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Abstract 

 

The early twentieth century was a time of high-profile commentary in the U.S. regarding new 

roles for women, the convention-defying “New Woman,” and adolescence in the context of girls’ lives. 

Girls’ fiction included family-oriented texts, as well as, to borrow from Nancy Tillman Romolav, “series 

books” that “did not attempt to woo the adult through their language, subject or pedagogical value . . .” 

(90). This study explores major books (from both kinds of girls’ fiction, namely Wiggin’s Rebecca books 

and the Stratemeyer Syndicate’s Ruth Fielding series, along with, to a lesser extent, its first Dorothy Dale 

text) concerned with “New Girls” as they grow from their pre-teen/early-teen years to young womanhood; 

I examine whether differences relating to whether adult readership is sought affect how the books 

compare in terms of addressing adult-imposed impediments that the girls face.  

I argue that, underneath such differences, the books share the assumption that young-girl 

readers—as imagined by the texts—are not the right audience, or at least not the right primary audience, 

for a comprehensive look at the mixture of ageism and patriarchy. The books assume that outright 

dislodging adult-imposed limitations is beyond what young-girl readers can do. This assumption 

constitutes a unifying feature of major American coming-of-age “New Girl” fiction for girls of the time. 

At a broader political level, in lacking signs of a belief that the imagined girl readers deserve to be fully 

aware of their social situation, the texts themselves actually confirm the pervasiveness in their society of a 

lamentable adult conservative attitude towards girls.  

This finding is relevant to discussing the social context and this genre in 1900-1920, and should 

also matter more generally to scholars of American girls’ fiction (including works of our era, given how 

girls and women are still oppressed), as well as to critics who might pursue cross-national comparisons. 

Crucially, this study is not about what actual child readers know, think, or understand; rather, it discusses 

how the texts imagine girl readers. As Lukens, Smith, and Coffel note, “Children’s literature is written by 

adults for children as adults imagine children to be” (6). 
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Chapter 1: Introduction 

 

Setting the Stage for the Argument: Identifying the Overall Topic and the Relevant Works 

about “New Girls” 

As scholarship makes clear, the early twentieth century was a time of high-profile 

commentary in the United States regarding new roles for women, the convention-defying “New 

Woman,” and adolescence in the context of girls’ lives.1 Also present were different kinds2 of 

American girls’ fiction; works of this genre included family-oriented texts, as well as series 

books for girls. In her essay on “the young female readers of mass-marketed girls’ series fiction 

in the first decades of the 20th century” (88), Nancy Tillman Romalov explains that, “In contrast 

to mainstream literature, the series books did not attempt to woo the adult through their 

language, subject or pedagogical value but were addressed exclusively to female readers. On a 

stylistic level, for example, the books drew the young reader in, through the use of slang and an 

emphasis on youth culture, contemporary fads and sports” (90). In my view, these facts raise a 

number of questions: 

1. If one were to group certain prominent American girls’ works of the time together as a 

family of texts concerned with the girlhoods of developing future “New Women” (as 

opposed to more conservative-minded heroines), would this category include both series 

books meant only for the young and novels intended for both adults and children? 

2. If so, does the precise intended audience of a text in this group, as reflected by narrative 

and rhetorical features, shape—or at least contribute to—that novel’s exploration of the 

impact of adult conduct on growing adolescent “New Girls”? If so, how does this make 
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the text distinct from those noticeably meant for a different group of readers (such as 

children or adolescents only as opposed to both adults and children, or vice versa)? 

3. At the same time, do works that differ in this regard nevertheless share any common 

assumptions about the power of girls—and, by extension, girl readers—to overturn adult-

imposed impediments? Must we assume that the youth-only texts and the family classics 

are complete opposites, or is there actually a much more complex and nuanced picture 

(reflecting a shared worldview) to be seen underneath surface-level differences? 

4. Ultimately, what does this reveal about the texts’ contribution to a larger discussion about 

cultural norms affecting “new” female adolescents in America? For that matter, what 

does this imply about the social context surrounding the works?  

In answering such questions, this study will focus on works that were decidedly 

prominent in the US during the first two decades of the century, that focus on young American 

girls who represent “new” femininity as they grow from their pre-teen or early-teen years to 

young womanhood, and that were written by Americans. This last point will ensure that the 

study is, in fact, looking at works that stemmed from the same socio-national context, rather than 

works reflecting different national contexts with even slightly different ideological features. This 

project will focus primarily on Kate Douglas Wiggin’s Rebecca of Sunnybrook Farm (1903) and 

New Chronicles of Rebecca (1907), as well as early (pre-1920) books in the Stratemeyer 

Syndicate’s Ruth Fielding series. (In addressing the two Rebecca books together, I will refer to 

them as a sequence.) Scholarship has addressed Rebecca’s status as a dual-audience text. 

Crucially, Kelli M. Sellers describes Rebecca of Sunnybrook Farm as “model[ling] what [she] 

[is] going to call a ‘New Girl’ narrative” (111), and later explains how, in “discard[ing] her most 

feminine and prized possession”—her “pink parasol”—Rebecca gives herself the ability to 
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“move forward, making way for the educated new girl” (115). This study will follow Sellers’ 

precedent and identify Rebecca as a “New Girl” heroine; while the sequence is not entirely free 

of lamentable conservative features,3 it is relatively anti-conservative for its era.4 Ruth Fielding 

was created by the syndicate that later produced Nancy Drew (Carpan, Sisters 45). Carolyn 

Carpan describes Ruth as “the first full-fledged Stratemeyer girl detective” (45), and sees Ruth 

Fielding as one of two series that allowed this syndicate to “secur[e] their place as the top 

producer of girls’ series books” (Sisters 29).5 Ruth has also been understood as a New Woman; 

for example, Carpan notes that “Ruth is portrayed as a poor orphan, all-around school and 

college girl, skilled writer, superb actress, savvy businesswoman, brave adventurer, smart 

detective, and loving wife and mother, making her the ultimate New Woman in girls’ series 

fiction” (Sisters 34).6 

In my view, the Rebecca books and Ruth Fielding should be grouped together; they 

constitute a small but socially significant cluster of early-twentieth-century girls’ texts concerned 

with the “new” young woman’s emergence during her teen years, as well as her encounters with 

adult-imposed impediments along the way. Another relevant text, to a lesser extent, is Dorothy 

Dale: A Girl of To-Day. This text is the first in what was, as Carpan makes clear, “Stratemeyer’s 

first girls’ series” (18), and was published in 1908—the year following publication of Wiggin’s 

New Chronicles (1907). At one level, the book may not seem to belong in this study. Dorothy—

“an honorable and moral Victorian girl” (Carpan, Sisters 19)—has conventionally feminine 

attributes7, and is certainly more conservative than Ruth. Dorothy is ultimately not a Ruth-style 

trail-blazer in terms of careers for adult women,8 and the relevant situation in Dorothy Dale: A 

Girl of To-Day is narrower in scope than that of Ruth. Nevertheless, Ruth’s approach is 

foreshadowed by the first Dorothy book’s second chapter, in which the heroine has temporary 
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access to a non-traditional career for women. Thus, I will devote a portion of this study to 

Dorothy Dale: A Girl of To-Day. 

 

The Argument 

This study will develop a two-pronged argument. Narrative and rhetorical traits meant for 

adults contribute substantially to Rebecca being interested in identifying adult-imposed 

limitations on girls’ access to liberty and new roles as a major problem. The relevant Ruth books, 

on the other hand, along with Dorothy Dale: A Girl of To-Day, lean towards seeing adult-

imposed limitations as a minor issue with which a girl can cope without the aid of corrective 

societal—in other words, adult—action; these works make a point of raising the problem only to 

then immediately downplay it, in large part through textual traits reflecting a lack of interest in 

adult readers.9 Through supposedly adult-oriented traits, Rebecca seeks to aim the full scope of 

its critique specifically at adult “implied readers,” as per textually reflected assumptions, rather 

than facts, about how girls and adults differ. That this is the case, though, means that Rebecca 

and the specified Stratemeyer books have a key assumption in common: the idea that young-girl 

readers, as imagined by the texts, are not the right audience—or at least, in Rebecca’s case, not 

the right primary audience—for a comprehensive look at the mixture of age-based and gender 

inequality.  

The Rebecca books assume that young girls are not the people who can eliminate the 

problem, and therefore they don’t reflect an interest in encouraging imagined young-girl 

“implied readers” to notice the full scope of certain key situations, which the texts portray with 

the aid of supposedly adult-oriented details. Ruth Fielding and the first Dorothy book, 

meanwhile, assume that raising and then downplaying the problem is the best tactic to employ in 
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reaching out to young-girl readers. These positions ultimately involve the same thing: an 

assumption that changing the status quo of adult-imposed limitations is beyond the scope of what 

young-girl readers can do. This assumption constitutes a unifying feature of major American 

coming-of-age “New Girl” fiction for girls of the time. At a broader political level, in lacking 

signs of a belief that the imagined girl readers deserve to see the full extent of their social 

situation, the texts themselves actually confirm the regrettable pervasiveness in their society10 of 

an adult conservative attitude towards girls, even while the books portray non-traditional “New 

Girl” characters facing problematic adult conduct, and, in the case of Rebecca, even while the 

texts seek to encourage adults not to disempower the “New Girl.”  

