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1. Introduction

In late eighteenth and early nineteenth centuryidBriliterature a discrete presence of
French characters can be found, which mainly playireor role, but which often prove
to be important for the development of the plot dodthe definition of the main
characters’ identity, which is usually British. Theay in which the foreign characters
are depicted, the role they play, how they ara¢b@y the other characters and by the
narrator, and the characteristics which are atteghuto them, is the focus of my
analysis. The purpose of my research is to invasgjdirst, whether the representations
of the French in British literature are stereotgbiand to understand their meaning and
use in a cultural and historical perspective, sdcamhat stereotypical qualities are
attributed to the characters and in which wayhdéré are differences in terms of gender
and social status, and lastly, if the stereotypesiged throughout the time covered by

the texts analysed and for which reason.

In order to reach this purpose, imagology,cWwhdeals precisely with national
stereotypes in literature, proves to be the mogalse theoretical approach. The first
chapter explains the theory in detail and the nubthsed for the analysis, which is
strictly connected to the historical backgroundtiod texts chosen, and of which an
overview is given. In considering the presencerehEh characters in British literature,
the way in which they are represented and perceedonly reveals a lot about the
relationship between the Britons and the Frenchisirspecific historical context, but
also about the way in which British national idgntis constructed through the

confrontation with the ‘other.’

My research is limited to a selection of segdmposed of four novels and one travel
book: Frances BurneyBvelina(1779), Maria Edgeworth’seonora(1806), Charlotte
Bronté’'s Jane Eyre(1847), W. M. Thackeray'svanity Fair (1848), and Frances
Trollope’s Paris and the Parisians in 1834.836). The choice of the texts is motivated
by several reasons. First of all, the purpose igfttiesis is to analyse, on the one hand,
texts that are not extremely popular nowadays lika, example, Eveling and,
especially,Leonorg which apparently has sunk into oblivion, and,tbe other hand,
very popular texts likddane EyreandVanity Fair, which have been widely analysed,

but not so extensively as far as the national origi some of their characters is



concerned. Secondly, texts that deal explicitly aspecifically with the French
Revolution, as, for example, the famous noelale of Two Citie$1859)by Charles
Dickens, are left out for the main reason that thaye been thoroughly analysed in the
academic field with respect to their French chanactin contrast, this thesis concerns
aspects that are less evident to the reader asdstesssed in the field of academic
criticism. In addition,A Tale of Two Citieestablishes a clear contrast in particular
within the French characters, namely between réwwolaries and non-revolutionaries,
and between the aristocracy and the peasantry.efdier the British perspective
concerning the French is quite complex and interected with the political ideas
concerning the Revolution, a subject that woulddneebe explored separately and in
detail. For the same reason, other texts like Eogiéwe tales Mademoiselle de
Panachg(1801) orThe Good French Governe@s801) are not included since the theme
of the French governess, just alluded to in myasl would necessitate and deserve
specific research focused on this figure in all derse aspects. Finally, the books
selected date back to the late eighteenth and aargteenth century, and thus have a
similar political and cultural background. Therefpthe analysis of the texts is divided
in two chapters (Chapter 3 and Chapter 4), wherertavels are comparedevelina
and Leonorg Jane EyreandVanity Fai—which are chronologically very close and
show consistent stereotypical character traits.

EvelinaandLeonorg which are analysed in the second chapter, ardrtecesting
examples of epistolary novels, which can be compdecause of the fact that both
present a secondary character who is not reallydrrebut pretends to be, and since in
both novels these characters are in strong contriéistthe British protagonists, whose
identity is finally revealed in opposition to thaft the Frenchwoman. Furthermore, the
choice ofLeonora also aims at renewing interest in a novel that basn mostly
criticised as plain. As regard&ne Eyre some critics have analysed some secondary
figures like, for instance, the Creole Bertha Magomhe field of postcolonial studies.
However, not many works focus on the minor charaaft¢he half-French Adéle, which
seems to me not only to be an effective exampla efereotypical representation of
French femininity, but also an effective basis domparison in the delineation of the
main character’s identity. Lastly/anity Fair is the only novel, among those chosen,
where the character with French origins is theggohist, and the aim of my analysis is



to discover whether the same type of representagiased for her that is used for the
secondary characters in the other novels.

As far as travel writing is concerned, theoice of Trollope'sParis and the
Parisians in 1835s motivated by a specific interest in the comparibetween British
and French female identity and in the figure of Wamen travellers, since almost all
the characters analysed in this thesis are ferfalethis reason, significant books such
as, for instance, ThackerayParis Sketch Bookl840) have been excluded. Travel has
been very often a male prerogative in the past, Biotlope’s account of her French
sojourn offers a singular perspective, where tlib@points out a considerable contrast

between the role of the woman in Britain and France

Finally, a remark needs to be made concernmiaghoice of the adjectives ‘British’
and ‘English’ as they are used in contrast withatgctive ‘French’. As the authors of
That Sweet Enemy: Britain and France, The HistdnA d.ove-Hate Relationshialso
explain in their Introduction, “[t]he idea of ‘thErench’ seems to pose no problem
[since] [tlhey know who they are, and so does eweeyelse” (Tombs 2), whereas the
appellation ‘the British’ “is more of a problem” ¢imbs 2). In fact, ““The Three
Kingdoms’ (England and Wales, Scotland and Ireldmnelame in stages ‘The United
Kingdom’ as a direct result of war with France” (ilbs 2). In this thesis the term
‘British’ is preferred, for it is more comprehensjand since England, Scotland, Wales,
and Ireland, which were divided in many ways thitoug history, were actually united
in their opposition to France. In short, the cositnaith a different nation led them to
find a common national identity. Another reasomige the term ‘British’ is then that the
author Maria Edgeworth was lIrish, although she wdsgrated in English society,
whereas Thackeray was born in India, thus in thésBrEmpire. The term ‘English’
appears in my analysis when quoting or paraphrasmguthor’s thought or statement

in which he or she explicitly uses this adjectigther than the adjective ‘British.’

To conclude, my research concerns an asgetteotexts selected which has not
been widely investigated. Moreover, the theme dional stereotypes in literature is
crucial from a cultural point of view, especiallyvgn the power of literature to

construct and spread meanings, very often in suaies.



2. National Stereotypes in Literature
2.1.lImagology

2.1.1. Definition and Brief History of the Approach

Imagology, as Beller and Leerssen define itnragology: The Cultural Construction
and Literary Representation of National Charactass‘the critical analysis of national
stereotypes in literature” (Foreword xiii). Dealingth literary texts as the primary
source of its investigation, this approach is alften more specifically referred to as
literary imagology. This discipline has its roota ‘Comparative Literary Studies,” but
it is also situated “in the broader interdisciptinéield of the human, cultural and social
sciences” (Beller and Leerssen, Foreword xiii).elead, the relevance of imagology,
according to Beller and Leerssen, “transcends ibld of literary analysis, and its
findings are of interest to wider circles in thentan and social sciences” (Foreword

XV).

Imagology, as it is known nowadays, origidaie the first half of the twentieth
century, but its “archeology,” as Leerssen referst,t goes back to the fifteenth and

sixteenth centuries.

The archeology leads us to the cultural criticishearly-modern Europe which
began, in the tradition of Julius Caesar Scaliddi84-1558), to sort European
cultural and social patterns into national catezggyrithereby formalizing an
older, informal tradition of attributing essentadaracteristics to certain national
or ethnic groups. This classificatory urge of almcultural differences with
ethnic stereotypes was to lead to the systematieadl-modern ethnography
and anthropology as illustrated, for instance, bg AustrianVolkertafel or
‘Tableau of Nationalities’ (Stanzel et al. 1999hig national-characterological
systematization of ethnic stereotypes and anecdatalwledge concerning
‘manners and customs’ was to remain intellectuallgminant into the
Enlightenment — witness the national-psychologicahvestment of
Montesquieu’sEsprit desl lois of Hume’s essay “Of National Characters”, of
Voltaire’'s Essai sure s moeurand even of Vico'sScienza NuovgHayman
1971). (Leerssen, “Imagology: History and Method:18)

Later, in eighteenth-nineteenth century France, MimeStaél's essae I'Allemagne
offers a significant contribution to the developmesf “a special interest [...]

concerning the changes and changing influencehefihage of Germany and the



Germans” (Beller 8). The interest in images of ottmuntries and people, which Mme
de Staél's essay contributes to develop, is prigctbe focus of imagological studies.
However, it is only in the twentieth century thaeteffective beginning of modern
imagology can be dated back to, in the sense dfaadeconstructiveand critical
analysis of the rhetoric of national charactermdti [emphasis added] (Leerssen,
“Imagology: History and Method” 18). In particulathe “anti-essentialis[m]” and
“constructivisim]” as fundamental characteristicstbe approach emerged after the
Second World War, when people seemed to have sidpgleeving “in the ‘realness’ of
national characters as explanatory models” (Learssémagology: History and
Method” 21). Indeed, at that time, as proposeduydsd’s essal’étranger tel qu’'on le
voit (1951), nationality began to be studied, nuer‘se but [...] ‘as seen’, as a literary
trope [or topos]” (Leerssen, “Imagology: Historydaklethod” 22), as “a convention, a
misunderstanding, a construct [...]; something wldohld be therefore analysed in its
subjectivity, variability and contradictions” (Lessen, “Imagology: History and
Method” 22).

Literary imagology (or simply imagology) thdgals, in Beller's definition, “with
attitude and judgments between nations as fixaéxts” (qtd. in Beller and Leerssen,
Imagology432), and it focuses its analysis especially dre trigin andfunctiori’ of
national stereotypes “particularly in the way inigththey are presented in works of
literature, plays, poems, travel books and ess@aller 7). In fact, as Beller points out,

[l]iterary texts reduce the complex of various @weristics of an individual to a
small number of noteworthy, salient aspects andradteristics. With
collectives, which we subsume into one conceptrasgs, peoples, or races,
these emerge in the formulaic form of stereotypés.

Furthermore, for Fausett literature not only “playsole along with other forms of
communication” in that “process by which cultures eonstructed or demarcated,” and
of which “[s]tereotyping is one manifestation,” biitalso “often makes this process
[...] its explicit [...] theme” (133). The reason wlhiyerary texts are such a fruitful
source of national stereotypes is, then, that they often written under a fictionality
convention, requiring a reader’s ‘willing suspemsiof disbelief [...], and so
facilitating the presentation of national commowrek [...]” (Leerssen, qtd. in Beller

and Leerssen,Imagology 354). Functioning as a vehicle of production and



communication of meanings, literature thus proves privileged genre for the
[“formulation” and] dissemination of stereotyped’eerssen, “Imagology: History and
Method” 26). As Beller and Leerssen do not failsteess, the “subjectivity [and the]
rhetoric and schematic nature” (Foreword Xxiii-xio) literary texts, where national
stereotypes are propagated and possibly assimilatesome readers, “must not be
ignored, explained away or filtered out, but musstead] be taken into account in the
[imagological] analysis” (Foreword xiii-xiv). In th respect, the notion of ‘perspective’
proves particularly useful as far as national insagee concerned. Indeed, Beller states
that “[iimages of a given nation (the ‘spected’[..W)ll vary according to the various
points of view of the other nations (the ‘spectght@ytd. in Beller and Leerssen,
Imagology395), and that “[w]hat is believed or represertedcerning a given nation is
perspectivally determined, refracted through thejestivity of the spectant” (qtd. in
Beller and Leerssemmagology397). In brief, since the way in which other natiare
represented in literary works is subjective, “na#ib characterizations are [to be
considered as] commonplace and hearsay rather [H&nempirical observation or

statement of fact” (Beller and Leerssen, Forewairekiv).

As to the aim of imagology, it is that of debing “the origin, process and function
of national prejudices and stereotypes, to brireptho the surface, analyse them and
make people aware of them” (Beller 11-12). In ordereach this purpose, imagologists
follow a specific method, which has been listedlegrssen in eleven “methodological
assumptions” (“Imagology: History and Method” 27Mhese can be summarised as
follows: (1) the imagological perspective is “a tig of cultural or national stereotypes,
not a theory of cultural or national identity” (27)I) Imagology aims at understanding
“a discourse of representation rather than a sgc({@); (lll) Imagologists must not
ignore the subijectivity of their sources (27); ('MMhagology addresses a specific set of
characterizations and attributes [,]those outsidedrea of testable report sentences or
statements of fact [,...] callachaginated (27); (V) “[T]he intertext of a given national
representation [has to be established] as a tr@@®); (VI) “The trope must also be
contextualized within the text of its occurrenceg’ it is necessary to know “the theory
and methodology of literary studies” (28); (VII) &hhistorical contextualization [of the
text] is also necessary [since l]iterary texts adrbe interpreted in a timeless, aesthetic
never-never-land” (28); (VIII) “[A] pragmatic-funicnalist perspective,” thus an



interest in the “text’s target audience” is reqdif@8); (IX) “[C]ertain constants and
variables” in “the long-term history of nationalatiés” need to be considered (28-29);
(X) “[...N]ational self-images have a specificallyadhronic dimension [...] in the
identitarian process of maintaining a sense ofhsel across time” (29); (XI)
Imagology is, “in and of itself @omparativeenterprise [since] it addressesoss-
national relationsrather than national identities” [emphasis addq26).

2.1.2. Image, Sterotyping, and Representation

As easily inferable, the term imagology derivesrirthe term image, to which Leerssen
refers as “[tlhe mental or discursive representatio reputation of a person, group,
ethnicity or ‘nation™ (gtd. in Beller and Leersseimagology 342). Beller further
defines “the termimage as the mental silhouette of the other, who appéarbe
determined by the characteristics of family, grauipe, people or race,” (4) and claims
that what is known is not “the real thing, but ortt/simulacrum in the form of mental
images” (4). Moreover, as already mentioned ambegnethodological assumptions,
the “characterizations and attributes [... which]digside the area of testable reports or
statements of fact” are all calleahriaginated (Beller and Leerssen, Foreword xiv) and,
therefore, a “nationality, country or society” (ltegen, qtd. in Beller and Leerssen,
Imagology 342) is also called imaginated, when describedelation to “national
character rather than [to] testable fact” (Leerssqtd. in Beller and Leerssen,

Imagology342). Imaginated discourse acts in two ways:

Generally, imaginated discourse (a) singles outaton from the rest of
humanity as being somehow different or ‘typicatidgb) articulates or suggests
a moral, characteriological, collective-psychol@jimotivation for given social
or national features. Imaginated discourse offeeracteriological explanations
of cultural difference. (Beller and Leerssen, Fayedxiv)

Such images are influential since they have thegpa# “rul[ing] our opinion of others
and control[ing] our behaviour towards them” (Bekp. Fundamental in this respect,
is, then, Anderson’s definition of the nation as ‘emagined political community” (6).
What is meant by that is not that nations do nadtext all, but rather that they exist as
such only “when a significant number of people inomnmunity consider [or imagine]
themselves to form a nation, or behave as if tloesnéd one” (Seton-Watson, gtd. in

Anderson 6). In fact, rephrasing Seton-Watson, Aswle asserts that “the members of



even the smallest nation will never know most eirtifiellow-members,” and “yet in the
minds of each lives the image of their communid). (n brief, the idea of nation is an

image that is culturally constructed.

Then, as further explained by Leerssen, @ndison also needs to be made between
“auto-image (or ‘self-image’)” (gtd. in Beller and Leersseitmagology 342) and
“hetero-imagé(qgtd. in Beller and Leersseimagology342). Whereas the auto-images
refer to the way in which a certain group perceivasd depicts itself at a
characteriological level, hetero-images indicate Wmry in which a group sees and
represents another. Paradoxically, a constant @fgés is their changeability, as

Leerssen clarifies as follows:

Much as images are mobile, so too they are chatgdadth in valorization and
in substance. [...] Such changes (which are oftevedriby a complex
combination of cultural taste and political circuarge) can also affect the very
substance of the characteristics imputed to a gnaion: over time, images
may spawn their very opposit®unter-images(qtd. in Beller and Leerssen,
Imagology343)

In this regard, an example which Leerssen repesrthat of “the image of the refined
Frenchman, [which] acquires pejorative connotatiarmund the same time: those of
artificiality, pretentiousness, untrustworthineggtd. in Beller and Leersselmagology
343). Another characteristic of images, which migppear at first in contradiction to
their feature of changeability, is that of thexitly. Indeed, as Stanzel argues,

[ijn the development of historical awareness [...Jitaal conflicts and even
wars sink into oblivion more easily than the imagésthers and [...]foreigners,
which apparently are locked up from an unconsciousntory of images and
generalized prejudices about the other. (gtd. iteB&1)

The fixity of the images of other people in the is@uof history has also been remarked
on by Beller, who speaks of a tendency to defimeigmers “in terms of a limited
number of foregrounded attributes” (qtd. in Beled Leersserimagology429), which
are usually inferior to the ones used to definee&®sif or one’s own group” (qtd. in
Beller and Leerssemmagology429). More precisely, perceptions of other natibage
been modified by “dramatic changes in relative pgw&ombs 447) and, according to
Crouzet, “[a] sense of inferiority produces stronfgelings, both of admiration and of

resentment” (qtd. in Tombs 446).



The notion of ‘image’ is very close to thdt siereotype. Indeed, as Leerssen,

explains,

[s]ince images tend to invoke generally current mamplaces and reduce the
complexity of historical contingency to the invari@ of ingrained [...] topoi
and [...] clichés, they are often considered a fofrp.g stereotype. In practice,
images are mobile and changeable as all discuwstructs are. (For this
reason, some scholars have preferred, in the fh@stermimagotypeto that of
‘stereotype’). (qtd. in Beller and Leerssémagology343)

The term stereotype, Pickering explains, originalrives from the “vocabulary of
printing and typography” (9), where it “referred text cast intorigid form for the
purpose ofrepetitive use” [emphasis added] (9). Later, the term stattedbe used
metaphorically, and, as Pickering points out, ‘dnalogy” (9) between the first and the
actual meaning “still applies” (9). Furthermore, malifferent definitions of the term
have been given in the various “specialisms deakitl it” (Beller, qtd. in Beller and
LeerssenJmagology432). Whereas, for example, Lippman “uses the worcefer to

the fixed ‘pictures in our heads™ (qtd. in Bellgtd. in Beller and Leersseimagology
429), thus linking the term to that of image, Qba#fftdefines stereotype as “therbal
expression of an opinion concerning social groupsconcerning individuals as
representatives of such groups” [emphasis added] (q Beller, gtd. in Beller and
Leerssen,magology431). For Aronson the term denotes “a generalinatibout a
group of people in which incidental characterisies assigned to virtually all members
of the group, regardless of actual variation amibregmembers” (qtd. in Beller, gtd. in
Beller and Leerssemmagology429), and “[o]nce formed,” he argues, “stereotyaes
resistant to change on the basis of new informdtigpd. in Beller, gtd. in Beller and
Leerssenlmagology429). “National stereotypes,” as Robert and Isab&timbs claim,
“are based on observation, if usually at seconthivd hand” (446), and “books [...]
have always been crucial”’ to their diffusion andegtance (446). Lastly, according to
Brenner, “the formation of stereotypes is stridpeaking anentaland cognitive rather
a literary process” [emphasis added] (qtd. in Beligtd. in Beller and Leerssen,
Imagology 429). However, imagological analysis “concentrats verbally and
textuallycodified images [or stereotypes]” [emphasis ad{Bd]ler 4).

A difference betweenstereotyping and ‘“typing’ (gtd. in Hall 257) is then
introduced by Dyer. Whereas dypeg” in his definition, is *“‘any simple, vivid,
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memorable, easily grasped and widely recognizedactexization in which a few traits
are foregrounded and change or ‘development’ ig ke@ minimum’ (qtd. in Hall
257), a ‘stereotype “reduce[s] everything about a person to thosésraxaggeratps]
andsimplifies] them, andix[es] them without change or development to etetridid.

in Hall 258). In addition, Dyer claims that the pess of stereotypingekcludes
everything which does not beldngtd. in Hall 258) and, as such, it contributes‘the
maintenance of social and symbolic order” (qtdHmll 258). A further distinction is
then made by Pickering between the notions of stgpe and category. If, he argues,
both “operate as a way of imposing a sense of oodethe social world” (3), their
fundamental difference lies, however, in the féett t‘[c]lategories are not fixed for all
time,” whereas stereotypes are (3). Being fixedk&ing adds, “[the process of]
stereotyping creates the illusion of precision &fiming and evaluating other people”
(4), and it does so by “establish[ing] an attrildlitdlaracteristic as natural and given in
ways inseparable from the relations of power andnidation through which it
operates” (5). In a similar way, Hall defines “stetyping” as “a set of representational
[or signifying] practices [..,which] reduces peopte a few, simple, essential
characteristics, which are represented as fixeMdtyre” (257). In brief, Stereotyping
reduces, essentializes, naturalizes and fixesidiffce” (Hall 258).

The concept of representation, as expressddail’'s definition of stereotyping,
proves extremely important in the understandingamalysis of national stereotypes. In
his fundamental essajyRepresentation: Cultural Representation and Sigmify
PracticesHall starts by generally denoting the conceptegresentation in linguistic
terms, as what links “meaning and language to milt(15). In other words,
representation is defined as “the production ofrtteaning of the concepts in our minds
through language” (Hall 17). It is, in fact, thenoection “between concepts and
language which enables usrederto either the ‘real’ world of objects, people oeats,
or indeed to imaginary worlds of fictional objecpgople and events” (Hall 17). The
relationships between real things and mental cdecapd between these concepts and
the “signs used to express them, constitute, according tdl, Hao “systems of
representation,” i.e. two ways of producing measifigj7-18). In short, according to
Hall, representation is “[tlhe process which ling&hings’, concepts and signs”]
together” (19). As far as national stereotypescarecerned, it must be particularly kept
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in mind that “we also form concepts about things veeer have seen [...] and about
people and places we have plainly made up” (17)thEtmore, Hall applies a
constructionist approach to representation, byiaggthat things are not meaningfugr
se but rather that meanings arenstructedthrough the use of “concepts and signs”
(25). Foucault’'s way of explaining representatisnthen, as reported by Hall, strictly
connected to the notion of ‘discourse’, by whichu€ault means “a group of statements
which provide a language for talking about — a whgepresenting the knowledge about
— a particular topic at a particular historical memti (qtd. in Hall 44). Discourse is,
thus, in his words, “about the production of knawge through language” (44).
Foucault also asserts the importance of getific historical context outside which
things would acquire a different meaning (qgtd. iallH6), while Pickering claims that
“struggles over the meanings and definitions ofiso@presentations [...] are being
fought between different interest groups and valysgems in society, in and over time”
(xiv). The historical contingency, already stres$gdlLeerssen in his method VII, is

thus a basic assumption in the studies of repragentand stereotypes.

Representation, “[a]s a category of cultwadlysis [...] designate[s] the ways in
which texts [...] provide images of the world” (Rignegtd. in Beller and Leerssen,
Imagology415), and it differs from the notion of discour$e its emphasis on the
relationship between text (as a discourse) anddhldy or experience of which the text
purports to offer an image” (Rigney, gtd. in Belderd Leerssenmagology415). When
analysing a text according to the imagological apph, the specificity of the source

must also be particularly taken into account. Is thgard, O’ Sullivan argues that

[iin the intra-textual sphere [...] the stereotypdisction is linked to its
deployment and itaesthetic and rhetorical effe@nd it must be asked “whether
an author goes along with them to fulfill expeaas, whether he contradicts
them or plays with them” [...]. The last-mentionedtiop (the playful
deployment of stereotypes) indicates that literaryd artistic analysis of
stereotypes may have the specific challenge alsadtiress an element of
creativity [emphasis added]. (qtd. in Beller, qid. Beller and Leerssen,
Imagology432)

Finally, stereotypes, being constructed “in a disme and rhetorical environment,”
“are representative of literary and discursive @nrtions, not of social realities” (Beller
and Leerssen, Foreword xiv) and, as such, theygpilynrefer “to an intertext [...] of

other related textual instances” (Leerssen, “Imagyl History and Method” 26).
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2.1.3. National Character

The concept of ‘national character’ in imagologylilsked to that of ‘stereotype’.

However, whereas for Stanzel the two terms havetipedly always the same meaning
(12), according to Leerssen national character,“tbe nation’s essence,” as he
otherwise calls it, is “wholly determined by ingrad and widely-current stereotypes
and ethnic images” (“Imagology: History and Methdt®B). Thus, it could be argued
that national character is what derives from the i all stereotypes, of determined
and fixed characteristics, attributed to a natilore specifically, as Fyfe points out,

national character “makes many people attribut@ltadhe individual members of a

nation the vices or virtues—more usually vices—Whace supposed to be that nation’s
especial peculiarities” (19). So, in this perspextievery member of a nation is

supposed to impersonate his/her nation’s character.

Concerning the history of the concept, in Haventeenth century nations were
divided and listed according to certain specifiaratteristics (Leerssen, “The Poetics
and Anthropology of National Character (1500-2006%); it is only in the eighteenth
century, which can be “regarded as the heyday efd#bate on national character”
(Zacharasiewicz 31), that the notion of nationarelster prevails, in the context of the
Enlightenment. In fact, in the “taxonomy of natittes,” “[clommon factors, common
vices and manners, cease to be of importance” ¢sear “The Poetics” 69) and
“[n]ations will come to see their character, thanlividuality, in those aspects in which
they differ most from others” [emphasis added] (Leerssen, “Hwmetics” 69).
Furthermore, as explained by Leerssen, during thdigiienment “the [...]
anthropological ‘study of mankind’ gives a ‘philggocal’ endorsement to racial and
national stereotypes as these had been categarmbdystematized in the previous
century” (“The Poetics” 70). Among the philosophefdhe time who contributed to the
rational study of national character, the Frenchiiveomtesquieu and the Englishman
David Hume stand out (Leerssen, “Imagology: Histangl Method” 19). In particular,
Hume ascribed national character to “moral causasg’ exactly “in this respect” he
asserted the superiority of English people “to athers” (qtd. in Pickering 94). In
opposition to the Enlightenment thinkers, critidselJohann Gottfried Herder, on the

other hand, “proposed a cultural model based on dblebration of difference”
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(Leerssen, “The Poetics” 71), where the “natior®@ase of identity” was considered to
be “based on the way in which that nation standgrom humanity at large” (Leerssen,
“The Poetics” 73). It is, however, to the ninetéenéntury that the notion of national

character owes its huge diffusion, as explaine®iokering:

The idea of ‘national character’ was typical of thed of essentialist thinking

applied to categories of association and identitthe nineteenth century. Being
English or French distilled a defining racial essgrgiven by nature and taken
as hereditary. In some ways this may be seen asxous assertion of symbolic
boundaries in a period when colonization and expanttade and economic
organisation were leading to increased contact émtwpeople and cultures
across the world, particularly during the later et@enth century. It was no
accident that nationalist and racist stereotypmigrisified at this time, and that
the critical term for it soon came into being. agl character was a form of
positively stereotyping a collective ‘we’ through amagined personification of

this identity in its ideal essence. (Pickering 95)

In the Romantic period, then, “the idea of natioctaracter [...] shifts into the mode of
the Volksgeistor Volksseelgthe nation’s spirit or soul” (Leerssen, “The Rost 73),
and “culture” thus begins to be “seen as the matafon of [the nation’s] true
identity,” the expression of the nation’s soul (ts=sen, “The Poetics” 75). Indeed, the
culture of a nation was perceived “to be a pridffedent from other cultures and
single[d] out by the nations’ underlying charagd individuality” (Leerssen,
“Imagology: History and Method”19).

