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CHAPTER I
DIALOGUE Aim POINT OP VIEW

Jane Austen’s last novel reveals a new dimension 
of her narrative art; Persuasion contains qualities 
that resemble those of twentieth century stream-of- 
consciousness novels. The narrative technique of 
Persuasion as forerunner of the modern novel differs 
from Hiss Austen’s other novels primarily in two 
aspects— in its notable absence of dialogue and in its 
point of view.

Persuasion contains very little dialogue. Whereas 
in the other novels dialogue constitutes the major 
‘portion of each story, in Persuasion dialogue gives way 
to direct narrative. Although it might be expected to 
give the opposite, the effect of the absence of dialogue 
is that of the absence of the reporter— -the author is 
further removed from her characters. Jane Austen does 
not relate her heroine’s thoughts; the heroine, Tome 
Elliot, speaks. Of course, the author’s voice is 
continually present to describe scenery, characters, and 
time lapses, but her voice does not dominate.1 Compare

1W.A. Craik, Jane Austen: The Six Hovels (London:
Methuen & Co. Ltd., 1965), pp. 171-72. The effect is only partially recognised by Hr. Craik.
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two passages— the first from Persuasion, a crucial
scene in which Captain Wentworth*s sentiments are
becoming apparent. He assists Anne into a carriage.

Yes; he had done it. She was in the carriage, and 
fell that he had placed her there, that his will 
and his hands had done it, that she owed it to his 
perception of her fatigue and his resolution to 
give her rest. She was very much affected by the 
view of his disposition towards her, which all 
these things made apparent. This little circum
stance seemed the completion of all that had gone 
before. She understood him. He could not forgive 
her, but he could not be unfeeling. Though con
demning her for the past, and considering it with 
high and unjust resentment, though perfectly care
less of her, and though becoming attached to 
another, stiJJ. he could not see her suffer without 
the desire of giving her relief. It was a remainder 
of former sentiment; it was an impulse of pure, 
though unacknowledged friendship; it was a proof 
of his own warm and amiable heart, which she could 
not contemplate without emotions so compounded of 
pleasure and pain, that she knew not which prevailed. (P, 91)

The second passage is from Sense and Sensibility con
cerning Elinor Dashwood (of all Miss Austen*s heroines 
the one Anne Elliot most resembles). Elinor has just 
learned that Edward Eerrars is free to marry her.

But Elinor— -How are her feelings to be described?—  
Prom the moment of learning that Lucy was married 
to another, that Edward was free, to the moment of 
his justifying the hopes which had so instantly 2 * * 5

2All page references to Jane Austen's novels
throughout chis study will cite the following definitive 
edition; The. Hovels of Jane Austen, ed. II.W. Chapman,
5 vols., 3rd ed. (Oxford: The Clarendon Press, 1933).
All citations will be made in parentheses, stating the 
first letters of the words of the title followed by the page numbers.
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followed,  ̂she was every thing by turns but tranquil. 
But when the second moment had passed, when she 
found every doubt, every solicitude removed, com
pared her situation with what so lately it had been—  
saw him honourably released from his former engage
ment, saw him instantly profiting by the release/ 
to address herself and declare an affection as 
tender, as constant as she had ever supposed it to 
be,--she was oppressed, she was overcome by her 
own felicity;--and happily disposed as is the 
human mind to be easily familiarized with any change 
for the better, it required several hours to give 
sedateness to her spirits, or any degree of 
tranquillity to her heart. (SS, 363)
The passages convey similar emotions— the joy and 

excitement which comes with the receipt of another's 
acknowledgement of his regard. Here the similarity ends. 
In the passage from Persuasion the emotion is presented 
by a logicaJ. progression of thought. Although the 
method is conventional third person description, the 
reader is aware that Anne's thoughts are being presented 
as they occur; not in the manner that they occur but as 
they do. Howhere throughout the passage does the author 
interfere with comments or interpretation. The effect 
of the passage from Sense and Sensibility is not one of 
thought progression although one is aware of the kind 
of thoughts with which Elinor might be occupied. The 
difference in tone is accounted for by author inter
ference in the first line parenthesis and in the 
observation on the human mind made in sentence three.
One is not allowed to forget that an observer is 
reporting Elinor's reactions.
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In reading the passage from Persuasion one can 
forget that anyone hut Anne is present. That one can 
forget is notable, and the effect is caused at least 
partially by the little reliance on dialogue to tell 
the story. In third person omniscient narration, the 
continuad, “he said," or "she cried," or "he stated," 
or "he remarked," are obtrusive reminders of the author 
as reporter. In Sense and Sensibility dialogue reigns; 
thus to present thought as it is presented in Persuasion 
would occasion a loss of continuity in tone. Thought, 
then, in Sense and Sensibility is also reported, as in:
" *Al11 this, * thought Elinor, ’is very pretty; but it 
can impose upon neither of us.’" (SS, 148) Conversely, 
the lack of dialogue in Persuasion with its accompanying 
lack of interpolations allows the author to disappear 
from view and her heroine to tell her own story, a 
story which only she and the reader know, since con
versation does not reveal its essentials to the other 
characters in the novel.

Anne Elliot is the point of view of Persuasion.
This fact immediately separates the novel from 
ITortbanner Abbey and Mansfield Park because their 
point of view is the omniscient author * s, and from
Sense and Sensibility because the omniscient author’s
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voice is heard as often as Elinor Dashwood's. It does 
not, however, immediately distinguish Persuasion from 
Pride and Prejudice or Emma. Respectively, the pre
vailing viewpoints in these novels are those of Elizabeth 
Rennet and Emma Woodhouse. The distinguishing character
istic of Persuasion is the lack of irony directed toward 
its heroine.

Both Elizabeth Bernet and Emma Woodhouse are victims 
of self-deception. Each is a character who experiences 
development; each eventually recognizes her fault and 
corrects it. The fault in each is concerned with the 
understanding of her associates.

Elizabeth is an affirmed "studier of character."
She speaks with Mr. Bingley,

‘You begin to comprehend me, do you?* cried he, 
turning towards her.

'Uhl yes— I understand you perfectly.‘
‘I wish I might take this for a compliment; but 

to be so easily seen through I am afraid is pitiful.'
'That is as it happens. It does not necessarily 

follow that a deep, intricate character is more or 
less estimable than such a one as yours.'

'Dizzy,' cried her mother, 'remember where you 
are, and do not run on in the wild manner that 
you are suffered to do at home.'

'I did not know before,' continued Bingley 
immediately, 'that you were a studier of character.
It must be an amusing study.'

'Yes; but intricate characters are the most • 
amusing. They have at least that advantage.1 (PP, 42)

Intricate characters are the most amusing because they
are puzzling. Elizabeth speaks with hr. Darcy,
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’I remember hearing you once say, Mr, Darcy, 
that you hardly ever forgave, that your resentment 
once created was unappea.saole. 'lou are very 
cautious, 1 suppose, as to its being created.*

'1 am,' said he, with a firm voice.
•And never allow yourself to be blinded by 

prejudice?1
11 hope not.1
*It is particularly incumbent on those who never 

change their opinion to be secure of judging 
properly at first.’

•May I ask to what these questions tend?'
•merely to the illustration of your character,' 

said she, endeavouring to shake off her gravity.
'I am trying to make it out.*

•And what is your success?’
She shook her head. ’1 do not get on at all.

I hear such different accounts of you as puzzle me 
exceedingly.‘

*1 can readily believe,’ answered he gravely, 
•that report may vary greatly with respect to me; 
and I could wish hiss rennet, that you were not to 
sketch my character at the present moment, as there 
is reason to fear that the performance would reflect 
no credit on either.’ (PP, 93-94)
Darcy has pinpointed Elizabeth’s fault— she is 

quick to judge. Superficial characters she spots and 
understands immediately (as she does Eingley), but 
complex character, though as quickly recognised, is 
not as readily understood. Elisabeth thinks she under
stands intricate character, but she does not. Irony is 
directed toward Elisabeth so that her point of view 
will be rejected by the reader. The development of 
Elizabeth’s character depends upon her recognition
and correction of her failing.
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Elizabeth would have done well to heed Darcy’s 
words in the above quotation. Had she done soy she 
would have spared herself much pain. The first instance 
of Elizabeth’s misunderstanding of character occurs in 
that of Charlotte Lucas, a close friend. Charlotte 
advances her views on marriage.