 

Identifying My Own Ideological Perspective 

 My own ideological perspective, of course, affects this project, and should therefore be 

clearly identified. As per my worldview, which favours feminism and social justice, I apply a 

lens that seeks to identify and oppose systems of oppression. Such systems include, but are 

certainly not limited to, ageism and patriarchy—the two forms of injustice to which I refer 

frequently in this particular study. I believe that we should be aware of how oppressive systems 

intersect11 with each other, and I recognize that this relatively short study, in focussing mainly on 

two instead of multiple systems, does not go as far as a longer project could have gone. Also, this 

study reflects my opposition to stereotypes; for example, in Chapter 3, I am openly critical of a 

novel’s apparent assumption about pre-teen girls’ knowledge level and, by extension, how the 

novel conveys a stereotypical conception of girl readers, their supposed reading experiences, and 

how they supposedly differ from adults. 
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Project Structure 

In Chapter 2 (“Literature Review and Scholarly Contexts”), I set the stage for my study 

by engaging with scholarship on my chosen texts, and by clarifying the social, literary-historical, 

and conceptual factors shaping their importance. Combined, these factors warrant exploring the 

link between the works’ intended audiences and their engagements with “New Girlhood.” I start 

by addressing gender-related contextual information; firstly, one must understand the terms 

“first-wave feminism,” “New Woman,” and, of course, “new girl,” the term with which Sellers 

associates Rebecca (115). Furthermore, 1900-1920 are appropriate as the focus of this study. The 

early twentieth century was a crucial time in terms of social change, hostility from conservatives, 

and the discussion regarding adolescent girlhood. Particularly relevant is G. Stanley Hall’s study 

regarding adolescence, published in 1904; scholarship has addressed the patriarchal12 nature of 

this work. Together, these issues justify a focus on girls and young women, as opposed to all 

youth; as scholarship makes clear, femininity—including young femininity—was a high-profile 

topic of social concern and controversy. Also important was the post-1900 period of well-known 

girls’ fiction, with Kate Douglas Wiggin being, in Peter Stoneley’s words, “the most influential 

of the second generation of writers for girls” (Consumerism 61-62). In looking at “New Girl” 

protagonists whose stories begin well before they are young women, this study looks at how 

those characters are exposed to the intersecting politics of age and gender13 as they become 

adults. Notably, certain factors would seem to favour inclusion of Eleanor Porter’s Pollyanna 

books in the group of “New Girl” texts; however, Pollyanna is not a “New Girl.” Associating 

Pollyanna with traditional gender roles is not unprecedented. My own brief engagement with 

Pollyanna Grows Up in this chapter offers a test case in terms of distinguishing a traditional-
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minded heroine from her “new-girl” counterparts, notwithstanding her surface-level similarities 

with Wiggin’s protagonist. 

I then set the stage for my analyses of the Rebecca books and Ruth Fielding. I see a more 

complex picture than that implied in Regina Puleo’s claim that Rebecca is ultimately “liberated 

to take advantage of new possibilities” (353),14 or in Sellers’ assertion that “Wiggin’s novel and 

its titular character take up the New Woman’s feminist polemic, but by focalizing the story 

through a girl protagonist, Wiggin provides child readers with a progressive vision of the future, 

and adult readers with an ideal, imagined childhood that prophesies new possibilities” (111-112). 

The Rebecca sequence involves a desire for these identified outcomes; however, Rebecca 

combines aspiration for the heroine being a future New Woman with a warning, aimed primarily 

at hypothetical adult readers, about the harm that adult-imposed impediments can inflict on 

growing New Girls. At the same time, in assuming that there is no point in seeking to alert 

implied girl readers to the full scope of the problem, the texts paradoxically contain an 

assumption at odds with their warning for adults, since the texts do not question the idea of 

leaving hypothetical girls, as imagined by the texts, without complete, as opposed to just partial, 

knowledge of their social situation. This contradiction15 appears to reflect the pervasiveness of 

the very problem that the sequence criticizes.  

I then address how Rebecca’s status as a dual-audience work has been understood by a 

number of scholars, how Americans of the time understood the issue of adults reading Rebecca, 

and how comments from Wiggin herself are compatible with this picture. Afterwards, I focus on 

the significance of pairing Rebecca with Ruth Fielding—a series through which the Stratemeyer 

Syndicate, which lacked an interest in adults (as scholars have made clear), offered its own 

engagement with “new” femininity. The surface-level differences between Ruth and Rebecca 
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necessitate exploring how these seemingly incompatible and divergent works address the same 

core issues, and how they share a tacit belief in the inability of girl readers to change the social 

structure that oppresses young girls, even while they differ on the question of seeking to target 

adults.  

The final section of Chapter 2 addresses relevant parts of a larger scholarly discussion 

about, and key terms relating to, the “implied readers” of children’s works. This project avoids 

anachronistic readings of the chosen texts, sweeping claims about what real readers were likely 

to know, and speculation regarding how actual readers responded to the works. Instead, I focus 

on the works themselves as products of their period, and on textual indications of assumptions 

about “implied readers”—an approach influenced by existing criticism, by the nature of the term 

“implied reader,” and especially by the following fact: “Children’s literature is written by adults 

for children as adults imagine children to be” (Lukens, Smith, and Coffel 6). Key to this project 

is Wolfgang Iser’s point that “the implied reader . . . is a construct and in no way to be identified 

with any real reader" (qtd. in Henderson and Brown, emphasis mine). The implied readers with 

which I am concerned are not real people reflecting real psychological trends. Also important is 

Stoneley’s remark that, “In keeping with Jacqueline Rose’s discussion of ‘the impossibility of 

children’s literature,’ there is always a distinction to be made between the actual child – whoever 

and whatever she may be – and the ideological child, the child as embodiment or projection of 

adult needs and desires” (9-10).16 This project makes no assumptions about actual children, and 

does not argue that girls don’t understand Rebecca. This study will address how textual details 

reflect adult expectations regarding the supposed attributes of girl readers17—expectations that 

stem from societal beliefs and attitudes, rather than how girls actually reacted or may have 

reacted to the works in real life.18
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Chapter 3 will focus on the first chapter of Rebecca. I will start by exploring how an early 

part of the chapter seeks to target imagined adults and thereby establishes that the text (which 

also offers a tale for younger constructed “implied” readers) is meant for more than one 

imagined age group. This function sets the stage for a later part of that chapter, which seeks to 

depict, specifically for adult “implied” readers, possible negative effects of adult conduct on the 

New Girl. The chapter uses its narrative strategy to convey a warning meant for adults: the idea 

that, in seeking to downplay the extent of a young “new” girl’s intellectual complexity, an adult 

can put the girl at risk of becoming locked within the limitations of conventional femininity, and, 

in the process, dissociated from her own personality. Crucially, through its textual details, the 

text reflects an assumption that young girls themselves—as perceived by the text, not as they are 

or might be in real life—are not the right primary audience for such a message; the tacit 

assumption of the book is that girls themselves cannot hope to eliminate adult-imposed 

pressures. Unfortunately, this creates a gap in the textual project of criticizing how adults 

disempower girls. 

A similar outlook, in terms of the assumed powerlessness of girl readers, characterizes 

the first chapter of Ruth Fielding of the Red Mill. My look at Rebecca in Chapter 3 will set the 

stage for my engagement, in Chapter 4, with the opening chapter of the Ruth series. The latter 

chapter establishes a link between a lack of interest in imagined adult readers, as reflected 

through textual details, and a tactic of downplaying adult-imposed oppression immediately after 

suggesting that adult ageism can impede a girl’s freedom. The chapter suggests that a girl can 

cope with adult-imposed limitations without the aid of societal change, even if such impediments 

initially cause discomfort.19 In aligning this position with, and (in large part) conveying it 

through, a failure to seek to target adults as a distinct group of readers, Ruth’s opening chapter 
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differs from that of Rebecca in terms of implied audience and degree of attention to social 

inequality. At the same time, however, the two chapters share a crucial assumption: the idea that 

fundamentally changing the status quo of adult-imposed limitations is beyond what young girls 

themselves can do, and that such girls are therefore not the right audience for a complex look at 

inequality. 

Chapter 5 will develop my argument about Rebecca in relation to the rest of Wiggin’s 

two-book sequence (in which Rebecca becomes a young woman), while Chapter 6 will return to 

the Ruth Fielding series, focussing primarily on part of the ninth book, entitled Ruth Fielding in 

Moving Pictures (1916). By this point in the story, Ruth is nearing the end of high school, and 

gains access to a new opportunity for early-twentieth-century women: that of involvement in 

film work.20 However, she must first deal with Mr. Hammond, a film-company head who 

implicitly reflects mainstream sexism and ageism. I argue, though, that Moving Pictures raises 

the threat posed by Hammond and the larger issue of discrimination only to downplay them 

immediately, in large part due to a textual lack of interest in adult “implied readers.” In effect, in 

what is perhaps one of the series’ most crucial scenes (given that Ruth’s future career is at stake), 

Moving Pictures follows the lead of Red Mill, which applies the same approach to exploring an 

adult’s implicit rather than explicit inability to view Ruth as an equal. In pursuing its strategy, 

Moving Pictures points back to the assumption that outright displacing entrenched adult-imposed 

inequality is beyond what young girls can do, and that such girls are therefore not the right 

audience for a complex look at the matter. 

Prior to concluding Chapter 6, I will turn to an exploration of Dorothy Dale: A Girl of 

To-Day. The text downplays, right after hinting at, the fact that an adolescent girl would face 

restrictions in accessing a non-traditional opportunity. Facilitated by a narrative lack of interest 
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in adult “implied readers,” this aspect of the text reflects a belief in the social powerlessness of 

girls to combat structural inequality. By including this work from 1908, I hope to show that the 

Rebecca and Stratemeyer approaches, as products of the same period, reflect the same core 

conception of what girls cannot hope to do, in spite of social change. In sharing with Rebecca 

such a view of girl readers, Ruth and Dorothy help position this view as a significant part of 

prominent early-twentieth-century American “New Girl” fiction. 

