeare to Pope, Fielding, Richardson, Sterne, Johnson, Sheridan, Cowper and Frances Burney (to name her favourites that are most frequently alluded to in the juvenilia) on the one hand, to the popular sentimental literature she later disingenuously described in Sanditon as ‘The mere Trash of the common Circulating Library’.37 The Austen parents were remarkable for their enlightened view towards their children’s reading, a view unencumbered either by contemporary gendered prejudice against women taxing their weaker female minds with history and philosophy (although Austen did not share her brothers’ classical tuition) or the moralistic evangelical prejudice against the evils of novels for young women that Mrs Percival voices in ‘Catharine’. Like Edward in ‘Love and Freindship’ and Henry Tilney in Northanger Abbey, her brothers enjoyed not only popular drama but also novels, generally considered female fare at the time, never missing an opportunity to mock the sentimentalism in both genres. A letter from Austen to her sister in 1798 records that even her father took delight in a newly published Gothic novel, The Midnight Bell, a work she later mentions in Northanger Abbey. Literature was a shared activity in the Austen household; it was fun and enlightening. It is little wonder it became embedded in the writing of an eager young author.

James and Henry Austen’s magazine The Loiterer, written and published in Oxford about the same time as the writing of the juvenilia, has been seen as an index to Austen’s early literary and social interests.38 Certainly it has the same exuberance and mix of contents as her early writing and would have had a major influence on the development of her critical gifts. The articles that appeared weekly between January 1789 and March 1790, written almost entirely by the brothers themselves, satirize university life and parody popular fiction. Significantly, they also track the same critical stance as her juvenilia –  in A. Walton Litz’s words, ‘from simple burlesque and parody towards a more complex merging of narrative structure with ironic methods’, a tendency which foreshadows Jane Austen’s own development after ‘Love and Freindship’.39 There are a number of parallels between articles in the magazine and the juvenilia that indicate her close reading of The Loiterer, and she may even have contributed the letter from ‘Sophia Sentiment’ (see Appendix B), published in the number for 28 March 1789. Her two brothers were also probably the chief recipients of Austen’s early prose, of the many drafts she wrote that did not find their way into her three fair-copy manuscript notebooks.

If James and Henry were the young writer’s mentors, her closest collaborator was her sister Cassandra. We know from the surviving letters that Cassandra was privy to all Austen’s secrets: they shared a room throughout their lives and both faced the precarious future of the unmarried woman. Privacy was at a premium in the Austen home, especially with Mr Austen’s three or four live-in male pupils, but by 1791 the brothers were no longer living at home and the sisters were allocated an upstairs sitting-room or ‘dressing room’, as they called it, adjoining their bedroom: ‘This room belonged exclusively to the two sisters. Here they followed their favourite pursuits –  Cassandra had her drawing materials, and Jane her desk and her piano’.40 Here Austen wrote the bulk of her juvenilia and the first drafts of Pride and Prejudice, Sense and Sensibility and Northanger Abbey. Cassandra, who may have received drawing lessons from the famous water-colourist John Claude Nattes,41 was a talented amateur whose ability to take an accurate likeness was valued by family members in those days before photography. R. W. Chapman, who in 1933 published the first scholarly edition of juvenilia, was surprised to find that some family members ‘made it plain that Cassandra and her drawing were not less interesting in their eyes than Jane and her writing’.42 It is to Cassandra that we owe the famous images of Austen: the pen and water-colour image of the later novelist (c.1810), and the water-colour sketch (1804) of a tantalizing rear-view of Austen sitting outdoors in her blue bonnet and gown, both now in the National Portrait Gallery, London. Less known is an early image of her sister that Cassandra secreted among her miniature caricature portraits for ‘The History of England’, a complex collaboration between the two sisters that plays with the possibilities of text and image. Here Jane Austen is portrayed as Mary, Queen of Scots, her favourite Stuart monarch, a heroine of romance but also calculatingly ambitious and tragically beheaded by her cousin Elizabeth I of England. Cassandra’s image of Jane both parodies and confirms her sister’s fierce partiality for the Stuarts demonstrated in her text. Brigid Brophy suggests that Austen’s self-identification with Mary may derive from the pro-Stuart historian John Whitaker (cited in Austen’s text), who characterizes Mary, Queen of Scots as ‘young, beautiful and accomplished’, with an ambition to ‘appear as a woman of intellect, and to be considered as a woman of taste’.43 Both sisters sought intellectual validation in their creative talents. The format of Cassandra’s signature on her miniature portrait, with its professional Latin abbreviation ‘pinx’ (for ‘pinxit’, meaning ‘painted it’) shows that she too was not only laughing at her own pretensions to professionalism but was also endorsing herself as a talented artist like her sister, with a strong desire for her work to be taken seriously.

