Bristol and Bath in Frances Burney's Evelina

Anne Rouhette -Centre de Recherches sur les Littératures et la Sociopoétique (CELIS) Over a third of Frances Burney's first novel Evelina (1778, three volumes) takes place at Bristol Hotwells1 , a spa which was less fashionable than Bath but nevertheless well-known in the eighteenth century. Evelina experiences a severe psychological shock which causes 'depression of [...] spirits', 'heaviness of heart', a profound 'melancholy' perceptible in her 'altered' looks and her 'pale and ill' appearance (Burney 2008, 256 and 259). Her concerned guardian, Mr Villars, convinces her to 'try the effects of the Bristol waters' (Burney 2008, 269), effects so powerful that she recovers her estranged father as well as her health when in Bristol, where she also acquires a husband, a brother, and a sister. The fairy-tale outcome achieved in the Bristol section of Evelina represents something of an exception in the literary context of its time. For instance, the image conveyed of these spa towns in the other wellknown novel of the 1770s, Smollett's The Expedition of Humphry Clinker (1771), is far from being altogether positive, especially when they are seen through the eyes of Matthew Bramble, who criticizes their society as well as their therapeutic value. This satirical dimension is echoed in other works of the second half of the eighteenth century such as The New Bath Guide, a verse satire by Christopher Anstey (1766)2 , or Sheridan's The Rivals (1775), 'one of many social comedies not only set in, but about, the way society is shaped by and to Bath' (Stern 2004, 21).

In this respect and in others, Evelina enters into a dialogue with these works, either directly, as The New Bath Guide is mentioned by the heroine within the narrative, or indirectly3 , which leads me to consider the role played by spas in Evelina in the light of Emily

Allen's view of the novel's place in the generic struggles of the late eighteenth century. Allen convincingly analyses Burney's work as the site of a tension between the novel and other forms, mostly drama, a tension which echoes the difficult striving after female identity which constitutes the thematic core of the novel, especially in spatial terms:

In Evelina we have a narrative that thematizes the triumph of the novel as a struggle between a newly emergent genre and the residual forms it must displace and, on some level, embrace. So, too, we have in the novel's construction of the private domain of female subjectivity a thematics of struggle, struggle between the public and the private spheres whose supposed separation would later come to undergird middle-class domestic ideology. (Allen 1998, 435) This comes to a head in the Bristol section, where, after spending two volumes in the social limbo to which her mysterious origins condemned her, Evelina gains two identities in quick succession, first as daughter, then as wife. As I will examine in the first part of this chapter, the paradoxical blend of fixity and change that defines the heroine's status is perfectly paralleled by her relationship to Bristol. I will then turn to the properly novelistic dimension of this spa in Evelina, before focusing on the questions of genre and gender raised by the depictions of Bristol and of Bath.

-Bristol Hotwells, between Permanence and Transience

Spas in the eighteenth century were of course mostly seasonal places, where the sick or the fashionable would set up residence for a few weeks or a few months. As Phyllis Hembry notes, '[b]y the 1750s the Clifton Hotwells [at Bristol] was a crowded, fashionable resort attracting people of rank' by the beauty of its landscape and the various entertainments provided, for instance in the two assembly rooms operating (Hembry 1990, 246) Evelina goes from a fictional estate in Dorset, in the countryside, to another fictional estate in Kent, also in the countryside, then to London and back to Kent in the first volume. The second volume follows a similar pattern from the countryside to London and back to the countryside but with a slight twist at the end as Evelina leaves again, this time for Bristol, a move related in a letter dated from August 28 (Burney 2008, 269). There is probably a deeper, more literary reason for Burney's choice of Bristol over Bath as a spa to send her heroine to, as I will argue further down, but it must have been at least partly motivated by this date; the season for taking the waters at Bristol ran from May to September while what the foppish Mr Lovel calls the 'right season' for Bath (Burney 2008, 395) was the spring, as Vivien Jones explains in her notes (Burney 2008, 454). Indeed, 'Bath and [Bristol] were complementary rather than competing spas' (Hembry 1990, 246).