’Happiness in marriage is entirely a matter of 
chance. If the dispositions of the parties are 
ever so well known to each other, or ever so 
similar before-hand, it does not advance their 
felicity in the least. They always continue to 
grow sufficiently unlike afterwards to have their 
share of vexation; and it is better to m o w  as 
little as possible of the defects of the person 
v/ith whom you. are to pass your life. ’ (fE, 23)

Elizabeth does not believe her.
*iou make me laugh, Charlotte; but it is not 

sound. You know it is not sound, and that you 
would never act in this way yourself.1 (EE, 23)

But Charlotte does act in this way herself; she agrees
to marry the insufferable Mr. Collins. Elizabeth is
astonished. “Engaged to Mr. CollinsL My dear
Charlotte,— impossible 1” (EE, 124)

Elizabeth’s misjudgment of Charlotte should serve
as a warning to her, but it does not; she continues to
rely on her first impressions. And in relation to Mr.
Wickham and Mr. Darcy those impressions are false. She
likes and admires the villainous Wickham, detests Mr.
Darcy.
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Briefly, Elizabeth becomes prejudiced against 
Darcy because he unintentionally hurts her pride; thus 
when Wickham relates ta3.es of Darcy's villainy, Elizabeth 
readily believes him. Her pride and consequent prejudice 
enable her to overlook the qualities in Darcy which 
proclaim him incapable of depriving a man of his living 
without just cause. She also overlooks the qualities 
in Wickham which proclaim him not the gentleman he 
appears— the defamation of Darcy's name is evidence 
enough. The reader cannot overlook those qualities. 
Elisabeth reports the words and actions of both men 
and interprets them as she will; but the reader, not 
blinded by pride and prejudice, is free to interpret 
differently, accurately. The irony, of course, is in 
Elizabeth's belief in her distortion of the fact.

Lir. Darcy sorts the facts for her. After reading 
Darcy's letter which explains his connection with 
Wickham, Elizabeth

grew absolutely ashamed of herself.— Of neither 
Darcy nor Wickham could she think, without feeling 
that she had been blind, partial, prejudiced, absurd.

'How despicably have I acted 1' she cried. —  *1 
who have prided myself on my discernmenti— I, who 
have valued myself on my abilities! Who have often 
disdained the generous candour of my sister, and 
gratified my vanity, in useless or blameable 
distrust.— How humiliating is this discovery!—
Yet, how just a humiliation!— Had 1 been in love,
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-L could not have been more wretchedly blind. But 
vanity, not love, has been my folly .— Pleased with 
the preference of one, and offended by the neglect 
of the other, on the very beginning of our acquain
tance, 1 have courted preposession and ignorance, 
and driven reason away, where either were concerned, 
fill this moment, jl never knew myself.1 (Pi, 208)

Even at this moment of self-recognition irony is dir
ected toward Elizabeth Sennet; she does not: know herself
now; she does not know that she is in love.

Erma Y/oodhouse is another who loves without knowing 
it. Far more interested in interpreting others1 motives
than her own, she does not realise her love for Hr. 
Ihiightley until she finds that someone else loves him.
In her conviction that Harriet Smith loves Frank
Churchill, even the mounting evidence of Harriet's
interest in Hr. Enightley gives her no suspicion of 
the situation being otherwise. Emma’s conviction arises 
from the following conversation.

•Harriet, 1 will not affect to be in doubt of 
your meaning. Your resolution, or rather your 
expectation of never marrying, results from an idea 
that the person whom you might prefer, would be too 
greatly your superior in situation to think of you. Is not it so?1

•uh! Hiss Yloodhouse, believe me 1 have not the 
presumption to suppose— Indeed I am not so mad.—  
But it is a pleasure to me to admire him at a 
distance—  . . . 1

‘I am not at all surprised at you, Harriet.
The service he rendered you was enough to warm 
your heart.1

*Service 1 Chi it was such an inexpressible 
obligation!— the very recollection ot it, and all
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that I felt at the tine— v/hen I saw him coming—  
his noble look— »and my wretchedness before. Such 
a change! In one moment such a change I From 
perfect misery to perfect happiness.* (E, 342-43)
The service Emma refers to is Ur. Churchill’s

rescuing Harriet from the begging gypsies. The service
Harriet means is Mr. Enightley asking her to dance when
she was without a partner.

The misunderstanding is characteristic of Emma; she
believes herself to be right in every situation.
Ironically, she is always wrong. She is wrong in small
matters; her preconceived notions of Robert Martin are
of an ill-mannered lout; he is well-bred. She is
inaccurate in important matters; she believes Mr. Elton
to be in love with Harriet Smith, Mr. Churchill with
herself, Miss Fairfax with Mr. Dixon, In actuality,
Mr. Elton loves Emma; Mr. Churchill loves Mass Fairfax
and vice-versa. The reader is aware of the actual, long
before Forma is.

When Emma does come to self-recognition it is with 
as much shock as Elizabeth Bonnet experienced.

With insufferable vanity had she believed her
self in the secret of everybody’s feelings; with 
unpardonable arrogance proposed to arrange every
body’s destine-. She was proved to have been 
universally mistaken; and she had not quite done 
nothing— for she had done mischief. She had 
brought evil on Harriet, on herself, and she too 
much feared, on Mr. Enightley . . . .  (E, 412-13)
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In Pride and Prejudice and Pima, the heroine's
viewpoint must be partially rejected by the reader; the
ironical treatment of each heroine malíes certain that
it is. In Persuasion, the heroine's viewpoint is the
narrative point of view and need not be rejected; there
is only one instance of irony directed toward Anne Elliot.

Anne is walking v/ith lady Russell in Bath, and
she sees Wentworth on the other side of the street.
She wonders if Lady Russell has seen him; that lady’s
eyes are turned in his direction.

She could thoroughly comprehend the sort of 
fascination he must possess over lady Russell's 
mind, the difficulty it must be for her to with
draw her eyes, the astonishment she must be feeling 
that eight or nine years should have passed over 
him, and in foreign climes and in active service 
too, without^robbing him of one personal gracet 

At last, lady Russell drew back her head.— 'How, 
how would she speak of him?'

'You will wonder,' said she, 'what has been 
fixing my eye so long; but I was looking after 
some window-curtains, which Lady Alicia and It s , 
Frankland were telling me of last night. They 
described the drawing-room window-curtains of one 
of the houses on this side of the way, and this 
part of the street, as being the handsomest and 
best hung of any in Bath, but could not recollect 
the exact number, and I have been trying to find 
out which it could be; but I confess I can see no 
curtains hereabouts that answer their description.* 

Anne sighed and blushed and smiled, in pity and 
disdain, either at her friend or herself.— The 
part which provoked her most, was that in all this 
waste of foresight and caution, she should have 
lost the right moment for seeing whether he saw 
them. (P, 179)
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The lack of irony toward the heroine reveals that 
Anne*s viewpoint need not he qualified. “Jane Austen 
has laid such a responsibility on no other of her 
heroines.“"'*

It is difficult to determine the cause and effect 
of the narrative situation found in Persuasion; hut, 
at any rate, because Anne is not suffering from self- 
delusion she can tell her own story with perfect 
awareness. It becomes apparent that ultimately it 
is Jane Austen’s handling of point of view in Persuasion 
that enables her art to enter a new dimension. 3

3Marvin Eudrick, Jane Austen; Irony as defense 
and Discover?,-- (Princton, Hew Jersey: Princeton 
University Press, 1952), p. 218.
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CHAPTER II

A M D ’S "SENSITIZED COHSCIOUSHESS"

Jane Austen begins Persuasion as conventional3.y 
as the other novels— third person omniscient descrip
tion of the Elliot family, friends, and the situation 
at Kellynch Hall, the Elliot seat in Somersetshire. 
Throughout the first three chapters the point of view 
is the author’s; the reader identifies with no one 
character. The last line of Chapter iii,Vol. I, 
however, projects the reader into Anne's consciousness. 
The success of this abrupt projection depends upon the 
willingness of the reader to accept Anne as the 
consciousness of the novel.