‘The History of England’ demonstrates the close creative bond between the two sisters. Jane Austen dated her text 26 November 1791, a few weeks before her sixteenth birthday, and transcribed it into Volume the Second some time during May to November 1792. Cassandra contributed thirteen miniature images of monarchs, completing them by early 1793.44 They are cleverly conceived and delicately executed, and in some cases may be copies of original sketches presented to the sitters. They are printed in this edition as they appear in the manuscript. They join in Austen’s parody of Oliver Goldsmith’s 1771 The History of England,45 imitating the woodcut medallion images of his abridged edition but disrupting their historical pose by clothing the monarchs in brightly coloured modern dress and then enhancing the joke by using portraits of family members and friends to represent individual monarchs. This equation between Cassandra’s portraits and Austen family likenesses has only recently been recognized –  in the Juvenilia Press edition of The History of England & Cassandra’s Portraits (2009) –  and further confirms the link between family and imaginative creativity in the juvenilia.

Of Cassandra’s thirteen portraits of monarchs, seven (possibly eight) –  through a comparison of existing miniatures and other family representations, and supported by biographical evidence46 –  can be tentatively identified as Austen family members and friends. Textual references link the portraits to particular family members (see individual Notes at the end of this edition). The most obvious is the clue that the images correspond, wherever possible, to family members and friends of the same name. The brothers James, Edward and Henry, for example, are depicted as James I, Edward VI, and Henry V respectively and their friend Mary Lloyd is Mary Tudor. Jane Austen as the youthful and pretty Mary, Queen of Scots is particularly red-cheeked, a trademark feature Austen herself joked about in many of her heroines. She is dressed in 1790s formal costume, ready to impress at a ball –  an image perhaps not inconsistent with the contemporary comment that ‘she was then the prettiest, silliest, most affected, husband-hunting butterfly’.47 In contrast, as Austen’s text demands, Cassandra’s portrayal of Mary’s rival Elizabeth I is depicted as an ‘over-dressed, over-rouged harridan’, to use Brian Southam’s words.48 Critics have been quick to comment on the ‘slanderously unflattering portrait of Elizabeth which features a greatly exaggerated version of the witch’s proverbial pointy nose and chin’,49 a nose and chin that appear to be an exaggerated version of Mrs Austen’s renowned aristocratic Leigh features of which she was especially proud.50 Were the teenage sisters making a private joke at their mother’s expense? The placement of the portraits is also suggestive. Unlike the other single portraits accompanying the text of each monarch, Cassandra has deliberately displayed Elizabeth and Mary confronting each another. As Jan Fergus puts it: these two queens ‘confront one another as maiden and crone’.51Annette Upfal, who was the first to identify the witty concealment of family likeness in the portraits, convincingly argues that the semiotics of this representation suggest that the juxtaposed historical rivals Elizabeth (Mrs Austen) and Mary (Jane) might portray a family confrontation at the time between a strict mother and her independent-minded teenage daughter.52 Certainly the phrases Austen uses for Elizabeth as ‘the destroyer of all comfort, the deceitful Betrayer of trust reposed in her’ are odd in a historical context and may be a reference to tension in Steventon rectory.

Although not every image in ‘The History of England’ can be identified or, in some cases, authenticated, the expert findings together with supporting biographical evidence show that Cassandra included not only portraits of her mother, sister and three of her brothers but also of her cousin Edward Cooper, her friend Mary Lloyd and possibly her future fiancé, Tom Fowle, who was to die tragically of yellow fever in the West Indies in 1797.53 Just as there is no image of the unfortunate Edward V, who apparently ‘lived so little a while that no body had time to draw his picture’, there is no image of the midshipman brother Francis, perhaps because he had been away at sea for several years or perhaps simply because England has had no King Francis.54 Austen however includes an elaborate compliment to Francis in her chapter on Elizabeth, where she compares him to Sir Francis Drake:


It was about this time that Sir Francis Drake the first English Navigator who sailed round the World, lived, to be the ornament of his Country and his profession. Yet great as he was, and justly celebrated as a Sailor, I cannot help foreseeing that he will be equalled in this or the next Century by one who tho’ now but young, already promises to answer all the ardent and sanguine expectations of his Relations and Freinds, amongst whom I may class the amiable Lady to whom this work is dedicated, and my no less amiable Self.