And then, strikingly, after so much travelling back and forth, Evelina remains more or less static in the third volume, only moving once her health has improved from the vicinity of the Hotwells to Clifton, the fashionable area of Bristol where Matthew Bramble also resides, and going on a one-day outing to Bath. Her last letter, which closes the novel, announces her return to Berry Hill and Dorset but it is still written from Clifton (Burney 2008, 406), leaving Burney's heroine in transit, poised in-between two permanent homes and two statuses, that of a poor, orphaned girl at the beginning and that of a rich and married heiress at the end. The place of transit that is Bristol becomes paradoxically the location where she spends the longest uninterrupted time narratively speaking, over a volume, and which, narratively again, she never leaves, unlike Matthew Bramble and his family in Humphry Clinker. By having Evelina remain in a place supposed to afford only temporary residence, Burney questions the very idea of permanence, which arguably reinforces one of the aspects of her novel as her heroine resists meeting with her father for as long as she can, while presumably this encounter would at last endow her with the name and identity she has supposedly been in quest of since the beginning. Likewise, in spite of her professed love for Orville, Evelina tries her utmost to delay their wedding and the moment when she will receive a fixed position, to remain 'in transit' and not be settled, which explains why, in a highly significant pun, she does not want to hear about any marriage 'settlements' (Burney 2008, 379)this Bristol echoes in a way that London or the fictional countryside estates could not, precisely because of its transitory nature. In the economy of the novel, being 'settled' means that Evelina will lose her voice as she stops writing: as the site of a tension between permanence and transience, the setting of this last volume thus mirrors the heroine's conflicting desires while leaving ever so slightly open the very possibility of her writing.

-Bristol, a Literary Place

And yet this permanent transitory home receives very little descriptive attention, if any, in a section which has been considered as 'the most complicated, the best-written part of the book' (Montague and Martz 1949, 174). Evelina goes to the pump-room across the Avon, finds shelter from the rain in a milliner's shop, goes to several balls in the assembly room, but none of those places is depicted. She does not mention 'the dirt, the stench, the chilling blasts, and perpetual rains, that render this place [...] intolerable' to Matthew Bramble when he visits it in April for instance (Smollett 2009, 24), and she is far more allusive than Bramble's niece Lydia Melford, who waxes lyrical when she refers to the Hotwells as 'a charming romantic place' with mountains covered with flocks of sheep, and tender bleating wanton lambkins playing, frisking and skipping from side to side; the groves resound with the notes of blackbird, thrush, and linnet; and all night long sweet Philomel pours forth her ravishingly delightful song. Then, for variety, we go down to the nymph of Bristol spring, where the company is assembled before dinner; so good-natured, so free, so easy; and there we drink the water so clear, so pure, so mild, so charmingly maukish. There the sun is so chearful and reviving; the weather so soft; the walk so agreeable; the prospect so amusing; and the ships and boats going up and down the river, close under the windows of the Pump-room, afford such an enchanting variety of moving pictures, as require a much abler pen than mine to describe. (Smollett 2009, 27) Evelina merely remarks: 'We are situated upon a most delightful spot; the prospect is beautiful, the air pure, and the weather very favourable to invalids. I am already better' (Burney 2008, 269), without specifying what 'spot' or what 'prospect' she is referring to or what she finds 'delightful' and 'beautiful' about them. She never alludes to 'the scenic beauty' of the gorge of the Avon which forms the place's 'main attraction', according to Phyllis Hembry (Hembry 1990, 245). This absence of details contrasts with the rest of the novel when it comes to referential places like those she visits in London, Pall Mall, the Ranelagh, Vauxhall Gardens etc., to which Evelina usually devotes a few descriptive lines.