To insure success Miss Austen unobtrusively 
prepares the reader for Anne’s emergence as heroine. 
Sympathy for her is gained almost immediately.

. . . but Anne, with an elegance of mind and 
sweetness of character, which must have placed 
her high with any people of real understanding, 
was nobody with either father or sister; her 
word had no weight, her convenience v/as always 
to give way— she was only Anne. (P, 5)

Only Lady Russell consults Anne on any matter; Anne’s
suggestions for economy, made "on the side of honesty,"
are ignored. Her sister suggests "taking no present



20

down to Anne, as had been the usual yearly custom,” in 
order to save money; Anne * s interest in where the family 
is to live after leaving Eellynch is disregarded.

As sympathy grows so does interest. Questions 
arise: since she had been a very pretty girl but a 
few years before, what caused her bloom to vanish? 
why had she not been in good spirits during her one 
visit to Bath? as a young woman isolated at Eellynch 
Hall, how does she come by thorough knowledge of naval 
affairs?

Thus by stimulating interest and sympathy, Jane 
Austen prepares the reader for the last paragraph of 
Chapter iii. Eellynch Hall has been let to Admiral and 
Mrs. Croft, she a sister of a former curate of Monkford 
named Wentworth.

Mr. Shepherd was completely empowered to act; 
and no sooner had such an end been reached, than 
Anne, who had been a most attentive listener to 
the whole, left the room to seek the comfort of 
cool air for her flushed cheeks; and as she walked 
along a favourite grove, said, with a gentle sigh,
’A few months more, and he, perhaps, may be 
walking here. (P, 24-25)

With Anne ’s sigh, the point of view in the novel changes. 
The reader enters Anne’s consciousness and, but for two 
brief, necessary exceptions in Chapter vii of each 
volume, remains there for the novel’s entirety. The 
significance of Anne’s thinking aloud is that the
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remark is addressed to no character in the novel but to 
the reader of it— an indication that what is important 
to Anne will be known only to Anne and to the reader.
In this respect Anne differs from Jane Austen’s other 
heroines ; the others have confidantes in the form of 
sisters, mothers, or friends. Anne Elliot has no one, 
thus her thoughts and feelings are imparted to the 
reader without being tempered by a middleman.

Having entered Anne’s consciousness, the narration 
of Chapter iv acquires an emotional intensity that other
wise would not be present. Anne’s discomfiture, revealed 
by her own words, is the prevailing mood as the story of 
Anne's end Captain Wentworth's relationship unfolds, 
answering the questions the reader asked formerly.
The effect is the sane as of the first passage quoted 
from Persuasion . of the orderly progression of thoughts 
as they occur, reflecting on what was the past— over 
seven years before. Again the author recedes into the 
background. Because of the mood established by the 
last paragraph in Chapter iii, the reader is aware 
primarily of Anne remembering the past and not of an 
omniscient author relating those past events. Chapter 
iv is the novel’s most important chapter because it 
provides the basis for the significance that time past
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has on time present in Persuasion, a departure from
Jane Austen’s usual narrative technique, which will he
discussed in the next chapter.

The departure from her usual narrative mode is
evidence of Jane Austen’s intention. Critics of her
works are aware of a new element in Persuasion: their
terms for it vary, hut combined they form one definition.
Virginia Woolf considers the element to be Hiss Austen’s
attempt to convey "not only what people say, hut what
they leave unsaid; not only what they are, hut what
life is."4 5 V/.A. Craik finds her "concerned with states
of mind aroused by events, rather than with the events 

5themselves," and "moving towards a more introspective
kind of writing, towards a study of the individual and
of his moral growth within himself, rather than within
his society."6 * To Earvin Ludrick "The new element in
Persuasion is personal feeling (which] pervades the
characters [and! settings and complicates the moral 

7climate."

4Virginia Woolf, The Common Reader (hew York:
Earcourt, Brace & World, Inc., 1925)7 p. 149.

5Craik, p. 196.
6Ibid., p. 200.
^Hudrick, p. 218.
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Henrietta ien Harmsel finds it to be a variation of 
fictional conventions which are "characterised now by 
a subtle restraint which gives to them a new psychological 
power and to the whole novel a depth of feeling— an 
emotional tone— which Jane Austen has never achieved

Q
before.” The emphasis, then, is on the psychological; 
the vehicle is, to use Hiss Ten Harrasel's term, Anne's

Qhighly sensitised consciousness."^
When considering Anne's sensitivity it must be 

realised that Anne is not, like Jane Austen's other 
heroines, on the verge of self-understanding. 2Tor is 
she like Catherine norland, Elisabeth Bennet, or Emma 
Woodhouse a victim of self-deception. Anne's mistake 
was made eight years before the novel opens. Having 
been persuaded by lady Russell (a mother figure) that 
Captain Wentworth is not a good economic risk (he having 
not yet made his fortune), Anne, in the interest of 
prudence, sorrowfully refuses to marry him although 
she loves him. Eight years later she loves him no less 
than before. Giving up her chance of happiness and 
bearing the subsequent sorrow molds Anne into the * 9

OHenrietta Ten Harmsel, Jane Austen: A Study in 
Ziat ionai..-C.Qnvent i ons (London: lout on & Co., 1964), p. 164.

9Ibid.. p. 165.
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gentle, mature, understanding woman that we find her 
to he when the story of Persuasion begins. Anne’s 
love and understanding of her associates is the first 
indication of her sensitivity.

If any person has the right to resent others, Anne 
Elliot has enough provocation in the little consideration 
given her by her father and elder sister, but her 
attitude is one of tolerance and love. When Anne’s 
presence is requested at Uppercross by her younger sister, 
Mary, Elizabeth’s reply is "Then 1 am sure Anne had 
better stay, for nobody will want her in Bath." (P, 33) 
And Anne is "glad to be thought of some use, glad to 
have anything marked out as a duty . . . ." (P, 33)
Though Anne is unwanted at Bath, an acquaintance of 
Elizabeth’s, the simpering Mrs. Clay, is engaged to go 
to Bath "as a most important and valuable assistant to" 
Elizabeth. RAnne herself was £sic] become hardened to 
such affronts, but she felt the imprudence of the 
arrangement . . . ." (P, 34)

Anne’s awareness of the imprudence of the situation 
arises from her knowledge of her father’s character and 
from her ability to discern the designs of Mrs. Clay.
Her concern that Lies. Clay’s continuous flattery may- 
appeal so strongly to Sir Walter’s vanity that he may
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wish to always keep her by his side, persuades Anne to 
warn Elizabeth although "She had little hope of 
success . . . ." (P, 34) She is not successful.
Elizabeth is sure that since Hrs. Clay is not an attrac
tive woman, Sir Walter will never entertain thoughts of 
marriage. Anne’s wisdom that " There is hardly any 
personal defect . . . which an ag-reeable manner might 
not gradually reconcile one ton goes unrecognised.

Anne's younger sister, Mary Musgrove, though she 
takes her for granted, at least appreciates Anne's 
goodness. Mary is something of a hypochondriac; when
ever unwell she claims Anne *s attentions, which are 
unselfishly given. Anne is quite aware that Mary's 
fancied illness arises whenever she feels neglected, 
and she knows how to cure her.

A little further perseverance in patience and 
forced cheerfulness on Anne's side produced nearly 
a cure on Mary's. She could soon'Sit upright on 
the sofa, and began to hope she might be able to 
leave it by dinnertime. Then forgetting to think 
of it, she was at the other end of the room, 
beautifying a nosegay; then she ate her cold meat; 
and then she was well enough to pronose a little 
walk. (P, 39)
Almost a member of the family, Lady Russell is to 

Anne "in place of a parent." To Lady Russell, Anne is 
"a most dear and highly valued goddaughter, favourite, 
and friend.'1 (P, 6) In her concern for /nine's happiness
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she persuades Anne to break her engagement to Wentworth. 
Though her advice is not right, Anne “did not blame 
lady Bussell, she did not blame herself for having been 
guided by her; . . (P, 29) Anne's understanding of
Lady Russell and of herself is further revealed when she 
explains to V/entworth.

