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Abstract

In her fiction, L.M. Montgomery (1874-1942) usdsthing as a tool to explore women's
roles during a time when ideologies about womerewgelickly changing. As women took a
more prominent place in the public sphere, thairéased visibility put greater emphasis on their
appearance. Written during a span of time that mpessed both the end of the Victorian era
and the beginning of World War 1l, Montgomery'sifim shows dress being used in order to
navigate new roles and negotiate changing powatioeks.

This thesis links specific changes in women'ssligaring Montgomery's lifetime to her
fictional depictions of clothing. I investigate theereased presence of women in the paid labour
force in relation to independence, both financrad amotional, and autonomy in dress. | also
look at visibility and changing ideologies aboutsality and morality and how these moral
concepts are rewritten by Montgomery to favourrdita to dress. Lastly, | explore the
influence of women, through their moral qualities,the nation in the early part of the twentieth
century and its connection to fashion, noting ae®sed interest in both following World War 1.
| pay particular attention to three of Montgomendwels:Anne of Green Gablg4908),The

Blue Castlg1926), andlane of Lantern Hil{1937), and a number of her short stories.
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Introduction

| have often felt a certain envy of the women of nMgther's and grandmother's

generation. They lived their lives in a practicallychanged and apparently changeless

world. Nothing was questioned — religion — polities society — all nicely mapped

out and arranged and organized. And my generaildrdt have we not seen? Everything

we once thought immoveable wrenched from its padlesid hurled to ruins. All our old

standards and beliefs swept away [...]. (MontgonssityMM Vol. IV163)
L.M. Montgomery (1874-1942) notes in her journa thrastic changes that have occurred in her
lifetime and the impact they have had on the Inlewomen. She lived through the end of the
Victorian era, the Edwardian era, World War |, B@aring Twenties, and the Depression and
saw the beginning of World War Il. The opening afieus fields, such as medicine and law, to
women, the women's suffrage movement, and thehitisess wrought by war and economic
depression created a number of opportunities fonem As a result, there was a significant
movement of women out of the domestic sphere, samstonly temporarily, into the more
visible public sphere, such as by entering the [@idur force or the political arena.

Alongside her record of these changes, such améetion that "[tjhe Ontario
government has given the suffrage to wom&dLMM Vol. 11211), Montgomery also writes of
clothing and changes in fashion with, perhaps,tgrdeequency. She happily notes when styles
she dislikes, such as short skirts, go out of tasi®JLMM Vol. IV5) and when old styles she
enjoyed, such as puffed sleeves, come back intediagCIJLMM 1901-1911134 andSJLMM
Vol. IV 231). Montgomery cared not only for the sartoaisppect of clothing, but also its
emotional significance. She writes of clothingimés of triumph, such as the purchase of her

very first evening dress on her first trip as abelty author CJLMM 1901-1911328), and in



times of sorrow, such as deciding what dress irckvto bury her beloved friend and cousin,
Frede CampbellSILMM Vol. 11296). Montgomery both wrote in detail about thetlees she
wore as well as documented her dress in photograpbk as her wedding trousse@Ji(MM
1901-1911413)}

Montgomery's detailed attention to clothing catraeer from her journal to her fictional
works. | argue that, in her novels and short sspfidontgomery depicts clothing as a generally
positive influence in women's lives as she expléeesale societal roles during a time of great
change for women, perhaps reflecting her own pasassociations with clothing. Her characters
use dress, at various times, as a tool to assepbuild relationships, enact change, or
promote moral goodness. Building on Alison Matthéevid and Kimberly Wahl's examination
of the role of fashion idnne of Green Gabld83-49) and Irene Gammel's discussion of the
historical context in which Montgomery was writingout Anne's clothing (178-182), my
project takes a similar approach to a wider varadtylontgomery's works, looking at specific
changes that were occurring in women's historyandada during Montgomery's lifetime and
their influence in her writing about dress. | expla number of Montgomery's short stories and
novels, ranging from early to late in her writireyeer, paying particular attention to the novels
Anne of Green Gablg4908),The Blue Castl€1926), andlane of Lantern Hil(1937). Because
Montgomery was a popular writer, invested in apipgato the majority, through her works one
can track changing predominant attitudes toward &roand their societal roles as well as note
which attitudes remained the same throughout fedirtie. Montgomery's short stories also
warrant closer study; although a number of thenewetlected and re-published in the late-

1980s and the 1990s by Mary Rubio and ElizabetheY§tdn, few scholars have written about

! More photographs of Montgomery in her wedding $s®au can be seen in the online exhibiftturing a
Canadian Life: L.M. Montgomery's Personal Scraptmakd Book Coversurated by Elizabeth Rollins Epperly.



them and frequently they are only studied in thelie as precursors to Montgomery's more
famousAnne of Green Gableélthough she wrote several novels, short stosiese
Montgomery's first source of income from writingdamer most prolific genre. In her short
stories, Montgomery reused certain themes, issunebplots, highlighting different aspects or
exploring different viewpoints each time, makinggk a rich source of investigation and
comparison.

Montgomery was an astute observer of the worldradtdher who was compared with
Jane Austen by contemporary crit{&LMM Vol. IV40). Although not particularly political
herself, she grew up in a politically-involved fayrand was highly aware of the vast changes
that were occurring in the world around her. Hetidin reflects this aspect of Montgomery's
character. While overt mentions of political movertisesuch as women's suffrage are rare in her
fiction, Montgomery's works frequently feature fdenaharacters who espouse or explore
feminist issues of the period, such as what carsstappropriate women's wdrka my project,
| will focus on three changes that occurred duMantgomery's lifetime and that seem to have
had bearing on her own life: the large numbers afen in the paid workforce, the increased
visibility of women outside of the home, and th#uance of women on the nation. Montgomery
was employed throughout her entire adult life,aious times a teacher, a proofreader for a
newspaper, and, always, a writer. After the pulibceand widespread successfoine of Green
Gables(1908), Montgomery was often put in the public éyer readers were deeply interested
in her and newspapers were happy to satisfy thueiogity by interviewing and reporting on
Montgomery. Montgomery became a public personageveder, Montgomery also struggled to

maintain her personal, private life with her fami8he frequently writes in her journal about her

2 See Montgomery's short stories "In Spite of MysglB96) and "The Strike at Putney" (1903) for wotkat deal
closely with the debate about women's roles inetgci



difficulties as a minister's wife and a mother, entraditional roles that were considered
important in their function of maintaining the mbirgegrity of the family and the community.
As a popular writer, and often a writer for Sundaliool papers, Montgomery was also
considered an influence on the moral integrity @f teaders by her publishers and the readers
themselves. Thus, in her writing, Montgomery prés@oth expected, conventional morals as
well as her own personal, sometimes surprisingtyoanmentional, beliefs.

Clothing becomes an important theme in explorivesé changes because of its
prominence in Montgomery's works as well as theartgnce that clothing had as a particularly
feminine form of expression. Diana Crane writesvofnen using clothes as "non-verbal
symbols as a means of self-expression” when otbeemof assertion were denied them (100).
Montgomery is able to say things through the clagltof her characters that she may not be able
to write about openly. Fashions in dress also Yedid the drastic ideological changes about
women that occurred throughout Montgomery's lifetitf8tyles shifted from the elaborate, multi-
layered dress worn during the Victorian and Edwaardiras to a freer, lighter form of dress
during and after World War | to one that we wowddagnize as being quite similar to our
modern dress in the 1930s and 1940s in its lackdérpinnings and greater prominence of
masculine forms of dress such as pants. Many sktbkanges in dress were a result of women's
changing occupations during World Wars | and Igfitiand Parr 216-219), but they were also
influenced by the dress reform movement of thete®@h century (228) and new models of
womanhood such as the "New Woman" of the 1890stantflapper” of the 1920s that were
associated with particular forms of dress. Montggmecords these fashion changes, not only in
her journals, but through the dress of her fictidamale characters, in whose lives dress often

plays an important role. In writing about theserabters, Montgomery writes about new dresses



that they receive, what clothes they wear on paeraoccasions, and the effect of their dress on
other people. Clothing is equally as importantéo tharacters as it was to Montgomery herself,
making it a fruitful line of enquiry when studyimMdontgomery's works.

In my first chapter, "Working for Independencegxamine the concepts of work and
independence, both financial and emotional, anid tektion to choice in dress and the creation
or purchase of clothing. The various ways in whibaracters obtain or determine dress reflect
the ways in which characters exercise power orerdered powerless. This discussion takes
place within the context of women's drasticallyreased presence within "the paid labour
market" (Strong-Boag 42) in the late-nineteenthwgnand Montgomery's own positive feelings
toward wage-earning. Montgomery was well awarénefihcreased opportunities and greater
power available to those who had their own indepant@inancial resources. Her experiences in
the workforce, particularly her success as a wrgave her an authority and confidence that was
denied to her in her dependent and constrainedhymitig with her strict grandparents. Greater
equality and balanced power relations between fewtahracters of different ages and stations
allow them to build stronger emotional ties. Montgey's female characters who are able to
engage in some sort of work, whether it is paidiatoutside the home or the execution of
important duties within the home, are also the nabt to maintain or create relationships,
particularly familial ones.

Characters who work are also better able to detertheir own dress. Diana Crane's
observation of the "enormous amounts of time anday6(100) that middle-class women
expended on dress points to the connection betmeaey and the ability to obtain clothing or
dress materials, while her statement that womed cdis¢hing for expression because they were

"[lJacking other forms of power" (100) links choio¢ dress with power over self. Thus, in the



power struggles that occur between characters gemerally those characters who are employed
or able to control money who are also able to dates the dress of others or themselves. While
in Montgomery's fiction dress can be a site of powedbalance resulting in oppression, it can
also be a means of bringing characters togethethidl, particularly clothing acquired in a
cooperative manner that takes into account thedastd opinions of more than one person,
becomes a way of empowering certain charactergaalling them to form relationships.

In Chapter Two, "Visibility, Vanity, and Changd,address the increased visual presence
of women in the public sphere and the altered wmigiek that Montgomery portrays with regard
to vanity and concern with dress. Montgomery prasat positive view of caring about
appearance through her portrayals of attractivesdas a positive influence on emotions and
self-image, in contrast with earlier ideologiestttidticized vanity. Beth Light and Joy Parr
remark on the way in which "Canadian women assuarggr roles in the public sphere of
society" and the link between this change in raled change in dress (228). Montgomery, when
attending high-profile events as a celebrity aythtways purchased new, pretty clothing,
knowing that these events would be covered by tegoand photographers. Montgomery's
female characters also recognize the need to dpgssepriately for different environments,
altering their dress when they move from the paydbmestic sphere to the public sphere. One
of the environments that Montgomery explores inflation is the stage; several of her young
female characters appear on-stage in public. Monégg addresses the moral problem of
feminine vanity associated with the stage and wathcern for dress. By portraying female
characters on the stage positively, she repositimmsoncept of sinful vanity as something that
is old-fashioned and outdated. She also portraymaber of morally-upright women as

beautifully dressed, linking beautiful dress witbnal goodness.



Montgomery depicts other positive effects on tlearer of beautiful and, more
importantly, fashionable dress. Penny Storm desstribe ability of adornment to positively
influence others and to "increase [...] self-coafide” (6). She also writes of the power of
comfortable clothing that increases competencecantidence (312). Montgomery's characters
are able to empower themselves through the weafibgautiful dress. This empowerment
allows them to feel good about themselves and grasitive changes in their own lives.
Wearing fashionable dress, characters are alserladite to deal with change. In contrast,
characters who refuse to be fashion-consciousearesented negatively; ultimately, their
refusal to change with the times or be flexiblautissin their social isolation. Such rigidity is
often associated with the Victorian, an era (18901) that was coming to an end when
Montgomery's writing career was just beginning. §iher heroic characters often show their
competence and confidence while wearing lightess kestrictive clothing such as overalls and
bathing suits. Their ease of movement, facilitddgdheir modern dress, is mirrored by their ease
of dealing with change.

However, Montgomery also realized problems assedi@ith modernity, such as
modernity's preoccupation with youth and sexuaditpreoccupation remarked upon by
Veronica Strong-Boag (85). While Montgomery hadonablem with including a judicious
amount of sexuality in her fiction, she was diseged, by both her publisher and her own
inclinations, from including too much open sexuaiit her works. Montgomery's female
characters are able to display appropriate sextrattiveness through the right clothing:
clothing that is beautiful, but does not reveal nmach. Often this clothing also has the effect of
changing the perceptions of others; it alters fieearance of the wearer so that she is perceived

to be the appropriate age for marriage: young gitsshown to be mature women and aging



spinsters regain lost youth. Montgomery is conagmigh portraying the power of beautiful and
fashionable clothing to enact positive changelierwearer. Her female heroines are able to put
on new, confident, and happy personas in the saaydhat they put on new clothes.

Chapter Three, "Model Heroines and Maternal Fegnirii investigates the virtuous
gualities that Montgomery advocates in her fic@om the potential participation of her virtuous
heroines in the political realm. Montgomery celébsausefulness, capability, and maternalism in
her exclusively white, middle-class, Anglo-Celtierbines, but, over time, increasingly portrays
them as having a less-active role in the politsgdere through the decreasing presence of
fashion in her novels. Both Cecily Devereux andrigh&earce remark on Montgomery's
prohibition of those who are not Anglo-Celtic andldie-class from performing Canadian-ness
(qtd. in Pearce 233, Pearce 233) which, | argee, pdevents them from displaying Canadian
virtue. Montgomery's class concerns affect not ovitych female characters can be considered
to be virtuous, but also influence the situatiang/hich they are able to display their virtue.
Their need for certain types of formal clothingloeir extensive wardrobes are tied to their
middle-class status. Lower-class characters, itrast) are portrayed as less competent, poorly
dressed, and unable to effect any positive chamgfeeir wardrobes. Domesticity and
Christianity also become important components obisen in Montgomery's writing as Monika
Hilder observes (214). They are displayed througituning maternal behaviour, which is linked
to usefulness in its ability to help others. Clathiin its capacity to cover and shelter, is
portrayed as a symbol of maternity, but not alwagysitively.

Maternal behaviour has an even wider influendgésisonnection with the movement of
maternal feminism, a political movement prevalen€Canada in the early decades of the

twentieth century that intended to take the martilience women had in the home into a wider,



public sphere: the nation. Montgomery's contempoRallie McClung was strong proponent of
maternal feminism, laying out guidelines for wonsgmarticipation on the national stage in her
booklIn Times Like Thegd 915). McClung also created a fictional heroipearlie Watson, in
her 1908 bestsell&§owing Seeds in Dannyho is not unlike Montgomery's own female
protagonists, to promote her political agendatinl@agy of novels that often mirrors McClung's
own career. However, Montgomery's heroines artefar politically-involved than McClung's
and, over time, they become decreasingly involvild the wider world and the politics of that
world. This decrease corresponds with a decreaderest in fashion, a connection that | stress
because of fashion's reliance on interactions atitlers in a wider sphere, or "cross-cultural
contact” (Storm 288), to thrive. In Montgomeryifon, it is characters who care about fashion
who are most interested in politics and having@&iva role outside of the domestic sphere.

As one looks at a range of Montgomery's fictidre, power of dress comes through
clearly. While Montgomery's depictions of dress #ma&lr relation to female characters are
frequently positive, creating happiness or selfficiamce, Montgomery does not allow herself to
be unquestioning about the power that dress cantdiimee wrong clothing is equally powerful in
its ability to subdue and oppress. It is theseitassthat create the richness in Montgomery's
work, as characters struggle to assert independengeower themselves, or influence others

through clothing.
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Chapter One: Working for Independence

"l love you as dear as if you were my own flest btood" AGG 382) says Marilla to
Anne as they share their grief over the passingaithew, the other member of their family,
near the end chnne of Green Gablg4908). Emotional bonds between family members asd
an extension of the family, members of the comnyypldy an important role in the works of
L.M. Montgomery. Her fiction often deals with fereatharacters navigating new familial or
communal roles as they marry, move, or are adagteddhey must find appropriate and
fulfilling ways to be daughters, mothers, young vemmand old maids. While Montgomery's
fiction explores female emotional dependence thindbg creation of relationships, it also looks
at female financial dependence. Montgomery workédide the home as a teacher and in a
newspaper office before her marriage, in additemaintaining a career as a writer throughout
her life. She recognized the importance of mongyaviding opportunities for women that they
would not have otherwise. Upon receiving a royatigque for $7000, she reflects, "If | could
only have had one tenth of that sum when | wasumgairl, struggling for an education and
enduring many humiliations and disappointments bseaf my lack of money. A little of it then
would have saved me muclCJLMM 1901-1911289). Montgomery's female characters are just
as interested in being able to obtain financiabueses. Marilla seems to be echoing
Montgomery's sentiments when she says to Annegligve in a girl being fitted to earn her own
living whether she has to or not. You'll always é@ahome at Green Gables as long as Matthew
and | are here, but nobody knows what is goingajgplen in this uncertain world and it's just as
well to be prepared’AGG 319). While Anne may be able to rely on Marillalaviatthew for

emotional and financial support, too much finandeppendence can be harmful because it leaves
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one unprepared to deal with the larger world. Monigry's characters must then be careful in
navigating emotional and financial dependencies.

Montgomery explores power relations between wothesugh clothing, examining both
emotional and financial dependencies. The exedfisgency in dress reflects the degree of
agency characters are able to exercise in th@s.liRiana Crane states, "Upper- and middle-
class women devoted enormous amounts of time ameéyro creating elaborate wardrobes in
order to present themselves appropriately to mesntfetheir social milieus (Smith 1981).
Lacking other forms of power, they used non-vesyahbols as a means of self-expression”
(100). In Crane's interpretation, clothing can beduby women to assert themselves, to present
who they are to the world. Montgomery's journatoahow a belief in the ability of clothing to
be assertive, perhaps even confrontational, iukerof the term "war-paintCJLMM 1889-
190076) to describe the dress that she and her feimatels wear when dressing up for public
events. In her fiction, Montgomery portrays femel@racters navigating fluctuating power
relations as they determine what they wear and wtha&lrs wear in order to assert their power
and ideas of identity or, in contrast, submit te thctates of others as to what they will wear and
who they are.

This chapter will explore assertions of femalesipendence, both emotional and financial,
or lack thereof, as they are expressed throughlédrass. It will focus on female characters in
their roles as daughters and mothers, young womemla maids in order to investigate issues
of dependency at various stages in the femaleyitée, temporarily disregarding wifehood,
which will be addressed in its relation to sexuttbativeness in the following chapter. | will
show that emotional independence is symbolizedhlayacters choosing their own clothing

because it is a means of self-expression, andathegression of this form of self-expression
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comes from prioritizing the needs of others atdkpense of oneself. | will also address the
similar way that the purchasing or making of clothrepresents an exhibition of independence,
usually, financial independence, in contrast whik passive reception of clothing from others.
Montgomery demonstrates that women can find empoeet through choosing, purchasing, or
making their own dres$lowever, Montgomery's female characters must belémeir assertions
of power and independence with their dedicatiotih&r communities by using beautiful
clothing to build and strengthen social bonds.

In Montgomery's fiction, it is single, young womeho are often shown to be the most
emotionally fulfilled and financially independe@Id enough to work, but too young to be
burdened with the stigmatized label of old maiegs#hwomen are portrayed as active and as
having a high degree of agency. Though a womandwvoften expect to rely on male relatives
for financial support, in the late-nineteenth aadyetwentieth centuries it became common for
young, middle-class women to be employed in "thd [@bour market" (Strong-Boag 42). The
short stories "Penelope's Party Waist" (1904) akht Caroline's Silk Dress" (1907) depict
young women who are either employed or are inimgifor a career. Although Cook and
Mitchinson state that "the pattern of life for Cdiza women was a relatively short period of
work before marriage” (166), in these stories tiatsperiod of work tends to lead to building
and maintaining non-marital familial relationshipgparting from traditional societal
expectations as well as romantic conventions. §tesmotional bonds between active,
independent women is what is privileged in theseest and it is through clothing that these
bonds are made and preserved when endangered.

"Penelope's Party Waist" is concerned with thatera of emotional bonds, particularly

in relation to the rebuilding of the family struptu This story features two orphaned sisters,
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Doris and Penelope; Penelope is in training to byeca teacher and Doris has a position "as
typewriter in an uptown office” ("Penelop&58). Cook and Mitchinson comment on the
prevalence of female teachers in the late-nineteegnitury (167) and Beth Light and Joy Parr
remark on the increased presence of women as aféicks (52). Montgomery herself was
employed in both jobs when she was a young womarisorks "to run their tiny
establishment and keep Penelope in school dresddsoaks” ("Penelope” 158). Penelope
receives an invitation to a party but is unablattend because the girls cannot afford suitable
clothing. While they have a supportive and cariistesly relationship, their inability to attend
such social gatherings represents a threat todbéity to create social bonds in the future,
outside of the home, as shown by Penelope's jotetadeople giving up inviting the girls out
"in sheer despair" (157) of their ever acceptings this threat, in addition to Doris' desire &&s
Penelope have a good time, that prompts Doris/igictn providing Penelope with party
clothing.

Although Doris' salary does not enable her to lpase an appropriate dress for Penelope
to wear, the independent spirit that keeps thedinls striving to remain a financially
independent household also works toward creatuigss for Penelope. The quilt, originally
made by their Grandmother Hunter, sent to the giyltheir Aunt Adella is transformed by
Doris' innovative and creative mind as well assieited hands into a lovely "waist" or bodice
for Penelope to wear. Doris rips out the lininglad old quilt, made from "a soft, creamy yellow
silk, with a design of brocaded pink rosebuds adirat" (160), for the material. The making of
clothing is an assertion of agency on the parhefrhaker; the ability to enforce one's will on

material goods in order to shape them and transfoem into something different, a point
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emphasized by the use of the term "creation" (1&Hescribe the waist. The act of sewing also
reflects the creation of emotional bonds as sepaats are joined with stitching.

The quilt, in its new incarnation as a beautifalist, continues to link female family
members. At the party, Penelope, dressed in hersilewaist, meets Mrs. Fairweather, who
recognizes the silk as that which she and herdistér wore as girls. Her sister turns out to have
been Penelope and Doris' Grandmother Hunter angilseare soon adopted by their newly-
discovered great-aunt, who insists on being cdkeoht Esther" and is able to support them
comfortably and give Penelope "her longed-for malstcucation™ and allow Doris to remain at
home (163). Not only do Doris and Penelope obtaiaunt to replace the role the death of their
parents has left empty, but the girls are also tbléake the place of [her] own dear little
granddaughter" who "died six years ago" leavingtAtsther with a broken and lonely
household (164). The determination of Doris andgdnactical skill lead to the recreation of a
whole and healthy household for all of the womeonds that were broken are repaired, just as
Grandmother Hunter's pulled-apart dress is stitdfasd together.

In "Aunt Caroline's Silk Dress," another storyoophaned sisters who are prevented from
attending events because of unsuitable dress,dmandependence takes on a more prominent
role. Carry works as a seamstress and Patty, ékelBpe, is at school to become a teacher.
Carry works to pay the interest on the mortgagieif "old home" ("Aunt Caroline" 54) which
they are in danger of losing because her recemsfi has put her behind in payments. The
financial struggle of the two girls is what thresedo undo their household, which has already
been fractured by the loss of their parents. The & their home would also mean the loss of the
symbolic connection to their departed parents.ydarinvited to the wedding of an old friend in

a larger, richer town and Patty is invited to tlaety of a wealthy, desirable acquaintance, thus
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these events represent an opportunity to conneltanmore financially well-endowed portion of
society. Unfortunately for the girls, there is oelyough dress material between them for one;
Carry possesses a "silk organdie” ("Aunt Carol®)' given to her from an aunt. The
insufficiency of dress materials mirrors the ingtiéincy of financial resources. Out of her love
for her sister, Carry secretly makes the organdiea dress for Patty, leaving herself dress-less.
Carry's selflessness is rewarded when Patty getsiéa for Carry to "make over Aunt Caroline's
silk dress" (59).