For instance, 'St. James's Park [...] by no means answered [her] expectations: it is a long straight walk, of dirty gravel, very uneasy to the feet; and at each end, instead of an open prospect, nothing is to be seen but houses built of bricks' (Burney 2008, 28). Burney herself advertised the documentary aspect of her novel when she contacted a potential publisher. Her first volume, she writes, includes 'a round of the most fashionable Spring Diversions of London', while the second volume, she adds a month later, sees the heroine 'partake[...] of a round of Summer Diversions' (Burney 2008, xiii) in much less elegant circles. Describing the various places of entertainment or the London sites she visits, Evelina sends to her guardian sketches which Vivien Jones likens to 'notes from a guidebook for the discriminating tourist' (Jones 2008, xvii), offering a subjective and lively counterpart to the impersonal tourist guides which were contemporary with Burney's novel (e.g. A Brief Description of the Cities of London and Westminster, 1778). This might have led us to expect that in the last volume of the novel, Bristol Hotwells, another referential place, should be dealt with in the same manner as London in the previous ones. Such is not the case, as we saw, and in this respect, the treatment which Bristol receives is much closer to that bestowed upon the fictional places of the novel, Howard Grove and Berry Hill, which are never described.

The fictionality of Bristol is brought out in an important passage which contains a direct reference to Christopher Anstey's The New Bath Guide5 . Towards the beginning of the volume, after Evelina has moved to Clifton, to a house where, by a lucky coincidence, the young man she loves also happens to be staying, she relates the following episode:

[Lord Orville] took up the New Bath Guide, and read it with me till supper-time. In our way down stairs, Lady Louisa said, "I thought, Brother, you were engaged this evening?" "Yes, Sister," answered he, "and I have been engaged." And he bowed to me with an air of gallantry that rather confused me. (Burney 2008, 295) This short vignette pictures two characters in a largely satirical epistolary novel, temporarily residing in a spa, engaged in reading a satirical epistolary poem whose characters are temporarily residing in another spa which Orville and Evelina will visit near the end of the novel, once they are properly engaged. This reading of The New Bath Guide is not only proleptic; it also serves a narrative function, revealing the growing intimacy between the two protagonists whose relationship, so far, has been fraught with misunderstanding, as they learn to know each other through the mediation of a work of fiction that resembles, at least in some aspects, the one they are in. It also signals the literariness of a novel whose characters are repeatedly compared to other fictional characters, either specific (Don Quixote for instance for Lord Orville, Burney 2008, 369) or generic as Evelina and Orville are thus suspected of 'planning some pastoral dialogue' (Burney 2008, 368), reminding the reader of the pastoral dimension of the names given to the two fictional country estates, Berry Hill and Howard Grove, and again taking Bristol out of 'reality' and into fiction. It is perhaps worth noting that

The New Bath Guide concludes with a satirical plan for a novel '[f]it for modest young Ladies' (Anstey 2010, 173) which Burney seems to have taken literally:

Why if thou must write, thou hadst better compose Some Novels, or elegant Letters in Prose. Take a Subject that's grave, with a Moral that's good, Throw in all the Temptations that Virtue withstood In Epistles like PAMELA's chaste and devout [...] O! pray let your Hero be handsome and young, Taste, Wit, and fine Sentiment, flow from his Tongue, His delicate Feelings be sure to improve With Passion, with tender soft Rapture and Love. (Anstey 2010, 173) Advocating the writing of a sentimental epistolary novel with a moral intent, a chaste heroine and a dashing hero, this passage sounds like a blueprint for Evelinaand, to be fair, for countless other novels of the late eighteenth century 6 . This literariness brought out in the last volume partly explains, in my view, the vagueness of the setting: Burney would thus be emphasising the fictionality of what she is writing, moving decidedly away from the 'guidebook' aspect by discarding any pretence at referentiality.

