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.M. Montgomery's Aiz~zeof Greeiz Gnbles, the story of an elevenyear-old orphan adopted and raised by elderly guardians in a small
town in Prince Edward Island, has been read by millions of fans since its
publication in 1908. In 1985, Kevin Sullivan's four-hour miniseries for
television based on the novel attracted viewers around the world whose fan
letters to Sullivan inspired the sequels Aizlze of Green Gables:Tlze Seqzrel(1987)
and Aizize of Green Gables: Tlze Colztiizuiizg Stoly (2000).These miniseries have

not received t l ~ attention
e
that critics have given to the novel in the last two
decades, when popular books "for girls" have been re-evaluated from academic feminist perspectives.Yet in adapting the novel for the small screen,
Sullivan and screenwriter Joe Wiesenfeld made changes to Montgomery's
source text that reflect a central concern of 1980s feminist movements: that
women's reading is emblematicof tl~eirright to pursue pleasures, educations,
and careers separate from the responsibilitiesof housework and childcare.
The miniseries introduces Anne Shirley to viewers as a domestic servant
who consoles herself by reciting Alfred Tennyson's "The Lady of Shalott"
r
struggle to defend l ~ eprivate
r
reading and to
and focuses on l ~ e ongoing
earn 11er community's respect througl~
p ~ ~ b lperformances
ic
of literary worlts,
thus strengtl~eningt11e role of reading in Montgomery's novel in ways that
dramatize the heroine's intellectual development and challenge the stereotypes that women's reading is selfish, addictive, and dangerous.
While most literary critics have considered t l ~ miniseries
e
to be inferior to
the novel, I will empl~asizeits ~miquevalue for viewers and its original
contribution to Montgomery studies. This paper will include comparative
readings between the novel and the miniseries as well as readings of the
miniseries on its own terms wit11 emphasis on the stated intentions of the
filmmakers and the details of filmed art. I will focus on four scenes about
e
empl~asizeAnne's intellectual growth and
reading in which t l ~ filmmalters
strengthen the connection between academic rivalry and romance made by
e
Ratl~ert11a11 neglecting or ignoring tl~esecentral
Montgomery 111 t l ~ novel.
concerns of the novel, I wlll suggest, the filmmaltersfocus on their relevance
to contemporarywomen.
III separate interviews with me, Sullivan and Wiesedeld described their
strong interest in Anne Shirley's personal and intellectual development.
S~dlivancl~aracterizedA u ~ as
e "a tremendously insec~trecl~aracter"who is
still very powerful:
As a11 orphan, she has had in her early stages of development very little
love and affection and only hardsl~ipand abuse, to a certain extent.
Montgomery is very ligl~ton that, but between the lines you can certaudy
see it.... When she comes to the world of Green Gables and Avonlea, she
e
essentially changes people's perspectives not only on her but on t l ~ world
in general, and tl~at'sa very powerful ability and emotion, but it's still very
mudl forged out of insecurity, a ~ that's
~ d w l ~ yAnne is so appealing, why
we see parts of o~wselvesUI Anne.

Wiesenfeld, who extensivelyrewrote Sullivan's original script at the req~lest
of some of the partners involved in the productiol~,'described Anne's character as central to the novel's appeal:
What made it a joy to work on was that ...t l ~ ecl~aracterizatio~~
of Anne was
already in the Montgomery text (not always the case in source material).
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So my contribution was to focus 011 dramatic coherence in recreating the
work in tl~emoutl~sof living actors, and to acl~ievea comnplexity of tone
a ~ color,
d
in terms of using comedy, suspense, somawe ad strong emotional a ~ dranatic
d
identification, to tell the story in the television medium.
(Letter,15 Sept. 2000)
According to botl-t filrmnakers, tl-tedevelopmer~tof ku-te's romantic feeh-tgs
for her friend Gilbert Blytl-tewas important but not central to the mniniseries.
Sullivan claimed tl-tathe was "focused on Am-te's cl-taracter" a-td on "telling
tl-te story from Alu~e'sperspective," so that Gilbert's development was less
important. Wiesenfeld also claimed that his focus was onAm1e's character
a-td listed "roma-tce" as oldy one element of tl-te "complexity of tone and
color" that characterizes lus television adaptation. Tlus approach retains
tl-te novel's emphasis 0x7 the heroine as well as tl-te compelling presence of
Gilbert as her primary rival and devoted friend.
Yet literary critics have faulted tl-te fil~mnaltersfor focusing on Anne's
romance rather tl-tu-t her intellectual, emotional, and spirih~alcorning-ofage. In "'Too Mucl-tLove-malting': Alzlze of Green Gables 011 Television" (1987),
Susan Drain argues tl-tat "tl-te film, by concentrating on the love story, is in
some ways more old-fasluoned, or even narrower, than tl-tebook. The f
ilmis
a-texquisite roma-tce,but tl-te 11ovel is a Bildzazgsronza~z.That reduction is,
finally, a loss" (72).L-tA Life and Its Mirrors: A Fellzilzist Reading of L.M. Molztgonzery's Fiction (1991), Gabriella &mansson claims that tl-te filmnalters
have "effectively r ~ ~ - t etlus
d " adaptation by viewing Alu~esimply as Gilr e drawing on Rachel Blau DuPlessis's Writing Beyond the
bert's f ~ ~ t uwife;
Elzdilzg (1985),&unal-tsson argues tl-tatfilrmnakers and critics should focus
011 Anne's bildiirzg or individual growth ratl~ert11al-t l-ter romance (71-73).
1C.L. Poe and Helen Siourbas reiterated this critiq~~e
of tl-teminiseries at the
international conference on L.M. Mol-ttgomeryand Popular Culture held at
the University of Prince Edward Island in 2000, arguing that tl-teadaptation
reduces Montgomery's female bildiilzgsronznlz to a col-tsel-vativeromance plot.
These critics represent tl-tesuperiority of the novel over tl-teminiseries as
one tl-tatposits that the female bildiilzgsronzarz is more
a generic s~~periority,
complex, sopl-tisticated, and empowering to women than tl-te romance. I
w o ~ d dargue tl-tat the romance plot k-t tl-te novel and the focus on Aru~e's
personal developmel-ttin tl-teminiseries challenge such a strong generic distinctiol-t-l-teitl-ter novel nor film is purely bildiilzgsronznlz nor purely roma-tce.
I would argue furtl-tertl-tat critics who denigrate the elements of roinance in
botl-t versions also fail to consider feminist tl~eoriesabout the romance genre's comnplexity m d its potential to empower women by artic~datingforms of
resistance to patriarcl-ty.Sulliva-tclaims that Montgomery created Gilbert to
be ku-te's "intellectual equal." While the novel represents intellectual e q ~ ~ a l
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tel-tsiol~s
between romantic love, education, and professional work tl-tat concerned mnilliol-tsof women viewers in the 1980s.