The silk dress in question is an old, ugly gowntie Carry three years ago by the girls’
great-aunt Caroline, an old widow who was kept urnttese watch by her nephew and his wife
to prevent her from giving away anything of valliee silk dress is an old-fashioned, "hideous
thing" of "green silk, with huge yellow brocadewlers as big as cabbages all over it" (59), but
Patty is able to imagine it transformed by an okesd of black lace made from leftovers from
their mother's store and their grandmother's sh@airy is portrayed actively working with the
old dress in her hands, "rip[ping] the skirt bréedapart” (61). This industry and activity is
rewarded when within the dress is revealed one teahdollars, a secret gift from Aunt Caroline.
In the note accompanying the money, she writeseyTthe nephew and his wife with whom she
lives] would not let me give it to you if they knewso | have thought of this way of getting it to
you. | have sewed five twenty-dollar bills undee thing of this skirt, and they are all yours"
(61). With this money Carry and Patty are abledyp e interest on the mortgage and keep their
household intact.

In a variety of ways, the appearance of the gillssdl represents financial value. Its green
colour and Carry's mention of cabbages bring tadrtte concept of paper money. The Oxford

English Dictionary records this use of cabbage slarsg term for money as early as 1903 (n.p.),
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just a few years before Montgomery published ttosys While Montgomery's contemporary
readers may not have noticed such a referenceréstders may have and certainly the green
colour would have connoted money. The silk brodts#df speaks of wealth in its fibre and
weave and Aunt Caroline states, "It's a good $BK), further speaking for its quality and the
amount of money that must have been spent to psedhésee Figure 1.1). More closely related
to the concept of financial independence is Cargrisark "that skirt is stiff enough to stand
alone" ("Aunt Caroline" 60); the skirt containirfietmoney will enable the girls to become
financially stable, even though they are alondeworld. In these various ways, Montgomery
hides the solution to the sisters' financial protgen plain sight. It is interesting to note thae t
young women of both this story and "Penelope’'syR&Hist" take items that are ugly and
seemingly worthless and transform them into bealutéms of dress. They are able to recover

financial value that is lost or unseen throughrthrelependent, self-reliant actions.

This image could not be included due tg
copyright restrictions

Figure 1.1: "Brocade Silk Dress." An expensive dreslike Aunt Caroline's with the "huge yellow brocade
flowers" that were fashionable when it was made c890. (Newport Mansion}
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Aunt Caroline lacks the independence demonstiatdter two young nieces, but is able
to become an active agent through her silk dresspHsition as an older widow, unable to work,
leaves her vulnerable to the machinations of otl&dne is "persuaded to deed" her "snug farm"
to a selfish and greedy nephew (60) and livesagepandent in his household. It is this loss of
her primary financial resource, the farm which coloé rented or leased and which would
produce agricultural products that could be sdidf teads to her fall into unhappy, oppressive
dependency as a guest in another's house, a sfatgaio that which threatens Carry and Patty if
they cannot pay off the mortgage on their home.tAlaroline's clever plan to hide her secret
cache of money in the dress in order to give C#ory is a creative way of reasserting her power
over her resources. She exercises her agency éymdeing who is worthy of receiving the
money: "You were always a good girl, Carry, and'yewvorked hard, and I've given Edward
enough” (61), and then acting on this decision aitlconsulting anyone else. Aunt Caroline's
act of sewing is, like Doris', restorative, if otgmporarily in its ability to allow her to recapéu
her independence of action.

In contrast, many of Montgomery's older femalerabters face a lack of agency and
independence. Veronica Strong-Boag states thatdumed women [...] were regularly
dismissed as pitiful creatures who were emotiorféddhyed” (103). Montgomery's portrayals of
spinsters in "The Romance of Aunt Beatrice" (19&) "The Dissipation of Miss Ponsonby"
(1906) certainly conform to this stereotype, assddalancy in the early part @he Blue Castle
(1926). These middle-aged women are undesirablendigmts in their families' homes who, due
to social constraints, have been prevented fromagng in paid employment and are thus
unable to enjoy the independence that girls likeidand Carry possess. They are put upon by

their relatives, Aunt Beatrice by her wealthy besthnd demanding sister-in-law, Miss
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Ponsonby by her tyrannical father, and Valancy éyfamily in general. They lack the ability to
create their own households through marriage arst tharefore rely on the financial support of
relatives other than husbands. It is interestingati® that Montgomery's stories about old maids
portray clothing as a catalyst to bring about nagjei as opposed to other familial bonds.

In the two short stories, which are practicallgntical, both older women are positioned
as aged Cinderellas who are helped by active, juligbdmothers: Margaret in "The Romance
of Aunt Beatrice" and Elizabeth and Jerry in "Thiedpation of Miss Ponsonby." Aunt Beatrice
and Miss Ponsonby are both given dresses that dpébotne girls and these dresses contain a
transformative power that gives youth to the oldemen. Aunt Beatrice says that the dress
makes her feel "like a girl again” ("Romance" 238h)jle Miss Ponsonby calls her experience "a
dream of lost youth" ("Dissipation” 146). By beitige passive recipients of clothing, the two
women are simultaneously infantilized, by beingsdesl by others like children, and given a
temporary youthful agency, the ability to act ltkeir younger counterparts. The beautiful
dresses given to them also give the women a sdreggency and independence that allows them
to act in rebellious ways. Aunt Beatrice attendsphrty in spite of her sister-in-law's
disapproval and Miss Ponsonby goes as far as lgdwithe window and climbing down a tree
to escape from her father's house and get to tiy (126). It is at these events that the two
women will reconnect with their past lovers. Willeir prospective marriages, they will move
from one financial dependency, from their familytsnes to their husband's homes, a comment
on the inability of financially dependent womenb active and truly independent. However,
these women recognize the emotional starvationgbégr in their unsatisfactory homes and,
when wearing beautiful clothes, they are able ¢éatm new bonds and to search out more

emotionally fulfilling households.
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Valancy is just such another unfulfilled old maidthe beginning ofhe Blue CastleHer
story has many echoes of Anne's, which will be exqa below; she is unwanted because she is
"not a boy — or at least, a pretty girl" (39), shast rely on the charity of others for her
enjoyment, hoping that a relative might "fling heechance,’ like a bone to a dog" (21), and she
is kept silent from voicing her desires and opisiby other, older people of authority like her
mother. Such impositions are particularly problemfair Valancy because she is an adult, not a
girl like Anne, who allows herself to be infanti#id, such as when she subsides after her faltering
protest against being called by the childish nickedoss (16). Gabriella Ahmansson claims
that Valancy's rebellion throughout the novel "gracess of maturation, which means
discarding childish things and assuming adult rasimilities” (151). While Ahmansson states
that this maturation involves exposing societyfgessive "hypocrisy and narrow-mindedness in
general, but in particular the double standardsthadstigmatising and controlling’ of female
sexuality" (151), | believe that another part o thssumption of "adult responsibilities” is
finding meaningful work and financial independence.

Although published in 192G he Blue Castlewith its lack of reference to World War |
and its mentions of the Klondike (169) and tin liexz(28), seems to be set in the first decade of
the twentieth century. It was around this time tmadmen's clubs and organizations had begun
to proliferate” (Cook and Mitchinson 198). Cook aviichinson state that these clubs gave
"women a sense of doing something useful and huarégan, a sense of importance " (199).
Montgomery herself was involved with a number ofwem's clubs such as the 1.O.D.E.
(Imperial Order Daughters of the Empire), the Iddgpatia club, and the Women's Institute.
Such clubs endeavoured to solve social problents asi€disease, unsanitary living and working

conditions, delinquency, and prostitution" (Cookl asitchinson 198) as well as promote culture
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and Christian morality. Though Valancy does notipigmate in such groups, her motivation to
leave her mother's oppressive household and woakhasisekeeper for the consumptive, fallen
woman, Cissy Gay, partakes of a similar attitutke: lsopes to better Cissy's situation by
alleviating her social seclusion and, as a remuible to feel useful and important. When she
arrives at the Gay house she realizes, "She watealydhappy. Here was some one who needed
her — some one she could help. She was no longgpexfluity” BC 86). Valancy is able to
gain a sense her own value, thus paving the walydpto build fulfilling relationships between
equal partners, as opposed to relationships inlwgtie is put into the position of inferior or
dependent.

Valancy's entrance into the paid labour force Beusekeeper also echoes Strong-Boag's
summing up of debates about unmarried women atithes "Could a woman support herself
alone and were there emotional alternatives toshdnd and children?" (104). For Valancy, the

answer to these questions is yes and no. Eppethlssthat Montgomery's heroines' "rebellions
are, after all, harmless (as far as the establishim&oncerned) since the heroines eventually
adopt traditional attitudes and values (and rolé&39). Valancy learns how to be financially
independent by working and taking control of hesirsgs account, but ultimately finds
fulfillment in her marriage to Barney Snaith. HowevWalancy's marriage is not necessarily to
be considered negatively. Valancy's unconventioratiage, a marriage of convenience
proposed by Valancy herself and described by Ahswmas "sexual fulfillment, [...] a love
affair" (151), allows her to build her own emotidgdulfilling relationship with Barney away
from the stifling oppression of her mother's howdeéhAnd Valancy's brief foray into the world

of paid employment, which sets her apart from ottara like Aunt Beatrice and Miss Ponsonby,

also proves her ability to provide for herself fically should she ever need to.
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Valancy's wardrobe is closely connected with hdependence. When she lives in her
mother's house, what she wears is entirely dictaydaer family. Coming from "a community
and connection where the unmarried are simply thdgsehave failed to get a marBC 1),
Valancy, in her unmarried state, is deemed by beiesy to be a failure at building emotional
and financial bonds outside of the family. If pyettothes are used to create emotional ties,
Valancy's inability to do so, and lack of prospdotssuch, seems to render her unworthy of
beautiful clothing in the eyes of her family. Thejegate her to grey "flannel petticoats" (20)
and "brown gingham" (12). Valancy is at the mertthe choices of others when it comes to her
clothes: "Aunt Isabel had decreed that Valancy khoever wear colours. They did not become
her. When she was young they allowed her to wedewbut that had been tacitly dropped for
some years"BC 48). Aunt Isabel relegates Valancy to a colourléssat the same time as she
defines who Valancy is by making distinctions abehat would and would not "become™ her.
The use of the word "allow" also stresses Valanggssive role in dressing herself. While
Valancy is forced to wear ugly, long-lasting clathber beautiful and desirable cousin Olive
wears "ruffled silk and sheer lawn and filmy lat®ihces. But Olive's father had 'married
money' [...] so there you were" (20); this statenmite again recalls Valancy's perceived
inability to marry, money or otherwise. Building 8iimansson's connection between Valancy's
body and her room, | believe that the attitude naig Valancy's mother toward her room, is also
that taken toward Valancy's dress. Mrs. Stirlinggsree: "There was no money for rooms
nobody ever saw" (3) is also applied to Valancyssdrobe; the family is unwilling to pay to
dress Valancy prettily because she is "insignifidanking” (12), beneath notice, thus it is not

worthwhile to allocate any significant money towéaet clothing. As long as Valancy relies on
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the charity of others, she is perceived as uningpbrunattractive, and unworthy of beautiful
clothing.

It is only when Valancy finally leaves the stifiirenvironment of her mother's home,
motivated by the mistaken notion that she is teathyrill and has only one year to live, that she
is able to obtain her own clothing, pretty cloththgt reflects her new, adult self. Employed by
Abel Gay as a housekeeper and a companion to Giatancy finally has her own disposable
income: "When Abel Gay paid Valancy her first mostivages [...] Valancy went into
Deerwood and spent every cent of it" (102). Valasyggnd her money on new frivolous and
pretty clothes: "She got a pretty green crépe deitbsa girdle of crimson beads, at a bargain
sale, a pair of silk stockings to match, and &littinkled green hat with a crimson rose in iteSh
even bought a foolish little beribboned and belaggtitgown" (102). Finding that she is
important and significant to someone, namely Ci¥&fancy is able to assert a belief in her own
value through the spending of financial resourgebearself. Prior to this, Valancy's only use of
money for her own concerns is when she secretlstakit a small portion of the legacy left to
her by her father to pay for a doctor's bill, motiegt she "was never allowed to use even the
interest of" (10). As a wage-earning woman, Valameyonger has to spend in secret and her
purchases can take on visible form. Later, aftemieriage, Valancy takes "some of her two
hundred dollars out of the bank and [spends] ipi@tty clothes" (156), showing herself to be in
control of her own money. Although she is marrigtg still has economic resources separate
from her husband.

Valancy's transformation from put-upon old maidétf-actualized adult woman is not
so straightforward as a simple change of clothéhofigh Valancy has purchased the clothes,

she is not, at first, able to wear them; "habit anstom were still all-powerful” (102) in
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governing her dress. It is not until she completejgcts the imposition of the label "old maid"
and all its attendant implications, such as bepitftil" and dependent, that she is able to wear
her new clothes out in public. She characterize®hginal discomfort in the green dress as
"old-maidishness" and refuses to "be ridden by1i04). With this action, Valancy moves from
an unnatural prolonged adolescence to adulthobdid$ the first time she had worn a pretty
dress since the organdies of her early teens.theyhad never made her look like this" (104).
The pretty clothing that she has now is a signesfddulthood; they are "becoming” (102) and
sexually attractive (particularly evocative of tisghe flimsy nightgown), not like the pretty
clothes that would have come from her mother wienvgas a child.

Although Valancy's self-imposed distance from flaenily is portrayed as a desirable
separation, a complete lack of emotional ties winddlamaging and harmful. After Cissy's
death, Valancy must find a new fulfilling emotioreind. Her marriage to Barney, "reputed jail-
breaker, infidel, forger, and defaulter” (109),thar breaks down Valancy's bond to her stolidly
respectable family while simultaneously creatingeav family and household for Valancy.
Valancy's marriage is also marked by new clothivigch of this clothing is described in terms
that show the distance between Valancy and hedyakalancy's "pale green bathing-suit [...]
would have given her clan their deaths if they &eer seen her in it" (157) and her "scarlet-
collared blanket coat" makes Valancy look "likecaugg girl* much to the consternation of her
Uncle Benjamin, who thinks she ought to look asutiioshe were suffering for transgressing
against her family (171). Other items of clothieflect Valancy's new bond with Barney: "It
was after she began wearing [her blue chiffon dithss Barney began calling her Moonlight”

(156-157). Through Valancy's changes in clothirsgyvell as her change in name from "Doss" to
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"Moonlight," Valancy shows herself to be grown upl@motionally independent from her
oppressive family as well as able to develop nemgtenally-fulfilling relationships.

Montgomery's girl characters, as they mature anthgugh journeys of self-discovery,
must also navigate assertions of independence,welida they are placed in positions of
dependency because of their young age. Their agess® necessitate their financial
dependence upon others since they are too youog émployed in the labour market like their
older counterparts. Emotional bonds become espeaigbortant because of their position
within the family. Light and Parr state, "For yougigs, independent experience outside the
shelter and parental discipline of their familiessamuch more limited in this period [1867-
1920] than it had been earlier" (9). Children wiknes more in contact with, and at the mercy of,
their family members. Montgomery's young girl hees, Anne and Jane, exhibit different ways
of dealing with these impositions through theiitattes toward dress. They both recognize the
importance of obtaining dress that is in keepintpwheir own perceptions of self, but, because
of differences in temperament and situation, hafferdnt capacities for being able to act on
such inclinations.

In Anne of Green Gable®ontgomery stresses the importance of emotiooatlb and
the resulting vulnerability of one who needs, laakks them. Susan Drain remarks on "how
important belonging is" and that this belongingrist one of subordination, possession, or
conformity, but of interdependence and tension’).(A&ne must learn to belong to the
community by building strong, mutually beneficied|ationships with other characters, most
importantly Marilla and Matthew, the people whonlgriAnne into their family unit and enable
her to stay in Avonlea. Shirley Foster and Judydisnstress Anne's empowerment through "her

manipulation of language" and ability to name (1@l | argue that Anne, as an orphan girl, is
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often placed in a position of vulnerability andlaxf power that forces her into silence. Anne's
position in Avonlea is precarious from the begimmniHer sex makes her undesirable as an
adoptee for the Cuthberts who want "a smatrt, likely of about ten or elevenAGG 45) and

are thus surprised by the arrival of a girl instethe boy they have requested. Margaret Anne
Doody states, "Not being a boy is a defect as mlljuperceived. To be a girl is to be imperfect,
a poor substitute for the real thing and thus mescense unwanted. [...] Orphans are not wanted,
are superfluous [...]" (11). Anne is acutely awaf¢hese disadvantages and the resulting
uncertainty of her remaining in Avonlea with thetherts, although it would be a salvation for
her. Marilla muses on Anne's history: "What a stdrwnloved life she had had — a life of
drudgery and poverty and neglect [...]. No wondher Isad been so delighted at the prospect of a
real home. It was a pity she had to be sent b&8%: Anne's need to evade returning to such an
emotionally-starved environment makes her despegiteng-Boag remarks that "there is little
reason to believe that most orphans finally foundaailla and Mathew [sic] Cuthbert to shelter
them" (17). Anne seems well aware of this situatiod her good luck in finding the Cuthberts.
She tells Marilla, "I'll try to do and be anythiggu want me, if only you'll keep me" (95),
expressing a willingness to efface her indepenuksmttity in order to be a part of the Cuthbert
family.

Anne endeavours to become the ideal daughteredidhse and make her family proud
not only by striving to excel in such things asaahbut also by silencing her desires so as to
appear grateful and deserving of the Cuthbertg.lbvattempting to become the daughter of the
Cuthberts, Anne must act the part. Alison Matth®asid and Kimberly Wahl explain that
"children and adolescents of this period would Hasen dressed by parents and relatives” (42);

thus, in order to be perceived as a family membereAmust be dressed by her adoptive parents.
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Anne's passivity toward choice in clothing echoesdfforts to suppress herself and allow
herself to be defined by others. She must relytbers for her clothing and hope that these
clothes may align in some way with her inner, bgdoning self. This dependence is particularly
evident in the passage of the novel in which Anrgt feceives new clothing from Marilla to
replace the skimpy orphanage clothing she haseatmearing AGG 127-128). Marilla makes
plain, unadorned dresses for Anne, without takirtig account any of Anne's aesthetic yearnings,
represented by puffed sleeves. Anne's lack of el for her new clothes causes Marilla to
cast up Anne's dependent status to her, sayisipolld think you'd be grateful to get most
anything after those skimpy wincey things you'verbeearing” (128). Anne, as a poor
dependent, is expected to be thankful for any shioeharity towards her. Anne seems to feel no
entitlement to choice in the dress she wears. Aljhashe prays for puffed sleeves, she states, "I
didn't suppose God would have time to bother abhdittle orphan girl's dress. | knew I'd just
have todependon Marilla for it" (128, emphasis added). As &tf# orphan girl,” Anne
categorizes herself as being beneath the notiGodfand dependent upon the benevolence of
the people around her, at least in the matteregsirSelf-expression is a privilege not to be
expected by poor orphan girls, so Anne must te&iéthat it is of little consequence if her
outer appearance does not match her inner pergonali

Anne's silence and acquiescence are her wayoigwith her dependence. After
Marilla's accusation of being unappreciative, Anegssures Marilla of her thankfulness in order
to perform the role of ideal daughter, even asatteanpts to express her discontent
diplomatically and hesitantly: "Oh.amgrateful,’ protested Anne, "But I'd be ever so muc
gratefuller if — if you'd made just one of them lwpuffed sleeves” (128). However, this is

Anne's only protest against wearing ugly, sensitidéhing. Hilary Emmett, in her essay dealing
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with silence and death in thenenovels, claims, "Through the strategic use of sign
understatement, humour, and displacement, Montgoerabeds in these novels traumatic
stories of bodies and minds in pain” (85). Annetdgnged silence on the subject of her clothing
implies her trauma: the psychological damage afigpenvalued and unwanted which leads to
her denial of self-worth and the belief that sherideserving of self-expressive clothes.

Anne's devalued perception of self also permiteist to define her identity. When she is
dressing with the help of Diana for the White SaHd$el concert at which she will perform,
Anne is silenced once again and allows Diana tmddfer by dictating her clothing. Irene
Gammel states that "Maud [Montgomery] understoed ffishion is a powerful rite of female
bonding" (182), thus this scene is suffused withémotional give and take of the two girls.
Diana is an important emotional resource for Aneeaise she is Anne's "bosom friend;" a close
friend, like a caring family, is something that Anhas lacked prior to coming to Green Gables.
Diana recommends that Anne wear her "white orga8¥5), but Anne questions this decision,
asking, "Do you really think the organdy will best2[...] | don't think it's as pretty as my blue-
flowered muslin — and it certainly isn't so fashabie" (347). Diana overrules Anne's tentative
differing opinion and, in doing so, also reasskeasauthority by declaring her own definition of
Anne: "But it suits you ever so much better," daidna. 'It's so soft and frilly and clinging. The
muslin is stiff, and makes you look too dressedBud.the organdy seems as if it grew on you™
(347). The material deemed suitable for Anne iswtach is "soft" and "clinging,” not "stiff."
One can see a reflection of Anne's emotional neele clinginess of the material. She is soft
and compliant, not stiff and independent, abletand on her own. Anne's softness is further
demonstrated by her response to Diana's dictumméAsighed and yielded" (347). Diana

continues to dress Anne, much like one might daedsll, and Anne no longer attempts to assert
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any opinions of her own. Instead she asks Dianaall $put my pearl beads on?" (349), willing
to acquiesce with whatever Diana tells her to dbil®/Anne would prefer to wear the beads,
this preference seems to be mostly due to thetiattvearing them would please Matthew, who
purchased them for her, not because she has asgnaeinclination toward them. In spite of this
desire to please Matthew, Anne also wishes to pldascritical aesthetic eye of Diana and
would be willing to forgo the pearl beads if Diash@emed it advisable. Anne feels the need to
please those around her, even if it is at the esgpehthe expression of her own desires.
However, Anne's concern for others usually alsaltesn some benefit to herself; in this case,
Anne acquiescence will result in her being beallyifattired for the concert due to Diana's
impeccable taste.

It is not only emotional need that pushes Anne pdssivity, but also financial need.
Anne, as a penniless young girl, is in need offitmencial support that the Cuthberts can offer.
Part of the Cuthberts' motivation in adopting a sothe fact that the boy would be able to help
Matthew around the farm thus serving an economipgse by acting as labour that would result
in financial gain in the form of agricultural prazki In contrast, Anne brings no material value to
Green Gables. Marilla asks, "What good would shwhes?" (73), since Anne does not have
any visible marketable skills. Anne is able to "Washes right" and look after children (80), but
Marilla herself can wash dishes and there are iidreh for Anne to care for at Green Gables.
Nor does Anne have any financial resources of her. ®hen she arrives, "all [her] worldly
goods" fit into "a shabby, old-fashioned carpet"taud the quantity of goods does not make the
bag "heavy" (52). Anne lacks possessions and ttenpal for earning them. She is dependent

upon the charity of others for financial support.
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When thinking about Anne's dependence on otherdréss, one might ask why Anne
does not make a virtue of industriousness and sgwwn clothes, an activity that would allow
Anne freedom of self-expression but would also dres@ered suitable for a young girl or
daughter of a middle-class family. She is madeetw gatchwork because it is an activity that
Marilla seems to feel will help better Anne by makher more "sober" and "steady” (145), but
her sewing never extends to clothing. David and Méldo note, "There are no scenes of Anne
and Diana window-shopping in town or poring ovex laitest fabrics available to them, either at
local stores or from mail order catalogues” (48)nd is never involved in the acquisition of
clothing, although other characters around her pigkfabrics, design embellishments, and sew
and fit dresses. Her involvement with dress nevaevesn beyond fantasizing about beautiful
clothing and being a passive wearer of the redhirig given to her. Anne is not shown with the
materials in hand, either actual fabric or the ntarnecapital that could be transformed into dress.
Anne lacks the resources to dress herself in thetlhaat Crane describes upper- and middle-class
women as doing: to use dress to express the salhon-verbal way (100). Her lack of financial
resources, depicted earlier by the few "worldly @gahat fit into her carpet bag, seems to
prevent Anne from having anything to do with matkgoods in general.

Instead, it is other people's money and its aitititpurchase dress materials that dictate
the clothing that Anne is able to wear. David anadiWemark on the way in which Anne's
clothing is purchased by others: "Anne's wardrah®oit actively acquired but given to her as a
charitable donation, a practical necessity, ovantpgift* (42). The "three hundred yards of
wincey" donated to the Hopetown asylum are whateld[a]ll the orphans” (54), including
Anne. Orphans living on charity must wear what they given because they cannot afford to

purchase clothing of their own choice. Anne's rénthat she had heard the donation was made
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because the merchant could not make a profit gallispeaks to the upper hand that
economically privileged people have in the matfairess; those who can pay can determine the
market and what it offers, while those who cannastwear what is left over.