In my study’s conclusion, I will elaborate on what my project signals at a broader 

political level. I will address the texts’ relationship with their society and how they confirm the 

pervasiveness of a regrettable adult attitude towards girls, given how these texts—even while 

depicting New Girls—refrain from seeking to endorse the idea of girls’ right to be fully, as 

opposed to just partially, aware of their social situation. In Consumerism and American Girls’ 

Literature, 1860-1940, Stoneley asserts that “fiction that was ostensibly for girls was more 

broadly used to debate and to come to terms with economic and social change” (9).21 I will 

address how the texts that I’ve studied, in seeking to affect how readers understand “social 

change” and impediments, end up accepting an inegalitarian line of thought, and why this finding 

is relevant in terms of discussing the social context. I will also discuss why my study should 

matter not only to critics focussed on this genre in the early twentieth century, but also more 

generally to scholars of American girls’ fiction (including works of the twenty-first century, 

given how girls and women are still oppressed), as well as to critics who might pursue cross-

national comparisons, which could shed further light on how America has compared with, 

differed from, and influenced other societies. My research may also be of interest to those who 

study “cross-writing” as a broader issue. 
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Notes 

1. As the rest of this study will show, other research contributions regarding American girls’ fiction of the 
time (or at least regarding particular novels belonging to this group) also address such factors. 
 

2. Peter Stoneley uses the word “strand[s].” After a sentence about “novels such as Rebecca of Sunnybrook 
Farm and Daddy-Long-Legs,” he offers commentary that involves identifying “the series fiction produced 
by the syndicates” as “another strand of girls’ fiction which manifested ‘forward integration’ in even more 
dynamic ways” (Consumerism 90). For more information, see Stoneley. 

3. a) As this study will show in greater detail, the basic idea that conservative assumptions appear in specified 
texts for girls is not unprecedented; in fact, this idea has come up in relation to books addressed in this 
project. 

b) This study will provide information on views/observations from critics who do not see Rebecca as 
“model[ling] . . . a ‘New Girl’ narrative” (to reuse Sellers’ phrase [111]), including Mary Cadogan and 
Patricia Craig (who use the term "conservative" in asserting that Rebecca and certain other specified texts 
"appealed to the conservative element in their readers – which was fostered by institutions such as the 
Church and certain educational bodies" [107]). I will also acknowledge how certain textual details do 
indicate that Rebecca is not completely void of regrettable signs of conservatism. 

 
[Sellers herself addresses the fact that “Kate Douglas Wiggin’s own political attitudes toward suffragism 
and women’s rights were not as straightforward as her mentor’s [those of Caroline M. Severance]” (110). 
See Chapter 2 of this study. Also, Sellers writes that “Wiggin’s much-admired heroine, Rebecca, and her 
eventual marital status seem just as ambiguous as Wiggin’s politics. Many readers and scholars read 
Rebecca’s relationship with Mr. [Adam] Ladd as a blossoming romance that leads to eventual marriage” 
(111). However, Sellers goes on to assert that “Wiggin, on the other hand, never writes of Rebecca’s 
marriage in either Rebecca of Sunnybrook Farm or its sequel, New Chronicles of Rebecca. In this way, as 
Puleo notes, Wiggin leaves the girl free at the conclusion of both novels” (111). See Sellers for more.] 

 
4. This conclusion is based on both my own observations and what certain other critics have noted; see the 

rest of this study.  
 

[Notably, Puleo sees Rebecca as “fit[ting] the archetype of the girls’ novel of its time in many ways” (353), 
but also says that, 

 
When Aurelia Randall declares, “Mirandy’ll have her hands full, I guess . . . but I shouldn’t 
wonder if it would be the making of Rebecca” (6) as Mr. Cobb’s stagecoach sets off for Riverboro 
in the first chapter of Rebecca of Sunnybrook Farm, the reader anticipates that Wiggin’s formula 
will match the tried and true girls’ story of the “making” of a girl into a woman. In fact, the text 
fulfills that promise, but not in the way the reader would anticipate. It deviates from the patterns 
established before its publication in The Wide, Wide World (1850) and Little Women (1868). In 
addition, the Rebecca stories stand out from popular girls’ fiction published in subsequent years of 
the early twentieth century, such as Anne of Green Gables (1908), Daddy Long-Legs (1912), and 
Pollyanna (1913). (Puleo 353, ellipsis in Puleo) 

 
See my study for more relating to Puleo's essay.]  

 
5. Carpan states the following: “Popular girls’ series genres also included adventure and mystery between 

1910 and 1930. The Stratemeyer Syndicate produced the two most popular girls’ series in these genres, The 
Outdoor Girls and Ruth Fielding, securing their place as the top producer of girls’ series books” (Sisters 
29). 

 
6. Later, Carpan asserts that “Ruth becomes the ultimate New Woman, being college educated, unmarried, 

and financially independent” (Sisters 41). 
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7. Certain observations from Johnson make this clear. See Chapter 2 of this study for information on 
Johnson’s point about “a blend of active and passive response” and “act[ing] as what might be considered 
the ideal passive woman” (Edward 120). Furthermore, Johnson asserts that “[t]he [Dorothy Dale] books 
stress Dorothy’s common sense and ladylike qualities, contrasting her with the often irresponsible, untidy 
Tavia, who, nonetheless, remains a sympathetic character” (112). 

 
Johnson refers to Dorothy at other points as well. For example, she points to an aspect of, and quotes from, 
a Dorothy book after noting that “[g]irls [in Stratemeyer girls’ series] are also concerned with outward 
appearances. While boys’ books rarely mention attire—except for a passing delight in the military uniforms 
of the academy—girls’ books include many descriptions of the heroine’s outfits and often those of her 
friends” (123). As Johnson makes clear, "concern for appearance" is among the "traditional feminine 
values" that "the [Stratemeyer girls'] series endorses" (124). [Johnson makes this clear in discussing how 
"[t]he Syndicate’s girls' series, . . . encourage girls to be girls—but with a confused definition of girlhood" 
(124). Johnson discusses how “[t]he [girls’] series [of the Syndicate] . . . blend the conventional and the 
contemporary, the everyday and the adventurous—creating the old-fashioned modern girl” (124).] 
 

8. After summarizing the book Dorothy Dale at Glenwood School, Carpan observes that "Dorothy continues 
to nurture people and solve the occasional mystery until 1924, when the series ends. By then, Dorothy is 
engaged to Garry Knapp, who has inherited his own fortune. In the final book in the series, Dorothy Dale 
to the Rescue, Dorothy uncovers a plot to ruin her fiancé's business" (Sisters 19). Carpan goes on to 
speculate that, "If the series had continued past Dorothy's marriage, she would likely have joined the 
Progressive Era women reformers, working in settlement houses for poor immigrant families founded by 
college graduates Jane Addams and Ellen Gates Starr in the late nineteenth century" (19). Either way, 
however, as the quoted summary shows, Dorothy does not pursue a long-term Ruth-style career. 

 
On a related note, the basic idea of the Dorothy series being less unconventional than another series is not 
unprecedented. Carol Billman—who describes “[t]he title of . . . [the Dorothy Dale series’] first volume,” 
“Dorothy Dale, a Girl of Today,” as “[being] noteworthy” (58)—notes the following about the series: 
 

This [Dorothy Dale] series was primarily the work of Lillian Garis, as was the second Stratemeyer 
creation for girls, the Motor Girls, begun in 1910 under the same pen name of Margaret Penrose. 
Both series depict protagonists who travel to seacoasts and mountains, confront hermits and 
gypsies, and untangle minor mysteries — in short, they do the things that would become staple 
activities for adventure series heroines. The Motor Girls, however, is the better indicator of what 
was new about the twentieth-century girls’ series (58).  

 
[Earlier, Billman states that “the Stratemeyer series for girls and those for younger readers of both sexes, 
especially ones started in the first decade of this [twentieth] century like the Bobbsey Twins and Dorothy 
Dale, look back to the juvenile domestic series that flourished after the Civil War . . ." (5).] 

 
9. I do not argue that intended audienceship is the only factor behind differences between Rebecca and the 

Stratemeyer books. I do feel, however, that implied audienceship is an important contributing factor that 
should be analyzed. 
 

10. This study will engage with scholarship on the social context and how girls were perceived. 
 

11. In using this word, I am aware of “[t]he term intersectionality,” which was “coined by legal scholar 
Kimberlé Crenshaw” (Nash 2). In the words of Jennifer C. Nash, “Intersectionality, the notion that 
subjectivity is constituted by mutually reinforcing vectors of race, gender, class, and sexuality, has emerged 
as the primary theoretical tool designed to combat feminist hierarchy, hegemony, and exclusivity” (2). 

 
12. As Sellers puts it, “In a 1904 study that is understood to be the first psychological study of adolescence, G. 

Stanley Hall voiced patriarchal society’s concerns, asserting that the educated New Woman would ‘become 
functionally castrated, unwilling to accept the limitations of married life’ (64)” (112). See Chapter 2 of this 
study for more. 
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13. Forman-Brunell and Paris also refer to girls as facing the intersection of age and gender. In their 
introduction to The Girls’ History and Culture Reader: The Nineteenth Century, they refer to “the essays in 
the chapters that follow” as “showcas[ing] the diverse ways in which age and gender intersected in the lives 
of nineteenth-century girls; explor[ing] thematic concerns that have shaped historical research on American 
girlhood; and illustrat[ing] a range of methodological approaches to girls’ history” (2). 
 

14. To be precise, after indicating that Rebecca differs from certain other texts, Puleo points to “Wiggin’s 
work” as “indicat[ing] a difference in purpose and advocat[ing] for an acceptance of a protagonist who has, 
ironically, not been ‘made’ but rather liberated to take advantage of new possibilities” (353). [In Rebecca of 
Sunnybrook Farm, Aurelia Randall uses the words “the making of Rebecca” (qtd. in Puleo 353).] 