S~fivan'sminiseries can be read as a popular expression of academic
feminist theories about the repressiol-i of women's reading w i t h patriarof
chal societies that demand women's constant attention to the n~~rhzring
others. In Tlze Woiizaiz Reader: 1837-1914 (1993),Kate Flint argues tl-iatwomen
readers were threatening to Victorian and Edwardian cultures due to the
readers' total absorption, tl-ieir deafness and blindness to their ilnmediate
envirolunents, the autol-iomy of tl-ieir minds, and tl-ieir sensual a-id erotic
engagement wit11 boolts (4).Flint emnpl-iasizestl-ie distinction between women's actual reading practices and popular fears abotzt women's reading but
suggests tl-iat many women were constrained by societies that distrusted
tl-ieir solitude, mental activity, a-id sensual pleasure. In Novels, Readers, a i d
Reviewers: Resyolzses to Fiction iiz Aiztebellziilz Anzel.ica (1984),Nina Baym argues that fears about women's reading also abo~u-idedin nineteel-itl-i-century
America, where ad~dt
women readers were enco~wagedto prefer cl-iaste,delicate books (53).These studies provide a context for Mol-itgomery's novel, in
wlucl-icharacters like Marilla Cutl-ibert,Mrs. Allan, and Miss Stacy see Aru-ie's
passionate reading as a threat to her development as a self-sacrificing, domestic, cl-iaste, and disciplined Victorian woman.
Studies of women's reading in the 1980s and 1990s suggest that twel-itietl-i-centmywomen still felt g ~ d t about
y
reading for pleasure. In Readiizg the
Roiizaizce: Wonze~z,Patriarclzy, and Poptilar Literature (1991),Janice A. Radway
describes interviews with women who worry tl-iat tl-ieir reading is selfish,
t s often cultivated into a f ~ ~ l l escapist, and even addictive: "Their d o ~ ~ bare
grown feeling of guilt by l-i~~sbands
and cluldren who object to tlus activity
because it draws the women's attention away from the immediate family
circle" (90). In "Readers Reading L.M. Montgomery" (1994), Catherine
Sl-ieldrickRoss describes the same feehgs of g ~ damong
t
readers wl-iom she
interviewed in the 1990s. Ma-iy women claim to read and reread Montgomery's books because tl-ieyaffirm fernale voices, imaginations, and spaces.
"However, since time spent with Anne as a friend is time not spent with
flesl-i-and-blood friends, some readers acknowledged tl-iat reading was partly
a guilty pleasure. To express tl-ieir ambivalence, tl-iey used terms such as
'escape,' 'comnpulsion,' and 'addiction' and sometimes reported parental
disapproval of their cl~ildl-ioodreading" (32). It is not surprising that so
many readers emnbraced tl-ie miniseries version of A i ~ i i eof Green Gables: as I
will demonstrate below, the series addresses women's ambivalence about
reading with consta-it affirmations of its value.
Though ma-iy literary critics fear that film and television adaptations
will lure potential readers away from tl-ieir source novels, the Sullivan
miniseries inspired tl-iecritic Te~nmaF. Berg to return to Montgomery's work
t
perspective. III"Aizize of Greeiz Gables: A Girl's Readwith an a d ~ dfeminist
ing" (1988),Berg describes her reaction to the miniseries:
The TV series seemed more feminist t l ~ athe
i ~ novel I remembered. I didn't
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remember the women in the novel as quite so powerful as t l ~ ewomen in
t l ~ eTV show, or Marilla as q ~ ~ iso
t ewarm-hearted under her gruff exterior.
And I didn't remember the strong-willed woman school teacl~erat all.
Were these and other manifestations of feminist thought I noticed in the
TV series...present in the novel or simply the addition of a modern
screenwriter's sensibility?And, if they were in the novel, why 11ad I not
remembered them? What was t l ~ esignificance of that forgetting? (125)

Berg shares the concerns expressed by other critics about Gilbert's increased
I film as a romantic partner for h u ~ (127),
e
but she appreciates the
role ~ Ithe
femnhust elements such as t l ~ strong
e
woman teacl~erand the value placed on
forlnal education for women. Berg suggests tl~atAnne's decision to discipline her reading is central to the femnhusm of botl-tnovel and film: "Ac'mally
what Anne learns -to be a resisting reader -is the basic lesson of feminist
criticism, for women readers need to be especially cautious as they assimilate and project tl-te images that fiction gives tl-tem" (126). The miniseries
inspired Berg to reflect on how mucl-ther childhood readll-tghad sl~apedher
life and to recognize the siguficance of women's reading to feminist theory.
Both S~dlivanand Wiesenfeld addsessed t l ~ film
e to Mol~tgomery'sreadtheir
g love for the books. Sullivan claimed
ers in the l~opeof s t r e n g t h e l ~ ~
that "my goal at the end of the day was that if you watched this film...and
e
you would have felt as though you were
you were familiar wit11 t l ~ novel,
w a t c l ~ the
g book in its truest form." Wiesenfeld agreed: "From the begine
for
ning, we saw the audience for the film as being the s a n e as t l ~ audience
t l ~ boolc.
e
Primarily yo~mgwomen and girls, mature women who remembered the boolc fondly from their youth." Rather t11a11 attempting to reproduce or replace t l ~ enovel, these filmmalcers made their adaptation a commentary on the value of reading itself: Anne's private, passionate reading ~ I I
t l ~ eearly scenes of the mnbuseries may inspire viewers to return to Montgomery's nos~els,wlule her p~zblicperformances of literary works demonstsate t l ~ value
e
of television adaptation as a sl~aredcormn~u~ity
event.
Tl~e
miniseries begins with a shot of h e Slurley walking alone thsougl~
tl-te trees, wearing ragged clotl~esand carrying a large baslcet and milk pail,
passionately reading aloud from Alfred Telmyson's poem "The Lady of
Shalott":
Willows whiten, aspens quiver,
Little breezes dusk and shiver
Tlxoug11 the wave that runs for ever
I river
By the island ~ Ithe
Flowing down to Camelot. (1:389)