While Anne is portrayed as a passive wearer dhoig at the mercy of others' tastes and
generosity, another of Montgomery's young heroidasg, is depicted as a much more active
consumer of clothing idane of Lantern Hil(1937), which was published approximately thirty
years afteAnne of Green Gabledane enacts an active agency with regard to theasseems to
echo Montgomery's own sentiments on the modernlgid924, Montgomery told reporters that
"the present day girl [is] exactly like the girl pésterday — the only difference being that the
girls of today did what we of yesterday wanted(®ILMM Vol. 111208). Part of this change in
experience, with regard to dress, can be attribit@égcreased industrialization and the resulting
increased inclusion of girls within consumer cuwtustrong-Boag describes this change: "The
1920s and 1930s also saw little girls, and childnegeneral, being especially targeted [...] by
increasingly powerful advertisers" (13). While Arim&longs to a rural environment that can still
isolate itself from outside commercial influencas,noted by David and Wahl, Jane is more
often positioned in an urban environment, surrodrngestores and shopping opportunities. It is
important to note, however, that at times Janésis gresent in rural Prince Edward Island, like
Anne, but continues to exercise the independembctexistics that show her to be a very
different girl from Anne.

Where Anne's story is one of finding belonging@ioommunity, Jane's story revolves
around leaving an unacceptable community in oraéetong, almost immediately, to a new,
more congenial one. Jane's story is thus one afrgaindependencdane of Lantern Hill

begins with Jane stuck in the stagnant and oppeeg®nnedy mansion in Toronto under the
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rule of her tyrannical grandmother. It is not utiié unwelcome invitation arrives from her
estranged father to join him on P.E.I. that Jaradl@sved the opportunity to assert herself outside
of the influence of grandmother and the variougpttegative aspects of Toronto. With her
increased actualization, she changes from Victoridane Victoria, when in Toronto to Jane
when in P.E.l. When Jane returns from her summe?.&nl., she does not leave behind her
newfound independence, but exerts its power in Atordransforming her environment, or her
perception of it, as well as altering her relatianth grandmother.

Elizabeth Epperly attributes Jane's independemteet "discovery of her own powers of
creativity and control” (221) in the domestic reance she is able to keep house for dad.
However, | argue that Jane would not be able toyethjis independence and control if she were
not also able to feel emotionally independent figartain characters, such as grandmother and
Aunt Irene. Jane does not have the same emotieedsrthat Anne has. Although she desires the
love of her mother and father and enjoys the comppahip of congenial friends, Jane does not
strive to belong in the community the way that Adloes. Jane has occasional outbursts of
"impertinence” (10) toward grandmother that, aftessummer in P.E.Il., become "something that
was free and aloof ... something that was almost h@gwandmother's power to tame or hurt"
(147). Jane does not actively isolate herself frmmcommunity, but she does express an
emotional independence that allows her to asserepm the community. With her new attitude,
Jane makes friends with her previously patronisimgsin Phyllis (176), enjoys going to her
exclusive private school where she becomes a leaddmakes a favourable impression on her
extended family which can no longer intimidate (139). And on the Island, although it is a
new environment, Jane does not have to be cacefubke a good impression on others the way

Anne does in order to build relationships. Shengp$y herself at her most natural and feels
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“friendly towards all the world" because she is loiger rebuffed, frightened, awkward because
she [is] frightened" (86). Jane never repressesrherpersonality in P.E.l. except with her Aunt
Irene, with whom Jane is reserved and unforthcontitogvever, this repression is not born of
desire for acceptance, but of an instinctive avergbwards Aunt Irene. Jane "keep[s] her own
counsel" (65) with the prying and manipulative Alneine, soon learning how to "fence herself
against Aunt Irene by a sturdy little philosophyhef own" (128). Montgomery metaphorically
describes Jane's way of dealing with people whdavioy to control her: "If [Aunt Irene] could
have, she would have said that Jane looked atrtteth&n, quietly and politely, shut some door
of her soul in her face" (128). She protects héesad her independence in this way.

Jane's remarkable independence is echoed in é&sidg and clothes-buying habits,
although not at first. At the beginning of the nbgeandmother chooses Jane's clothes.
Grandmother buys Jane a dress for the school danc@arlborough's big department store"
(39). It is significant that grandmother's purchakthe beautiful "dull green silk" dress that Jane
"like[s] herself in" makes her "more anxious thaereto please grandmother with her recitation”
(39). Thus, beautiful clothing that expresses saimgtpositive about the wearer, in this case
Jane's positive feelings toward herself, can critetelesire to build emotional bonds. It is not
until Jane reaches Lantern Hill that she is ablessert her independence by choosing her own
clothing, clothing that is suited to her chosematlife. Although grandmother has attempted to
extend her influence over Jane while she is olieofreach by outfitting Jane with more clothes
bought from Marlborough's, "very nice clothes [myich nicer than she had ever had before"
(50), Jane quickly discards these clothes as wetstother new life. She buys "some gingham
dresses and aprons" because "none of the clotaedmgother had bought for her would be of

any use at Lantern Hill" (79). Her independent u¢fitiing is symbolic of Jane's embarking upon
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a new life outside of the influence of her tyramhigrandmother. Grandmother recognizes this
emotional separation when she asks Jane what steedwong the summer and Jane replies that
she only wore one of the nice items, a green ljomper (see Figure 1.2), because she "kept
house for father" (145). Jane links her new, stremgtional ties to the discarding of old,
tenuous ones, a fact that displeases grandmothause it removes her control over Jane:
"Grandmother wiped her lips daintily with her napkit seemed as if she were wiping some
disagreeable flavour off them" (145). The poweuggtes between Jane and grandmother result

in Jane's assertion of independence and Jane'steyasing and purchasing of clothing.

This image could not be included due tg
copyright restrictions

Figure 1.2: "Green Linen Jumper." A sewing pattern for a jumper, the simple item of dress suited to Jae's
life in rural P.E.I. (Vintage Patterns Wikia

Jane's emotional independence is mirrored byitencial independence. Although she
does not have her own financial resources at tgmbmg of the novel, "grandmother was
feeding and clothing and educating her" (5), Janeages to acquire money, even though she
does not engage in paid labour outside the homé[anflallowance was something Jane had

never had" (152). Anne keeps her hands clean flamdling money, but Jane receives cash from
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each of her parents, a dollar from her mother &r@) fifty dollars from her father (198). More
humorously, Jane acquires twenty-five dollars ofaiel money for capturing a tame lion that
had escaped from a visiting circus (182-189). Wiibh cash in hand Jane is free to spend this
money as she chooses. She uses the money fromther fo purchase ingredients to make a
Christmas fruitcake for him and to ship it to tekahd. Jane's self-assured independence is
described by Montgomery: "She did not ask anygmermission for all this ... just went ahead
and did it. Mary [the cook] held her tongue andnhgirmother knew nothing about it. But Jane
would have sent it just the same if she had" (2Bihis case, Jane's financial independence is
linked to her emotional independence. She usesbaey as she chooses in order to please
herself, without concerning herself with pleasimgrgimother.

Jane is also able to determine how others spendrtioney. Part of the domestic control
that Epperly remarks upon is financial. Jane ishiarge of purchases for the P.E.l. household in
her role as housekeeper for her father. Althougintbney belongs to her father, Jane tells him
how to spend it: "you must get me a can of Flew&#hking Powder at the Corners, dad" (93).
Even in Toronto, Jane is able to influence the dpgnof money. Grandmother buys a Persian
cat for Jane "costing seventy-five dollars and inghike the King of All Cats" in order "to
wean Miss Victoria away from the Island” (154). Maomments on the other purchases
grandmother has made for Jane: "Look at the prestet give Miss Victoria this Christmas. As
if to say, "You couldn't get anything likieat from your father!" [...] But she's met her matth a
last, or I'm much mistaken. She can't overcrow Migsoria any longer and she's just beginning
to find it out" (154). Jane's new, strong emotidies to her estranged father, Andrew Stuart, her
increased emotional distance from her family inohto, and grandmother's resulting lack of

control over Jane are all resented by grandmoflage feels little enthusiasm for grandmother's
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gifts, although she politely thanks grandmothertf@m, a lack commented upon by
grandmother and Jane's mother. However, Jane a@bésahcompelled to express gratefulness
at the expense of hiding her own emotions evenghaeealiant on grandmother for economic
benefits. Jane is far more happy living in the Ef$isient world of Lantern Hill, a different sort
of financial independence than possessing money.

Jane's shopping experiences reflect her gradingitgasing financial independence.
Earlier in the novel, grandmother both choosespays for Jane's clothing for the concert and
for Jane's trip to P.E.I. In these cases, the massgciated with Jane's clothing tends to have an
oppressive effect on her. When buying her schooted dress, Jane feels "smothered"” in the
luxurious department store, Marlborough's (39). Tgenelled walls, velvety carpets and muted
voices" (39) of the shop, all signs of wealth, aredds with Jane's previously expressed desires
to laugh (29) and to run (4), desires which shabie to indulge in the less-wealthy world of
rural P.E.I. Similarly, the financial message whgrhndmother wishes to convey when dressing
Jane for her Island trip, that she can afford tifitodane in a style which her father cannot afford
nor her Aunt Irene criticise (50), only adds toelargenerally unpleasant feelings about the trip.
Jane's discomfort stems from the, perhaps uncamsdimowledge that she is a passive
participant in the shopping experiences that aeel iy her grandmother for her own, self-
serving purposes of conspicuous consumption anepasgsertions.

However, for Jane's second trip to the Islandatimeual shopping experience takes on a
new aspect; instead of grandmother picking andhasiag, Jane and her mother embark on a
cooperative shopping trip in which they both hasagin which clothes Jane should wear:

Grandmother coldly told mother to buy what clothesf any ... were necessary for Jane.

Jane and mother had a happy afternoon's shopping.picked her own things ... things
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that would suit Lantern Hill and an Island sumnmother insisted on some smatrt little

knitted sweaters and one pretty dress of rose-mig&ndy with delicious frills. Jane

didn't know where she would ever wear it [...], bhe let mother buy it to please her.

(166)

This shopping excursion is a happy occasion, inreshwith the oppressive shopping trips
shared by Jane and grandmother. In this passagphthse "things that would suit Lantern Hill"
acts as a euphemism for "things that would sui¢ Jaghe new ideology behind Jane's clothes-
shopping, as opposed to the earlier philosophyugingy clothes for Jane that would suit
grandmother and her motivations. This assertisetifseems especially subversive because it
uses grandmother's financial resources to makechase of which she obviously disapproves.
Grandmother is no longer able to dictate so syritté allocation of money within the household,
at least where Jane is concerned.

Montgomery's portrayal of grandmother with reg@rdane is not the only problematic
one with regard to mother figures and their infleeeover the clothing of their dependents;
Montgomery frequently depicts mother figures agilag understanding or unable to properly
regulate their use of power, behaving either teartgically or too passively. However, her
positive mother figures find some way of correctihgse character flaws. Their flaws and
transformations are mirrored by the way in whiabytlkslothe their daughters, heeding or
ignoring their sartorial sensibilities. The complied relationship between Jane's mother, Robin,
and grandmother as well as the relationship betwiseilla and Anne both display tense power
interactions that must evolve in order to becoréftrl.

Robin occupies a liminal position in the Kenneay$ehold as both mother and daughter.

She is less able than Jane to assert her indepsnd&though Epperly casts Jane in the role of a
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princess trapped by a wicked witch (221), Robimseeore suited to the role of damsel in
distress. However, instead of being rescued byrgtae prince, Robin, like Jane, must find a
way to rescue herself from the clutches of the wdcwitch, grandmother. Robin's dependence,
both emotional and financial, upon Jane and gratigd@nanfantilizes her so that she is trapped in
a perpetual dependent adolescence similar to Aniiiéés leaving her own household with her
husband, Robin returned to the house of her moteguming her role as daughter of the house
and, in some ways, abandoning her role as motheeksas that of wife. Robin's character is
described through the eyes of Jane: "Mother alwayg way if you were firm enough. Jane had
already discovered that. She adored mother bubatieinerringly laid her finger on the weak
spot in her character. Mother couldn't 'stand upeople” (19). Grandmother, as the firmest
character in the household, thus has the greatihstmnce over Robin.

It is not only weakness that causes Robin's lagkdependence; Robin's love for her
mother makes her acquiescent and yielding to grattiens wishes. While love is often
portrayed as a positive emotion in Montgomery'skspan emotion that can create and cement
familial and communal bonds, the love between Ralbith her mother is characterized as
unhealthy and even poisonous. Mary tells Jane abdog that Robin used to own: "Mary did
not tell Jane that she firmly believed the old l&dy poisoned the dog. You didn't tell children
things like that, and anyway, she couldn't be slei@ sure of it. All she was sure of was that old
Mrs. Kennedy had been bitterly jealous of her déerghlove for the dog” (31). This co-
dependent relationship between Robin and grandmotbates a number of problems and
dysfunction within the community. Grandmother'sdejealousy of Robin's love causes her to
manipulate and lie in order to prevent Robin depiglg relationships with others. Robin's

dependence on her mother's love causes her thdrathaturation and allows the emotional
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abuse of Jane. Robin restrains her protestaticmastggrandmother's abusive treatment of Jane.
Although the reader is told, "The only times sheredared to contradict grandmother were in
defence of Jane" (29), such defences are giveteffiaigly]” (29) and more often Robin remains
silent as grandmother deals with Jane harshlyymadnically, as in "the incident of the kitten,
the mysterious affair of Kenneth Howard's pictanmed the unlucky recitation” (29).

As a woman permanently trapped in the role of esttédnt daughter, Robin is unable to
simultaneously uphold her role as mother to Jarste&d, their roles are reversed and Jane
becomes the caregiver, so that Robin is doublyuglitar: to her mother and to her own
daughter. Jane's determined silence after hemr&uForonto on subjects that might hurt her
mother demonstrates the reversal of roles: "Jaddbgun to feel curiously protective about
mother ... as if, somehow, she must be shielded aartgd" (149). This silent protection
becomes even more telling when Robin tells Jansiderof the story of her marriage and
estrangement while Jane's silent commentary runsghout. Robin's monologue reveals her
lack of understanding and judgement with regarothers, while Jane's inner dialogue shows her
mature grasp of the various situations Robin dbsstilt is also interesting to note that part of
Robin's marriage trouble was that she worried sh®teo "young and foolish" (203) to make a
good wife. Jane seems to second this opinidnd"you were just a darling big baby yourself,
mother” she thinks to herself when Robin mentions thianhJane and her part in the marriage
trouble (204). Another character also implies Rabin's potential childishness caused problems.
Little Aunt Em reveals to Jane the role that Aushk had in her parents' separation:

Your pa and ma had their ups and downs, of cobrgdf was Irene put the sting into

them, wagging that smooth tongue of hers ... 'Sh{sabchild, 'Drew' ... when your

dad was wanting to believe he'd married a womanarmbild ... "You're so young, lovey'



39

... when your ma was feeling scared she'd neverdaral wise enough for your pa.

(124)
Robin's unnaturally prolonged adolescence causasahility to maintain mature emotional
bonds as well as prevents Robin from maintainimginkdependent household she has built away
from her mother. It is not until Robin reassertssb# in the role of mother that she is able to
free herself from the unhealthy influence of graotimer. Robin leaves Toronto to be by Jane's
bedside at the climax of the novel. Jane has aotetiigopneumonia during a sudden return trip to
the Island to learn whether or not her father ptargivorce Robin in order to marry another
woman. Grandmother attempts to keep Robin by herRbbin finally learns "to be wise" (215)
and leave behind the harmful relationship thatkegt her too long a child. Her way of escape
from the evil spell that has held her in perpetllidhood is to reassert her independence as an
adult and take up the consequent responsibilities.

Avoidance of the adult role of motherhood in exaj@for an unnatural childhood is not
the only choice that causes Robin to be depengent her mother. Robin, growing up as a
daughter in a wealthy upper-middle-class houseliad,never had to engage in a career or life's
work. As a result, Robin is financially dependéfthile a lack of income may be permissible in
a child, as in the case of Anne, Robin's finandeglendence reflects badly on her, especially
contrasted with Jane's ability to control econoragources. Little Aunt Em remarks that Robin
was "spoiled" and "always had everything she wahtaat that grandmother is the one who
obtained "everything" for her (124), a pattern tt@attinues throughout the majority of the novel.

In many ways, grandmother treats Robin like a,dofiretty possession that she can own

and dress up. Robin passively accepts and dressdishie beautiful, expensive clothes that her
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mother buys for her. A telling passage from Japeist of view, but with commentary from the
narrator, reveals the problem with all these clsthe

Grandmother was always giving mother such lovellygh. And she picked out all her

clothes for her ... wonderful dresses and hats amagsviJane did not know that people

said Mrs. Stuart was always rather overdressedshmihad an idea that mother really

liked simpler clothes and only pretended to likétdrethe gorgeous things grandmother

bought for her for fear of hurting grandmotherwslifggs. (7)
Robin suppresses her own tastes in order to pleas@other and her mother is able to exert her
control over Robin by picking out clothing accorglito her wishes, disregarding those of Robin.
This lack of independence on the part of Robindsitne censure of the community down upon
her. By maintaining her emotionally co-dependefdtienship with her mother, symbolized by
the passive wearing of the clothes picked out lapgmother, she rejects building other,
healthier, emotional relationships with the comnyiinstead, as stated above, Robin abandons
her roles as wife and mother, as well as avoidsectelationships with non-family members. Her
friendship with Little Aunt Em has not been maintad. And, although she attends a number of
social functions, she flits from one function to#rer like the butterfly she is often compared to
(5). The absence of any names of Robin's friendescriptions of them, with the very slight
mention of a vague Mrs. Kirby whom grandmotherst&bbin to avoid (44), speaks to their lack
of intimacy with Robin. Robin's relationships, liker clothes, are dictated by grandmother.

It is not only what Robin wears that is problemaliut how much of it she wears. The
numerous descriptions of her clothing (7, 26, 40,413, 202) show Robin to be burdened,
almost suffocated, by the sheer amount of lacdgets furs, and diamonds that she is always

wearing (see Figure 1.3). It is as though Robinapped in a portable Marlborough's; the
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oppressive atmosphere that Jane notes in the degdrstore seems to be carried around on
Robin's back. These clothes are always obviougbhgmsive and also always purchased by
grandmother. Although Anne receives all of herhalog as gifts purchased by others, the same
stigma of oppressiveness does not seem to be ettdachthem, perhaps, in part, because they
come from the obviously middle-income Cuthbertsp@s clothes are nice, but not excessively
decadent. Robin's clothes are an ostentatiousagigpiwealth and ownership; grandmother is
able to communicate her possession of great fiahresources and of Robin through Robin's
dress, perhaps using this form of communicatiotetier others from attempting to build
relationships with Robin. If ponderous gifts imgiywnership of the recipient, it is no wonder that
Andrew Stuart objected to the "presents” and "mbgegndmother used to send to Robin when

she was still living on the Island with him.

This image could not be included due tg

copyright restrictions

Figure 1.3: "Fur Collar." This sewing pattern shows a coat with a large, heavy fur collar that covershe
shoulders and dwarfs the body. A coat that Robin nght wear. (Vintage Patterns Wikix

While one may wonder if Robin leaves behind herdn@be when she rushes off to P.E.I.

to start her new life away from her mother, thulikiting emotional independence, it is unlikely
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that Robin ever finds a way to become financiallyapendent and able to purchase her own
clothing. Ramsay Cook and Wendy Mitchinson rem&rke prejudice against women working
essentially pertained only to married women; it wasmissible for single women to work, but
only until marriage," also observing that in Canéalalate as 1941 less than 4 per cent of
married women were employed” (166). Having movedifthe position of dependent daughter
to dependent wife twice without break, Robin nevas the opportunity to experience the
financial independence that many young women détithat Jane likely will.

Although she is not employed in the paid laboucdéonor is she a biological mother,
Marilla engages in meaningful work that allows teebe independent and take on the role of
mother. Marilla's work at Green Gables as both Bkesper and cook makes her an important
and necessary part of the household. Her actieeaithe farm, where she keeps the house and
yard spotlessly cleaMGG42) and even lends a hand with certain farm aaiviike milking
the cows (95), is very different from Robin's i tiennedy household where Robin "never did
anything except arrange the flowers for the tallblemthey had company and light the candles
for dinner" JLH 10). Marilla may not directly be a wage earnet,lrr labour contributes to the
ability of the farm to produce and, as a resultriMdaand Matthew engage in a partnership with
equal footing. Marilla has control over affairstire house and she leaves the management of the
farm to Matthew. While little mention is made of Mia's dress, it seems likely that she dresses
according to her own tastes and ideas without apytifrom Matthew. It is through her
unassisted outfitting of Anne that Marilla's tagteslothing are revealed; she prefers "good,
sensible, serviceable dresseAGG 127-128). Marilla's focus is on economy: she Hasic
that is for sale "at a bargain counter” (127) amsohts dresses to be "serviceable" or long-wearing.

The few items of clothing that Montgomery describesgilla as wearing are her best clothes,
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good quality items such as a brown satin dress)(@88 a black lace shawl (156). It is
interesting to note that Irene Gammel, discussigitgomery's choice of colour for Anne's
puffed sleeve dress, writes of the colour browpaas of "the era's fashionably earthy color
palate [sic]" (180), but Marilla's choice to weaown seems to imply that it is a practical colour,
one unlikely to go in and out of fashion.

When Anne joins the family, Marilla attempts tchofd her absolute agency over the
household, claiming, "Perhaps an old maid doeswtwkmuch about bringing up a child, but |
guess she knows more than an old bachelor. SoMatil{ew] just leave me to manage her" (96).
She has taken on the role of mother to Anne agya dat because she feels the sort of emotional
connection with her that Matthew does, and thusases her power as a mother figure by
imposing her tastes on Anne who prefers "prettgthes to those that are just "neat and clean
and new" (127). However, this power imbalance cabecsustained as Marilla learns to care for
Anne and Anne takes on an essential role in thedimld equal to that of Marilla and Matthew.
Doody links equality and emotional bonding, statififis a significant sign of their equality that
Marilla refuses to have Anne call her either 'Mzghbert' or 'Aunt Marilla." Unconsciously
farsighted, Marilla repudiates social formality asldss distinctions [...] while also fending off
fake family ties — as an aunt she would not bel@secto Anne as she actually becomes” (26).
Anne's tastes and desires later influence theesatmat Marilla and Matthew provide for her.
Anne tells Diana that "Marilla always makes my @essfashionably now, because she says she
doesn't intend to have Matthew going to Mrs. Lytmenake them" (306). While Matrilla is
willing to compromise on the style of clothing thfetne wears, she is against abdicating the role
of mother figure to Mrs. Lynde; she insists on kegghe maternal power of ultimately

determining what her child will wear.



44

In Montgomery's fiction, beautiful clothing helpsild and sustain emotional ties,
particularly familial ones. An excess of beautidldthes, either too many clothes or ones that are
too expensive, however, reveal unhealthy emotiboatls that are burdensome and oppressive.
Montgomery's happiest female characters, thosest#eah the most fulfilled and emotionally
satisfied, are those who are able to find somedfawiork, either in life or in the labour force,
which allows them to be independent and activégecghg Montgomery's own sense of
accomplishment as a wage-earner. These charaoteabla to engage in non-verbal self-
expression through dress by choosing clothes thiathemselves and their own aesthetic
sensibilities, both independently and cooperativath female family members. Other, less
independent, characters are also able temporarfipd happiness and agency through beautiful
dress and its transformative abilities, showinggbeer that dress has to alter lives and power

relations in Montgomery's fictional worlds.
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Chapter Two: Visibility, Vanity, and Change

It is a curious fact — that when | am badly upsemind, worried and nervous, | always

feeldirty and dishevelled— as if | were physically unclean and untidy. Iswvet — |

was neatly and carefully and quietly dressed, lheit like the veriest drab and shrank

from the eyes of every passerby as if he must @aticl wonder over my unkemptness.