*1 have been thinking over the past, and trying 
impartially to judge of the right and wrong, i“ 
mean with regard to myself; and I must believe 
that i was right, much as 1 suffered from it, that 
I was perfectly right in being guided by the friend 
whom you will love better than you do now. To me, 
she was in place of a parent. Do not mistake me, 
however. I am not saying that she did not err in 
her advice. It was perhaps, one of those cases in 
which advice is good or bad only as the event 
decides; and for myself, 1 certainly never should, 
in any circumstance of tolerable similarity, give 
such advice. But I mean, that I was right in sub
mitting to her, and that if I had done otherwise,
I should have suffered more in continuing the 
engagement than i did even in giving it up, because 
I should have suffered in my conscience. I have 
nov/, as far as such a sentiment is allowable in 
human nature, nothing to reproach myself with, 
and if I mistake not, a strong sense of duty is 
no bad part of a woman's portion.' (P, 246)
It is not only those whom she is close to that Anne

understands, but also those of average or brief acquaintance.
Of Charles Misgrove, her brother-in-law and a former
suitor, Anne thinks Rin sense and temper he was
undoubtedly superior to his wife . . .  a more equal match
might have greatly improved him; and . . .  a woman of
real understanding might have given more consequence to
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his character, and more usefulness, rationality, and 
elegance to his habits and pursuits." (P, 43) Of 
Henrietta and Louisa Husgrove Anne observes, "They were 
in love with him [Wentworth] yet there it was not love.
It was a little fever of admiration; but it might, 
probably must, end in love with some." (P, 82) Sven 
Captain Berwick, Wentworth*s mourning friend with whom 
Anne converses about literature, reveals his nature to 
Anne’s observing eye. "She was persuaded that any 
tolerably pleasing young woman who had listened and 
seemed to feel for him would have received the same 
compliment. He had an affectionate heart. He must- 
love somebody." (P, 167)

Anne’s sensitivity is most readily observable in 
her "understanding of her associates, however it is 
revealed also in such observations as:

Anne had not wanted this visit to Uppercross to 
learn that a removal from one set of people to 
another though at a distance of only three miles, 
will often include a total change of conversation, 
opinion and idea. She had never been staying 
there before without being struck by it, or with
out wishing tha.t other Elliots could have her 
advantage in seeing how unknown, or unconsidered 
there, were the affairs which at Kellynch Hall 
were treated as of such general publicity and 
pervading interest; yet, with all this experience, 
she must now submit to feel that another lesson, 
in the art of knowing our own nothingness beyond 
our own circle, was become necessary for her; . . .  (P, 42)
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Or in thoughts such as:
Anne wondered whether it ever occurred to him 

(Wentworth) now, to question the justness ox his 
own previous opinion as to the universal felicity 
and advantage of firmness of character; and whether 
it might not strike him that, like all other 
qualities of the mind, it should have its pro
portions and limits. (P, 116)

It is also evident in her appreciation of nature:
Her pleasure in the walk must arise from the 
exercise and the day, from the view of the last 
smiles of the yeo.r upon the tawny leaves and 
v/ithered hedges, and from repeating to herself 
some few of the thousand poetical descriptions 
extant of autumn, that season of peculiar* and 
inexhaustible influence on the mind of taste and 
tenderness, . . .  (P, 84)
Anne’s sensitivity to human nature is most important 

in the novel's scheme because it is through Anne's 
understanding of Captain Wentworth that the hero of the 
novel is characterised. Henrietta fen Harmsel notes 
that Wentworth's role as hero is so restrained that it 
is impossible for his associates to discern his love for 
Anne. She continues,

This "restraint'1 is further conveyed to the reader 
by the fact that Wentworth1s characterisation is 
almost always indirect— he is spoken of, he is 
overheard, and, most important, he is present 
constantly in the consciousness of the heroine.
But even there, although he is never absent from 
Anne's consciousness, he exists throughout most 
of the novel not as a possible hero but as a lover forever lost. 10

10Ibid., pp. 174-75



29

It is necessary to slightly disagree with M s s  Ten 
Harmsel. It is only when Wentworth is seen dallying 
with the Husgrove sisters or in other social intercourse 
that he appears to be the lover lost; in Tame's 
consciousness the reorder sees him the same as eight 
years previously. Although Anne consciously prepares, 
herself for the unlikely event of no reconciliation 
between herself and Wentworth, she never actually believes 
that there will be none and neither does the reader.

Much is heard of Captain Wentworth before his 
actual appearance. The Musgrove family is thrilled 
with him, and Anne must hear it all. By virtue of an 
unfortunate accident she is spared an unprepared for 
meeting with him v/hen he first calls at the Great House.
On his second visit the consequences of the accident 
provide her with an excuse to again avoid meeting him, 
although it is really not necessary for her to remain 
with the injured child. Wentworth, knowing Anne to be 
in residence at Uppercross cottage, can only assume that 
she does not wish to see him; thus, he employs the same 
tactics by allowing himself to be persuaded to take 
brea.kfast at the Great House- the next day instead of at 
the Cottage as was originally planned, 
of the change in plan,

Anne, hearing
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. . . understood it. He wished to avoid seeing 
her. He had enquired after her, she found, slightly, 
as might suit a former slight acquaintance, seeming 
to acknowledge such as she had acknowledged, 
actuated perhaps, by the same view of escaping 
introduction when they were to meet. (P, 59)

Finding that Anne and Wentworth are acting in the same
manner, it is only natural to assume that the same
feelings motivate those actions— neither is sure of the
other’s regard. This theory is corroborated upon their
first meeting. "Her eye half met Captain Wentworth’s,
a bov/, a curtsey passed; . . . "  (P, 59) Again they
act the sane, and Anne’s reflection on the difference
eight years can make in order to quell her nervousness
could be Wentworth’s as well, as also could her final
thought: "Alasl with all her reasonings she found that
to retentive feelings eight years may be little more than
nothing." (P, 60) That Wentworth is paying no little
attention at this meeting is revealed when he remarks
to Henrietta Husgrove that he found Anne "altered beyond
his knoY/ledge." (P, 61) His concern becomes more
apparent in the first brief departure from Anne’s point
of view. Wentworth’s thoughts are presented: Anne Elliot
has used him ill. He tries to convince his sister that
he is willing to marry any foolish girl who wants him.
But,

He said it, she knew, to be contradicted. His 
bright proud eye spoke the happy conviction that
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he was nice ; and Anne Elliot was not out of his 
thoughts, when he more than seriously described 
the woman he should wish to meet with. *A strong 
mind, with sweetness of manner,' made the first 
and the last of the description. (P, 62)
Anne is fully aware that she is not out of Captain

Wentworth’s thoughts. Her ITkeen sensitivity can interpret
his every tone and action . . . .

Whether former feelings were to be renewed must 
be brought to the proof; former times must "un
doubtedly be brought to the recollection of each; 
they could not but be reverted to; the year of 
their engagement could not but be named by him, 
in the little narratives or descriptions which 
conversation called forth . . . Anne felt the utter 
impossibility, from her knowledge of his mind, 
that he could be unvisited by remembrance any more 
than herself. There must be the same immediate 
association of thought, though she v/as very far 
from conceiving it to be of equal pain. (P, 63)

Her understanding of him is further revealed by her
noticing that

There was a momentary expression in Captain 
Wentworth’s face at this speech, a certain glance 
of his bright eye, and curl of his handsome mouth, 
which convinced Anne, that instead of sharing in 
Mrs. Masgrove’s kind wishes as to her son, he had 
probably been at some pains to get rid of him; but 
it was too transient an indulgence of self
amusement to be detected by any who understood him ^2 
less than herself; . . . (P, 67)

She is able to accurately interpret his glances toward
her. As Hr. Elliot watches her in admiration, 11 12

11 Ibid.. p. 182.
12Also quoted by Craik, on. cit., p. 167.
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Captain Wentworth looked round at her instantly 
in a way which showed his noticing of it. He gave 
her a momentary glance, a glance of brightness, 
which seemed to say, * That man is struck with you, 
and even I, at this moment, see something like 
Anne Elliot again.* (P, 104)

His conversation tells her even more:
His choice of subjects, his expressions, and still 
more his manner and look, had been sxich as she 
could see in only one light. His opinion of Louisa 
Misgrove's inferiority, an opinion which he had 
seemed solicitous to give, his wonder at Captain 
Benwick, his feelings as to a first, strong" 
attachment; sentences begun which he could not 
finish, his half averted eyes and more than half- 
expressive glance, all, all declared that he had 
a heart returning to her at least; that anger, 
resentment, avoidance, were no more; and that they 
were succeeded, not merely by friendship and regard, 
but by the tenderness of the pactL She could not 
contemplate the change as implying less. He must 
love her. (P, 185-86)
Later, Anne becomes fully convinced of Wentworth * s

jealousy of Err. Elliot. At a concert in Bath, he is
about to join her when Hr. Elliot intrudes.