Tl-te title Alzlze of Green Gables appears on the screen a-td the camera cuts to
Anne's face as she gazes over the landscape, clearly so absorbed in the world
s
l ~ esituation
r
as a11 orphan and senrant to
of Camelot tl~ats l ~ le~ aforgotten

the Hamnond family. Sl-tereaches tl-telines "And little other care hat11 she,/
Tl-te Lady of Shalott" (1:390) before Mrs. Hammond yells her name and
breaks her reverie. When Mis. H m n o n d discovers that Anne has been reading, sl-tethrows the book into the kitchen stove: "And if I catch you readin'
any more o' them books o' yours wlule you're supposed to be loolcin' after
to
my youngins, they'll feed the fire too, missy." Aru-tegoes to deliver 1~u-tcl-t
Mr. Hammond and finds him dead of a heart attack that sl-tebelieves was
provoked by lus anger about l-tertardiness, m d sl-teis forced to go back to the
dreaded orphanage.
The beginning of the miniseries affirms tl-tevalue of women's reading as
an act of independence and of well-deserved pleasure, even wl-ten tl-tebooks
that are availablecontainvelylimited and idealized llnages of women. Moreover, this opening sequence immediately establishes Anne's point of view as
central to the miniseries:tlx-ougl-ther hushed voice a-td the shots of her face,
we enter the secret world of l-ter imagination. Our sympathy grows wl-ten
Mrs. Hammond calls her "poor miserable trash that don't deserve no better"
and when Anne consoles herself by speaking to l-ter own reflection UI the
mirror. Joe Wiesenfeld claims that lus motivations for inventing tlus opening
sequence were "straightforward":
Sympathy and audience identification with the protagonist from the very
beginning; high conflict from the very beginning, clearly understood motivation for the character UI her desire to remain where she wasn't wanted
once she got to Green Gables. The reading of the poem was my way of
creating a co~mtertone, which demonstrated her rich uu~erlife that susand abuse she had to suffer,
tained her in the daily event of the exploitatio~~
d
about her lot in life. (Letter, 15 Sept.
without having her mom a ~ groan
2000)

Wiesenfeld could have created syinpatl-ty and lug11 coi-iflict by developing
any of Anne's references to her cl~dl-tood
h-tthe novel, including tl-tedr~udten
husband of an adoptive family who smashed booltcases and was lulled by
falling under a train. This scene in which Anne's reading leads to the death
of an adoptive father introduces reading as a forin of resistance to the "exploitation and abuse" tl-tat women often suffer, with the power to disrupt
traditional domestic roles completely.Anne's reading may be punisl-tedby
her return to the orphanage, but it leads eventually to her adoption by a
relatively sympatl-teticfamily.
While the filmmakers employ several effective methods of representing a
character's point of view in film (point-of-view shots, a monologue, and
close-LIPSof the actor's facial expressions),the beginning of t l ~ novel
e
does
such as free indirect discourse, dialogue, or descripnot contain techniq~~es
o n o r c n o r t i-.' ~Tlio
-~-~.-nnoninu
-r-"--D
t;ins i f -A-n_n_np'S fhGlllbobfS
bL
...C?Trlp: p ~ . n l i s c i ~hoi.
chapters of the novel focus on members of the Avoldea comm~mityas they
react to Anne's arrival. The first chapter, "Mrs. Racl-telLynde Is Surprised,"
lu-"l--