(SILMMVol. 1l 330)

As can be seen from the above quote, the visuhpaychological aspects of dress were
important concerns for L.M. Montgomery. Montgomergs invested in appearing well-dressed
and many of her characters share this concern.yP&ionm answers the question, "Why should
we be interested in dressing to enhance our appez?a "The most likely reason is a
combination of two factors: by making ourselves ensocially attractive to others we will (1) be
more acceptable to them and (2) increase our selfidence” (6). Dress is thus a social activity,
one that occurs under the watchful eye of othersthie benefit of others as well as the wearer.
Without the visual participation of others, dregsiell has little meaning; while as visibility
increases, dress grows more important. Dress als@ai emotional effect on both the wearer and
those who observe the wearer in its ability to @vpé&sitive feelings.

In Montgomery's time, women were becoming moréigsn the public sphere. As they
entered new fields such as post-secondary educaiiditics, and business, women were put in
the public eye. Their rarity in these fields and tdontroversy arising from their entrance into
them made these women conspicuous. A 1918 artederibing the new "street railway
conductorettes" in Kingston used in the absengresf during World War | remarks on the
pessimism of some old men regarding these new (lirgkt and Parr 217). The article also goes

on to describe their "natty khaki suits:" "Each girprovided with the material for two uniforms,
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a peaked, brown straw cap sitting at a jaunty aagleer head under which her hair is neatly
tucked [...]. Their suits are quite plain, consigtof a short skirt and Norfolk coat with shining
brass buttons. [...] They are very business-likegpearance [...]" (218). Beth Light and Joy Parr
note, "As Canadian women assumed larger rolesiptlblic sphere of society, some began to
seek more comfortable and mobile attire” (228). [/thie "conductorette” uniforms are practical
with their "short skirts" and "business-like apmeare,” the inclusion of words such as "natty"
and "jaunty" in their description also speak to dltteactiveness of the uniforms. The Oxford
English Dictionary connects these terms with coteepsmartness, fashionableness, and even
gentility (n.p.). These women knew the importanteoking attractive and well-bred in order

to be accepted by the public in their new rolesntidomery's female characters are equally
adept at navigating changing circumstances. Mongggiportrays them as finding ways to
become well-dressed, socially acceptable, and fgxairactive modern women as they face or
enact change and the conflict it brings.

While most of Montgomery's works may be considgrad of the genre of domestic
realism, in which "the main engagement is alwayth wie development and interplay of
characters in a family or neighbourhood settingistér and Simons 4), Montgomery often
depicts her female characters leaving the prividmestic sphere and making forays into a
wider, more public, world. Montgomery's fiction st®ideological conflict between characters
who uphold earlier, more traditional conceptionsnairal femininity and characters who depict a
new femininity in which public display of onesedfinorally acceptable and, at times, even
admirable. Characters who ensure they are wellsdregeap the benefits of their appearance
through the positive treatment from others as aglleelings of self-esteem and self-confidence.

The concept of feminine visual display in the twetht century also brings with it the idea of
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sexuality and sexual attractiveness, as well aetiex about aging and losing sexual appeal.
Montgomery's female characters strive to dresswayathat portrays them as sexually viable
partners in a world in which marriage still playsienportant role.

The late-nineteenth and early-twentieth centusiese a time in which women became an
increasingly visible presence outside of the doinagthere. Ramsay Cook and Wendy
Mitchinson document through contemporary texts tini@ when "more and more women were
entering the work force" (167), "women started dednag entrance into the institutions of
higher learning" (119), and "women had a bit mareetto become involved in activities outside
the home" and to participate in the suffrage mover(#s6). Montgomery's own work and
celebrity also put her in the public eye. After phublication and widespread successohe of
Green GablesMontgomery made a highly publicized trip to visér publisher, L.C. Page, in
Boston. In her diary, Montgomery writes, "That rtighere was a notice in tht¢erald that | was
in Boston and thenceforth | was besieged with atwons and telephone call<CJLMM 1901-
1911326). These invitations were to dinners, luncheand receptions at which Montgomery
was frequently interviewed by reporters for therald, thePost theTraveller, and theRepublic
Montgomery records a number of her dress purcifas@sd during this trip, including her first
evening dress, and they are later reported onéjotirnalists. Montgomery writes, "In the
article which came out next day he [fRestreporter] described me as wearing a gown which
'shimmered and dazzled." And me in that quieelibd-rose frock!" (328). Montgomery's
appearance was important not only because theteepaovould describe it, but also because
photographs often accompanied these articles, lysd@umenting her appearance. Her various
high-profile engagements, such as her meetingskathGrey (306) and HRH The Prince of

Wales SJLMM Vol. 111351), were occasions for Montgomery to dress wpvesar pretty
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clothing, much of which she documented in her owting and photographs. Although
newspaper descriptions commented on her visiblesfa creative mind such as "imaginative”
features CJLMM 1901-1911B28), much was also made of her delicate looley, entleness

and marked femininity of aspect” (329); Montgomegppearance as a woman garnered just as
much attention as her appearance as an authobr@ejgut Montgomery on a highly visible
stage, prompting her to create a particular pudpigearance as a successful, but feminine, well-
dressed woman.

Many of Montgomery's female characters also fimghiselves in situations that put them
in the public eye as they enter new circumstarnioesnne of Green Gablg4908), Anne's first
venture into Avonlea society takes the form ofralieg Sunday School. As the newest member
of Avonlea society and, as an adopted orphan, gatobf further curiosity, Anne is put under
public scrutiny among her peers: "In the porch [&hiound a crowd of little girls [...] all staring
with curious eyes at this stranger in their mid&tGG129). On her way alone to Sunday School,
Anne has adorned her hat with "a heavy wreath'uttelbcups and wild roses (129), making
herself a visual spectacle. Marilla later reprimgAdine for making herself look "ridiculous”
(135). While it is never clearly explained how siome way Anne has broken an Avonlea social
code with her adornment. Diana Crane states, "BoHurope and America, women in the
nineteenth century were required to dress accotditige dominant fashion on the streets and in
other people's homes" (114). Crane goes on to terfieennis, croquet, ice skating, and golf
were perceived as social rather than sports desviBulger 1982:6). Consequently, in the 1870s,
women were expected to dress for these sportegsitessed for other social occasions: long
skirts with trains, tight corsets, bustles, andédnats (McCrone 1988:219, 232)" (114). Social

and public places, where one could be seen bythieo were not close friends or family, were
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thus environments in which one was expected tasdrea conventional way. Although perhaps
permissible to wear in her treks through the waaldse, Anne's wreath of flowers is too
unconventional for the public sphere of Sunday 8thod is therefore inappropriate. Part of
Anne's education in belonging is learning how tesdrappropriately and becomingly in public
spaces.

After this occasion, Anne dresses in a cooperdéishkion, gaining the input of others in
order to determine what is appropriate to weaniblic. When attending the Avonlea Debating
Club concert, which is considered "a big affair1%?, Anne and Diana dress for it together,
arranging each other's hair carefully. However, &maware that she does not have the same
visual effect that the well-dressed Diana does:iénould not help a little pang when she
contrasted her plain black tam and shapeless;sigbvved, home-made gray cloth coat with
Diana's jaunty fur cap and smart little jacket"&@2IMWhile Anne is not improperly dressed, her
plain, unbecoming clothing is not stylish or contiemal enough for her to feel comfortable in
the public eye. When Anne and Diana go to an eveater event, the Charlottetown Exhibition,
Anne is more properly attired for such a grand sima Anne has a "jaunty new cap and jacket"
(307) "made by a real dressmaker over at Carmdf6)(as well as a new, fashionable dress
made by Marilla, who is influenced by Matthew andsM_ynde, to wear in the city. The need to
appear "jaunty" becomes important in its connotatibbeing "well-bred" (Oxford English
Dictionary n.p.); a well-bred girl understands #uoeial dictate of being appropriately, or
conventionally, dressed for the public. The gredtermumber of people who may be gazing at
her, the more important Anne's dress becomes.

Even well into the twentieth century the stricgiceescribed by Crane are still in effect; in

Jane of Lantern Hil(1937), Jane is careful to dress appropriatepuiplic spaces like the street.
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When Jane's cousin Phyllis is visiting Jane ondlend, car trouble prevents her parents from
picking her up. Jane volunteers to walk Phylliskoiacthe hotel, but Phyllis objects to Jane's
clothing:

She looked at Jane's overalls.

"Are you going inthen®"

"No, | only wear these around home," explaineceJaatiently. "I was driving hay
all the forenoon. [...] I'll change in a jiffy amee'll start.”

Jane slipped into a skirt and one of her prettyaters and fluffed a comb through

her russet hair. People were beginning to lookeéwicJane's hair. (175)

In this passage, both Phyllis and Jane recognateotreralls, although acceptable for visiting
with close family and for wear at home, are inajppiade for the street or hotel where strangers
may see her. Jane not only changes into prettgandentional clothing, but also takes the time
to fix her hair, an aspect of Jane's appearant¢éht@anarrator informs us is often looked at. The
possibility of society's gaze influences Jane'sabitur and dress.

It is also made clear in the above passage that tire certain unconventional activities
for which it is permissible to wear what Crane terlalternative dress" (114), widely worn
styles that differ from fashionable dress becadisbedr masculine influence (see Figure 2.1),
and that these activities can change over timeeAimher earlier setting, is prohibited from
helping Matthew with the farming, a task for whitiey must employ the hired boy, Jerry Buote
(AGG82). However, Jane is able to drive hay and derdtdrm work such as shingling a barn
(JLH 181). For these activities Jane wears her ovegmllgrticle of clothing that is never

referenced ilAnne of Green Gabless potential women's wear.
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This image could not be included due tg
copyright restrictions

Figure 2.1: "Up and Doing." A page from a catalogugrom 1937 showing pants with an emphasis on physit
activity in the title. Jane is allowed to wear suchmasculine clothes during particular activities. (Wearing
History Blog)

While there are certain activities for which beflidress becomes less important,
Montgomery also has her characters engage in teetiwwhere dress becomes exceptionally
important, such as performing on stage. In suclasans, the performing female character
becomes the focal point of visual attention fordlelience. Diana lavishes attention on Anne's
appearance when they are dressing for the WhitdsSdatel concert: "All her pains were
bestowed upon Anne, who, she vowed, must, for tbeitcof Avonlea, be dressed and combed
and adorned to the queen's taste" while her owrappce is "of minor importance"” because
she will only be an audience member (349). Janefaum@ both participate in school concerts, as
did Montgomery herself when a student. On thesasions, dress becomes something that is
deliberated on in order to show the girls to tlaeivantage. Grandmother buys Jane "a very
pretty dress" for the concert, made of a "dull gregk that brought out the russet glow of Jane's

hair and the gold-brown of her eyes” (39). The easphis placed on the visual effect of the
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gown and the play of colour between the clothing #re wearer. The importance of the visual is
even more pronounced in the description of theWalhg year's school concert. Jane participates
in a tableau, wearing "maple leaves in her rusait m her role as the spirit of autumn (152).
The silent spectacle of the tableau promotes thaaliover the other senses. Afterward, Jane's
looks are remarked upon by "a lady," presumablyeaber of the audience, who says that "there
is something very striking about her face" (152)e Bchool concert becomes an opportunity for
Jane to be put on display, to be gazed at and udgder society.

For Jane's school, the annual school concert seebesa well-established tradition; in
the Avonlea school it is an innovation. It is imfaont for the Avonlea scholars to acquit
themselves well because their performance wiletfupon Miss Stacy, who is herself an
innovation in Avonlea because she is the first fiersahool teacher there. Mrs. Lynde regards
the hiring of a female teacher as "a dangerousvetin” (AGG 249) and Marilla is sceptical of
Miss Stacy's implementation of Friday recitaticild afternoons, and physical culture
exercises (260-261). A successful concert haslitig¢yao legitimize Miss Stacy's methods to
Avonlea society. Part of performing well at the@ahconcert involves being well-dressed. Anne
plans on borrowing Ruby Gillis' slippers for thaldigue, The Fairy Queenbecause, as Anne
says, "It's necessary for fairies to have slippgrg, know. You couldn't imagine a fairy wearing
boots, could you? Especially with copper toes?2j26he success of the dialogue relies upon
having the appropriate dress, including footweamake the correct sensory effects; thus it
really is "providential” that Anne receives slippérom Josephine Barry as a gift because, as
Diana states, Ruby's slippers are "two sizes tgq9.b] and it would be awful to hear a fairy
shuffling” (274). The sensory aspects of dresgpargcularly important in this highly public

display; Anne remarks on the visual, while Dianasdes the auditory. Anne is quite enthusiastic
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about the visual spectacle they will make and tre#womes involved: "I'm to have a wreath of
white roses on my hair [...]. And we are all to ofam two by two after the audience is seated,
while Emma White plays a march on the organ” (288he thrills to the idea of being on-stage
in front of an audience. In contrast, Marilla disegves of the entire affair; she states, "l don't
approve of children’'s getting up concerts and gpaioout to practices. It makes them vain and
forward and fond of gadding" (261).

Marilla's reasons for disapproval align her withearlier way of thinking, one which
associates on-stage public display with immoralitizich Montgomery explores in another one
of her stories, "Their Girl Josie" (1906). "Theiirl@osie" begins with the description of the
marriage of lawyer Paul Morgan to actress ElinontAs, a marriage disapproved of by old
friends and neighbours from Morgan's hometown,p¥ialley. The narrator describes the
thoughts of Paul's parents: "To Cyrus and Deboralgih, brought up and nourished all their
lives on the strictest and straightest of old-faskd beliefs both as regards this world and that
which is to come, this was a tragedy" ("Josie" 14&}ting is regarded as an immoral profession
by the old-fashioned people of rural Spring Vallégsie, the daughter of Paul and Elinor, is
adopted by Cyrus and Deborah when she is orphaneaiies that they can eradicate the "taint"
(147) of acting transferred to her by her mothet ancouraged by her mother's sister, Annice.
Josie receives gifts from Annice that Cyrus andddab associate with the acting profession,
"painted fans and lace frills and beflounced limgémwhich are considered "dainty, frivolous
trifles” (148-149). The frivolity and vanity, as Was the display of sexuality which | will
address below, that are thought to be implicitage acting bring the charge of immorality

against those who practice it.
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The sin of vanity is one which girls are oftentpayed as being particularly susceptible
to in the nineteenth century. Foster and SimonsrkniDistinctions between 'right' and ‘wrong'
behaviour are still the central concern in moghefnarratives” of the latter part of the century
(8). They also state, "While rejecting the doctii@aidacticism of much children's literature,
Montgomery herself encountered the constraintsibfigation which insisted on the ethical
orientation of children’'s literature” (158). Montgery both follows and deviates from the
traditions of her authorial predecessors in hetrpgals of the potential problems of vanity and
their relation to dress, in some ways even advogdtr the appropriateness of vanity. In one of
her short stories, the narrator declares that tyasithe last thing to desert a properly
constructed woman" ("The Revolt of Mary Isabel" 23comment that both associates vanity
with womanhood and undermines its negative coniooist

Louisa May Alcott'dittle Women(1868), which Montgomery herself readJ_MM
1889-190M457, Berg 38) and with whose author Montgomery @ften compared by critics
(SJLMM Vol. IV40), provides the most pertinent example of okhianed ideologies connected
with vanity and dress. In the chapter "Meg Goegdaity Fair," Meg March visits her wealthy
friends, the Moffats, for a fortnight and atteradsmall party and a ball. The chapter begins with
the girls packing up Meg's "nice things" (Alcott)ZBat they've helped make, bought, or lent,
during which process Meg expresses wishes for ébeunf dress items that she does not
possess: a silk dress, a low-necked ball dresk arsbrella, real lace, and bows on her
nightcaps (78-79). At the small party, Meg feelsmeadnitial dissatisfaction comparing her gown
with her wealthy friends' pretty, light dressest &entually recovers upon receiving a note from
her mother that acts "as a sort of talisman agaémsty, vanity, and false pride" (81). When the

ball arrives, Meg takes up the offer to be dressedne of the Moffat girls, Belle, and wear an
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old silk dress of Belle's instead of re-wearing tvn gown. The dress is "so tight [Meg] could
hardly breathe and so low in the neck that modesy Bushed at herself in the mirror" (84).
When confronted by Laurie, who disapproves of aithe "fuss and feathers,"” Meg expresses the
wish that she had "been sensible and worn [her] thvgs” (87). Meg later confesses to her
mother and resolves to be "sentimental or dissadi5{90) no longer. Meg's lesson is learned:
vanity, in the form of caring much about pretty dashionable dress, is a sin to be shunned and
will not bring worthwhile happiness.

The lesson of this chapter seems to partake afahee code of morals held by Marilla
and the Morgan grandparents. Marilla's languadeemcomment that the dresses she has made
for Anne are "sensible" and "without any frills afuabelows about them’AGG 127-128)
echoes Meg's regret that she had not been "seharidethat she had allowed others to adorn her
with "fuss and feathers." Marilla's remark on pdfdeeves being "as big as balloons" in
conjunction with her criticism of Matthew's purckad Anne's puffed sleeve dress because it
will "pamper Anne's vanity" (271) conflates the-fliled puffed sleeves with empty, puffed-up
vanity, the vanity of the life the Moffats live. €Morgans' response to finding Josie dressed up
in a makeshift costume and practising lines frophag is similar. Josie's "costume" consists of a
"trailing, clinging black skirt" and "a silken shéwhat leaves "her beautiful arms and shoulders
[...] bare" ("Josie" 150), reminiscent of Meg'ksiress with its long train and low neck. Cyrus
calls it "indecent” (151) (recalling Meg's conclusithat Laurie thought that her dress "wasn't
proper" (Alcott 89)) demanding that she take off 'g" ("Josie" 152) and deciding that he and
Deborah need to be stricter with Josie. Displaegiof finery or of flesh, is associated with
immorality and indecency, but this moral code ialldnged by Montgomery as something that

is not only old-fashioned, but outdated.
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While Alcott teaches that girls should care ldssud dress, Montgomery advocates
caring about being well-dressed. Foster and Sird@tsiss the way in which "Montgomery
comically rewrites a key episodeliiitle Womenn which Anne, having turned her offending
red hair green instead of black with a defective,dy forced to cut it off" instead of cutting if o
to "sell it to get money for some good deed" addes (156-157); Montgomery also rewrites
Alcott's lesson about clothing and vanity. Megssdiisfaction with her clothing is gently
reprimanded by the author through Beth's quiet centrthat Meg had said she'd be "perfectly
happy" with just being able to go on the visitcbmtrast, when Anne expresses her
disappointment that the dresses from Marilla atepnetty, the author portrays her
sympathetically, a poor "little orphan girlAGG 128) disappointed in her hopes for her first
pretty dress, and with a touch of humour, Anne'dramatic talk of the "thrill" puffed sleeves
would give her. Josie's story reads as a revefddeg's story, in which visual display is
rewarded instead of reprimanded, and the keepakldashioned morals, the grandparents, are
proven wrong. Following their altercation, Josiaes her grandparents' house to live with her
actress aunt and is shown to be justified in hesatisfaction with their old-fashioned morals
when she takes to the stage and becomes a suiftesseeing her on-stage, Cyrus tells
Deborah, "I'm going to tell [Josie] she was rightlave were wrong" ("Josie" 157); he learns
that public display need not be immoral. Montgommigves away from older models that
associate clothing with vanity and invites the e¥ad challenge the outdated way of thinking as
well. When Anne candidly asks Diana, "Do you sugpidds wrong for us to think so much about
our clothes? Marilla says it is very sinful. Butsitsuch an interesting subject, isn't it?" (306), the
reader, having followed Anne's wardrobe transforomat, is inclined to agree with Anne that it

is "an interesting subject” and, perhaps, not saukag Marilla thinks.



57

Many of Montgomery's characters show that models associate fine clothing with
immoral vanity are no longer useful. Anne clainisjs'ever so much easier to be good if your
clothes are fashionable. At least, it is easienfer | suppose it doesn't make such a difference to
naturally good people” (306). However, even thepbethat Anne considers "naturally good"”
are portrayed wearing fashionable and beautifuholg. Mrs. Allen, the minister's wife, is often
described as being beautifully dressed (234, 24 Wedl as morally upstanding. Miss Stacy is
another character who "dresses beautifully " (2@Ti)e providing a good female moral model;
the narrator remarks on "Miss Stacy's tactful, tdréroad-minded guidance” (330). These two
women provide examples of beautiful clothing asstec with moral goodness. Interestingly,
Mrs. Lynde observes that thwarting the desire fettp clothes can possibly even have a
negative effect on moral character: "l suppose [I\é&s] trying to cultivate a spirit of humility in
Anne by dressing her as she does; but it's moeéylib cultivate envy and discontent” (270).
From Alcott's time to Montgomery's the perceptidrelothing in relation to concepts of vanity
and immorality seems to have reversed, with Monggnadvocating for the usefulness of
beautiful clothing in promoting moral goodness @&ast considering it a hindrance.

Clothing is viewed positively by Montgomery, natly for its potentially moral qualities,
but also because of the emotions it can createeinvearer when the clothing is visually pleasing.
Storm's observation that adornment can "increasealficonfidence" (6) holds true for
Montgomery and her female characters. Montgomery degply aware of her appearance and
strongly invested in appearing well-dressed. Injbemal she writes, "I am very fond of pretty
dresses, hats and jewels and cannot enjoy mydedbihot feel well-dressed. | don't like to be in
any company where anyone is better dressed. | tifealchappy when | araloneif | am not

prettily dressed"$JLMM Vol. 11393). While emotional stress could make Montgonfieey
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badly dressed (330), pretty clothing could help komery to feel emotionally uplifted. Storm
states, "Dress can boost our confidence and theesiyyorarily enhance our self-esteem.
Clothes become valuable when they have a positieeteipon us" (267-268). Even Marilla,
suspicious as she is toward the potentially sinéture of clothing, is not immune to the positive
emotional effect of clothing. When wearing her jppes amethyst brooch, Marilla experiences a
"pleasant consciousness of their violet shimméreathroat, above her good brown satin dress”
(AGG 148). Although Marilla cares little for being faghable, scorning "ridiculous-looking"
puffed sleeves (128), she is still concerned wéhdppearance in public places; she dresses up
in "brown satin" for church and wears "her bestklace shawl" (156) to the Ladies' Aid
meeting. Being well-dressed can thus be considesatependent upon how it makes the wearer
feel and what the wearer thinks of his or her oppearance, rather than the sartorial rules of
others as to what constitutes pretty or fashionelalhing.

Montgomery's characters are often kept in statésioself-esteem by ugly clothing, but
find confidence when they wear pretty clothing. &rfeels discomfort when wearing clothes
that she thinks are ugly. She remarks on feeliogg&hamed" when leaving the orphanage in her
"horrid old wincey dress" and adds, "When we gotrantrain | felt as if everybody must be
looking at me and pitying meAGG54). Anne, feeling herself to be poorly dressedidines
herself to be attracting negative visual attentihich further reinforces the poor self-image
originally caused by the dress. It is no wondegnttthat Anne craves beautiful clothing like a
"white dress" (54). Such pretty clothing would granne confidence and self-esteem and would
allow her to forget her unwanted, orphan statuseiVinne finally does receive her puffed-
sleeve dress, she becomes "the bright particidal @74) of the school concert. She attributes

her success to her dress saying, "Oh, | was smuagfDiana. [...] | felt as if a million eyes were
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looking at me and through me, and for one dreaudfuhent | was sure | couldn't begin at all.
Then | thought of my lovely puffed sleeves and toolrage. | knew that | must live up to those
sleeves, Diana" (275). The puffed sleeves brackrnume emotionally and enable her to acquit
herself well in the public eye.

In The Blue Castl¢1926), Valancy experiences a similar change fpaiful and poorly-
dressed to confident and well-dressed. When sheqguuber "dress of brown gingham, thick,
black stockings and rubber-heeled boots" and tloess er hair in the mirror, she pulls up the
blind in order to "see herself as the world saw hed finds it to be "rather dreadful” (12). She
thinks herself "neither pretty nor ugly — just igsificant-looking” (12); Valancy both looks and
feels insignificant in her snuff-brown dresses. gegen dress and hat transform Valancy; she
becomes a woman in love, "no longer unimportant’1jlthe night she wears them. At the same
time Valancy becomes "provocative, fascinating'7)lih the eyes of her cousin, Olive, with her
“little hat with its crimson rose [...] tilted dowaver one eye" (116). Pretty clothing enables
Valancy to embody the qualities she was too coweafraid to act out before. These positive
emotional effects facilitate Montgomery's charagtabilities to deal with new situations or to
move them out of old, negative ones. While the @&mnat effect of clothing is an important
aspect in determining whether or not a charactds feell-dressed, it is not the only criterion.

