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Preface AEDEAN Proceedings

Hosting the 45th Annual Conference of AEDEAN (Asociacion Espafiola de Estudios
AngloNorteamericanos) in the city of Cdceres in the autumn of 2022 was a monumental
undertaking that demanded our unwavering commitment and sustained efforts. It is with
great pride that we present this volume of selected papers, encapsulating the scholarly
journey undertaken during our conference, under the theme ‘Bridging Cultures: English
and American Studies in Spain’.

We extend our deepest gratitude fo a number of institutions and individuals without whose
support and dedication the conference and this current volume would never have
materialised. In particular, we wish to acknowledge the trust placed in us by the AEDEAN
Executive Board, whose constant guidance encouraged us throughout the process. Equal
thanks are due to the coordinators of the thematic panels, to Dr. Gallardo del Puerto for
his help, and to the colleagues who reviewed abstracts and proceedings.

‘Bridging Cultures: English and American Studies in Spain’ pans a period from the early
years of the Restoration to Alexander McQueen’s posthumanism; and among the many
thought-provoking contributions, readers will find valuable research on language
acquisition and a geographical analysis of the second-person pronoun. Thus, we
considered it appropriate to divide the book into ftwo sections: ‘Literature and Culture
Studies’ and ‘Language and Linguistics’.

The Literature and Cultural Studies section features fourteen papers encompassing a rich
tapestry of themes, from Irish, Canadian, South African, Australian, American and English
literature to film, television and cultural studies. Ideas are here examined through the lens
of a variety of methodological approaches, including both well-established fields such as
posthumanism or postcolonialism as well as emerging theorefical schools such as
ecocriticism or nafure-culture. Furthermore, the papers in this first section engage with
topics and nofions of current inferest such as young adult fiction, globalization,
contemporary politics or indigenous cultures fo name but a few. The Language and
Linguistics section, on the other hand, presents seven papers addressing a broad
spectrum of synchronic and diachronic phenomena in the English language. These
investigations explore phonetic, lexical and grammatical aspects and showcase the
diverse methodological approaches used in subfields such as language teaching,
confrastive linguistics, language contact and language variation.

In our opinion, the papers and round tfables featured in this volume represent the
outfstanding quality English and American Studies conducted in Spanish universities. We
extend our sincere thanks to all the authors who have contributed to the book. Their work
represents compelling evidence that this field confinues to thrive and evolve in Spain.

In short, ‘Bridging Cultures: English and American Studies in Spain’ celebrates our ongoing
dedication to the excellence in the field.

Luis Javier Conejero Magro
Cristina Blanco Garcia
Laura Méndez Mdrquez
Jennifer Ruiz-Morgan
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Part I: Literature and Cultural Studies

I. New Prose-Fiction for Young Readers in the
Early Years of the Restoration Period.

Tomds Monterrey
Universidad de La Laguna
jmonterr@ull.edu.es

Children’s literature emerged in Britain in the 1740s, although a few books had also been
enjoyed by, and addressed to, children in the seventeenth century. This paper discusses to
what extent the catalogue of young readers’ literature could be enlarged by considering
four titles published in the 1660s: The Noble Birth and Gallant Achievements of [...] Robin
Hood (1662), Don Flores of Greece (1664), Fortune’s Uncertainty, or, Youth’s Unconstancy
(1667), and three novels in Angliae speculum morale (1670). Robin Hood was and—is
firmly—established in the children’s pantheon (though the prose version of the ballads
could have been motivated by political reasons) and Don Flores is an adolescent hero who
gets knighted, while the last two texts tell instructive, realistic stories set in the period, thus
more appropriate for young adult readers.

Keywords: Restoration period, prose fiction, children’s literature.

1. INTRODUCTION

Children’s literature is widely accepted to have emerged in England in the eighteenth
century with books such as Thomas Boreman’s The Gigantick Histories (1740) and
especially John Newbery’s A Little Pretty Pocket-Book (1744). In 1932, Harvey Darton
restricted the definition fo “printed works produced ostensibly fo give children
spontaneous pleasure, and not primarily fo feach them, nor solely fo make them good, nor
to keep them profitably quiet” (1982, 1). However, its didactic purpose has been underpinned
ever since. For example, Daniel Kline argued that “no text is only and simply pleasurable,
for all literature production, whether for children, adults, or both, is ideologically
freighted and carries some broader point of view or specific agenda” (2003, 4).
Furthermore, Darton also stated that “there were no children’s books in England before
the seventeenth century, and very few even then” (1982, 1), including Gesta Romanorum
and Aesop’s Fables. Subsequent historians have never failed to examine what children
read before the eighteenth cenfury in the opening sections of their books: “the Prehistoric
Age" for Muir (1954), “the early history” for Hintz and Tribunella (2019) or “the formative
period” for Warren Wooden (1986, 8) in his posthumous collection of essays about “the
origins of English children’s literature from the introduction of printing in England through
the conclusion of the seventeenth century” (Watson 1986, x). This paper also explores that
period, specifically the new prose-fiction published between 1660 and 1670. It attempfts to
assess the extent to which the four books discussed here — Robin Hood (1662), Don Flores of
Greece (1664), Fortune'’s Uncertainty (1667), and three novels in Angliae speculum morale
(1670)—could be described as literature for children or adolescents, establishing the age
of fourteen as the elusive division between childhood and early youth'.
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The criteria to identify books read or adopted by children for their pleasure before the
eighteenth century give rise to a major problem. We know that children consumed
literature primarily addressed to adults because reading was often communal, and
attended by all members of the household. But we also know that they read on their own?.
For example, John Bunyan confessed he did enjoy “a Ballad, a Newsbook, George on
horseback, or Bevis of Southhampton, [...] some book that teaches curious arts, that tells
of old fables” (1658, 156-157); but information of this kind is exceptional. In any case, as
Jeanie Watson has suggested, “it seems reasonable to assume that at least some writers
consciously thought of children as potfential audience” (1986, xix). Watson also indicates
that some external features of the book itself (such as small size, cheap price or
chapbooks, often in black letter font, and illustrations) might appeal to young readers.
There is also some internal evidence to be considered. For example, the author may
directly address children in the text; there may be rhetorical strategies such as repetitions
and comparisons; form, genre and subject matter, stories of villains, victims, and victors
told in easy language and generating suspense; fairy stories or tales rooted in the oral
tradition, thus known to both children and adults; and stories involving children or
representatives of their life experience (1986, xx—xxi). In the first decade of the Restoration
period, The History of the Seven Wise Mistresses of Rome (1663), attributed to Thomas
Howard, was apparently the sole new book of prose fiction especially targeted to young
readers and matching the modern notion of children’s literature (Monterrey 2021)°. Other
new books could also be classified as prose fiction potentially appealing to child or
juvenile readers in different degrees.

2. THE MERRY EXPLOITS OF ROBIN HOOD

The anonymous The Noble Birth and Gallant Atchievements of that Remarkable Outlaw Robin
Hood (running title: The Merry Exploits of Robin Hood), like Wise Mistresses, belongs to the
group of texts categorised by Darton as “the legacy of the Middle Ages: romances and
manner” (1982, 32). It was properly described by Paul Salzman as “popular non-chivalric
fiction” (1985, 378)%, but its format stands closer to chivalric or heroic stories circulating in
chapbooks at the onset of the Restoration®.