--A
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describes a-tAvonlea matriarch who watches Mattl-tewCuthbert drive to tl-te
station to meet the ory1-ta-twhom he has adopted. We do not meet Au-te~ n t i l
tl-te second cl-taptel; "Matthew Cutl-tbert Is Surprised," w1-tel-ttl-te l-tarrator
describes l-ter ii-t objective terms: "A cl-tildof about eleven, garbed in a very
sl-tort, very tight, very ugly dress of yellowisl-t gray wincey" (11). A u ~ e ' s
point of view h-tallybecomes prominent as sl-tedescribes l-terimpressions of
tl-te landscape in tl-te following pages. I would argue against Drain's claim
that tl-te miniseries distances viewers from Aru-te, since "however syinpatl-teticthe camera, its eye settles on exteriors" (63);instead, I suggest that the
opening sl-totsof tl-teminiseries compel viewers to iden* wit11 Au-te's point
of view more strongly tl-tan tl-te opening chapters of the i-tovel,k-twluch the
narrator lingers on Anne's exterior before revealing l-terthoughts.
The opelung sequence of tl-teminiseries expands on tl-tefiftl-tchapter of
tl-tenovel, in wluch Aiu-tebriefly describes her work wit11 Mrs. Hammond's
eight children and l-termove to the orpl-tai-tageafter Mr. Hammond's death.
T11e 11ovel's narrator leaves tl-tedetails to the imagination of botl-treader and
cl-taracters:"Wl-tat a starved, ~uilovedlife she had had -a life of drudgery
a-td poverty a-td neglect; for MariUa was slu-ewdenough to read between the
lines of Anne's history and divine tl-te truth" (41). Wiesei-deld's opening
scene dramatizes tl-tehardslup a-td abuse that the novel places "between the
lines," demonstrating the ways in which a beautiful, nostalgic period film
C ~ represent
I
tl-tedarker side of Victorian culture by critiquing its treatment
of women, domestic servants, and orphans.
h-t an early review of the miniseries, Gillian Maclcay claims tl-tat "the
early scei-tes suggest tl-te potential for Anne's escapism to degenerate into
madness had she not been rescued by Green Gables" (78). Drain agrees:
"The scenes where Alu-te tallcs to her own reflection are glimpses of something da-tgerously close to madness: sl-te is living i ~ - at dream-world...and
tl-tat dream-world must be shattered if tl-te cl-tildis to be saved" (66).These
critics interpret Au-te's act of tall&-tgto a-timaginary friend as madness, just
as women's reading was associated witl-t mental illness in tl-te Victorian
period (Flint 58). My interpretatiol-t of tl-te miniseries emphasizes Anne's
ratl-terthan her need to be "respower to overcome l-ter oppressive sih~atioi-t
cued" or "saved" from madl-tess.
h e ' s reading of "The Lady of Sl-talott"-a poem not mentioned in the
to demonstrate h - t e ' s frustration wit11 her
novel -allows the fil~runalcers
and
gender
status
and
to
critique
Teiu-tyson's images of passive ferniclass
ninity. Flint claims that Teru-tyson'spoems were recommended for Victorian
yo~u-tgladies since tl-teir angelic heroines were considered to be models of
femninine virtue while tl-tepoetic language elevated tl-temind above material
circumstances (76-79).Yet Montgomery's journal from 1909 suggests that at
least one Victorian woman resisted Te~myson'sgender politics:
I detest Teru~yson'sA ~ t l z i ~If~I'd
. ! bee11 Gz~iizeue~e
I'd have been urdaitl&l to
54
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lkn too. But not for Lnizcelot -he is just as unbearable ~ Ianotl~er
I
way. As
for Gernilzt, if I'd been Enid I'd have bitten lkn. Tl~ese"patient Griseldas" of
women deserve all they get!
Spealtulg to a friend once of Teru~ysol~
I said, "I lilce Te~u~yson
because
he gives me 110t11ingbut pleas~ue.I carulot love l k because he gives me
nothing but pleasure." (Selected Joz~rimls1:358)
Montgomery suggests that the best reading provides l ~ ewith
r
knowledge,
insight, and power wlule it affirms her identity as a strong woman who
remains independent from men. While the ~nlluseriesdefends Anne's rigl~t
to read, these scenes make it clear tl~atTe~u-tyson'spoem calu~otempower
her in these ways because it does not recognize t l ~ lustory
e
of women's oppression.
Tl~efilmmakers empl~asizethe contrast between Tennyson's Camelot
and Anne's reality tlvougl~t l ~ ea b r ~ ~sluft
p t from Anne wluspering "And
little other care hat11 sl~e,/ The Lady of Sl~alott"to Mrs. Halnmond screaming her name, the cut from Anne's face to Mrs. Halnmond holding a screaming baby, and t l ~ eend of the music on the soundtrack. When Anne spills
r it
some milk as she rushes into the kitchen, Mrs. Hamrnond reminds l ~ ethat
d tl~e
"comes right out a my babies' moutl~s"and that "Mr. H a ~ n ~ n o nand
men been waitin' well lug11 a11~IOLUfor their ~LIIICII
wlde you been dawdlin'."
Anne's plea that "It was just so tlvilling I co~ddn'tput it down" connectsher
to the women of the late twentieth century whose reading "so engages their
attention that it enables them to deny their physical presence in an environment associated wit11 responsib~litiesthat are acutely felt and occasionally
experienced as too onerous to bear" (Radway93). Since Anne is responsible
e of eight children, it seems natural that s l ~ should
e
be attracted to
for t l ~ care
the world of Tennyson, where
Four gray walls, artd four gray towers,
Overlook a space of flowers,
And tl~esilent isle unbowers
The Lady of Shalott. (1:389)
Anne's reading also enables her to assert her culh~ralsuperiority to the
Hammonds and to maintain some independence from them. Anne's attraction to Teru~ysonand her claim that "I simply cou1d11't live here if I l~adn't
m y imagination" suggest that she is a middle-class person trapped in a
working-class envirolunent because s l ~ eis an orphan. Tennyson's poetry
inspires her to disti11guus11 herself from the people around her tl-sough the
way that she speaks. Even Anne's address to her mirror reflection represents
the comfort of this elevated language:"But if I l~adn'tlost myself in the b e a ~ ~ t y
of the day, the only beauty wlucl~is voucl~safedme, poor Mr. Halnmond
migl~tstill be wit11 us." Anne's use of language increases our sympathy for
r
miserable trash," just as it inspires
her when Mrs. Hamrnond calls l ~ e"poor
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Marilla to trust her when she describes her past in the novel: "And there's
nothing rude or slangy in wl~atshe does say. She's ladylike. It's likely her
people were nice follts" (41).m u l e Anne's reading disting~ushesher from
real "trash," the miniseries gains respectability by making its viewers into
vicarious readers of Tennyson.
017.a more s ~ ~ b tlevel,
l e the miniseries critiques "The Lady of Shalott" as
an idealized image of female domestic entrapment. Both Anne and
Tennyson's heroine are trapped in small spaces, compelled to perform repetitive, mindless tasks, and faced wit11 death if they try to escape. The stanzas that Anne reads at the beginning of the miniseries describe the castle
where the Lady sits weaving and the curse that prevents her from looking
out the window. The poem goes on to describe the mirror in wluch the Lady
watches people below her tower, her increasing frustration with her confinement, her decision to risk everything in order to look directly at Sir Lancelot,
her death, and the kind words that Lancelot speaks over her corpse. In a
1979 article, Ross colu~ectst l ~ eLady of Shalott's mirror to Anne's habit of
speaking to the mirror in Montgomery's novel. Ross argues that both heroines are trapped in a world of romance that "canbe preserved only by being
kept from contact wit11 the real world, which sinks the barge, craclcs the
("Calling Back" 45-46). The miniseries dramamirror, explodes the ill~~sion"
tizes tlus connection between the heroines by juxtaposing Anne's reading of
"The Lady of Shalott" and her speech to her mirror reflection. Yet Tennyson's
heroine is destined to die for love, while the miniseries critiques this all-toofamiliar plot device by representing Anne as a survivor who will overcome
the obstacles in her path and learn to value her education and her participation in a community of women.
The second half of the miniseries begins with Anne's first day of school
with Miss Stacey (based on the novel's Miss Stacy),the teacher who becomes
her close friend and mentor thoughout Sullivan's Alzrze of Green Gables and
Alzlze of Greerz Gables: Tlze Seqtd. Anne has lived in Avoldea for two years and
has been learning to separate her love of dramatic storytelling and romantic
fantasies from her domestic work. The credits for the episode appear over
shots of Miss Stacey's innovative teaching methods, ending wit11 a scene in
which she discoversAnne reading Lew Wallace's Ben-Hi~r:A Tale of tlze Christ
(1880)during geometry class. As in the begiruling of the first episode, Anne
is totally absorbed in her reading and oblivious to everything around her.
When Miss Stacey takes the book away, Anne is jolted back into the classroom, the soft music ends, and the camera cuts to Miss Stacey's desk, where
Anne is reprimanded for l ~ edeception
r
and wasteful use of time. Details like
the appearance of the book and Anne's facial expression reinforce the connection to the "Lady of Shalott" scene and invite viewers to identify with
Anne as a reader whose pleasure is mixed wit11 gult for neglecting other
duties. The filmmakers place this scene at the beginning of the episode to
exploit a formal property of television series -their division into discrete
56
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episodes tl~ataudiences view after gaps in fine -in order to lugldigl~ta key
event &at could be overlooked by readers of t l ~ novel.
e
Anne is now a student rather than a domestic servant, but Miss Stacey
suggests that 11er reading still violates the ideal feminine virtues of efficiency
I~
and honesty. "I'm disappointed in you, Anne. Reading novels ~ L U A ~ Igeometry class is a misuse of your time. Moreover, it's a deception." Anne's response evokes the Clwistian rhetoric of sin and forgiveness: "Can you ever
forgive me, Miss Stacey?I promise I won't even look at Ben-Ht~rfor a whole
week as penance, not even to see how the chariot race turned out." As in the
earlier scene, the act of reading independently rather than the text itself is
tlweatening to yo~mgwomel~'spropriety; in tlus case, Anne has increased
the deception by reading the novel inside a11open textbook.
Yet Miss Stacey is far more sympathetic than Mrs. Hallunond to Au-te's
reading, demanding self-discipline for the sake of Anne's education and
future career rather than self-sacrificefor the sake of men and clddrei~.Miss
Stacey is ~mderstandingrather t11a11 angry when she retu~rnsthe book: "I'm
returning tlus to you because I know I can trust you not to let it happen again.
011, Anne, you laow I want to encourage you to read literature, to develop
y o ~ imagination.
x
It's a precious gift. But not during geometry class." Mrs.
Hammond burns the book of poems with the words "Oh, you darn well
won't do it again," but Miss Stacey trusts Anne to com~trolher own reading:
"I h o w I can trust you not to let it happen again." When Miss Stacey encoure
it possible
ages Anne to become more disciplined and self-aware, s l ~ mnalces
for Anne to challenge her community's stereotypes about women's reading
rather than reinforcing them.
Aru~e'sreading of the lustorical novel Bell-Htir reveals her ability to accommodate different writing styles and to identify wit11 heroic soldiers as
well as suicidal ladies, despite the nineteenth-century ideal that young
women are attracted to delicate novels of domestic life. Lilte "The Lady of
Shalott," Ben-Hta has an exotic setting in the distant past, heroes who fight
~IIwars, heroines who are locked up in towers, and a tragic ending. Yet t l ~ e
novel focuses on the hero a ~ addresses
d
a learned and explicitly male audience, wit11 more than five hundred pages of elaborate prose and a wealth of
lustorical detail. T11e chariot race scene that Anne is reading when Miss
Stacey comfiscates the book exemplifies the narrator's address to a male reader
who is attracted to the maclusmo of ancient Greco-Roman and Middle Eastern cultures:
Let the reader try to fancy it; let l~ first look down upon the arena, a ~ d
see it glistening in its frame of d~d-graygranite walls ...let lum see the
drivers, erect and statuesque, undisturbed by the motion of the cars, their
limbs naked, and fresh and ruddy with the healthful polish of the baths intheir right hands goads, suggestive of torture dreadfui to the thought...let
l%rn see the fours...limbs slender, yet with impact crushing as hammers every muscle of the r o ~ u ~ d ebodies
d
instinct with glorious life, swelling,