The term character, as referring to the singtividual, is defined by Leerssen as
“that fundamental part of our personality which twmates our behaviour” (“The
Poetics” 68). As the character of each individgathiought to be responsible for his or
her attitude towards other individuals, so natiartedracters, considered as an extension
of the character of the single members of a centation, have been for a long time
thought responsible for the way in which nationbadwe towards each others. Indeed,
Fyfe argues that the idea of national charactes %&en one of the most dangerous and
most potent of the elements making for war” (2)d dme successfully tries to
demonstrate that national characters are just iHastons (2). In this regard, he not
only claims that “[a]ll types are found in all natis” (106), but also that, since the
characteristics attributed to the members of oti@ions are always different, even
opposite, depending on the relations between the rations in certain historical

periods, “the idea of national character is an ey (19).
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Although the nature of national character basn proved to be illusory, a cultural
construct rather than an essential reality, theaisthis notion to define and refer to
other nations has been a powerful means by whiatplpehave tried to define
themselves. Together with that of national charathe concept of national identity is a
powerful one, since, as Pickering claims, it wotks “differentiating a nationally
defined ‘us’ from contrasting forms of national mii¢y while simultaneously providing

a compulsive substitute ftine cultural need to belofigemphasis added] (89).

To conclude, the notions of national chanaeted stereotype are essential for the
imagological approach, thus for understanding tlaysamn which foreign people are
represented in literary texts. The idea of natiactedracter is extremely useful when
looking at the dynamics between different nati@ighe way in which they define their
national identity in opposition to others and ie @malysis of the representation of other
people as they appear in texts from different hisad periods. The following
subchapter will focus on the complex historicaktiein between Britain and France,
and an overview of the most common stereotypeibatird by British to French people
throughout history will be given.

2.2.Stereotypes about the French in a Historical Overew

The relationship between France and Britain is Y@ng and complex, “one of the most
intense, most troubled, and most significant of exadimes” (Tombs 1). France and
Britain have been great enemies and allies; thegtfbagainst each other in significant
wars and exchanged their culture in moments of ggeAs far as Britain’s idea and
depiction of France and French people are concemeady stereotypes developed in
such a long shared history, which find their origimd cause precisely in this history.
These stereotypical images of France, as it ic@ymf stereotypes, changed throughout
time, including negative as well as positive coations. In this respect, Fyfe claims
that “[u]p to 1904 [the year of the secormdtente cordialpmost of the English had
regarded the French with suspicion, with self-rights disdain, as immoral, flighty,
frivolous” (19), and “[s]Juddenly they were told teverse their opinions” (19). In the

two Tables of Nationalities (LS and \fT}he French appear as carriers of vices and

Y eopold-Stich (LS), Augsburg, 1719-1726
Volkertafel (VT), Steiermark, circa 1730-1740 (&tanzel 40-41)
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diseases, and of weaknesses that were usuallyp@ddo southerners (Zacharasiewicz
81). Among many attributions, French are also diassas careless, childish and
religious. In addition, particularly relevant iseth changeability in terms of clothes
(Stanzel 40-41), which will remain a permanentdeatof the French in the following
centuries, and which will also come to signify giohl instability. Finally, some of the
most recurrent characteristics attributed by thetidBr to the French from the
Restoration to the end of the Victorian period #re following: love of fashion,
elegance and taste, femininity and foppishnessuadegepravity and immorality,
easiness of costumes, vanity and arrogance, scipétyi, artificiality, Catholicism and
atheism, dedication to intellectual rather than sptgl activity. Some of these

stereotypes are restricted to either women or s@mge concern both genders.

An important date in the modern history ofghorFrench relations is 1660, which
dates the Restoration of the monarchy with thermetd Charles Il from his exile in
France. This period, first with Charles 1l and thesth James Il as kings, was
characterised by French political and culturaluafice. In fact, as reported by Robert
and Isabelle Tombs, “Im]Jany at home and abroadnasduthat the Stuarts’ power
depended on the support of Versailles” (11) anthefFrench absolutist monarch Louis
XIV (11). A sentiment of Francophilia was thus tygli at the time, but was not shared
by everyone. In fact, a significant role in theatgn between the two absolutist
monarchies was played by the Catholic religion,cvhivas always connected to the
Stuarts in a positive or negative sense, depermlinthe perspective. In February 1685
James became Catholic king of a country that wakacd® predominantly Protestant,
and wanted to legalise Catholicism. Many opposedStuart kings as “Popery” and
“[r]ebellions against James broke out in Scotland i the West Country” (Tombs 12).
The Restoration period ended with the Glorious Reian in 1688 when the Protestant
William of Orange ascended to the throne, but gtjiro-Stuart ‘Jacobite’ opposition to
the new monarch and his successors would pergigidid a century in England, for
longer in Scotland, and longer still in Ireland”offibs 20). The Stuarts and their
followers, the ‘Jacobites’, thus remained identifiith Catholicism and affinity to
France, and as such were opposed by the majorByitwins. In the eighteenth century
many British Catholics, indeed, who were not fre@uactice their religion, took refuge
in France. In this respect, Eagles claims that f4e@éing liberality was limited in its
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scope to those who were willing to conform to Hagmowand Anglicanism” (99).
Furthermore, the Catholic religion, together witte tlack of respect for traditional
authority,” (qtd. in Simmons 66) was also considelog some, like the novelist Walter

Scott, one of the causes of “France’s lack of nmasis” (gtd. in Simmons 66).

In the eighteenth century Britain was govedriy the Hanoverian dynasty and,
under the reign of George Il (1760-1820), the erativas involved in a long period of
conflicts, from the Imperial Wars and the AmericRevolution, to the Napoleonic
Wars. In the Seven Years War (1756-1763), foughtolain the control of the
American colonies, Britain won against Bourbon Eeand Spain. After this conflict,
“[tlhe French monarchy [...] had been weakened” duijefeat had exposed Louis XV
as a nonentity,” whereas Britain increased itsrfaia power (Tombs 143). The Treaty
of Paris in 1763, which put an end to the confliths been considered “Britain’s
greatest-ever victory, and France greatest defeat™[i]t confirmed Britain as a global
power” (Tombs 143). However, in both countries Wwad left a huge debt, and taxes

were increased as a solution that led to discotettresistance.

The period between 1776 and 1783 coincidés the second war for America and
the American Revolution. The conflict broke outNfassachusetts in April 1775 and
culminated in the Declaration of Independence odude 1776, and in this context
France sided with the Americans, recognising tieilependence (Tombs 160-161).
The struggle went on until 1783 and it “enhancesl sense of ‘Britishness’ in Great
Britain and Ireland” (Tombs 171). Britain was nowited and Catholics were
welcomed to join the army thanks to the CatholididRleAct (1778). However, this
“caused a radical pro-American backlash among Btatés, who accused the
government of flirting with ‘popery’ to undermindoérty” (Tombs 171) and lead to the
Gordon Riots against the Catholics in 1780 (Tom@4)1 Finally, the Treaty of
Versailles (1783) left Britain without most of tenerican colonies and France with a
severe financial condition. In 1786, then, the Edlezaty particularly damaged French
economy and led to a recession. As a consequeaxes tincreased, causing huge
popular protests. Furthermore, whereas “Britainld¢aaise more tax and had solid
credit [,] the French monarchy was insolvent” (TanbB87). In 1789 the financial

situation in France was deteriorating, and theeasing popular discontent eventually
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led to the Revolution on 14 July, with the stormivigthe Bastille. The reactions of
British people to the French Revolution were itiyigpositive and “[m]any [...]
assumed that the French, a century after the Gisrigevolution, would adopt a
perfected version of the British constitution” (Then188). Great supporters of the
Revolution were “religious Dissenters and the ogpws Whigs, led by Charles James
Fox” (Tombs 194), who “saw the defeat of the Bomdbas another blow against
‘despotism™ (Tombs 194). In hifRReflections on the Revolution in Fran¢&790)
Edmund Burke appeared as the defender of the d'thyation’, between the ‘despotism
of the monarch’ and the ‘despotism of the multitudgtd. in Tombs 197), and his
ideas “made him a godfather both of conservatismgugh his praise of tradition and
loyalty, and of liberalism, through his acceptaribat change was necessary for
survival” (Tombs 200). On the opposite sideVindication of the Rights of Mg 790)
and Vindications of the Rights of Womémn792) Mary Wollstonecraft reacted to
Burke’s conservatism by “assert[ing] that Godgiverason was the only source of
legitimate authority” (qtd. in Tombs 199). The Rkumn finally reversed the idea of
Britain standing for “change and modernity” (Tomid®3) and of France for
“monarchical power and social hierarchy” (Tombs )198deed, if now Britain “came
to symbolize stability and tradition” (Tombs 198yance “represented rejection of the
past, democracy and upheaval” (Tombs 193). Howdtier reactions to the events in
France after the Terror (1792) proved quite unansnand changed the idea of French
people in British imagination. In fact, as Robendalsabelle Tombs argue, “[t]he
killings were particularly shocking as they conicdeld the conventional image of the
French people as lighthearted, gentle and defater202). This new idea of the
French was further reinforced by the execution otiik XVI in 1793, and in this
context, the francophobe image of tea&ns-culotte with “long bagged hair and the
fiddle” (Tombs 203), which had been used before Rexolution to mock French
frivolity, came to symbolize “capricious politicairuelty” (Tombs 203). As regards
fashion during the Terror, France influenced Bnitaith “plain clothes and natural hair
combed casually forward” (Tombs 205), which “becamssociated with radical chic”
(Tombs 205). Besides, Florack stresses the linkvdxt politics and manners by
arguing that “[d]uring the Revolution, the ‘typitaFrench’ fickleness, [...], served to

explain the turbulent social and political changast that “passion’ [...] discredits the
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Revolution as an expression of French immoralitgtd( in Beller and Leerssen,
Imagologyl156).

According to Eagles, in eighteenth centurijdan, not only Protestant mercantilism
and aversion to France, but also Francophilia, thasrfan admiration for France and
things French” (12), played a significant role mping the British national character.
The aristocracy, indeed, was continental in itsvgieand was highly influenced by
French culture. As for the middle class, in iteaipt to imitate the manners of the élite
with the hope of entering fashionable society, @svalso indirectly influenced by the
continent. In fact, Eagles explains how the “Johull Bhercantilism” (11), which was
supposed to represent British national charactas, ‘most evident in wartime for those
without foreign acquaintance, or social standingahle to enjoy the delights of
continental living in spite of the state of hosi@s” (11). In his opinion, it was precisely
during the Napoleonic wars that “Englishmen” loakJahn Bull rather than at the
aristocracy, “whose very national allegiance walsl lire great suspicion” (Eagles 11).
War against France thus led Britain to a strongrcardile-based national identity,
while for the aristocracy “[t]here was no such ustEnding of national differentiation
[...], no such concept of race” (Eagles 153). In wrag or another, either for affiliation
or for opposition, France was influential in thdidigon of “English culture” (Eagles
13).

The Revolution was followed by many yearswair, and in 1794 “British goods
were embargoed [and] British subjects were ordecede arrested” (Tombs 213).
During the period of the Directory, after the Terravar over the control of the Low
Countries intensified, and Bonaparte started plagmine invasion of Britain. The war
ended only in 1801 with France as winner, and tieafly of Amiens in 1802 brought a
moment of peace between Britain and France forfitketime after 1688. However,
Eagles claims that the Treaty “was a bitter disagptent to those such as Fox, who
had hoped the Consul Bonaparte might prove a mémwhom the Whigs could ‘do
business™ (91). In 1804 Napoleon was then prockinEmperor of the French and
prepared the invasion of Britain, leaving its intafts in constant fear. Robert and
Isabelle Tombs explain how British were afraid d¢franch invasion at that time.
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The constitution protected the rights of rich andoip alike, whereas a
Napoleonic conquest would deprive the poor of etnemng: roast beef and even
bread and cheese would be replaced by black breddaup-maigre French
law and language would be imposed. The revolugeen under Napoleon, was
an enemy of Christianity. Invasion would bring @ge and rape — a reiterated
fear[.] (Tombs 249)

Concerning French eating habits, Frenchmen, “whedlion frogs and soup,” (Morgan
121) were considered “effeminate,” and for Lamoi®d many eggs, and frogs, and
vegetables’ and the absence of English roast lbaaBed the ‘grown persons [to] have a
very dried-up look” (gtd. in Morgan 121). Moreové&tyfe asserts that “[c]hildren were
told at the beginning of the nineteenth centuryt thapoleon was an ogre who would
eat them alive” (13). As reported by Varouxakis, 1B69 the thinker John Stuart Mill
believed, regarding French national character etithe of Napoleon, that there was a
defect in it, which he identified in “a desire tmpose French rule on other peoples”
(154). The economist Nassau William Senior, themsaered pride and ambition two
of the most striking French characteristics (Vamkig 135). On 21 October 1805 the
British won their historical battle at Trafalgar danfive weeks later, at Austerlitz.
Finally, with the Congress of Vienna (1814-1815)l &ime restoration of the monarchy,
and with the final defeat of Napoleon in the BatiféeWaterloo (18 June 1815), peace
was reestablished in Europe while Napoleon was isémtexile to St. Helena. France
and Britain “were now seen as the two great libstales whose mission was to defend
and propagate freedom” (Tombs 311), and Francealgasrestoring its leading role in
the world in matters of fashion and pleasure, asséd to be before the Revolution
(Tombs 311). At that time tourism across the Chhimzeased and, for Eagles, the
British people who belonged to fashionable, Frahdepsociety could finally “re-
acquaint [...] themselves with all that was best”)(3&mely with French culture and

lifestyle.

With the July Revolution in 1830 Louis Phgg the son of the Duke of Orleans
who supported the 1789 Revolution, ascended tahifome as the King of the French,
and a constitutional monarchy was established. rekationship between France and
Britain became even more peaceful, since the manaad anglophile inclinations and
the elite brought to power had Britain as a pditimodel (Tombs 332). Louis Philipp

and his secretary Guizot aimed at gaining the sgfeother states and wanted to make
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France “a bulwark of liberty and peace” (Tombs 34lhe French king and Queen
Victoria had also good relations, and in 1843 LdRinlippe spoke of ‘cordiale entente’
between the two states, but things then went whmtgause of a diplomatic problem in
the colony of Tahiti (Tombs 341). Moreover, aftée tinsurrection in 1848, Louis-
Napoleon Bonaparte, later called Napoleon Ill, gdipower in 1851 through a coup
d’état, and established a dictatorship. France Bnitdin seemed, thus, destined to be
enemies again, and Francophobia spread among Bpgpple. At that time the
stereotypes about the French underwent a remarkbblege. Indeed, if before the July
Revolution they had been negatively defined byrtHeppish mannerisms, skinniness
[and] dandified appearance” (Tombs 352), during dietatorship “the commonest
symbols of Frenchness became army uniform andasieidnable military moustache
and goatee” (Tombs 352). Moreover, as Varouxakments, “from the early Victorian
period onwards” (132) the French were seen, aadaheir international behaviour is

concerned, as:

warlike; volatile; easily excitable; easily susabla to being seduced by leaders
promising them glory abroad; vindicative and ensisis-a-vis the English;
unfair and impervious to considerations of justioet respectful of international
treaties, law and conventions; overambitious; im@tkly vain [and] touchy.
(132)

Under the reign of Queen Victoria, another impdrivent—the Crimean War (1853-
1856)—took place, which saw Britain and France tiigh as allies against Russia.
However, this last significant event in the histafythe relationship between the two
countries, as well as all the events happening liatehe nineteenth and twentieth
century, is not relevant to this research, sinee I#test text analysed, Thackeray’s
Vanity Fair, dates back to the 1847-1848.

The story of this relationship involves nosoof Francophobia and Francophilia, of
conflict and contact, and in any case, reciproeal find admiration. In brief, according
to and Colley, France, “Britain’s historic ‘naturahemy,’ [...] presented a touchstone

by which Britain could at least negatively defiteeif’ (qtd. in Simmons 8).
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2.3.National Stereotypes in Travel Writing
2.3.1. Travel Writing and the Age of Travel

In the broad panorama of literary texts which carth® object of imagological studies,

travel writing (or travel literature) offers a parlar field of investigation. The

definition of “[t]ravel writing’,” as presented byeier, “include[s] narrative and

descriptive texts, both non-fictional” (qtd. in B®land Leerssenmagology446), like
for instance, “travel guide[s]” and “fictional,like the “travel novel” (qtd. in Beller
and Leersserimagology446). In some cases “travel writing is [also] acpamed by
illustrations, which complete the text and shape réader’s concepts of [...] foreign
people and landscape” (Adams, qtd in Meier, qtBatler and Leersserimagology
446), and its “central form is the travel accounhich typically narrates in
chronological order the sequence of events thatexygeriences by one or more
travellers between departure and arrival/returndges, qtd in Meier, qtd in Beller and
Leerssenimagology446). As for the peculiar nature of the genre,Melaims that this
“depends on its individual mix of informative andgtical components” (qtd. in Beller
and Leerssenmagology446). Therefore, though it generally presents $lda facts
about real places, travel writing is nonethelessoak of fiction, and this has to be

always taken into account in its analysis. As Melarifies,

[tlravel writing, qua writing, always contains a poetic function andhsrefore
never restricted to convey hard facts. It necelysaadntradicts material reality
and retains, at least partially, its autonomyeagual construcfempahis added].
In addition, the depiction of a journey is usualljitten after it has ended; as a
reiteration, it is one step further removed frora thality it describes. Any valid
judgment on the authenticity of travel writing tefare necessitates attention to
its poetic form. Its power to generate images haditionally been heightened
by a tendency among readers and critics to readtdkts naively as an
unrefracted reflection of reality — confusing regmetation with fact. The
guestion of the empirical validity of a piece advel writing, i.e. the correctness
of its depiction of a visited area or culture, cainbhe resolved conclusively by
confronting it directly with the reality to which iefers. The poetic autonomy of
a travel text is further strengthened by the histédmelativity of its content and
by the subjectivity of the traveller or author. Yehwriting often reveals much
more about the traveller than about the depictedsarthus conveying hetero-
and auto-images alike. [...] Travel account can, then viewed as historical
sources of a double, but uneven expressivenessnfitrenation on the visited
areas remains precarious; of far greater valuetdmms of the history of
mentality and imagology) is the fact that theseoaats reflect the changes in
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the conditions influencing the perception of seifiather. (gtd. in Beller and
Leerssenimagology446-447)

As also pointed out by Albrecht, in travel writifiglhe projection of other nations [...]
highlights the interdependence of (national) imageshe foreign and those of one’s
own self” (qtd. in Beller and Leersselmagology 327). The description of foreign
places and people offered by an author of trateddiure is, thus, always seen through
his/her individual and cultural perspective. Intfdthe traveller can only perceive what
he [already] knows” (Meier, gtd. in Beller and Lesgn,Imagology449). So, travel
writing not only fulfills an informative functioryy providing “new knowledge” for the
reader, but also, and most importantly, for an iohagical analysis, it constructs

otherness™ by referring to “what is already knaoiv(Meier, qtd. in Beller and
Leerssen|magology446). This means that, by constructing foreignamat and people
as other, a nation also defines its own identitgally, in the past, given the difficulty
for the majority of people to visit other countri¢éivel literature constituted for many
the only source of travelling and seeing differplaces. For this reason, since most
readers had no direct experience of what they rimasl literary genre “could [easily]
convey its images of the foreign all the more sibfaically” (Meier, gtd. in Beller and
Leerssen,Imagology 449), and constituted an “authoritative body ofagmated
conventions” with great influence on the “subsedqueavellers” (Meier, gtd. in Beller

and Leerssernmagology449).

Important in understanding and contextuafjztnavel writing is, of course, the
phenomenon of travel and tourism. Though the terrassometimes used with the same
meaning, the difference between travel and toursteprding to the World Tourism
Organization, lies in the latter being a movingusa only “for a pre-determined and
limited period of time™ (Bonadei and Frediani, qid Beller and Leersseitmagology
444). Concerning this difference, Morgan assertat ttn the Victorian period
“travellers™ (14) considered themselves as “indapent spirits” (14), able to
experience foreign countries actively, as opposethé “denigrated ‘tourists™ (14),
depicted, on the contrary, as “passive, dependaliwfers and entrepreneurs” (14).
Besides, for Morgan “travel is vetiperating, in that it permits one to engage with the
‘Other’ and to forsake the strictures at home” (P)- Travellers or tourists, British
people in France were a considerable and constasempce starting from “the second
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half, and particularly the last quarter of the ¢ésgimth century” (Eagles 141). In fact, it
has been reported that “40 000 English touristgetfad] in France biennially in the
1760s” (G. Chaussinand-Nogaret, qtd. in Eagles @8jJe during the 1780s “the
French were faced with the prospect of almost 1@D British invading their territory
each year” (G. Chaussinand-Nogaret, qtd. in E&@f¢sIn particular, by referring to the
Howard Letters from the Duke of Richmond to the Bwif Norfolk, Eagles points out
that “the escalation in travelling post-1760 waeximicably tied with the reaction of the
Whig élite to George IllI, the dullness of his cowas well as his perceived autocratic
ambitions” (162). Moreover, he asserts that the dfeidclass was influenced and
inspired by the aristocracy and its habit in vigtithe continent, as also reflected in
guide books, but “the middling sort adventurer [wds unlikely ever to infiltrate fully
fashionable society abroad, although this was peécithe dream that lured him to
Paris” (150). For Robert and Isabelle Tombs, the, number of people in Europe
travelling abroad increased considerably alreadynfthe third decade of the eighteenth
century, approximately to the beginning of the [EFeRevolution, and this mobility was
caused, first of all, by an increased economicalte and secondly, by the curiosity
and cosmopolitanism typical of the Enlightenmer®)(@\Not only a mere means of
pleasure and entertainment, visiting other plages @nfronting oneself with other
ways of living gave also a considerable contributio the formation of British national
identity. Indeed, if travelling was increasing emghere, “cross-Channel travelling,
especially by the British, increased most” (Tomk®).6ln particular, it has been
observed that the number of British people crosttiegChannel rose considerably, as it
may not surprise, in periods of peace betweenvbentations, namely in the 1720s, the
early 50s, the mid 60s, the 80s, and in 1802 (To@#)s Differently from the French,
who never went to Britain to enjoy themselves, gimcipal reason for the British
visiting France seemed to be just pleasure andtaimment, rather than education. In
fact, “even when education was on the agenda, tfferEnglish in France] fun was
never far behind” (Tombs 67). In the second halthef eighteenth century many travel
books and guides were written which provide “amgsinshocking anecdotes” (Tombs
67) together with “practical information” (Tombs )67and nonetheless abounded in
“political and social commentary” (Tombs 67). Onepplar example of this genre
during the 1760s is John Millard’s “anonymously |ied” (Tombs 70)Gentleman’s
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Guide in his Tour through Francea travel guide where the author, besides giving
useful practical information, warns the readerbeéccautious with the French, defining

them as “vain[,] superficial” (qtd. in Tombs 70hé full of vices, and finally exhorts
his fellow countrymen not to spend too much timm ‘the Country of our natural

enemy’”” (gtd. in Tombs 70).

Furthermore, whereas earlier the people tsécvel for specific purposes, during
the nineteenth and early twentieth centuries thastexd travelling just for pleasure and
entertainment, and it is precisely at this time travel writing reached its highest point
(Meier, gtd. in Beller and Leerssdmagology447). According to Morgan, then, in the
Victorian period “[a] desire to boost social valaed prestige also sent people to the
Continent [, t]hat is, they crossed the Chann@dguire the manners, dancing steps and
foreign phrases for shining in polite society atmed (11). The Victorian period,
Morgan points out, was indeed “the age of the fatsindardized travel guidebooks,
packaged tours and travellers’ cheques” (7) anseling abroad was becoming

possible also for “the middle, [and] in some cas&en the working classes” (7).

Some of the common ideas British travelleasl lof the French in the Victorian
period are about manners and social attitudes, igdlyslisposition, and liberty,
especially for women. Concerning manners and stgiaome travellers reported a
“casualness about bodily functions” (Morgan 134Jl &a love of ease conducive to ‘a
thousand little slovenlinesses most revolting toEaglish eye” (Morgan 134), which
was ascribed to “the warmer Continent climate” (wor 134); others spoke of the
French easiness and liberty in “talking [and] laaghfrolicking” (Morgan 149) in
contrast to their lack of easiness in matter ofj@hee and furnishing (Morgan 149). As
for physical disposition, some British travellerer& convinced that the “English
looked healthier than peoples elsewhere,” sincg llael sporting rather than intellectual
inclination (Morgan 139). French girls especiallys reported by Miss Betham-
Edwards, were not accustomed to practice physikatceses, not even to “regular
walking out of doors” (qtd. in Morgan 139), becausecreational exercise” was
considered “masculine, unwomanly, and eccentria feminine French mind” (qtd. in

Morgan 139). Lastly, the notion of liberty duringet Victorian period constituted a
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“central component of British people’s collectivdentity” (Morgan 157) and British

women considered themselves more free to movetttganFrench counterparts.
2.3.2. Frances Trollope: Paris and the Parisians in 18834)

Frances Trollope (1779-1863) was an English auplaoticularly famous for her travel
accounts, like, for instancdpomestic Manners of the America$832), and the
following Paris and the Parisians in 1833.836). Trollope started her tours in Europe
and America around the late 1820-30s, and she na@slling in France exactly at the
time in which, as pointed out on p. 19-20, thetreteships between Britain and France
were more cordial after the ascension to the Frehobne of the anglophile Louis
Philippe in 1830. When Trollope started travellitige travelbook genre was well
established” (Heineman 121), but her books diffesedngly from the “multitudes” of
the time, since they were not “mere report[s] dfrexy and events” (Heneiman 122-
123), but “the product of a unique observer” (Hemmn 122-123) who “travelled with
her own set of values, strong opinions, and béligieneiman 122-123). Moreover, as
Heineman points out, although “other travelers watjually strong personalities had
even more exciting adventures” (123), Trollopenksato her “novelist’s instinct, made
people prominent in a genre where landscape, ptexkeexposition usually dominated”
(123). Frances Trollope, a Tory as far as her ipalitopinions are concerned, though
“pretty vague” (Glendinning xii), had a “true radlt temperament (Glendinning xii).
An independent and educated woman, indeed, “shecaragdered by the largely male
critical establishments at her time as distresgingtfeminine, and condemned as
‘vulgar’, as lacking ‘good taste and decorum’ (Gleming xii). Moreover, Cotugno
argues that “Trollope’s political opinion never adéd strictly to any political platform”
(242), but what is most significant is “the facattduring each episode of her life and
writing she was trying to make sense of the refsingp between governance and the
possibility of stability for individuals and natish(242).