Fashion can also play a role in helping charadtefsel well-dressed and confident
because of its connections with the modern andeocoporary. Alison Matthews David and
Kimberly Wahl remark on the confluence of "modeasHionability and [...] social
empowerment” (39) with regard to Anne's much-desiraffed sleeves. Montgomery distances
her characters from the past not only by re-writiagier stories, but also by aligning them with

modern aesthetic sensibilities. Montgomery henrsal highly aware of changing fashions and
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often remarked on fashions that had passed: "Imdmeein the 90's we laughed at the bustles of
the 80's and the crinolines of the 70SJILMM Vol. 111365); her comment implies the
importance of being "in" fashion because of th&ubk associated with being "out" of fashion.
Montgomery's characters, though not bound by tb&atdis of fashion when dressing, are often
equally fashion-conscious. This fashion-consciossramnd the time-sensitive nature of fashion
links Montgomery's female characters with the "aartdrettes” discussed above, women who
used clothing in order to adapt to changing times.

As character mature and develop, this evolutie@obccurs in conjunction with the
acquisition of fashionable or modern clothing. T&ebaracters are also presented in conflict
with others who represent an older, stubbornly-atgd way of thinking, as well as dressing,
representing a problematic inability to adapt targed circumstances. Montgomery's short
story, "The Revolt of Mary Isabel" (1908), depiatbattle for independence that is played out
primarily through the purchase and wearing of fasable dress. Mary Isabel, "a woman of
forty” ("Revolt" 239), objects to her older sistedictum that she must wear a bonnet: ™I can't
wear a bonnet yet, Louisa,' she protested. 'Boriraats gone out for everybody except really old
ladies. | want a hat: one of those pretty, floppg®with pale blue forget-me-nots." (239-240).
Louisa not only dictates Mary Isabel's dress, tad her life. Mary Isabel's situation changes
when a much-delayed letter from their dead bro#ineves (ten years after his death) that is
addressed to Mary Isabel. Tom writes that she onghto let Louisa control her or "boss" her:
"Don't let Louisa live your life for you; just ydive it yourself" (245). Mary Isabel decides that
she will "rebel at last and — how had Tom phrased bh, yes, assert her independence” (246).
Mary Isabel's rebellion and her "assertion of irelefence"” begins with her purchase of the

much-desired hat and silver-grey silk. The "revolthitinues when Mary Isabel decides to attend
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the induction of a new minister, to whom Louisaaalt$ because she holds a grudge against his
family for their part in a church feud. Dresseder new finery, Mary Isabel attends and is
consequently locked out of the women's shared hgoa her return; the oncoming rain, which
would ruin her new dress and hat, spurs her tk"sgfage over at Dr. Hamilton's" (250), their
neighbour who also happens to be a member of feetadnable family and whom Mary Isabel
has also been secretly meeting for weeks. Thiodpisesults in the marriage of Mary Isabel and
Dr. Hamilton, but also reconciles Mary Isabel ammdiisa, who puts an end to her control over
her sister's life and accepts Mary Isabel's chamgersonality.

Louisa's treatment of Mary Isabel simultaneougigsaher, making her look like an old
woman in a bonnet, while infantilizing her by caniling her actions and dress. The old-
fashioned clothing that Louisa insists that Magblsl wears, including a sunbonnet and black
silk dresses, are associated with past times andCGagherine Golden states, "Queen Victoria's
forty-year widowhood and wearing of mourning weatsle mourning rituals popular among all
social classes;" the black silk dresses of Margdgdike the bonnets, gesture back to the
Victorian era and the popularity of wearing blatke black dresses, with their connotations
with death and dying, might also imply that Marghsl's life under the tyranny of Louisa is a
slow death in its stagnation and oppression. Msape|'s desire for her hat and silver-grey silk
dress represent a desire for life in the presem,io which Mary Isabel is no longer looked at
and treated as the child that she was, but as éterenwoman that she is. To Dr. Hamilton,
Mary Isabel in her sunbonnet is "delicately virdirend he is one of those who treats her like "a
very young, pure girl" (242). But when Mary Isalppears at church in her new clothes, items
which she has picked out on her own while alorn@wn for the first time, Dr. Hamilton thinks,

"What a prettywomanshe was!" (249, emphasis added) and he is sparréa propose marriage
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soon after she appears on his doorstep. Mary Isdbshionable dress helps her to act the
correct age and to be treated as such by others.

While Mary Isabel learns to live in the preserdulsa's refusal to keep up with the
changing times almost leads to her complete s@oédtion. Already cut off from the society of
the local church and her nearest neighbour, Lau@#tdated and unfashionable ideas about
dress almost cause her the loss of her sister. Mabgel resents Louisa's behaviour toward her:
"She had never had anything other girls had: fsendesses, beaus; and it was all Louisa's fault
— Louisa who was going to make her wear a bonmahforest of her life" (244). The lack of
dresses and the unfashionable bonnet are linkéeetiack of social connections with friends and
beaus. Louisa's refusal to "allow neighbourling244) distances both Louisa and Mary Isabel
from their society. Her insistence on adherendeetodictums, initially only seeming to be
inconvenient and unreasonable, are later showe totbnsely problematic. Louisa asserts, "I
wore a bonnet before | was forty [...] and so stiayery decent woman. It is absurd to be
thinking so much of dress at your age, Mary Isaf&40). Louisa's statement reveals her to be in
the wrong on her views, not only because of thempetory way they are expressed, sometimes
even hurting Mary Isabel "bitterly" (239), but alsecause she advocates a lack of care for dress
which, in Montgomery's terms, is a sure sign olstified narrow-mindedness and potentially
harmful rigidity. Louisa's main social connectian® Mary Isabel and her stubbornness toward
Mary Isabel's dress nearly severs this relationdygomn Mary Isabel's return from her solitary
shopping expedition, Louisa "neither looked at [perchases] nor spoke to Mary Isabel" (247);
her silence displays a breaking off of communigabetween the sisters. Although Louisa
"unbent sufficiently to remark that [the finisheksis] fitted very well" (247), this temporary

flexibility is quickly reversed by Mary Isabel'sasion to attend the induction ceremony. When
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Mary Isabel is about to leave dressed in her neeryi, Louisa "shot one angry glance at Mary
Isabel, then gave a short contemptuous laugh” (2¥9)wordless ridicule of Mary Isabel again
shows the sisters' distancing from each other lagid kack of verbal communication. It is
Louisa's decision to lock Mary Isabel out in thimhat will ruin her new clothing that creates
the climax of their separation: "Louisa had no miien of letting her in; she meant to keep her
out until the dress and hat of her rebellion wem@led. This was Louisa's revenge” (250).
Louisa's action drives Mary Isabel away to Dr. Heonis where she declares that she "shall not
go back to Louisa" (251). Mary Isabel makes goodh@ndeclaration. Even though the two
sisters are reconciled at the end of the story vihary Isabel is married from the sisters' shared
home, the separation of the two becomes permalany. Isabel becomes a resident of her new
husband's home while Louisa is left in the old leoal®ne, a consequence of Louisa's stubborn
attitude toward Mary Isabel's dress.

In Jane of Lantern Hillgrandmother's persistence in keeping things atsigalso leads
to her social isolation and loss of a beloved fgmiember, Robin. Elizabeth Epperly states,
"Victoria Jane Stuart is afraid not of change Hudameness. She is stifled by a routine she is not
allowed to question or bend" (220); the routineastrolled by grandmother, who is invested in
sameness and, thus, represents the primary ogpo®itdane's desire for change. Epperly also
recognizes that "the quality of house" reflect®"tjuality of spirit" of the person who owns the
house (224). Grandmother's rigidity and adherenad-fashioned aesthetics are shown by her
choice of home:

Mrs. Kennedy [grandmother] was perfectly satisfieth 60 Gay. She had come there as

the bride of Robert Kennedy when Gay Street wasatstenvord in streets and 60 Gay,

built by Robert's father, one of the finest ‘'mansion Toronto. It had never ceased to be
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so in her eyes. She had lived there for forty-frears and she would live there the rest of

her life. Those who did not like it need not stagre. (2)
Grandmother's refusal to move out of the Victor@msion of her youth, in spite of the fact that
it is "hopelessly out of date" (2) and Gay Strest hecome no more than "shabby genteel” (3),
displays a desire to hold on to a happy past asaseln inability to adapt to a changed present;
grandmother is unable to see things other thanthewwere in the past. Grandmother's
appearance is also old-fashioned; she is deschpedie lady as looking "just like a Whistler
mother" (26), a reference to the 1871 paintingdyds McNeill Whistler (Weinberg n.p.).
While Grandmother's appearance is thought of imgesf the medium of paint, an old and
traditional art form, Jane and Robin are portrayetiore modern media: newspapers and
photographs. Jane is on the front page of the 'lGttetown papers [...] for two days, and even
the Toronto dailies gave her a column, with a p&t§182-183) when she catches the escaped
circus lion, while Robin "goes to everything yowe seported irSaturday Evenirg(3).
Grandmother attempts to fight against such modeginfluences, in part through the way in
which she dresses Jane and, more particularly,iRobi

The wearing of modern clothing occurs in conjumttivith a movement into new
circumstances, while older styles of clothing assagiated with being trapped in grandmother's
unchanging regime. Although Robin's clothes areagdbeautiful and frequently new, they are
not described as being fashionable. Indeed, thexatas clothing she wears, the layers of
velvets and taffetas, seems to reflect a Victoaesthetic (see Figure 2.2), particularly because
when new clothing trends are mentioned it is iemefice to masculine-influenced styles such as
the wearing of pants (193), overalls (181), andupas (193), clothing that increases mobility

and freedom of movement.
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Figure 2.2: "1937 Evening Dress." Robin may have wa a dress like this one. The design is from 193But its
puffed sleeves and train are reminiscent of late-\torian styles. {intage Patterns Wikia

Robin, like Mary Isabel, is not allowed to grow apchange; she is kept by the restraint of
clothing in the role of daughter. Storm discuséesitnpact of "tensors," aspects of dress that
"reduce the freedom of movement or the body ordylpart either through the material used or
the style of dress" (309), on behaviour: "Heavyritabor multiple layers of fabrics [...] can cause
muscle fatigue, which results in feelings of depi@s and apathy. They also give a sense of
physical impediment or interference” (310). Thewex and materials of Robin's clothes, the stiff
taffetas and heavy velvets and furs, impede Robiatiration and evolution. Even her orchid
chiffon dress, a gown of light material, has "iragllace sleeves'J[H 26), as though
grandmother thinks Robin needs to be held backesghted down from changing or moving
away by excess material.

It is Jane who most easily adapts to new situafibke her new life on P.E.l. and wears

the modern and mobile overalls. Storm links confiewith "dress that increases our
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competency"” (311) and states that "confidence s#tipely related to competence. Both are
related to comfort” (312). When Jane wears ovetalldrive in hay JLH 175), her dress allows
her to more competently execute this task and, thuasease her confidence. Such positive
influences on her self-image, which she has nossciteat 60 Gay Street, help her to be more
comfortable in new situations. In P.E.I., Janeoimewhere "where you could show how capable
you were" (85) and it is this opportunity for capgpand flexibility that situate the Island and
Lantern Hill as modern, in spite of its pastorapiings. When shopping for her second trip to
the Island, Jane also gets "the niftiest littleegréathing suit” (166) (see Figure 2.3), an item of
clothing that Montgomery associates with moderimtiier earlier novelThe Blue Castleand

which | will discuss below.
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Figure 2.3: "Nifty Bathing Suits." A 1938 advertisement for bathing suits of a style that promotes moitity.
Jane would be able to swim with more ease in a batig suit like this than in most other garments. {Vearing
History Blog)

While Jane's grandmother is left at the end ofitneel unchanged, iAnne of Green
Gables Marilla's story is one of learning to be moreitde and to understand the value of
modern fashions. As Mrs. Lynde points out, Mariieves that there is a "hard and fast
method" of bringing up children that works "as pland easy as Rule of Three," but that Marilla
is mistaken because "flesh and blood don't comermuhe head of arithmetic" (270). The

stability and rigidity of rules that Marilla belies in are carried over into her thoughts on dress.
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Marilla has Louisa-like tastes in dress and consitlee fashionable puffed sleeves of the 1890s
to be "ridiculous-looking things" (128); she preféthe plain sensible ones" (128) of an earlier
decade, presumably the 1880s when sleeves aregoldifitted (see Figure 2.4). Such tight
sleeves are an example of tensors that "causegaeento limit his arm movements" (Storm
309-310) and Storm connects these types of temstirghe "rigid, tight conduct of the

Victorian era" (310).
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Figure 2.4: "Sensible Sleeves." The plain, tight skeves of the 1880sCfristine’'s Costume Page

Marilla's rigidity and tightness govern her condwith respect to emotional expression: "The
lesson of a love that should display itself easilgpoken word and open look was one Marilla
could never learn"AGG 313-315). However, Marilla's voluntary particigatiin the purchase of
a fashionable dress for Anne coincides with a display of emotion. When Marilla goes
beyond simply not objecting to Matthew's gifts augigestions for Anne's Queen's wardrobe
and obtains the light "delicate pale green mateftalan evening dress for Anne of her own

volition, so that Anne will not "be behind" the ettgirls, she shows an understanding of the
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importance of fashionable clothing in new situasi¢®57). Marilla displays empathy for Anne,
who may feel less confident among her peers whiteydrom home, if she is clothed in
unfashionable dress, as seems indicated by ManBaiembrance of Anne first arriving at Green
Gables "in her preposterous yellowish-brown windesss" with "heartbreak looking out of her
tearful eyes" (358). The tears that come to Mésikges over the memory and the possibility of
future loneliness should Anne move away show agofy of Marilla. While earlier her

emotions made her "stricter and more critical” (31#&5is burst of emotion results in her

"[putting] her arms close about her girl and [holgliher tenderly to her heart” (360). By the end
of the novel Marilla is finally able to verbally psess her emotions: "Oh, Anne, | know I've been
kind of strict and harsh with you maybe — but youstm't think | didn't love you as well as
Matthew did, for all that. | want to tell you nowhen | can” (382). Marilla learns to change and
bend in a way that characters like Louisa and grasider never do and is the better for it
because it strengthens her social bonds.

Anne must also be flexible and able to adapt te sieuations in order to belong in her
new home of Avonlea. As Anne grows up and beconma integrated into the community, her
wardrobe becomes more fashionable. David and Watd that for female contemporaneous
readers oAnne of Green Gablésletails of cut and fabric illuminated the moregmnal
transformative narrative of Anne's coming of aga asylish young aesthete" (42). Anne's
dresses are linked to Anne's maturation. SheMadldlla, "Mrs. Lynde says that if | keep
stretching out next year as I've done this I'lld&v put on longer skirts. [...] And when | put on
longer skirts | shall feel that | have to live upthem and be very dignifiedAGG 324). While
the clothing can affect behaviour, Anne's growtoahfluences her clothing. Marilla remarks to

Mrs. Lynde one day in the summer that Anne hastbecteal steady and reliable" (325); that
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fall, the dresses she makes for Anne are "longéH' av'stylish” flounce (329). Although Anne's
clothing does not help her to be more capableennthy that Jane's does, Anne's capability does
seem to promote the acquisition of more moderrhoigt

It is interesting to note that Anne's desire fstfionable clothing, in the form of puffed
sleeves, functions on two different chronologieaddls: one within the novel and one within the
world of the reader. Although the novel was puldsin 1908, the fashions, particularly the
puffed sleeves, date the world within the novahi® 1890s. However, large puffed sleeves
became fashionable again in 1905, as noted by Mamggy in her journal@JLMM 1901-1911
134). David and Wahl claim, "Anne's quest for pdféeeves appealed to different age groups:
for teenagers they were a symbol of current tremdsmodes, but for older readers who came of
age in the 1890s, including Montgomery, they reglimestalgic memories" (45). If it is
important in Montgomery's fictional worlds to be deon and fashionable, Anne is doubly
modern in her fashionable puffed sleeves thateeflerrent trends in the setting of the novel and
among contemporaneous readers (see Figures 2A&n¢However, Anne is also
simultaneously caught in the past in relation toreaders, the ones for whom she evokes
"nostalgic memories". Foster and Simons observetr&ting from the psychological and social
conflicts which full maturity brings, the novel kgeAnne in a prepubescent state, safely within
the stasis of childhood" (165). Although she gramnd changes, Anne never fully matures into
adulthood or the complete freedom and capabiléy thodern fashions represent. While Jane
revels in her freedom and independence, at thettiet novel Anne adapts herself to the needs
of others and chooses to remain at old-fashionegiGGables instead of going off to college to

pursue her individual desires.
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Figure 2.5 and Figure 2.6: (left) "Puffed Sleevesfdhe 1890s." Puffed sleeves of the sort desired @morn by
Anne. (Christine's Costume Pageand (right) "Puffed Sleeves of the 1900s." Puffedleeves of the sort worn by
readers ofAnne of Green GablegChristine's Costume Page

In The Blue Castlevalancy is portrayed within a double chronologyitar to Anne's. It
shows her, however, not in the current fashiortsenfnovel's setting like Anne, but ahead of the
novel's time and current with the contemporane®@294 reader. Valancy's empowerment and
maturation are represented by her decidedly modething and appearance, particularly in
contrast with her stuffy, hypocritical family anokeir association with old-fashioned styles. The
Stirling family, including Valancy at the beginniiod the novel, dress in accordance with the
fashions of the first decade of the twentieth centine setting of the novel, as determined above.
Olive, "the wonder girl of the whole Stirling cla7), wears light ruffled and flounced petticoats
(20) that evoke the frilly lingerie of the Edwandiara. Valancy's dress is also old-fashioned with
its "high neck and long, tight sleeves" (12), tapppéf by her "pompadour” hairstyle (13).
Valancy laments her inability to have fashionalhing: "She had never had a dress with low

neck and elbow sleeves, although they had been,woem in Deerwood, for over a year" (48).
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At this point in the novel, Valancy's dress is aoly old-fashioned to the reader, but also within
the setting of the novel. Her out-of-date clothiliigg that of Mary Isabel, reflects her
infantilization by her family, who insist on cal@rher by the childish nickname of "Doss," while
they simultaneously harp on her increasing age (4éither Valancy's clothing, nor her
treatment by her family, reflects Valancy's true agd maturity.

When Valancy leaves her mother's home and fordjésfar herself, her new clothing
reflects her newfound empowerment. She finally inilstaer desired low-necked and short-
sleeved dress. While this garment might align Veyanith Deerwood society's current fashion
trends, the "low, crimson girdle around the higd)Q) has a very modern, 1920s aesthetic;
earlier dress positioned the waist either at tiiarabwaist or above (see Figure 2.7). Similarly,
Valancy's "flat figure" (103) evokes the slim, balyifigure of 1920s flappers, which was quite
different from the voluptuous figure of the EdwanaliGibson girl that Olive possesses (139). As
she further distances herself from her old-fashddiaenily, her appearance becomes increasingly
modern. After marrying Barney, Valancy "shinglegt hair: "This was before the day of bobs
and was regarded as a wild, unheard-of proceedinmless you had typhoid. When Mrs.
Frederick heard of it she almost decided to eradan¢y's name from the family Bible" (149).
Valancy positions herself as far more modern therfdamily can conceive of with her 1920s
bob. She adapts, and thrives, in her changed isituaith Barney. The modernization of
Valancy's appearance is presented in positive téiltrjthe bob] gave a meaning and a purpose
to her little, three-cornered face that it nevest passessed before” (149); Valancy's appearance

gains meaning at the same time that her life does.
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Figure 2.7: "1920s Look." The woman on this sewingattern has the bobbed hair and flat figure of Valacy.
Also note the dress' dropped waist like that of Vancy's green dress.\(intage Patterns Wikia

Valancy also gains freedom and mobility. Whereeosite "got a buggy drive only when
some uncle or cousin remembered to fling her 'ac#ia(21), with Barney she "clatter[s]
through Deerwood" in his "unspeakable car" (146¢ learns "to paddle a canoe as well as
Barney himself" (154-155), and she swims, "runrdog/n to the water for a plunge whenever
she felt like it" (157). In her new life, Valancy not hampered by "tight sleeves"” (12) or "the
swathings of rose silk and lace" that Olive wedf9j), beautiful though Olive's dress might be.
Instead, Valancy has "a pale green bathing-suli7)la garment that defies the clothing
standards of her Edwardian family. By the 1920#hibg suits had become quite streamlined
compared to their earlier, voluminous counterpg@ee Figures 2.8 and 2.9). Valancy's freedom
of movement in her bathing suit and her enjoymerswwimming reflects Storm's statement,
"[Clonfidence can be achieved [...] from dress thateases our competency. Most sports have

some dress associated with them that allows theawveaperform more competently” (311). In
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her modern dress, Valancy learns the sort of cenfid and capability in her new life that Jane is

able to on P.E.I.
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Figure 2.8 and Figure 2.9: (left) "1926 Bathing Sus." The women in these photographs wear the new\de,
streamlined swimsuits of the 1920s. (Compare withigure 2.9) They also have bobbed hairWearing History
Blog) and (right) "1900s Bathing Suit." Earlier bathing suit with bloomers and skirt. All of the material
would be cumbersome when wetThe Metropolitan Museum of At

While fashionable clothing is often portrayed piosiy by Montgomery, modern
ideologies were not without their problems. Montgoynstruggled with changing mores with
regard to morality, aesthetics, and Modernism. iListé&er writing career, Montgomery was
viewed as a "sentimentalistSJLMM Vol. 111387) for her rejection of Modernist ideals of
realism which, to Montgomery, insisted on portr@ymetaphorical "latrines and pigstyes" (387)
instead of the beauty to be found in life and retdontgomery was also well-aware of the
increasing prominence of sexuality in contempofiéy Commenting on modern novels, she
notes, "Some 'sex’' novels are interesting and &img, whatever may be thought of their

wisdom or unwisdom" (387). Years later, on lookowgr some other modern books,
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Montgomery states, "They wehedeous | am not a prude but | draw the linefith" (SILMM

Vol. V278). Montgomery was clearly interested in repmei@ons of sexuality in literature, but
had no desire to cross the line into immoralityigliness. Many of her characters are invested in
appearing attractive to potential mates, withoyt sttgma of immorality attached, so long as
they do not commit the vulgar offence of displayitng much sexuality, too openly as Valancy's
cousin Olive does. Olive, as Barney says, "keddseslgoods in the shop-window" (172) and
descriptions of Olive frequently make mention af #xposure of her body: "she might show her
fine, white, regular teeth rather too lavishly wistre smiled" (54) and her arms "[gleam]
through green chiffon” (55) (see Figure 2.10). Vialanever makes such a mistake; in her green
dress, she covers her exposed neck with a makesigittace of clovers that "gave her the
comfortable sensation of a collar and were oddbob@ng" (104). Valancy associates herself
with the beauty of nature and creates beauty tlirdlg judicious mixing of display and

concealment.
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Figure 1.10: "Miss Camille Clifford." This picture shows Camille Clifford, one of the women who modeid
for Charles Dana Gibson. Like Olive, she has a vopiuous figure and wears chiffon and lace. Note hower
arms, shoulders, and neck are all baredNYPL Digital Gallery)
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Once again, Montgomery re-writes traditional madablogies about vanity, adornment,
and sexuality. Maura Spiegel notes,

The conventional opposition between the fashionablernate' woman and the "anti-

fashionable' woman is often configured, especiallghe Victorian] period, as one

between ornateness and plainness [...]. In noyelsemeriod we repeatedly encounter
this opposition as a contest between the ‘ornateamband the 'plain woman," and it

almost always resolves in the triumph of the plaooman — who gets her man. (182)
Spiegel also remarks on the virtues associatedpléihness: "earnestness, modesty, integrity,
autonomy, and character; and, in some instancpwit’ (182), as well as the faults linked to
ornament: "vanity, silliness, falseness, sentimagtand "sophistication (or too much
worldliness)" (182). The Victorian novel posits tlashionably dressed woman as a poor sexual
choice in contrast with the virtuous plain womahisIdichotomy is particularly prevalent in
Charlotte Bronté'dane Eyreas Spiegel observes (182). Montgomery was vemylige with the
novel; interestingly she comments on "the diffeeene the unfathomable gulf — between
heroines of the Victorian age and the 'heroineddy" in conjunction witdane EyrSILMM
Vol. Il 2). Jane Eyre, the heroine, rejects adornmentieessing up, which Rochester, her lover,
offers her and these rejections of her lover's giinote her virtue, as do her plain and simple
tastes.