'He must wish her good night; he was going; he 
should get home as fast as he could.1

'Is not this song worth staying for?’ said Anne, 
suddenly struck by an idea which made her yet more 
anxious to be encouraging.

'Hoi' he replied, impressively, 'there is nothing 
worth me staying for'; and he was gone directly.

Jealousy of Hr. Elliott It was the only 
intelligible motive. Captain Wentworth jealous of 
her affection! . . . For a moment the gratification 
was exquisite. (P, 190-91)

The subtle, indirect characterisation of Wentworth is
again evident. From his words alone Wentworth's jealousy
is not conveyed; it is only through Anne's sensitive
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consciousness that the impression is conveyed, "first 
hy the idea that 'suddenly struck' her, and then by 
her overt recognition that this 'idea' refers to his 
jealousy." v Since Anne has so ably demonstrated her 
understanding of Wentworth previous to this occurrence, 
it cannot be doubted that her interpretation of his 
actions is correct at this time.

Anne’s confidence in her "understanding of Wentworth 
is revealed during a conversation with Captain Earville. 
When she is assured that Wentworth is listening, Anne 
grasps the opportunity to let him know her thoughts on 
a subject upon which he feels deeply— the ability of 
men and women to be constant in love. Anne believes 
women to be capable of loving longer when hope is gone. 
And her indication that she believes men to be as 
capable of constancy as women as long as they "have an 
object," gives Wentworth hope, and hope arouses him to 
action. He quickly writes a letter which reveals him 
to be in actuality the lover which has, until now, 
existed only in Anne’s consciousness.

’I can listen no longer in silence. 1 must 
speak to you by such means as are within my reach. 
You pierce my soul. I am half agony, half hope. 
Tell me not that I am too late, that such precious 
feelings are gone forever. 1 offer myself*to 
you again with a heart even more your own than 
when you almost broke it, eight years and a half 
ago . . .  I have loved none but you . . . . Can

^Ten Harnsel, p. 182.



34

you fail to have understood my wishes? I had not 
waited even these ten days, could 1 have read your 
feelings, as 1 think you must have penetrated 
mine . . . .  (P, 237)
That Anne had never misinterpreted him is further 

revealed:
She had not mistaken him. Jealousy of Hr. 

Elliot had "been the retarding weight, the doubt, 
the torment. That had begun to operate in the 
very hour of first meeting her in"Bath; that had 
returned, after a short suspension, to ruin the 
concert; and that had influenced him in everything 
he had said and done, or omitted to say and do, 
in the last four-and-twenty hours. It had been 
gradually yielding in the better hopes which her 
looks, or words, or actions occasionally 
encouraged; it had been vanquished at last by 
those sentiments and those tones which had reached 
him while she talked with Captain Harville; end 
under the irresistible governance of which he had 
seised a sheet of paper, and poured out his feelings. (P, 241)
Anne’s “sensitised consciousness” demonstrated by 

her understanding of the major and minor characters of 
the novel gives the novel its emotional intensity. But 
that intensity is heightened further by the impingement 
of the past upon present situations, an aspect which 
will now be considered.
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CHAPTER III 

THE NECESSARY PAST

The fundamental purpose of stream-of-consciousness 
v/riters is ”to represent the dual aspect of human life—  
the inner life simultaneously with the outer life. ”14 
In this respect Jane Austen resembles the twentieth 
century authors. It is evident in Persuasion that Miss 
Austin is attempting a method of characterisation which 
portrays the character’s inner life and reveals its 
incongruity with outward appearance. It has been 
noted earlier that the novel’s characters do not know 
that Anne Elliot loves Wentworth. Anne is regarded in 
two perspectives by the reader— as the woman observed 
by her associates and as the woman in love. The psy
chological credibility of Anne’s inner life is based on 
her past relationship with Wentworth. If it were not 
for the continual association in Anne*'s mind of the 
past situation with the present action there would be 
no Persuasion, since the action in the novel hinges on 
the recapturing of a past situation. The reliance on

^^Robert Humphrey, Stream of 
Modern Hovel (Berkeley: University
1955775710.

Conscioiisness in the 
of California Press >
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emotions that were present in past time to cause emotions 
experienced in the present time is a form of the technique 
of association used by modern stream-of-consciousness 
writers— William Faulkner, for instance, in the creation 
of Quentin Compson, or James Joyce in the depiction of 
Stephen Dedalus. The past situations form the present.

To return, then, to the past. Volume I, Chapter iv 
reveals that Anne and Captain Wentworth met in the spring 
of 1806, were in love throughout the summer, parted in the 
fall. It was Ra short period of exquisite felicity . . . ." 
(P, 26) /nine’s recovery is not complete when Wentworth 
returns to Somersetshire.

More than seven years were gone since this little 
history of sorrowful interest had reached its close; 
and time had softened down much, perhaps nearly all 
of peculiar attachment to him, —  out she had "been 
too dependant on time alone; no aid had "been given 
in change of place, (except in one visit to Bath 
soon after the rupture,) or in any novelty or 
enlargement of society.— Mo one had ever come with
in the Kellynch circle, who could "bear a comparison 
with Frederick Wentworth, as he sttod in her memory.
No second attachment, the only thoroughly natural, 
happy, and sufficient cure, at her time of life, 
had been possible to the nice tone of her mind, the 
fastidiousness of her taste, in the small limits of 
the society around them. (P, 28)

Thus, just the expectation of his reappearance is enough
to awaken long restrained feelings. "With all these
circumstances, recollections and feelings, she could not
hear that Captain Wentworth's sister was likely to live
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at Eellynch, without a revival of foruer pain; and many
a stroll and many a sigh were necessary to dispel the
agitation of the idea." (P, 30)

Her agitation, however, is not dispelled. She is
not anxious to meet Mrs. Croft; she is afraid that
Wentworth’s sister may know of his engagement to her.
Her fears are found groundless ”, . . .in the instant
even of introduction . . . ,M Mrs. Croft does not know.

She was quite easy on that head, and consequently 
full of strength and courage, till for a moment 
electrified by Mrs. Croft’s suddenly saying,—

•It was you, and not your sister, I find, that 
my brother had the pleasure of being acquainted 
with, when he was in this country.*

Anne hoped she had outlived the age of blushing; 
but the age of emotion she certainly had not.

’Perhaps you may not have heard that he is 
married,’ added Mrs. Croft.

She could now answer as she ought; and was happy 
to feel, when Mrs. Croft’s next words explained it 
to be ¡.Jr. Wentworth of whom she spoke, that she 
had said nothing which might not do for either 
brother. She immediately felt how reasonable it 
was, that Mrs. Croft should be thinking and speaking 
of Edward, and not of Frederick; and with shame at 
her own forgetfulness, applied herself to the 
knowledge of their former neighbour's present state, 
with proper interest. (P, 49)
Evidently Anne does not blush; no member of the

party is aware of her nervousness during the conversation;
outwardly she is calm. If Anne were worried only about
the revival of talk about her engagement, the momentary
serenity resulting from her assurance of Mrs. Croft’s
ignorance could not be disturbed by that lady's next
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sentence. If Anne’s mind were not occupied with thoughts 
of Wentworth as lover, Mrs. Croft's words could not have 
"been misconstrued— as Anne so acknowledges. The scene 
invites speculation. It is not inconceivable that Anne 
would consider how the first meeting between herself and 
Wentworth*s sister might have been if . . . At any rate, 
it is certainly Anne’s association of Wentworth, as he 
was in the past, with his sister in the present situation 
which heightens Anne’s emotion.