 
15. The basic idea of there being contradictory ideas in Rebecca is not unprecedented. Lesley’s essay includes 

this kind of idea; an example of a relevant assertion from her essay is the following: 
 

It would be easy to read Rebecca of Sunnybrook Farm as a straightforward celebration of the 
Progressive and Romantic teaching philosophies that Wiggin herself espoused and taught, first as 
a kindergarten teacher, and later, as a trainer of other teachers. However, in “Pleasure and Genre,” 
Perry Nodelman suggests that many works of children’s literature which appear to send clear 
didactic messages are actually ambivalent, undermining their own didacticism. Kate Douglas 
Wiggin’s Rebecca of Sunnybrook Farm is an example of one such book which undermines its own 
messages. The messages to readers about how to raise an ideal child conflict with those sections 
that encourage readers to be an ideal child. The teaching and childrearing philosophies embedded 
in the novel are also inherently contradictory, revealing some of the cracks and conflicts between 
different teaching reform movements. Like Rebecca’s future, these conflicts are never resolved. 
("'The Making of Rebecca'") 

 
See Lesley for more, and see the rest of this study for more information about Lesley's article. [Also, in 
addressing Lesley’s argument, Sellers writes that “[s]he [Lesley] notes that many read the novel ‘mainly as 
a vehicle for adults to recapture a happy and redemptive childhood.’ Lesley goes on to show the ways in 
which the book actually contradicts the idea of an ideal world, in that if Wiggin intended it as a model of 
educational reform, then childhood education itself must be problematic” (120). In Sellers’ view, “Lesley is 
certainly correct in her exploration of Rebecca’s inherent contradictions. However, instead of reading 
nostalgia in opposition to reform, I argue that Wiggin uses nostalgia in order to reform educational 
practices and women’s tenuous political positions in mainstream society” (120).] 

 
16. See Stoneley (9-10), as well as Chapter 2 of this study, for more on how Stoneley makes this point while 

discussing fiction for girls in his study on Consumerism and American Girls’ Literature, 1860-1940. 
 

17. Importantly, Nodelman writes that, “As [Jacqueline] Rose’s own provocative discussion reveals, children’s 
literature criticism becomes valuable exactly at the point at which the constructedness of the child readers 
implied by children’s literature becomes a focus of attention” (The Hidden 161). My project relates 
strongly to the basic idea that it is “valuable” to study how texts for children imagine implied child readers. 

 
[The statement from Nodelman is part of his response (161) to Karín Lesnik-Oberstein’s claim about what 
Rose does to “the field of children’s fiction and therefore, by implication, children’s literature criticism, by 
questioning the status of the ‘existence’ of the child” (qtd. in Nodelman, The Hidden 161). See Nodelman’s 
text for more information. See Chapter 3 of this study for more relating to what Nodelman writes about 
Rose.] 

 
18. a) A crucial remark from Lukens, Smith, and Coffel reminds us of the relevance of social contexts. These 

scholars note that, “As we said earlier, children’s literature is always written for children as adult writers 
imagine them; as society changes, some of the ways adults imagine children and childhood change. We 
believe that children are imagined somewhat differently now by the adult writers of children’s literature 
than they were in previous decades” (7). 
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b) Charles Sarland observes that “John Stephens (1992) engages in a detailed analysis of a number of books 
to show how they produce ideological constructions of implied child readers” (68). In my study, the 
implied readers on which I am focussed are “ideological construct[s]” imagined by the texts.  

 
[Sarland goes on to describe Stephens as “concentrat[ing] particularly on narrative focalisation and the 
shifts, moves and gaps of narrative viewpoint and attitude, showing how such techniques imply certain 
ideological assumptions and formulations, and construct implied readers who must be expected to share 
them” (68). Stephens is one of the scholars to whom Sarland points (68) after noting that “since the 1970s 
there has been something of a revolution in our understandings of how readers are constructed by texts” 
(Sarland 67). Two further examples of scholars mentioned by Sarland in that part of his text are Iser and 
Chambers: “The insights of reader-response theoreticians like Wolfgang Iser (1978), applied to children’s 
books most notably by Aidan Chambers (1980), had alerted us to some of the textual devices by which an 
implied reader is written into the text. Iser had also drawn attention to the fact that texts brought with them 
a cultural repertoire which had to be matched by the reader” (Sarland 67-68). Another example of a scholar 
to whom Sarland points is Belsey, who “drew insights from Althusser, Derrida and Lacan to further explore 
the ways in which the subjectivity of the reader is ideologically constructed” (68). See Sarland for 
information on other relevant scholars (68), and on the situation in the 1970s before the “revolution in our 
understandings of” the specified issue (67).  
 
Sarland writes about those scholars in a section on “[t]he construction of the reader” (67, bolding removed). 
After describing those scholars' contributions (and concluding the section with description of Stephens' 
work), Sarland argues in a new section that, "When real readers are introduced into the equation, however, 
the picture becomes more complicated, and it is here that the educational discourse overlaps with the 
discourse about fiction per se, for it is almost always within school that evidence is gathered and 
intervention is proposed. The introduction of real readers has another effect, for it throws into relief some 
of the more determinist assumptions of the analysis offered above" (68). My study, however, will look only 
at how the texts themselves imagine "implied readers." I will not assume anything about the reactions of 
real readers.]  

 
19. In making this argument about Ruth’s first chapter, I am seeing a somewhat more complex picture than that 

described in Gail Murray’s assertion that “girls in series fiction experienced great freedom from parental 
control” (90). (See Chapter 2 for a more detailed look at Murray’s comments.) This part of my study will 
show that Ruth’s chapter does indeed (in large part through implied single-audienceship) downplay the 
extent to which adult “control” can be problematic; however, it does so after raising the issue of adult-
imposed impediments. 
 

20. Hamilton-Honey confirms that “[t]he new entertainment of film, . . . opened up possibilities for women to 
create careers. Motion pictures were a highly profitable business that made a great deal of money. Women 
were already excelling in that field as actresses, screen-writers, and directors before the [First World] war, 
and many more young women dreamed of fame, success, and Hollywood stardom” (Turning 201-202). See 
Hamilton-Honey (201) for more information. Hamilton-Honey also points to the fact that “Ruth takes 
advantage of the expanding business of motion pictures and the new culture of leisurely consumption in 
order to make a career for herself. Unlike most other series heroines, she does not stay solely in the role of 
discerning consumer; she also plays an active role in producing items to be consumed by others” (202). 

 
21. This statement is part of the following from Stoneley: 

 
Publishers, writers, and readers as well as social scientists assumed a natural and inevitable 
division of readerships, in which the idea of the woman writer was conflated with that of the 
female character, and in turn with the girl reader. It might seem that, in proposing a study of 
women writing fiction about girls for girls, I am making – or at least acquiescing in – the same 
essentialist assumptions. Whilst it is a matter of fact that the majority of fiction for and about girls 
was indeed written by women, it is crucial to question the tidily “natural” appearance of this fact. 
For instance, many of the novels that I analyze were not simply the bestsellers of girls’ fiction, nor 
the bestselling of children’s fiction, but the bestselling of all fiction and all literary forms. The 
barely disguised truth is that men and women were avid readers of what was conveniently called 
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girls’ fiction, and fiction that was ostensibly for girls was more broadly used to debate and to come 
to terms with economic and social change. Equally, we should not accept too readily that this 
fiction is “about” girls in any reliable, authentic way. (Consumerism 9) 

 
[Stoneley’s remark about what “[p]ublishers, writers, and readers as well as social scientists assumed” 
comes after he points to relevant material in G. Stanley Hall's work (9). See Stoneley for more information. 

 
See Stoneley for more, including, a bit later, his point that "it would be a mistake to assume that girls’ 
fiction is an essentialist and uniformly prescriptive genre in the first place. Although women writers did 
acquiesce in the supposed naturalness of their writing for and about girls – and their motives are of interest 
– we will find that within this assumed naturalness they offer all kinds of hesitations, deviations, and 
choices” (10). For more relating to this point, see Stoneley (10).]  
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Chapter 2: Literature Review and Scholarly Contexts 

 

Gender politics in early-twentieth-century America 

Three relevant terms are crucial to understanding gender politics in the early twentieth 

century: “first-wave feminism,” “New Woman,” and “New Girl.” Martha Rampton observes that 

“[t]he first wave of feminism took place in the late 19th and early 20th centuries, emerging out of 

an environment of urban industrialism and liberal, socialist politics. The goal of this wave was to 

open up opportunities for women, with a focus on suffrage” (“The Three”).1 Abercrombie, Hill, 

and Turner state that “Feminism in the early part of the [twentieth] century was oriented mainly 

to winning political and legal equality” (131). However, as Jean V. Matthews explains, 

The increasing emphasis on the question of combining career and marriage among a 
small but articulate and visible segment of urban women marked a new phase in the 
development of the women’s movement. And sometime around 1909 or so a new word 
appeared to describe this new departure: “feminism.” It was adopted from the French and 
was used by its advocates to connote a more radical, but perhaps more fundamental, 
aspect of the broad women’s movement than suffrage alone. (103) 
 

Given that my project focuses on social, personal, and career-related situations depicted in 

literature, rather than on political legislation, Matthews’ point is particularly relevant to my 

research. Matthews explains that “‘[l]iberation’ as a defining theme of feminism, rather than a 

focus on civil rights or women’s claim to a larger voice in civic affairs, linked it to the earliest 

nineteenth-century beginnings of the woman movement, when there had been a strong sense of 

emergence and the casting off of shackles” (103). Matthews also indicates the following: 

While they accepted the public goals of the women’s suffrage movement, feminists also 
consciously distinguished themselves from the older suffragists, whom they saw as too 
‘Victorian,’ too heavily moralistic, too repressed—and too superficial in their analysis of 
women’s needs. Feminists believed in full citizenship for women, and thus suffrage; they 
also believed that women must become self-supporting, and so they believed in paid 
work. But above all they believed that liberation demanded an inner revolution in 
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women’s psyches, a willingness to take risks, to flout conventions, to assert equality in 
the state, on the job, and in their personal relationships. (104)2 
 

As Matthews makes clear, “The consciousness of promoting a revolution in women’s relation to 

the world, to men, and to themselves, repressed in the mainstream suffrage movement by the 

grind of tactical planning and minutiae, reemerged in the small groups of mainly young and well-

educated women who began to identify themselves as ‘feminists’” (103-104).3 The vision of 

these feminists, in addressing women’s personal lives, certainly goes beyond a more limited 

focus on just political rights.  