Montgomery's female characters behave very diftgreéoward beautiful clothing. Anne,
in her plain wincey dress, dreams of the pretty goahe may one day possess; with "a white
dress" her "highest ideal of earthly blis&GG 54). And while Anne may consider herself to be
a poor choice of mate, it is because she is "scehgn(b4), not because she is vain or cares too

much about clothing. In Montgomery's fictional was] it is the beautiful, well-dressed women
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who are the best wifely prospects, such as AuntrBea("The Romance of Aunt Beatrice") and
Miss Ponsonby ("The Dissipation of Miss PonsonbyHese kind women first obtain beautiful,
visually-arresting clothing then marriage propogal®w. In her short story "What Aunt
Marcella Would Have Called It" (1935), the heroi@en, puts on beautiful, fashionable
clothing in order to alert the man she loves todeaual maturity and availability. Living in the
shadow of her older, smarter, and more beautiftiésilsabel, Glen seems "rather dumb" ("Aunt
Marcella" 190) to her neighbour, Dudley. Under thee of her Aunt Marcella, Glen is not
allowed to bob her hair and "her lovely golden-bndwaid hanging down her back™ makes her
look "like a twelve-year-old schoolgirl of the cany's teens” (189) instead of the seventeen-
year-old of the 1930s that she is. Isabel is poisedturn from a five year absence and Glen
fears that Dudley will fall in love with Isabel. Wh Isabel delays her return for a few days, but
sends ahead her trunk of clothing, Glen sees shisapportunity to finally "wake Dudley up”
(193), a view that sets her apart from heroines Jne Eyre:

Glen ran up to her room with the intention of mava good cry. But when she got

there she changed her mind.
"Crying won't do any good. The girls of Aunt Malte&s generation cried. I've got
to do better than that. [...]" (193)

Her solution is to dress up in Isabel's beautifothes and impersonate Isabel. In Isabel's dress of
"orchid chiffon” (193) and "sophisticated earring$94) with her hair up in a knot, "nobody
would ever dream of taking her for a child" (198)en is able to be "gay, daring, brilliant" (194)
when Dudley comes over to visit Isabel. Glen givesself the appearance of a sophisticated and
ornamented woman of the world. Although momentdritked by the disguise, Dudley quickly

realizes that it is Glen and tells her she is [tbeeliest, sweetest woman [he's] ever seen ... the
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woman [he's] been waiting for all [his] life" (199)e recognizes both her identity and her
character. The marriage proposal, in this case@&gltleclaration that he will marry Glen,
immediately follows. Montgomery attaches no stigmé&len's deception, perhaps because it is
not a deception so much as a revelation. In thiesees, where dressing up leads quickly to
marriage, beautiful clothing functions as a waghow the potential lover the beauty and, thus,
sexual viability, of the wearer.

Glen also differs from her earlier counterpaiitee Anne, in her interest in exploring the
possibilities of romantic love and sexual poterftiain a young age. Glen fell in love with
Dudley at the age of twelve, evidenced by the tlaat "her legs trembled the first time she saw
him" ("Aunt Marcella" 189), and while this may bensidered no more than a girlhood "crush,”
at the time the story takes place she is still @elyenteen and Dudley acknowledges that old-
fashioned Aunt Marcella will think Glen "too yout@be married" (196). In spite of her years,
Glen takes the initiative to make herself sexuattyactive to Dudley by dressing up. Jane may
be considered Glen's contemporary in terms of £t80s), but is rather young to be
considering romance, even for a precocious modetrHpwever, in the earlier 1920s novel,
The Blue CastleOlive displays a history of romance and sexudhigt can be considered very
modern; the reader is told "Olive had been surredruly a crowd of eager beaus since her early
teens” (55) and "little boys in school used tospeute' her with love letters” (56). In contrast,
the "almost fourteen’AGG 316) Anne of the beginning of the twentieth ceptuas no interest
in romantic love, stating, "Young men are all vemil in their place, but it doesn't do to drag
them into everything” (315), an indirect criticisshher friend Ruby Gillis who "thinks of
nothing but young men" (315). Even at the end efrtavel, when Anne is older, she only

expects to experience "congenial friendship” (39@8) Gilbert Blythe after they have made up
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their quarrel. While Montgomery is critical of seatitly in girls in her earlier work, the tone of
her later fiction with regard to girlhood sexualityhich is slightly humorous, indicates a more
indulgent attitude. This change in tone likely eets changes in societal attitudes, rather than
Montgomery's own personal beliefs. Although she @lams in her journal of her publisher not
allowing her to portray "a young girl as she realy(SILMM Vol. 111157), by which she means
as having "some very vivid love affairs" (157) her previous entry, she writes, "The present
generation has saner views of sex and its pregamtatthe young" (157) compared to her own
childhood experiences. The reality of sexuality Was becoming more open and more openly
connected to the young.

As the century progressed, sexual attractivenesarbe increasingly associated with
youth. Strong-Boag writes, "In the 1920s and 1986sthfulness was celebrated to an
unprecedented degree in print, on film, and ona’a@i79). The result of this focus on
youthfulness and its connection to sexual attrecegs was the mindset that this attractiveness
would be lost with age. Strong-Boag states, "Womstdst obvious resources in an unequal
marriage market were their looks and sexuality.According to the youth-conscious culture of
these decades, beauty and erotic appeal detedoxéte age and require constant attention from
childhood on. Older women were believed to be aitsstantial disadvantage” (85). Montgomery
portrays this societal attitude The Blue Castlén the form of "the beastly advertisement,” likely
for some sort of beauty product, on the side o ttimble-down old carriage shop in the next
lot" that says, "Keep that schoolgirl complexiof4). While young Glen only needs a beautiful
dress to show her as she is in order to make hiabée romantic mate, Montgomery's older

unmarried women need more transformative clothiingsses that make them younger.
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Montgomery's spinster character Miss Ponsonbyappe be an unlikely candidate for
romance. She is described through the eyes ofdtegynarrator, Elizabeth, in terms that seem
to characterize her as a typical old maid: "We gadder age to be forty-five at least, but we
found out afterward that we were mistaken. Sheamhgthirty-five. She was tall and thin and
pale, one of those drab-tinted persons who loaktasy had never felt a rosy emotion in their
lives" ("Dissipation” 139). Age is connected byZalbeth with a lack of passion and an
unattractive appearance. Later, seeing her infardift light, Elizabeth realizes that Miss
Ponsonby must have been attractive earlier in'lifeseemed odd, somehow, to think of Miss
Ponsonby as young and pretty. She seemed so edlyaniddle-aged and faded" (142). As a
middle-aged, unmarried woman, in nineteenth-ceritemys, Miss Ponsonby's faded appearance
could be attributed to a thwarted sexuality. Galari@hmansson discusses nineteenth-century
theories on sexuality using a pamphlet written IBraDrysdale as her source: "Chastity was,
according to Drysdale, a great health hazard" (1A0)ss of "gaiety" and "bloom" (150),
symptoms exhibited by Miss Ponsonby, are the resdilsuch chastity, while sexual fulfillment
may be considered the "cure." In this story, howeMess Ponsonby's cure comes in the form of
dress, clothing which reveals her still-preseniijdfden, sexual attractiveness. The dress lent to
Miss Ponsonby "clung around her in lovely, filmynees that made her look willowy and
girlish,"” while the excitement of getting dressex"tlushed her cheeks into positive pinkness"
(146). As Miss Ponsonby's "bloom" returns to hegeatts, she looks younger, "fifteen apparent
birthdays the less" (146), and her curvy body bexoevisual focal point. With her
youthfulness returns her sexual attractivenesss M@sonby calls it "a dream of lost youth”
(146) not only because the dress makes her lookgyand pretty again, but also because the

dress will enable her to renew her chances of agerand sexual fulfillment, which were
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presumably lost with age. At the party "all the dledaged men, widowers, wedded, and
bachelors, who had known her in her girlhood [crpardund her" (147), a testament to her
renewed sexual vitality. In keeping with the theohdost youth regained, it comes as no surprise
that Miss Ponsonby and her former lover, Stephew$Sbnce again become engaged.

In The Blue Castleyouth, sexuality, and dress are also linked,jiatslightly different
way: dress creates a sexual attractiveness thagrincreates youthfulness. Valancy's
despondency at the opening of the novel is becsheseomes to the realization that she is
"twenty-nine and unsought by any maBQ(1). The number twenty-nine seems to sound a death
knell on Valancy's ability to be attract a husband the sexual fulfilment marriage brings.
However, clothing helps Valancy become more seyuwtractive. Although, when trying on her
new green dress, to Valancy the "girdle arounchthe seemed positively indecent,” she
acknowledges that it "had given her flat figureeatirely different appearance" (102-103) (see

Figure 2.11).
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Figure 2.11: "Dress and Beaded Girdle." The figureon the left wears a dress made of crepe with a beed
girdle that emphasized the hips like that worn by \lancy. Christine's Costume Page
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The green dress emphasizes Valancy's body in akgalluring way and, when she finally
gains enough courage to wear it to the Chidley @&mrdance, men take notice of her:
She overheard two of the 'up back’ young men tgliiout her in the dark 'lean-to’
behind her.

'Know who that girl in green is?'

'‘Nope. Guess she's from out front. [...] Got éigtylook to her.'

'‘No beaut but cute-looking, I'll say. 'Jever seehseyes?' (106)
Valancy is no longer "insignificant-looking" (14)attering clothing has made her visually-
arresting and attention-catching. It is the nighthe dance that Valancy also realizes she is in
love with Barney. As they sit in his car that evepiValancy, who has had a colourless life that
echoes the fadedness of Miss Ponsonby, feels shietiae to a little patch of violets, purple
and fragrant" (112). Beautiful clothing brings M#lancy's sexual potential, and to such a
degree that it is obvious to onlookers. Running thiem in the woods, Olive looks at Valancy
and cannot help but notice a change: "She lookatbtpretty — Doss couldn't be pretty — but
provocative, fascinating — yes, abominably so" ¢€116). When Valancy marries Barney, her
sexual fulfillment and new wardrobe make her ndy attractive, but also youthful. Her new
married life seems to her a world "which was younity immortal youth" (147) and Valancy
becomes young again in it, instead of simply "stilling,” which, as Valancy notes, is a very
different thing (113). Valancy's Uncle Benjamins&&alancy and nearly does not recognize her:
"[...] he did not realise until he had gone twodbl® further on that the girl in the scarlet-colthre
blanket coat, with cheeks reddened [...] was Valahen he did realise it, Uncle Benjamin

was indignant. What business had Valancy to lokk 4 like — like a young girl?" (171).
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Valancy, in her "scarlet-collared coat," has ol#dithe bloom and colour that she never had
before in her old-maidish life.

In Montgomery's fiction, clothing holds powergihables characters to adapt and
navigate new situations with confidence. Beautifiidss also has transformative properties; it
can make faded, middle-aged women young and blaprMontgomery's female characters are
smart enough to recognize this potential in clggtand to actively make use of it, in spite of
earlier ideologies that associate interest in ahgtland visual appearance with empty vanity and
sinfulness. They are also able to avoid the p#fallmodern ideologies that give sexual power
and attractiveness only to the young by showinguiliid the right clothing older women can put
on youth and sexual attractiveness, like a garniérgy empower themselves using their
appearance and beautiful clothing in order to obidiat they want, whether that is freedom or

marriage or both.
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Chapter Three: Model Heroines and Maternal Feminism

"l want to have a child — something to link mdtwthe future of my race,'SJQLMM Vol.
II 102) writes L.M. Montgomery in her journal aftemeuncing her pregnancy. Montgomery
combines the concepts of motherhood and humarotingithe integral part that maternity plays
in the formation of society. Dominant ideologie®abthe role of women in society placed
emphasis on the importance of women in governiegittime. Ramsay Cook and Wendy
Mitchinson remark, "The proper sphere of women m@tspolitics or economics, it was the
home, the nurturing of family life and values" (22within the home, morals that would guide
the behaviour of society's citizens were instilbtydvomen, thus making women "the keepers of
morality for society" (224), the basis of materfeahinism. Cecily Devereux describes the
workings of maternal feminism: "[...] ‘the mothdrte race' [...] was [...] not to be limited torhe
own private, domestic sphere, but was to exerasertaternal skills upon the race at large"
("New Woman" 178). Writing about the maternal figsiwho dominate the world ahne of
Green GablesErika Rothwell claims, "In portraying this wortd female guardians who nurture
Anne and Avonlea, Montgomery identifies herselfhataternal feminism, a powerful branch of
the women's movement in turn-of-the-century Candtid4). In her works, Montgomery
explores this moral role of women in society, dregatany models of both ideal and
problematic womanhood. These female characterde whercising their influences for good
over other characters, could also be consideredhtmody moral lessons for the reader and, thus,
be as influential in society as their real-life nterparts. The benefits, such as the acquisition of
beautiful dress, that accrue to those charactecshghave admirably would signal to the reader

what constituted desirable female behaviour.
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Montgomery's fiction posits an ideal model of famity that is based on usefulness and
practicality, as well as distinct class and ra@sés. Her white, Anglo, middle-class female
characters who are portrayed within some sortmilfal continuity, often in relation to female
relatives, are rewarded by appropriate and beudliéss when they exhibit the virtues of
capability, resourcefulness, and usefulness. Qftem utility is an emotional one that builds and
strengthens familial or communal bonds throughnggror maternal, behaviour. Womanly virtue
is significant in its implications with regard tation-building and maternal feminism. The
influence for good that female characters haveiwitire domestic sphere, such as the creation of
an emotionally supportive home, moves outwardweder sphere that mimics the smaller,
domestic one. The nation is an expanded versitineodmaller home or family in which women
enact the same moral influence. A lack of intereshe wider world denies this model in which
the home and nation are inherently connected and,rasult, prohibits wider feminine influence.

Interest in fashion reflects this involvement watlharger community outside of the
domestic sphere. Penny Storm states, "Fashiowayala collective behaviour since it means
dress that has become aesthetically pleasing to ohtise people in the society or culture” (287),
thus fashion cannot exist in isolation away from world. Storm also notes that fashion is
promoted by "cross-cultural contact" and restridigdstrong values for tradition and custom”
(288). One would therefore expect that women wheeeslto traditional roles for women that
isolate them within the narrow space of the dormesgihere would have little contact with
fashion. Alison Matthews David and Kimberly Wahédiiss the way in which fashion was
negatively associated with the figure of the Newrltém and that publications attempted to
counteract this influence by "reinforc[ing] tradiial feminine roles and by extension acceptable

modes of dressing"” (46). Fashion connected wom#nauiole outside of the home, sometimes
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in a way that was threatening to society's trada@lsocial mores. Interaction with this broader,
more public sphere also brings with it the pressoir@ppear in conventional, or fashionable,
clothing, as explored in Chapter Two, in order ¢ocbnsidered appropriately dressed.
Conformity, reflected by Montgomery's charactedsiexence to fashion norms, promotes
bonding among individuals and communities, creasinmified nation, mirrored by the unified
appearance of Montgomery's fashion-conscious feotaeacters. A disregard for fashion
implies, on the part of Montgomery's female chares;ta lack of interest and active involvement
in nation-building.

Montgomery's depiction of active, capable youngimes was a departure from British
portrayals of girls in the colonies at the timeaBim Pearce describes the image of "the
adolescent girl in imperial literature" (235) whamoted dominant national values: "[...] she
reveals only too clearly that to be born femal®ibe born into a world that demands submission,
passivity, and dependency [...]. [...] Incarceratéithin the family home, her future realm, she
passively and vapidly awaits her destiny as wifeé mother” (236). Although, as part of the
Commonwealth, Canada shared a number of Britasiheeg and ideologies, Pearce notes that
the girls, such as Anne, "created by a native-l@anadian [Montgomery], rather than British
authors — are demonstrably more self-sufficientivacand adventurous than their British
cousins" (237). This difference in portrayal mayatigibuted to the greater realism with which a
Canadian-born author could depict Canadian lifehRéght and Joy Parr remark on the need for
Canadian women to be active, resourceful, and dapalboth urban and rural environments
during Montgomery's lifetime. Light and Parr disstise role of wives in urban environments
where husbands often faced employment instabil8ize planned and provisioned for the

family's move to a new place, put her labour andran toward the founding of a new family
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business, or found wage work to provide the cagldéthe household over the crisis" (152).
Canada was filled with women who had had to make thay in a new country, a task that
required vigorous activity and self-sufficiencydrder to find success. Montgomery herself, in
recounting her family history, remarks more thaneoan the hardiness of her female ancestors.
She tells the story of an aunt who "had given Histeeventeen children, had brought them up
and had done the work of a primitive P.E. IslanthfaAnd yet, on the day she was seventy, she
had her first experience of ‘feeling tiredSJLMM Vol. IV134). Such were the women whose
example Montgomery had before her as she createalrefictional women, characters who
exist in relation to other female relatives in f#ane way that Montgomery viewed herself as
connected to her own female ancestors.

While Montgomery may portray Canadian life witlegter realism than her British
counterparts, she also promotes an unrealistic sfevirtuous Canadian womanhood that
marginalizes women of colour, Francophone womed |lawer-class women. Devereux remarks
on the way in which Montgomery constructs Canadiass as "an ethnic grouping that [...] is
located within an Anglo-Celtic settler culture”dqgin Pearce 233) and Pearce observes that, in
Anne of Green Gablg4908), "Montgomery's French-Canadians [...] argely absent, and
when they do appear, they are caricatured as inetanp untrustworthy, and slatternly servants.
Moreover, [...] indigenous characters are erasam this peculiarly monocultural view of the
nation" (233). Characters that deviate from Montgoyis white, Anglo, middle-class norm are
almost non-existent in her fiction and, thus, aveshown to be candidates for exhibitions of
virtuous femininity. In fact, many of Montgomeryisroines rely on situations specific to this
particular group in order to have the opportunitybility to display the feminine virtues of

capability and resourcefulness; class in partichiés an important bearing on these opportunities.
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Montgomery's virtuous female characters are ofteited to parties or events that require formal
clothing; their suitability as participants in suebents, as evidenced by their invitations from
other middle-class, or upper-middle-class, pedpla,reflection of their middle-class status,
which is portrayed as inherent, unchanged despitdaver financial circumstances they may be
reduced to. The middle-class status of some of fmmery's other heroines is marked by their
possession of financial resources that allows tteepurchase a wardrobe extensive enough to be
constantly appropriately dressed, regardless cdsion. Middle-class virtue is thus linked to
specialized dress, clothing that is only approprfat particular occasions.

In "Aunt Caroline's Silk Dress" (1907), Carry dpdtty Lea are rewarded for their
creativity, hard work, and resourcefulness, as aglheir selflessness, when they each figure
out a way for the other to attend their eventsyfgives up her silk to make Patty a dress and
Patty has the idea to make over Aunt Caroline'sitkddress for Carry. It is the girls' middle-
class status that precipitates the need for fooheéthing that allows them to exhibit their virtues.
Carry and Patty are middle-class sisters with miostasal aspirations. Carry's need for a new
dress is prompted by the fact that the weddinghsisebeen invited to in the large town of
Enfield will have "lots of grandees" ("Aunt Carad#h54) as guests. Similarly, Patty has been
invited to a party given by "the Forbes girls" wér@ of a set that is "not the Lea set" and whose
invitations are much sought-after (56); Carry reksafClare Forbes isn't a girl whose friendship
is to be lightly thrown away when it is offered'6)5 However, Patty has nothing to wear but her
"last winter's plaid dress, which is a good twdhies too short and skimpy in proportion” which
would "be an insult to Clare" to wear (56). Althdugurrently in financial distress, the girls are
used to a higher income life; the recent "hard figars of pinching and economizing” (55)

implies an earlier time of greater ease and pragpdiheir familial connections also indicate
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middle-class financial comfort: Aunt Kathleen cdfoad to send them the silk organdie and
Edward Curry possesses Aunt Caroline's profitadrlenf Their invitations to formal events are
reaffirmations of this middle-class status becdhsg mark the Lea girls’ suitability as guests at
these events, events which require more formakdiMaking connections with privileged
people, either at the wedding or at the Forbes$ypeould represent for the girls a return to an
earlier, happier time, such as when Carry was tevahd "before her father had died" (53).
Coincidentally, this earlier time was also when Bhd "her last pretty dress" (53), a linking
between happiness and well-being, middle-clasastand the possession of a more extensive,
prettier wardrobe.

The reduced circumstances in which the Lea gitsprovides the opportunity for
creativity and resourcefulness; hard work alormoisenough to gain a reward in this story.
Carry's selflessness, which causes her to makewgilk organdie for Patty, leaves her without
a dress for the wedding, but Patty's creative idaaCarry make up Aunt Caroline's old dress
for herself solves the problem: "It just came toahsupper. Mrs. Forbes was sitting opposite to
me, and her dress suggested it" (59). While ity mind that creates the idea of the dress,
Carry's hands carry out the physical work that nthkedress a reality. She has the materials, the
"black lace of mother's [...] and the big blackdathawl of Grandmother Lea's" (59), that will
cover the gaudy silk brocade as well as the blatket that will trim it. Her economical habits
are rewarded: the saving of these random itemdditian to Aunt Caroline's old dress proves
useful. It is interesting to note the female intearce of the useful items, as though virtue is
something that can be passed on, possibly gergtittak through Carry's resourceful actions
that the hundred dollars is revealed within thedyeks' skirt lining. Aunt Caroline's note tells

Carry that she is giving her the gift because "yeworked hard" (61), reinforcing
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Montgomery's practical schema of virtue. The gars rewarded by both the money that will pay
off the mortgage as well as the possession oftaypfermal dress for each of them, a distinctly
middle- or upper-class wardrobe element.

While the Lea girls are rewarded for this sing@gercise in practical virtue, Jane,
nicknamed "Superior Jane" by the other charactedane of Lantern Hil(1937),is, in her
extensive capability, the epitome of virtuous Caaadvomanhood. The book begins with Jane
being thwarted in her desire to be useful, "[hg tragedy of her little existence was that nobody
ever wanted her to helpJi(H 15), but this problem is soon remedied once Jaimeearon the
Island. Elizabeth Epperly observes, "Jane is gé@derythingshe puts her hand to, whether it is
driving a tractor, shingling a roof, finding a hofiee her orphan friend. The only thing she
cannot do, it seems, is make good doughnuts” (2&2-2t is Jane's exceptional ability that
marks her as "superior." Much of her virtue seemniset a genetic inheritance. Her notable
cooking skill comes from her paternal side; Jafalger claims, "Any descendant of my mother's
can cook" JLH 64), and Irene and Jane prove this to be true.hemdtrength of will, which
helps her through difficult times, appears to bendweritance from grandmother. When Jane is
determined to return to the Island in spite ofgghatestations of her mother and grandmother, her
expression becomes that of grandmother: "Jane dbd&en at the carpet and her lips set in a
line that had an odd resemblance to grandmoth@6d). Jane's virtues connect her with
previous generations of a particular kind of Caaadvomanhood, one that Devereaux calls
"Anglo-Celtic" (qtd. in Pearce 233), as implied the Scottish surnames Stuart and Kennedy.
Margaret Anne Doody, in her discussion of name&nne of Green Gablesemarks on the
presence of aristocratic names in the novel andt§bonery's own satisfaction in having an

aristocratic name (28). Such aristocratic ties vigortant to class-conscious Montgomery.
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Jane's ancestry is distinctly middle- or upper-ri@ddlass. While grandmother might accuse
Jane of having "low tastesJI(H 11) and her father might be considered "poor” J18fese
terms can be considered relative. Jane wants thingpwhen living with her well-educated
father, in spite of his alleged poverty. They caftalive on an economic level far above some of
the poverty-stricken neighbours, the Snowbeams, wever get any kind of pudding but rice
pudding because "[it's] cheap” (104), and Min aadrha, who "does washing for all the
summer boarders" (117) for a living. Jane appeabetthoroughly middle-class on her father's
side, perhaps even upper-middle-class in rural. R&Ems. Her maternal family is undoubtedly
upper-middle-class with their mansion and wealtth society connections, although
Montgomery portrays most of these privileged peoyptéa little sympathy. Montgomery clearly
celebrates a hard-working middle class, like Jarteheer father, as opposed to an idle one, in
keeping with her portrayal of resourceful and cépabtuous womanhood.