-Bath, genre and gender in Evelina

Indeed, Evelina's relation of her visit to Bath, 'that celebrated city' (Burney 2008, 390), is far more reminiscent, at least to some extent, of the tone and contents of some of her letters sent from London, to which she compares the famous spa:

The charming city of Bath answered all my expectations. The Crescent, the prospect from it, and the elegant symmetry of the Circus, delighted me. The Parades, I own, rather disappointed me; one of them is scarce preferable to some of the best paved streets in London; and the other, though it affords a beautiful prospect, a charming view of Prior Park and of the Avon, yet wanted something in itself of more striking elegance than a mere broad pavement, to satisfy the ideas I had formed of it. (Burney 2008, 392) This time, the reader knows what prospects Evelina alludes to and what it is exactly that she finds delightfulor ridiculous, and in this matter Burney's use of satire belongs to a particular literary tradition. Unlike the social satire which pervades the London volumes and 6 To give a few examples from the 1760s and 1770s which follow this pattern more or less closely: The Faithful Fugitives; Or, Adventures of Miss Teresa -. In a Series of Letters to a Friend (anon., 1766); The History of Miss Pittborough. In a Series of Letters (By a Lady, 1767); The Mistakes of the Heart: Or, Memoirs of Lady Carolina Pelham and Lady Victoria Nevil. In a Series of Letters. (Pierre-Henri Treyssac de Vergy, 1770); The Delicate Distress: A Novel. In Letters. ('Frances', 1775); The Maiden Aunt (By a Lady, 1776), etc. targets general moral flaws and human behaviour such as greed (the Branghtons) and hypocrisy (Sir Clement Willoughby), in Bath, the satirical passage which follows up on these referential remarks remains topically relevant, much more so than in the rest of the third volume, which does however concern itself briefly with 'fashionable diseases' (Cossic-Péricarpin 2017) when Lady Louisa parades her 'weak nerves' at Clifton (Burney 2008, 361). This passage deals with vanity and excesses in matters of fashion, with a dialogue between the would-be fashion-setter Mr Lovel and the affected Lady Louisaspas and Bath in particular were famous for the luxury clothes sold and worn there by the fashionable élite7 .

Lovel and his eulogy of the bon ton are then made fun of by the blunt Captain Mirvan, who threatens to throw Lovel into the vat below the pump-room. In this respect, the Bath passage is reminiscent of the satire found in Humphry Clinker or in The New Bath Guide, except for one important detail: Evelina's satire is not directed against fashionable medicine or medical practice. As Annick Cossic-Péricarpin explains,

In The New Bath Guide, as in Humphry Clinker, the butt of satire is not just the nature of the treatment but also the therapeutic infrastructure, the new spa attributes. The two books expose an architecture of disease, the inadequacy of the Pump Room and of the bathing establishment. Smollett, through satire, makes the same contention already to be found in his Essay on the External Use of Water, namely that Bath creates disease and does not cure it (Cossic-Péricarpin 2017, 542).

Not so in Evelina, if only because the heroine does recover her health in Bristol, more on account on the weather apparently than because of the waters, whose effects or 'charmingly maukish' flavour she never mentions, unlike Lydia Melfordanother instance of the vagueness that characterizes her stay at the Hotwells. The one medical character in the novel, an apothecary, is not depicted as a greedy charlatan, and in fact fulfils no medical function at all; he proves himself to be a valuable source of information by his knowledge of who's who and where at the Hotwells, playing a part similar to Nurse Rooke's in Austen's Persuasion.

This visit to Bath also allows the heroine to display her refined sensibility, as she does repeatedly throughout the novel: 'At the pump-room, I was amazed at the public exhibition of the ladies in the bath; it is true, their heads are covered with bonnets; but the very idea of being seen, in such a situation, by whoever pleases to look, is indelicate' (Burney 2008, 393).