 	

As in her dedications, Austen flatters her siblings with the same tongue-in-cheek ambiguity she applies to the historical monarchs themselves, and, as the final comment indicates, she is also quick to undercut her own outrageously intrusive narrative pose. The playful compliment to her seventeen-year-old sailor brother is both wishful thinking and comic extravagance. For her favourite brother Henry, both she and Cassandra flattered his ambitions by depicting him as the great military leader Henry V, whose victory at Agincourt is referred to in the text, and by dressing him as an officer of the Royal Regiment of Artillery, using an officer’s image from a popular satiric print by H. W. Bunbury as her model.55 Cassandra used another contemporary caricature by Bunbury56 as the model for her pompous cousin the Revd Edward Cooper as Edward IV, playing with the original in the same way as Jane was burlesquing historical precedent in her text. In Cassandra’s portrait, Cousin Edward’s dress as an evangelical clergyman parodies the orthodox image of Edward IV in Goldsmith’s original text, and the gross posture of Bunbury’s caricature taints both the cousin she dislikes and the monarch. Cassandra’s technique is as witty and accomplished as her sister’s risky double entendre. We surely encounter here a lively artistic mind capable of engaging and encouraging the daring creativity of her younger sister. This is a far cry from the characterization of the later Cassandra handed down by her nephew in his Memoir as ‘colder and calmer’, ‘always prudent and well-judging, but with less outward demonstration of feeling and less sunniness of temper than Jane possessed’.57 Cassandra was clearly a kindred spirit to her sister, who on 1 September 1796 wrote admiringly:

The letter which I have this moment received from you [Cassandra] has diverted me beyond moderation. I could die of laughter at it, as they used to say at school. You are indeed the finest comic writer of the present age.58

 	

Austen’s ‘The History of England’, then, with its visual and verbal reference, is in some sense a covert representation of the Austen family scene. It laughs both at and with family and friends, and demonstrates the way juvenilia, like autobiography, can be an empowering act that enables the young writer to ‘circumvent social prohibitions’, to ‘think forbidden thoughts’ and to express them in a literary (and in this case historical) code with impunity.59 Park Honan comments on the significance of the sisters’ room of their own and its impact on Austen’s early writing: the ‘daily freedom behind a shut door’ to say or do whatever she liked.60 Austen’s forthright stories in the juvenilia, with their sexual innuendos and jokes on deformity and drunkenness, would repeatedly violate the rules of contemporary conduct books on feminine behaviour in polite society and the topics that a girl was permitted to discuss. The joke on James I’s homosexuality in ‘The History of England’, for example, is daringly risqué for a young girl of this period, and Cassandra’s grotesque portrait of Mrs Austen as Elizabeth would have been equally offensive to later family members, if not to Austen’s immediate family. It is unlikely that this particular manuscript would have been circulated widely among family and friends. Reginald Farrer suggests ‘it is significant that only upstairs, behind her shut door, did [Austen] read her own work aloud, for the benefit of her chosen circle in the younger generation’.61 He is surely not speaking of Volume the First, but this may well have been the case with Austen’s ‘History’ and with other juvenilia in Volume the Second and Volume the Third. They are all dedicated to members of this ‘chosen circle’ of supportive young people that would have included her brothers James and Henry, Cassandra, the cousins Eliza de Feuillide and Jane Cooper, Mr Austen’s pupil Richard Buller and probably Tom Fowle, all of whom were either staying at or in the vicinity of Steventon rectory in late 1792 when the bulk of the juvenilia had been completed.

‘TALES IN A STYLE ENTIRELY NEW’