In addition to her varied skills, Jane also passes wardrobe that contains clothing
appropriate for every task and event she might @emeo. She has "gingham dresses and aprons”
(79) for housekeeping at Lantern Hill, overalls dviving hay and shingling (175 & 181), silk
dresses for school concerts (39), and a "littlegieathing suit” for swimming (166). Even
clothes that appear to be impractical or uselessdifunction with Jane. The beautiful "rose-
pink organdy with delicious frills" (166) that herother picks out and which Jane thinks she'll
never have a chance to wear in rural P.E.l. comésidy when Jane is made a bridesmaid for a
Lantern Hill friend. And part of the myriad of expve clothes purchased for her by
grandmother for her trip are transformed by Jatenmre humble, but useful, items: "Dad had
bought a dishpan that day, but neither of themthadght about a dishcloth or dish towels. Jane

got two new undervests out of her trunk and séhttopen” (82). Grandmother's financial
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resources, a result of her wealthy background aadiage, are what make possible Jane's
diverse wardrobe. Without this monetary backingeJeould be as poorly dressed and, linked to
this, potentially helpless as her poor friend Jody.

Poverty-stricken, working-class Jody lives a ttiat is far removed from Jane's, even
though she lives next door. In fact, Jody has farenin common with orphaned and friendless
Anne than she does with Jane. Jody is an unwamtelel in the boarding house at 58 Gay. All
of her family is deceased, her parents and theicouso brought her up, and none of them were
"peoplé like Jane's upper-middle-class family, althouigbytwere "respectable” and "always
paid their way while they were alive" (21). Althduglso orphaned, the middle-class Lea girls
still have each other in addition to other relasioAnne's past is more similar to Jody's in that
she also lacks relations and has worked as an ueddrudge for other people. However,
Marilla remarks on an important difference: "[thgre’s nothing rude or slangy in what she does
say. She's ladylike. It's likely her people wereerfolks” AGG 89). Anne's parents were both
high school teachers and, although raised by "& woman who came in to scrub” (86), Anne's
speech reflects this genetic origin. Her essentidtle-class status is marked out by her speech,
while Jody's lower-class origins are revealed hyftegjuent use of the ungrammatical "ain't"
(JLH 18, 21, 51), a word that Anne would never dreamttgring. Jody's dearth of familial
relations as well as her working-class backgroursgnt Jody from exhibiting the sort of
capable virtue that Montgomery's middle-class hma®idisplay.

Instead of being a model of virtue, Jody acts fsl &0 the more competent Jane, often
receiving assistance from "superior" Jane. At tfiest meeting, the narrator describes Jody's
helpless sadness in contrast with Jane's "strapglde little hands” (16). In a symbolic gesture,

Jane "put[s] her arm about the girl [Jody]" (163heltering that continues throughout the novel.
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Jody's existence is characterized by lack andlibglshe is not allowed to have a garden (16),
pick blossoms from the cherry tree in the yard (p&y the piano (17), or have a toy (20).
Although a hard worker who engages in "peeling foets, washing dishes, sweeping, dusting,
running errands, [and] scouring knives" (17), Jedyntroduced with an emphasis on a moment
of incompetence; she is in trouble with her empidyecause she "stumbled with a tray of
tumblers [...] and broke three of them" (16). Jedgtk of virtuous capability is reflected in her
wardrobe or, rather, lack thereof. Jody wears #st-offs given to her by the boarders at 58 Gay;
Jane tells her mother who looks doubtfully uponyJoeicause of her appearance, "Sae't help
her clothes. She just has to wear what's givermhershe never has more than two dresses at a
time ... one to wear every day and one to go to SuSdaool in. Even the Sunday school one
isn't very clean ... it was Mrs. Bellew's Ethel's pldk one and she spilled coffee on it" (19,
emphasis added). The state of Jody's clothingesut of both her poverty and her inability to
do anything about it. While some of Montgomerylseptcharacters take an active role in
changing their existing clothing in spite of thpoverty, like the Lea girls, Jody wears what is
given to her as is. She lacks the resourcefulreealdr existing circumstances and relies on Jane
to help her with her appearance. Jane determingsow Jody "how to wash her hair" and to
give Jody her spare jar of cold cream to fix Jotigs and chapped” hands (19). This need for
Jane's help does not mean that Jody is somehowalriguncompetent or morally unworthy, but
that the potential for usefulness which Jody passesemains untapped until she is chosen for
adoption by the eccentric Titus ladies, Violet dadtina, which occurs, once again, through the
activity of Jane.

Jody's adoption by the Titus ladies of P.E.Inigitwined with discussion about, and

acquisition of, clothing. The two sisters are oalbfe to agree on the sex of the child they are
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willing to adopt because "neither of [them] knownything about dressing a boy" and dressing a
girl would be "more fun" (193). More pertinent tdy, in their somewhat indirect inquiries as to
her character, they ask whether or not Jody wowkht to wear pants” or "pajamas,” these
guestions following another about whether Jodyrihdso much bounce™ (193). A bouncing girl
implies someone who is energetic, spirited, ordhigward personality; one may infer vulgarity
or coarseness in a girl who has "too much bouraregxcess of personality or pushiness, just the
sort of girl who might go around in pants and paanBuch questions about Jody's character
seem to stem from Jane's comment that Jody "negeary nice clothes” (193), as though the
Titus ladies associate a lack of "nice clotheshuatv class, poverty, and dirt. In this light, thei
guestion about whether Jody might have any "unplgassects about her" (194) is more
understandable and less shocking to the readeittlsato Jane. While this consideration seems
to put an end to their deliberations about adoptioa next day they change their minds and
inform Jane that they will adopt Jody and theinglaf adoption include providing Jody with

new clothes. Violet speculates on the joys of kmgtsweaters for her and Justina gives money to
Jane "for Jody's travelling expenses and clothiégglde for such travelling” (195). Jody's
adoption has immediate effects on her wardrobe'adih.

Jody's new wardrobe is connected with her suddarement into usefulness. Although
she lacks the practical capability of Jane, Jodybs useful for the emotional role she plays in
the lives of the Titus ladies. The Titus ladies spasters with little to do but have petty
arguments with each other and to care for theiutiehgarden. Justina, the elder, is shown to be
rather rigidly attached to the past; she still gdzer hair in a pompadour "because that is how
she wore it when she said good-bye to Alec [heedavho died in the Great War]" (102) and she

quarrels with Violet over where they will keep théead mother's rubber plant, insisting that it
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remain in the parlour instead of removing it to baek hall (116). Jody gives the Titus ladies
something new to think about outside of themselses)ething on which they can agree, and
"something young to love" (195). In this way, Jadhce again becomes like Anne, bringing love
into the lives of old people who have become otitsath and stuck in their ways. Jody brings
change into their lives even before she arriveg. Titus ladies determine that they "must get a
cow" so that Jody can have milk, redecorate a riwotine house for her, and potentially also
adopt a cat because Jody "loves cats" (195). Jothus shown to have the makings of a virtuous
heroine as she is adopted into a middle-class holgand is shown to be useful, and, as a result,
is granted new clothing.

Jane and Jody's usefulness, though differengrinected. Monika Hilder states that
Montgomery, through domesticity, "celebrates [ahicendent ethos of nurture or care as the
genuinely heroic way to live" (213). Jane's virtsienanifested in her excellence in caring for
others, i.e. her ability to do everything for evamg. Jody becomes virtuous when she becomes
an object of care for others, allowing the Titudids to become more heroic and nurturing. One
also expects that Jody will reciprocate this caang become a more active heroine in the future.
Domesticity links the traits of caring and nurtgiwith the feminine roles of wife and mother,
since wives and mothers were in charge of the dbengshere and thus responsible for the care
of the members of the household. Wifehood and mbtuel were the expected roles for women
in Montgomery's time. Light and Parr state,

Opportunities were opening for advanced educatad,there were more places
for women in teaching and medicine, and in newgssibns with a strong female

identification such as nursing and social work. B proportion of Canadian women
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who devoted their lives to child-bearing, childieg, and homemaking did not decline

[...]. (109)

With so many women in the role of homemaker, Montgoy's popular fiction reflects society's
pressure for women to behave in ways that promategp caring and nurturing feminine
behaviour through its celebration of these behasidndeed, Devereux claims that "Anne's
whole story, from Green Gables orphan to 'matrbmgleside, is one in which motherhood is
insistently positioned as the culmination of 'wotyaambition™ ("Writing" 266). Although
Hilder and Devereux focus on tA@nebooks, Montgomery promotes an "ethos of nurtune" i
her other works as well, rewarding charactersHeirtcaring behaviour with beautiful clothing
or using the gift of beautiful clothing as a symbbmaternal behaviour.

When Valancy leaves her mother's home to beconet @ay's housekeeper and to care
for Cissy Gay, her motives are construed by theat@ras being particularly Christian, in
addition to being virtuous. Hilder writes that "@tian heroism espouses nurture" (214) and
Montgomery situates Cissy's care within this ménahework. Valancy goes to the Gay
household with the remark, "Cissy Gay is dying ind it's a shame and disgrace that she is
dying in a Christian community with no one to dgytlimg for her" (81). Neglect of Cissy is
regarded by both Valancy and Abel as un-Christemalviour. Abel calls Barney "a Christian”
because he "always drops in when he's passinga@ewathything [Cissy] wants done" including
giving her "oranges and flowers and things" (7%lavicy's presence in the Gay household
seems to surpass Barney's in virtue, for Cissy tadl, "It — would just be like — heaven — to
have some one here — like you [...]" (86), as tfioMalancy is a ministering angel come to her.
Valancy keeps away loneliness for Cissy in additmkeeping the house clean and cooking the

meals. More importantly, Valancy also acts as cesdeto Cissy, hearing "her poor little story”
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of "passion and pain and shame" (199), and watoh&€Xissy's deathbed, holding her hand as she
passes into death (121). In these ways, Valandymas Cissy physically, emotionally, and
spiritually, behaving like a true Christian hercerttare of Cissy is rewarded in a multitude of
ways: she gets better acquainted with Barney witbrwshe falls in love, she gains
independence from her oppressive family, and séle g&amotionally fulfilled because she is

useful to someone. She is also rewarded with mamleigh may seem a peculiarly worldly

reward for good spiritual behaviour, but whichhe means through which Valancy is able to
obtain her first really beautiful clothes.

While clothing is, like money, an obviously magdneward, for Montgomery clothing
had a spiritual, divine element as well. Writingpabflowers, Montgomery states that she
considered "the growth and development of littialdy brown seeds and ugly bumpy bulbs into
rainbows and perfumes" to be a miracle, one theatt ladive [her] belief in God"CJLMM 1901-
1911100). Montgomery associated pretty dress withrhisiral beauty, considering people to
be God's "human flowers" who could "put on brighes and pretty garments, just as the flowers
do" (100). When Valancy wears the new clothes siys lwith her first pay, she blooms like a
flower. The "crimson rose" in her hat and the grealour of her hat and dress are visual cues
that link Valancy's material dress with the spaltbeauty of natureéBC 102). The natural look
of Valancy's green ensemble is further augmentettidaddition of clovers, "great crimson
things growing in the long grasBC 104), with the result that she looks like "a green
moonbeam with a gleam of red in it, if there coddsuch a thing" (105), as Cissy describes it.
Valancy's beauty is associated with nature, thentheam, but also elevated beyond it,

something fantastical, magical, or even divine sTikinot to say that Valancy is somehow divine
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or God-like, but that her clothing partakes of strmg more than earthly because it is a reward
for spiritually virtuous behaviour.

Green is a colour that often features in Montgagrsarovels in connection with clothing.
Although none of Montgomery's favourite dressesevearer greenSJLMM Vol .111113), the
colour had a particular significance for her beedosr mother's wedding dress was "the
brightest, vividest green imaginable" (32)lontgomery's mother was a mysterious figure to her
because she had died when Montgomery was a youlidg lontgomery's fears that her mother
might have been a prosaic, unsympathetic persoe areg day alleviated by one of her mother's
girlhood friends who told Montgomery that she hae "a beautiful, spiritual poetical girl full
of fine emotions and noble impulse€JLMM 1901-191117). After this, Montgomery could
indulge in the comforting notion, which she consadka "talisman to make life beautiful,” that
her mother "would have understoodskewould have sympathized" (117). Green dresses are
thus associated with loving behaviour and emoticaa in Montgomery's fictional worlds.
Anne is given a green "evening dress" by Marilld @ns linked to Anne's caring nature. After
trying it on and reciting for Matthew and Marillslatthew states, "She's smart and pretty, and
loving, too which is better than all the rest. Shesen a blessing to us, and there never was a
luckier mistake than what Mrs. Spencer made —wfasluck. | don't believe it was any such
thing. It was Providence, because the Almighty ssneeded her, | reckoPAGG 360). Anne's
emotional and spiritual benefit to the Cuthbertgrons that of Valancy's to Cissy; she makes
their lives more beautiful.

While beautiful clothing could be a reward fortumus, caring behaviour, the act of

giving beautiful clothing can also be perceivedasct of virtuous, caring behaviour, one that is

 Montgomery had intentions to make the dress ovtr av'black lace overdress to tone it dowSJ(MM Vol. IlI
33), in the same fashion that Carry does with hamtACaroline's bright silk dress, but never did.
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often construed as a maternal act. Clothing casyb#olic of maternal care in its capacity for
"physical protection” (Storm 63). The way in whidbthing shelters the body echoes the way in
which Montgomery's good mother figures shelter pradect those under their care. Clothing
becomes a physical manifestation of maternal emstilh is of note that in Montgomery's fiction
characters who exhibit maternal caring are fredquehiaracters who are not actual mothers.
Hilder pays particular attention to the way in whMatthew "exercises the role of unconditional
love and grace in Anne's life" (218) and "from #tart regards Anne with an unconditional
caring attitude, as a human being whom he oughtitture” (222). And much dinne of Green
Gablesfocuses on the way in which Marilla learns to beeaproper mother figure, one who,
like Matthew, nurtures Anne and provides her wigantiful clothing.

The maternal role played by Marilla when she pases the green material for Anne's
evening dress is mirrored in "Penelope's Party WEi904) with elder sister Doris'
determination that Penelope have something beatdifuear. Doris is described as a natural
homemaker with "housewifely gifts, which had snadlhnce of flowering out in her business
life" ("Penelope” 158). Although her homemakingetds may be thwarted by poverty and the
need to work, Doris still acts in a way that stizles and maintains the home, in addition to
providing clothing for Penelope, the younger sigtdner care: "her small salary as typewriter in
an uptown office [ran] their tiny establishment gkept] Penelope in school dresses” (158).
Doris' worry over Penelope's health and well-bewlgich is being tried by hard studies and
upcoming examinations, motivates her desire tdPselope go to Blanche Anderson's party
and have "a good, jolly time to hearten her up'8j13he arrival of the quilt, a textile, like
clothing, used for protection and covering, prositlee material which Doris can transform into

a different symbol of nurture: a beautiful partyistavhich will help restore Penelope's spirits.
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The quilt (see Figure 3.1) is given to them byitiAeint Adella and was made by their
Grandmother Hunter, a reiteration of the themeeofdle inheritance seendane of Lantern

Hill and "Aunt Caroline's Silk Dress". As a consequerfdeenelope's presence at the party, the
girls gain a new mother figure, in the form of Adgther, with the result that there will be "no
more contriving party waists out of old silk linisig(164) because Aunt Esther can afford to
keep them well-dressed. The provision of clothiegdimes the primary determinant of proper

maternal care.

This image could not be included due tq This image could not be included due tg
copyright restrictions copyright restrictions

Figure 2.1: "Crazy Quilt." A silk quilt from the 18 80s with a more restrained lining (right) than front (left).
(The Metropolitan Museum of At

Although many of Montgomery's mother figures aoetiayed positively in their ability
to care and nurture, particularly through the psmn of clothing, Montgomery also created
mother figures who are deeply problematic. As Rethabserves, "Not all the mother figures in
Green Gablesre ideals" (135), citing Mrs. Hammond, Mrs. Tteanand Mrs. Blewett as

examples. The representation of problematic motuetitarries over into Montgomery's other
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works, most notablyane of Lantern Hillvhere the problems are augmented in their
presentation of actual mothers. Rothwell claim$)eé"€entral mothers idane of Lantern Hildo
not inspire admiration for maternal values as eaMontgomery characters do: mother figures
are repressive and controlling or weak and helpksggesting a crisis within maternal
feminism" (141). Rothwell attributes this changépost-war malaise and the disillusionment
and frustration many Canadian women felt afterragé was attained and the war won" when
"many of the freedoms and new rights women hadegbumderwent a reversal” (140). The
optimism of the role of mothers in nation-buildibgfore the Great War, personified in mother
figures like Miss Stacy and Mrs. Allen Anne of Green Gabless lost. Gone are the jaunty
"conductorettes," with their purposeful work anddtional, yet attractive, outfits, and in their
place are women, like Robin, who are "all dresgeevith nowhere to go". The burdensome
layers of clothing that grandmother gives to Rado a perversion of the motherly care that
characters like Marilla and Doris give to Anne &ehelope. Instead of nurturing Robin,
grandmother promotes her unhappiness: "[...] aveak In [Jane's] mind, there was lurking a
gueer suspicion that mother, in spite of her daaoelsdinners and furs and dresses and jewels
and friends, wasn't happy. Jane couldn't imaging stie had this idea. Perhaps a look in on
mother's eyes now and thenlike something shut up in a cdgdLH 19 emphasis added).
Clothing, a symbolic representation of grandmoghenhealthy, possessive feelings for Robin, is
no longer the protective shelter that it is in "®lepe's Party Waist;" it becomes overprotective,
entrapping and physically binding, when given bgrgimother. In contrast with grandmother's
excess of clothing and maternal focus, Robin prewido clothing or real care for Jane. When

Jane receives her invitation from her father tanreto the Island and insists upon going, despite



101

her mother and grandmother's wishes to the contRuolin temporarily attempts to distance
herself emotionally from Jane:

[Robin] went out, leaving Jane with a heart thaswbmost breaking. Never in her life

had mother spoken to her in that hard, brittle t@tee felt as if she had been suddenly

pushed far, far away from her. [...] Jane rushedaetoroom, flung herself down on the big

white bearskin, and writhed in a tearless agonghilal should ever have to suffer. (162)
Robin, instead of providing emotional support fer daughter, is the cause of emotional trauma.
She rejects the role of maternal caregiver, pushwgy Jane, who is suffering from divided
loyalties, and privileging her own suffering inddeat that of her child. Robin is also fairly
uninvolved in dressing Jane; she does not labiarOoris, to keep Jane in clothes.
Grandmother usually picks out and buys Jane'sialgtiEven when Jane and Robin go shopping
together for Jane's second trip, it is under tideis of grandmother who tells "mother to buy
what clothes ... iny... were necessary for Jane" (166). However, Ropexsive maternity is
not overtly criticized, nor is Robin villainizedrfther behaviour, perhaps because, in the end, she
is redeemed; she breaks away from the suffocatifigeince of her mother in order to care for
her child.

The movement toward disillusionment with mateffieahinism that Rothwell finds in
Montgomery's books, traced through the increasinglyative portrayals of motherhood, is
correlated with a decreased importance of fashidilontgomery's works over time. If, as Diana
Crane asserts, clothing is a feminine expressigouofer (100), then one might read the
participation of women in fashion, or adherenceltbhing norms amongst Canadian women, in
Montgomery's fiction as another assertion of thegroof maternal feminism on the nation.

Anne of Green Gable¥he Blue CastleandJane of Lantern Hilportray a decreasing presence
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of female influence in nation-building, i.e. matakfeminism, through heroines who are
increasingly isolated in the domestic sphere and are decreasingly interested in the wider
world, a world partially represented by fashionaljpurnal entry dated 1933, Montgomery
noted her own diminished interest in fashion: "Bseem to care nothing for fashions now. The
ceaseless changes seem absurd. Women should waigoran after they are fifty"$JLMM Vol.

IV 231). Later characters' lack of interaction witlvald outside of the domestic sphere prohibit
the movement of positive domestic morals into thklic sphere. The unified appearance of
characters who do dress fashionably or conventipatdo signals a strong visual female
presence in the nation. In this context fashiorctioms in several different ways: as a symbol of
feminine influence in nation building, as a symbbinterest on the part of the wearer in the
world outside of the domestic sphere, and as a snefaconformity and unity among the women
of the nation.

Anne, Montgomery's earliest heroine, is the motgrested in fashion and dressing
fashionably. Irene Gammel states, "Anne's loveashion is central, and the fashion symbol that
may stand out the most in the reader's memor\eiglibrious puffed sleeve dress” (178). Anne
defines fashionable clothing for the reader, remarkPuffed sleeves are so fashionable now"
(AGG 128) and debating with Diana the merits of thetevbrgandy over the more-fashionable
"blue-flowered muslin” (347). The reader is madeaof Anne's constant alertness as to what
is considered fashionable by her frequent mentidritsand her joy and relief when she receives
her puffed sleeve dress while "puffed sleeves ttdashionable” (272). Being fashionable has a
psychological effect on Anne; it can create "a camaible feeling deep down in [her] mind"
(330). However, it is noteworthy that Anne's satision in fashionable dress is something that

should be considered quite separate from the dedlghtakes in beautiful things. Anne states,
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"I'd rather look ridiculous when everybody else slt®an plain and sensible all by myself" (128).
Aesthetics are not Anne's concern when it coméasiaion.

Montgomery's later heroine Valancy takes a difiereew of fashionable clothing: she is
interested in fashionable clothing because ofatgleetic qualities and ability to create beauty.
However, she later disregards fashion and its wisten favour of clothing that suits her personal
aesthetic. At the beginning of the novel, part afancy's oppression is comprised of an
unfashionable appearance. Valancy desires to chtaeggompadour hairstyle which "had long
gone out of fashion"BC 13), but Aunt Wellington refuses to allow it. Vaty had also "never
had a dress with low neck and elbow sleeves, ajfhdloey had been worn, even in Deerwood,
for over a year" (48). While unfashionable clothisgssociated with ugliness, beauty gets
redefined to become something distinct from fashiashionable, beautiful Olive is later judged
by Valancy to be "without the slightest touch ddtaiction”, while Olive cannot help but notice
that Valancy's "outlandish dress" and "queer hat'elrsomething "that was entirely lacking in
her own attire" (139-140). Valancy discards ideddeut what is fashionable and what is not and
focuses instead on what suits her, what bringfieubwn individual beauty. This disregard for
fashion is most clearly shown in her decision tb her hair, "a wild, unheard-of proceeding"
(149). The narrator states, "Valancy might nevebdeautiful, but she was of the type that looks
its best in the woods — elfin — mocking — allurin@’50). Valancy's personal style is one that
cannot be accounted for within the dictates of itaghfashion must be let go as something that
has lost its relevance for Valancy.

Jane, Montgomery's last-created heroine, is caelglenconcerned with fashion in dress.
The word fashion is used almost solely in connecivith houses, generally describing them as

"old-fashioned," with the two exceptions of the riem of the "rich old-fashioned rings" worn
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by grandmother (9) and Little Aunt Em's old-faslédmmethod of dyeing rags (119). Mentions

of fashion are also confined to being "old-fashain@s opposed to fashionable. Fashion has
become something old or outdated and thus no lamggful for Jane. The association between
fashion and the past lane of Lantern Hillinks fashion to a potentially problematic inatyilto
change or adapt. However, Jane is not position@sht$ashion in the way that some of
Montgomery's characters are, like Marilla, activeltyposing to wear unfashionable clothing, but
as simply indifferent to fashion in dress and argamng it might hold. With Jane the separation
between fashion and beauty is once again evidendahe is very concerned with beautiful dress
and dress that makes one feel beautiful, as indake of her green silk dress (39), without ever
considering the influence of fashion.