Robin Hood is the only text considered here with an adult protagonist, but one firmly
established in the children’s literary canon. Though the Robin Hood texts have never been
highly regarded by historians of English literafture, the outlaw hero stands as one of the
most complex, mythical characters across Britain since medieval times, not only in ballads
but also in short plays performed by children during the popular May-Day festivities. In
just 22 quartfo-size pages—approximately 9,000 words—the narrator explains Robin
Hood’'s noble ancestry and tells twelve ballads in “bare and unskilled” prose (Anonymous
1833, 399). The stories do not derive directly from the medieval ballads, but through the
sixteenth-century reshaping of the outlaw as a courtly man who befriends Spanish Queen
“Katharine” and obtains forgiveness from King Henry VIII by her intercession. In the end,
Robin Hood kept “a gallant House; and had over all the Countrey, the Love of the Rich and
the Prayers of the Poor” (C4v). Bennett Brockman clarifies this courtly transformation by

! The average age of admission to university colleges was sixteen and seventeen.

2 J. L. Gaunt divided the fiction published in the second half of the seventeenth century into two broad categories: “polite
fiction written for sophisticated, educated readers, and popular fiction turned out in cheap editions for unsophisticated
adult readers and children” (1978, 1).

’In the prefatory epistle, Howard remarks on the benefits of such “Histories” for school children to improve reading skills and
to read further. The didactic teaching is not explicit but embedded in the plot and in the stories or exempla themselves.
4This group also includes Head’s Mother Shipton, Winstanley’s The Honour of the Merchant Taylors, and the anonymous The Life
and Death of Rosamund.

® Arthur, St. George, Rowlands’s Guy of Warwick, or Bevis of Hamptfon belong to this other group.
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arguing that sixteenth-century writers “were anxious to remove him [Robin Hood] from his
degraded associations with the provincial, the powerless, the uncultured, and the
juvenile—the audience of the old romances” (1982, 8). The tales of Robin Hood and in
general the medieval chivalric romances were regarded as pernicious for the education
of children. Nevertheless, they remained in print in cheap editions, or in one-sheet
publications. The 1662 prose version both collected and simplified the ballads to
continuous popularity up until the early twentieth century. For Gaunt,

These tales are significant because they represent an initial step in the process,
greatly accelerated in the eighteenth and nineteenth centuries, by which the
best-known stories of English folklore would be preserved, chiefly in fiction, as the
oral fradition weakened under the pressure of increased literacy. The end of this
process was, of course, the relegation of these tales by a less credulous age fo the
canon of children’s literature. (1978, 5)

Despite the unquestionable ascription of Robin Hood texfts to the children’s canon,
chapbooks were equally addressed to adults. Robin Hood gained prominence at the
Restoration. On Charles IlI's coronation day, a short play was performed in Noftingham.
The outlaw repented of his former crimes; he and his crew embraced a life of duty,
accepted the pardon, and “with one voice [sang], with hearty wishes, health unto our King”
(Anonymous 1661, B2r). The prose version of the ballads appeared in the year of Charles
[lI's marriage to Catherine of Braganza whose Catholicism had become a controversial
maftter. The chapbook—sold at 3d.—could have aimed to ease hostile attitudes against the
new Portuguese queen by establishing an association with the much-loved and merciful
Catherine of Aragon of the ballads.

The other three books considered here remain neglected—if not ignored—by critics. Their
young profagonists probably atfracted juvenile rather than adult readers.

3. DON FLORES OF GREECE

Nicholas de Herberay's The Most Excellent History of the Valiant and Renowned Knight, Don
Flores of Greece, Knight of the Swans, Second Sonne to Esplandran, Emperour of
Constantinople Being a Supplement to Amadis de Gaule (1664) is a translation from the
French, originally published in Paris in 1552, which in turn was a translation from the
Spanish Lisuardo de Grecia. Don Flores belongs to the mid-1660s’ revival of Amadis of
Gaule. Like Robin Hood, it was published in quarto size, black lefter fonf, with no
illustrations. It is three fimes the length of Robin Hood, and divided info eleven chapters,
varying from one thousand fo three thousand words in length, totalling 24,000 words.
Salzman classified it as “popular chivalric romance” (1985, 365), a genre associated with
the more sophisticated cultural background of the gentry and with stories addressed to
male readers—"to put themselves forth in Acts of Chivalry, rather then courting Ladies,
and becomming Effeminate for want of manly exercises” (Herberay 1664, A2r-A2v). The
book, its story and style suit children and adolescents alike since it recounts how Don Flores
was knighted. In the opening chapters, Don Flores—aged 13 (1664, 5)—learns of past
chivalric adventures and longs to be knighted. He goes hunting with his friend Lipsan and
is aftacked by a lion. Two ladies appear in a meadow and heal his wounds. They take the
two adolescents to the Island Non Trovée, where Urganda la Descogneve dwells. The
episode, which occupies the book’s middle part (chapters V-VIII), supplies the fairy world
of fantasy within the romance. Blind Urganda foresees their future and provides them with
weapons. Eventually, Don Flores is knighted by the Emperor of Rome, and volunteers to
escort a Danish lady to her country, involving further combats and adventures. The story
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concludes before they reach their destination while we learn it is the first part of a longer
narrative, but it was never continued.

Alex Davis, paraphrasing Margaret Spufford in his article about Tom a Lincolne, observed:
“Spufford’s account of popular fiction placed Tom a Lincolne at the end of a line of texts of
increasing absurdity and decreasing literary value: sillier even than Don Flores of Greece,
she says—which, we are to understand, means very silly indeed” (2006, 265). ¢“Silly” denotes
“childish” qualities in an adult. Davis does not explicitly associate the Arthurian story of
Tom a Lincoln with young readers. However, since chapbooks were “dual address” (i.e.,
addressing both adults and children), a chivalric story of juvenile knights may seem silly to
adults but exciting to younger readers—especially if its style is uncomplicated.

4. YOUTH'’S UNCONSTANCY AND ANGLIAE SPECULUM MORALE

Fortune’s Uncertainty, or, Youth’s Unconstancy, attributed to Charles Croke, and the three
novels at the end of Angliae speculum morale, aftributed to Richard Graham Preston,
were definitely not conceived for children, but rather for adolescent and juvenile readers
because of their protagonists’ ages and circumstances. Both books were published in
octavo size and Roman font (not black-letter) with no illustrations. Their elaborate
language style and references to classical culture require a level of education and
maturity of around fourteen years of age or older.

The author of Fortune’s Uncertainty, described by Salzman as “picaresque fiction” (1985,
363), claims to tell his autobiography. It is sef in the period and some historical events are
also part of the plof. However, confrary to the conventions of both picaresque and
aufobiography, he makes use of the third person and names himself Rodolphus. The
external features do not appeal to little children’s eyes. The text is nearly 13,000 words long
in asingle paragraph spread over 99 pages, with no illustration. The story, however, could
allure different types of readers, especially a juvenile audience, though it is not a model to
imitate, as the author implicitly suggests by his estrangement from his former, younger self.

The story covers Rodolphus’s life from around the age of ten in 1652—when his father sent
him “abroad” to be educated by a good, old futor—until his early twenties, around 1664.
The child was not given to learning, but to pranks and misconduct, both at his futor’s
school and village, and later at Christ Church College. The story depicts contemporary
reality when Rodolphus and some of his mates escape from Oxford and flee to London by
the time of Cromwell’s funeral. At the age of 18 or 19, Rodophus became a soldier.
Burdened by debts, he returns to his father’s, but resolves to fravel overseas. He eventually
reaches Virginia where he is sold as a slave to a widow that falls for him. This episode deals
with slavery in the American colonies for the first time in English fiction, thus depicting an
anfecedent to Defoe’s Colonel Jack. Rodolphus escapes and refurns to England,
miraculously surviving a shipwreck off Bristol. Fascinated by the Porfuguese troops
escorfing Catherine of Braganza to England, he enrols in the army sent by Charles Il to
Portugal against Spain. His attempt to describe genuine Portuguese settings and people is
innovative in Restoration fiction. Captured by the Spaniards, he is carried off to “a city
called Batajos [Badajoz] in Castile” (Croke 1667, 93). On release, he returns to England as
“the true Prodigal” (Croke 1667, 95). The story concludes with a happy ending as he
marries the right lady. The second part was suggested but never materialised.