Paris and the Parisians in 183published in 1836s a travel account constituted
by two volumes and an amount of seventy two letbdrgch the writer addresses to a
“dear friend” (Vol. 1., I.). Some images of placasd people also appear occasionally to
support the author's descriptions. The historicackground of the book is, as

mentioned by Trollope, that of “Young France,” asvas at that time “the fashion to
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call it” (Vol. 1.), the period after the July Rewion of 1830 under the constitutional
monarchy of the Citizen King Louis Philippe. As ogfged by Heineman, “[tjwenty-five
years of Napoleonic war had whetted the public afgofor information and sketches of

places so recently famous” (121).

In the Preface dParis and the ParisiansTrollope states that ‘RUTH, immortal
TRUTH has been the object of ostensible worship to hth wead and to all who listen”
(Preface v), and in the first letter of the firsiwme she claims that her intention while
visiting the French capital was to “describe wlsdtd] saw and heard there, and to do
this as faithfully as possible” (Vol. I., 1.). Fisgrmore, she quite humbly adds that
“though it is sufficiently easy to see and to h¢sing] feel[s] extremely doubtful if [she]
shall always be able to understand” (Vol. I., Although the book starts with a strong
emphasis on the importance of objective truth, [dpa immediately declares that what
the reader is going to read is the account of whasaw and heard, and that she Wi
to be faithful. In the Postscript, then, she waha “the foregoing letters were written”
“in this spirit of purely superficial observationThus, the author does not present her
work as totally objective, and throughout the bdwkllope also uses dialogues to let
the reader take part in her own reflections aboutes controversial themes, like for
instance the condition of women on the two sidethefChannel. Lastly, if she confirms
some stereotypes about the French, very often epates the veracity of others, and in
general she shows a positive and enthusiastiauddtitowards France and French

people.

Under the reign of Louis Philippe France's,Taollope reports, “ancient greatness”
(Vol. I, 1) is gone, and the author declares tteg an Englishwoman, [she] ha[s]
certainly no particular call to mourn over the faglhours of [her] country’s rival” (Vol.

[., 1.). None the less, in Letter Il she arguest tls® much that is admirable in Paris
owes its origin to [Napoleon]”. Although France“grow[ing] young again” (Vol. 1.,
1), for Trollope “Paris is still Paris” (Vol. 1l.), and by that she means that the “capital
of the ‘Great Nation™ (Vol. 1., I.) is still an erhanting place where people, many of
them British, come to amuse themselves. In facilldpe says she shall “only think of
amusing [her]self; a business never performed apysvtvith so much ease as at Paris”

(Vol. I, I.). Paris is thus described as a “gayglht, noisy, restless city;—the city of the
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living” (Vol. 1., 1.); its “air of gaiety [...] makesevery sunshiny day look like a féte,”
and “the cheerful tone of voice, the sparkling g of the numberless bright eyes [...]
produce an effect very like enchantment” (VolML,). Then, concerning the Parisians,

whose “temper” “the most careless observer may axpesee” as “genuine”, Trollope

does not fall into stereotypes, and instead argues:

The genuine temper of the people?—Nay, but thisgghmust be mended ere it
can convey to you any idea of what is indeed likelype made visible; for, as it
stands, it might intimate that the people were ¢ temper; and anything less
like the truth than this cannot easily be imagin(®@bl. 1., II.)

As for French manners, Trollope strongly assertat tl{g]reat and important
improvements in our national manners have alreadgra from the intercourse which
long peace has permitted,” but that “we have muoclearn still,” “for the general tone
of our daily associations might be [...] farther iroped, did the best specimens of
Parisian habits and manners furnish the examp\s!. (., VI.). In fact, for the author
Parisian people enjoy companionship “with a degfgeleasant ease—an absence of all
pomp, pride, and circumstance, of which unhappigyhave no idea” (Vol. I., VI.), and
for this ease French manners are thus considerdthitely more agreeable than
[British ones]” (Vol. I., VL). Then, although Freh people are usually considered
“victims of affectation instead of sorrow” (Vol., IXXIl.), and although their “manner
of lamenting in public” during a mourning “seemssitange to [the British]” (Vol. I.,
XXIL.), Trollope concludes that “they feel quitenserely as ourselves [,] though they
have certainly a very different way of showing (®/ol. 1., XXIl.). As for their
“superabundance of vanity” (Vol. I., VI), she assurher readers that the French
“certainly show infinitely less of it in their inteourse with their fellow-creatures than
we [British] do” (Vol. I., VL.). Finally, to thos@eople who consider the morality of the
French “so much less strict than our own” (VolML,), Trollope answers in this way:

More scrupulous and delicate refinementhe tone of mannersan neither be
found nor wished for anywhere; and | do very stigsgispect, that many of the
pictures of French depravity which have been brougtme to us by our
travellers, have been made after sketches taksreimmes and circles to which the
introductions | so strongly recommend to my counwtygnen could by no
possibility lead them. It is not of such that | das supposed to speak. (Vol. I.,
VI.)
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Elegance was another peculiarity usuallyiatted to the French, which Trollope
confirms in her accounts. In fact, she claims thate in France is part of the national

character (Vol. 1., XXXVIII.), and of French womeshe says that

it is very rare to see a woman outrageously dressedy way; and if you do,
the chances are five hundred to one that she istnchwoman. An air of
quiet elegant neatness is, | think, the most stgildharacteristic of the walking
costume of the French ladies. (Vol. 1., XIV.)

French ladies are, in Trollope’s viewpoint, elegantl “indescribably attractive” (Vol.
I., XXV.), and even the way they move, their “cage,” is “very singular’ and “so
impossible to imitate” (Vol. 1., XLIIl.). HoweverBritish women tried to imitate their
counterparts beyond the Channel, and Trollope argu& “what is necessary for the
wardrobe of a French woman of fashion, is necesalscy for that of an English one”
(Vol. II., XLIIL). In fact, as it emerges also fmothe Tables of Nationalities, the French
cared much about their appearance and are leadenstier of fashion and elegance,

and in this respect Trollope reports:

Personal appearance, and all that concerns ithowever, a very important
feature in the daily history of this showy city;daalthough in this respect it has
been made the model of the whole world, it nevéedgecontrives to retain for
itself a general look, air, and effect, which igigite in vain for any other people
to attempt imitating. Go where you will, you seeiich fashions; but you must
go to Paris to see how French people wear theni. [MoXLIIl.)

If French women were leaders in manners gmkarance, what was then their
influence and role in society, and what about thiegedom? This is a pretty
controversial theme, on which Trollope reflects radantly in her accounts, and she
always does so by comparing the situation of womerance and Britain. In French
society, she argues, “the women play a very disisiged part” (Vol. 1., LI.) exactly
like British women do, but “the women of France”olVIl., LI.), she thinks, “have
more power and more influence than the women ofldaatj (Vol. Il., LIL). Indeed,
Parisian women could converse more freely than Bhégsh about various topics,
politics included (Vol. Il., LI.). Then, as for mége and women’s personal freedom,
Trollope finds things to be very different acrobe Channel, and the topic occupies the
whole Letter XLII (Vol. I.). The substantial diffence seemed to be that, while French
women enjoyed life and freedom only once they aaeried, British women could do it

only before becoming wives. With respect to thigllbpe comments that “[i]t should
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seem as if the heart and soul of a French girl vesteep or at least dozing, till the
ceremony of marriage awakened them” (Vol. I., XLIIOn the same matter, “Hugh
Jerningham,” another woman traveller, “concludedewisiting Normandy” that “[i]n
France marriage is the establishment of woman’sdsen” (gtd. in Morgan 177),
whereas “in England, that of woman’s dependenagtd.(in Morgan 177). Moreover,
while in France the family used to choose the prdpesband for the daughter and
planned her marriage, in Britain women were freadcept or refuse a possible husband
on their own (Vol. 1. XLIl.). On this point, Troljee has no doubts and she affirms that
“[i]f [she] do[es] not greatly mistake the natiordlaracter of Englishwomen, there are
very few who could be found to exchange this pelyd for the most perfect assurance

that could be given of obtaining a marriage in ather way” (Vol. I., XLIL.).

In the Postscript to the second voluméafis Trollope openly declares and sums
up her personal ideas about France at that patitate following the July Revolution.
Trollope affirms to be anEnglish conservative(Postscript) and as such she “may be
supposed to feel for the popular violence which Ihatished from her throne its
legitimate sovereign [Charles X]” (Postscript). Hoxer, as she says, the prosperity of
France depends on her allegiance to the new kingsLBhilippe, and France seems
now to have reached a tranquil period of prospewtyich is a reason of tranquility for

England and Europe as well.

[...N]ow, in this breathing-time that Heaven has geanher [France], she
presents a spectacle of hopeful industry, activerowvement, and prosperous
energy, which is unequalled, | believe, in any paan country except our own.
(Postscript)

Moreover, “this superb kingdom” (Postscript), Toge claims, “so long our rival, and
now, as we firmly trust, our most assured ally,| wdtablish its government on a basis
firm enough to strengthen the cause of social oated happiness throughout all
Europe” (Postscript). For her, in fact, the Reviolutin France arose in a moment of
“drunken enthusiasm” (Postscript), which is nowafip over, and in this regard she
asserts:

That love of glory which all the world seems toemgin attributing to France as
one of her most remarkable national characteristicast ever prevent her
placing the care of her dignity and her renown I thands of a mob.
(Postscript)
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As Cotugno also points out, for Trollope republisam is designated “as an
impracticable theory” (244-245).

Furthermore, in the Postscript Trollope aladirectly shows the illusory and

contradictory nature of national stereotypes, lgyerg that

[s]plendour and poverty—grace and grimace—delicany filth—Ilearning and

folly—science and frivolity, have often been obsstvamong them in a
closeness of juxta-position quite unexampled elseeih[...] | believe, that

many things which by their very nature appear tortm®mpatible have been
lately seen to exist in Paris, side by side, inamner which certainly resembled
nothing that could be found elsewhere. [...] Hereramn—there a cap of

liberty. On this peg, a mantle embroidered withuftede-lis; on that, a tri-

coloured flag. In one corner, all the paraphernakaessary to deck out the
pomp and pageantry of the Catholic church; anchotleer, all the symbols that
can be found which might enable them to show rdasped honour to Jews,
Turks, infidels, and heretics. (Postscript)

Trollope notices that some of the national chargttes and symbols attributed to
France appear discordant, like, for instance, tex@eand frivolity” (Postscript), and that
such a discordance of terms cannot be found inr aibientries the way it is found in
France. Thus, France appears as a nation of ctmteasl if following the reasoning of
Fyfe?, the stereotypes themselves prove complete nomselusvever, Trollope seems
quite conscious of the fallacious nature of steq@es and of their negative
consequences, and she responds very enthusigsticate new period of peace and

alliance between the two countries by claiming that

[tihe days, thank Heaven! are past when Englishibedieved it patriotic to deny
their Gallic neighbours every faculty except thogenaking a bow and of eating

a frog, while they were repaid by all the weighgtie comprised in the two
impressive wordsaHN BuLL. We now know each other better—we have had a
long fight, and we shake hands across the watdr alitthe mutual good-will
and respect which is generated by a hard strugpgéajely sustained on both
sides, and finally terminated by a hearty recoaton. (Postscript)

In this regard, Cotugno indeed claims that for b “[d]evotion to any [political]
theory must be made secondary to the visible cdrafat stability of the majority of the
people” (244).

2See 2.1.3.
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Like Trollope, other travellers reported aeflected on the situation of women in
France and Britain. Indeed, Morgan argues that ffanber of travel journals drew
distinctions between the liberties afforded to neakrand single women, whether in
Britain or Europe” (177) and “[m]ost travelers camed that married English women
had fewer liberties than those on the Continend, @ingle women more” (177). As for
the “Continental women, once married, were freesap and do what they please than
their English counterparts” (Morgan 177). The womaaveller Matilda Betham-
Edwards, for instance, claimed that French girlsenteeated as children before being
married, no matter their age (qtd. in Morgan 17@).conclusion, British women,
comparing themselves with the women on the Continealised that, although less
free at home, they were advantaged in terms ofefgat control and occupational

opportunities” (Morgan 177-178).

To sum up, with the increase of tourism ia thneteenth century, travel literature
became a predominant and very popular genre. Biitgvellers, many of them women,
not only described new places and offered practifalmation to the reader, but they
also observed and reflected on major differencésden foreign people and their own.
Finally, in this comparison with other people oe ttontinent, sometimes adopting or
constructing stereotypes, sometimes challengingmthdritish travellers were

discovering and forging their own national identity
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3. British Ladies and their French Antagonists in Epigolary Novels:

Frances Burney’s (1779and Maria Edgeworth’s Leonora (1806)

Frances Burney’'€velinaand Maria Edgeworth’éeonoraare two epistolary novels
that offer a significant portrayal of French peopi¢he British context between the end
of the eighteenth and the beginning of the nindtee®ntury. The novels have in
common the epistolary form, which gives the autther possibility of “present[ing] an
intimate view of the character’s thoughts and fegdi’ (Encyclopaedia Britannica
Onling), and the negative representation of French chaacBesides, in both novels
the young protagonists rely upon older and wissq@es to be advised—Evelina on her
foster father, Leonora on her mother— and, sinoenfthese parental figures both
protagonists learn how to behave properly, thenanels can be defined as didactic. In
addition, Evelinacan also be considered as a novel of manners, Wtierecharacters
are differentiated by the degree to which they messip to the uniform standard, or
ideal, of behaviour” Encyclopaedia Britannica Onlingwhile Leonoradiffers for its
strong disapproval of the culture of sensibilityofdover, whereas iheonora the
French characters are depicted as baBy#linathey are represented more as grotesque
and ridiculous rather than as really evil. Finaliypoth novels the French characters are
antagonists to the British naive protagonists, aeém to prevent their way to

happiness.

3.1.Evelina;: Madame Duval - the Artificial Woman, and her Beau Monsieur
Du Bois

Evelina, or, A Young Lady’s Entrance into the Wanlas first published anonymously
in 1778 and it “was an instant success” (Nicolson 25). fibeel, in three volumes, is
actually the sequel of ‘The History of Caroline Bwe, which Frances Burney burnt in
1767, and which narrated the story of Evelina’s heotEvelina is the story of an

orphan girl, brought up by the Reverend Mr. Villansthe safe English countryside,
who tries to find her way in London society, whatee goes in the company of the

young Maria Mirvan and of her family. Naive andurat, Evelina must learn how to

% The novel was first published in 1778, but thet texsed by Doody “is based on the third edition of
Eveling which appeared in 1779 after the second editaties that same year” (Doody, “A Note on the
Text” xIv).
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behave properly in a society regulated by precs#es, and her lack of experience
leads her to several embarrassing situations icdhese of the novel. Finally, her good

character is rewarded and the happy ending assured.

As Doody argues, “[t]he story of Frances Bays works is deeply involved also
with the story of her life” Erances Burney), and some facts in the author’s life might
help to understand the way in which the Frenchasttars are portrayed in the novel. A
first relevant element in Frances Burney’s biogsaphthat her grandmother Sleepe
(née Dubois), with whom she “spent a great deatimg&” and “whom she deeply
loved,” (Doody, Frances Burney23) was French and a “pious Roman Catholic”
(Doody, Frances Burney23). The relation with her grandmother, accordimdoody,
“gave [Burney] a sense of dual heritagétgnces Burney3), and, therefore, “Frances
was not perfectly English, or rather British, [.fdr on her mother’s side she was partly
French” Frances Burneg3). In addition, Burney’s sisters Esther and 8osaattended
a school in France in order to improve their Fremwhereas Frances was left in
England probably for fear that “she would be tofluenced by French Catholicism,
being more sensitive that her sisters” (Hemlow, gidChisholm 18), and since she
showed already “too great fondness for Catholicighigmlow qtd. in DoodyFrances
Burney23). The preoccupation of Burney’s father in tieispect was due to the fact that
in Britain at that time Roman Catholicism was noes$tjunpopular, but it “was still
officially proscribed, and those who practiced ere/ subject to special disabilities in
law” (Doody, Frances Burney23). Unlike her sisters, since she could not prigpe
perfect her French in France, Frances Burney wag 6§ speaking French in public”
(Doody, Frances Burney23), exactly like Evelina in the novel, who preféo speak
with Monsieur Du Bois in English, although “his Hist is very bad” (Burney 217).
Another important fact in Burney’s life which redstto France is her marriage, in 1793,
with the French refugee General Alexandre d’Arblaith whom she lived in France
from 1802, the year of the Treaty of Amiens, to A28However, this event occurred
long after the publication dEvelinaand, therefore, it cannot be considered influéntia
as far as the portrayal of the French charactethamovel is concerned. Finally, the
historical context as regards the relations betwBdtain and France in the years
preceding the publication &velinais also relevant in the analysis of the depictoién
the French characters in the novel. In fact, asaéxgd by Eagles, in 1763 the Treaty of
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Paris “formed a watershed in Anglo-French relatioith peace and a huge escalation
in cross-Channel visiting [...] and this period oartquility was swiftly and directly
characterized as one in which the members of Eijitfashionable society turned to
France” (27).

The French characters kEwvelina are Madame Duval and Monsieur Du Bois.
Madame Duval is Evelina’s grandmother on her mashgide. She is actually British
and she was only a barmaid at the time when sheoffato France with Evelina’s
grandfather, after whose death she married thechr&fonsieur Duval. Having spent
such a long time in France pretending to be Freladame Duval presents herself as a
Frenchwoman and she “uses her pseudo-Frenchnessa®r for her slips in English
pronunciation, diction and grammar” (Doody, Intrgdan xxx). However, what is
important for my analysis of the character is tM@dame Duval is perceived, and
treated by the other characters, as if she actwally French. Furthermore, despite her
humble origins, Madame Duval also pretends to liglonthe genteel society. As for
Monsieur Du Bois, he is hecitisbeoand presumably her lover” (Doody, Introduction

XXX).

Madame Duval makes her appearance in thd fissten Letter XIV, but her name
is actually the first to appear in the first lettevhich Lady Howard writes to the
Reverend Mr. Villars. The words used by Lady Howandhich introduce us to the
character of Madame Duval, are that “she is totailg loss in what manner to behave”
(Burney 11), and that “she seems desirous to réfpaiwrongs she has done, yet wishes
the world to believe as her blameless” (Burney Madame Duval makes her indirect
entrance in the novel as a negative and dubiousactes. The wrongs she has done
refer to the fact that Madame Duval abandoned heghter, who was pregnant with
Evelina at that time, and now she wants to repairdirors by taking her grandchild
with her to Paris in order to give her a polite @ation. Madame Duval, as described by
Lady Howard, cannot behave properly, she has andtumal behaviour,” and she is
“vulgar and illiterate” (Burney 12). Besides, Mrillrs asserts that Madame Duval is
“by no means a proper companion or guardian foo@ng woman,” since “she is at
once uneducated and unprincipled[,] ungentle in teemper, and unamiable in her

manners” (Burney 13). Lastly, she is defined ag@etched woman” (Burney 13).
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Evelina first meets Madame Duval in Lette’’vVXMWhile waiting for the coach
outside the theatre, Evelina tells the Reverendallaelderly woman brushed quickly
past us” (Burney 57) and, having lost her compamg looked for help. After being
insulted, the woman finally declares to be “no camnnperson” (Burney 57), but “a
person of fashion,” that is Madame Duval (Burney. 3his letter is rich in negative
connotations referring to Madame Duval's chara@ed her supposed Frenchness.
Evelina, for instance, says that “there was somagtlidreign in her accent, thought it
was difficult to discover whether she was an Eingbs a French woman” (Burney 54),
and Miss Mirvan asserts that the woman is a fomigBurney 55). Then, Captain
Mirvan claims that “she may be a woman of the t6wf{Burney 55), hence a
prostitute, giving already an idea of the grotes@ypearance of Madame Duval.
Significant is also the fact that when the Captid his company first meet Madame
Duval, they have just been to a “comedy,Arench and Italian” [emphasis added]
(Burney 54), and that Evelina refers how everyongyed the show “except the
Captain, who has a fixed and most prejudiced hatfeavhatever is not English”
(Burney 54). This affirmation introduces the Captinationalist and xenophobic

behaviour towards Madame Duval, which he keepsitgughout the whole novel.

Captain Mirvan’s attitude towards foreign pkohas also to be considered within
his social position. In fact, as Chisholm point$, dus “unconventional behaviour and
uncouth language are excused because he is agaimda noble profession in those
days of constant naval engagements with Franc&pauh)” (51). Besides, according to
Eagles, given his social position, “Mirvan is caritéo consider the aristocracy and the
French as one and the same, and equally deservidgnmation” (Burney 59). When
Madame Duval reacts to the unkindness of the Qajtgisaying that his countrymen

are “a parcel of brutes” (Burney 55), the Captaideed answers: “[w]ho wants you?
[...] ‘do you supposeMadam Frenchwe have not enough of other nations to pick our
pockets already?”” [emphasis added] (Burney 55-5bhe “suspicion of other
countries” Evelina 461, note 90) expressed by the Captain, Doody agxql
accumulated during the American wars and “includdigs such as Prussia, Hanover
and Austria, as well as enemies like FrandeVelina461, note 90). Furthermore, the
Captain calls Madame Duval “Mrs. Frog” (Burney 5®Which was an offensive

nickname used in Britain to refer to the French] arhich derived from the French
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practice of eating frogs, seen by the Britons asyfptom of the universal poverty of
France” (DoodyEvelina461, note 93). Other offensive ways in which Madabuval

is referred to by the Captain are alsthe' old French hag(Burney 59), “the old
Beldame [(witch)]” (Burney 69), “old Madam Frenc{Burney 71, 433, 436), “the old
Frenchwoman” (Burney 152), and “Madame Fury” (Byr1®®). Besides, Sir Clement
Willoughby, mate of the Captain in his tricks on ddme Duval, calls her “[t]he
Termagant Madame Duval” (Burney 365), which is “th@me for a violent deity”
(Doody, Evelina496, note 49), and “the virago Madame Duval” (Bayi381), meaning
“[a] man-like woman, loud and overbearing” (Doodyelina497, note 61). The last
nicknames make reference to the temperament of Madauval, who is described as
unable to suppress her feelings and as “incapdlderdrolling her passion by reason”
(Hamilton 438). In addition, Evelina, referring Madame Duval’'s reactions to the
Captain’s sarcastic behaviour, speaks of MadameDBurage (Burney 98) and of “her
violence and volubility” (Burney 179). Furthermoshe says that “she really trembled
with passion” (Burney 64), that “she was going ihfgsterics” (Burney 86), and even
that “[flury started into her eyes, and passioramied every feature” (Burney 229).
Finally, Mr. Villars refers to “the violence of hatisposition” (Burney 142). This
inability to control herself typical of Madame Duwaight be ascribed at the time to her
low origins, but also to her being, or pretendingbie, French. In fact, one of the
characteristics traditionally attributed to therkate is their fickleness, which, as Florack
explains, not only “has been frequently associatél the (supposedly) great love of
fashion of the French” (156) and thus with theircbnstancy and the urge for renewal”
(156), but it has also been connected, during ¢lrelutionary period, to the notion of
“passion’ (reminiscent of the classical concepffuabr)” (156), which “discredits the

Revolution as an expression of French immoraligpeeially once it radicalized” (156).

Referring to the fact that Captain Mirvan aiddame Duval meet for the first time
after a theatrical performance, Doody argues ttiet Captain and Madame Duval are
but puppets” (Introduction xix), meaning that tiegspond to the artifices imposed by
nationality [and] gender [...]" (Introduction xix). ésides, they both work “at self-
representation” (Doody, Introduction xx-xxi), in ethsense that “Madame Duval
(mis)represents herself as French and as youngeadiful — with the help of a certain
guantity of rouge and a great deal of assurancebdy, Introduction xx-xxi), while
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“Captain Mirvan [...] represents himself as Englisthimand as authority” (Doody,
Introduction xxi). In short, although they appearopposition to each other, Madame
Duval and Captain Mirvan can be considered singlace they “truly believe in their
representation of themselves” (Doody, Introductier). Furthermore, Madame Duval
represents femininity “[the] (super-‘feminine’ amdt quite feminine at all)” (Doody,
Frances Burneyp?2), whereas Captain Mirvan represents the “Uftrasculine’ as to be
unmanly, inhumane, not quite humane” (DooByances Burneys2). Captain Mirvan
“is proud of being English and male” (Doodyrances Burneys2), and “as a true
male[,] he despised old women [while] as loyal Estghan hates the French” (Doody,
Frances Burneys2). The conflict between the Captain and Madameal) between
masculinity and femininity, is finally also the dbat between British and French
culture. In this respect, Robert and Isabelle ToeMdain that while “Britishness was
masculine” (450), “Frenchness was feminine” (45)d that “[t]his distinction was
commonplace as early as the eighteenth centuryD)(4B fact, “British culture
appeared more masculine, more physical, and argualore brutal [than French
culture]” (Tombs 104). Moreover, not only natiosgimbols (John Bull for the Britons
and Marianne for the French) were gendered, but atsivities. For instance, British
sport and industry were considered masculine apdsgd to feminine French activities

like cooking and textile manufacture (Tombs 450).

One of the most evident characteristics ofddae Duval is her vulgarity and
artificiality, due to her excessive attempt to maw be what in reality she is not,
namely French, aristocratic, and young. In thesmge Madame Duval appears as the
opposite of Evelina, who is, on the contrary, @oyréd as really young and natural in
her manners. In addition, Madame Duval is ofteemrefd to as a witch and a grotesque
creature, whereas Evelina, in Mr. Villars’s wortsgdescribed as “innocent as an angel
and artless as purity itself” (Burney 21). In thegard, Robert and Isabelle Tombs
explain that a “basic contrast was the idea, inéerfrom the eighteenth century, that
Britain stood for nature, and France for civilipai (449). Concerning the opposition
between nature and artificiality, embodied by Bv&land Madame Duval respectively,
Lord Orville asserts in the novel that “the diferce of natural and of artificial colour,
seems to [him] very easily discerned; that of Natsrmottled, and varying; that of art,
set andtoo smooth [...]” (Burney 88). Besides, Evelina mensofthe vulgarity of
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Madame Duval” (Burney 381) and she refers to thidi@ality of her appearance, by
claiming: “what her age is, | do not know, but shelly looks to be less than fifty. She
dresses very gaily, paints very high, and the saddormer beauty are still very visible
in her face” (Burney 59). The abundant use of makeand her extravagant clothes
characterise Madame Duval in her attempt to lookngp but the result is just that of
appearing artificial, thus vulgar, and ridiculols.fact, as Robert and Isabelle Tombs
point out, if “[sJome [British visitors in Franceyere titillated, others were repelled, by
the sophisticated artificiality of fashion” (10An example of this repulsion is given in
the novel in the episode of the ditch, when Mad&mueal is brutally treated by Captain
Mirvan and Sir Clement. On this occasion, Evelieparts how the woman appears to
her eyes, in a depiction that, stressing the adiity and extravagance of Madame

Duval’'s look, makes her appear almost a monstroestuare.