-
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d i m i n i s l ~ ~justdying
g,
the world in taking from tl~einits ~dtimatemeasure
of force...and, wit11 such distinctness as tlus picture comes, he may share
the satisfaction and deeper pleasure of those to whom it was a tlwilling fact,
not a feeble fancy. (366)

"T11e Lady of Shalott" allowed Anne to identify wit11 a passive, powerless
i ~ ~ g situation,but Beiz-Hta invites her to assume
woman in a c o n f i ~ ~domestic
t l ~ eidentity of an active, powerf~~l
man who takes revenge 011 lus enemies
rather than s~~bmnitting
to them ~mtil
the final s~~bversive
act of suicide.
Aru~e's1eadi11g of Beiz-HLLT
has a less prominent place ~ IMontgomery's
I
novel, but it clearly demonstrates her rebelliol~against Victorian gender roles.
III chapter 30, Aru~econfesses to Marilla that she was p ~ u u s l ~ for
e d reading
the novel and mentions that "Jane Andrews lent it to me" (240), revealing
women privately exchanged tlus text that their
that a cornrn~uutyof yo~mg
parents and teacher would not authorize. Marilla remarks that "When I was
a girl I wasn't so much as allowed to look at a novel," but Anne maltes a
somewhat tenuous generic distinction:"'011, how C ~ I Iyou call "Fen HLU"a
novel when it's really such a religious book?' protested Aru~e.'Of course it's
a little too exciting to be proper reading for Sunday, and I only read it on
weekdays"' (241).&me distinguishes this "religious book" from the Gokluc
novel Tlze Lz~riclMystery of tlze Hauizted Ha11 that Miss Stacy forbids her to
read. Several critics argue that Anne's decision to give LIPthe Gotluc novel
demonstratesher developing self-discipline (seeBerg 126; Foster and Simons
157; Epperly 26). Yet Anne continues to read tlvilling books that she can
justify as "religious," not only recognizing the complex r~dessurroundll~g
women's reading but manipulating them for her own benefit.
The fhmnakers strengthen these connections between Anne's private
readu-tg,formal education, and future career by developing Miss Stacey as a
female role model who is independent, educated, and intellectual. III t l ~ e
novel, Anne misses the first day of scl~oolwit11 Miss Stacy due to a broken
ankle, and the teacher remains a minor cl~aracterwhom t l ~ ereader learns
about through Anne's descriptiol~s.Miss Stacey's direct speech and physical presence in the miuiseries make her influel~cemn~ichmore powerful, espee
Anne to read literat~wewitl~outmal&Ig distinccially when s l ~ encourages
I novel. By m a k i ~ ~
Miss
g
tions between types of books as Miss Stacy does ~ Ithe
Stacey a more prominel~tcl~aracter,the filmmakers provide an ideal teacher
I
for adult women who have
for young women viewers and ~ Iinspiration
finished their formal education and have lost their ability to read for pleaswomen who view these miniseries may have teachers who
ure. Many yo~mg
criticize or mock their reading of "escapist" fiction such as the Aizrze of Greeiz
Gables novels - several of my own teachers did so quite memorably. For
these students, Miss Stacey takes the role of a teacher who recognizes the
value of-fiction that provides them with intense pleasure. Adult women w l ~ o
have not read for pleasure since childhood may also be inspired by Miss
Stacey's admirable cl~aracterto return to the act of reading a ~ todshare their