¢ “Sensible” is the word Spufford actually used (1981, 234).
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Angliae speculum morale, or The Moral State of England, was described by Salzman as “didactic
fiction” (1985, 360). It contains moral reflections about a gallery of social prototypes, which is
followed by “The Life of Theodatus,” a tale about a man’s ideal life fo gain salvation, and ends with
three short novels amounting to 7,300 words. The author explains that “three or four gentlemen of
good quality” went fo London for leisure. They enjoyed the days with different activities and sports,
and “resolved that every one in order should enterfain the rest with a Novel” as night-time
entertainment (Preston 1670, 127). The first one, “The Land-Mariners,” warns about the distressful
and sickening effects of drunkenness as “some of Youth (sons of chief Burgesses)” drank too much
wine in a tavern during local festivities (Preston 1670, 128). “Friendship Sublimed” and its sequel
“The Friendly Rivals” deals with two young men who fall in love with the same lady. Eventually, one
of them renounces her for his friendship with the other suitor, thus enhancing the Aristofelian and
Ciceronian ideal of friendship—updafed and magnified by Montaigne in the Renaissance. Like
Fortune’s Uncertainty, these novels seem appropriate for adolescents or young men, as edifying,
moral tales “to deliver his fellow-Citizens out of any imminent danger” (Preston 1670, 186).

5. CONCLUSIONS

The History of the Seven Wise Mistresses of Rome was the only chapbook addressed fo
childrenin the 1660s, but similar publications could also have targeted or aftracted young
readers. The protagonists are children, adolescents, or very young men, save Robin Hood;
however, his Merry Exploits best matches the notion of a children’s book for its popular
hero and familiar confent, its numerous brief sections, black letter font and easy prose
style, gathering in one single volume twelve stories scattered in as many ballads. Similarly,
Don Flores of Greece was possibly addressed to younger rather than adult male readers
because of the protagonist’s age and knighting, the magical realm of Urganda’s Island
Non Trovée, and the absence of love affairs. The other two books fargeted adolescents or
young men because of their more cultivated language and real-life topics. Little is known
about the books picked up by children and the young for pleasurable reading, but these
four titles could be considered suitable choices at specific ages and in different degrees.
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I1. Stereotypes in Speech: Clichés of Continental
Nations in 7The Beau’s Duel by Centlivre

Victoria Echegaray-Mitar
Universidad de Sevilla
vechegaray@us.es

In her first comedy, The Beau’s Duel: Or, A Soldier for the Ladies (1702), Susanna Centlivre
did not feature any foreign characters, but she did include several references to European
demonyms and toponyms. This paper explores all the allusions of this kind made in the
play, placing them in context and analysing how the several continental others are
consfructed in England at the turn of the century, specifically as they relate to
(inter)national politics. Particular attention will be paid to images of the French since
throughout the play this stereotype is frequently identified with Jacobitism, which was
notably important in the early months of 1702 for two main reasons: the Act of Settlement
received royal assent in 1701 and a few months later the deposed James |l died in exile in
France.

Keywords: Susanna Centlivre, Restoration comedy, stereotyping, imagology.

1. INTRODUCTION

The first comedy by Susanna Centlivre was premiered in June 1702 and af this fime the
nafional and international political situation was complex. The Beau’s Duel: Or, A Soldier
for the Ladies was first staged about five weeks after Anne’s coronation following the
period of mourning for the death of William Ill. The Hanoverian succession had been
established the previous year when the Act of Settlement was passed, which excluded
Catholic heirsto the throne. England had also very recently become involved in the War of
Spanish Succession after having signed the Treaty of The Hague, which ratified the 1689
anti-French Grand Alliance between England, the Dutch Republic and the Holy Roman
Emperor.

While Centlivre’s play was nof a success on stage, if is an excellent document that shows
how a part of English society viewed foreign nationals, parficularly from the Western
European sphere. Notably, she included references to a nation situated in the limits of
what is usually considered Western Europe: Russia.

1.1 Theoretical framework

In order to betfter understand the references Centlivre makes, the context in which they are
set and their implications, it is useful to look to imagology. According fo Beller and
Leerssen, an “image” is a “mental silhouette of the other” and “rules our opinion of others
and controls our behaviour towards them” (2007, 4). While “image” can be confusing in
that it denotes immutability, in this area it is useful because it presents a fixed notion of a
particular “spected other” (the nationality represented) at a given time.
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It is also not unknown for the image of another nation held by a people to change over time. This
“hetero-image” (the “opinion that others have about a group’s purported character” Leerssen
2007c, 343) is based on the auto-image the spectant nation holds of itself. This auto-image is
changeable too. Af this specific moment, England’s auto-image stemmed from its involvement in the
Spanish War of Succession as a Protestant nation with mercantile interests and as one of the main
anfi-French driving forces in Europe.

1.1 Continental others

Most of the references to foreign nations in The Beau’s Duel are off-hand comments or a
tool for comic effect. All the characters in the play are English and the action takes place
in London. There are two distortions, however, to the thorough Englishness of the work: Sir
William Mode (the titular beau) is a Frenchified fop. His valet, known only as “La Reviere,” is
English but is forced to counterfeit a Frenchman.

It is striking that, despite the tumultuous international situation, there is no reference fo
significant continental others like the Dutch or entities like the Holy Roman Empire. In
confrast, there are references to the “czar of Muscovy” (Peter the Great) and to Muscovites
as a people. Apart from the French and the Russians, Cenflivre alludes to Italians and the
Spanish as well.

2. IMAGOLOGY IN THE BEAU'S DUEL
2.1 Italians and Russians

Due to their incidental nature, the references to Italians and Russians are best analysed
first since they are not a reflection of England’s relations with either nation. As regards
[talians, the allusion occurs in a scene in which a character named Careful discovers that
his new wife, Mrs Plotwell, is visited by a sham lover, Toper. Toper is surprised to see Mrs
Plotwell in the public area of the house as he believed her husband had shut her up in her
quarters to avoid temptations. Toper describes Careful’s anxiety in this manner: “I find he
is as jealous already as an Italian” (1702, 51). By the first years of the eighteenth century,
the image of the jealous Italian husband had become fully ingrained in England and
Europe more broadly; it was, for example, already noted by Michel de Montaigne in his
1580 Essais (Gundersheimer 1993, 327).

In England, Shakespeare’s jealous male characters (except for Mr Ford in The Merry Wives
of Windsor) are either Italian or surrounded by Italians; Othello is perhaps the best
example. Closer to the premiere and publication of The Beau’s Duel, Edward Ravenscroft’s
last fragedy was first acted in 1697 and its title is revealing: The Italian Husband. Although
not a successful play (it seems to have only been acted the night of its premiere) it clearly
plays on the familiar trope of the jealous Italian husband. It is evident, therefore, that the
image of Italian husbands as jealous was part of an established cultural fradition in
England and had, by 1702, become a cliché.