During this period, a key figure reflected a departure from traditional gender norms. As 

Matthews points out (13), “By the turn of the century, magazines and newspapers were filled 

with discussions of a new type of female personality: the ‘New Woman.’”4 Matthews explains 

that,  

As a type, the New Woman was young, well educated, probably a college graduate, 
independent of spirit, highly competent, and physically strong and fearless. The avatar of 
the New Woman was the so-called Gibson Girl, named for her creator, the artist Charles 
Dana Gibson, who began to draw her for Life magazine in the 1890s. Her imperious 
image appeared everywhere, often shown wearing what became the uniform of the New 
Woman: a high-collared, rather severe white shirtwaist blouse, tucked into a plain dark 
skirt. (13)5  
 

Crucially, the New Woman was not just an issue for “magazines and newspapers.” Cecelia Tichi, 

for instance, confirms that the New Woman “affected the national literature,” and that “[f]rom 

the 1890s the new woman—independent, outspoken, iconoclastic—empowered the work of” 

certain specified authors, including Kate Chopin (122).6 As well, a number of scholars have 

addressed the New Woman’s link to criticism of marriage, in terms of its impact on women; for 

example,7 in commenting on “New Woman novels,” Sellers notes that, “To better protest against 

inequality and separate spheres, their authors focused their efforts on the married women whose 

lives were already decided and for whom there were few means of escape” (117). In a paragraph 
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that points to Sarah Orne Jewett’s A Country Doctor and Ellen Glasgow’s Virginia as examples 

of relevant texts (123-124), Tichi observes that “[t]he new woman proposed to seek personal 

fulfillment through work instead of matrimony” (123).8  

Importantly, Sellers observes that “a woman who opposed women’s right to vote could 

by mainstream society’s standards still be considered a New Woman” (111)—a key point to keep 

in mind, given that the texts discussed in my study are not concerned with suffrage activists. As 

Sellers confirms, “Several scholars indicate that suffragism and the New Woman’s persona were 

not all mutually inclusive” (111).9 Sellers also points to Matthew Beaumont as “explain[ing] that 

the women’s movement at the turn of the century was ‘fragmentary’ at best” (111). Sellers 

makes these observations in a paragraph discussing where Kate Douglas Wiggin stood politically 

on “suffragism and women’s rights” (110). On one hand, Wiggin was not a consistent advocate 

of equal voting rights; in fact, Sellers points to evidence that she opposed women’s suffrage in 

1913 (110),10 though she was apparently in favour of it “[b]y 1917” (128, note 6).11 As Sellers 

makes clear, “Kate Douglas Wiggin’s own political attitudes toward suffragism and women’s 

rights were not as straightforward as her mentor’s” (110)—that is, those of Caroline M. 

Severance, “who made it possible for her [Wiggin] to attend a teacher training school” (Sellers 

110), and who “advocated . . . universal suffrage” (Wiggin, My Garden 90).12 Wiggin’s initial 

anti-suffrage position clearly differed from the pro-suffrage feminist vision described by 

Matthews, and also certainly signalled that Wiggin was not a feminist by post-192013 standards. 

On the other hand, earlier in her essay, Sellers describes Wiggin as “[a] woman who experienced 

firsthand both a limiting home environment and the liberation found in professional and 

academic work,” and as “confront[ing] the common issue of marriage and its tense—and often 

contradictory—connection to the New Woman’s fight for equality” (109). In discussing “a short 
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chapter, titled ‘Marriage and Authorship,’” of Wiggin’s autobiography, Sellers notes that “she 

gives her husband [Samuel Bradley Wiggin] only a few lines, . . .” and ultimately argues the 

following: “Wiggin seems to have admired her husband, . . . but nonetheless focuses her 

autobiography on her personal life as a child and her professional life as an adult. If her 

autobiography is any indication of Kate Douglas Wiggin’s priorities and sense of identity, then 

the author and teacher valued her professional accomplishments as much as (if not more than) 

she did her marital relations” (109).14  

Crucially, not all women had access to becoming New Women. “[T]he first wave of 

feminism was generally propelled by middle class white women, . . .” (Rampton), and, at the 

start of the twentieth century, American “[f]emale undergraduates” came “almost entirely from 

the broad middle class” (Matthews 11).15 In discussing the “expanding middle class” in the late 

part of the nineteenth century (after the Civil War)16, Matthews notes that “[i]t was the class that 

was most committed to an ideal of respectable femininity and to separate spheres—but it also 

produced the committed rebels against that ideology, as well as the women who were making 

tentative steps outside the home” (10). Tichi notes that “the idea of conscious choice in and of 

itself was a hallmark of the identity of the new woman, who was very much a middle-class 

figure, since women lower on the socioeconomic ladder, laborers for decades as domestics and 

as factory operatives, were not at liberty to shape their lives according to such principles” (124-

125).17 For these women, New Womanhood was out of reach; thus, Tichi is correct to use 

“privileged” as an adjective for “the . . . new woman” (125). As Matthews specifies, “Middle- 

and upper-class women at least moved into the twentieth century with a strong sense of 

possibility, self-confidence, and high self-esteem” (35, emphasis mine). 
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In addressing the social situation of women, one should note the relevance of girls18 and 

young women particularly. As Miriam Forman-Brunell and Leslie Paris note, “By the end of the 

nineteenth century, women’s relative emancipation was mirrored in girls’ lives” (11). On one 

hand, these scholars confirm that “girls’ growing independence, whether as consumers, wage 

earners, students, or participants in popular culture, remained the source of ongoing 

intergenerational debate, and as a group girls continued to experience less personal freedom than 

boys” (11). In other words, patriarchy and pressure from adults were far from extinct in the lives 

of growing American19 girls. (To be clear, no part of my study is meant to suggest that such 

factors are extinct in America today.) Nevertheless, as Forman-Brunell and Paris make clear, 

“[m]ore girls had extended educations, participated in sports, and found in consumer culture 

important opportunities for youthful self-definition” (11).20 Jane H. Hunter argues that “a logical 

place to look for the New Woman and her admirers is neither in the workplace nor in the tiny 

population of college graduates, but instead in the schoolgirl, especially in the increasing 

numbers of high school girls who had experienced the spirited jousting which took place within 

coeducational high schools and academies in the late nineteenth century” (How Young 373).21 In 

Hunter’s view, “High school girls, more than college girls, constituted a large enough cohort to 

lay claim to changing a culture” (How Young 373).22 Rachel Devlin discusses “[t]he difficulties 

of this argument” (236);23 however, she does not counter the idea that, at the very least, high 

school gave girls a chance to do non-traditional things24—a crucial point in terms of 

understanding the social climate.25 Sellers addresses Hunter’s view while discussing the “formal 

education” of Rebecca (116),26  in her essay arguing that “Rebecca . . . models what [she is] 

going to call a ‘New Girl’ narrative” (111). Sellers is not the only scholar who uses the term 

“New Girl.”27 Crucially, Hunter notes that “[p]arents who sent their daughters off to school in 
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the hopes that they would become more serviceable to the family found that the competition, the 

success, and the high-spirited peer culture made them into ‘new girls’ en route to becoming the 

New Women of the new century” (How Young 368).28 

 

Why focus on 1900-1920 in addressing social change affecting women and girls? 

In discussing the changing social context that women and girls faced, I may seem to have 

chosen a rather narrow period of time. After all, as Matthews confirms, “The twenty years on 

either side of the turn of the twentieth century were a period of fundamental change and 

expansion in the roles and opportunities open to American women” (4, emphasis mine). 

However, a number of factors make the early 1900s an especially appropriate starting point. 

Firstly, social change relating to women and girls, in terms of education, had reached a 

substantial level. On one hand, as Matthews signals, it was “[b]y the 1880s” that “a new female 

type had emerged—the formally educated woman with a high school diploma or even a college 

degree in hand to prove it” (11). However, Matthews also confirms that “the number of teenagers 

enrolled [in high school] climbed from less than 2 percent in 1870 to more than 5 percent by the 

turn of the century—and of these, 57 percent were girls” (11). Moreover, the percentage of 

women among American college students increased from 1870 to 1920, with “nearly half” of 

college students being women by the latter year (Matthews 11).29 1900 was the year by which 85, 

000 women were “undergraduates” (Matthews 11); at the same time, it was a crucial year in 

terms of hostility from conservatives. “As old arguments against women’s education faded,” 

writes Matthews, “new ones seemed to emerge. The old tale that college education would make 

girls into physical and nervous wrecks had been empirically refuted by the increasing number of 

healthy graduates, but a reworked version resurfaced in the early years of the twentieth century” 
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(37). Matthews points to the 1900 census, which “revealed an apparent dramatic drop in the 

birthrate since 1860, particularly among native-born white women” (37-38). As Matthews 

explains, 

the American birthrate had been dropping steadily since the beginning of the nineteenth 
century; what made it an issue now was that immigrant women still produced large 
families, adding to the panic feeling among many “old-stock” Americans of being 
overrun. The sociologist Edward A. Ross coined the term “race suicide,” and President 
Theodore Roosevelt gave it greater currency when he denounced the marriage-and-
motherhood-avoiding woman as comparable to the soldier who shirks his duty. (38) 
 