f a v o ~ ~ ibooks
t e wid1 younger women.
In later scenes, Anne Slurley is drawn to acts of p ~ ~ b lperformance
ic
that
parallel her acts of private reading: t l ~ efirst is h~uniliatingand even lifetlveatening while the second wins t l ~ esympathy of her comm~uuty.T11e
filmmalcers' revisions to these sections of t l ~ novel
e
are fairly s~~btle:
changes
in the sequence of events, additional scenes wit11 Gilbert Blytl~e,and revisions and expansions of Montgomery's literary allusions. Yet these revie
and demonstrate
sions build on Anne's experiences as a reader in t l ~ novel
t l ~ eways in wlucl-t camera angles, music, and dialogue contribute to t l ~ e
effects of a television adaptation. Anne begins the miniseries as a servant
whose boolc is burned when s l ~ neglects
e
her chores, but she will end it a
celebrated student whose reading captures the attention of professional artists.
ic
of a literary worlc in t l ~ eminiseries is
Anne's first p ~ ~ b lperformance
based on Montgomery's chapter "An Unforhu-tate Lily Maid." Anne con~ ~ to act out the
vinces her friends Diana Barry,Jane Andrews, and R L IGillis
final scene from Alfred Tennyson's "Lancelot and Elaine," in wluch Elaine's
r
011 a barge and sends it down t l ~ river
e
to Calnelot so
family places l ~ ecorpse
that Lancelot may see that she has died of love for him. As Anne as the Lily
e
springs a leak and she has to climb
Maid floats along Barry's Pond, t l ~ boat
e
supports in order to avoid drawling. Anne is deeply l~umilionto t l ~ bridge
ated when Gilbert arrives and rescues her, concluding that "I don't ever
e
'romance' again....It was easy enough in Camelot but
want to hear t l ~ word
it certainly isn't appreciated in Avoldea." The filmmalcers strengthen t11e
impact of tlus scene from the novel by includingpassages from "T11e Lady of
Shalott" and combining it wit11 Anne's discovery that she 11as tied with
I entrance examinations to t l ~ e
teacl~er'scollege.
Gilbert for first place ~ Ithe
Wlule Anne read Tennyson in secret in the opening scene of the miniseries,
she now demonstrates her potential as a teaches and pevforvner by il~spil-ing
l ~ egirlfriends
r
to read and to engage critically wit11 poetry.
The scene in t l ~ miniseries
e
begins wit11 a debate about who should play
the part of Elaine that h ~ c t i o n as
s a commentary on film adaptation as an
"inautl-tentic" but potentially liberating process. When Diana tells Anne
that she should be Elaine because it was her idea, Anne reveals her desire for
e
fidelity to t l ~ poem:
A red-haired person cauxot play the Lily Maid. Teru~ysonwould
never approve.
Diana Your complexio~~
is just as fair as Ruby's. And, anyway, your hair
is darker now t11a1 just plain old red.
Anne Really?
Jane I'd say it's definitely auburn. And that's sort of close to blonde.
Anne
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This dialogue is based on that in t l ~ novel,
e
yet the added lines "Tennyson
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wo~11dnever approve" and "It isn't authentic" anticipate the debates surr o ~ u ~ d i nthe
g adaptation of Arzrze of Green Gables itself. Anne's pleas for lustorical and textual accuracy througl~outthis dialogue link her to the critics
who fault Arzrze of Greelz Gables for departing from Montgomery's intentions,
the details of the novel, or the late-Victorian setting.Yet when the boat begins
to sink, Anne learns the lesson that Pam Cook articulates 111her 1996 study
of cost~unefilms: "the quest for a u t l ~ e ~ ~identities
tic
is itself doomed" (2).
Aiuxe's depart~refrom Tennyson's narrative dramatizes the feminist apI
lustorical and textual inacc~u-aciesbecome
proach to adaptation ~ Iwlucl~
velucles for the free play of identity and for the liberation of female viewers
from traditional roles. Like the novel, the miniseries takes place in t l ~ dece
ades before the turn of the twentieth century. T11e filmmakerslughlight the
novelistic scenes in which women's hairstyles and clothing are discussed,
analyzed, and criticized ~ IaI way that suggests future change. This scene
represents Anne's "dressing LIP"not as an attempt to rehu-nto the past but to
try on the potential future identities of an actress and a sexually charged
adult woman.
The passages from "The Lady of Sl~alott"create a strong link to the opening scene of the miniseries to emphasize the begisuGrtg of Anne's critical
distance from Tennyson. Anne recites ten lines from the poem as she floats
OII the pond. The first five lines are repeated from the opening scene, when
Aru~erecited them before her interruption by Mrs. Hammond:
There she weaves by night and day
A magic web with colo~u-sgay.
She has heard a whisper say,
A curse is on her if she stay
To look down on Camelot. (1:390)

The next five lines, excerpted from stanzas near the end of the poem, describe
the heroine's death:
And at the closing of the day
The broad stream bore her far away
And as the boat-head would along
They heard her singing her last song,
The Lady of Sl~alott.(1:394)

When the boat begins to sink, the music that accompanies Anne's reading
abruptly ends and Me camera cuts from her l~orrifiedface to the water powu ~ into
g the boat. This time, Anne's reading is interrupted not by an authority figure but by 11er own resistance to Tennyson's world. She is attsacted to
the romantic idea of dying for love, b ~she
~ ist unwilling to die or to be rescued
to give Gilbert credit for saving her
by a man in her own life. Anne ref~~ses
since her friends are nearby: "Help is 011 the way. And I was calmly waiting

for it."
The filmmakers connect Anne's role as director of the Lily Maid drama to
her future role as teacher by placing this scene after the college entrance
examinations, rather than before the exams as in t l ~ novel.
e
w1'1e11they reach
e
Gilbert tells Anne that they have tied for first place out
the shore of t l ~ pond,
of two hundred on the examination pass list. Tlus detail emphasizes Anne's
intellech~alequality with Gilbert and suggests her ability to analyze literature in an academic setting.
"Lancelot and Elaine" - a longer and more complex version of "The
Lady of Shdott" from Idylls of tlze King -represents the myth of the beautiful
pure maiden who dies when her first love is not returned. Elaine falls in love
wit11 Lancelot when he visits her castle on the way to the diamond jousts at
Camelot, and she faithfully nurses lum back to l ~ e a l twhen
l~
he is nearly
killed. Since Lancelot cannot return her love due to his longstanding affair
wit11 Queen G~kevere,
Elaine vows to die and writes a letter for lum to read
after her death:
I loved you, axd my love lxad no rekuix,
And therefore my true love has been my death.
And therefore to our Lady G~linevere,
And to all other ladies, I make moan:
Pray for my soul, axd yield me burial. (3:458)