As for Russians, they are notf referenced with this ferm but are instead called “Muscovites.”
The context in which the first of the two references to this people occurs is the fitular duel,
in which the fop Sir William is berating the heroine Clarinda (dressed like a man) without
knowing it is her. In this scene, Clarinda makes fun of Sir William for duelling with foils
instead of swords, fo which he retaliates by censuring her for “his” manners despite looking
“like a genfleman” and she replies to this criticism with the following: “I'de as soon learn
Manners of a Muscovite” (Centlivre 1702, 30). The fact that Clarinda speaks about
Muscovites is nof surprising: by the end of the seventeenth cenfury, the Tsardom of
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Muscovy had united and dominated all the East Slavic lordships and had thus become an
important nation. By Clarinda’s words, it is evident that the audience of the play was
familiar with the image of Muscovites (that is, Russians) as unpolished. According to
Naarden and Leerssen, in Western eyes Russia was “considered a backward, sparsely
populated realm of nobles and serfs, with [...] no cultural or intellectual achievement” and
their ruler was seen as “a rough-hewn warlord” (2007, 227).

It is very likely that this image had been further established, at least in London, four years
before the play was staged. Between January and April 1698, Tsar Peter the Great visited
London in the context of his Great Embassy across Europe. Although he wished to remain
largely incognito, his presence arose the curiosity of both fown and city and his acfivities in
London were written about in popular news-sheets, which must have coloured the view
Londoners held of Muscovites. It should not be forgotten that the image of Russians
Clarinda presents depended on the English auto-image as a polite nation. Throughout the
tsar’s visit there were in fact occasions in which there was “some awkwardness on matters
of protocol” (MacGregor 2004, 120).

The other occasion the imagotype of Russians becomes relevant is a mention to the fsar
himself. Once his marriage to Clarinda is arranged, Sir William expresses his happiness by
saying: “if | would change conditions with the Czar of Muscovy, may | be Condemn’d to the
Smoak of Tobacco, and never know the Pleasure of taking Snuff” (Centlivre 1702, 39). Since
Sir William implies that Peter is the only person in the world happier than himself, he asserts
that he would sacrifice the fashionable snuff-taking for smoking tobacco if he had fo
change places with the tsar, an “inveterate smoker” (MacGregor 2004, 130).

In early-eighteenth-century England there was a clear difference between those who
smoked tobacco and those who took snuff. Waller vividly sets the scene for the most
common places where tobacco was smoked: “If was impossible to enter any public
establishment without being wreathed in the ‘stinking mist’ of tobacco smoke. [...] Tobacco
was on sale in the alehouse, where common clay pipes were passed unwashed from
customer to customer” (2000, 215-16). By contrast, snuff was essential to fops and the act of
taking it had become a fashionable ritual indicative of the person’s sophistication
(McCullen 1968, 30). Bearing these references in mind, it is possible to reconstruct the
hetero-image Centlivre and her contemporaries held of Russians as lacking manners and
as unrefined individuals.

2.2 The Spanish

Regarding the Spanish, a brief explanation of the context of the references within the play.
An aspiring beau named Ogle, momentarily emboldened, seeks to join the army and is
holding a conversation with the sergeant in charge of recruiting. Ogle asks the sergeant
whether they will face the French or the Spanish, because he “cannot in Honour draw [his]
Sword against the French” (Centlivre 1702, 41). When Ogle's elaborate justification as to
why he will not fight the French is concluded, he says he cannot “descend so far from the
punctilios of honour” to fight them and he begins a new sentence before cutting himself off:
“But against Spain |—" (Centlivre 1702, 42). It is implied that, for Ogle, the Spanish do not
deserve the same honourable consideration as the French. This attitude on Ogle’s part
confrasts with the image of the Spanish frequently portrayed in early modern English
literature as placing “excessive emphasis” on honour (Dadson 2004, 153). It seems,
however, that Ogle’s position reflects the anti-Spanish sentiment prevalent in England,
which arose in the late sixteenth century (in particular as a result of the 1588 campaign of
the Spanish Armada) and was further established throughout the seventeenth century
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especially in Elizabethan and Jacobean drama. Nonetheless, it is a strange time for Ogle
to be particular about not fighting the French when he is willing to fight the Spanish, since
both nations are on the same side in the war for which he wants to enlist.

3. THE FRENCH

The matter of the images of the French in this play is far more complex than any of the
previous peoples discussed. Refurning tfo the context supplied above in connection to the
discussion regarding the Spanish, Ogle says he will not fight the French and the sergeant’s
reaction to his reluctance is no surprise: “You're no Jacobite, | hope” (Centlivre 1702, 41). It
is evident by these words that the only possible reason for an Englishman to refuse to fight
the French at this time was a charge of Jacobitism. Ogle's response fo this accusation is
even more revealing: he begins by saying “Oh! Sir, my Scruples are not founded upon
Religion” (Centlivre 1702, 41). After this statement he explains how well he was treated when
he last visited France during the long vacation, remarking that he was particularly made
welcome by the sons of the Dauphin. Considering that until recently he had been a clerk
and is now only the owner of a small estate, this seems unfruthful. There are two aspects of
this reaction that merit further analysis.

Firstly, and linked to the current state of the English succession, there is the charge of
Jacobitism. By the time the play was staged, James |l had already been dead for a few
months and his son James Francis Edward Stuart had assumed the Jacobite claim to the
throne when only 13 years old. The exclusion of Charles I's Catholic descendants following
James Il's exile with the Act of Settflement in 1701 meant that religion was infrinsic fo
Jacobitism. The connection to France is due to the fact that James |l chose this country for
his exile: his Catholic cousin, Louis XIV, was king.

Secondly, and connected to Ogle’s explanation regarding his reluctance to fight against
them, is what Florack has described as the fraditional positive stereotype of the French as
having “refined taste, style, elegance, courtesy, ... [and] sociability” (2007, 155). Ogle
received “such extraordinary Marks of Civility from the French Court” that he is very
reluctant to face them in battle, but his unwillingness to fight against them is not developed
further (Centlivre 1702, 41). This scene treads the fine line between the positive and
negative images of the French: the refinement they are famed for is satirised in this scene,
as shown by the reaction of the captain in charge of the regiment when he finds out that
Osgle, an aspiring beau, is inferested in enlisting. He says: “A Beau! Nay, if the Beaus begin
to List let the French look to't” thereby implying that the qualities the beaux copy from the
French have no place in the English military (Centlivre 1702, 40).

Another way in which the image of the French is seen in a negative light is embodied by Sir
William, the Frenchified fop. The negative images of the French, outlined by Florack, are
stereotypes of “vanity, showiness, arrogance, frivolity, superficiality and dishonesty” (2007,
155). All these adjectives describe Sir William perfectly. Moreover, some of his actions are
typical of women characters in other contemporary plays. Act 2 scene 1, for instance,
opens with him looking in his mirror and admiring himself, worrying about his complexion
and general appearance. As Carter has explained, “satirists considered some forms of
appearance and social behaviour incompatible with early modern notions of acceptable
masculinity” in the late seventeenth and early eighteenth century (1997, 41). These forms of
appearance and social behaviour are represented by Sir William in The Beau’s Duel: this
French(ified) fop is no match for his rival, who epitomises Englishness and masculinity and
whose name is, not coincidentally, Colonel Manly.
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In terms of imagology, the hetero-image of the French as the Catholic and Jacobite other
representing nofions of non-acceptable masculinity are set against the auto-image of the
English as Protestant and as incarnating acceptable notions of masculinity.

4. CONCLUSION

Although the focus of the comedy is predictably a love story, the playwright does not omif
the context in which her play was premiered. The tumultuous international situation is
relevant fo Centlivre and by engaging with the nations here analysed she shows she was
deeply knowledgeable about current affairs.