Essentially, anti-feminism intersected with racism; the latter was a key part of conservative 

gender ideology. Dislike of “the marriage-and-motherhood-avoiding woman” was not exclusive 

to Roosevelt. As Matthews notes, “The decline in the birthrate was most evident among the 

professional classes, and most commentators turned the spotlight on the highly educated 

woman,” who “was seen to be rejecting her natural destiny” (38).30  

Such an attitude was also reflected by a major study regarding adolescence. Various 

scholars address the gender ideology of Adolescence (1904) by G. Stanley Hall31—an academic 

who, in Stoneley’s words, “stress[es] the importance of the girl to the maintenance of white, 

middle-class authority,” and “does this particularly in relation to the widely perceived problem of 

‘race suicide’” (8). In the words of Barbara A. White, Hall “fears that high school education 

equal to a boy’s will endanger a girl’s health and thus weaken her progeny; a college education 

could be even worse because it might influence her not to marry at all” (16). This man “voiced 

patriarchal society’s concerns, . . .” as Sellers puts it (112); he “feared most that women, having 

been educated, would no longer be willing to settle for a ‘limited’ life when other opportunities 

were available” (Sellers 113).32 As White confirms, “In focussing his attention exclusively on 

women’s reproductive function, Hall was simply following tradition” (16).33 Moreover, Lynne 

Vallone and Claudia Nelson observe that “‘[a]dolescence,’ . . . was a new and often disquieting 
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concept in the late nineteenth century; in particular, the adolescent girl was disturbing because 

she might equally well act out what women were supposed to be—and what they were not” (3).34 

However, in the words of Jeffery Jensen Arnett, “its [Adolescence’s] publication in 1904 is 

widely viewed as the beginning of the field of adolescence as an area of scholarly and scientific 

research” (186). Hall’s work thus contributes to my choice of era. Given Hall’s study, the 

conversation about female adolescence, as an emerging academic topic, was clearly affected by 

the same gender conservatism that the White House and many Americans espoused.35 Overall, as 

various sources confirm, femininity (including girlhood) was a major topic of social concern in 

America in the early 1900s—an era in which a key conservative take on female adolescence 

coincided with increasing change in options for girls and women.36 

 

Girls’ Fiction of the Early Twentieth Century: My Principle of Selection 

The same era saw a new period for American girls’ fiction; “1865 to 1890,” as Stoneley 

makes clear, involved “what [he] call[s] the ‘first generation’ of writers” of the genre (12), but 

the early twentieth century was a time of significant developments for the category. As noted 

earlier, girls’ fiction took more than one form; firstly, “After 1900, series fiction for American 

girls blossomed,” as Carol Billman asserts (57).37 Notably, such fiction came to include certain 

unconventional situations—another fact that distinguishes the early twentieth century from 

earlier years. Billman, for instance, observes that “it was not until the twentieth-century series 

(especially those appearing in the teens and thereafter) that girls were out on the roads and 

playing fields, up in the air, and at the war front – right there along with the boys involved in 

suspenseful adventures outside the home” (7). In her essay on “the young female readers of 

mass-marketed girls’ series fiction in the first decades of the 20th century,” Romalov states that, 
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“For the first time in the history of children’s book publishing, girls were the subject of their own 

special kind of adventure story” (88, 89).38 Moreover, Romalov notes the following: “When girls 

read the non-sanctioned series books, they were engaging in a mild form of protest against those 

authorities who, believing the books not only inferior but dangerously habit-forming, would keep 

the books from them” (90). In effect, these works, which “did not attempt to woo the adult 

through their language, subject or pedagogical value . . .” (Romalov 90), provided an opportunity 

for resisting age-based power dynamics; “children overcame adult intrusion to assert control,” as 

Romalov puts it (89-90).39  

Apart from such series books, there were also prominent classics. A major milestone text 

of 1903 was Rebecca, which Stoneley calls “one of the outstanding bestsellers of the turn of the 

century period” (62). As Stoneley confirms, Rebecca “proved a phenomenally successful model 

for other writers to follow: one thinks especially of Canadian writer, Lucy Maude [sic] 

Montgomery’s Anne of Green Gables (1908), and Eleanor H. Porter’s Pollyanna (1913)” (62). In 

Puleo’s view, Rebecca “deviates from the patterns established before its publication in 

[Warner’s] The Wide, Wide World (1850) and [Alcott’s] Little Women (1868)” (353). Puleo sees 

“Rebecca’s story”  as “chang[ing] the formula of the girls’ novel from one in which instruction 

results in character transformation and society’s acceptance to an acceptance of the protagonist 

unedited” (353).40 The idea that Rebecca reflects a wish for this outcome, and differs from the 

earlier works, contributes to my focus on 1900-1920.41  

Before entering the debate over gender in Rebecca, though, I must clarify my principle of 

selection in terms of the chosen novels. Firstly, not all early-twentieth-century girls’ works are 

concerned with the journey from pre-teen or early-teen years to young adulthood; for example, 

Jean Webster’s Daddy-Long-Legs (1912)42 opens with the main character, Jerusha, “seventeen” 
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(3). Such works lack a chance to explore whether a growing girl’s teen years are an extended 

time of facing the intersection of ageism with patriarchy. 

 

Case Study: Pollyanna vs. New Girlhood 

 Perhaps most significantly, I have also excluded Porter’s Pollyanna books from my 

close-reading chapters. Given how more than one critic groups Rebecca and Pollyanna together, 

and how, in John Seelye’s words, the latter’s “debt is clearly to Rebecca” (325),43 my exclusion 

of one from the core analytical work of my study (addressing the significance of implied 

audiences) may seem surprising. A number of factors could seem to favour Pollyanna’s 

inclusion. For instance,44 Pollyanna is initially a child of eleven (Porter, Pollyanna ch. I), but 

ends the sequel, Pollyanna Grows Up (1915),45 as a twenty-year-old woman. Consequently, 

while the sequel does not portray much of her teen life,46 one could at least argue that the 

sequence depicts both her pre-teen/early-teen self and her young adulthood, thereby leaving 

potential room for comparing the stages and discerning whether she has changed in terms of 

engaging with gender and adults. Moreover, as Seelye confirms, Pollyanna “had a massive 

impact on American popular culture, for a time lending its name to everything from motor lodges 

in the White Mountains to a brand of milk bottled in Texas” (325).47 The book was clearly no 

less prominent in America than Rebecca.  

In addition, Pollyanna could, at first glance, seem to be relatively progressive, given 

certain viewpoints. An example48 is Joe Sutliff Sanders’ view of Pollyanna’s place in the history 

of the orphan-girl genre. In addressing the relationship between “women’s sentimental novels of 

the mid[-nineteenth-]century” and “turn-of-the-century orphan girl stories,”49 Sanders recognizes 

that “girls’ novels” inherited from “fiction of the earlier part of the nineteenth century” what he 
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describes as “the formulaic plot in which a disempowered female protagonist uses sympathy to 

knit the people around her into a group bound by sameness” (“Spinning” 42).50 However, he 

argues that “orphan girl novels at the turn of the century rejected the old model that girls must 

happily sacrifice themselves in order to fix the adults around them without any hope of reward to 

themselves” (42).51 He sees Pollyanna as reflecting this later mode (49-52), given how the 

protagonist receives beneficial “attention” from adults when she is injured (52).52 In fact, 

Sanders views the earlier Rebecca as “show[ing] a movement toward Pollyanna” (53, emphasis 

mine), and as “leaning toward but not fully committed to the process of forging sympathetic 

communities that will grant the girl benefits” (54).53 This claim could make Pollyanna seem 

more advanced, and, by extension, worthy of inclusion in this study—especially given Sanders’ 

view that “[t]he bodies—marked out by consumption—these [orphan] girls manage to retain will 

become the site of arguments about women’s rights for the twentieth century, and the fact that 

the happy ending in Pollyanna coincides with the community celebrating the girl’s healthy body 

will have crucial implications in the coming decades” (“Spinning” 58).  

However, Pollyanna is not a “New Girl.” Associating Pollyanna with traditional gender 

roles is not unprecedented; for example,54 in the view of Mary Cadogan and Patricia Craig, 

Pollyanna is one of five specified “heroine[s]” (including Rebecca) who “se[e] [them]sel[ves] 

ultimately as . . . nest-maker[s] and breeder[s]” (109). These scholars argue that, “In the five 

books discussed above [in their chapter], traditional virtues predominate. With the exception of 

Pollyanna, each heroine is educated to an advanced level, yet the future of each is clearly marked 

out along the conventional path” (109). Cadogan and Craig see Pollyanna and the other specified 

works as “not . . . reflect[ing] a positive attitude to social change” (107), despite being “written 

between 1902 and 1915, when women were just beginning to emerge from the Victorian cocoon 

27 
 



of sentiment and insentience” (107). In particular, these critics view “Pollyanna at twenty” as 

“not” being “an ambitious girl” (101), and point to her own words in the sequel about “want[ing] 

to cook and keep house” (qtd. in Cadogan and Craig 101, modification mine).  

In my view, at least three aspects of the sequel (which, together, relate to gender roles, 

age, family, and marriage) confirm that Pollyanna is ideologically conventional. My brief look at 

this book offers a test case in terms of distinguishing a traditional-minded heroine from her 

“new-girl” counterparts. Firstly, the sequel distances Pollyanna from literary ability, and links 

this idea to her conventional femininity. In the later part of the book, the young-adult Pollyanna 

decides to enter a short-story competition to earn more money, as she and her widowed aunt 

continue to face the threat of poverty (Porter, Pollyanna Grows ch. XXV). The novel emphasizes 

Pollyanna’s lack of literary talent; in commencing her project, she gets ready “with a very 

important air,” but then has significant difficulty writing and even “chew[s] her pencils” (ch. 