A much grander portrait of the young Jane Austen by the artist Ozias Humphrey has more recently returned to the spotlight and, although some scholars are still uneasy about the authenticity of its subject, it is helpful in suggesting the un-childlike disposition of the young writer we encounter in the juvenilia. Margaret Anne Doody characterizes this portrait as that of ‘a young girl of the new revolutionary decade of the 1790s. She takes care of no one and nothing … but walks freely towards life, with open eyes and curious amused gaze.’62 This same gaze is encountered in the juvenilia. Whether she turns her probing ironic eye on her family and friends or engages with the wider context of her life, her written response is almost always parodic – ‘rattling burlesque’ is how G. K. Chesterton first characterized it and since then many critics have pointed to elements of the burlesque in the juvenilia. Perhaps this is what George Austen had in mind when he described his daughter’s early writing as ‘Tales in a Style entirely new’.63 Burlesque, ‘an incongruous imitation’,64 may be written in sheer fun, but it is usually seen as a form of satire with some serious mocking intent. Austen’s juvenilia are witty and entertaining – ‘light-hearted’, ‘exuberant’, ‘hilarious’, ‘raucous’ are adjectives applied to it –  but it would be wrong to assume that because they are youthful writings they are not intentionally serious, even subversive. A remarkable feature of the juvenilia is its ability to subvert limitations imposed on young women, especially in the field of education. The form of burlesque Austen uses to achieve this is parody, which deflates the serious original by applying the imitation to a comically inappropriate subject. Practice in parody honed her critical skills and assisted the development of the witty ironic voice for which she is famous. In Jane Austen: Irony as Defence and Discovery (1952), Marvin Mudrick demonstrated the way her use of irony for contrasting what is with what should be is intimately related to her contemporary literature.

Austen was an avid reader of the romantic, sentimental and Gothic novels that flooded the popular market in the second half of the eighteenth century. Simply by using ‘Love’, ‘Friendship’ or ‘Castle’ in her titles, she conjures up expectations of the sentimental or Gothic ready to be subverted by her wicked sense of humour. Horace Walpole’s The Castle of Otranto (1765) is usually considered the first novel to associate castles with Gothic motifs: remote and foreign settings, gloom and decay, dark secrets associated with a villainous tyrant and persecuted heroine, crime and the supernatural; but Austen would also have in mind more recent novels like Ann Radcliffe’s first novel The Castles of Athlin and Dunbayne: A Highland Story (1789) and Charlotte Smith’s Emmeline, the Orphan of the Castle (1788), a novel she alludes to in ‘Catharine’. ‘Lesley Castle’, however, debunks any such conventions found in these novels. The castle may be ‘Mouldering’ and set ‘on a bold projecting Rock’ in the Highlands of Scotland, but it is merely two miles from a populous town and commands delightful views over its environs. Its characters are equally cosmopolitan, unintentionally disclosing their jealousy, greed and egotism in a series of comic letters that reveal Austen’s familiarity with the epistolary novels of her favourite novelist Samuel Richardson, whose Sir Charles Grandison she is said to have known ‘almost by heart’.65 The letter novel was another genre she practised and satirized with great gusto in early pieces like ‘The Three Sisters’, ‘A Collection of Letters’ and ‘Love and Freindship’, and then perfected in Lady Susan. The popular literary form of the memoir, too, is parodied in ‘Memoirs of Mr Clifford’, whose hero records a journey in which he does nothing of interest.

But it is the sentimental novel that is the chief butt of her early satire. Characterized by Mudrick as the ‘lachrymose novel, compounded of sentiment, morality, manners, instruction, sensibility, and adventure’,66 it focused on the heroine’s ‘sensibility’, a feeling response that is seen as virtuous. By the 1790s a ‘cult of sensibility’ had developed, fuelled largely by imitations of two popular continental novels: Goethe’s The Sorrows of Young Werther (1774) and Jean-Jacques Rousseau’s Julie, ou La Nouvelle Héloïse (1761), both of which Austen satirizes in her juvenilia. Rousseau’s message that we should abandon social mores and listen to our natural instincts for guidance motivates most of the heroines of the juvenilia. In ‘Henry and Eliza’ the characters follow their instincts in gleeful fashion, indulging their natural cravings for violence and self-gratification: the Harcourts ‘cudgel’ their workers, Eliza steals money from her benefactors, the ‘Dutchess’ locks her up and the babies eat two of her fingers. Her ‘inhuman’ benefactor, Sir George Harcourt, named for Rousseau’s English patron, dispenses Rousseauean rewards for virtue and industry to his haymakers in the manner of Julie in La Nouvelle Héloïse. In Goethe’s novel, the virtuous young hero Werther (whose ‘blue sattin Waistcoat’ is emulated by Austen’s hero in ‘Love and Freindship’) is so distressed on hearing that Charlotte, the girl he loves, is betrothed to his friend that he gives way to his uncontrolled feelings and commits suicide –  a novelistic event that led to hundreds of copycat suicides all over Europe at the time. In her earliest surviving story, ‘Frederic and Elfrida’, the eleven-year-old Austen responds by creating her own heroine Charlotte, who is so virtuous and obliging that she cannot refuse anyone anything. Consequently she agrees to marry both the men who propose to her and then finds a sentimental solution to her ensuing problem: rather than hurt the feelings of either of the men by a rejection, she commits suicide. Austen further exploits the irony of the situation in a direct challenge to the reader: if we read the pathetic lines on Charlotte’s epitaph ‘without a shower of tears, which if they should fail of exciting in you, Reader, your mind must be unworthy to peruse them’. Her challenge suggests we are unsympathetic if we do not respond appropriately and herein rests the absurdity of expecting a uniform tearful response to a sentimental scene. This way affectation and hypocrisy lie, the prime target of Austen’s satire.