When Elaine's corpse floats to Camelot in the barge, she is admired by all the
court and her innocent love inspires Lancelot to consider giving up his affair
with the Queen.
Montgomery uses tlus poem to contrast Tennyson's Camelot wit11 its
ideals of passive femininity to her own Avonlea where Anne's longing for
tlus world is presented as 11aiveand comical. The novel states that the girls
read "Lancelot a t d Elaine" in school: "They had analyzed and parsed it
and tor11 it to pieces in general ~u-ttil
it was a wonder there was a17y meaning
at all left in it for them, but at least the fair lily maid and Lancelot and
G ~ ~ ~ e vand
e r King
e
A r t l ~ had
u become very red people to them" (221).The
girls dramatize the poem in order to receive a romantic thrill, yet their experience ends wit11 the lesson that they need to resist the ideal of love at first
sight and the fantasy of revenge tlwougl~suicide. T11e Lady of Shalott is
the luught
willing to die for a glance at Lancelot and Elaine falls in love witl~
as soon as she sees lum, yet Anne turns her face away from Gilbert: "'We
were playing Elaine,' explained Anne frigidly, without even loolting at her
rescuer" (225). Tlus revision of Tennyson's poem is a ltey aspect of Montgomery's feminism as it has been interpreted by critics in the last two decades.
Many critics uf the novel descr2ue the iessuil tlmt &uie le;liii~i101i-i il-US
experience in negative terms. k a ~ s s o interprets
n
tlus scene as the moment that Anne "outgrows the need for personae borrowed from romance"
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(111)and learns tl-tatfor womei-t "the elusive world of romu-tceis truly 110thing but a dead end" (114). Slurley Foster and Judy Simons make a similar
claim: "Wlule the novel as a wl-tole validates tl-te imagination as a-timportant vivifying powel; tlus particular incident...serves as a reminder that failtasybecomes abs~xd,even dangerous, if it is too far disengaged from tl-tereal
world" (157).Ross notes that Montgomery's literary parody leaves room for
romance, since "Mol~tgomeryanticipates tl-te happy outcoine of Gilbert's
role as patient suitor and princess-rescuer, wlule moclcing tl-teromance formula tl-tat she l-terself is using" ("Calling Back" 44). Epperly describes this
tei-tsion h-tInore negative terms: "h-t giving up ecstatic identification with
Tennyson's Elaine and the other romantic poems and stories of l-ter cl-tildhood and adapting to 'real' male-female relations, &u-te may merely be conforming to a romanticized stereotype of l-tertimes" (37).These critics suggest
tl-tat wlule Anne learns to reject Telmyson's gender politics, sl-te will ultimately accept a col-tventionalroma-tceu-td marriage to Gilbert.
My own interpretation focuses oi-tAnne's progressiol-tfrom private reading to p ~ ~ b lperfonnance,
ic
which allows for a more positive view of tl-teLily
Maid scene as evidence of Au-te's determination to read despite all obstacles; such an interpretation comes t11rougl-t mucl-t more strongly h-t the
miniseries tl-tanin tl-tenovel. h-t col-ttrastto earlier readings of "Tile Lady of
Sl-talott"and Ben-Hin., the Lily Maid scene focuses ol-tAu-te's ability to draw
l-ter family, friends, u-td future romantic partner into the world of l-terliterary
imagination. Am-te's near-drownh-tg compels her to outgrow tl-te habit of
becomning so absorbed inl-terreading tl-tatshe forgets e v e i y t l ~ ixo~md
~g
l-ter
yet demonstrates l-ter ability to capture tl-teattention a-td admiration of others. Wl-ten Marilla Cutl-tbert scolds Aru-te for playing the Lily Maid, Anne
amoLu-tcesthat sl-tel-tas tied for first place in tl-tecollege entrance examinaas Rachel
tions. Tl-te scene h1r1-t~into a victory ratl-ter tl-tan a l-tumiliatio~~,
Lynde admits: "You're a credit to 11s all, a-td we're all proud of you."
Aru-te's recitation at a hotel concert later in tl-te miniseries proves her
ability to overcome tl-te fear of l-tumiliationand p~uuslunei-ttand to inspire
-to~
otl-terswit11 the passion for reading that she l-tas defended t l ~ r o ~ ~ g lher
life. Au-te is terrified to go onstage after a professiol-talelocutionist, yet sl-te
overcomes l-terfear and delivers a gripping performance of "Tl-teHighwayman" by Alfred Noyes. With tlus poem, the filrnmalcersrevisit tl-tetl-temeof a
l-terself to warn l-terlover
woman killing l-terselffor love. Tl-tel-terok-tesl~oots
tl-tat King George's men are going to arrest lum, but rather than recite tl-te
lines about the l-teroine's deatl-tas 111 tl-teLily Maid sequence, Anne recites the
stanza told from tl-teperspective of tl-telugl-twaymanwit11 lus "rapier brandisl-tedhigh," t h ~rejecting
~s
Elaine's role for that of La-tcelot.Aru-terefuses to
attend the concert with Gilbert and tl-ten regrets it, but she ends the scene
with her closest female friend: "I am happy, Diana, a-td notl-tingis going to
hold me back." Tlus scene represents Anne's fullest confidel-tcein l-terself as
began with l-terprivate
reader and performer and completes tl-teprocess tl~at