Her head-dress had fallen off; her linen was tber; negligee had not a pin left
in; her petticoats she was obliged to hold on; had shoes were perpetually
slipping off. She was covered with dirt, weeds, &ltd, and her face was really
horrible, for the pomatum and powder from her head, the dust from the road,
were quitepastedon her skin by her tears, which, with hheuge made so
frightful a mixture, that she hardly looked humé@Burney 165-166)

Furthermore, Doody argues that Madame Duval “[...Isofpr the perfection of the
artificial [and that h]er own affectation is thehosvn up by the forced application of
smelling-salts which painfully afflict her biologitand unredeemably physical nostrils”
(Introduction xxix). Finally, Doody points out thstadame Duval, “vain-overdressed,
highly painted, simpering, and rude”Frances Burney50), has the typical
characteristics of a dame of the stage, or panterdaime, and that, having “only
‘feminine’ interests (dress, parties, gossip), [sHe is a compound of ‘feminine’

affectations” Frances Burney0).

Apart from her affectation and eccentriciihat seems particularly shocking about
Madame Duval in the other characters’ view is tsia¢ behaves as if she was much
younger that she actually is. Her make-up, her sdge interest in fashion, her passion
for dance, and her attitude towards men, are allnilore unpopular because Madame
Duval is an old woman. First of all, she is extrgmain and cares a lot about clothes.
When Captain Mirvan tells her during their firsiteanter that she “would much sooner
be taken for a wash-woman” (Burney 56), Madame Dasks him: “did you ever see a
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wash-woman in such a gown as this?” (Burney 56)nTkden she describes how she
and Monsieur Du Bois fell into the mud while he virdding her in his arms, she says:
“l can’t think how it happened, for I'm not suchegt weight” (Burney 72), showing a
great self-confidence in her physical appearandger Ahis episode, Madame Duval's
first preoccupation is her new Lyons negligee, Whespoilt, and Evelina reports how
she “lamented, very mournfully, the fate of her hgailk, and protested she had rather
have parted with all the rest of her wardrobe, bseat was the first gown she had
bought to wear upon leaving off her weeds” (Buriidy. Madame Duval cries about all
her things being spoilt and exclaims patheticdll:.o]f all the unluckinesses, that
ever | met, this is the worst! For, do you knowpdught it but the day before | left
Paris?—Besides, into the bargain, my cap’s quiteeg¢...]”” (Burney 171). Madame
Duval’s obsession with clothes and appearancerceped as quite odd in a woman of
her age, and, in this regard, Evelina says: “I &hdwave thought it impossible for a
woman at her time of life to be so very difficult iegard to dress. What she may have
in view, | cannot imagine, but the labour of théeibe seems the chief business of her
life” (Burney 173). According to Florack, one of ethcharacteristics of the
Frenchwoman, as she was traditionally perceivegyresisely her use of fashion and
cosmetics to display herself (qtd. in Beller an@issen/magology157). Furthermore,
in seventeenth and eighteenth century Europe varasyconsidered one of the negative
sides of French civilization and manners, beingo@ssed with absolutism and the
court, together with “showiness, arrogance, frityolisuperficiality and dishonesty”

(Florack, gtd. in Beller and Leerssémagologyl55).

In matter of fashion and customs, Madame Disveonvinced of the superiority of
the French, and she is proud of maintaining ceffaamch habits even when they are in
evident contrast to those used in Britain. Indesedexplained by Robert and Isabelle
Tombs, until “some of the French elite began fréva 1760s onwards to wear English
clothes in France” (90), “French fashions had datad in both countries, and
continued to do so for highly formal occasions”)(9@n example of Madame Duval's
belief in French superiority is given by her dissios with Captain Mirvan about the
British habits of wearing hats in public places.r British ladies, indeed, “a bare-
headed woman was considered totally immodest” (pBelelina462, note 100), but
“the same custom did not apply in France” (Dooyelina462, note 100). Madame



40

Duval affirms that this habit gives the ladies “aomatrous vulgar look” and that
“[tlhere’s no such a thing to be seen in Paris” iy 65). Another example of
Madame Duval’s obstinacy towards British ruleses habit of receiving “guest of both
sexes in the bedchamber, a custom which grew inFtiemch literary coteries of
précieusesn the seventeenth century” (Doodyyelina463, note 116). In this regard,
Evelina tells Mr. Villars that she “found Madame \@RI at breakfast in bed, though
Monsieur Du Bois was in the chamber” (Burney 743. é&plained by Doody, indeed,
“[vlery few English ladies of reputation found ip@ropriate to receive parties while
abed” Evelina 463, note 116). This French habit, therefore, fsoch astonished
[Evelina], that [she] was, involuntarily, retiring(Burney 74), and Madame Duval
“laughed very heartily at [her] ignorance of foreigustoms” (Burney 74). As these
examples show, Madame Duval does not respect Brhmbits and rules, and for
Doody, she “has broken through a lot of prohibisicand regulations, in the process
forfeiting all claims to recognition in English sety” (Introduction xxx).

Madame Duval is an old woman and old womemritain in the eighteenth and
nineteenth century did not play an active roleanisty, nor could enjoy they the same
pleasures as young and unmarried women. As Trokdgie points out ifParis and the
Parisian in 1835 the situation was quite different in France, veherarried and old
women had more advantages than young and unmairiedHaving spent such a long
time in France, Madame Duval finds the social pasiof old women in Britain absurd,
and thus she refuses to adapt to the customsodbéastly anatiori’ (Burney 74), as she
defines Britain. During one of her numerous quarsgith Captain Mirvan, Madame
Duval claims that in France they don't distingu@ from young women as they do in
Britain, and the Captain replies that the Fren&hfaols (Burney 65). Moreover, an old
woman in Britain is not supposed to dance or etip@ycompany of men, but Madame
Duval does not care about these cultural restristiand, in consequence, her behaviour
seems to the British improper and ridiculous. Wiglspect to this, Doody states that
“[Madame Duval] has defied society’s strictures afldhe contemporary formulae that
decree that a woman past childbearing years hasloe, and must have neither sexual
desires nor satisfaction” (Introduction xxx). Whbtadame Duval's nephew, young
Branghton, is informed that she is going to the Hst®ad ball with Evelina and Mr.
Smith, the thing causes wonder and incredulity.
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‘To a ball” cried, ‘Why, what, is Aunt going tolzall? Ha, ha, hal’

‘Yes, to be sure,’ cried Madame Duval, ‘I don’t kmaothing need hinder me.’

‘And pray, Aunt, will youdancetoo?’

‘Perhaps | may; but | suppose, Sir, that’'s nongoair business, whether | do or

not.’ [emphasis added] (Burney 246)
The Branghtons are ignorant of good manners artlammiddle class, to which they
belong, “young men and young women go out togatinsupervised,” whereas “in the
upper classes young ladies going to balls were yawaccompanied by mother or
chaperone” (DoodyEvelina 484, note 110). So, the reaction of young Branghso
both due to the fact that Madame Duval is accomipgniir. Smith and Evelina to a
ball, and to the fact that she wants to dance. M&dBuval desires to amuse herself and
nothing seems to stop her, despite other peopfaisans. She does not want to go to
the ball as a chaperone, and she “declar[es] ention to dance the two first dances
with [Mr. Smith]” (Burney 248). Evelina comments tre fact by admitting that “[she]
was quite astonished, not having had the least jMsdame Duval] would have
consented to, much less proposed, such an exhitofitlher person” (Burney 248). As
far as dancing is concerned, Doody argues that d@wtze Duval] insists upon defying
English custom, which dictates that an older worshould not dance’Hvelina 484,
note 110). In fact, in Britain at the time“[c]hapaes were expected to look on, or to
play cards [and] a woman of thirty or even twentefmight be considered as too old
to dance” (DoodyEvelina484, note 110). The dismay felt by Evelina in sgehe old
woman dancing is expressed in a way that strebgesddity and vulgarity of Madame
Duval, but which also makes us feel pity for h¢s]tie danced in a style so uncommon,;
her age, her showy dress, and an unusual quaiitityuge drew upon her the eyes,
and, | fear, the derision of the whole company” rii&ty 248). The ridicule which
Madame Duval provokes with her passion for dancrakes Captain Mirvan exclaim
at the Pump-room that “this would be a most exalplace for old Madame French to
dance a fandango in!"”” (Burney 436). Finally, theapfain only hopes that Madame
Duval comes to Evelina’s wedding in order to make &f her by “purpos[ing] to dance

a new-fashioned jig [...]” (Burney 434).

Madame Duval is the antagonist of Evelinghi@ sense that she appears as the one
who tries to thwart Evelina’s serenity with therplaf bringing the young girl to Paris
and separate her from the people she loves. Evetiga that Madame Duval “talked
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very much of taking [her] to Paris, and said [stiedatly wanted the polish of a French
education” (Burney 74-75). In fact, at that timeace represented the centre of polite
society and “salons organized by and around womere whe centres of cultural
activity” (Tombs 77). Madame Duval is depicted gsesson who cannot be dissuaded
from her plans. For Mr. Villars, in fact, she iso“sittle inured to disappointment”
(Burney 180), and, as reported by Evelina, shaévér to be dissuaded from a scheme
she has once formed” (Burney 274). Evelina’s camcdue to Madame Duval is
probably the same Frances Burney felt in her Ideuh her stepmother. According to
Doody, in fact, Madame Duval would represent thacesure of Frances’s Burney
unwanted stepmother, Elizabeth Allen Burney, whoried Burney’s father after the
death of his first wife and Burney’s mother EstB&epe (Introduction x). However, in
the novel, although she feels aversion towardsgh@&ndmother, Evelina often shows
pity for her. Besides, the character of Madame Duws@metimes odious, is treated so
badly by Captain Mirvan and Sir Clement that in socircumstances the reader may
even side with her. At any rate, Madame Duval pkysmportant role in the novel and,
for Doody, she “represents something deeply impbtia Burney” (Introduction xxxi).

In fact, it has to be noticed that “the author’'sndveloved grandmother Sleepe was born
Dubois [exactly like Madame Duval’s lover], and wgesnuinely the French or half-
French woman the heroine’s grandmother pretentdst¢Doody, Introduction xxxi).

Madame Duval not only uses rouge and dancesiblic places, but she also has a
French lover, Monsieur Du Bois, whom she is notaastd of taking with her
everywhere—"| never go no-where without him” (Bwey 62). The French gentleman
is first mentioned by Evelina in Letter XVI, whenadiame Duval takes him with her to
tea to Mrs. Mirvan. The Captain “looked very muaspteased” (Burney 62) at his
presence, and said to Madame Duval: “[p]ray whkedsyou to bring that there spark

with you™ (Burney 62). Captain Mirvan calls MonsieDu Bois throughout the novel
by several derisory nicknames—Iikd=rénch beal (Burney 71), ‘grand-mama’s
beaud (Burney 82), ‘MonseerFrench” (Burney 82),Monseer Slippery(Burney 154),
“the French lubber” (Burney 184)—and expressexéisphobia by telling him: “[d]o
you know, Monseer that you're the first Frenchman that | ever leme into my
house?”” (Burney 62). Monsieur Du Bois does notagpEnglish and bows as if he had

received a compliment, which makes him, probaljyear even more of a fool in the
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Captain’s eyes. Captain Mirvan shows the same ¢éckspect towards the Frenchman
that he shows towards Madame Duval, and considterd=tench superficial and not
patriotic. When Madame Duval says that the Engéish not polite since, unlike the

French, they speak about religion and politics,Glaptain indeed says that “it's a sign
they take no more care of their souls than of tbeuntry, and so both one and t'other
go to old nick” (Burney 66). Captain’s Mirvan fimer provokes the Frenchman by
asking him: “Butwhat what do they do, these famotonseer8’ [...] ‘can’t tell you
us? do they game?—or drink?—or fiddle?—or are jbekies?—or do they spend all
their time in flummering old women?™ (Burney 66h& French are thought by the
Captain to be people who spend their time gamireyfariing. As Eagles points out,
“[t]he prevalence of gaming was|[, as sexual licehkeeéd at the door of French amoral
behaviour” (Burney 33). In addition, when MadamevBluclaims that the Captain
should go abroad and that he would be changed byeiperience, the Captain
expresses his contempt by saying: “[w]hat, | sigggou’'d have me learn to cut
capers?—and dress like a monkey?—and palaver inckrgibberish?—hay, would
you?—And powder, and daub, and make myself up,dik@e other folks?” (Burney
67), and “as to your hair-pinchers and shoe-blagks may puff off their manners, and
welcome” (Burney 67). The Captain recurs to someufar stereotypes about the
French, namely their passion for dance and fashiir habit of using make-up, and
that of talking nonsense. As far as the last habitoncerned, in eighteenth century
“[s]alons gave French culture a characteristic aatty, organized round
conversation,” but some critics argued that, in dneof conversation, for the French
“style was more important than substance” (TomBs 77

Captain Mirvan enjoys himself by playing glitticks on Madame Duval and on her
lover, as, for instance, when Madame Du Bois falls the mud with Madame Duval.
Monsieur Du Bois is sure that the Captain has shimgtto do with the incident,
otherwise, he thinks, he would have helped him thatCaptain reacts to Monsieur Du
Bois’s suspicion by recurring to a stereotypicahge which Madame Duval has about
his own countrymen: “[...] do you suppose | had farwas anEnglishman a filthy,
beastlyEnglishmar?” (Burney 82). The Captain also refers to thisgmaf his own
people when he says to Madame Duval: “[...] | knowuy opinion of our nation too
well, to affront you by supposing Brenchmanwould wantmy assistance to protect
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you. Did you think thaMonseerhere, and |, had changed characters, and thdtdutds
pop you into the mud, and | help you out of it? Ha, ha!” (Burney 83). If it is for
Madame Duval a negative side of British cultures lack of gentility towards women
appears here to be a source of pride for the Ggpmobbably indicative of his
masculinity, which he expresses and constructssipposition to the Frenchman. On
this occasion, Captain Mirvan tells Madame Duvat ther lover could have played her

a trick on purpose, and he explains this by mockwegFrench as good dancers.

‘O’ purpose! Ay, certainly, who ever doubted th&® you think aFrenchman
ever made a blunder? If he had been some clumsgdamglishfellow, indeed,
it might have been accidental: but what the degiifies all your hopping and
capering with you dancing-masters, if you can’tabake yourselves upright?’
(Burney 83)

Dance, indeed, played an important role in Frenotiesy and “French ladies and
gentlemen were schooled by dancing masters intat Wheasterfield praised as ‘an
habitual genteel carriage” (Tombs 74), but thetiBni “mocked French (and French-
style) pretentiousness, foppishness and the capefe taught by the dancing master”
(Tombs 100). However, Monsieur Du Bois is sureragason, of the Captain’s guilt in
pushing him into the mud, and argues in French‘tatdid not come from a nation of
brutes, and consequently, that to willfully offerashy lady, was, to him, utterly
impossible” (Burney 84). France is here defendedppposition to England, as the
nation of gentility and respect towards women, Wwhzaptain Mirvan definitely lacks.
Courtesy was also among the characteristics at&btio the French, but if some
Britons considered it “‘charming” (Tombs 446), etls thought it was “affected”
(Tombs 446).

Another stereotypical characteristic attrégzlito the French, women and men, was
superficiality. In respect to this, a dispute asisethe Cox’s Museum, where jewels are
exposed, which is for Madame Duval “[...] the grastjgrettiest, finest sight that ever
[she] see]s], in England™ (Burney 85). The Captsays that this could be in Madame’s
French taste, but that for him “[...] it's akickshawwork” (Burney 85), “a trifle,
something unsubstantial” (Doodkyelina465, note 133), and asks her: “will you tell

me theuseof all this? For I'm not enough of a conjurer iad it out” [emphasis
added] (Burney 85). Madame Duval replies: “Lorfievery thing's to be usefull—"

(Burney 85), and Captain Mirvan answers back byuiagy that “[...he’s] no
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Frenchman, and should relish something nsadestantidl’ [emphasis added] (Burney
85). The superficiality of the French was in costrao British pragmatism, which is
embodied by Captain Mirvan. Indeed, as explaine®Rblert and Isabelle Tombs, “the
British valued the ‘practical” whereas “the Frenpralued] ‘the elegant™ (449). If
“[tlhe British were ‘bulldogs’,” “the French (in Brsh imagery) [were] ‘poodles’,
decorative, unnatural and impractical” (Tombs 449)rthermore, also the politeness
considered typical of the French was dismissed fiticx “as mere external show”
(Tombs 105).

In the quarrel concerning the utility of jda/eCaptain Mirvan says to Madame
Duval that “[her] person of taste must be eithezaxcomb, or a Frenchman; though,
for the matter of that, ‘tis the same thing” (Besn 85). Therefore, not only
Frenchwomen, as in the case of Madame Duval, Isat Bfenchmen were considered
by British men as vain, and thus extremely feminiAs pointed out by Robert and
Isabelle Tombs, “Frenchmen dressed more elaboraety so class resentment as well
as xenophobia was a potential cause of hostilityd dtlhe French feared being
insulted in the London streets” (75). In the Captaview, Frenchmen are not real men,

and, in this respect, he claims:

‘The truth is [...] that in all this huge town, sadllfas it is of folks of all sorts,
there i'n't so much as one public place, beside flag-house, where a man,
that's to say, a man whis a man, ought not to be ashamed to shew his face.
T’other day they got me to a ridotto; but | beligv&vill be long enough before
they get me to another. I knew no more what to db myself, than if my ship’s
company had been metamorphosed into Frenchmen,, &lgam, there’s your
famous Ranelagh, that you make such a fuss abouty—atat a dull place it
that!'—it's the worst of all.” (Burney 122-123)

Some British men, “the fashionable francophile ‘aranis™ (Tombs 75) were also
influenced by French fashion and were largely @séd, and, according to Eagles,
“[tlhe fact that English fops and Frenchmen werenséo be indistinguishable is
[particularly] important” (27). Indeed, the conteimiglt by the Captain towards the
Frenchmen, as far as their femininity is concerniedthe same felt towards his
countrymen fops, such as the “Frenchified beau” Mivel (Eagles 41), who not by
chance uses many French expressions. The Capligirhita that “[...] the men,as
they call themselvesare no better than monkeys” [emphasis added]n@url25).
Moreover, “Mr. Lovel is asked by Captain Mirvan vither he has a brother, having just
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seen his spitting image in the street [...and] thietler’ turns out to be no more than an
ape ‘full dressed, and extravagantly a-la-modeddEs 30). Monkeys and apes were a
popular symbol of mockery indicating the “imitathess” typical of Frenchmen—"too
polite, too contrived and enslaved to conventiod &mshion” (Tombs 100)—, and
referring generally to “anything that originated fnance” (Eagles 31), or imitative of
French fashion, as in the case of Mr. Lovel. Furttege, as Eagles points out, “the
possibility that it was not just the élite, but f@ssionals and even the lower orders that
were vulnerable to the French advance added tdethreof the phenomenon [of the
Frenchified British fops]” (27). The Captain is gell afraid that even the sailors will be
soon effeminate like the French and claims:

‘[...] 'm almost as much ashamed of my countrymenjfd was a Frenchman,
and | believe in my heart there i'n’t a pin to causetween them; and, before
long, we shall hear the very sailors talking thagd, and see never a swabber
without a bag [(bagwig)] and a sword.’” (Burney 125)

Captain Mirvan represents what, in his own idedhéstrue English man, as opposed to
the Frenchman or the British ‘macaronis’. The Ciapdacontempt of these fashionable
men, is due to the fact that “[ijn both Britain aRthnce, fears that ‘effeminacy’ was
corrupting male ‘republican’ virtues led Patriots denounce the cultural and social
mores of a degenerate aristocracy” (Tombs 104).\\Wensieur Du Bois takes a seat
in the Captain’s coach, which he has settled tauded only by the women of the
company, the reaction of the Captain proves qudkent, indeed. He says to Monsieur
Du Bois that “[...he]'ll make bold to shew [him] aBnglish [fashion]” (Burney 131),
and when Mrs. Mirvan tries to intervene to stopeaentual fight, the Captain tells his
wife, vaunting his masculinity: “what the D—I, dgou suppose | can’'t manage a
Frenchman?™ (Burney 132), implying that Frenchnae not so good at fighting as
real men should be. Then, addressing Madame DwWaptain Mirvan exclaims:
“Iw]hat, do you think, then, that my horses hawhng to do, but to carry about your
sniveling Frenchmen? [...]” (Burney 133), and refeydMonsieur Du Bois as to “[...]
one of [Madame Duval's] smirking French puppies [..(Burney 133). Concerning
his wife, Captain Mirvan finally warns Madame Duvd][...a]s to Molly, she’s fine
lady enough in all conscience; | want none of yerench chaps to make her worse™
(Burney 133). An excess of refinement is thus peeckby the Captain as something

negative.
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The xenophobia shared by Captain Mirvan aindCfment is definitely shown in
the brutal trick of the ditch. Madame Duval, tryit@jgo and assist Monsieur Du Bois,
who she thinks has been accused of treason agfaénBtitish government, finds herself
trapped in a ditch with her feet “tied togetherhwit strong rope” (Burney 164-5). The
pretense of Monsieur Du Bois accused of treasorappcredible to Madame Duval
since, as Doody explains, “[tlhe war with the Angan colonies involved a war with
France, and the government was very suspiciousowdigners and French spies”
(Evelina473, note 4). In this circumstance, Evelina fgelg for her grandmother and
she is “irritated with the Captain, for carryingsHove of tormenting,-sport he calls
it,—to such barbarous and unjustifiable extrem&sirfey 168). When Sir Clement and
Captain Mirvan plan their trick and tell Madame @uabout “a poor Frenchman, who
had got into a scrape which might cost him his' [fieurney 153), Sir Clement says that
he feels pity for the poor man, who can’t speakliEhgand thus defend himself, but he
also affirms that “[...he] by no means approve[s]saf many foreigners continually

flocking into our country’” (Burney 153). In addin, when Sir Clement tells Captain
Mirvan that the Frenchman in question has beengmbuhandled” (Burney 154), the
Captain reacts by exclaiming with excitement: “1@ach the better! So much the better
[...] an impudent French puppy!—I'll bet you what yeuill he was a rascal. | only

wish all his countrymen were served the same’™ (igyr154).

In brief, Madame Duval is depicted as a vstgreotypical character, which
embodies only the negative characteristics of Hrdamininity like, for instance, vanity
and fickleness. Moreover, Madame Duval only shoiws begative sides of those
characteristics which were actually considered aiwalent, both attractive and
repulsing, like elegance and aesthetic care, whieh altered in her persona in a
grotesque way. As far as Monsieur Dubois is corextrhe represents the Frenchman in

his traditional stereotypical image both as effeateérand weak, and as a skilful lover.
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3.2.Leonora: Olivia - the Affected Seductress, and her FriendMadame de
P—

Leonora, published by Maria Edgeworth in 1806 and her “oelyistolary novel”
(Harden 140), tells the story of a young and ngjiviewho tries to defend her domestic
happiness from the menace of the charming and tfldc@livia, whom she at first
considers a dear friend. Thanks to the help ofshge mother, Leonora is finally able to
understand that affected manners are not to beetr@s a sign of goodness. She bears

her pain in silence and proves to be the only wimfder husband’s heart.

As far as Maria Edgeworth’s life is concernethat is important to consider for the
analysis of the French characterd.eonorais her first travel to France in 1802, which
seems to have given her ideas for the publicati@ome novels, among theloeonora

As argues by Colvin, in fact,

French scenes, French ideas, and French peopietegeal to the plots of four
of the tales which Maria Edgeworth wrote between tweo visits abroad—
Leonora, Madame de Fleury, Emilie de Colaungasd Ormond—fwhich]
provide information about French social life suppémtary to that given in the
letters. (Introduction xxv)

In addition, Butler claims that “meeting so manyple in Paris helped Maria’s fiction”
(200). In 1802, after the Peace of Amiens, manyidritourists crossed the Channel,
whose main object was sightseeing and who usuiakdyl Iwith their countrymen and
“went little into [French] private society” (Colvinintroduction ix). As Colvin points
out (Introduction ix), General B— ibeonorareports the attitudes of the British tourists

in France, from whom he distances himself, whesdyes:

| have not, like some of my countrymen, hurriedwd®aris from onspectacle
to another, seen the opera, and the play-housdsthenmasked balls, and the
gaming-houses, and the women of the Palais Roydltlze lions of all sorts;
gone through the usual routine of presentationmric dinners, drunk French
wine, damned French cookery, and ‘come home cah{&ugeworth 264)

The Edgeworths, on the contrary, “went abroad fdtucal reasons” (D.J. Garat and
M.A. Pictet gtd. in Colvin, Introduction ix), andtd® frequent French intellectual
society” (D.J. Garat and M.A. Pictet gtd. in Colvintroduction ix), of which they give
an account in their family letters. Maria’s fathmuld speak French fluently and had

many acquaintances in France in scientific cir¢f@slvin, Introduction xiii), but “in
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1803 he was suddenly ordered to leave Paris, asndvds not entirely, as he supposed,
because of his relationship to the Abbé EdgewoghFaimont [...], but because of
indiscreet talk, possibly criticism of Napoleon’'slipy towards the Swiss” (J. G. Alger
gtd. in Colvin, Introduction xiii). In addition, Bler reports that “[a]t that time everyone
believed that Bonaparte himself had expelled Edg#ww@¢196). Besides, according to
Maria Edgeworth’s father, British “[s]ociety [waslot only a century behind French
society, but it never [could] be so agreeable” ([Bu207). Concerninggeonorg Colvin
argues that the following words, pronounced in logel by General B—, “may be
taken as Maria Edgeworth’s own description of thieles in which she and her family
spent most of their time in 1802-03, even if it erdted the public distinction of some

of their friends” (Introduction Xxiv-xv):

| [...] had the good fortune to be admitted into bestprivate societiesn Paris
[...] composed of the remains of the French nobilaf,men of letters and
science, and of families, who, without interferiimgpolitics, devote themselves
to domestic duties, to literary and social pleas(Edgeworth 264)

Furthermore, Maria Edgeworth was influsthddy Madame de Staél in writing
Leonorg and the Edgeworths “shared [Madame de Staéltgfest in differences of
national character and background, even if her exsiplon the emotions was alien to
their more rationalphilosophepoint of view” (Colvin, Introduction xxiv). Indeed
Leonorawas conceived as “a story which was to be a strolegy, pure reply to Mme
de Staél['sDelphing” (Butler 200-201), which Maria Edgeworth foundirfimoral™
(Butler 200-201) and “which gave Maria much of heaterial for the seductress Olivia
and Olivia’s friend, Mme de P—, and probably dedidier to stick to the letter-form”
(Butler 318).