‘Jack and Alice’ takes issue with the model of the popular sentimental hero. Like the hero of Sir Charles Grandison, Charles Adams is a model of the Enlightenment man, a paragon of virtue and reason (his very name suggests his original perfection). Austen sends him to a masquerade where he shines resplendent in a mask that represents the sun: ‘The Beams that darted from his Eyes were like those of that glorious Luminary tho’ infinitely superior. So strong were they that no one dared venture within half a mile of them; he had therefore the best part of the Room to himself’. Such perfection, Austen suggests, is unapproachable and the hero is best left in the company of his own egotism. Not so Mr Gower, the hero of ‘Evelyn’, who is surrounded by the extravagant hospitality of a family who cannot lavish enough sentimental benevolence on their self-absorbed guest. His egotism, like that of Charlotte Lutterell in ‘Lesley Castle’, manifests itself in a boundless sense of entitlement. His appetite for both the food and possessions of these ‘virtuous’ strangers is insatiable, and they relinquish chattels, house and daughter to him in an absurd exaggeration of sentimental values.

‘Love and Freindship’ (1790) from Volume the Second has been called ‘the most amusing and incisive of all eighteenth-century attacks upon sentimental fiction’.67 The earliest juvenilia, ‘Frederic and Elfrida’, ‘Jack and Alice’ and other contributions to Volume the First (apart from ‘The Three Sisters’ [1791] and ‘Detached Pieces’ [1793], written later), are in many ways exercises for this extraordinary assault on the genre. They all exhibit a knowing awareness of the false values and absurd conventions of sentimental fiction, not least women’s assumed fragility of body and mind. The anonymous epistolary novel Laura and Augustus (1784), with its suggestive names of the central players in ‘Love and Freindship’, was probably the main focus of Austen’s mockery;68 but sentimental excess in general is everywhere displayed: friendships are formed ‘instantaneously’, heroines swoon ‘Alternately on a Sofa’ when they are not proactive in stealing and moral corruption, long-lost relations are discovered in rapid succession, and lovers determine ‘not to transgress the rules of Propriety by owning their attachment, either to the object beloved, or to any one else’. The sentimental convention of recounting inward secrets or one’s life adventures as a sign of true intimacy and committed feeling is ridiculed mercilessly throughout the story, until the end when Laura’s insistence on again hearing everyone’s separate adventures enables Austen to wind up all the threads of her story neatly. When Sir Edward wonders where his son picked up his absurd habits and language, his answer betrays a nice self-reflexive irony: ‘“Where, Edward, in the name of wonder” (said he) “did you pick up this unmeaning Gibberish? You have been studying Novels I suspect.”’ Austen is acknowledging here her own voracious appetite for popular novels and laughing at herself for indulging in writing ‘gibberish’ about them. She is displaying what Jan Fergus refers to as her ‘double vision’:69 the ability to laugh at her own prejudices while still maintaining them. Her practice is that of Henry Tilney, the hero of Northanger Abbey, who delights in parodying the Gothic novels he so thoroughly enjoys reading.