recitation of "Tl-teLady of Sl-talott"111 the opening seconds of tl-teminiseries.
Tl-tel-totelconcert suggests tl-tat Aru-te's reading will bring l-ter comnunity together and form the fo~u-tdation
of her f ~ ~ t ucareer.
re
Ma-tycharacters
express tl-teirconfidence in Anne before the recital: Alice Lawson envies l-ter
i cd reminds her tl-tat sl-te"can do no wrong in
ability to stand out 111 p ~ ~ b lm
this cormn~uuty"after passing first h-tthe entra-tceexaminations. Matthew
Cutl-tbertgives her a string of pearls, wlucl-t Anne treasures more than tl-te
diamonds worn by the wealthy Americans at the hotel. Marilla does not
express her pride h-tAnne's accomnplislunents directly, but l-ter warnings
about forming a tie witl-t Gilbert suggest tl-tat she expects ku-te to have a
career beyond the domestic sphere: "You don't belong inAvonlea a-tymore."
Gilbert teases l-ter about the Lily Maid episode, suggestil-tgtl-tatshe give up
teacl-ting for "a career on tl-te stage," but he is the first to stand during the
applause following her recitation. Flint claims that reading aloud in the
l-tomnewas recommended for Victorian women, since it allowed tl-temto share
established values with tl-teir comm~uutiesand to use tl-teir influence for
i c of a l-totelwhere the presgood (100-02).Yet Aru-terecites in the p ~ ~ b lspace
ence of a female professional elocutiolust suggests the possibility of a real
ic
empowers
"career 01-t the stage." This sluft from private to p ~ ~ b lreading
Anne to influence Avoldea's perception of women's roles, which have tradia IImited educatiol-tfollowed by a lifetime of domestic work.
tionally k-tcl~~ded
The filming of tlus scene emphasizesthe contrast between Anne's previic
ous absorption h-tboolcs a-td l-ter self-consciousness during this p ~ ~ b lperforma-tce.h-tearlier scenes, tl-tecamera focuses 017 Anne as she reads and the
m ~ ~ sinvites
ic
the reader to enter tl-teworld of her imagination -~u-ttil
she is
interrr~pted,at wluch point the camera cuts to mother image and the music
abruptly ends. Yet Anne stands in silence on the hotel stage as the camera
cuts between her terrified face and those of various members of her waiting
audience, representh-tgthe fact that she is all too aware of l-ters~u-ro~u-tdings.
Aru-te finally pulls herself together when she sees the smug face of her rival
d reads for the first time witl-t a total awareness of her el-tviJosie Pye, a ~ sl-te
ronment.
Aru-te's reading of "The Highwayman" represents her ability to identify
witl-t tl-tepowerful hero as well as the s~ucidalheroine, as she did during the
t
The opening stanza focuses on tl-te mounted hero
chariot race i ~ - Ben-Hta..
rather tl-tm on the woman waiting in the tower, and the next s t a u a that
Anne recites is the only one i11the poem told fsom the lugl-twayma-t'spoint of
view:
"One kiss, my bolu~ysweetheart, I'm after a prize to-night,
But I shall return with the yellow gold before the morning light;
Yet, if they press me sharply, and harry me tlu-oug11 the day,
Look for me by moonlight,
Watch for me by moonlight,
I'll come to thee by mool~light,t l ~ o u ghell
l ~ should bar t11e way." (11)
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The camera's focus on Gilbert wlule Anne reads the opening line of the
stanza suggests that Anne is able to reverse the gender roles of the Lily Maid
scene. She refused to call Gilbert her rescuer whle playing Elaine, but she
addresses him as her "bonny sweetl~eart"while playing the lugl~wayman,
taking the active male role instead of the passive female one. Tl~e
last stanza
that she recites describes the 11ighwayma1's m~wderrather than the heroI blood on the lugl~way
wit11 a bunch of lace
ine's suicide: "And he lay ~ I1us
at his throat." In the Lily Maid scene, Anne's belief that literary dramatization must be "authentic" led her to risk her ow11 life by drowning. Anne
shows much greater control a ~ flexibility
d
when she takes on the role of the
lugl~wayman,using it to assert her power over Josie and Gilbert a ~ then
d
reno~mcingit when she describes the hero's death.
The miniseriesbuilds on Mol~tgomery'schapter entitled "The Hotel Concert" by increasing Gilbert's role as Anne's friend, rival, and potential romantic partner. Inthe novel, Gilbert appears only as member of the concert
audience whose presence inspires Anne to perform well. Inthe miniseries,
Gilbert asks Anne to attend the concert with l k and she refuses after Marilla
warns her a b o ~forming
~t
too strong a tie in her slnall town. When Anne runs
outside after the concert to call Gilbert's name as he drives away from the
hotel, the filmmakers suggest Mat this event has been a missed opportunity
Yet Gilbert's presence in tlus scene does not remove the
as well as a tri~unph.
emphasis from Aru~e'sindividual development, nor does it suggest her dependence on him. Instead, Anne's recitation of "The Highwayman" takes
on another dimension in which she asserts control over their relationslup
and restores her confidence after her h~uniliationover being "rescued" in
Barry's Pond. Tlus scene demonstrates that Sullivan and Wiesenfeld succeeded in their intention to focus on Anne's development as an jl-tdividual,
not merely in relation to Gilbert. Gilbert forms an important part of Anne's
life a ~ her
d search for comu1uty and identity but his act of leaving this
concert does not prevent her from enjoying l ~ etriumph
r
and strengthening
her connections to others.
The filmmakers' decision to have Anne recite "The Highwayman" rather than "The Maiden's Vow," as in the 11ovel -also changes the gender
politics of tlus scene. Mol~tgomerydoes not name the author of "T11e Maiden's Vow" or provide quotations from the poem, although Arne describes it
as "patl~etic"and likely to make people cry (269). This description fits the
Scottishballad poem "The Maiden's Vow" by Barol~essNaime, whose anony~ e d were very popular during the nineteenth century.
mously p ~ ~ b l i s l songs
The poem is worth quoting in full, since it is now difficult to find:
I've made a vow, I'll keep it true,
I'll never married be;
For the only a l e that I thinlc on
Will never think o' me.
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Now gane to a far distant shore,
Their face nae mair I'll see;
l o' them,
~
But often will I t
That wirula thh& o' me.
Gae owre, gae owre noo, gude Sir Jolm,
Oh, dinna follow me;
For the only ane I ere tllocht on,
Lies buried in the sea. (232-33)

Tlus poem's obscurity, brevity, and Scottish dialect clearly lnalte it undesirable for a televized adaptation of this scene. More to the point, tlus poem also
describes another passive woman who mourns the tragic deatl~of the man
she loves. The change to "Tl~eHighwayman" points to Anne's identity in
t l ~ novel
e
and television seq~~els
as a powerful and rebellious f i g r e w l ~ will
o
l
culture at the turn of the
operate outside the conventions of r ~ r aCanadian
twentieth century. Lilte the highwayman, she will embody a challenge to
traditional institutions that will both frustsate and inspire the people she
encou~ters
in her future roles as teachel; writer, wife, motl~er,a ~ commud
nity leader.
r
wit11 film adaptations as early as
Montgomery expressed l ~ efascination
the silent era. She wrote in 1921, "I don't know why I keep on going to see my
favorite books screened. The res~dtis always a disappointment. And yet I
suppose I will lteep on doing it whenever the chance comes my way" (Se3: 26). Montgomery even enjoyed the 1934adaptation of Alzlze
lected Jot~r~znls
of G~eelzGables directed by George Nicholls, Jr., despite its sentimental romance plot and the fact that she received no royalty for it:
I am pestered to death by questions as to '11ow I lilce it' and 'what I feel like'
seeing my cl~aracters'come to life' like that. I liked it well enough but 1had
no sense of seeing my characters come to life because they were not my
characters as I saw them, wit11 the partial exception of 'Aru~e.'The whole
pichire was so entirely different from i71y vision of the scenes and the
people that it did not seem tizy boolc at all. It was just a pleasant, welldirected little play by somebody else. (Selected Jouriznls 4: 326).

Mol~tgomery'srecognition that adaptations sl~ouldultimately be judged on
their own merits -rather t l ~ aby
l ~how she Lilted them and how they measured LIP to her intentions -provides a model for literary critics who study
late-twentieth-century adaptations of her work. T11e 1934Alzlze of Green Gables may be a "pleasant, well-directed little play" but Sullivan's Alzlze of
Green Gables miniseries is s o m e t l ~ more:
g
a nuanced intesyretation of the
novel that focuses on the heroine's education, imagination, and intellectual
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In a letter to me dated 12 Sept. 2000, Wiesenfeld described the process tlxrougl~wlucli
lie came to write the final shooting script for the film. According to lum, Sullivan
wrote the first draft of the script himself, but "[li]is partners, particularly PBS and
CBC, insisted he bring in a professional writer to rework t l ~ escript before they w o ~ d d
conunit to production." Sullivan offered the project to Wiesenfeld, who "did a page
one rewrite, wluch means I clianged everything, using as my source...tlie boolc itself,
rather tl~an17is script." TIUSscript was used as tlie sl~ootingscript: "The finished film
is pretty nearly word for word tlie written script, except where cuts were made for
length in the finished film." Literary critics commonly attribute the entire film to
Sullivan, but it is important to note that Wiesenfeld was the primary screenwriter.
Alzrze of Greeiz Gnbles was produced by Sullivan Films and Ventura Pictures in association with a number of television networks and funding agencies around t l ~ eworld,
including tlie Canadian Broadcasting Corporation, PBS/Wonderworks, City-TV, ZDF
(West Germany), and Telefilm Canada.
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