Perhaps it is worth noting that there are no references to England’s allies (the Dutch and
the Holy Roman Empire), but it is not a significant omission in view of the nature of the play.
Given the always shifting relationship between England and France it is notf surprising that
the French are the most significant confinental other mentioned and alluded to in The
Beau’s Duel. This relevance is not only due to Louis XIV's support of his grandson Philip as
the heir to the Spanish throne but also for his welcome of James |l and his exiled family in
France; Louis went so far as to provide them with a residence aft the castle of
Saint-Germaine-en-Laye and a pension. The reasons for the inclusion, even if brief, of the
Spanish follow the same logic: the author was familiar with international politics and
specifically England’s conflict with the new Bourbon king of Spain.

The Russians and the Italians, on the other hand, are identified in a more conventional way
in terms of imagology: they are represented by literary stereotypes which do not lead to
such deep secondary readings. They do prove, nevertheless, that Cenflivre was
acquainted with current and past events as well as with the hetero-images of other
peoples that had become established in previous decades in England.
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As a system defined by contfinuous change and renewal, fashion is echoing current
onfological debates that call info question the barrier between the human and the
nonhuman, thus producing counter and subcultural (re)productions of the human body
which are conveyed in some fashion designers’ performance-like runway shows.
lluminated by fashion theory and posthumanism, this paper seeks to analyze the fashion
shows of the British fashion designer Alexander McQueen, where the human (dressed)
body, being hybridized with nonhuman animals or with tfechnological artefacts,
destabilized some dualistic notions embedded in Western thought, such as those of human
animal/nonhuman animal, nature/culture, or biology/technology. Hence, as other artistic
and creatfive manifestations, and thanks to conceptual designers such as Alexander
McQueen, the field of fashion is adding fo a posthuman and post-anthropocentric turn
that decenters the dominance of Man/Anthropos on planet Earth.

Keywords: Alexander McQueen, posthumanism, non-human, fashion, dress.

1. INTRODUCTION

By the end of the 1980s and throughout the 1990s, the fashion industry enjoyed a great
expansion in Great Britain, which was catalyzed, in part, by the emergence of a new
phenomenon: “the fashion designer as auteur, as an artist in his or her own right”
(McRobbie 2005, 9). This phenomenon was embodied by a new generation of young
designers such as Antonio Berardi and John Galliano who transformed the runway show
info a space for cultural and artistic reflection. Affer his graduate collection at Central
Saint Martin’sin 1992, Lee Alexander McQueen (1969-2010) soon added to this cohort with
provocative runway shows where he reflected social and political debates in a rather
violent artistic language’. In fact, he considered himself as a sort of sartorial chronicler:
“I'm making points about my time, about the times we live in. My work is a social document
about the world today” (gtd. in Bolton 2011, 12). Among McQueen'’s collections, Diana
Villanueva (2013, 167) distinguishes three different phases: While at a first stage of his
career McQueen portrayed the victimization of women with collections such as Jack the
Ripper Stalks His Victims (Graduate collection, 1992) or Highland Rape (A/W 1995), from
1996 onwards McQueen shiffed gears and presented a woman-animal hybrid with
collections like Dante (A/W 1996) or It's a Jungle Out There (A/W 1997), where, through
different animalistic sartorial techniques such as anflers worn as headpieces or horns

7 Most of Alexander McQueen'’s fashion shows are available on YouTube.
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sprouting from a jacket’'s shoulder pads, he attempted to empower women, thus
“creat[ing] a woman who looks so fabulous you wouldn’t dare lay a hand on her”
(McQueen qgtd. in Evans 2003, 143)%. At a later stage in his career and before his death in
2010, McQueen adopted a critical attitude towards environmental issues such as climate
change and biodiversity loss, and for that, the designer explored technology as
humankind’s salvation in a dystopian world, as depicted in NATURAL DIS-TINCTION,
UN-NATURAL SELECTION (S/S 2009) or Plato’s Atlantis (S/S 2010). Whether the sartorial
inspiration was driven by technology or by nature, McQueen made alliances with all kinds
of nonhumans, thus questioning the status-quo of humankind at the turn of the millennium
and presenting alternative figurations of the human dressed body. Guided by the
posthumanist agenda and the notions of fashion theory, the present research analyzes two
tropes cultivated throughout his career: the animal-woman pairing and the cyborg figure,
which blurred the divide between human and non-human animals, nature and culture,
and between human and technology. This posthuman turn is aesthetically epitomized in
four of his collections: Dante (A/W 1996), The Horn of Plenty (A/W 2009), his 1999 collection
for the French house Givenchy, and Plato’s Atlantis (S/S 2010).

McQueen’s human-animal and human-machine hybrids are illustrative of a posthuman
turn since posthumanism “works fowards elaborating alternative ways of conceptualizing
the human subject” (Braidotti 2013, 37). Fashion, more than other artistic disciplines that
cultivate a posthuman paradigm, inscribes alternative representations of the human on
the body. Following the new materialist perspective of posthumanist thinkers like Rosi
Braidotti, the body is no longer a fixed notion but rather “an ontological site of becoming”
that is “modulated by social and technological infrastructures” (2022, 113). Among these
infrastructures that Braidotti mentions, | argue that fashion and dress stand as social and
technological mechanisms through which our bodies are imbued with multiple layers of
cultural meaning, thus enabling diverse possibilities of becoming. Consequently, clothing
and dress work as a technology of identity (Tséelon 2001, 108) since they aid in the crafting
of new identity possibilities. In The Fashioned Body (2000, 10), fashion sociologist Joanne
Entwistle argues that there is an inseparable connection between dress, body, and
identity. The figures of the cross-dresser or the drag queen exemplify this tripartite
connection, revealing that clothing, as a crucial aspect in the production of masculinity
and femininity, can subvert, for instance, binary conceptualizations of gender. In this line,
fashion and dress can be interpreted with the Butlerian notion of gender performativity,
since fashion is yet another layer of identity meaning that adds up to the gender spectrum
along different parameters. In fact, Butler's theory of performativity (1990; 1993) is
grounded on the idea that “[g]lender is the repeated stylization of the body, a set of
repeated acts within a highly rigid regulatory frame that congeal over time to produce the
appearance of substance, of a natural sort of being” (1990, 33; emphasis added).

Therefore, dress is not simply an object, but rather a bodily practice lived and
experienced by those who wear the garments. In the fashion show, dress, together with the
performative elements that are offered in the runway, acquires further meaning and
creates a cultural text that, as stated before, can challenge restrictive representations of
the body. Examining the creations of some contemporary fashion designers, Anneke
Smelik identifies a posthuman turn in fashion, crediting them for decentering human
subjectivity from the runway and “push[ing] the boundary between the human and the
non-human” (2022, 57). Smelik sheds some light on several fashion trends that, inscribed

8 A/W is an abbreviation of Autumn/Winter; S/S of Spring/Summer, as it is commonly shortened in fashion shows and,
consequently, in fashion studies.
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on the body, re-conceptualize the human in contemporary fashion shows: distorting the
human body (Rei Kawakubo in Comme des Gargcons’ Body Meets Dress [1997]); covering or
diffracting the human face (as in Syntopia [A/W 2018] by Iris van Herpen); or fusing the
human body with nonhuman animals (as in McQueen’s The Widows of Culloden [A/W
2006]). Her contribution is particularly relevant for the present study since she defines the
posthuman subject in the field of fashion as “a hybrid figure who decenters human
subjectivity, celebrating in-between-ness, by making alliances with all kinds of
non-humans” (2022, 58).