The French characters in the novel are thstoaratic Olivia and her friend
Gabrielle, or Madame de P—, with whom she exchamgaserous letters. Olivia’s
servant Josephine, who plays but a minor part enrtbwel, is also French. Actually,
Olivia, like Madame Duval irEveling is English, but she is portrayed as French. In
fact, her friend Mme de P— says of her: “[y]ou, wmave lived so long at Paris, who
speak our language in all its shades of elegancéypu, who are absolutely a French
woman, and a Parisian [...]” (Edgeworth 365). Moreow@ivia’s cult of sensibility is

presented, and criticised, in the novel as typycklench. Olivia is the first character
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appearing in the novel, as the writer of a leteeleonora, where she describes her
difficult condition in pathetic tones. Olivia exjphg to Leonora that she “married early,
in the fond expectation of meeting a heart suitedher] own” (Edgeworth 245), but
that, since “[her] love was extinguished” (Edgewa2#5), she wanted to separate from
her husband. However, Olivia tells that the “theatyny of English laws” (Edgeworth
245) did not permit divorce and so she left herblansl and “sought for balm to [her]
wounded heart in foreign climes” (Edgeworth 248mely in France. When she writes
to Leonora, Olivia is England, where she aspiregdabdivorced and rejoin her new
lover. In this plan, the good hearted Leonora dthdwdlp her to be accepted in society
again after the scandal Olivia has created. Indasd,eonora explains to her mother,
“[s]candal, imported from the continent, has hadhsan effect in prejudicing many of
her former friends and acquaintance against hat,stfe is in danger of being excluded
from that society of which she was once the orndnaeid the favourite” [emphasis
added] (Edgeworth 247). Olivia’s behaviour has mhde unpopular in good society,
and from Leonora’s words, it can be inferred theanslal is a peculiarity of the
continent, which, like a contagious disease, isarga and spread on the island. From
the first letter, Olivia characterises herself gy hffected and theatrical tone in perfect
heroine’s style, which is negatively perceived hg bther characters—“Separated from
my husband, without a guide, without a friend & thost perilous period of my life, |
was left to that most insidious of counselors—mynolmeart—my own weak heart”
(Edgeworth 246); “When shall | be happy? since ewese has its torments, and | am

thus doomed to be ever a victim to the tenderness/soul” (Edgeworth 346).

Leonora’s mother, the Duchess of—, despis@saCand her sentimental manners
and admits that she feels terror “at the idea ef][Haughter becoming the friend of one
of these women” (Edgeworth 255). In her opinionfant, “Olivia’s letters are [...] in
true heroine style; and they might make a brillibgtire in a certain class of novels”
(Edgeworth 255). Her negative reaction to Oliviagffected and romantic style
characterises the Duchess as the exponent of tharecwof enlightened reason as
opposed to that of sensibility. As Todd clarifigglhe fate of sensibility in England is
allied to the political situation” (130). In fac{j]n the closing years of the eighteenth
century, the English reacted not only to the FreRekiolution and its aftermath but also
to the political and social situation at home” (@o@l30). Moreover, sensibility was
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linked to France by the fact that “[m]any suppastef the early French Revolution were
rhetorically sentimental, although its radical thsts were far less so” (Todd 130).
According to Barker-Benfield, then, “[tlhe sterep&g of false, merely fashionable

sensibility [...] remained characteristic of ninetdenentury [British] fiction” (395).

The Duchess is a wise, maternal figure, andher criticism to the culture of
sensibility, embodies the pedagogical purpose efribvel. Indeed, as Butler explains,
Edgeworth firmly believed that “at best the fictiamould never be more than a
supplement to the educational work” (200), and,oetiog to Harden, “[tjogether
[Leonora and her mother] delineate the Edgewottiery that an individual’'s sense of

duty takes precedence over his rights or privilegd4?2). Furthermore, “rational
mother-teachers...helped keep alive enlightened metiaf female education in the
reactionary period of the French Wars™ (Myers qtdMurphy). For Leonora’s mother,
Olivia “exhibits all the disordered furniture ofdiseased mind” (Edgeworth 255) and
is an expert in superficial conversation. The Dussheindeed, attributes to real
eloquence something more than just “the art ofakpe with fluency and elegance™
(Edgeworth 255), at which Olivia is so good. Besiddrs. C— (Helen), a dear friend
of Leonora, has the same opinion on the matteraagdes, referring to Olivia, that
“[m]ost ladies talk more than they act,” whereagh@ra “acts more decidedly than she
talks” (Edgeworth 393). Like irEveling the typical conversation of French salons,
which Olivia has learnt in Paris, is considered.@onoraunsubstantial, superficial and

artificial. As Colvin explains,

[in London in the early nineteenth century [...] thevas no real counterpart of
the Frenchsalon nor is there to be found in English memoirs atters of the
period that sense of the value of style and eleganconversation to which the
French attached so much importance. (Introductign x

The Edgeworth family also “experienced in 180248 ‘tharacteristic charms of Paris
conversation, the polish and ease which in its dag$ distinguished it from that of any

other capital” (Colvin, Introduction xix). Howeveunlike her father Maria Edgeworth
“commented that the Parisians were not such gatehiers as the English and ‘set more
value on wit and less upon eloquence in convensatiar from wishing to go—or to
see others go to the bottom of any subject in a@at®n [...]” (Colvin, Introduction

xx). In this regard, then, “the Utilitarian EtienBeimont [...] remarked that at Paris wit
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was treated as an end in itself, whereas in Londeas an instrument of reason” (qtd.

in Colvin, Introduction xx).

Olivia shows her feelings without reserve &meonora thinks she has a good heart
and honest feelings. However, the Duchess explainker daughter that affected
manners do not signify true and spontaneous sentiméut that they are only an
example of artificiality. Therefore, the Duchessrmgaleonora against Olivia and her
manners: “[w]ith whatever confidance [sic!] she reakhe assertion, do not believe that
she has a heart capable of feeling the value ofsydthesesentimentagl unprincipled
women make the worst friends in the world” [empbaadded] (Edgeworth 258).
Leonora’s mother argues that the sentimentaliges Olivia are only “egotists—the
most selfish creatures alive” (Edgeworth 256), ahd attacks them by claiming that
“[they want exitation for their morbid sensibilitand they care not at what expense it
is procured” (Edgeworth 257). Olivia, in fact, seds Leonora’s husband only “to
amuse [her]self” and “satisfy [her] curiosity” (Eelgorth 316). In this respect, La
Rochefaucauld’'s definition of the coquette resemb@ivia’s behaviour perfectly:
“coquets are those who studiously excite the passidove, without meaning to gratify
it” (King and Schlick 17). The Duchess totally cemdhs the culture of sensibility and

their followers, and argues that

[a] taste for the elegant profligacy of French galty was, | remember,
introduced into this country before the destructminthe French monarchy.
Since that time, some sentimental writers and posté philosophers of our own
and foreign countries, have endeavoured to conf@lindur ideas of morality.

(Edgeworth 249)

Gallantry is described as typically Frenchillldm Pitt reported that the French
“enjoyed much social freedom” (gtd. in Tombs 814 &Robert and Isabelle Tombs
point out that at the end of the eighteenth cengaNantry was a part of this social
freedom which was considered risky (81). In faugytclarify, “[a]s for gallantry, young
men hoped to be initiated by experienced womenpnliyt or even mainly sexually, but
in the manners of elegant flirtation” (Tombs 81)oMdover, for Diderot “[g]allantry
[was] associated with passion and sensuality, & fo ‘the most important and
widespread of pleasure’ that is to sexual consumemiafqtd. in King and Schlick 19).
In short, gallantry was dangerous for the Britidba of morality, which was connected

to true virtue and duty. Indeed, the sentimentlisentioned by the Duchess were
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thought to seduce people with their insubstanti@als and to cultivate sentiments more

than principles.

The opposition between sensibility and sereftects an ideological opposition
between French and British culture. In fact, as dkblnd Isabelle Tombs point out,
whereas “[t]he British valued ‘facts’, the Frenakalued] ‘theory” (449). The Duchess

particularly despises theoretical speculations,agdes:

These orators [...] exhibit criminal passions in ¢ans connexion with the most
exalted, the most amiable virtues [...]. Eternallykiteg of philosophy or
philanthropy they borrow the terms only to perple& ignorant and seduce the
imagination. They have their systems and their riegp and in theory they
pretend that the general good of society is thag snmutable rule of morality,
and in practice they make the variable feelingsaxth individual the judges of
this general good. Their systems disdain all tHgaruvirtues, intent upon some
beau ideal of perfection or perfectibility. No neatttheir doctrine, so convenient
to the passions and soporific to the conscience, raver want partisans;
especially by weak and enthusiastic women it isptetb and propagated with
eagerness; then they become personages of impeiftarjand they can read,—
and they can write,—and they can talk,—and they efé@ct a revolution in
public opinion!l am afraid, indeed, that they can; for of latargewe have heard
more of sentiment than of principles; more of tlghts of women than of her
duties. (Edgeworth 250)

Olivia is a perfect example of these “orators” atek herself refers to her ability in
conversation by saying: “I was surrounded by an iadgh audience, and my
conversation of course was sufficiently genergplease all, and sufficiently particular
to distinguish the man whom | wished to animatetigéworth 301). In one of her
letters to the family, Edgeworth herself consideestiments unworthy of interest or
importance, when she writes to her aunt, Mrs. RuxtfbJut you would rather have
facts than sentiments perhaps” (gtd. in Colvin Flrthermore, it is important in this
respect to consider that “Edgeworth’s father wasyveuch an Enlightenment

rationalist” (Murphy 12).

Olivia cultivates her sensibility by readirsgntimental novels, which she also
quotes in some of her letters, and by improvisingpgophical argumentations with the
help of some famous maxims, like those of the Dd&da Rochefoucault (Edgeworth
329). In addition, Mr. L— refers to Olivia’'s “sentental metaphysics” (Edgeworth

393), whereas his friend and correspondent Geferainentions her “absurd novels”
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(Edgeworth 395). Finally, Leonora’s mother arguest twvomen like Olivia “indulge in
promiscuous novel-reading” (Edgeworth 257), whidestroys all vigour and clearness
of judgment” (Edgeworth 257), and she asserts tddggy that her daughter is not
“conducting herself like one of these novel-bredida” (Edgeworth 357). Edgeworth,
as argued by Murphy, “places a singular emphastn ugading, and the didactic
message of her writing is that care should be takethat women in particular are only
exposed to appropriate books,” among which romaacesot included (70). In fact,
Edgeworth’s ideal woman is “the rational literargdy” (Murphy 70), who “will
necessary contribute to the stability of the emgstfpatriarchal) social order” (Murphy
70). Also inMademoiselle Panach@dgeworth 1801) “[tlhe most dangerous aspect of
the governess’ influence over Augusta [...] is représd by her choice of reading

material” (Murphy 59), which includes “one of theery worst books in th&rench
language, a book which never could have been fautite possession of any woman of

delicacy, of decency’”” [emphasis added] (Edgewqtth in Murphy 62).

The conflict between the naive and good-keatieonora and the affected Olivia
can be related, as in the case of Evelina and MadBuwval in Eveling to the
dichotomy nature/att considered to be British and French charactesiséspectively.
The Duchess claims that Leonora’s husband, Geherahas been deceived by Olivia.
Indeed, she speaks of the “artifices of coqueta®sd says that “thart of love is
beneath her” (Edgeworth 357). In the end, thennbema says that “[her husband] has
triumphed over [Olivia’s]arts’ [emphasis added] (Edgeworth 403). However, the
Duchess is not afraid of Olivia’s artifices and shsure that General L— will be able
“to distinguish true and false sensibility; betwetde love of an Olivia and of a
Leonora” (Edgeworth 357). Olivia also refers to thgposition nature/art when she
compares Leonora to a Polish Princess, Anastasibsays that “[a]ll the gestures and
attitudes of Anastasia are those of taste andmsenti[whereas] Leonora’s are simply
those of nature.a belle naturebut notle beau idedl (Edgeworth 266). Moreover, she
writes to her friend Madame de P— that Leonora ‘ttzermed [her] by the simplicity
of her manners and the generous sensibility ofheart” (262-3). Finally, Mrs. C—,

referring to an occasion when Leonora blushedmdahat “Lady Olivia cannot blush

“ See p. 37
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for herself” (Edgeworth 277), and this reminds again of the artificial Madame

Duval.

According to the Duchess, women like Olivia also despicable since they do not
care about virtue but only about their notorietdgeworth 249). Moreover, they pursue
the ideal of personal and social pleasure instéatad of domesticity. As Robert and
Isabelle Tombs claim “the British favoured domasti§while] the French, sociability”
(449). Besides, Murphy clarifies that

[tihe didacticism of Edgeworth’s writing declardsat women should not be
deprived of the means to cultivate their reasorgdas expressed by the Duchess
in her criticism towards the culture of sensibiljtybut it also stresses that the
ultimate aim of their rational education is to paep them for the domestic
sphere. (16)

Moreover, “[i]n their preoccupation with mothersdamothering, Edgeworth’s works
[...] trace the crucial role that the domestic wonpdays in ensuring national stability
and facilitating the spread of the empire” (Murplg). The opposition between social
and domestic sphere is expressed in the conflictdsn Leonora and Olivia, and it also
reflects a substantial diversity between French Biiiish culture. The fact that Olivia
wants to obtain divorce and that she aims at nagryier lover (Edgeworth 277) is
indeed considered unacceptable among Leonora’saatguoces, and the Duchess
claims that Olivia “is neglecting to perform thetigs of a daughter, a wife, and a
mother” (Edgeworth 254). In contrast, Leonora “islveducated, but gentle, modest,
domestic; [...] a wife and mother, the hub of a secamd happy family” (Butler 54).
British society at the time was centred on the ephof female virtue, of a sense of
duty and domesticity and, as already mentionedrojidpe, married women had not so
much freedom as their French counterparts. Thusja® ideas about marriage are
quite revolutionary. In fact, she exclaims: “[tjoomise to love one person eternally!
What a terrible engagement!” (Edgeworth 318). BesidOlivia is astonished at
Leonora’s jealousy, and she admits that “[m]atrirabjealousy is a new idea to [her]”
(Edgeworth 317). Then, as far as the British doiwesieal and British wives are
concerned, Olivia claims that

[tihey can have nsocietyin our sense of the word; of course they mustdivet
up in their own dismal houses, with their own stufamilies, the faithful
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husband and wife sitting opposite to each otheth@r own chimney corners,
yawning models of constancy. And this they caltuat (Edgeworth 300)

On this matter, General B— has a completely differ@pinion from Olivia and he
expresses his absolute contempt for divorce. Ity fee asks Leonora’s husband: “[d]o
you envy France this blessing? Do you wish thatliEndghusband and wives should
have the power of divorcing each other at pleasarencompatibility of tempef!
(Edgeworth 286). Besides, he claims that “[n]exptdygamy, [divorce] would prove
the most certain method of destroying the domdsjgpiness of the [female] sex, as
well as their influence and respectability in sogi€Edgeworth 287). As far as divorce
in Britain is concerned, Eagles points out thathim last three decades of the eighteenth
century “[tlhe concomitant problem of growth in thember of divorce cases was also
seen to have been owing to the influence of Framperil which was heightened by the

new revolutionary state passing divorce legislatioh792” (159).

As far as the role of women in the two comestis concerned, Olivia speaks of “the
different organizationof French and English society” (Edgeworth 266) angles that
“[in Paris the insipid details of domestic lifeegjudiciously kept behind the scenes, and
women appear as heroines upon the stage witheallditiantages of decoration, to listen
to the language of love, and to receive the honwgaublic admiration” (Edgeworth
266). From this statement French women appeareftirey, superficial and interested
only in being adulated by men, whereas the Britismen seem to fully dedicate
themselves to their domestic duty. Moreover, Olip@ints out, that “[ijn England,
gallantry is not yesystematizedand our sex look more to their families than toawis
calledsocietyfor the happiness of existence” (Edgeworth 26%)fér the Englishmen,
she says that “to an Englishman’s ears, there nsesmagic in the wordeomeand
wife” (Edgeworth 360), and her friend Gabrielle addattthese two words “have
ridiculous but unconquerable power over their mind@slgeworth 368). However, as
far as motherhood is concerned, Olivia expressesdisappointment at the way in
which British ladies take care of their childrehat is, in her opinion, only for a sense

of duty and not for real affection. In fact, shgsthat

[...] the affection of mothers for their children doeot appear to be so strong in
the hearts of English as of French women. In Ergjléadies do not talk of the
sentiment of maternity with that elegance and #&ditgi with which you
expatiate upon it continually in conversation. Thagrally are des bonnes
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meéres de famillenot from the impulse of sentiment, but merelyrirand early
instilled sense of duty for which they deservéditiredit. (Edgeworth 266-267)

While British women are represented as dutiful recghtheir French counterparts, on
the other hand, are for Olivia more sensitive dfected with their children. In fact, De
Bellaigue clarifies that “[p]Jedagogues like Maridgeworth emphasized the importance
of educating girls who [..."]can assist [their husbghin the important and delightful
duty of educating their children; who can make theirifgrineir most agreeable society
and their home the attractive centre of happingssiiphasis added] (16). On the other
hand, French mothers, although more sensitive tharBritish for Olivia, appear also
more superficial, as it emerges from her own wotdlsvould be a blessing to society if
English children were as inaudible and invisible faench children]” (Edgeworth 267).

Another characteristic of Olivia which digjuishes her from the other characters is
that she has spent a long time in another cousing, “[flrom living much abroad
[...she] has acquired a certain freedom of manned, latitude of thinking, which
expose her to suspicion” (Edgeworth 309). In catfriaeonora and her friend Mrs. C—
have never left Britain and, as Olivia reports, yttehocked her “with the same
nationality” (Edgeworth 273), meaning that theititatte and way of thinking is
perceived by Olivia as typically and negativelytBh. Besides, like Madame Duval
does with Captain Mirvan ikveling Olivia complains about the narrow mind of those
who never left Britain, and when Mrs. C— argued 8fee “did not wish divorce could
be as easily obtained in England as in Franceyi®teplies that this is the proof that
she “ha[s] never been out of England” (Edgeworth)27Then, referring to Leonora,
Olivia claims that “[s]he’'stoo English—far too English for one who has known the
charms of French ease, vivacity, and sentimentyéicrth 265). Olivia appears a free
and independent woman, and therefore she is senswspicion in British society.
Instead of being a dutiful mother and wife, she hefr child and she wishes to divorce.
In contrast to Leonora, who is considered “an a@nggl Mrs. C—(Edgeworth 358),
Olivia is defined in several negative ways as: @lish woman” (Edgeworth 277), a
“sentimental coquette” (Edgeworth 396), Erénchifiedcoquette” (Edgeworth 336) an
“unprincipled woman” (Edgeworth 355), and “a goad-hothing mistress” (Edgeworth
315). Finally, Harden argues that “Olivia, the pipal antagonist in the novel” (142),
“typif[ies] the unprincipled segment of French sdygiat the close of the Revolution”
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(142) and is “undisciplined, aggressive, cunnirgllfal in her ways with men, [and]
adept in her pursuit of Mr. L.” (142).

Coquetry is exemplified ineonora as typically French (Edgeworth 315). A
‘coquette’, defined as “a woman who frequently drie attract the attention of men
without having sincere feelings for them” (Longniaictionary), “is both verbally and
sexually aggressive rather than acquiescent, aciher than subordinate, victor rather
than vanquished” (King and Schlick 21). Olivia krothe art of seduction and claims
that love affairs are “managed better in Francelg@vorth 332). Being a coquette, she
is perceived as dangerous and malicious (Edgew84th), as a “cruel wretch”
(Edgeworth 348) and Leonora’s “cruel enemy” (Edgetv@50). Besides, for General
B—, “England is not a country fit fauchwomen” [emphasis added] (Edgeworth 422).
As De Bellaigue clarifies, in nineteenth-centurytt@@dic France the conception of
womanhood emphasised “weakness and corruptibilitytiereas “in England [...]
Protestant emphasis on the home as a sanctuaryt theanhe idea that women were
endowed with a superior morality had more fully glapted earlier negative views of
women, and had fostered a desexualized conceptitamininity” (164). Furthermore,
Payne, who considers female reactions to Pope&mte Rape of the Loqk712) as
possibly influenced by “sermons and essays, as aglladies’ magazines aimed at
shaping women’s moral conduct” (qtd. in King andhii&k 24-25), claims that in
eighteenth century “a coalition of women reademnfra range of classes united in
condemnation of the coquette, who had come to sime@b@a morally debased
aristocratic court culture, endorsing instead beaig sentiment virtue” (qtd. in King
and Schlick 25). In contrast, for Leonora’s husb#&@eheral L—, Olivia positively
differs from Leonora because she is a woman “whodaoul capable of feeling, not
merely what is called conjugal affection, but thesgion of love” (Edgeworth 339),
since she does not love him only in order to fulfie duties of a wife (Edgeworth 338).
In addition, Olivia considers Leonora “too coldfel the passion of love” (Edgeworth
300). In this regard, Robert and Isabelle Tombsedtaat British women were often
regarded as cold by the French, since they “lackedm, confidence, conversation and

flirtatiousness” (103).
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As was thought typical of French women, Q@li\g elegant and charming, but also
vain, frivolous. Leonora, indeed, says that “no aoeld be more charmed than [she]
was, with her [(Olivia’s)] fascinating manners aiesistible powers of pleasing”
(Edgeworth 299). Whereas French women were corezidetegant and charming,
Robert and Isabelle Tombs argue that in nineteeetitury French cartoons about
British ladies, “English girls [might] be shown peetty, but [were] insipid, gawky and
charmless” (315). However, General B— has a negatiga of women like Olivia and
compares Parisian women to the Roman ladies byireyghat “these modern belles,”
like their ancient Roman counterparts, are “genniouthe display of their charms to
the public” (Edgeworth 264).

As far as fashion and elegance are concemady are the references to clothes in
the novel. For example, Madame de P— tells Oliket she will send her “by the first
opportunity, [her (Olivia’s)] Lyon’s gown, which igally charming” (Edgeworth 327),
and that she will manage to “send [her] the fibtiees of Paris fashions,” with which
“[she] will be the model of taste and elegance!tifgeéworth 367). Olivia, like Madame
Duval in Eveling is very vain, and concerning her passion for dasbe boasts to her
friend: “you know the sensation | was accostumegrtmuce at Paris; you may guess
then what the effect must be here, where suchla stydancing has all the captivation
of novelty” (Edgeworth 302). Then, on the occasiohthe party organised for
Leonora’s birthday, Olivia claims that she “was oubtedly the most elegant woman
present” (Edgeworth 301) and that “one likes toepbs the sensation one produces
amongst new people” (Edgeworth 301). Finally, gsoreed by King and Schlick,
narcissism, which characterises Olivia in the nowals a quality “assigned to female
coquetry, fixated as it is on oneself rather tharadeloved other” (18).

Like Madame Duval iftveling also Olivia is not very young, but she refuses to
renounce pleasure. In fact, she asserts that gae@bwomen has nothing to do with the
number of their years” (Edgeworth 324) and that]gny a woman in England, ten,
fifteen years older than [she is], has inspiredi@ent passion” (Edgeworth 313).
However, not everybody is convinced of this, like fnstance Leonora’s servant. In
fact, on one occasion Olivia’'s French servant Josepsays that Leonora “might

possibly be handsome if she was dresses in thelrtaste;mais que’elle étoit bien
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Angloise and would be quite another thing if she had kegeparis” (Edgeworth 312).
At this point, Leonora’s servant replies to Josephihat Olivia “had indeed learnt in
perfection at Parithe art of making herself ypvhich was quite necessary to a beauty
un peu passédEdgeworth 312). Olivia, though charming and sssful in her art of
seduction, appears to Leonora’s servant a bit oltl guite unnatural, since she uses
make up, thus artificiality, to appear youngert jiee Madame Duval does.

A further characteristic of Olivia which waensidered typical of the French, is her
fickleness. If at first she behaves with eleganu# eharm, her passionate and affective
character finally leads her to an uncontrollabigeravhen she feels she cannot supplant
Leonora’s place in the heart of Mr. L—. In thispest, Leonora’s husband complains,
in fact, that Olivia’s “temper, which formerly apgred to me all feminine gentleness, is
now irritable and violent” (Edgeworth 390), and kxms: “[w]hat a spectacle is a
woman in a paroxysm of ragel—a woman we love, ommwhwe have loved!”
(Edgeworth 399). Olivia, in typical theatrical styleven attempts to commit suicide,
and Mr. L— reports that “there was nothing to beardebut exclamations the most
violent and noisy” (Edgeworth 402). Finally, refeg to her temperament, General B—
defines Olivia as a “romantic termagant” (Edgewds®6), exactly like Sir Clement

defines Madame Duval iBvelina

As regards Olivia’'s friend Madame de P—, dberepresented as frivolous,
scheming, and deceitful. In fact, while Olivia iBrting with Leonora’s husband,
Madame de P— flirts with Olivia’s lover. According Harden, Madame de P—
“typifies the seventeenth-century Cavalier conceptlove in a nineteenth-century
French society: she thrives on inconstancy, whiali$yc and peevishness” (142-143).
Besides, as far as her frivolity is concerned, Maelade P— argues that it “is an
excellent, because an unsuspected mask, under whrobus and important designs
may be safely concealed” (Edgeworth 365). A goquiad®n of the character is offered

by General B—, who states that

[iln her manners and conversation there is an odkune of frivolity and
address, of the airs of coquetry and the jargorsaitiment. She has the
politeness of a French Countess, wattquisiteknowledge of the world and of
les convenancesjoined to that freedom of opinion which marks thesent
times. In the midst of all inconsistencies, it ifficult to guess what her real
character may be. At first sight | should pronouhes to be a silly woman,
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governed by vanity and the whim of the moment:thase who know her better
than | do, believe her to be a woman of considertddents, inordinately fond of
power, and uniformly intent upon her own interasting coquetry only as a
means to govern our sex, and frivolity as a maskhé& ambition. (Edgeworth
279)

When, after discovering that she has been decéiydxdr dear friend, Olivia breaks her

relationship with her, Madame De P— criticises &&n fake Frenchwoman.

And this Olivia fancies that she is a perfect Fremoman! There is nothing we
Parisians abhor and ridicule so much as thesegiareind always awkward,
caricatures of our manners. With us there are mény, according to a delicate
distinction, lose their virtue without losing thdiste for virtue; but | flatter
myself there are few who resembles Olivia entirelyhe have neither the
virtues of a man nor of a woman. (Edgeworth 383)

The way in which Olivia is described by the Fredhdame de P— reminds one of the
grotesque character of Madame Duval, who is naah French woman either. While
both Madame Duval and Olivia embody, for the Bhitcharacters, what were thought
to be the worst characteristics of the Frenchwon@ivja is despised by Madame de

P— since, in her pretension to be French, shéiéthe image of the Frenchwoman.

In short, Olivia and Madame de P— represkattypical idea of the Frenchwoman
in its negative and positive sides. In fact, asé&bhnd Isabelle Tombs argue, “French
(particularly Parisian) women were accepted on kaths of the Channel as embodying
the best and worst of French civilization: eleganeat, sociability, charm and

sophistication; but also superficiality, luxurycKieness, immorality” (450).