On the same occasion it is discovered that Captain 
Wentworth is soon expected at Kellyneh. His impending 
arrival arouses much excitement in the Musgrove circle 
because he is remembered to be the former captain of 
Richard musgrove, the no-good son whose death elevated 
him to a position of affection in the family. Anne is 
aai unwilling listener to their excited comments.

To hear them talking so much of Captain Wentworth, 
repeating his name so often, pussling over past 
years, and at last ascertaining that it might, 
that it probably would. turn out to be the very 
same Captain Wentworth whom they recollected 
meeting, once or twice, after their coming back 
from Clifton;— a very fine young man; but they 
could not say whether it was seven or eight years 
ago,— was a new sort of trial to Anne’s nerves.
She found, however, that it was one to which she 
must enure herself. Since he actually was expected 
in the country, she must teach herself to be 
insensible on such points. (P, 52)
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Again, Anne*s distress is not noticed. Outwardly, she 
is the disinterested, kindly listener; inwardly she 
suffers from knowing Wentworth far letter than those 
who speak so freely about him.

Anne is not able to nteach herself to be insensible.n 
Captain Wentworth arrives at Eellynch. Mr. Husgrove 
pays him a call, and

Captain Wentworth made a very early return to 
Hr. Husgrove*s civility, and she was all but 
calling there an the same half hour1 -—  She and Mary 
were actually setting forward for the great house, 
where, as she afterwards learnt, they must inevitably 
have found him, when they were stopped by the eldest 
boy's being at that moment brought home in con
sequence of a bad fall. The child’s situation put 
the visit entirely aside, but she could not hear of 
her escape with indifference, even in the midst of 
the serious anxiety which they afterwards felt 
on his account. (P, 53)
Anne takes charge after the accident; no one else 

is capable. She must send for the doctor, calm the 
hysterical mother, have the absent father informed, 
control the servant and the youngest child besides care- 
ing for the injured one. Yet even in the midst of chaos 
Wentworth is not absent from her thoughts. Outwardly 
she appears to have no concern other than for her 
nephew.

Anne is continually subject to a barrage of talk 
about Wentworth. He is coming to dinner at the great 
house; the pa.rty from the Cottage must attend. They
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demur; they cannot leave the injured child. Anne 
quickly joins her protests to Mr. and Mrs. Musgrove's 
"in the joy of the escape." Minds change. Cliarles is 
determined to go to dinner. Mary does not like him to 
go without her. Jemima can take care of the child.
Anne finds her safety jeopardised and proposes to Mary,
1“Well— if you do not think it too late to give notice 
for yourself, suppose you were to go, as well as your 
husband. Leave little Charles to my care. Mr. and Mrs. 
Musgrove cannot think it wrong, while I remain with him."1 
(P, 57) Anne's suggestion is attributed to her basic 
goodness. '"Phis is very kind of Anne . . . but it 
seems rather hard that she should be left at home by 
herself, to nurse our sick child."* (P, 58) It is 
true that Anne is a good, kind person, but her motives 
on this occasion stem less from her goodness than from 
her anxiety. '"She knew herself to be of the first 
utility to the child; and what was it to her, if 
Frederick Wentworth were only half a mile distant, 
making himself agreeable to others!"* (P, 58)

Of course their meeting is unavoidable. The 
impression left by the description of their first 
meeting is one of confusion. Anne has not presence of 
mind enough to mark it clearly.
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Her eye half met Captain Wentworth*s; a how, a 
curtsey passed; she heard his voice— he talked 
to Ivlary, said all that was right; said something 
to the Hiss 1 Jus groves, enough to mark an easy 
footing: the room seemed full— full of persons 
and voices— hut a few minutes ended it. Charles 
shewed himself at the window, all was ready, their 
visitor had bowed and was gone; the Miss I usgroves 
were gone too, suddenly resolving to walk to the 
end of the village with the sportsmen: the room 
was cleared, and Anne might finish her breakfast as she could.

’It is overt it is over!1 she repeated to 
herself again, and again, in nervous gratitude.’The worst is over!1

Mary talked, but she could not attend. She had 
seen him. They had met. They had been once more 
in the same room! (P, 59-60)

There is no indication that Mary is aware of Anne’s
inattentiveness, Again her outward appearance is her
usual, in the midst of inner turmoil.

Inevitably Anne and Wentworth are members of the
same dinner party. The reference to the past becomes
overt.

They had no conversation together, no inter
course but what the commonest civility required.
Once so much to each other! How nothing! There 
had been a time, when of all the large party now 
filling the drawing-room at Uppercruss, they would 
have found it most difficult to cease to speak to 
one another. With the exception, perhaps, of 
Admiral and Ins. Croft, who seemed particularly 
attached and happy, (Anne could allow no other 
exception even among the married couples) there 
could have been no two hearts so open, no tastes 
so similar, no feelings so in unison, no counte
nances so beloved. How they were as strangers ; 
nay, worse than strangers, for they could never 
become acquainted. It was a perpectual estrangement 

When he talked, she heard the same voice, and
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discerned the same mind. There was a very general 
ignorance of all naval matters throughout the party;
. . . which reminded Anne of the early days when 
she too had "been accused of supposing sailors to he 
living on hoard without anything to eat, or any 
cook to dress it if there were, or any servant to 
wait, or any knife and fork to use. (P, 63-64)
It might be noted that Anne's seemingly pessimistic

attitude is just that. She is still trying to become
insensible to Wentworth.

The evening ends with dancing. Anne "as usual" 
provides the music. What is not as usual is her eyes 
sometimes filling with tears while she plays mechanically 
"proceeding for half an hour together, equally without 
error and without consciousness." (P, 72) Anne's mind
is obviously occupied with rememberanees of the days 
when someone else played and she danced— with Wentworth. 
That they did dance is suggested by Wentworth’s conver
sation with his partner. He asks, "whether Miss nlliot 
never danced?" The answer is ironic. "AOh! no, never; 
she has quite given up dancing, she had rather play. She 
is never tired of p l a y i n g . ( P ,  72) In such a situation 
Anne would much rather play— and remain unobserved.

Two of the most emotional scenes and the most 
revealing of the incongruity between inner states and 
outer appearances, concern Wentworth's rescues of Anne 
from uncomfortable situations. The first occurs an the
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Cottage drawing room where Anne is tending the invalid 
Insgrove hoy. Wentworth arrives, seeking the Insgrove 
sisters, and is embarrassed and ill at ease at finding 
himself alone with her. The tension in the room is not 
alleviated by Charles Hayter’s arrival, who, jealous 
of Wentworth, will not talk to him. Anne, wishing she 
could escape from the room, is obliged to kneel by the 
sofa to attend the child. The boy’s younger brother 
adds to Anne’s distress by choosing this moment "to 
fasten himself upon her." Anne can not shake him off; 
he will not heed her intreaties or Hayter1s commands. 

Wentworth unfastens him.
Her sensations on the discovery made her per

fectly speechless. She could not even thank him.
She could only hang over little Charles, with 
most disordered feelings. His kindness in stepping 
forward to her relief— the manner— the silence in 
which it had passed— the little particulars of the 
circumstance— with the conviction soon forced on 
her by the noise he was studiously making with 
the child, that he meant to avoid hearing her 
thanks, and rather sought to testify that her 
conversation was the last of his wants, produced 
such a confusion of varying, but very painful 
agitation, as she could not recover from, till 
enabled by the entrance of ISarv and the Hiss 
Lusgroves to make over her little patient to their 
cares, and leave the room. She could not stay . . . , 
She was ashamed of herself, quite ashamed of being 
so nervous, so overcome by such a trifle; but so 
it was; and it required a long application of 
solitude and reflection to recover her. (P, 80-81)

The action is trivial, but because it is reminiscent of
Wentworth’s kindnesses to her in the past it becomes
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significant, loarvin Liudrick says, nIf she feels so
minutely, it is "because nothing remains to give her
hope of happiness except the memory of Wentworth and
such pathetic shreds of a relationship as he may now 

1 5allow her0n And Henrietta fen Harmsel notes: “The 
whole incident is typical of /niner s constant and un
selfish devotion to others, but that is not the element 
which engrosses the reader. Instead he experiences 
with Anne the varying undercurrents of powerful but

1 firestrained emotion that make the moment unforgettable.” * 1 
It is not the emotion, however, which engrosses the 
observers. They are aware only of the discomfort 
caused by little Walter.