These hybrid figures that celebrate the inter-connections between the species are a
confinuum throughout McQueen’s oeuvre. The woman-animal association is explicitly
presented for the first time in Dante (A/W 1996), McQueen'’s eight collection. In the fashion
show, some of the models sported huge headpieces with antlers and horns of different
animals. One of most remarkable looks was a headpiece composed of a stag skull with its
corresponding enormous antlers, worn by a female model. In The Mythical Zoo (2001, 141),
Boria Sax explores the cultural representation of animals, and argues that hart and hind
symbolize “nothing but the primordial division between male and female”. Thus, the fact
that a female model wore a stag’s antlers as headpiece could subvert the deep-seated
division between man and woman, because it is the male deer who is identified by the
antlers. As Andrew Wilson points out, “some of the women on display here [in McQueen'’s
Dante] looked as though they had transformed themselves into an unclassified third sex”
(2015, 153) which, according to Villanueva, “spoke of McQueen’s concept of women as
powerful and not necessarily fixed in the role of victims” (2013, 170). The field of
ecofeminism has long examined the woman-animal pairing, and along the lines of
posthumanism, contemporary perspectives on ecofeminism “are focused on offering
alternative discourses that question the establishment of hierarchies and emphasize the
contfinuity and connections that should prevail between humans and non-human nature”
(Estévez-Sad and Lorenzo-Modia 2018, 129). With a figure that blurred the divide between
the human and the non-human, McQueen was able to deploy female empowerment with
the hybrid presented in Dante, although the animal with which the woman was hybridized,
the hart, is not a predator.

The epitome of the woman-animal hybrid seemingly culminates in McQueen’s
penultimate collection, called The Horn of Plenty (A/W 2009), where the designer parodied
some of fthe most iconic designs in the history of fashion, including those of
well-established fashion houses such as Chanel and Dior (Bethune 2015, 320). The show
culminated with the presentation of the collection’s last two looks. The last model of the
catwalk wore a full-body costume of black feathers that also covered her head, thus
mimicking the aspect of a crow or other bird of prey. The black look contrasted with the
previous one, a full-body white costume made with white feathers resembling a swan. The
human body was therefore completely hybridized with the avian species, and little fo no
trace of the human body or human identity could be perceived in this collection’s last ftwo
looks. This identity blurring was further achieved using an extravagant make-up that hid
the models’ features. The hybrids of The Horn of Plenty fully aligned with Smelik’s
afore-mentioned posthuman trends in fashion: the dresses distorted the human body, the
make-up diffracted the human face, and the avian full-body costumes pushed the
boundary between the human and the non-human.

McQueen’s fondness for nature and the animal world did not restrain him from embracing
technology as another means of becoming. In his 1999 show for Givenchy, McQueen
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created an army of clones by putting the models in the exact same hairstyle and make-up.
Kim Toffoletti (2007, 149) argues that the clone has been constructed in popular culture as
a figure who threats the “uniqueness of each individual”. As another posthuman form,
McQueen’s clones call into question “our conventional understandings of subjectivity and
reality” (Toffoletti 2007, 149). In this collection, the last model wore a circuit of flashing LEDs
on a fransparent body cast creating the image of a cyborg, a figure which, since Donna
Haraway's well-known “A Manifesto for Cyborgs” (1985), is given the potential to dismantle
the binarism of Western thought as it “suggests a way out of the maze of dualisms in which
we have explained our bodies” (100-01). The cyborg presented in McQueen’s collection
for Givenchy not only questions what it means to be human at the turn of the twentieth
century, but also challenges the barrier between nature/culture, human/artificial since,
for Anne Balsamo acutely points out, the cyborg body cannot be conceived either as a
wholly cultural product or as a thing of nature: it is in between (1996, 33). What is more, the
cyborg also challenges the gender barrier. Combining blazer jackets with exaggerated
shoulder pads that emulated those in male clothing with more ftraditionally feminine
garments such as skirts and dresses, McQueen'’s cyborg also blurred the gender divide. As
Haraway points out, “[t]he cyborg is a creature in a post-gendered world” (1991, 150).

By turning to technology as another means of becoming, McQueen also commented on
the environmental crisis and its fatal consequences. In Plato’s Atlantis (S/S 2010), the last
show produced before his death in 2010, the designer depicted an eschatological
prediction where humans, aided by bioengineering, would be forced to return tfo water to
survive after the melting of the icecaps. The stage for this collection was designed like a
laboratory, suggesting that every model was “a biological experiment in evolution”
(Gleason 2012, 205). Before the show commenced, a short film was projected over the
background screen where Brazilian model Raquel Zimmermann slowly mutated info an
aquatic creature. Zimmerman first lied naked on the sand while snakes slithered over her.
Then, the model appeared in a water tank filled with black eels. Throughout the scene,
digital prints from the collection were projected onto her body, fransforming her intfo a
semi-reptilian being (Wilcox 2015a, 86). The prints of the garments, which were digitally
engineered and printed (Wilcox 20154, 85), mimicked the skin of different aquatic animails.
As the show advanced, the models that strutted the runway progressively turned info a
hybrid between human and amphibian. This ofther-worldly hybridization made the
models’ features change because of biological adaptation: the first group of models had
their hair plaited in mounds, but from look twenty-third onwards, the hair of the models
presented two big protuberances that elongated the women’s heads, displaying a
macrocephalic aspect allegedly typical of intellectually superior aliens. Moreover, their
facial features were distorted with prosthesis that enhanced their cheekbones and noses
and which confirmed the androgynous aspect of the bio-engineered hybrid models. This
certainly calls to be read alongside Braidofti’'s comments on the blurring of boundaries
emanating from the interactions with fechnology:

The nature of the human-technological interaction has shiffed fowards a blurring
of the boundaries between the genders, the races and the species [...] The
technological other today—a mere assemblage of circuitry and feedback
loops—functions in the realm of an egalitarian blurring of differences, if not
downright indeterminacy. (2013, 109)
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Notwithstanding, the cyborg that McQueen creates is far removed from the cyborg
presented in films such as Metropolis (1984), presented as a rather sexualized figure.
Instead, the cyborgs/amphibian hybrids of Plato’s Atlantis are neutralized as “figures of
mixity, hybridity, and interconnectiveness” (Braidofti 2013, 97). By returning to water and
morphing his modelsinto a new species, McQueen decentered, once again, the human via
hybridization, while creating a nature-culture continuum that embraces the nonhuman,
which can be organic—nonhuman animals, plants—or inorganic—technology (Smelik
2022, 58). The hybrid presented in McQueen's Plato’s Atlantis therefore embodies an
example of the posthuman subject who, by making alliances with the nonhuman realm,
decenters human subjectivity and subverts binary thinking (Smelik 2022, 58). Conjointly,
McQueen fully engaged with the posthuman agenda by raising awareness on the ongoing
ecological crisis by predicting a notf-so-distant future in which humankind is pushed fo
evolve biologically so as to survive after a universal flood.