XXV). Her “very important air” is left to appear silly, while her pencil-chewing infantilizes55 

her; it implies that she lacks serious authorial potential as an adult. While she eventually 

completes a story, she herself notes that “there’s something somewhere that isn’t quite right 

about it, [she’s] afraid” (ch. XXV); however, she still expects to win a prize (ch. XXV; ch. 

XXVI). The text foreshadows her failure by having her other attempts at writing meet with 

rejection (ch. XXVII),56 and she ultimately fails to win anything in the competition (ch. XXIX); 

by contrast, her friend Jamie57 comes first (ch. XXVIII; ch. XXIX). As well, his “first book 

manuscript” is “accept[ed] . . . for publication” (ch. XXVIII). Indeed, Pollyanna acknowledges 

earlier that “[HE] ought to be the one writing stories; not [her]” (ch. XXII). In effect, the text 

portrays her as lacking the authorial skills that a male character has. A link between this lack and 

conventional gender roles is implied in Chapter XXV, when Pollyanna prefers “get[ting] dinner” 
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over writing (ch. XXV). The former, of course, is a conventionally feminine task, while the latter 

is a non-traditional job that she is attempting out of financial necessity. In fact, her alignment 

with a gendered separation of spheres is, in my view, foreshadowed by a detail in the first book 

that Seelye has noticed—namely, the lack of an “emphasis on education” (326).58 Given Jane H. 

Hunter’s point about the relationship between “the New Woman” and “the schoolgirl” (How 

Young 373), the absence of a textual focus on education ties the pre-teen Pollyanna to 

conventional femininity. The sequel’s devaluation of her writing when she is older has a similar 

function. The sequel is compatible with Nodelman’s view that the books discussed in his essay 

(including Pollyanna) involve the “central message . . . that a comfortable home is heaven and 

that the perfect divinities to occupy that home are women who act much like children” 

(“Progressive” 37).59 

The young-adult Pollyanna’s non-feminism is also linked to her acceptance of age-based 

inequality in the family unit. At no point does she disagree with parental (or proxy-parental) 

authority by wanting to defy gender norms in shaping her adult life. In the sequel, her future is a 

cause of tension with her aunt when she wants to marry Jimmy Bean/Pendleton,60 at which point 

Aunt Polly objects on the basis of his unknown family background (Porter, Pollyanna Grows, ch. 

XXXI). This source of tension relates to Pollyanna’s status as a woman in love with a man 

(rather than any unconventional goal on her part), and thereby constitutes a reminder of her 

conventional femininity. Moreover, though she “plead[s] and argue[s]” at first, Pollyanna is not 

prepared to defy her aunt “after all [the latter has] done for [her]” (ch. XXXI); the discovery of 

Jimmy’s family background is what offers a resolution (ch. XXXI-XXXII).61 In this scenario, the 

concept of a heroine who can follow any dreams not endorsed by her guardian is nowhere to be 

found. With her deference to both Polly and patriarchy, Pollyanna exemplifies conservatism62; 
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acceptance of both age-based and gender inequality is embedded in her mode of young 

womanhood. 

Crucially, Polly is not the only older adult to whom the young-adult Pollyanna is ready to 

surrender; the latter’s acceptance of ageism and sexism affects how she is willing to function in a 

marital context. Earlier, she feels that “[she would] HAVE to” marry Jimmy’s guardian John 

Pendleton if he were to propose (Pollyanna Grows ch. XXIX)—a position based on the notion 

that “[i]t was mother, long ago, that broke his heart—[HER] MOTHER” (ch. XXIX).63 (John 

revealed in the first book that he “wanted” Pollyanna’s “mother’s hand and heart . . . long years 

ago” [Pollyanna ch. XX].64) At this point in the sequel, Pollyanna and Jimmy are not certain 

about whether John wants her in that way (Pollyanna Grows ch. XXIX)65; fortunately, he is 

actually interested in another character (ch. XXX). In writing about what “the heroine is prepared 

to” do, Seelye refers to Pollyanna as “[b]eing the kind-hearted person she is” (330).66 Alice 

Mills’ take is more analytical; in her view, “Pollyanna's remarkable willingness to take the blame 

for John's reaction to her mother's behavior is symptomatic either of a rescuing pattern that is 

compulsive to the point of being ludicrous or of an oedipal drama like Jimmy's supposed 

courtship of his father's beloved, Mrs. Carew” (100). “The incestuous implications of these 

relationships,” says Mills, “are just manageable when the partnerings remain in the realm of 

jealous fantasy, but when Pollyanna puts into words her obligation to live out her mother's 

unlived life, to please her substitute father, the whole Glad Game begins to look like a desperate 

oedipal ploy to gain the father's love” (100).67 Of relevance to my point are two other functions 

of Pollyanna’s opinion. Firstly, in being willing to sacrifice her wishes to satisfy an older 

“substitute father” figure, Pollyanna foreshadows her deference to age-based parental authority 

within her own family. At the same time, she also reinforces her acceptance of gender inequality; 
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she essentially believes that John is sexually68 entitled to her (within marriage), and that she must 

function as a consolation prize, rather than as someone entitled to her own life, because her 

mother did not comply with his desires. In privileging a man’s possible sexual feelings in this 

way, she devalues not only her own rights, but also those of her late mother. She sees herself and 

her mother as objects to be claimed,69 rather than as autonomous subjects whose preferences 

matter. Moreover, in being ready to apply her extreme “rescuing pattern,” Pollyanna reflects a 

sexualized form of stereotypically feminine altruism. Overall, this part of the story amplifies and 

confirms what other details signal—namely, that Pollyanna falls far short of being a New Girl.  

 

Reviewing and Entering the Discussion over Rebecca and Gender 

In turning to Pollyanna’s precursor, Rebecca, I am entering controversial scholarly 

territory. Not all scholars hold the belief, expressed by Puleo, that, “In leaving marriage an 

option but not a resolution for her protagonist, Wiggin challenges readers and critics to expand 

their concept of womanhood” (355). Critics have differed over where Rebecca stands in regard 

to roles for women. As Lesley aptly puts it, “Literary critics tend to see Wiggin leaning toward 

one side or another in the debate between whether Rebecca should become a ‘New Woman’ who 

enters the male world of public achievement or a ‘True Woman’ who enjoys schoolgirl success 

only in preparation for a lifetime in the domestic sphere” (“‘The Making of Rebecca’”). Lesley 

herself feels that “since Rebecca’s future is never revealed, the lack of resolution draws attention 

to the confusing and contradictory nature of the debate itself” (“‘The Making of Rebecca’”). 

Lesley’s essay includes this claim:  

Rebecca, herself, reflects much of the ambivalence about her future swirling around her 
from various sources. She must reconcile the use of “all her natural, God-given outlets” 
[words that appear in Rebecca of Sunnybrook Farm] with an exclusive focus on her 
“heart and soul” [words from Wiggin and Smith’s The Republic of Childhood] which 
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would prepare her for traditional feminine roles. Thus, she vacillates between these two 
ideals. (“‘The Making of Rebecca’”)70 

 
Murray sees in Rebecca the traditional mode. In Murray’s view, “As the real world was learning 

to accommodate the new woman with her shorter skirts, bicycles, and attendance at colleges, 

girls’ domestic fiction paradoxically eliminated any suggestions of sexual maturation or 

inclination” (108). Murray feels that “Wiggin remained steadfast on Rebecca’s innocent 

nonsexuality” (108)71—a comment compatible with certain other critics’ claims.72 Also, while 

she acknowledges Rebecca’s expressed dislike of “the limitations placed on young girls” (106)73, 

and while she writes later that “Rebecca’s future is secured when Aunt Miranda wills her the 

lovely home and farm; Rebecca knows she can go to college and become the teacher she has 

always wanted to be” (108), Murray also argues that “Though Rebecca is far more complex than 

her fictional colleagues a half-century earlier, she still epitomizes domesticity when she relies on 

men for protection and advice and eventually marries” (107).74 

While the claim that Rebecca marries is factually wrong75, a number of critics feel that 

Rebecca leans in such a direction. This belief is linked to how they understand Rebecca’s 

friendship with Adam Ladd—an adult-male character who ultimately has amorous feelings for 

her, as the second book makes explicitly clear (Wiggin, New 273-275).76 Two examples77 of such 

critics are John Seelye and Peter Stoneley. On one hand, in discussing the heroine by the end of 

the book, Seelye feels that,  

Like Ellen Montgomery, Rebecca’s education by adversity has prepared her for marriage 
to her mentor, but where [Susan] Warner’s heroine has been rendered a pious cypher, 
Wiggin’s has become a wise yet essentially innocent virgin, precisely the bride Adam 
Ladd desires. Indeed, for Rebecca to remain her mentor’s ideal maiden, she cannot marry 
him, and he will be kept forever waiting just an aisle short of the altar. (300)78 

  
On the other hand, in his view, “That Mr. Aladdin [as Rebecca calls Adam] will eventually 

marry Rebecca is as certain as it is unspoken, . . .” (297).79 Seelye also posits that “much as we 
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admire Rebecca Rowena Randall, it is clear that she fits the general pattern established by Jane 

Eyre, in which maturity for women is equated with controlling one’s impulses and sexual love is 

inextricably tied up with the figure of an older, wiser, wealthier, and authoritarian male” (331). 

Peter Stoneley80 refers to Adam as Rebecca’s “prospective husband” (Consumerism 14), and as 

“a prosperous middle-aged businessman who falls in love with Rebecca, and who, we are led to 

suppose, will one day marry her” (Consumerism 65-66).  