Her double vision is more complex and less secure in Lady Susan, a brilliantly cynical study of a voracious and witty heroine that introduces a seriousness of tone and intent that is new in Austen’s early writing and that heralds the moral tenor of her later (and longer) novels. The character Lady Susan shows none of the naivety of the narrator Laura in ‘Love and Freindship’, who endorses the crazy fainting fits and outrageous sensibility that engage our laughter but not our judgement. In contrast, Lady Susan positively exults in her own sophistication and duplicity, so we are forced to consider the morality of her disingenuous and malicious behaviour. However, she also ‘possesses an uncommon union of Symmetry, Brilliancy and Grace’ and, like the polished Mary Crawford in Mansfield Park, she is an entertaining and intelligent woman. She may flaunt the wit and energy that align Austen’s earlier heroines with Restoration comedy and the plays of Sheridan; she may display the blatant hypocrisy and coquetry of Fielding’s artful Shamela;70 and she may be a skilful practitioner of language, a quality the young novelist herself much admires in her heroine, but this is not enough to condemn her. Austen’s voice even appears to be endorsing her heroine’s eloquent revelations: ‘If I am vain of anything, it is of my eloquence. Consideration and Esteem as surely follow command of Language, as Admiration waits on Beauty.’ But Lady Susan’s cruelty to her daughter injects a black humour that is central to the plot and that obliges the audience to make a moral judgement. She is bent on disposing of Frederica with the same cold-hearted materialism as Sir George Fitzgibbon and ‘Every body’ in ‘Catharine’ who assist in shipping off one of the Wynne sisters to Bengal to find a husband. Through the worthy Mrs Vernon, who rescues Frederica, we encounter (perhaps for the first time if we discount the sensible Lady Dorothea in ‘Love and Freindship’, who is not permitted to speak for herself) an antagonistic voice whose morality is not mocked. Lady Susan is eventually foiled. But she remains disarmingly attractive to her rival Mrs Vernon, to the reader and to her creator. In the contrast between Lady Susan and Mrs Vernon –  and the concomitant gap between Town and Country, and London and Churchill –  we see the young Austen struggling to find a balance between the morality that was to inform her later novels and the subversive charm of her earlier heroines.

IN DEFENCE OF THE NOVEL AND FEMALE EDUCATION

The juvenilia can be read as astute exercises in intertextuality: their formal structure mimics and mocks conventional publication practice, their events play with paradigms in the popular novel, and the speeches echo contemporary texts. Even in ‘Frederic and Elfrida’, the very earliest of her writings, Austen demonstrates her skill in juggling tropes, figures and vocabulary from contemporary literature. She plays with the clichéd phrases in Gothic and romantic fiction (‘tremblingly alive’, ‘weltering in their blood’, ‘the horrid Spectacle’) and pastoral poetry (‘purling Stream’, ‘Valley of Tempé’); adapts phrases and figures from the poetry of Alexander Pope (‘Patches, Powder, Pomatum and Paint’, ‘seven days … expired, together with the lovely Charlotte’); and demonstrates the fun she has with nomenclature by choosing to use traditional names for rustic lovers in pastoral poetry (Damon, Corydon), pseudo-biblical names (Jezalinda), the names of a famous sentimental hero and heroine (Frederic, Charlotte), and the requisite uncommon name for a sentimental heroine (the Old-English ‘Elfrida’). Even the disarming laughter at deformity (to many later readers embarrassing and crude) imitates a strain of early eighteenth-century ironic humour found in writers like Fielding and Smollett. Austen’s correspondence and earliest juvenilia reflect this broad and bawdy humour. In ‘Frederic and Elfrida’, the heroine and her companions visit Mrs Fitzroy and her two daughters, and are struck by ‘the engaging Exterior and beautifull outside’ of Jezalinda and ‘the Wit and Charms’ resplendent in the conversation of Rebecca:

‘Lovely and too charming Fair one, notwithstanding your forbidding Squint, your greazy tresses and your swelling Back, which are more frightfull than imagination can paint or pen describe, I cannot refrain from expressing my raptures, at the engaging Qualities of your Mind, which so amply atone for the Horror, with which your first appearance must ever inspire the unwary visitor.’

 	

The characters’ comment on Rebecca’s repulsive appearance suggests the popular caricatures of Gillray, Rowlandson or Cruickshank, with their grotesque distortions of humanity; and the ironic emphasis on ‘first appearance’, so important to young women keen to attract a husband, and on the qualities of Rebecca’s mind, mock the conventional focus on women’s physical attributes rather than their mental abilities. Even the salutation ‘Lovely and too charming Fair one’ mocks the extravagant form of address found in romantic novels. The Notes to this edition document Austen’s fertile subversion of a variety of literary devices and of what she refers to as ‘novel slang’.71

Yet, for all the absurdities they reveal in contemporary fiction, her early burlesques do not necessarily suggest disapproval of the novel as a form. As Juliet McMaster reminds us, parody need not imply contempt.72 Although its reputation was at an especially low level in the 1780s and 1790s, Austen famously defended the novel. Whereas contemporary women novelists like Maria Edgeworth, Amelia Opie, Elizabeth Inchbald and even Frances Burney were uneasy about their relationship with the genre, Austen was unapologetic in her support of what she saw as an undervalued species of fiction. At the end of chapter 5 of Northanger Abbey, she writes:

[T]here seems almost a general wish of decrying the capacity and undervaluing the labour of the novelist, and of slighting the performances which have only genius, wit, and taste to recommend them … in which the greatest powers of the mind are displayed, in which the most thorough knowledge of human nature, the happiest delineation of its varieties, the liveliest effusion of wit and humour are conveyed to the world in the best chosen language.