Despite the fashion industry’s ambivalences and ambiguities, McQueen’s proposal of the
woman-animal hybrid and the cyborg rightfully allows us to unveil how fashion might act
as a subversive space that challenges essentialist notions of identity and that bridges the
gap between deep-seated binary opposites of Western thought, such as
human/nonhuman animal, nature/culture, man/woman. Although the fashion industry is
often regarded as a symbol of Western consumerism and capitalism, and for that it has
been deemed as partially responsible of much of the ongoing climate crisis, collections
such as Plato’s Atlantis can also raise awareness about the environmental crisis. Although
McQueen’s work has been the only one analyzed in depth throughout this study due to
space constraints, the British fashion designer is not an isolated case within the fashion
industry: creators like Iris van Herpen, Demna Gvasalia or Alessandro Michele also use the
runway as a space for cultural reflection, thus demonstrating the role of contemporary
fashion designers as cultural mediators who are translating cultural and philosophical
movements and debates info the world and the language of clothes. Among these
designers, McQueen stood out for elaborating a post-anthropocentric and
environmentally concerned vision in his creations. Examining the confributions of these
and other designers is, therefore, crucial to explore—as this study has attempted to do
through the analysis of McQueen’s work—how the field of fashion is reflecting some of the
current ontological debates on the barrier between the human and the nonhuman, thus
offering an image of the posthuman subject that cements the nofion that the human is no
longer a fixed, immutable category.
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The group of U.S. women sculptors that gathered in Rome in the mid-nineteenth century
were drawn to it by specific conditions that made Rome an ideal site for the development
of their life and art. Their position as members of a closed elite of foreigners marked their
visions of Rome and their relationship with the city, even when they were drawing deeply
from the physical, intellectual, and spiritual advantages provided by it. To provide a
deeper and more specific understanding of this relation with Rome, | propose a cultural
reading of three Rome-related sculptures created by two members of this “sisterhood of
sculptors”: Harriet Hosmer's Beatrice Cenci (1857), Anne Whitney’s Roma (1869-1871), and
Hosmer’s Monument to Judith Falconnet (1856), which sheds light on their diverse forms of
engagement with the artistic influences and social and political issues related to the city.

Keywords: U.S. women sculptfors, nineteenth-century artfists, Rome, Harriet Hosmer, Anne
Whitney.

1. INTRODUCTION

In his year-long visit to Italy in 1858, Nathaniel Hawthorne reflected on the nature of what
Theodore L. Stebbins refers to as “the lure of Italy,” which attracted travellers and artists
from all over Europe and the United States to the Eternal City:

It is a singular fascination that Rome exercises upon artists. There is clay
elsewhere, and marble enough, and heads to model, and ideas may be made
sensible objects at home as well as here. | think it is the peculiar mode of life that
attracts, and its freedom from the inthralments of society, more than the artistic
advantages which Rome offers... (1871,70)

Among this artistic multifude drawn to Rome, a group of women artists devoted mostly to
neoclassical statuary in marble established themselves in the city in the mid-nineteenth
centfury, as Henry James infamously recorded in what has become the best-known
quotation about this group: “that strange sisterhood of American ‘lady sculptors’ who at
one fime settled upon the seven hills in a white marmorean flock” (1903, 257). The group
was composed of mainly middle-class, white women from the eastern states, with the
notable exception of the Native American/African American artist Edmonia Lewis
(1844-1907). These artists formed a close circle within the already closed elite of
foreigners in Rome, for whom, in the words of Charmaine Nelson, the city “seemed
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conspicuously free from Romans” (2007, 5). How Rome, in spite of this, influenced the work
of two of the most notable members of the group, Harriet Hosmer (1830-1908) and Anne
Whitney (1821-1915), will be the object of this study.

Like male artists, these sculptors enjoyed the advantages Rome offered, listed by many
historians: the cheap cost of living; the abundance of, and access to, the works of art
considered the masterpieces of Western Culture; the availability of excellent quality
materials, such as Carrara marble?; or the highly skilled artisans that executed the
sculptors’ designs in marble. Harriet Hosmer gathered her own Italian workmen for a
defiant photograph in which she vindicates her right fo employ their aid exactly the same
as male sculptors did atf the time, in response to the accusations that women sculptors did
not carve their own work.

Figure 1: Harriet Hosmer and her Roman workmen, 1861

It is clear from this episode that being in Rome did not protect this group from the multiple
criticisms levelled against professional female artists at the time, which can be
summarized in their supposed lack of the intellectual capacity fo produce creative work;
their transgression of the boundaries of the female sphere, not least by studying anatomy;
and in the case of sculptors, additionally, the inappropriateness of the “unfeminine,” dirty,
and physically sfrenuous work required. However, what Rome undeniably —and
paradoxically— provided was “the peculiar way of life” and the “freedom from the
inthralments of society” which made it possible for these women, often in relationships that
we would now read as “lesbian,” to live in a way that would have been unthinkable in their
own communities of origin.

My aim here is to provide a deeper and more specific understanding of Harriet Hosmer
and Anne Whitney’s relation with Rome, by making a cultural reading of three sculptures
that have a direct link with the city: Hosmer's Beatrice Cenci (1859), Whitney’s Roma (1869),
and Hosmer’s Monument to Judith Falconnet (1856).

?“Charmaine Nelson (2007) provides a good summary of these advantages; see also the infroductions by Salenius (2009) and
Stebbins (1992) for overviews of the period.
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2. BEATRICE CENCI

Harriet Hosmer draws on Roman history when choosing the tragic subject of Beatrice
Cenci, the daughter of a late Renaissance Roman nobleman who systematically
mistreated his whole family and allegedly raped Beatrice. Beatrice was executed for
helping her brothers and stepmother to kill her father, in a trial that scandalized all Rome
and aroused considerable sympathies for the accused. Hosmer represents her on the
night before her execution, overcome by weariness and lying on a slab of stone that evokes
a tomb.

MU Hosmor, Bealrien Cencl

Figure 2: Beatrice Cenci

“Vittima exemplare d'una giustizia ingiusta,” as the plaque now standing at the place of
her trial states, Beatrice served to forward the feminist agenda that led these sculptors to
represent women oppressed by, and/or resisting against, male power, like Lewis's Hagar
(1875), or Hosmer's own Zenobia in Chains (1859). However, the sculpture also reflects
Hosmer’'s sympathies with the movement for Italian independence, which is closely linked
to breaking with the corrupt power of the Catholic church: as Dabakis points out in her
close reading of the statue, the rosary that threatens to fall from Beatrice’s open fingers is
visually parallel to the iron link inserted in the stone which refers to her unjust
imprisonment (2015, 249).

The statue, however, was not meant for the Roman public, although Dabakis mentions that
it was temporarily exhibited at Hosmer's studio, where it would have been viewed mainly
by foreign visitors (2015, 250). Although the theme was Hosmer’s own choice (Gustin 2021,
850), this sculpture, like almost all the works produced by this group, was commissioned by
a patron from the United States, in this case for the Mercantile Library af the University of
St Louis. Hosmer being a shrewd businesswoman, the subject chosen capitalizes on the
contemporary interest in this figure in the Anglosaxon world, aroused by Percy B. Shelley’s
tragedy The Cenci (1819) and by the supposed portrait of Beatrice attributed to Guido Reni
that figures in Melville’s Journals or in Hawthorne’s Roman novel The Marble Faun (1860).
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Yet Beatrice Cenci is not only indebted to Rome in its theme, but also in the possible model
the city provided for Hosmer’s work. In spite of Hosmer’s neoclassical training (she was a
pupil of the English sculptor John Gibson and temporarily had her studio in the same
building as his), as Gustin argues, it is the sculpture of St. Cecilia by Stephano Maderno
(Figure 3), seen as an instance of late mannerism, which provides many of the elements
refigured by Hosmer (2021, 842). These include the head wrapped in a veil; the contrast
between the softness of the passive body and the unyielding hardness of the stone; the
half-open fingers still expressing the victim’s link to Christianity; Cecilia’s hands indicate
the three persons of the trinity and the unity of God according to Safoso Vela (2016). At a
time when access to paintings and sculptures in photography or copies was limited, the
possibility of viewing original works of art as an inspiration was of course one of the great
gifts of Rome. By partly modelling her work on Maderno’s virgin martyr, Hosmer underlines
the victimization, even the sanctity, of her Beatrice Cenci, but also establishes a closer link
with the Roman context that spurred her creativity. Gustin points out that this staftue, like
many of Hosmer's, is inscribed “sculpsit Romae,” “reinforcing the connection between the
city and her work” (2021, 829).