To conclude, Burney'Evelina and Edgeworth’d.eonora offer two examples of
negative representations of French charactersBntiah context. Both Madame Duval
in Evelinaand Olivia inLeonoraare portrayed as artificial women in their extigaat
behaviour and physical appearance. Moreover, inr tadempt to behave like
Frenchwomen, they both exaggerate some charamerisbnsidered typical of the
Frenchwomen in Britain and the result is a reirdoment of those stereotypes. Finally,
the minor characters of Monsieur Du Bois and Madde®— are two good examples
of a sterotypical, simplistic representation of #frenchman and the Frenchwoman in
Britain at the turn of the eighteenth and ninete@=ntury.
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4. The Daughters of French Opera-Dancers: Charlotte Bonté’s Jane
Eyre (1847) and William Makepeace Thackeray'sVanity Fair: A
Novel Without a Hero (1848)

Charlotte Bronté’slane Eyreand William Makepeace Thackeray&nity Fair date
back almost to the same year. Bronté started \gritame Eyrein October 1847, while
Thackeray started publishinganity Fair monthly in January 1847, and published the
entire novel in 1848. These dates are to be comsidsince the second edition of
Bronté’s novel (1848) is dedicated to the authoivVahity Fair. Indeed, it has been
reported that “Bronté ardently admired the workV@illiam Makepeace Thackeray”
(Newman, “A Critical History” 448) and, “[h]avingelrned from her publisher that
Thackeray had praisethne Eyreas the best novel to appear in English in manysyea
she dedicated the second edition to him and préfadceith a flattering tribute to him”
(Newman, “A Critical History” 448). As an explanati of her dedication to Thackeray,
Bronté was accused Ayhe Quarterly Reviewf being inspired, in writing her novel, by
a rumor concerning the author\éénity Fair, and, on that occasion, Bronté reported in
one of her letters to W.S. Williams that “Jane &ywas written before the author had
seen one line of ‘Vanity Fair” (qtd. in Dunn 454Thus, Bronté’s dedication to
Thackeray seems to have been inspired only by ithat g@steem she felt towards the
novelist, whom she defined as “that greatest motiaster, Thackeray” (qtd. in Dunn
444).

The reviewer Elizabeth Rigby Eastlake wrot&he Quarterly Reviewn December
1848 that Jane Eyreas a work, and one of equal popularity, is inadtrevery respect,
a total contrast to Vanity Fair” (qtd. in Dunn 45However,Jane EyreandVanity Fair
can be compared as far as two of their characterc@cerned; not the two female
protagonists, but the minor character Adele Varand the main character Rebecca
Sharp, also known as Becky, respectively. Thesectvemacters are both half French on
their mother’s side and the mothers of both wereralancers. Moreover, Adéle and
Becky have some characteristics in common, whiohnpineteenth century Britain,

could be attributed to their French origin.
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4.1.Jane Eyre: Adele Varens - The Vain “Little Parisienne,” and her mother
Céline

Charlotte Bronté’s popular novéane Eyreis the story of a poor and plain governess
who happens to be the teacher of the little gireladat Thornfield Hall, where she
finally falls in love with the master Mr Rochestéihe character of the half French
Adéle, though secondary, appears important not amya narrative level, for it
motivates Jane Eyre’s arrival at Thornfield, bioads it reveals the British perspective
towards French femininity, a perspective that ishier stressed by several references to

Adele’s mother Céline, an opera-dancer.

The way in which Adéle idane Eyre as well as other French characters in some
Bronté’s novels like, for exampl¥jliette (1853) andrhe Professo(1857), is depicted,
can be analysed and explained by referring to tbeelist's relationship to the
Continent in the course of her life, both at awnat and literary, and at a personal level.
As far as the influence of French culture andditere on Charlotte Bronté is concerned,
Duthie, who thoroughly analyses the novelist's ooversial connection to the
Continent in the essayhe Foreign Vision of Charlotte Brontérgues that “the young
Brontés’ approach to France is not conditionedrelytiby recent history, but that
echoes of French literature and culture have pateetito the parsonage” (4). Moreover,
Duthie points out that “Charlotte herself is nadifferent to the cultural attractions of
Paris” (Duthie 4). The novelist Mary Ward, thertributed a significant role to French
novels in “Charlotte Bronté’s intellectual developmt’ (qtd. in Lodge 27-28). With
respect to this, Ward claimed that, even thoughhdtbtte Bronté’'s mairstuff is
English, Protestant, law-respecting, conventionan& (qtd. in Lodge 28), “the
influence of contemporary French novels, which lemged social and moral
conventions, seeped unconsciously into Charlottaedsk and ‘for all her revolt from
them [...] they fertilised her genius’™” (qtd. in Loe@8). Furthermore, Politi claims that
“revolution and the other forms of troubling excessthe novel [are located] in the
realm of the foreign” (qtd. in Lodge 100), wheré&nglish values are identified as
those of order, restraint, and self-discipline”d(gn Lodge 100). Revolution, as Politi

defines it, is “that aberrant state in which anvidbal, a class or a nation went ‘beside’
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itself [...,] a condition indelibly linked in the Ehgh mind with the frenzy and
irrationality of the French Revolution” (qtd. in tige 101).

It is exactly the reading of French noveldef time that fosters Charlotte Bronté’s
interest in France (Duthie 15), and, writing toelBlINussey in 1840, the novelist refers
to some French books in these terms: “I have mamlt half — they are like the rest
clever wicked sophisticandimmoral— the best of it is they give one a through vidw o
France and Paris — and are the best substituteéoch Conversation | have met with™
[emphasis added] (qtd. in Duthie 15). Charlotte & idea of France appears
ambivalent and her attitude towards the contineotalntry, as well as towards its
literature, results in a dichotomy (Duthie 15). dther words, for Bronté French
education is not only the cause of “[a]n exaggeramotionalism” (Duthie 15), but it
also produces “the more desirable qualities ofaddtair and wit” (Duthie 15). In brief,
as Duthie summarises, “[...] France, which had bé&enchief adversary of Britain in
the Napoleonic Wars, still seems to stand, in @itriBronté’s mind, as a synonym for

both the best and the worst in continental cult(td’7).

The principal reason which moved Charlotter8 towards French language and
literature was practical. A good knowledge of theerfeh language was indeed
fundamental in her profession as a teacher (DutB)e Furthermore, it was precisely
this reason which finally motivated Bronté to ge tGontinent, to Brussels precisely
(Duthie 17), where she “went [...] in 1842 to studylree Pensionnat Heger, specifically
to become proficient in French [...]” (Newman, “Intihection: Biographical and
Historical Context” 6). This first experience agafe Channel, as Newman argues,
“transformed [Bronté], though not entirely in pogt ways” (“Introduction” 6). In
Brussels, in fact, the author dane Eyrefound herself “[m]iserably homesick and
alienated as an English Protestant in a predomina&dtholic country” (Newman,
“Introduction” 6). Furthermore, as Duthie pointst,oguite significant is the fact that
Bronté “was nearly twenty-six when she crossedChannel for the first time,” and, in
consequence, she “brought with her the opinions releé imbibed, from childhood
onwards, in the Tory atmosphere of Haworth parseh&f05). In particular, one of
these opinions was “the conviction of British supety” (Duthie 105), which increased
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after the “triumph of her hero Welllington in thernsula and at Waterloo” and which
“was not likely to go unchallenged in a contineraVvironment” (Duthie 105).

As regards her attitude towards French pslitBronté was convinced of “the
injustice of Napoleonic aggression” (Duthie 1090 aoroud of Wellington (Duthie
109). Moreover, the revolutionary events of 184&urope, and in France specifically,
makes the novelist fear that a future violence ¢@wentually have some consequences
in Britain, a feeling that has been interpreted Daythie as “closely connected with
[Bronté’s] persistent skepticism with regard to trench” (111). As Barker remarks
with regard to Bronté’s attitude towards the retviolary events, it should not be
forgotten that she was “a Tory and an Anglican [dng] she was emphatically neither
a Chartist sympathizer nor a revolutionary” (qtd. in Davidstroduction xvi). A
different opinion is then expressed by Davies, wlgues that, as it was also mentioned
in the reviews of the time, those revolutionary régeare present idane Eyrein the
form of female emancipation (Introduction xv). Hoxee, as Duthie points out, “politics
only enter into Charlotte Bronté’s novels in thegrtion in which they entered into
her own experience” (111), since the novelist'sié€leoncern [...] is not with wars and
revolutions — which she increasingly distrusted ut Wwith the world in which her
characters live their everyday lives, a world whids been shaped by historical events
but which is normally an uneventful one” (Duthiel)1Actually, inJane Eyreno direct
mention is made about any political event of timeeti and besides, “the novel is set in
an earlier period, chiefly in the 1820s” (Daviestrdduction xx). Therefore, as far as
the character of Adéle is concerned, this has tanadysed both in terms of the author’s
individual attitude towards the French as connetteber personal experience and in
terms of the cultural differences between Francd 8nitain, differences which,
although originating within a broad historical spam, did not come into being as a

direct consequence of a particular political e\arhat specific time.

Adéle is Jane’s pupil and lives at Thornfieldll. As Jane Eyre reports in Chapter

XV, the child “was the daughter of a French opemaadr, Céline Varens, towards

® Chartism: “British working-class movement for pamhentary reform named after the People’s Charter,
a bill drafted by the London radical William Lovett May 1838. It contained six demands: universal
manhood suffrage, equal electoral districts, vogebhllot, annually elected Parliaments, payment of
members of Parliament, and abolition of the prgopeudalifications for membership”Eficyclopaedia
Britannica Onling.
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whom [Rochester] had once cherished what he cadlgglande passich(Bronté 165),
and who claimed that Rochester is the father otlhle. Rochester tells Jane that Adele
might be his daughter, “though [he] see[s] no psaaff such grim paternity written in
her countenance” (Bronté 169-170). According to Hieyt the character of “Adele
Varens is the only foreigner of any importancdame Eyreapart from the Creole [...]”
(130). In fact, as Duthie clarifies, the charactér“Madame Pierrot, who has the
doubtful honour of teaching French at Lowood, isntimmed briefly as ‘a strange
foreign-looking elderly lady’ who comes from ‘Lislen France (130), whereas
“Sophie, Adéle’s nurse, appears and remains a aieiplcolourless figure” (Duthie
130). Adele’s mother is also mentioned in the notl@ugh only in Rochester’s and the
child’s recollections. The figure of Céline Vareiss worthy of attention not only
because Adéle’s attitudes are attributed by Roehésther influence, but also because,
like and more than her daughter, Céline is depiatethe novel as a well delineated

negative example of a Frenchwoman.

Whereas the character of Adéle appears sacpnd those of Jane and Rochester,
and actually does not have a large space in thelniplays, however, an important
role in the development of the story. In fact, astlie points out, “[...] life at
Thornfield Hall, when [Jane] first arrives thereggntres round Adele Varens” (Duthie
128). Besides, in analysising the character of &deluthie argues that “[i]t is as
governess to Adele that Jane comes to [Rochesternge” and that, even though “[t]he
governess-pupil relationship is ancillary and sdbwate to Jane’s relationship with
Rochester [...]” (129), “[...]Jwithout the continued gence of Adele, an essential theme
would be missing from the symphony into which tleatcal part of the novel develops”
(129). Adéle is mentioned for the first time in thevel in Chapter Xl, and Jane only
refers to her quite coldly as “this little girl” (Bnté 113). Later, Miss Fairfax calls her

“Miss Varens™ (Bronté 115) and explains to Jamatt“Varens is the name of [her]
future pupil” (Bronté 115). Miss Fairfax always gwonly calls the child Adela, in the
English translation; a sign not only of the factattithe housekeeper cannot speak
French, but also of a certain cultural laziness Aélgle indeed says, “Madame Fairfax
is all English” (Bronté 120). Unlike Miss Fairfa¥ane can speak French, and, thanks to
this, she “wins the approval and confidence of AtlgDuthie 130). In this regard,

when she first meets the child, Jane reports:
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Fortunately | had had the advantage of being tatgbich by a French lady;
and as | had always made a point of conversing Maddame Pierrot as often as
| could, [...] | had acquired a certain degree ofdieass and correctness in the
language, and was not likely to be much at a lotls Mademoiselle Adela.
(Bronté 120)

As far as the French language is concerned, Duasserts that “there is a link [...]
between Brussels and Thornfield” (131), which isaklkshed through “the language
spoken by Adéle, of which for seven years Janelé@asit a portion by heart daily,
whose accents are a constant reminder of the iotrusf the Continent into the
seclusion of Thornfield Hall” (131).

The entrance of the character of Adele inrtbeel coincides with the first time in
which Jane actually sees the child, who is dessrdsefollows:

[... A] little girl, followed by her attendant, canranning up the lawn. | looked
at my pupil, who did not at first appear to notroe. She was quite a child —
perhaps seven or eight years old — slightly bwiith a pale, small-featured face,
and a redundancy of hair falling in curls to herstigBronté 119)

The little girl begins to speak French, and, whameJasks Miss Fairfax whether she and
her nurse are foreigners, the old lady clarifiesJiane Adéle’s origins: “The nurse is a
foreigner, and Adela was born on the Continent; afmklieve, never left it till within
six months ago. When she first came here she cgpddk no English; now she can
make shift to talk it a little. | don’t understahdr, she mixes it so with French” (Bronté
119-120). From the first encounter with Jane, Adglleeady shows some attitudes
which characterise her throughout the novel ancclvhin nineteenth century Britain,

were considered as typically French.

First of all, Jane notices the child’s viugcalso expressed through “her large hazel
eyes” (Bronté 120), her lack of restraint, and &lgtity to converse. As Jane reports, as
soon as Adéle finds that Jane can speak French,sistidenly commenced chattering
fluently” (Bronté 120) and starts telling her thdwale story of her life. Later in the
novel, Jane says that “[her] pupil was a livelyld¢hwho had been spoilt and indulged,
and therefore sometimes wayward” (Bronté 128), mmahtioned her “gay prattle” as
one of her typical characteristics (Bronté 128).r&bwer, when Adéle is opening a
present which Rochester has given her, Rochestersweer not to bother him, orders

her to complete her operation in silence, and lingdlls her: “tiens-toi tranquille,
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enfant” (Bronté 152), stressing the vivacity of tttald. Then, Rochester asserts that
“[he’s] not fond of the prattle of children™ (Bmté 152) and that “[...iJt would be
intolerable to [him] to pass a whole eveniigge-a-tétewith a brat” (Bronté 152). On
that occasion, Jane also reports how “everything stdl, save the subdued chat of
Adele (she dared not speak loud)” (Bronté 153)eJaractually the only person with
whom Adéle is allowed to talk at that moment, ansieems that the child cannot stop
herself from conversing. Also Miss Fairfax compsaabout Adele and tells Jane: “[...]

| sent to you for a charitable purpose. | have ittibn Adele to talk to me about her
presents, and she is bursting with repletion; theegoodness to serve her as auditress
and interlocutrice; it will be one of the most beolent acts you ever performed”
(Bronté 152-153). Finally, although it could be @d that Adele’s talkativeness is only
due to her being a child, the fact that this chiarstic is so particularly stressed in the
novel in addition to other characteristics whichriknber as typically French, and the
frivolous content of her talk, cannot but appeéilaitable to her French origin.

Another characteristic of Adéle is her pasdar dancing, singing, and acting, and
she explains to Jane how she learned these acatimants: “Mamma used to teach
me to dance and sing, and to say verses. A graay gentlemen and ladies came to see
mamma, and | used to dance before them, or tonstheir knees and sing to them: |
liked it” (Bronté 121). Then, the child asks Janshiully, if she wants to hear her sing
(Bronté 121). Adele’s performance is described equit detail, and this stresses the
theatrical attitude and ability of the child, whishe learned from her French mother

and which Jane does not seem to approve completely.

Descending from her chair, she came and placecclhes my knee; then,
folding her little hands demurely before her, shgkiback her curls, and lifting
her eyes to the ceiling, she commenced singinghg 5om some opera. It was
the strain of a forsaken lady, who, after bewailing perfidy of her lover, calls
pride to her aid; desires her attendant to deckirdrer brightest jewels and
richest robes, and resolves to meet the falselmtentght at a ball, and prove to
him, by the gaiety of her demeanour, how little esertion has affected her.

The subject seemed strangely chosen for amtisiager; but | suppose the
point of the exhibition lay in hearing the notedafe and jealousy warbled with
the lisp of childhood, and in very bad taste th@hpwas — at least | thought so.
(Bronté 121)

As far as dance is concerned, Langford claims“tBaglishwomen [...] were dismayed

by the overt sexuality expected of French girlsreay to dance” (162), and so appears
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also Jane with respect to Adele’s performancesledegjoys performing so much that,
after singing, without even asking Jane, she sgydow, mademoiselle, | will repeat
you some poetry” (Bronté 121), and soon after aies if she shall dance (Bronté 122).
Jane notices the child’s ability and indeed affiriat “[s]he [...] declaimed the little
piece with an attention to punctuation and emphasiflexibility of voice, and an
appropriateness of gesture, very unusual indedgbraage, and which proves she had
been carefully trained” (Bronté 121-122). A crititane seems to emerge from Jane’s
statement with regard to the fact that the childl been taught to perform like she does,
highly probably by her mother.

In addition to her stage skills, Adele restasther French mother in her vanity and
frivolity, which shows in her extreme interest ashion and toilette. Moreover, like her
mother, Adéle is portrayed as mercenary and spiilce she adores receiving presents
by Rochester. These characteristics are often oreadithroughout the novel, and their
recurrence stresses the child’s sides which aregtitoto be ascribable to her mother
and, therefore, negatively French. As far as vaisitgoncerned, this was considered a
trait of French national character and preciseét thhich “prompts [the French] to be
the first nation in the world” (Lord Palmerston gid Bourne gtd. in Tombs). Adele
tells Jane during their first encounter that Mr.cRester in Paris “gave [her] pretty
dresses and toys” (Bronté 122), and also during’dgrermanent stay at Thornfield the
child receives presents. When Adele sees “a litilton, on the table,” as Jane reports,
“[s]he appeared to know it by instinct” (Bronté }5and she exclaims “Ma boite! ma
boite!” (Bronté 152). At the child’s enthusiasm foer present, Rochester reacts, not
hiding a certain contempt, by saying: “[y]es, thes your ‘boite’ at last: take it into a
corner, yougenuine daughter of Parisand amuse yourself with disemboweling it”
[emphasis added] (Bronté 152). Rochester’s reaciauite aggressive and shows his
contempt for Adéle in so far as she is similar ¢o imother, whose mercenary character
he has not forgotten. A “genuine daughter of Pgisbnté 152), Adéle is thus depicted
as the perfect incarnation of the French femaley imhher negative qualities is seen by
Rochester as mercenary and affected. In fact, hild, an recognising her present by
instinct, seems to have a nose for expensive iteragtly like her French mother, who
was sustained in all her comfort by Rochestersdljenerosity—*[...] and there was
‘the Varens,’ shining in satin and jewels — my gifff course” (Bronté 168-169). When
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Adele appears in her new dress, she thanks Rocliestes generosity, and, making a
dance step, she asks him if that is how also hethenaused to do (Bronté 163).
However, Rochester's affirmative answer makes esfeg to a different ability of
Adéle’s mother: “Precisely! [...] ‘and comme celahe charmed my English gold out
of my British breeches’ pocket” (Bronté 163). Theference to the poverty of the
French and the idea that they wanted to steal mino@y the Britons seems to be a
constant, as it also appears Hvelina in the words of Captain Mirv4n Besides,
Rochester refers to himself as “the British gnorfigrbnté 165) and to Céline Varens as
“the Gallic sylph” (Bronté 165), to whom he gave tamplete establishment of
servants, a carriage, cashmeres, diamonds, dentetle (Bronté 165). Significantly,
the sylph is “an imaginary or elemental being timdiabits the air and is mortal but
soulless” Encyclopaedia Britannica Onlingand the metaphor refers to Céline as a
creature that is fascinating and ethereal, but la¢sotless and without scruple. Finally,
according to Gilbert’s feminist criticism, Adéle kas represents a negative female
model for Jane. Adele, in fact, “though hardly amam, is already a doll-like ‘little
woman’ (484), and, unlike Jane, “she longs forhfasable gowns rather than for
freedom and sings and dances for her supper theQélye, her mother, did, as if she
were a clockwork temptress invented by E.T.A. Hdlirh (Gilbert 484). The little
Adéle, “the daughter of a ‘fallen woman™ (Gilbet84), and in particular of a French
dancer, might embody, in this perspective, “a mddpiale in a world of prostitutes”
(Gilbert 484).

As far as Céline Varens is concerned, likei®lin Leonorashe shows the signs of
a passionate temperament, prone to rage and layst#¥hen Rochester, betrayed by
Céline, “liberated [her] from [his] protection” (Bnté 168) and “gave her notice to
vacate her hotel” (Bronté 168), he indeed repoow he “disregarded [her] screams,
hysterics, prayers, protestations, convulsion” (B20168). Then, exactly like Olivia,
Céline is scheming and knows how to dupe men, thegrwher deceitful nature is
discovered, her sophisticated charm suddenly s¢éewhsappear, and an uncontrollable
passion explodes. Rochester also has a passidmatacter and constant mood swings,
but this appears totally justified by the fact that has been betrayed in his heart and

pride in a way unacceptable to him. Jane indeed #&t “[h]e was proud, sardonic,”

® See p. 35-36



71

(Bronté 172) “[h]Je was moody, too; [...bJut | beli@sehat his moodiness, his
harshness, and his former faults of morality [...d liaeir source in some cruel cross of
fate” (Bronté 172).

As regards his past, Rochester seems thw@trievery fault to the French Céline,
whom he despises to the point of repudiating hegldeer Adéle as “a French dancer’s
bastard” (Bronté 348), even though Jane arguestitigathild is not answerable for
Céline’s and Rochester’s faults (Bronté 170). Retdreconsiders his story with Céline
to be quite usual: “avealthy Englishmda passion for aFrench dancer and her
treachery to him, were everyday matters enougliloudt, in society” [emphasis added]
(Bronté 171). In fact, as Black explains, alreatlfhe end of the eighteenth century
“showing off with famous dancers from the opera [wgds much of the fun [and p]ress
comments were usually disapproving, though occa$iprexpressing pride at this
further extension of British conquest” (qtd. in Tiesn82). The price of these British
conquests, however, was often “gambling lossesvanereal disease” (Black, qtd. in
Tombs 82). In Rochester’s case, the price he paichis relationship with the poor
opera-dancer Céline is a loss of money and of padd the custody of a French little
girl who, in his opinion, terribly resembles her ttmer. Rochester has spent his youth
collecting women from different parts of the wortithe of whom he even married and
then locked in his own attic. However, accordindhit® point of view, it is Céline, and
never himself, who is worthy of contempt, appanrebttcause she is a woman, she is an

opera-dancer, and she is French, and for thesengast respectable.

Rochester explains to Jane how he “took tha thing [Adéle] out of the slime and
mud of Paris, and transplanted it here, to growclgan in the wholesome soil of an
English country garden” (Bronté 170). In this dgs#oon, Rochester shows himself as
the good British benefactor who saved Adele fromgbverty and (moral) dirtiness of
the French capital, while Adéle appears like a t@nt who, in order to grow up
(morally) clean needs to be transplanted to thdthifehand pure English soil. Despite
the change of soil, the plant seems to be incuranlé Rochester cannot but admit that
some of Adéle’s “little freedoms and trivialities.] betrayed in her a superficiality of
character, inherited probably from her mother, lyaobngenial to an English mind”
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(Bronté 171). Superficiality is, therefore, in Resker’s view a typical characteristic of

the French, which definitely contrasts with an Estgkesolute mind.

Rochester observes Adéle in her frivolouguatts and considers her “a curious
study” (Bronté 163). The child thus appears to Rstér like a different reality to be
observed at a distance, something “other” to bdyaed in all its eccentricity. On the
occasion of Adele’s new present, Rochester tetie ddout the child’s behaviour in the

following way:

[‘...] She pulled out of her box, about ten minutg®,aa little pink silk frock;
rapture lit her face as she unfolded dopquetry runs in her blogdlends with
her brains and seasons the marrow of her bones. ‘Il fautjgu@ssaie!’ cried
she, ‘et a I'instant meme! and she rushed outhef toom. She is now with
Sophie, undergoing a robing process: in a few remshe will re-enter; and |
know what | shall see — a miniature of Céline Vareas she used to appear on
the boards at the rising of—: but never mind thdbwever, my tenderest
feelings are about to receive a shock; such is raggmtiment; stay now, to see
whether it will be realized.” [emphasis added] (B¥163)

When the child appears, Jane reports that

[s]he entered, transformed as her guardian hadigbeed A dress of rose-
coloured satin, very short, and as full in the tskas it could be gathered,
replaced the brown frock she had previously worwreath of rosebuds circled
her forehead; her feet were dressed in silk stgskiand small white satin
sandals. (Bronté 163)

These two descriptions of the French child, like tme concerning her performance,
are rich in details, and both refer to what Adédes In common with her mother, the
French mistress and opera-dancer. As Lodge poutiS@éline Varens [...] exhibits all
the vices of France: whoredom, deception, ficklenesd theatricality. Her daughter,
Adele, shows all the feminine symptoms of beingadigurivolous, vain, and worldly
[...]” (101). Furthermore, these detailed descripsiomwhich function, on a narrative
level, as a preamble to Rochester's account opast, also stress Adéle’s mother and
Adéle’'s own Frenchness, and the difference fromeJémdeed, comparing Jane and
Adéle, the French critic Forcade identified thstfins English since she “has the stoical
courage to be expected of the heroine of ‘un lha anglais™ (qtd. in Duthie 201),

whereas he recognised in the second “un bijouatesiénne™ (qtd. in Duthie 201).

" See Tombs p. 45
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Like her mother, Adele dedicates herselfdptbilette in a way which appears quite
extraordinary to the unsophisticated Jane. Besitiage's astonishment at the little girl's
interest in fashion and toilette is quite similarthat of Evelina at the old Madame
Duval's obsession for physical appearanceEwelina Vanity and frivolity were
stereotypes usually attributed to Frenchwomen,saveral female characters of French
origin are represented in other novels by Charl@menté as presenting these
characteristics. For instance, Millette Zélie is thus described: “[t]his Parisienne was
always in debt; her salary being anticipated byeesgs — not only in dress, but in
perfumes, cosmetics, confectionery, and condimeng&he mortally hated work, and
loved what she called pleasure” (Bronté, gtd. iasRI131). In the same novel, Ginevra
Fanshawe’s “taste in dress, her grace and sociatntH...] owe something to
continental influence” (Duthie 148). Lastly, Tthe ProfessqrCharlotte Bronté depicts
the French Hortense as “frivolous” (gtd. in Dutlii#8). InJane EyreAdele’s vanity
and frivolity are shown throughout the whole nomlt they are particularly evident on
the occasion of the big party organised at Tholahi€all, in which many elegant ladies
participate. Jane reports that Adéle “would havphB®to look over all her ‘toilettes,’
as she called frocks; to furbish up any that weeessées and to air and arrange the
new” (Bronté 191). Although Jane doubts that Ad=le be introduced to the company,
in order “to please her, [she] allowed Sophie tpaapl her in one of her short, full
muslin frocks” (Bronté 193). Furthermore, Jane gadlbout the child’s excitement and
her preparation for the evening, and reports tltlé could only calm herself when her

toilette was started. The moment is described aadlyi as a solemn process for the little
girl.