 	

Despite the light irony in the voice, this must surely be the most famous tribute addressed to any literary form. It is a vision not necessarily of but for the novel, subtly arguing for its educative value. The juvenilia suggest that Austen realized early on that the novel was something of a facilitator, generating and disseminating ‘knowledge of human nature’ to a ready audience. Although we learn nothing in her early works by example –  the educative value of the sentimental novel is burlesqued –  we learn indirectly, by understanding the ridicule and irony, to appreciate the ‘truth’ of this young writer’s ideas. Thus the writer of juvenilia can be seen to be entering the education debate by indirect means, like any good ironist who dissembles not to deceive but to enlighten.

The education of young women was a major topic of discussion in Austen’s youth. Because of its widespread popularity and because it appealed chiefly to women, religious and moral educationalists considered the novel harmful to young female readers who were ill-equipped to judge its overwhelming appeal to the senses. Enlightenment attributes of rationality and individualism were male prerogatives of the Charles Adamses of this world, seen as irrelevant to women who were to be educated as wives and mothers rather than thinkers. ‘The Three Sisters’ and ‘Evelyn’ in particular reveal Austen’s concerns about the way this focus on marriage defines a woman’s life. Writers of the fashionable conduct books, such as Dr John Gregory, the Revd James Fordyce, Mrs Chapone and Hannah More –  all alluded to in Austen’s writing –  agreed on the importance of limiting the scope of the intellectual interests of young women. If women must read, said Dr Gregory, they might read the scriptures.73 Although such writers were vehemently opposed to novels, however, ironically they promoted them by reinforcing society’s expectations that women should be virtuous, delicate vessels (Hannah More spoke of ‘porcelain clay’) appealing to men. As we’ve seen, the popular novels idealized this fragile heroine who fainted when she was terrified or swooned when her virtue was assaulted. Janet Todd argues that this lack of robustness (so contrary to Austen’s juvenilia heroines!) embodied not only purity but also an underlying seductive quality.74 Both the female body and mind were portrayed as inherently weaker, and therefore more appealing to the opposite sex, than those of men.

Liberal thinkers like Austen’s family, however, encouraged a rational (though unstructured) education for their daughters that would lead to a strong mind and sensible decision-making. When, in Pride and Prejudice, Elizabeth Bennet rejects Mr Collins’s offer of marriage she is caught in the dilemma of the intelligent woman of the time: he believes she is feigning delicacy and bashfulness, ‘the usual practice of elegant females’,75 and Elizabeth must reply: ‘Do not consider me now as an elegant female intending to plague you, but as a rational creature speaking the truth directly from her heart.’ The statement could be seen as Austen’s creed as a writer, one that the author conceived almost as soon as she put pen to paper. For at the heart of all her early writing Austen is both advocating and demonstrating through her skill in parody the importance of a rational education for young women that will allow them to read critically and respond intelligently to their role in society.

We see something of Austen’s endorsement of ‘interpretative reading’76 in ‘Catharine, or the Bower’, her first experiment in third-person narrative, the form she eventually used for her later novels. Catharine, or Kitty as she is affectionately called, always has a book on hand ready to amuse or console her when she is irritated. She is deeply disappointed when she finds that Camilla, who professes to be equally fond of books, has got little further than the covers of Charlotte Smith’s Emmeline and Ethelinde and can say nothing sensible about them. Not to be able to appreciate novels intelligently or to read with critical awareness is a severe fault. The dangers of confusing novels with life is plainly spelled out in Sense and Sensibility and Northanger Abbey, but here in the juvenilia Austen is already clear about the importance of developing a critical response in reading. Camilla’s superficial response is an index to her character, as both Kitty and the reader soon discover.