Change in the centrality of fashion within theseels correlates with changes in the
amount of influence Montgomery's heroines exeroisethers. Montgomery's heroines'
influence over other characters, the people whoenugkCanada, is generally for good, in
keeping with the idea that maternal feminism waseban nurturing and morality (Cook and
Mitchinson 224). Anne has an almost boundless ipesiifluence on those around her. Shirley
Foster and Judy Simons remark that Anne "has a&ctafh her surroundings, producing a
change of heart or outlook on those who began marttagonists” (153). While Anne's presence
has an impact on a number of people, it is sigaifi¢chat several of them respond to her
influence with the gift of fashionable clothing. A&is influence on Matthew and Marilla and
their responses to her influence with clothingiscdssed above, but Anne has a similar impact
on other characters: Mrs. Lynde and Miss JoseBarey. Anne's apology to Mrs. Lynde for
her outburst when Mrs. Lynde comments on her lapkskly changes Mrs. Lynde's attitude

toward her: "She only perceived that Anne had naadery thorough apology and all resentment
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vanished from her kindly, if somewhat officiousan® (AGG 123). Mrs. Lynde changes from an
offended matron to a kindly friend to Anne and tgdeves her friendship to Anne by making up
her puffed sleeve dress. Anne also has a positiget@®n "thin, prim, and rigid" (221) Miss
Barry. Anne's confession that it was her idea togwon the spare room bed in which Miss Barry
had been sleeping the previous night transform&sihap” in her eyes into "a twinkle of amused
interest" (222). Miss Barry also acknowledges ts@i, "If I'd a child like Anne in the house all
the time I'd be a better and happier woman" (34ugh is the effect that Anne has on others.
Miss Barry sends Anne "the daintiest little kicopkers, with beaded toes and satin bows and
glistening buckles" (274). An illustration from 896 publication of the fashion magazine
Harper's Bazamepicts a variety of evening slippers that ardlamo Anne's with bows and
beading and buckles ("Needlework and Fashions'nd4'Binishing Touches" n.p.), speaking to
the fashionableness of Anne's new slippers (sagd§2). InAnne of Green Gables
fashionable clothing is a mark of Anne's abilityttansform others into more understanding and,

presumably, better people.

This image could not be included due tg
copyright restrictions

Figure 3.2"Evening Slippers." Fashionable eveninglgppers of the 1890s like those Anne received froiiss
Josephine Barry. {intage Victorian
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Valancy's influence on people is less broad aradgsttforward. With the exception of
Barney, Valancy is unable to really change or alter pepptesumably this is why Valancy does
not receive the gifts of fashionable clothing thahe does. Only Barney gives Valancy an item
of dress, but the pearl necklace is not necessamiiyfem associated with fashion; the fact that
Valancy has desired a necklace of pearls all feeiridicates its lack of fashionableness. Her
disconnection with fashion and fashionable drefisats her limited influence on those around
her. Anne may have an effect on everyone she magt¥alancy's influence is restricted to
those with whom she has close contact, the pebglé\es with: Barney and her mother. It is
after half a year of marriage that Valancy effecthange in Barney: "It struck Valancy more
than once that Barney himself laughed a greataféaer than he used to and that his laugh had
changed. It had become wholesome. She rarely hiealdtle cynical note in it now"BC 167).
Valancy, in her role as a nurturing and caring wifas had a "wholesome" influence on Barney.
She re-establishes what Cook and Mitchinson dadl #tell-being of the family, that gauge of
society's health" (225). Valancy's power to chapgeple comes with her own change in outlook.
On the occasion of Uncle Herbert and Aunt Alberasiversary dinner, when the Stirling clan
is first made aware of Valancy's altered behavidus. Frederick Stirling's behaviour also alters.
She is already aware that something has changédlamcy and restrains herself from
commenting on Valancy's new hairstyle: "It wasrepartant that Valancy should be kept in
good humour, if possible, until it was over. Mrsedferick did not reflect that this was the first
time in her life that she had thought it necessarmgonsider Valancy's humours. But then
Valancy had never been 'queer’ before" (48-49krAftenty-nine years, Valancy finally creates
a minor change in her mother's personality andolatIThis change is augmented when Mrs.

Frederick learns the truth of Barney's identity.afivalancy returns home, Uncle Benjamin

* Valancy's care of Cissy changes the remaindeissiy@ life, but does not alter who Cissy is.
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orders Mrs. Frederick to be "very kind and sympt@th@and she does "her best" to be so, even
though "[i]t was something of a large order to estpdrs. Frederick to be kind and sympathetic”
(204). The humour of the situation and Mrs. Fredesilack of sincerity indicate that Mrs.
Frederick's alteration is not of the same sort@8&y's, or the alterations in people that Anne is
able to create. Valancy's powers of change are eveéhkn Anne's. She influences fewer people,
less genuinely. At heart, most of the people arddaldncy remain the same.

Jane has even less influence over other charatitegsalmost all stay the same
throughout the novel. The only change that Jaables to enact is to better the life of Jody by
suggesting her adoption to the Titus ladies, arglatt has no real effect on the character of
either Jody or the Titus ladies, who are depictesitively throughout the novel. Although she
might wish to change grandmother for the bettethatend of the novel grandmother is still the
"bitter old queen, her eyes bright with venoi'il 217). The only character who is changed is
Robin and this alteration comes about through daressivity, her illness, rather than any action
on Jane's part. Fashion has almost no ralaie of Lantern Hillpresent only in the form of
being "old-fashioned" as noted above. Althougls issumed that the expensive clothing
grandmother buys for Jane at Marlborough's an&édin is fashionable, there is a noteworthy
absence of the terms fashion or fashionable inucantion with these clothes and shopping
experiences, particularly in comparison with thgsence in Montgomery's other novels. This
absence seems to associate the lack of fashiorthvathowerlessness and oppression
experienced by Jane and Robin while grandmothes their clothing.

The intent of maternal feminism was to take theahgoodness exhibited by women in
the domestic sphere to a broader community. WHilef & ontgomery's heroines of her

domestic fiction are expected to be, or to becamompetent homemakers and housekeepers,
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some of them have a greater interest and awarehassider world outside of the domestic
sphere. Anne is deeply engaged with the world datsi the home. Although she is prevented
from actively participating in several public spggrsuch as politics, because of her age, she still
expresses interest in and comments on such isSusan Drain states, "Avonlea is not only open
to the larger world; it is closely bound to it" {18iting the visit of the Canadian Premier to P.E.
as an example. Drain goes on to remark that Armogisection to this event "is not a direct one"
(18) since she does not attend the political rally, Anne is still engaged in politics, however
indirectly. She declares a political loyalty to tBenservative party, in spite of being unable to
vote AGG 201), discusses Mrs. Lynde's political views offrage (201), and enthusiastically
asks Marilla to describe the Premier (207). Animg&yest in politics is unusual; Cook and
Mitchinson state, "The proper sphere of women wagalitics" (224), but Anne is unable to
remain solely within "the proper sphere" of the leof@ther, less unconventional, pursuits take
Anne out of the domestic sphere. Anne's trip torfottatown and the Exhibition puts her in
contact with a much larger world than Green Galagdace with horse-racing, hot air balloons
(AGG 309), prima donnas, and restaurants (310), andnwharrants a fashionable wardrobe
(306). Tellingly, Anne worries that Marilla will géct as she has before to Anne's excursions on
the grounds that Anne would "be better at homeeéan of "gadding about” (304); Marilla

voices the traditional conventions about a womplalse. Although Anne comes to the
conclusion after her visit that she much prefdesdi home to life in the big city, this does not
prevent Anne from continuing to make excursions the world, whether at White Sands for
hotel concerts or Charlottetown to attend Queémterestingly, considering her interests outside
the home, Anne is also shown to be frequently inuetent in the home, excepting her ability to

care for babies, a skill that Devereux points texdadence for Anne's "motherliness” ("Writing"
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264), the foundation of maternal feminism. Annateill assertion of household competence, "I
shall attend to the ironing and baking beautifuliyyou needn't fear that I'll starch the
handkerchiefs or flavour the cake with linimemMG@G 384), is followed soon after by her
renunciation of the larger world, represented bgrRend College, in favour of the home and
Marilla. However, this renunciation is only tempgraAnne has plans to continue her studies at
home (392) and will eventually earn enough by tearto put herself through college in the
third book of the seriegynne of the Island

Valancy's interests are confined within a muchower sphere than Anne's, although, at
the end of the book, Valancy is poised to traveldglobe. Valancy's primary engagement with
the larger world takes place through the bookbhJroster, books which have "put Canada on
the literary map of the world" (203). Valancy immoected to the international audience that
reads John Foster's books through her own reagetsbiwever, the revelation that John Foster
is actually Barney partially repositions Valanayiterest as local, since the books are written
about Mistawis, where they live. Valancy's intesesmte mainly domestic; following her dreams,
she becomes the housekeeper of two different hanssccession: Abel Gay's and Barney's. At
Abel's she is able to revel in domesticity: "If $band satisfaction in cleaning dirty rooms she
got her fill of it there" (87); and she is showna® proficient in this role: "Valancy was a good
cook" (87). Barney's home becomes Valancy's Blugl€ahe earthly realization of her fantasy,
and she scorns involvement with a wider societgtoain isolated there:

Once they did go to a masquerade dance in theigaat one of the hotels up the lake,

[...] but slipped away in their canoe, before unkiragtime, back to the Blue Castle.

"It was lovely — but | don't want to go againjdssalancy.
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Valancy simply prefers to stay at home. Followihg family logic of not spending money on
things that the public does not see (3), Valarniagk of public life dictates that she has no need
to outlay money for fashionable clothing; as statbdve, even her pretty clothing is not
fashionable and not intended for public wear, sacher "smoke-blue chiffon which she always
put on when they spent the evenings at home" (B59- However, at the end of the novel,
Valancy's circumstances change and she realizeshibanust live, albeit somewhat reluctantly,
in a wider sphere because she is the wife of ad@amathor and the daughter-in-law of a
millionaire. This new status prompts the need #olittle house somewhere outside” (216) the
cosmopolitan city of Montreal and a wedding touptlgh Europe. Valancy gains a life that the
fashionable Olive envies, but enters into it wehrs of sadness for the necessity of leaving, even
temporarily, her Blue Castle behind.

Jane has no such qualms about leaving her belamérn Hill at the end of the novel,
not because she is less emotionally attached tbdrae, but because of her "superior"
homemaking abilities that allow her to make a havherever she goes. Epperly states, "[...]
Jane's love of home is really an uncomplicatedgtiein her individual expression of domestic
worship. Jane will, no doubt go on to love manyngnhouses. Her talent is in recognizing
magic and then going to work to create home comfarvund it" (223). The home is Jane's
world and her centre of power; it is something gfa takes along with her regardless of where
she goes. However, Jane's deep investment in the leaves little room for interest in anything
else. InJane of Lantern Hillone can see a reactionary response to the negdtects of world
events embodied by the First World War. Rothweliexes the literary trend following the war
toward "works that were darker and more serioussgumting a struggle against forces that

increasingly threatened home, tradition, and sgcui140). Jane is presented as a bastion



111

against these forces in her isolated domesticutyhlr narrowness of situation leaves her
unknowing and uncaring of the larger world. Whea stadsSaturday Eveningt Phyllis' house
the narrator states,

[...] she was not in the least interested in theedp pages, the photographs of brides and

debutantes, the stock market or even in the artidaceful Adjustment of International

Difficulties, by Kenneth Howard which was given a place of hwwrom the front page.

[...] Jane was not interested in Norman Tait ngr @her screen starJi(H 34)
Anne would have read it all and had an opinionlbofat, from debutantes to international
difficulties to screen stars, but Jane cares amiyte picture of Kenneth Howard, who is later
revealed to be her father, because his face l@kdi&r. The "affair of the picture" (33) reveals
Jane's essential interest in the family/familigierainine "trend" that "hardened into a 'natural’
role for women" (Cook and Mitchinson 6). AlthougérHhather often writes about world events
and is well-read, Jane presents a stark contiasg;slignorance is frequently presented coupled
with a lack of interest. Following a remark of lather's about a landlady thinking "the violet
ray is a girl," the narrator remarks, "The violay might have been a girl for anything Jane knew
to the contrary ... or caredJI(H 70). Even when her father attempts to broaden tvezdns by
teaching her about history and geography, Janeimsrgeounded in the domestic. She "sew|s]
buttons on dad's shirts" all through the lesso&8)&nd her interest is piqued in these topics
only after her father makes them seem familiareio h

Thebes ... Babylon ... Tyre [...] were places wheré fidks lived ... folks sheknew

And, knowing them, it was easy to be interesteeM@rything pertaining to them.

Geography, which had once meant merely a map ofthikel, was just as fascinating.
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[...] Soon Jane knew all the fair lands far, falagwas she knew Lantern Hill [...]. (112-

113)
Jane is so invested in the domestic sphere thatasimot be bothered to think about anything
unrelated to it, including fashionable clothing. Asted above, concerns about fashion are
almost entirely connected with the houses where laes, such as Lantern Hill and the old-
fashioned mansions on Gay Street, not clothingh&urdiminishing the connection between
fashion and the outside world and transformingitasimto something primarily domestic.

Contradictorily, fashion's association with a widerld outside the domestic sphere can
also reinforce customs and norms. David and Waldl mbte the contradictory nature of fashion
(39). Storm observes that "fashion enhances oadéma to differentiate by choosing clothes that
express our 'individual moods, tastes, and esthatigensities' while also limiting it by forcing
us to stay within the limits of the alternativestaghionable dress (Ellis 1962, p. 58)" (331).
Conformity to fashion creates a unity of appeardahaeis dictated by the "limits" of fashion. By
dressing similarly, individuals become a cohesinaug. Storm states, “The individual is
reminded by his dress of the expectations and nofritee group. He will feel the group’s
approval and acceptance of him and his dress.hEfs to strengthen intragroup ties” (115).
Thus, the determination of Montgomery's Canadiamale characters to dress fashionably,
symbolizing their desire to belong to a larger camity, could be considered a commitment on
their part to create a unified female national pree.

Anne's desire to dress fashionably is portrayeal\aay of belonging within her peer
group. Her first interaction with the neighbourhapds at Sunday school portrays Anne dressed
as an outsider; Anne's plain sleeves and the wrddtbwers in her hat contrast with all the

other "gaily attired" AGG 129) girls in their puffed sleeves with "bouqueitsned on their
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dresses” (135) and "artificial flowers on theirdigtl36). While the difference in flowers can be
considered in the light of Anne's greater connectonature and natural beauty, the difference
in sleeves becomes a significant symbol of a diffee that is, as Matthew later notes,
"something that should not exist" (265). Even Aam®werful imagination cannot do away with
this difference: "I tried to imagine mine were mdf too, but | couldn't” (132). Anne's deep-
seated desire to belong, discussed in Chapter ©beiag so powerful that Anne is willing to
efface other parts of her nature, prompts her 'tyagrfor puffed sleeves” (Gammel 181). David
and Wahl state, "Despite what Marilla may have tidupuffed sleeves were not simply a
frivolous luxury or a waste of fabric, but a ne@gart of conforming to Victorian social
codes, even if, as Anne puts it, these codes noedkinlg as 'ridiculous' as everyone else" (41).
Anne is willing to forgo her aesthetic sensibiktiand devotion to beauty, by looking
“ridiculous,” if it means she can belong. Howeyrifed sleeves are not the only instance of
fashionable dress in the novel associated withngghg. Anne's pale green evening dress is
prompted by Marilla's desire to help Anne beloridiéar that Jane and Ruby and Josie have got
‘evening dresses' as they call them, and | dordhmgeu shall be behind them™ (357). This dress
is intended to keep Anne on the same level, not amher peers from Avonlea, but also the
other scholars that Anne will be meeting at Quedmse's need to belong within a wider
community is signalled by Marilla's observationtttiee dress makes Anne "look so tall and
stylish" that she looks as though she "didn't bglonAvonlea at all" (358). The connection
between fashion and the wider world allows Annbétong to more places than just rural
Avonlea.

In contrast, Valancy prefers to belong to a muohlker society, comprised of just a few

select individuals. Although at first envious oétfashionable Olive and the position she
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commands within the Stirling family and the lar@@erwood community, Valancy eventually
abandons her attempts to get along in this soeietlye same time she abandons the desire for
fashionable dress. Her desire for belonging narovike company of three individuals: Abel
Gay, Cissy Gay, and Barney, and later becomes maeower with the death of Cissy. Barney
becomes the only society she really cares for mkepeed by her "little, disagreeable, haunting
dread" that he might not really like her and hezraxhelming joy when she realizes that he does
(173-174). Her emotional reactions toward her fgrare much more mild and often indifferent.
She is sorry when she fights with her mother, lmly because "[t]hings would be so
uncomfortable until she was forgiven" (32), notdogse of any fear of emotional separation
between them. Her quickness to move away to tHatesbarea known as "up back" also speaks
to Valancy's disinclination to belong. Valancy'sided position is revealed in her happy
declaration that she and Barney are "outlaws" (1g&)ple living outside of society and outside
of conformity to its rules.

Jane is presented as having a passive role vg#rado belonging, neither choosing to fit
in nor refusing to do so. Although aware at theif@igg of the novel that she does not fit in
with her family or school peers and finding it reggable, Jane does very little to remedy this
situation. In the "affair of the picture,” grandret's statement that "people who belong here do
not readSaturday Evening(38) positions Jane, and the people she will la&ong with such as
her father, outside of the world of 60 Gay Strdanhe's reluctant reply, "l don't belong here" (38),
is an admission but also a realization that proraptattempt to belong. The unlucky recitation is
Jane's small effort to belong in the world of 60/®s making her grandmother proud of her, but
its failure and the invitation to P.E.I. that imnegely follows put an end to any more such

attempts. Belonging is simply not important enotmtane to motivate a change in self. When
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she visits the Island, Jane need make no effdrélkang; her belonging is automatic, something
she is born with. Her father claims, "Jane ancelkasth owls of the desert and pelicans of the
wilderness. But we both like onions so we hit fttolgether” (97); their genetic closeness seems
to ensure their compatibility. However, Jane's saielonging is not limited to immediate
family members. For Jane, on the Island, "[i]t sedras if everyone she met was sealed of her
tribe" (86). Her friendships are effortless and madth a wide variety of people, from the

young Jimmy Johns to old Uncle Tombstone. Thisasiglly accounted for by the fact that Jane
was born on P.E.I., as though an Island birth saweindows one with "nice"-ness (92), the
primary characteristic promoting belonging. Janesdaot need Anne's influence over other
people in order to make them like her; the magitheflsland changes Jane so that she is
inherently likeable and need expend no effort betonging. Jane suddenly belongs everywhere:
"She had always felt vaguely left out ... excludedat.St. Agatha's. Now, for some reason
unknown to her, she no longer felt so. It was ahé& had become a comrade and a leader
overnight" (148). Jane's passivity with regard ¢o &bility to belong raises questions about the
agency of women in their participation in nationkhmg. Her lack of active decision-making

and her narrow association within the domestic sphee reminiscent of an earlier Victorian
model of femininity, in which maternal feminism pé& no part.

Montgomery's portrayals of Canadian womanhoodtaneerned with both ideals and
reality. She depicts possible models for Canadiam&n to aspire to, while simultaneously
tracking changes in national moods. However, Momtgiy's ideal models are problematic in
their narrow definition of who can be consideredudus, even while they exalt everyday,
practical virtues. Montgomery is most inclusivenir praise of nurturing and caring characters,

who are not restricted by labels of biological nestitood, but extend to a wide variety of mother
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figures, including men and children. While Montgagnpresents a range of admirable mother
figures, their connection to ideas of maternal fasm creates issues as the efficacy of mothers
is challenged by world events such as World Wé&idthing and fashion act as signposts in
Montgomery's fiction to point out dominant ideolegiand to track changes in them. Virtues are
made clear by their rewards of beautiful clothiwgjle problematic behaviour is evidenced by
the negative effect clothing has on the wearer. W@mparticipation in shaping the nation
through maternal feminism is reflected in theienaist in fashion. In looking at Montgomery's
fiction over time, it is evident that Montgomer\s @ popular writer, was strongly aware of the
changing moods of the nation and tailored herdicand its depiction of womanhood to suit

those moods.
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Conclusion

"[...] I shall never be indifferent to dress.dta very foolish woman who is — just as
foolish as the one who makes it the foremost amglthing. Both are badly mistakenSJLMM
Vol. 1l 114), declares L.M. Montgomery. Certainly Montgaoyneas concerned with the dress
of her female characters, frequently using it aseghanism to shed light on their characters,
motivations, and actions. In Montgomery's fictiolgthing functions most often as a tool for
assertions of power, reinforcing the idea of dessa feminine, non-verbal expression of power
(Crane 100). Clothing itself seems to hold powectemacters, such as Miss Ponsonby, become
empowered after donning certain clothes. HoweWer ppwer embodied in clothing may also be
an imposition on the wearer, forcing the weardsdsubject to the purchaser of the clothing, as
in the case of Robin and her mother. Clothing akita, with its links to cultural influence and
time-sensitivity, can also be a symbol of othenfsrof power, such as political power and the
power to change and adapt to new situations.

The concept of change in relation to dress is@alhginteresting, not only because of
the convenient pun in the phrase "changing clotheg,also because of the ways in which
Montgomery connects change and dress. In herfictibanges in dress are linked to changes in
character and in situation. As her characters gmosvmature, the clothing they wear mirrors this
growth; Anne puts on long skirts as she gets &G 324) and Valancy wears more sexually-
provocative clothing when she breaks away fromféueily (BC 102-103). New attitudes also
inspire clothing changes: Marilla buys Anne a greeaning dress of her own prerogative when
she becomes more emotionally availaB®i&(G 357) and Jane is frequently portrayed wearing
overalls when she becomes comfortable and confiddrer life on the Island. In these cases,

changes in dress signal a significant change ichiaeacter to the reader, but a change in
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situation can also prompt a change in dress. WhereAand Jody are adopted, both girls quickly
receive new clothing from their adoptive parerftgjt new status as daughters warrants a new,
improved wardrobe. A change for the worse alsoamaisnpact on dress; the Lea girls have
fewer and less pretty clothes than they had befmeleath of their parents. Montgomery was
unnerved by the changes that occurred throughaouiféigme, but in her fiction she uses
clothing as a tool to help her characters deal wifficult situations® Dresses, such as Anne's
puffed sleeve dress and Penelope's waist in tine ébra quilt lining, come at opportune
moments. In her journal, Montgomery states, "I aryvond of pretty dressesSJLMM Vol. I
393); her fond feelings toward pretty clothing d@héir emotional and psychological effects are
duplicated through the experiences of her femadeatiters.

There are many other aspects of clothing in Momigyy's work that | wished to
investigate, but were outside the scope of thigeptoln connection with feminism and fashion,
it would be useful to explore Montgomery's depictaf female characters who take a decisive
stance against fashion, like Marilla, or who exhibeir anti-fashion position by wearing
masculine clothing, like Little Aunt Em, and theiegative or positive portrayal. Masculine dress
makes frequent appearances in Montgomery's fiett@hmuch scholarly work might be done on
its meaning, especially because so many of heactes who wear articles of men's clothing are
social outcasts and outsiders, such as Peg BowBmeirstory Gir(1911). The presence or
absence of mentions of undergarments in Montgosirgtks is also interesting, particularly in
connection with sexuality and morality. "Their Gidsie" (1906) andihe Blue Castl€1926)
both make reference to lingerie and undergarmantseverdane of Lantern Hil(1937) has a

mention of "undervests"” (82), but this is a topiattis neglected iAnne of Green Gablg4908)

® SeeRilla of Inglesidein which Anne's youngest daughter's endurandeat$ and tribulations during World War |
are frequently accompanied by mentions of clothiray she wears.
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in spite of the numerous mentions of Anne's oth@hes; in comparison with Montgomery's
other novels, its absence becomes conspicuoug;party considering the numerous layers of
undergarments Anne would be expected to wear i1 896s.

My own investigation of Montgomery's portrayalsefxuality and morality yielded some
surprising results. Although Montgomery is oftemsiolered a writer of children's books, her
fiction promotes and applauds efforts to appeaactitve and sexually available. However,
Montgomery does not go to the lengths of her Iifemntemporaries when writing about sex;
she is careful to confine sexual attractivenessigmgestive clothing intended to secure a suitable
husband. Characters who show too much, like O&we criticized; such vulgarity is not
acceptable to Montgomery. Montgomery also rewrtgdier paradigms concerning dress and
the sin of vanity. In Montgomery's fiction, drepssitive effects outweigh the dangers of women
thinking too much about their appearance. The gtiateopens this conclusion highlights
Montgomery's attitude toward the importance ofkklrig about dress, even while she
admonishes giving dress too much importance. Ospketrum of caring about dress, it is only
the two extremes that are unacceptable to Montggmasrher characters show, there is a wide
range of appropriate interest in dress, from Anvigy often thinks about her clothes, to Marilla,
who learns to care about the clothing of othesddition to benefitting from the psychological
effects of her own dress. In her characters, Mangyy promotes thinking about dress because

of the ability of clothing to better the wearer atitus, the world.
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