Adéle had been in a state of ecstasy all day, h&éaring she was to be presented
to the ladies in the evening; and it was not tdpBie commenced the operation
of dressing her that she sobered down. Then theriamce of the process
quickly steadied her, and by the time she had hels carranged in well-
smoothed, drooping clusters, her pink satin froekgn, her long sash tied, and
her lace mittens adjusted, she looked as gravayagidge. No need to warn her
not to disarrange her attire: when she was drestedsat demurely down in her
little chair, taking care previously to lift up theatin skirt for fear she should
crease it, and assured me she would not stir th@dhtevas ready. (Bronté 197-
198)

After the process of dressing has been completatt dlaims that Adéle “appeared to

be still under the influence of a most solemnisimgpression” (Bronté 198), but, not
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wholly satisfied, the child asks if she can havowaer to complete her toilette (Bronté
198). The reaction of Jane acquires, then, the edb@emoral reproach: “You think too
much of your ‘toilette,” Adéle: but you may haveflawer” (Bronté 198). Finally,
Adéle “sighed a sigh of ineffable satisfactionjfaser cup of happiness were now full”
(Bronté 198) and Jane reports that she had toherriface away to conceal a smile
[she] could not suppress” (Bronté 198). Apparentbr, Jane “there was something
ludicrous as well as painful in the little Parisiers earnest anthnate devotion to
matters of dress” [emphasis added] (Bronté 198)e Jansiders Adéle’s passion for
fashion and appearance as something innate, acté@stic which derives essentially
from her being born French. In addition, the fdwttJane calls the child “the little
Parisienne” (Bronté 198) transmits a certain degre@ony but also of disapproval
towards the child’s origins. In contrast, Jane doet dedicate so much time to her
toilette like Adéle does, and this might be atttdalito the fact that she is a governess
and that she is not French. Constant referencesade, indeed, about her plain style,
in conjunction with the detailed description of Aelé rich preparations, as, for
instance: “I dresses myself with care: obliged éopkain — for | had not article of attire
that was not made with extreme simplicity — | wab I8y nature solicitous to be neat”
(Bronté 117). Moreover, Jane ironically compares $tgle to that of the Quakérs
although she belongs to the Church of England, vehensays: “having ascertained that
I was myself in my usual Quaker trim, where theaswothing to retouch — all being
too close and plain, braided locks included, to iadrindisarrangement” (Bronté 151).
Like Adéle, also the character of Georgiana, on@amfe’s cousins, is depicted as vain,
and, seeing her for the first time after many yedame compares Georgiana’s dress to
that of her sister Eliza, and reports that “it ledkas stylish as the other’s looked
puritanical” (Bronté 263). Her sister Eliza defin@sorgiana with contempt as a “vain
and absurd animal” (Bronté 271) and tells her: “Youst have music, dancing, and
society — or you languish, you die away” (Brontd R Georgiana is not French, but her

life style and her frivolity appear definitely Fiehified.

The episode of the party at Thornfield alsoves Adele’s predisposition for society

and her self-confidence in this respect. The dkilekally thrilled at the idea of the party

8As explained by Davies, “female members of the delis Society of Friends (Quakers) had dressed in
subdued, plain grey clothes, to demonstrate tlegtwere ‘not of this world™” Jane Eyreb44, note 6).
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and “the preparation for the company and the prispletheir arrival, seemed to throw
her into ecstasies” (Bronté 191). In Paris, in,fActéle was used to stay in the company
of the ladies and also assisted to their toil@t@té 194), and, when she is introduced
to the ladies at the party, she appears totallfyassured and enjoys their attention—
“You're not suppose, reader, that Adéle has al thhe been sitting motionless on the
stool at my feet: no; when the ladies entered,reke, advanced to meet them, made a
stately reverence, and said with gravity — ‘BonrjoMesdames’™ (Bronté 201). The
ladies, who name her “little puppet” (Bronté 20hpt called her to a sofa, where she
now sat, ensconced between them, chattering altezha in French and broken
English; absorbing not only the young ladies’ aitam but that of Mrs Eshton and
Lady Lynn, and getting spoilt to her heart’s cotitdBronté 201). In conclusion, as a
good talker, Adele appears typically French. Acoaydo Robert and Isabelle Tombs,
indeed, “[t]he British [...] found the French ‘forwgirand talkative” (311). As already
mentioned in the analysis dfeonorg sociability and conversation skills were
characteristics attributed to the French, as degiyiom the eighteenth century culture

of the salon%

Jane thinks that Adéle is spoilt, and whea ¢hild insists on seeing the ladies
before having been sent for, she says that “[s]oateral tears she shed’ on being told
this; but as | began to look very grave, she coeskeat last to wipe them” (Bronté 195).
As explained by Davies, “[b]y substituting ‘shetfthey’, Charlotte Bronté implies the
fallen Eve in Adele” Jane Eyre553, note 6), thus implying a certain contempt for
Adéle’s attitudes. Then, Rochester says ironicit “[he] keep[s] [Adele] and rear[s]
[her] rather on the Roman Catholic principle of iaxipg numerous sins, great or small,
by one good work” (Bronté 164). Concerning edugatiothe nineteenth century, “that
of Catholic girls was much more focused on the aro®f preserving innocence and
developing a kind of sensual personal piety” (Heuand Grasser qtd. in De Bellaigue
163), for “female adolescence [was perceived] asuaeed and dangerous” (De
Bellaigue 227). However, even if they fail to presetheir innocence, the Catholics can
expiate their venial sins also through good woeks] Rochester’'s sarcasm with regard
to this presumably alludes to Adéle’s mother, was,a Roman Catholic, could be

absolved from what, in his perspective, are hes.sikdéle is only a child and is not

°®See p. 51
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responsible for her mother’'s “sins,” nor has sheedany wrong yet, but Rochester
seems to be sure of the fact that she is exadtty Her mother. There are also other
references to religion in the novel, and to the fhat Adele is Catholic. For example,
by saying that her mother “is gone to the Holy WifgBronté 121), as Davies claims,
Adeéle is established as a Roman Cathdané Eyreb45, note 11) and Jane’s contempt
for the child as far as some of her attitudes areerned, may also be attributed to her
aversion to Catholicism. Her opinion towards thehGkc religion is well expressed on
the occasion of a conversation with her cousin&lwho wishes to convert to the
Catholic religion: “You're not without sense, comsEliza; but what you have, |
suppose, in another year will be walled up alivaiBrench convent” (Bronté 279). As
explained by Peschier, “[tthe Roman Catholic pctf incarcerating young women in
convents was believed to be one of the causesnoéléeinsanity and convents and
lunatic asylum were seen as similar types of ustihs by many anti-Catholic writers”
(6-7). Moreover, Duthie explains Jane’s positiona@rning Catholicism by referring to
Charlotte Bronté’s suspicion of “religious beliefisd practices different from her own”
(115).

Whereas Adéle is represented as the miniatifeer mother Céline Varens, Jane
embodies a totally different model of femininityike Madame Duval irEveling the
French Céline, in her interest in fashion and omatsy appears artificial. On the other
hand, in her sobriety, Jane is depicted, and defireeself as natural. When Rochester
expresses his wish to give Jane some jewels, sleednhanswers: “Oh, sir! — never
mind jewels! | don'’t like to hear them spoken @wels for Jane Eyre soundsnatural
and strange: | would rather not have them” [emphasided] (Bronté 299). Besides,
Jane does not want to be Rochester's new mistfgsg: Do you remember what you
said of Céline Varens? — of the diamonds, the casbsnyou gave her? | will not be
your English Céline Varens” (Bronté 311). Célinel aane are not only different kinds
of women, but they also belong to different worlds.she affirms, Jane does not want
to be Rochester's English Céline, nor does shetfelshe can go to France. In fact,
when Rochester suggests she “shall go to a plagehgqs] in the south of France: a
white-washed villa on the shores of the MediterearigBronté 350), Jane interrogates

herself on the two different possibilities offeedher in these terms:
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Which is better? — To have surrendered to temptatistened to passion; made
no painful effort — no struggle; — but to have sudwn in the silken snare;
fallen asleep on the flowers covering it; wakened isouthern clime, amongst
the luxuries of a pleasure villa: to have been nloving in France, Mr
Rochester's mistress; [...] Whether is it bettersk,ato be a slave in a fool’s
paradise at Marseilles — fevered with delusiveshtise hour — suffocating with
the bitterest tears of remorse and shame the nextte be a village school-
mistress, free and honest, in a breezy mountairk modhe healthy heart of
England? (Bronté 414)

In Jane’s perspective France stands for a seduptivadise, the place of attractive
temptations but also of remorse and shame. In Erahe would feel suffocated and
enslaved, whereas in England, the place wherealbeads, she is honest and, above all,
free. As Edwards also clarifies, “[flor Jane, thecidion is simply right: that true
freedom lies in submission to her small fate isregped in the image of ‘breezy’ and
‘healthy’ England, in contrast with ‘suffocatingh ithe superficially more attractive
Marseilles” (143). The contrast between France Bndland, as expressed in Jane’s
own thoughts, is that between the artificialitycodfture and nature, exemplified here by
the difference between the luxury of a villa, ahé freedom of a breezy mountain.
Finally, “France is associated with the idea ofiglolicence” (Duthie 130). As far as
France and, in particular, Paris are concernedhiBstates that “[Rochester’s] allusions
to the Parisian background of his intrigue withi@&Narens are less convincing” (87).
In fact, as Duthie clarifies, “their artificialitys only too obvious” (87) and “[h]ad
Charlotte Bronté realised her wish to go to Pdhsse passing references would have

had a more authentic ring” (87).

Towards the end of the novel, when thingfleselown, Adéle is a young woman,
and by growing up, she has also improved her cterad/hen Adele was still a child,
Jane had reported that, “as she was committedebntio [her] care [...], she soon
forgot her little freaks, and became obedient aathable” (Bronté 128). Now, Adele
has apparently forgotten her freaks completelyatn, Jane reports that the young girl,
not only “made fair progress in her studies” (Bébil9), but, “[a]s she grew up, a
soundEnglish educatiorcorrected in a great measurer French defectsfemphasis
added] (Bronté 519). As far as education is coresbrrsome people in nineteenth
century Britain had a negative idea about the Frezducational system. Jules Simon,

for example, “had complained that, in France ‘giggen in the best boarding-schools,
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receive a futile, incomplete education, entirelketa up with accomplishments,
including nothing serious or edifying” (qtd. in Cellaigue 11). Furthermore, “when
[Adéle] left school,” Jane says that “[she] fourn her a pleasing and obliging
companion — docile, good-tempered, amell-principled [emphasis added] (Bronté
519). The fact that Jane is happy and satisfiexb@&ing Adele positively changed from
being “wayward” (Bronté 128) to being docile is &iped by Lodge by the fact that
“[r]ebelliousness|,] which is ideologically equatedgth unabashed female sexuality, is
alienated through association with degeneratedareountries” (101), like France. The
differences between what were thought to be theisBriand the French national
characters were also to be found in the respeathcational systems. The two
different models of education, rather than being@eed as one of the possible causes
of difference between the two countries, were idiedt as evident signs, or direct
consequences of an inborn national character. Aasféhis matter is concerned, Robert
and Isabelle Tombs point out that “[e]ducation, itinetrix of culture, became one of the
most thoroughly debated areas of difference (4¥®ereas, they explain, “English
schools were said to be modelled on the ‘natureitutions of home and family, and
hence to encourage individual development[,] Freschools were modelled on the
‘artificial’ regulated environments of the regimeot the convent” (Tombs 449). In
addition, Cobbe attributes the British aversiorFtench female institutions to the fact
that, “dangerously foreign and Catholic as they eyefthese institution] were
characterized as artificial and contrary to womedosnestic, familial nature” (gtd. in

Beillague 18).

To summarise, the minor character of AdéleCinarlotte Bronté’sJane Eyre
represents a stereotypical image of French fentyniakemplified in the child’s vanity,
in her dedication to fashion and personal cardéeinsociability, and lastly in her stage
skills and her mercenary character, characteristgrsause of which she resembles her
mother Céline. Finally, the figure of Adéle’s mathabsent but recalled through the
child’s and Rochester's words, is described asansimg but deceitful and immoral
Parisian opera-dancer who embodies the cliché efRilenchwoman, attractive but

dangerous.
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4.2.Vanity Fair: A Novel Without a Hero: Becky Sharp - the Charming

Adventuress, and her French maid

Vanity Fairwas first published in monthly parts from Janua8# 2 to July 1848 and it
was a success “[l]ionized by fashionable world” (&exxxiv). The novel tells the story
of a girl of humble origins, the half-French Reke&harp, who attempts to makes her
way through society by seducing wealthy men. Bed&ds/,Rebecca is often called,
proves to be very successful as a social climhgriings go wrong when the people
around her finally discover her opportunist natweong the people close to Becky,
Amelia, the second main character in the novely&mn important role. Wealthy, naive
and good-hearted, Amelia appears opposed to Bedhksough Becky's adventures
Vanity Fairexplores British society during a period of timezeong the early years of
the nineteenth century, when the protagonist isteen years old, until those following
the Congress of Vienna (1814-1815) and the BaftwWaterloo (18' June 1815), when
Becky’s son is already a young boy. As it covelsrag historical period and history
actually plays a crucial role in the developmenttiod narration as well as of the
charactersyanity Fair has also been compared to Tolstoy’s historicaleh@var and
Peace(1869), which has “the Napoleonic campaigns adigsorical setting” (Carey
xxvii). However, as Carey points out, “Thackeragtisdain for patriotism and military
glory contrasts with the undisguised and self-delydchauvinism of Tolstoy [...]"
(xxix). Besides, unlike iWar and Peacewhose author’s “view of human relations is
ultimately benign, even sentimental’” (Carey xxiXJarey argues that “throughout
Vanity Fair the principle behind human relationships is catifli(xxx). In fact,
Thackeray “omits the battle-scenes and shows hostility permeates the whole of

life” (Carey xxx).

Unlike the French characters in the novekllymed so far, Becky Sharp is one of
the protagonists dfanity Fair and, for Carey, she is also its “most complex atizr”
(xxii). Moreover, she is the brain of the novel (€a xxii), and “[ijn few other
Victorian novels is a woman so clearly the mostlligent character” (Carey xxii). As
far as the author and his relation with the charaof Becky are concerned, Carey
argues that Thackeray actually “created her targelaxtent in his own image” (xxii-

xxiii) since, “[l]ike her, he relished the compawy artists and bohemians, [...] had
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brilliant gifts of satire and caricature, [...] he svdored by tame domesticity and
enjoyed the splendor of high society, [and, lasthg had suffered poverty and knew
what shifts it could reduce you to” (xxii-xxiii).Ufthermore, some connection to France
can be identified in the author’s life, as welltasthe world of the theatre, to which
Becky partly belongs, and to the elegant societyclvishe is finally able to reach.
MacMaster explains that Thackeray “had always betrested in and knowledgeable
about France, having spent a good part of his ythéte in the thirties [...,] the age of
the July Revolution and Louis Philippe, the CitizKmng [...]" (120). In 1829-30
Thackeray spent “summer and Easter vacations iis"H&arey xxxiii), where he was
enraptured by the ballerina Marie Taglioni, anddter settled in the French capital in
1834 (Carey xxxiv). Besides, Prawer explains that829 Thackeray, who was an art
student, “began sending home rapid sketches ofchranen and women” (13)
depicting, for instance, “ballet-dancers,” fashioleagentlemen, or French teachers
(13). Finally, the character of Becky Sharp coudddrbeen based on real persons like,
for instance, “a disreputable ex-governess calledlife[,] whom Thackeray [...]
probably had an affair with, as a young man in$gfCarey xiv), or, as the Victorian
critic George Henry Lewes argued, she could be ected to the historical figure of
Louis Philippe, who was expelled from France prgisat the time when Thackeray
was writing his book version of the text (SimmoS8)L Both Louis Philippe and Becky
are, according to this critical point of view, repentatives of a “bourgeois world
dominated by money” (Simmons 103). At any rateSaamons asserts, the author’s
choice of associating “his fictional character withreal-life French citizen rather than
with a British one” (103-104) is significant, sintgor many Britons, France and the
French continued to provide the means of an onlstlypaonscious self-critique

presented in historical terms” (Simmons 104).

Becky Sharp is the daughter of a Britishsadind of “a young woman of the French
nation, who was by profession an opera-girl” (Theaely 17). In this concise definition
of Becky’s mother, Frenchness is strictly connedtedhe female world of the opera
dancers, and thus to a world characterised by iraliyr As regards her mother, it is
mentioned that “[tlhe humble calling of her fempkrent Miss Sharp never alluded to”
(Thackeray 17), and that she “used to state sulesdélguthat the Entrechats were a
noble family of Gascony, and took great pride im descent from them” (Thackeray
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17). In addition, Becky tells Mr Crawley that shesdends on her mother’s side from
the “Montmorency” (Thackeray 102), apparently abte family who migrated to
Britain after the revolution. Indeed, the narragclaims: “[hJow many noble emigrées
had this horrid revolution plunged in poverty!” @dkeray 102). Rebecca’s true origins,
on her father’'s but especially on her mother's sale considered very low not only
from an economic and social point of view but alsmm a moral perspective. Miss
Pinkerton writes to Mrs Bute Crawley, who wantsmniguire into Becky’s past, that “her
parents were disreputable (her father being a @aiseveral times bankrupt, and her
mother, as | have since learned, whttrror, a dancer at the Opera)” [emphasis added]
(Thackeray 111). Becky's mother, “who was represénto [Miss Pinkerton] as a
French Countess, forced to emigrate in the latelugionary horrors” (Thackeray 111),
was instead, as Miss Pinkerton describes her, fsopeof thevery lowest order and
morals' (Thackeray 111). Furthermore, when Mrs Bute ttiks old Miss Crawley, who
is very fond of Becky, that “[h]er mother was apeva-girl, and [that] she has been on
the stage or worse herself” (Thackeray 183), Misawley “gave a final scream, and
fell back in a faint” (Thackeray 183).

Having been a Parisian opera-dancer, Bedkgther is considered immoral, and
her immorality appears strictly connected to h@mEhness. As regards Becky, not only
is she half-French, but she also danced on the stagself and poses for painters. In
Miss Crawley’s words, Rebecca appears as a systbésill the worst possible female
characteristics: “[she] was the daughter of an ayggi. She had danced herself. She
had been a model to the painters. She was brogpgas became her mother’s daughter.
She drank gin with her father, etc., etc. It wa®st woman [...]"” [emphasis added]
(Thackeray 214). Furthermore, Lord Steyne, beingloned by Becky to prove her
innocence, tells her that she is “as innocent a&s][mother, the ballet-girl [...]"
(Thackeray 623). Apparently, Rebecca’s originsaase of disdain more because her
mother was a dancer and her father a painter raltlaer for the fact that she is half-
French. Besides, like Becky's father also othetifricharacters are objects of scorn in
the novel, like, for instance, Becky’s husband Ramydvho wastes his money drinking
and gambling. The general sarcastic and criticaé tof the novel thus seems to be
directed at human immorality rather than at naficliféerences. However, despite these
considerations, it is quite significant that thegave character of Rebecca is half
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French and that her mother is not simply a poor amnbut a Parisian opera-dancer. In
fact, through her mother Rebecca’s immorality iseclly connected to French

femininity.

Given her origin on her mother’s side, Beelkso “spoke French with purity and a
Parisian accent” (Thackeray 17), and since thiss"wa those days rather a rare
accomplishment” (Thackeray 17-18), at the age oksgen she went to Chiswick,
Miss Pinkerton’s school, where it is narrated that duty was that of talking French to
the girls (Thackeray 18). At the beginning of thevel, Becky is leaving “Miss
Pinkerton’s academy for young ladies” (Thackeraytdgether with Amelia (Miss
Sedley) and, in an act of rebellion against thetieg she throws out of her carriage the

English dictionary, and later says:

| have been made to tend the little girls in thevdo schoolroom, and to talk
French to the Misses, until | grew sick of my mattengue. But that talking

French to Miss Pinkerton was capital fun, was?tShe doesn’t know a word of
French, and was too proud to confess it. | belitweas that which made her
part with me; and so thank heaven for Frendiie la France! Vive 'Empereur!

Vive Bonaparte(Thackeray 16)

It is particularly significant that Rebecca uses mether-tongue as “her most effective
weapon” (Harden 103) in order to rebel, as welthesfact that she rejects the English
dictionary. It is the French language that makessMRinkerton part with Becky, as the
latter says, and for this separation she thankadérand Napoleon. As Harden points
out, the “little game or battle” (109) between Bgand Miss Pinkerton is “the first
conflict of many in the narrative” (109). Furtherrapin her battle, as Simmons points
out, Becky “has implied a sense of social supdyidio those][, like Miss Pinkerton,]
who do not know French and can only value the Bhglanguage of Doctor Johnson:
French, she suggests, is evidence of sophisti¢atidr?). In addition, Becky’s “claim
that a familiarity with French is advantageous’ni8ions 112) is proved throughout the
novel, since “French was|, in fact,] long unrivallas the language of the cultural and
social elites” (Tombs 150), which Becky tries, amdinally able to reach. Lastly, in this
famous passage, a characteristic of Becky comesintence, namely her indifference
towards the fate of Britain, which at that time vwaswar with France. By exclaiming
the name of Napoleon, Becky shocks her friend Amelho cries “O Rebecca,
Rebecca, for shame!’ [...] ‘How can you — how dare yave such wicked, revengeful
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thoughts?”” (Thackeray 16). As the narrator exaiithis was the greatest blasphemy
Rebecca had as yet uttered; and in those days,nglaikd, to say, ‘Long live

Bonaparte!’ was as much as to say, ‘Long live Lertif (Thackeray 16).

Becky proves throughout the novel to be umptat in such an important moment
for the British nation. When Napoleon escapes fiollva in 1815, history enters the
lives of the characters and influences their pevates:

[...T]he French Emperor comes in to perform a pathia domestic comedy of

Vanity Fair [...]. It was he that ruined the Bourbarsd Mr John Sedley. It was
he whose arrival in the capital called up all Feantarms to defend him there;
and all Europe to oust him. While the French natod army were swearing
fidelity round the eagles in the Champ de Mai, foughty European hosts were
getting in motion for the greathasse a l'aigleand one of these was a British
army, of which two heroes of ours, Captain Dobbmd a&aptain Osborne,

formed a portion. (Thackeray 202)

While at that time *“all were filled with hope andmhition and patriotic fury”

(Thackeray 203), Rebecca shows only her opportwiigt. In fact, on the eve of the
Battle of Waterloo, Becky is “ready for any eventio-fly she thought fit, or to stay and
welcome the conqueror, were he Englishman or Freaali and she probably
“dream[s] that night of becoming a duchess and Mexlda Maréchale [...]”

(Thackeray 372). In short, the unpatriotic Beckiynast siding with Britain’s enemy,
although she actually just thinks about what igdvetor herself, reveals not to be

entirely, or properly British.

Becky not only is half-French and does navslany kind of patriotic feeling, but,
in the way she is represented, also appears sitoildne French Emperor Napoleon.
Napoleon is referred to throughout the novel in ymamays, like, for instance, “the
Corsican monster” (Thackeray 137), “Corsican wrét€hhackeray 300), or “that
Corsican scoundrel” (Thackeray 225). Similarly, Beta is often mentioned as “[t]he
little sly wretch” (Thackeray 182), “[...] an abandmhwretch” (Thackeray 109, 377),
or “that little clever little wretch of a Rebecc@lhackeray 378). Another comparison
can be made between Rebecca and Napoleon, nameelgdhthat both are connected
to, or depicted as dangerous animals. In fact, N@pds army is symbolised by an
eagle, a bird of prey, and in the novel it is na@dathat “the eagles of Napoleon

Bonaparte [...] were flying from Provence, where tipeyched after a brief sojourn in



84

Elba, and from steeple to steeple [...] they readhedtowers of Notre Dame [...]"
(Thackeray 194). In a similar way, as argued byddar “[i]n the closed little cage of
Chiswick, [Becky] seems like an ‘eagle,’ the predgtthreatening bird of war” (103),
symbol of “the battle embles of Napoleon” (103). iélaver, Becky is also often
referred to as “that little serpent of a governgbe rules [Rawdon]” (Thackeray 290),
or as “that little viper of a Sharp” (Thackeray 218nd, as far as her behaviour with
men is concerned, Dobbin says to George that ‘gsjhmithes and twists about like a
snake [...]" (Thackeray 325).

Furthermore, both Napoleon and Rebecca aporamists. Napoleon is indeed
called “the Corsican upstart” (Thackeray 194), wlasr the “little sly scheming
Rebecca” (Thackeray 161) is a social climber, “[&rtful designing woman”
(Thackeray 291), and an “odious little adventurg3stackeray 553) who “found a use
for everything” (Thackeray 151). In this regardawer, who analyses the text\énity

Fair in conjunction with the sketches appearing in1848 edition, points out that

Becky, an ‘upstart’ who has made her own way irdoiety as Napoleon had
made his into history, ‘becomes’ Napoleon after disgrace and exile from
‘respectable’ society: the initial of Chapter LXIShows her in the pose of
Benjamin Haydon’s painting of Napoleon, gazing asrdrom her own St.
Helena to the social shores from which she has baeished. (21)

Therefore, for Prawer, the historical figure of Bgmn “stands, iVanity Fair, not only
for the great enemy Britain had to vanquish, babdbr the self-made man or woman
who follows his example in a more private sphe)( Finally, according to Simmons,
through this parallel between the French Emperar Becky, “Thackeray’s recreated
British paranoia concerning Napoleon and his amb&i (112), and, even though
“readers of 1840s might smile at their parentst fdfaFrench conquest” (112), none the
less “the conquest of moral values perceived asdiren the supposedly gentler era of

Louis Philippe might be a new cause for alarm” (112

Becky is also depicted as vain and godlesheBca’s “soul is black with vanity”

(Thackeray 642), she is called “a humbug [...]” @dkeray), and she is considered
“not worthy to sit down with Christian people” (Ttleray 642). Similarly, Napoleon,
with his gigantic ambitions, seems to embody theityathat Mill considered part “of

the French national character” (qtd. in Vorauxak#9), while, as far as religion is
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concerned, “[t]he revolution, even under Napolewas [perceived by the Britons as] an
enemy of Christianity” (Tombs 249). Both the FreriEmperor and the half-French
governess have low origins and they try to reagbufaoity; Napoleon pursues military
glory and Rebecca fame in society. Besides, as Idapas trying to deprive the rest of
Europe of its economic security, Rebecca is susgebyy Amelia’s housekeeper of
stealing Amelia’s jewels (Thackeray 71) and her geeary character is shown
throughout the whole novel. A certain similarityncaso be perceived in the nicknames
by which Rebecca and Napoleon are called—Becky“Bodey” (Thackeray 225)—
which reinforce the affinity between the most famdtrench historical figure and the
protagonist ofVanity Fair. According to Harden, Becky is “a female Napolean,
clever, calculating, aggressive, ruthless leadeo wkcites great interest and certain
kinds of often frantic devotion in the men arourd h..]” (103). However, Harden also
points out that, unlike the French Emperor, “Beiskgiever entirely defeated [since] she
is half British also, and if she is noticeably antde Napoleon, she is also to some
degree a female Wellington” (104). Finally, althbutyey are perceived as enemies of
Britain and of respectable society respectivelyhbdapoleon and Becky are endowed
with charm, and, as the first remains even now rarogersial, fascinating historical
figure, the second proves to be the most intergstmaracter in the novel. In this regard,
Williams states that “Becky is an attractive ché@abecause she is refreshingly active

and lively in contrast to the passive and unintamrgsAmelia [...]” (61).