Figure 3: Santa Cecilia (Stefano Maderno, 1599-60),
Basilica di Santa Cecilia in Trastevere

3. ROMA

Anne Whitney’'s Roma is a much more direct denunciation of the corruption and
decadence of the city. Whitney seems to have been more consistently and actively
interested in the politics of Italian independence than the other members of the group
(Reitzes 1994, 47), and took the trouble to learn Italian formally (Dabakis 2015, 138),
something which was not common among the forestieri. Her Roma breaks with the fradition
of the female personifications of the city, normally as “a young woman with an upright,
forceful posture” (Reitzes 1994, 49), by presenting her in the guise of an old, bent
beggarwoman, seated, holding coins in her right hand, and in the left a license for
begging in the city, inscribed: “questevante in Roma” (beggar in Rome)*.

191 am grateful to Rosita Catanzani for her help with the franslation.
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The moral and physical poverty of the
nineteenth-century city7* is contrasted with
the allusions to ifs past, represented by the
medallions on the border of the
beggarwoman’s skirt and by the carved object
half-hidden by the folds of her cloak. The
former present Classical works of art, listed by
Alba and Mercader Amigdé (2017, 65); the latter
seems to have been originally a mask, later
eliminated from the small marble version that
was presented at the International Exhibition
in London in 1871 (Reitzes 1994, 50). Either in
this mask or in one of the medallions on the
border, Whitney included a very
contemporary allusion: a safirical portrait of
the mighty Cardinal Antonelli, a staunch
enemy of the Italian revolution and one of the
main supporters of the Pope’s absolutist
authority. When the clay model was exhibited
in her studio in Rome, in the context of the
strong censorship imposed on any criticism of
the Pope, it created “an immediate sensation”
which eventually prompted Whitney fo send it
to Florence for safekeeping under the Figure 4: Roma, plaster cast in the artist’s studio
protection of the U.S. consul (Reitzes 1994, 52).

The episode, together with Proctor’s statement that smaller copies of the statue were
possibly made to sell in Rome (Dabakis 2015, 243) suggests that it must have been viewed
by the Roman public, as it does not seem likely that the Anglo-American community would
be offended by this satire on Antonelli. In later versions Whitney deleted the cardinal’s
face, replacing it with a papal tiara, which she also justified in terms of making a more
universal and abstract, rather than specific, criticism of the evils that had reduced the city
to its present “mendicant” status (Reitzes 1994, 30).

Whitney's representation of the city as an old, rather than young, woman, is of course
symbolic of the contfrast of its glorious past, fraditionally associated to strength and youth,
with its decadent present. It also evokes the overwhelming sense of Rome’s antiquity
presentin the writings of many contemporary visitors; the opening chapter of Hawthorne's
The Marble Faun is a case in point. Her work reflects the inspiration which she drew
precisely from the “weight and density,” the “massiveness” of the Roman past (Hawthorne
2016, 6). The Greek and Roman statues of the Old Market Woman and the Drunken Woman,
and, from a nearer past, Michaelangelo’s Cuman Sybil, are mentioned as sources (Scoft
2008, 22; Reitzes 1994, 50).

Yet with her greater awareness of the present-day realities of the city, Whitney’s naturalist
representation also shows her concern with the ubiquituous presence of beggars, a fact
commented on and complained about in almost all contemporary travel accounts (Brilli
2010). While to some artists they were merely a picturesque object of local color, Whitney's
letters often show compassion and human interest, particularly in the case of elderly

1 Alba and Mercader Amigd point out Whitney’s emphasis on the statue’s contemporary nature in the original inscription on
the base of the clay model, “18 ROMA 69,” alluding to the date of completion (2017, 68).
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women, and she understands their plight as a
symptom of the spiritual decline of the city
(Reitzes 1994, 48). Her sympathy extends even
to those who are beyond the pale of the
“deserving poor,” and she demands in a lefter:
“What if some of them make a trade of their
infirmities + prize a crippled limb as a soldier’s
widow might a pension! There are enough who
have worked their day out + now only ask not to
die by starvation” (Musacchio 2014, 16).
Beyond the denunciation of the decadence of
Rome, Whitney’'s sensibility would seem to
anticipate that of Canadian sculptor Timothy
Schmalz’s representations of Jesus as a
modern homeless person or refugee, installed
in the city in 2016.

4. MONUMENT TO JUDITH FALCONNET

Only one statue by these female sculptors
remains in the city where they worked, lived
and loved: Harriet Hosmer’s Monument to
JL_jd”h .Fo/connef, a _young foreign woman who Figure 5: Timothy Schmaltz, Matthew 25, 35.
died in Rome (Figure 6). The tomb was Piazza S. Lorenzo in Lucina.
commisioned by the fthe sixteen-year-old’s

mother, who exceptionally managed to obtain permission for her daughter to be buried in
the church of Sant’ Andrea delle Fratte (Bourguinat 2016, 23). It was equally exceptional
for a foreign sculpfor, and a young and female one at that, to be allowed to place a
monument in a Roman church (Groseclose 1980, 78-79), and Hosmer was fully conscious
of her luck when she wrote to her patron Weyman Crow in 1857: “It is fo be a sleeping statue
of one young girl, who (so much the better for me) was most lovely. .. The place is good and
the light magnificent. .. | shall be very happy to have a work of mine in Rome, and such a
belle combinatione [sic] cannot occur again” (Carr 1913, 115).

In her close analysis of the work, Barbara Groseclose fraces its complex lineage of
influences, which she explains as “the natural consequence of an American in Rome
tutored by an Englishman” (1980, 81), Hosmer’s British “master” John Gibson -including a
tradition of British funereal sculpture in which the subject, especially if very young, is
presented as peacefully sleeping. Beyond this lineage, however, Groseclose refers in
passing to another sculpture in Sant’ Andreaq, the 1845 Cenotaph of Michela Fauvet by the
[talian sculptor Giovanni Benzoni, also representing a young woman in classically
simplified robes, resting calmly on a bed, her arms extended along her body, hands
gathered in her lap. This opens the question of how far Hosmer could have been
influenced by contemporary Italian sculptors at a moment when this art form was
experiencing a considerable revival in the counfry, an issue that will be developed in
future research.

Presenting the monument in its setting in the very Baroque context of Sant’ Andrea delle
Fratte, where, as Groseclose points out, it competes with over thirty-five other monuments
to the dead, can serve as a visual image of the patterns of integration, influence and
isolation that marked Hosmer and Whitney’s relation with Rome.
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Hosmer’s sculpture, so white and classically
simple against the variegated marble
background, stands as a symbol of the
precarious integration in Rome, as well as the
isolation within the city, not only of Hosmer’s
subject, but of the “sisterhood of sculptors” itself,
to quote Dabakis.

The three works analyzed are evidence of their
involvement with Roman social and historical
issues, such as the corruption of justice, the
oppression of Catholicism, or the poverty and
decadence of the city, as well as of their
transformation and use of the models offered by
the wealth of masterpieces available to them in
the Eternal City. Yet for all that Rome had given
them in terms of freedom, possibility, inspiration
and knowledge, and for all their own artistic
involvement with Roman issues, by the 1870s both
Whitney and Hosmer will have left the city. Anne
Whitney sought artistic innovation in Germany,
Figure 6: Figure &: Monument fo Judith feeling that by then in Rome “one studio, with one
Falconnet, Sant’ Andrea delle Fratte or two exceptions, is very much like the other”
(quoted in Scott 2008, 22). Harriet Hosmer settled
for some years in England before she returned to Watertown, with a certain nostalgia for
the Rome previous to Italian independence (Bourguinat 2016, 29). Only Edmonia Lewis,
who found Italy much less racist than her own native country, remained there, as far as is
known, until her death.
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