Wentworth!s second rescue has been noted in the 
preceding chapter. His noticing of Anne’s fatigue, his 
simple act of placing her in the carriage are to her 
reminiscent of the past and thus reveal meaning not 
evident in the actions themselves. They create no stir 
in the rest of the party. The civility given and re
ceived is normal polite behavior.

** ̂ Liudr i ck, p. 226.
1 c°Ten Harmsel, p, 169»



45

During the walk which precedes this gesture of 
esteem, Anne overhears a conversation "between Wentworth 
and Louisa Husgrove which excites her emotions, made 
credible "by the impingement of the past situation upon 
the present one. Louisa has revealed what Wentworth 
terms "the character of decision and firmness.M He 
voices his opinion that “It is the worst evil of too 
yielding and indecisive a character, that no influence 
over it can he depended on.— You are never sure of a 
good impression being durable. Every body may sway it; 
let those who would be happy be firm." A few moments 
later Louisa tells Wentworth that her brother wanted 
to marry Anne, that Anne refused him, that Lady Bussell 
was believed to have persuaded Anne to refuse him.

The sounds were retreating, and Anne distinguished 
no more. Her own emotions still kept her fixed.
She liad much to recover from b e f o r e  she could 
move . . . .  She saw how her own character was 
considered by Captain Wentworth; and there had 
been just that degree of feeling and curiosity 
about her in his manner, which must give her 
extreme agitation. (P, 89)

Anne is aware that Wentworth has her in mind when he
speaks of indecisiveness of character. She herself is

17remembering painfully her yielding to persuasion. 17

17There seems to be a fault here in Wentworth‘s 
characterization. It might be expected that since 
he feels so strongly about decisiveness in character,
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Gradually, the past merges with the present. As 
demonstrated in the preceding chapter, Anne *s contacts 
with Wentworth in Bath reveal him to he the lover still. 
The emotions accompanying these meetings are also 
affected by past association, yet heightened further by 
the present recapturing of that atmosphere. The im
portance of the past in Persuasion is that it forms the 
present; Anne’s states of mind are modified by its 
association.

another instance of Anne’s allowing herself to be 
persuaded by lady Russell would convince him that 
Anne’s character is not admirable after all. However, 
the opposite is true. He seems to believe that Anne’s 
refusal is caused by her constancy to him. Perhaps he 
is aware that Anne could not have been happy with 
Charles Kusgrove; or perhaps what he wishes to believe 
has stronger import than his reason. Inch to the good, 
of course. lady Russell’s persuasion in this situation was for Anne to marry.
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CHAPTER IV

JAI'TB AUSTEN AS POEERUhUER

Virginia Woolf has remarked that Jane Austen is 
"of all great writers . . . the most difficult to catch 
in the act of greatness.“18 It would he most difficult 
for nineteenth century readers of Persuasion to define 
Miss Austen’s new element of greatness. Twentieth 
century readers, however, because of their familiarity 
with the stream-of-conscicusness technique in modem 
fiction, can recognize the quality in Persuasion which 
marks it as a potential stream-of-consciousness novel. 
Certainly it can be ascertained that Jane Austen was 
looking for just such a technique.

To determine the validity of the above statements 
it is necessary to consider the conventions of character 
depiction and plot-making, including the stream-of- 
consciousness method.

There are basically two traditional methods of 
presenting character. The first is allowing the 
personalities of characters to emerge from a chrono
logical account of events and the characters’ reactions 
to those events. The full character is not presented 1 *

1SVirginia Woolf, “Jane Austen at Sixty." The, New
Re-public XXXVII January 30, 1924, p. 261.
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until the end of the novel. The second method consists
of presenting the character fully in the beginning of
the novel, then making the actions and reactions of that
character consistent with his personality as first 

19presented. Jane Austen1 s Mr. Woodhouse is an excellent 
example of this method.

A combination of these two methods is most effective. 
An adequate sketch of the character is given early in 
the novel, yet his full nature is revealed only in 
consideration of his reactions to events. The combina
tion technique is effective for those whose interest in
fiction lies in its psychological aspects, /my one of

20bliss Austen’s novels will provide an example.
Any of these methods can be successful or un

successful depending, of course, on the author's skill. 
Henry James has said that the successful novelist is one
who portrays his characters in such a way that they

21become "alive” for the reader. The endowment of * 21

1 9David Daiches, "Character.” Criticism:_The
foundations of modern literary Judgment. Adited by 
Mark Schorer, Josephine Miles, and Gordon McKenzie.
(Hew York: Harcourt, Brace 5: world, 1958),ip,, 353.

2QIbid.
21Henry James, "The Art of Fiction.” Criticism:

The Foundations of Modern Literary Judgment. Edited 
by mark Schorer, Josephine hales, and Cordon McKenzie.
(hew York: Har court, Brace & World, 1558), p. 48.
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characters with "life” is a problem of execution, of 
structure. The specialty of the novel is that the 
novelist can talk about and through his characters, 
thus giving the reader access to the subconscious as 
well as to the conscious thoughts of the characters.
In such a presentation it does not matter to the reader 
that the writer constantly shifts his point of view; 
what does matter is that the reader can accept the 
characters as plausible, lifelike. To make characters 
plausible requires an enlargement of human nature which 
may endanger the plot of a novel. A plot is "A narrative 
of events, the emphasis falling on causality.“ It 
must contain elements of both surprise and mystery to 
hold the reader’s interest, and every word and action 
in the novel must count in the plot; characters must be 
a contribution to the plot. The problem is that with 
the emphasis on making characters plausible, the plot 
cannot find characters that are cut to its requirements. 
Characters are unwieldy, shadowy, untractable, have 
minds of their own. By limiting his characters to a 
plot’s requirements, the novelist takes the risk of 
producing “dead“ characters. If he does not limit them 22

22E.M. Forster, Aspects of the ITovel. (Hew York:. 
Hare curt Brace &  World, 1927), p™. 86.
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his plot will sufier; “In the novel, all human happiness 
and misery does not take the form of action, it seeks 
means of expression other than through the plot, it 
must not oe rigidly canalized."2^ klot and the characters 
fight a continuous battle. It seems that in a novel 
either one or the other must triumph; there is no 
equal balancing of the two aspects. So the novelist 
as plot-maker must constantly negotiate with himself as 
character-maker as to the best effect he can produce.23 24

According to E.H. Forster, in the losing battle 
plot fights with characters, plot often takes a cowardly 
revenge which is the inherent defect of novels; all 
novels have to end; convention dictates that a plot 
must be wound up. Forster questions such a convention.
He says that in concluding a novel the novelist finds 
that his characters have gotten out of hand, and that 
he must labor to keep from building on the foundations 
he has laid for them. To do so he disposes of his 
characters either by death or by marriage, and as a 
result, the characters cease to be plausible. There 
should be a convention, says Forster, that allows a

23Ibid., pp. 94-95.
PAjCbid.. pp. 95-96.
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novelist to stop as soon as he is muddled or "bored and 
can no longer find connections "between his plot and

The convention that Forster is looking for is that 
of the stream-of-consciousness technique. Twentieth 
century novelists have not found the stock methods of 
presenting character satisfactory for the effects they 
wish to produce. Because of the increasing interest in 
states of consciousness, they have realised that static 
description of character, failing to express the relation 
of consciousness to time, is inadequate for their purposes. 
Thus, a technique had to be devised which would "enable 
the author to utilize constantly those ever present 
contacts with the past which constitute the very stuff

q r
of consciousness." David Daiches says that the stream-
of-consciousness method achieved by depth what the
traditional methods achieve by extension.