Hannah More’s novel Coelebs in Search of a Wife (1809), substituted for an earlier novel in the text of ‘Catharine’, provides a further clue to Austen’s early intention to critique the unrealistic attitudes to men and women she found in the novel –  an ambitious (and serious) project for a young writer. Both More and her novel were a calculated choice. More was an evangelical religious writer and conservative propagandist who saw her mission as an educator of young women. She was keen to douse the bush fires of incipient feminism and secular republicanism, thus endearing herself to the influential middle-class as a preceptress to their daughters. Her novel presents an impossibly good man in search of an equally improbable good wife. The hero’s examination of the flaws in a series of young women reinforces the dangers of rejection for those who usurp masculine prerogatives. His choice finally alights on a self-effacing girl not unlike the Sophie of Rousseau’s Emile (1762), a novelistic model Austen was familiar with. She would have known, too, of More’s 1799 Strictures on Female Education that confirmed the backlash against the campaign for women’s rights and education by Catharine Macaulay and Mary Wollstonecraft. Thus, in ‘Catharine’, Mrs Percival’s conservative taste and the advice she administers to her niece are not as ridiculous as they may seem to a modern-day audience or, indeed, as Austen parodically represents them. She is something of a touchstone for the contemporary moral code advocated by the conduct-book writers. Austen uses her as a foil to the spontaneous, fun-loving Catharine, who questions the gendered boundaries of her education (her name carries shades of Catharine Macaulay, who had just died the previous year and whose Letters on Education, 1790, advocated an enlightened education for women).

Catharine’s natural responses are not those of the demure heroines of Rousseau and his followers. Like Austen herself, and like any intelligent young girl, she is learning to negotiate entrenched mores and seeking a meaningful role in society. But the novel ‘Catharine’ is unfinished. Critics have suggested that the challenge of working out Catharine’s natural rebellion in the plot structure of her novel may have proved too great for the adolescent writer aware of social pressures and of her ambition to publish. Doody makes a strong case for Austen’s calculated change of tack about this time from ‘the rich and energetic comedy of the heartless world’ to the tamer, more morally acceptable style that would appeal to a more conservative audience: ‘In order to get published, she had to retrick her beams, redefine herself as a “serious” novelist.’77

‘Catharine’, with its more sober tone and less engaged, omniscient narration, may have been the first gesture towards this new approach to publication, but its unfinished state suggests that its heroine was still too rebellious to please publishers. Austen abandoned ‘Catharine’ for Lady Susan, a subject with greater ethical scope, that allows us to gain insight into the first steps from her short, sophisticated parodies to her more moral, novel-length fiction. Her ambition to be a published writer is reiterated throughout her juvenilia in the many signatures ‘The Author’. In the last of her dedications to her sister she expresses, in preposterously exaggerated terms as always, the power she longs for: that her books should have ‘obtained a place in every library in the Kingdom, and run through threescore Editions’, and that

the following Novel … I humbly flatter myself, possesses Merit beyond any already published, or any that will ever in future appear, except such as may proceed from the pen of Your Most Grateful Humble Servt

The Author

 	

During her youth, Jane Austen received encouragement for her writings; her family was proud of her early ‘Effusions of Fancy’. After her death, however, they were reluctant to release the juvenilia for publication, arguing that ‘it would be as unfair to expose this preliminary process to the world, as it would be to display all that goes on behind the curtain of the theatre before it is drawn up’.78 Her nephew James Edward Austen-Leigh spoke disparagingly of the juvenilia in his Memoir as ‘transitory amusements’, ‘of a slight and flimsy texture’.79 Even in 1933, R. W. Chapman patronizingly stated: ‘it will always be disputed whether such effusions as these ought to be published; and it may be that we have enough already of Jane Austen’s early scraps’.80 Even as late as 1978, critics still allotted her ‘first creative period’ to the composition of Pride and Prejudice, alluding to the juvenilia and Lady Susan as ‘trifling enough, consisting mainly of squibs and skits on the light literature of the day’.81 The tide has now turned and readers and scholars cannot get enough of her early writings. They are clearly recognized as accomplished works in their own right. Like all juvenilia, they document the author’s early delight in the process of creation and her gradual progression towards the artistic and moral maturity of her first published novels. But they also reveal the seriousness of an intelligent young writer behind the bravado and ‘clever nonsense’. Jane Austen is a singular example of the many adolescents who take the pen into their own hands to entertain themselves and family, to interpret and critique their reading and experiences of life, and to express hidden desires and ambitions.

NOTES

 1.  Preface to Love & Freindship and Other Early Works, Now first printed from the original MS by Jane Austen (London: Chatto & Windus, 1922), pp. xiv– xv.

 2.  See Virginia Woolf, ‘Jane Austen’, in The Common Reader (London: Hogarth Press, 1925), pp. 168–72.

 3.  The sole exception is two cancelled chapters of Persuasion, but, as Kathryn Sutherland points out, they ‘represent an alternative ending to the one that made it into print’ (
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