However, the phrase 'public exhibition' also harks back to the theatrical dimension of the London volumes, in contrast with the passages set in Bristol. As Emily Allen notes, 'geographically, the London world of public theatrical pleasures that dominates the first two books of the novel is replaced by Bristol's privatized realm of drawing-room intrigue' (Allen 1998, 438), which aligns the novel with novelistic conventions rather than with the theatrical paradigms on which the London and Bath episodes rely. What Evelina objects to, more precisely, is the confusion that occurs at the pump-room as what should remain private in her view is here made public; on the contrary, she expressed great pleasure at the London theatres, because they are places meant for public entertainment. Evelina's reluctance to witness such spectacles at Bath testifies to a valorisation of the private life, to a move inwards which her activities corroborate: while her visits to the theatre or the opera were given pride of place in London, in Bristol she is associated with reading: 'the young Lady reads', explains Mrs Selwyn to an importunate suitor who wants to know what Evelina does with herself in Bristol, (Burney 2008, 275), and of course she pictures herself reading The New Bath Guide in the passage discussed above. Here lies probably the greatest difference between the roles played by Bath and Bristol in Evelina, a distinction which is both generic and gendered: if the Bath passage possesses a theatrical dimension reminiscent of the earlier part of the novel, it also offers a satirical viewpoint evocative of some of its predecessors, be they verse satires like The New Bath Guide or men's novels like Humphry Clinkeror men's plays, like Sheridan's The Rivals. The Bristol section, on the other hand, if it does not entirely repudiate other literary forms or its great novelistic precursor, situates the novel in the inward space with which it is associated, a space which is properly gendered feminine8 , paving the way for Austen's works.

Conclusion: From Fiction to Life

Unlike her experience of London, which was first-hand as she lived there and knew well the places of entertainment Evelina visits, Burney's knowledge of Bristol and Bath was imaginary and largely based on her readings, as her first visit to Bath came after Evelina was published, from March to June 1780 (Burney 2001, x). But it also came from family lore, as Bristol and Bath were places 'privately associated by the author to the mother', as Margaret Anne Doody notes (Doody 1988, 46). Burney's mother, Esther Sleepe Burney9 , died in late September 1762 of a sudden illness, possibly tuberculosis or cancer, which the waters of Bath and Bristol Hotwells could not cure. Evelina's stay in Bristol, also in September, partly reverses Burney's loss since her heroine finds both health and family there. It is during this stay, almost at the heart of this volume (Letter XIII out of 23), that Evelina, who is 'the lovely resemblance of her lovely [and deceased] mother' (Burney 2008, 133), receives the posthumous letter of Caroline Evelyn, the mother whose name is inscribed in hers; she then brings her back to life, as it were, in the eyes of her father who exclaims: 'does Caroline Evelyn still live!' (Burney 2008, 372). The ghost-like presence of Evelina's mother discreetly haunts this last volume, as the loss of Burney's own mother haunted her daughter for a long time, as many critics have observed. Maybe, in its turn, Burney's ghost may be said to haunt Bath, where she died in 1840 and where she is buried beside her husband and her son.

Table 1 -

 1 The Structure of Evelina

	4 . In Evelina,

The spa is referred to as'Bristol Hotwells' or 'Bristol Hotwell' in Evelina. It is also known as The Hot Wells or The Hot-Wells.

For a detailed analysis of the depiction of spas in Humphry Clinker and in The New Bath Guide, see Cossic-Péricarpin 2017.

3 For Burney's debt to Smollett and more particularly to Humphry Clinker, see[START_REF] Anderson | Footnotes More Pedestrian than Sublime: A Historical Background for the Foot-Races in Evelina and Humphry Clinker[END_REF][START_REF] Paulson | Evelina: Cinderella and Society[END_REF], which focuses on the two authors' use of satire.

For details regarding the rise and decline of the Bristol Howells as a thermal resort, seeHembry 1990, 245-50. 

For an analysis of Anstey's satirical description of Bath in The New Bath Guide, see Cossic-Péricarpin 2017 and Shaun Regan's chapter in this volume.

Jenny W-D-R thus devotes an ode to 'The Birth of Fashion' in The New Bath Guide (Letter III), exclaiming: Dress be our care in this gay Scene/ Of Pleasure's blest abode,/ Enchanting Dress!'(Anstey 2010, 95). Shaun Regan addresses this topic at greater length in his own chapter.

The link between novel-writing and the privatisation of female subjectivity lies outside the scope of this paper; see[START_REF] Armstrong | Desire and Domestic Fiction. A Political History of the Novel[END_REF] 

On Burney's mother, see[START_REF] Erickson | Esther Sleepe, Fan-Maker, and her Family[END_REF]