It provides a method of presenting character 
outside time and place, in the double sense, 
that, first it separates the presentation of 
consciousness from the chronological sequence 
of events, and, second, it enables the quality 
of a given state of mind to be investigated so 
completely, by means of pursuing to their end 
the remote mental associations and suggestions, 
that we do not need to wait for time to make the 
potential actual before we can see the whole. d

25his characters. v

26Daiches, p. 354 27Ibid.. p. 35



Since the primary interest of modem novelists 
is the human states of consciousness, since the best 
structural technique is the stream-of-consciousness, 
then there is not longer a primary need for a plot in 
a novel. In fact, Daiches says that when the above 
method is used, the plot becomes nothing more than 
a framework. "It is not the substance of the story, 
as it would be in any traditional novel; it is the 
mere skeleton which supports the living flesh and blood

OOof the novel." In a stream-of-consciousness novel the
thoughts and reflections of the characters provide the
action that the plot in a traditional novel does. She
technique when it is most subtle and most intense allows
the reader to know the whole of the character; he not
only knows him as he is in the present, but also as he
was in the past, before the novel begins, as well as

29what he may become in the future. Thus there is no 
possibility of characters going "dead," because the 
novel does not actually end when it stops; the characters* 
potentialities prevail.

I21 Persuasion, the traditional methods of character
isation are evident but the untraditional are also,

52

28Jbld., p. 555. 29Ibid.. p. 557.
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particularly in the continual association of the past 
with the present. Thus we know Anne Elliot as she was 
in the past as well as what she is in the present, 
iartially like characters in stream-of-consciousness 
novels, then, Anne Elliot does not "die.”

Secondly, in Persuasion plot loses to character. 
Character becomes the plot. In conventional terms 
Persuasion’s plot is weak: the outcome of the story is 
known as early as Chapter iv; there is very little 
action; Anne Elliot does little except think and 
reflect. There is no mystery in the novel; there are 
some elements of surprise, but the rea.der’s interest is 
in Anne’s depiction of her own character and that of 
others through her consciousness. Thus, like those of 
characters in strean-of-consciousness fiction, her 
thoughts and reflections provide the action. The novel 
is successful because the characters are plausible, and 
that plausibility is obtained through /nine ’s consciousness.

As has been demonstrated in the two preceding 
chapters, Anne’s consciousness is the subject matter 
of f.QyphQ-Q-on-» Her sensitivity, her awareness, her under
standing provide the novel’s action. It is through Anne’s 
mind that the reader perceives Anne herself and the other 
characters of the novel. In subject matter, Persuasion
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is a stream-of-consciousness novel.
The stream-of-consciousness novel is identified 
most quickly by its subject matter. This rather 
than its techniques, its purposes, or its themes, 
distinguishes it. Hence the novels that are said 
to use the stream-of-consciousness technique . . . 
prove, upon analysis, to be novels which have as 
their essential, subject matter the consciousness 
of one or more characters; . . .  ^

Sven the conventional point of view of Persuasion
identifies it with the stream-of-consciousness novel.
Description by an omniscient author, description of the
consciousness of the characters, is a basic technique in
stream-of-consciousness fiction. James Joyce used it;
William Daulkner used it; Virginia Woolf uses it.
The method is used most consistently by Dorothy Richard-

31son in Pilgrimage. Robert Humphrey says,
P11r rimage is a representation of a portion of the 
adult life of one character, Miriam Henderson. The 
entire work is presented from the focal point of 
the omniscient author, but the omniscience is 
confined to Miriam's actions and thoughts. The 
effect is of a complete single point of view, 
Miriam's, although the method is conventional 
third person description. This is possible because 
the author obviously identifies with her character. 
Such a technique is older than Robinson Crusoe: 
but the difference in Dorothy Richardson's work is 
that the life which she represents is largely the-zp 
inner life of her character . . . .

30Humphrey, p, 2.
^ Ibld.. pp. 33-34.
2 lb id., p. 34.
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Change a few names in the above quotation: 
Pilgrimage to persuasion; Miriam to Anne; Dorothy 
Richardson to Jane Austen; and the comment becomes as 
valid on the latter novel, character, and author as on 
the former.

Humphrey quotes from Pilgrimage to illustrate the
technique.

‘The little shock sent her mind feeling out 
along the road they had just left. She considered 
its un-broken length, its hops, its treelessness.
The wide thoroughfare, up which they now began to 
rumble, repeated it on a larger scale. The 
pavements were wide causeways reached from the 
roadway by stone steps, three deep. The people 
passing along them were unlike any she knew. They 
were all alike. They were . . . She could find no 
word for the strange impression they made. It 
coloured the whole of the district through which 
they had come. It was part of the new world to 
which she was pledged to go on September 18th. It 
was her world already, and she had no words for it.
She would not be able to convey it to others. She 
felt sure her mother had not noticed it. She must 
deal with it alone. To try to speak about it, 
even with live, would sap her courage. It was her 
secret. A strange secret for all her life as y,
Hanover had been. But Hanover was beautiful . . . .'

He comments, “Two things are notable in this passage: 
first, that the reader is always within the mind of the 
character, Miriam; and second, that the method is en
tirely descriptive, and it is written in the third person.u3^

33 Ibid., pp. 34-35.
34lbid., p. 35. Mote that the word descriptive refers 

to the presentation of Miriam‘s consciousness not to the 
scene which she is observing.
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Compare the above passage from Pilgrimage with
this one quoted earlier from Persuasion:

His choice of subjects, his expressions, and 
still more his manner and look, had been such as 
she could see in only one light. His opinion of 
Louisa Kusgrove’s inferiority, an opinion which 
he had seemed solicitous to give, his wonder at 
Captain Benwick, his feelings as to a first, strong 
attachment; sentences begun which he could not 
finish, his haLLf averted eyes and more than half- 
expressive glance, all, all declared that he had a 
heart returning to her at least; that anger, 
resentment, avoidance, were no more; and that they 
were succeeded, not merely by friendship and regard, 
but by the tenderness of the past. Yes,some share 
of the tenderness of the past 1 She could not 
contemplate the change as implying less. He must 
love her. (P, 185-86)
Pour characteristics of Persuasion identify it as 

a stream-of-consciousness novel: the subject matter, 
Anne’s “sensitised consciousness;” the point of view; 
the emphasis on the past influencing the present; the 
plot giving way to character. In one respect Persuasion 
is not a stream-of-consciousness novel and that is in 
the area of mental attention. Humphrey has said that 
stream-of-consciousness fiction ”is identified most 
quickly h j its subject matter”— the consciousness of a 
character. All psychological fiction has this subject 
matter. Stream-of-consciousness fiction differs from 
all other psychological fiction in the area of 
consciousness with which it is concerned, Almost all
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psychological fiction is concerned with the highest
level of consciousness— "rational, communicable awareness,
Stream-of-consciousness fiction . . .  is concerned with
those levels of consciousness that are more inchoate
than rational verbalization— those levels on the marg'in 

35of attention.” A passage from Faulkner's The Sound 
■and the fury demonstrates inchoate verbalization.
Quentin Compson1s mind is presented.

If it ha.d been cloudy I could have looked at 
the window, thinking what he said about idle habits. 
Thinking it would be nice for them down at Hew 
London if the weather held p-P like this. Why 
shouldn’t it? The month of brides, the voice 
that breathed She ran right out of the mirror. 
out of the banked scent. Roses. Hoses, hr. 
and Iks. Jason Richmond Compson announce the 
marriage of. Roses. Hot virgins like dogwood, 
milkweed. 1 said I have committed incest, Father 
1 said. Roses. Cunning and serene. If you 
attend Harvard one year, but dont (sicj see the 
boat-race, there should be a refund. Let Jason 
have it. G-ive Jason a year at Harvard, J

Quentin’s thoughts are not rationally ordered;
Anne Elliot’s always are. Herein lies the difference 
between Persuasion and modern stream-of-conscxousness 
novels. The area of mental attention in Persuasion is 
"rational communicable awareness." The level of con
sciousness portrayed in Persuasion is that of the 
psychological novel, but Anne’s "sensitized consciousness,’

35Humphrey, pp. 2--3.
v rWilliam Faulkner. The Sound and the Fury. (Lev/ 
: Vintage Books, 1929), p. 96.York
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the emphasis on the past, the effect of a single point 
of view, indicate that Jane Austen was seeking a method 
by which to present inner life simultaneously with 
outer life and moving toward the modern stream-of- 
consciousness technique. The resemblance of Persuasion 
to the modern novels and the potential it contains 
designate Jane Austen as a forerunner of stream-of-
consciousness fiction.
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