The patriotism of the British nation is ofteeferred to in the novel, and it is
embodied by not only by William Dobbin but also liye negative character of
Amelia’s husband George Osborne, who nonethelessedited with a “truly British
soul” (Thackeray 317). After his father's death the battle field, Osborne’s son
Georgy proclaims his contempt of the French, ayd:s&/hen I'm in the army, won't |
hate the French! [...]” (Thackeray 794). In additithe French are portrayed as “the
bearded savages [...] who curse perfidious Albionhgdkeray 452). However, Jos
Sedley’s lackey affirms to hate George, “whose lersce towards him was quite of the
English sort” (Thackeray 346). As this statememivahy Thackeray appears very critical
also towards his own countrymen, who are definedhe figure of George, as arrogant.
Moreover, at a certain point the author says Frenchmen and Englishmen” [emphasis
added] (Thackeray 374), thus not siding with anyoma or siding with both.
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According to the boastful George Osborne, wlbb only represents the patriotic
soldier but also pretends to be a tough man, Freanhare weak. As i&velinain the
figure of Captain Mirvan, Osborne’s Britishnesshas connected to his masculinity. In
contrast, the French are characterised as effemiVghen Dobbin says that “[t]he
French are very strong [...]” (Thackeray 259), theogant George Osborne indeed
replies: *| suppose no Briton’s afraid of any d—ekhchman, hey?”” (Thackeray 259). A
specific example of French effeminacy is then gibgrithe little French cavalier [...],
who gave lessons in his native tongue [...]” (Thaeked52), who is depicted as a
“powdered and courteous old man” (Thackeray 458yl thus as quite effeminate, as
Frenchmen were often mock8dIf, on the one hand, the French are considered
effeminate, on the other hand, they are also patha according to another
stereotypical image, as heartbreakers. The FreMdssieurs de Truffigny [...] and
Champignac, bothttachégor the Embassy” (Thackeray 587) are attracte®élyecca,
and “both declared, according to the wont of thetion (for who ever yet met a
Frenchman, come out of England, that has not kftdxdozen families miserable, and
brought away as many hearts in his pocket-book®tk [...] declared that they were
au mieuxwith the charming Madame Ravdonn” (Thackeray 58vghort, according to
Prawer, the two Frenchmen not only are susceptibléemale charm” (30), but they
also “exhibit a type of sexual vanity often attidéd to Frenchmen in Thackeray’'s
writings” (30).

Rebecca’s charm is one of the several chenatits that distinguish her from
Amelia. Whereas Becky is depicted as “enchantifigiackeray 353), “good-humoured
and clever” (Thackeray 61), Amelia is “amiable” @dkeray 17), and “[h]er simple,
artless behaviour, and modest kindness of demeamanr all their unsophisticated
hearts” (Thackeray 304). The contrast between #igenAmelia and the smart Rebecca
reminds one of that between Leonora and Oliviha@onorg according to the logic of
the heroine and anti-heroine. Althouylanity Fairis presented a& Novel Without a
Hero and both Amelia and Rebecca are well-rounded chensy the narrator reports
that Miss Sharp “never was known to have done a gmtion in behalf of anybody”
(Thackeray 17), while he says about Miss Sedleydha is “the heroine of this work”
(Thackeray 17). InVanity Fair Rebecca is indeed portrayed as the bad girl oppiased

Y See p. 45-46
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the good, docile Amelia, who, not by chance, igifinion both maternal and paternal
sides. When Amelia reproaches her for her praid¢ajeoleon, Becky replies: “I'm no

angel™ (Thackeray 16), and so clearly reveals toobe the perfect angelic creature,

which in Victorian Britain women were supposed & b

Moreover, Rebecca is affected (Thackeray ,JWBgreas “Mrs Amelia [is] a natural
and unaffected person” (Thackeray 314). As alredidgussed in the context of the
other novels, the contrast between nature andretittappears also idanity Fairin the
opposition between the British Amelia and the kakdnch Becky. Amelia, like
Leonords protagonist, “blush[es] as only young ladies seiventeen know how to
blush” (Thackeray 36-37), while, like Olivia, “Mig®ebecca Sharp never blushed in her
life — at least not since she was eight years aid, when she was caught stealing jam
out of a cupboard by her godmother” (Thackeray Bdythermore, towards the end of
the novel, it is reported that Rebecca “rouged leetgunow” (Thackeray 752), and the
use of artificial colour on her cheeks stresses dhetrast with the naturalness of
Amelia. When the two friends separate, Amelia’difiges are serious, while Rebecca
proves to be “a perfect performer” (Thackeray #®veing “the tenderest caresses, the
most pathetic tears, the smelling-bottle, and sofitbe very best feelings of the heart”
(Thackeray 72). In addition, like Olivia, Becky ss& really affected style in her letters

to her friend, and calls her: “My dearest, sweefaselia” (Thackeray 83).

Differently from Amelia and similarly to Olia in Leonorg Rebecca “was always
affable, easy, and good-natured — and with mencesdpg (Thackeray 751). She is also
an expert seductress, whose “vile arts” (Thack@&@&g) bewitch Rawdon Crawley and
make Amelia’s husband George Osborne infatuateded@r, “as she was by no
means so far superior to her sex to be above jggldiRebecca] disliked [Captain
Dobbin] for his adoration of Amelia” (Thackeray 374ven though her vanity makes
her think that “[her own] figure is far better thffamelia’s]” (Thackeray 100). When
Amelia realises that there is something betweerkfdand her husband, she says to her:
“For shame, Rebecca; bad and wicked woman — faksedfand false wife” (Thackeray
354). Unlike the natural and plain Amelia, Rebepoaves to be skilful with men, and

“see p. 37
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allusions to the way in which she can satisfy hesbdand are subtly made by the
narrator, who tells that

[a]ll former delights of turf, mess, hunting-fieldand gambling-table; all

previous loves and courtships of milliners, opesaatrs, and the like easy
triumphs of the clumsy military Adonis, were quihsipid when compared with
the lawful matrimonial pleasures which of late [Rim] had enjoyed.

[Rebecca] had known perpetually how to divert him[(Thackeray 336)

According to Carey, Becky’'s “only means are ingghce and sex-appeal [and tlhough
no unchastity is specifically pinned on [her],stduggested that she is looser than she
should be” (xxv). As far as sexuality Manity Fair is concerned, Carey argues that
“[the novel’s general attitude towards sexual plee is that it is something women —
or the women Thackeray sympathizes with — do npeagnce” (xxv) and, furthermore,
for MacMaster, though Thackeray “was somewhatvesinder the Victorian restraints

against describing sexuality,” he finds his own liecipway to refer to it (128).

Rebecca has a strong character and she gssive like Amelia. In addition, until
when she is left alone by her husband, Becky iotlehaving the power in the marital
relationship. As regards the effect Becky produwmesnen, Mr John Sedley is described
as an “infatuated man” (Thackeray 806) who “seendbe entirely her slave”
(Thackeray 806), while Lord Steyne is actually deél as “her slave” (Thackeray 602).
Because of her manners with men and her opportyr&inecca is considered immoral
and she is often referred to as the “pretty littlessey” (Thackeray 85) or, more
aggressively, as “an artful hussey” (Thackeray 1%) as the “[...] artful little minx
[...]” (Thackeray 590).

Rebecca is not only a good seductress, ket Adele inJane Eyre as half-French
and the daughter of an opera-dancer, she can atscsiag and dance very well.
Besides, like Adéle, she is an expert in mattdesiiion, and her elegant manners allow
her to enter Parisian society and make her appede rattractive to men. At the
beginning of the novel it is said that she “sangWatter than her friend [Amelia]”
(Thackeray 42), and, on the occasion of a partye “sate [sic!] down to the piano, and
began to sing little French songs in such a chagntimilling voice, that the mollified
nobleman speedily followed her into that chambeFhgckeray 438). The most

significant exhibition of Becky’s stage abilitiessshowed on the occasion of a big party
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where she performs in a charade, an “amiable amerg#mwhich “had come among us
from France [...] and was considerably in vogue ia tountry” (Thackeray 595). After
the performance, where she “appeared in her Maqoostume” (Thackeray 602),

“Monsieur Le Duc de la Jabotiere” (Thackeray 6@3)the narrator reports,

declared in public, that a lady who could talk aatce like Mrs Rawdon was fit
to be ambassadress at any court in Europe [anelMBE only consoled when he
heard that she was half a Frenchwoman by birthn‘Not a compatriot,’ his
Excellency declared, ‘could have performed thatestég dance in such a way.’
(Thackeray 602)

The ability to converse and dance is stressed @isally French. A totally different
opinion on Becky’s performance is, however, exprddsy the British Sir Pitt Crawley,
who “declared her behaviour monstrously indecoreaprobated in strong terms the
habit of play-acting and fancy dressing, as higbhhbecoming aBritish femalé
[emphasis added] (Thackeray 614). Also the womeahefrawley family express their
“honest indignation” (Thackeray 560) when they lowk the newspaper at “[tlhe
particulars of Becky's costume [...] — feather, lajgpesuperb diamonds, and all the
rest” (Thackeray 560). Specifically, “Mrs Bute saalher eldest girl [...], ‘you might
have had superb diamonds forsooth, and have besernged at Court [...bJut you're
only a gentlewoman, my poor child. You have onlynsoof the best blood in England
in your veins, and good principles and piety fouryportion” (Thackeray 560). As a
parvenu and a sensual woman, Becky is considengdngipled and immoral, and from
Mrs Bute’s affirmation it can be inferred that h&ck of principles is inborn and due to

her French origins.

As far as fashion is concerned, many refererare made in the novel to Becky’'s
clothes and abundant accessories that highlightniterrest in her physical appearance
as well as in expensive goods. Like Rochester datshis Céline Varens, so Rawdon
pampers Becky and sends her “shawls, kid, glovliksst®cking, gold French watches,
bracelets and perfumery [...] with the profusion @hd love and unbounded credit”
(Thackeray 177). Becky is indeed “an expert at @gwng payment” (Prawer 25). In
addition to the French watches, it is also mentotigat Rebecca has “the neatest
French kid glove” (Thackeray 247), and both accessaeveal the influence of France
as far as fashion is concerned. Besides, it is msntioned that “of the French party

were [...] the Hof-Marschall and his wife, who wasdjlenough to get the fashions
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from Paris” (Thackeray 740). As Prawer points auth regard to fashion the French
“exert an influence that extends well beyond trenfilers of their own country” (25).
Finally, Rebecca is elegant and she “had as gosi t@&s any milliner in Europe”
(Thackeray 557). When she pays a visit to her clsitet appears as a “vivified figure
out of theMagasin des Modesblandly smiling in the most beautiful new clotreesd
little gloves and boots. Wonderful scarfs, laces] gpwels glittered about her. She had
always a new bonnet on [...]" (Thackeray 440). Asaih be inferred by the French title
of the magazine mentioned by Thackeray, Becky Ipdueby “the Frenchmodiste$
(Prawer 26) in creating her look, and so are athe Qreat ladies of Parisian society
who, in the wake of Waterloo, welcome Becky inteithmidst” (Prawer 26). Finally, in
her passion for fashion Becky is also similar tadkeray: in this respect, Carey states
that the author o¥anity Fair“loved expensive and beautiful commodities” and tha

once wrote enthusiastically about his shoppingansq(xix).

Becky’s manners and her fluency in the Frdaclguage lead to a great “success in
Paris” (Thackeray 402) where “[a]ll the French &mlvoted her charming” (Thackeray
402). In fact, Becky not only “spoke their languaggmirably” (Thackeray 402), but
she also “adopted at once their grace, their lnesls, their manner” (Thackeray 402-
403), and these characteristics are here impliciblysidered typically French. As was
thought suitable for a Frenchwoman at that timegkigehas also a stupid husband
(Thackeray 403), and the narrator comments, appamocking the point of view of a
Frenchwoman, that “all English are stupid — andsides, a dull husband at Paris is
always a point in a lady’s favour” (Thackeray 4085 argued by Prawer, English
people appear here “as ‘stupid’ in comparison Vtench grace and liveliness” (20)
and English husbands, in particular, are implici#presented as cuckolds (Prawer 20).
The fact that Becky “spoke French so perfectly” dGkeray 329) makes her accepted
among Parisian ladies, but this is also consideretegative connotation in British
aristocratic society. In fact, it is reported ttthis young woman [Becky] had got up the
genteel jargon so well, that a native could notgpe better; and it was only from her
French being so good, that you could know she wasanborn woman of fashion”
(Thackeray 329-220).
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Becky’s excessive vanity and superficialioyridbt comply with her role as a mother,
with regard to which she differs from Amelia, anakd not conform to the British ideal
of domesticity of the time. As Carey claims, Relzets [indeed] blamed for failing to
conform to general standards of behaviour thougbypegr for women” (xxiv). Whereas,
for Amelia, her “child was her being [,] [h]er etesce was a maternal caress”
(Thackeray 416), and “[s]he enveloped the feebl® amconscious creature with love
and worship” (Thackeray 416), Rebecca does not aboeit her child and, going back
to England, she leaves “her little son upon thet@ent, under the care of her French
maid” (Thackeray 424). The negative opinion of French women in their maternal
role appears particularly strong when it is affidhrtbat “[a]fter the amiable fashion of
French mothers, [Becky] had placed [her child] @titnurse in a village in the
neighbourhood of Paris, where little Rawdon padbedfirst months of his life, not
unhappily, with a numerous family of foster-brothen wooden shoes” (Thackeray
424). Concerning this image of the French, Prawplains that “[s]ince Hogarth’s time
the wearing of wooden shoes had become as firndgcéasted, in English minds, with
the French lower classes as the eating of froggs lead with the higher” (27). When
Becky takes her child with her again, she “scaresgr took notice of him” (Thackeray
439) and “[h]e passed the days with his Frelnchné (Thackeray 439). Becky is also
portrayed as terribly selfish and lacking in ma&meelings when “[s]he did not offer to
move and go and see the [crying] child” and clathed “he’ll cry himself to sleep;”
(Thackeray 439), and soon after she goes on “[.Ikijng about the Opera” with Lord
Steyne (Thackeray 439). In addition, Becky is spesficial that she only shows her
feelings towards her child and, on one single docaskissed him in the presence of
all the ladies” (Thackeray 527) when she “see[dt ttenderness was the fashion”
(Thackeray 527). In brief, according to Carey, Relés “greatest sin is that she is not
motherly” (xxiv) at a time when to be mother wassidered “the highest virtue
achievable by women” (xxiv). Therefore, as a supeif woman who lacks maternal

instinct and domestic spirit, Becky is considerearenFrench than British.

A French character who only occurs occaslgrialthe novel is Rebecca’s maid,
who, despite her minor role, proves interestingtifier stereotypical way in which she is
depicted. The role of the maid in nineteenth-cegnliterature is very often attributed to

Frenchwomen, who are usually portrayed negativather as evil, like in the case of
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Mademoiselle Hortense in DickensBleak House(1853), or as silly, like the
protagonist of Edgeworth’s tal®ademoiselle de Panach@801). Following this
literary tradition of negative representations, Maiselle Genevieve Manity Fairis
represented as superficial, unreliable and oppistianin fact, instead of taking care of
Becky’s son, as she has been ordered, the French ‘foantracting an attachment for a
soldier in the garrison of Calais, forgot her cleang the society of thimilitaire, and
little Rawdon very narrowly escaped drowning onaxabkands at this period, where the
absent Geneviéve left and lost him” (Thackeray 4P@&yticularly significant is also the
fact that her way of leaving seems to be considbyethe narrator as typically French.
In fact, as is clarified, “[this] is called Frendbave among us [British]” (Thackeray
636). Moreover, later in the novel, it is revealledt “[a] lady very like her subsequently
kept a milliner's shop in the Rue du Helder at anhere she lived with great credit
and enjoyed the patronage of my Lord Steyne” (Themk 637). In short, from this
depiction it emerges that the French maid cannatusted and, as well as Becky and as

Céline Varens idane Eyreshe looks for the financial support of some noén.

In the novel there are also many explicierefices to French culture and literature
as far as the character of “Old Miss Crawley” (Thexay 105) is concerned. The old
British lady is indeed described by Mr Crawley’'srd® as “[...] a godless woman of
the world™ (Thackeray 104), who “J...] lives withtaeist and Frenchmen’™ (Thackeray
104). Therefore, French and atheists appear foBtlhish religious Mr Crawley as the

same thing. Also Old Miss Crawley’s “[...] vanityicentiousness, profaneness, and
folly”” (Thackeray 104), as mentioned by Mr Craw)eseem to be attributed to her
contact with Frenchmen. Furthermore, when the adty Wwas young, apparently at the

time of the French Revolution,

[s]he was el esprit and a dreadful Radical for those days. She has be
France (where St. Just, they say, inspired her antlunfortunate passion), and
loved, ever after, French novels, French cookengl Brench wine. She read
Voltaire, and had Rousseau by heart; talked vghtlly about divorce, and most
energetically of the rights of women. (Thackera$)10

Among the French books read by Old Miss Crawleg, works “of the graceful and
fantastic Monsieur Crébillon the younger” (Thackei®1) also appear. Claude-Prosper
Jolyot de Crébillon (1707-77) was a “French autbbrscandalous novels” (Carey,

Vanity Fair 823, note 1), a kind of literature that seems ¢onbentioned here as
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emblematic of a licentious and immoral culture. Gaming divorce, another allusion to
it makes it clear that this practice is considergulcally and negatively French: “Be
cautious, then, young ladies; be wary how you eaghg] Get yourselves married as
they do in France, where the lawyers are the bmdeds and confidantes” (Thackeray
201).

To conclude, Becky Sharp shows many chaiatitsy which were considered
typically French, although, unlike her maid, shemdy half-French. The famous critic
Elizabeth Rigby Eastlake confirmed the evidenceéBetky’'s Frenchness and argued
that

[tihe construction of this little clever monster dsabolically French. Such a
lusus naturaeas a woman without a heart and conscience waulEngland, be
a mere brutal savage, and poison half a villaganée is the land for the real
Syren, with the woman’s face and the dragon’s cldgtsl. in Tillotson 85)

It is interesting to note here that Becky is imipljcdefined as a dangerous creature half
human, half bird, the siren, whereas Céline Vaien3ane Eyrewas compared to a
sylph. Both women thus seem to appear only halfaun€ommenting on Eastlake’s
review ofVanity Fair, Simmons claims, however, that the fact that Baskgnly half-
French is what makes her such a complex chardotéact, “Becky has both elements
of appeal and discomfort” (Simmons 116), and, asnsns clarifies, “if she were
entirely French [...] and [thus] entirely ‘other,’ eslvould merely be amusing; but if she
is simultaneously an English bourgeoise, a refbeciwf the reader, there are limits
beyond which she should not go” (116). Becky emésdihe way in which the
Frenchwoman was traditionally perceived by thei#hit “assertive, elegant, erotically
exciting, seductive and easy” (Florack, qtd. inl&elnd Leersseimagology157).
However, unlike the French maid, whose simplisbdayal results in a cliché, and the
stereotypical idea of Frenchness nurtured by thasBrOIld Miss Crawley with her
readings and her cookery, Becky, being half Fremott half British, proves to be a

complex character, who finally escapes the logistefeotypes.
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To summarise, the characters of Adele Vanmergronté’sJane Eyreand of Becky
Sharp inVanity Fair, though sharing many characteristics thought taypeal of the
Frenchwoman, prove to be very different. Whereas ritpresentation of Adele is
stereotypical, and the girl is fully accepted onlyen she “becomes” British thanks to a
proper education, that of Becky Sharp is complexd, #hough she is portrayed in many
aspects as typically French, the character is nigatemor stereotypical. In contrast, the
character of Becky’s French maid, only occasionadfgrred to in the novel, remains in

the background, fixed and plain like one of Thaak& many sketches.
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5. Conclusion

The way in which French characters are representedselection of texts from late
eighteenth and early nineteenth century Britishrditure has been discussed in this
thesis. In analysing the different works, the notad stereotype has been central, whose
peculiarity is that of applying specific characstids, usually negative, to a group of
people as a whole, without consideration of indmalddifferences. The purpose of my
analysis, which made reference to the historical anltural background, was to
investigate whether the characters of the selestatts are depicted stereotypically,
and thus whether they can be considered well-rairmti@racters or just mere types,
what character traits are attributed to them ang, &hd, lastly, if these traits are similar

in all the novels or if they changed in the cowsame.

The texts analysed in this thesis includegrgrfour novels, a travel account, which
in its textual nature differs from the other obgedf my analysis. In fact, Frances
Trollope’s Paris and the Parisians in 1838 presented by the author as a true account,
although the subjective perspective of the writegvitably emerges throughout the
work. In this case, the notions of ‘point of viewhd of ‘perspective’ have been
particularly important in considering the facts aiind observations that have been
reported, or rather constructed, through the cailtienses of the British observer. In the
text, despite the author’'s agenda, some stereoglpas the French emerge as Trollope
refers to the French as a whole, attributing tartligeeneral characteristics and opposing
them to her own countrymen. Finally, the power ofeat to spread stereotypes is
stronger in travel writing since the work is presehas true and reliable; however, since
travel writing is a literary genre which deals witie observation of foreign countries
and habits specifically, it is also possibly ea$igrthe reader to recognise the existence
of stereotypes because they are often intrinsibergenre itself, and, in consequence, to

decide what to think about them in a more conscvea.

With regard to the novels, the result of nmalgisis does not appear homogeneous.
A huge difference indeed emerges between the tlimge texts analysedveling
LeonoraandJane Eyreand the last texW/anity Fair. Whereas the French characters in
the first novels—Madame Duval and Monsieur Du B@4yia and her friend, Adéle

and Céline Varens—are represented stereotypicatlg, are thus depicted as vain,
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affected, artificial, deceitful and effeminate, wii are the main characteristics
traditionally attributed to the French, Becky Sharp/anity Fair is a rather complex
character. Despite some qualities which are considas stereotypically French, Becky
Sharp is indeed a well-rounded character, whokarthe others, does not result in a
cliché. The main reason that can be attributechi® difference is that Becky is the
protagonist of the novel, whereas the French ckensin Eveling LeonoraandJane
Eyre have a minor role. Accordingly, Leerssen statentkat “stereotypes are more
likely to occur in minor ‘flat’ characters if onlyecause they allow authors to use a sort
of semiotic shorthand” (qtd. in Rigney, qtd in Bellnd Leerseemmagology289) has
proved to be true in my research. A further evi@eofcthat is given by the fact that also
in Vanity Fair a stereotypical portrayal of the French can bendipyrecisely as far as

the secondary character of the French maid is coade

It could then be remarked that also the &hiforotagonists dEvelinaandLeonorag
as well as the second main characterVemity Fair (Amelia) are depicted quite
stereotypically as extremely naive, good-hearted quite passively aspiring to a
domestic role. However, whereas the stereotypieplations of the foreign characters
in the novels are negative and stress, by contifastpositive qualities of the British
characters, the unrealistic portrayal of the Brmitmotagonists serves the purpose of
reinforcing an ideal of femininity to be followeBinally, both the positive and negative
stereotypical portrayals evince in the novels aadercommon thinking, but also

reinforce, construct, and propagate misleading eaamnd stereotypes.

To summarise, in late eighteenth and eamgteienth century British literature the
most current stereotypes about the French, asdaheyge from my investigation, are
vanity, elegance, superficiality, affectation, factality, and fickleness. Furthermore,
Frenchwomen are depicted as particularly skillfubnwersationalists, whereas
Frenchmen are represented, on the one hand asirdtenand weak, and on the other
hand as able heartbreakers. Lastly, these steeppear to be constant in the period

of time covered by my research.

In conclusion, the representation of Frenkhracters in late eighteenth and early
nineteenth century has proved an interesting tophe study, however, leaves ample
room for further analyses: future studies on nati@tereotypes in literature could focus
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on more specific thematic areas such as, for exantpe depiction of the French
governess or the French maid, starting from wouchss Edgeworth’s tal@$he Good
French Governesand Mademoiselle Panachand Dickens’s noveBleak Housgor
they could deal more in detail with gender différations. Lastly, a comparative
research between the depiction of French charaateBritish literature and that of
other people, like, for instance, the Italians, Imigad to interesting findings.
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Zusammenfassung

Diese Arbeit beschaftigt sich mit der Repréasentafi@nzdsischer Charaktere in der
britischen Literatur des achtzehnten und friherzelenten Jahrhunderts. Das Thema
wird anhand einer Auswahl von Texten analysiertwalchen drei Romane sowie ein
Reisebuch gehodren: Frances Burnelgelina (1779), Maria Edgeworth’d eonora
(1806), Charlotte Bronté’sane Eyre(1847), William Makepeace Thackeary&anity
Fair (1848), und Frances TrollopeParis and the Parisians in 1838.836). Das Ziel
dieser Recherche ist die Untersuchung, ob die Blamsg franzdsischer Charaktere in
den ausgewahlten Werken stereotypisch ist, heréinden, welche die am haufigsten
benutzten Stereotypen sind, sowie ihre BedeuturgBenutzung in ihrem kulturellem
als auch historischen Kontext zu verstehen. Umedi&gel zu erreichen, erweist sich
das Verfahren der ‘Imagology’ als geeignetste yseinethode, da es sich speziell mit
nationalen Stereotypen in der Literatur beschafijje Arbeit ist gegliedert in drei
Teile. Im ersten Teil wird das benutzte theoregsberfahren vorgestellt, sowie einige
wichtige Konzepte beschrieben, welche fir die Asalselevant sind, wie zum Beispiel
die Begriffe ‘stereotyping’, ‘image’ und ‘represation’. Daraufhin wird das Konzept
des ‘national character’ im Detail erklart sowie gieschichtlicher Uberblick gegeben,
um die sich aus der Textanalyse herausbildendaed@ypen in einen Kontext stellen
zu konnen. Das letzte Unterkapitel des ersten Takchaftigt sich mit Reiseliteratur,
fur welche eine Definition zusammen mit einer Besithung des Zeitalters des Reisens
gegeben wird, und letztendlich wiRhris and the Parisians in 1834836) als Beispiel
dieser Literaturgattung analysiert. Im zweiten Taigser Arbeit werden die Romane
Evelina(1779) und_eonora(1801) miteinander verglichen und im Detail bemigber
Charaktere Madame Duval und Monsieur Du Bois aimatyssowie die Charaktere
Olivia und Madame de P— im zweiten Roman. Schiaf3beschaftigt sich der dritte
Teil mit Jane Eyrg(1847) undvanity Fair (1848), und die analysierten Charaktere sind
Adele Varens und ihre Mutter Céline, beziehungsaveigebecca Sharp und ihr
franzosisches Dienstméadchen. Die Ergebnisse mdéinalyse zeigen, dass sich unter
den typischsten franzdsischen Stereotypen im spétemtzehnten und frihen

neunzehnten Jahrhundert Eitelkeit, Eleganz, Ohlmiléhkeit, Vortauschung,
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Gekinsteltheit und Wechselhaftigkeit befinden. \&fiin werden franzésische Frauen
vor allem als fahig in der Kunst der Konversationdudes Tanzes beschrieben,
wohingegen franzdsische Méanner auf der einen Sdsteinmannlich, geckenhaft und
schwach, auf der anderen Seite als Herzensbreehgestellt werden. Schlussendlich
ergibt sich aus der Untersuchung, dass wahrend\diencharaktere stereotypisch
dargestellt werden, der einzige Hauptcharakter.eRed Sharp ivanity Fair, obwohl

mit typisch franzésischen Charakteristiken bestteme ein komplexer Charakter und

die Art und Weise ihrer Verkdrperung nicht ster@utgh ist.
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