Stoneley’s look at Rebecca81, however, contains certain factual errors. While Puleo sees 

Adam’s “influence on Rebecca’s development” as “purposefully and carefully restrained” (367), 

Stoneley overestimates Adam’s influence. An especially significant mistake82 relates to 

Rebecca’s schooling. Stoneley claims that “[t]he process of vaunting the inspired energy of 

Romantic wildness while guiding that wildness into prescribed forms, is something that will 

mark later Rebecca novels, as Adam Ladd sends her to a stylish boarding school to be ‘finished’” 

(68).83 Stoneley also refers to Rebecca “complet[ing] the education for which Adam Ladd has 

paid” (68), after this part of his analysis: 

Rebecca’s success lies in the sale of her revitalizing pastoral energy, represented by 
herself and Sunnybrook Farm. Both fall to the buying power of the modern venture 
capitalist. But this sale and purchase also signals the demise of nature. The novel 
celebrates the uninhibited zest of rural childhood, but it also converts this same 
commodity into something more profitable. The farm will become a station and Rebecca, 
as noted, will be schooled in poetry and propriety. (68)84 

 
This last sentence differs noticeably from Puleo’s association of “Rebecca’s story” with “an 

acceptance of the protagonist unedited” (353). However, Adam—“a trustee of these [Wareham] 

schools” (Wiggin, Rebecca 143)85—does not pay for Rebecca’s education, and he is not the 

person who decides to “sen[d]” Rebecca to the school.86 Importantly, Stoneley’s misreading 

stands in contrast to Sellers’ association of Rebecca with Hunter’s argument about the link 

between high-school girlhood and New Womanhood (Sellers 116). Also, later in her essay, 
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Sellers writes that “[o]ne of Rebecca’s most influential teachers and female role models is her 

high school English teacher, Miss Maxwell. A New Woman figure, she is single, independent, 

working, and progressive, and she confers these ideals on her young student” (123).87 By 

contrast, along with misreading the context surrounding Rebecca’s studies, Stoneley does not 

address the “progressive” significance of Miss Maxwell. 

 At the same time, while noticing this omission, we cannot simply claim that Rebecca 

lacks any regrettable conservative features or passages. Importantly, Cadogan and Craig see 

Rebecca as “preach[ing] the desirability of contentment with the status quo – though it was left 

to Pollyanna to reduce the doctrine of making the best of things to the level of complete 

absurdity – in language which increasingly savours of the pulpit” (94). They argue that “[w]hen 

Kate Douglas Wiggin begins to preach about the narrow way, being upborne by the sense of 

right doing, and the joy of self-denial, she takes away from Rebecca any cogency as a flesh-and-

blood character which she might have had” (94). Consistent with this argument is a certain part 

of Chapter XXIX, which describes Rebecca’s ultimate happiness while looking after her mother, 

her younger siblings, and the household at Sunnybrook Farm (Wiggin, Rebecca 196-198). By 

this point, Rebecca has returned to Sunnybrook (Rebecca 193-196), due to her mother’s 

“accident” (193); consequently, the employment “position” that she had accepted “ha[s] been 

filled” (196). The account of Rebecca’s eventual happiness at home includes the assertion that 

“the clouds blew over, the sun shone again, a rainbow stretched across the sky, while ‘hope clad 

in April green’ smiled into her upturned face and beckoned her on, . . .” (Wiggin, Rebecca 

196).88 In discussing Rebecca and L. M. Montgomery’s Anne of Green Gables, Anne Scott 

MacLeod states that, “before she can collect the reward of her talent and hard work by moving 

into paid employment, each girl is faced with a crisis in the form of a seriously ailing relative 
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who needs care. In both cases, the girls respond without hesitation, cheerfully shelving previous 

plans and undertaking a sacrificial role as a matter of course” (25-26). On its own, the narrator’s 

remark about “the clouds bl[owing] over” fits not only with the idea of “cheerfully” accepting “a 

sacrificial role,” but also with another part of MacLeod’s discussion: “It is as though the authors 

wanted to demonstrate that neither ambition nor achievement had destroyed the selfless sense of 

duty that was the core of the nineteenth-century womanly model” (26).89 One must also 

acknowledge the narrator’s attention to Rebecca’s “satisfaction of being mistress of the poor 

domain”; the fact that “[a]nother element of comfort [i]s the . . . love” of her younger siblings 

(who “tur[n] to her as flowers to the sun, drawing confidently on her fund of stories”); and the 

“new sense” that “[i]s born in Rebecca” and “comes only with ministering, a sense that grows 

only when the strong bend towards the weak,” among other details (Wiggin, Rebecca 197). Such 

aspects of the text do suggest a celebration of conventional femininity, with its inclusion of care-

giving functions. On one hand, these (and certain other90) details certainly do signal that the 

Rebecca sequence is not entirely free of patriarchal assumptions. Such details could lead one to 

endorse Cadogan and Craig’s overall view that Rebecca does “not . . . reflect a positive attitude 

to social change” relating to women, and that the book “appealed to the conservative element in 

[its] readers” (107).91 From a second-wave or a twenty-first-century feminist perspective, 

Rebecca leaves much to be desired and has regrettable features;92 I am certainly not claiming 

otherwise. (In fact, this study will point to certain lamentable assumptions in Rebecca.) 

On the other hand, though, I am persuaded by scholarly remarks and textual details 

consistent with the view that Rebecca is relatively anti-conservative for its era. In particular, I am 

persuaded by the idea that Rebecca is a developing “New Woman.” Before turning to that line of 

thought, I would like to address the work of Barbara A. White; while she does not associate 
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Rebecca with New Womanhood, her viewpoint differs noticeably from that of Cadogan and 

Craig. To be clear, White does not see the book as being completely free of conventional 

thinking. In fact, she remarks that, “In accord [sic] with the tradition of the didactic novel of 

girls’ upbringing, Rebecca of Sunnybrook Farm is in part a history of the protagonist’s education 

in submission. Rebecca must learn to, as she puts it, ‘catch bricks . . . catch ’em without throwing 

’em back, too’ [. . .]” (White 39).93 At the same time, though, White clearly resists seeing the 

novel as wholly conservative. Early in her discussion of Rebecca, White refers to the heroine as 

“a Good Bad Girl” (39),94 and addresses Rebecca’s “prefer[ence]” for “boys’ activities,” her 

dislike of “sew[ing] and . . . housework,” and her “disma[y] at the prospect of womanhood” 

(39).95 Later, after bringing up the “education in submission” and what the heroine “must learn 

to” do, White points to Rebecca’s author as “treat[ing] this theme [of ‘catch[ing] bricks’] with as 

much ambivalence as Alcott does” (39). White notes (in a statement that includes key words 

from the text) that “Rebecca’s stern aunt is rebuked for trying to make her niece a ‘cringing 

worm’ (108), and Rebecca never learns to ‘catch bricks’ happily, without ‘some inward repining 

and rebellion’ (306)” (39). 

White goes on to notice what Cadogan and Craig (to whom she does not refer) fail to see: 

Rebecca’s dislike of being stuck in the domestic sphere because of her mother’s accident. As 

White confirms (39), the novel refers to Rebecca experiencing “a mutinous leap of the heart” and 

“a beating of wings against the door of the cage, a longing for the freedom of the big world 

outside” (qtd. in White 39).96 Indeed, these sensations occur after “the letter [i]s received saying 

that her position in Augusta had been filled” (Wiggin, Rebecca 196). Immediately before that 

textual revelation is the following account of Rebecca’s situation:  

No girl of seventeen can pass through such an ordeal and come out unchanged; no girl of 
Rebecca's temperament could go through it without some inward repining and rebellion. 
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She was doing tasks in which she could not be fully happy – heavy and trying tasks, 
which perhaps she could never do with complete success or satisfaction, and like promise 
of nectar to thirsty lips was the vision of joys she had had to put aside for the 
performance of dull daily duty. . . . At first sympathy and grief were so keen she thought 
of nothing but her mother’s pain. No consciousness of self interposed between her and 
her filial service; then, as the weeks passed, little blighted hopes began to stir and ache in 
her breast, defeated ambitions raised their heads as if to sting her, unattainable delights 
teased her by their very nearness – by the narrow line of separation that lay between her 
and their realisation. It is easy for the moment to tread the narrow way, looking neither to 
the right nor left, upborne by the sense of right doing; but that first joy of self-denial – the 
joy that is like fire in the blood – dies away, the path seems drearier and the footsteps 
falter. Such a time came to Rebecca, and her bright spirit flagged when the letter was 
received . . . (Rebecca 196)97 

 
In discussing the fact that “[b]oth [Anne and Rebecca] have to sacrifice plans for their futures to 

take care of their families,” Mary Seneker Kissel argues the following: “It is significant in these 

books that, unlike in What Katy Did, there is no concerted effort by the authors to show that 

these home roles are Rebecca and Anne’s ideal spheres (though conventional Aunt Jane does say 

of Rebecca, ‘Her first duty’s to her mother’  [p. 303])” (20, square brackets in original).98 After 

noting that “in both cases women--Rebecca’s mother and Anne’s guardian Marilla--rail against 

the girls’ sacrificial decisions as wastes of talent and opportunity,” Kissel argues that, “Instead of 

serving the purpose of putting girls into their proper places as women, these episodes near the 

end of both books seem more designed to illustrate the difficulty of maintaining freedom in the 

face of ‘the inevitable yoke’of adulthood” (20, 20-21).99 Kissel asserts that “there is no meek 

bowing of the head to traditional and expected roles,” and refers to Rebecca as “accept[ing] this 

test of her character, but not without a struggle” (21).  

Moreover, after referring to Rebecca’s “longing for the freedom of the big world 

outside,” the narrator of the novel specifies that “[i]t was the stirring of the powers within her, 

though she called it by no such grand name” (Rebecca 196). Interestingly, certain key words that 

Cadogan and Craig use in their own prose (without quotation marks)—“the narrow way, being 

37 
 



upborne by the sense of right doing, and the joy of self-denial” (Cadogan and Craig 94)—

actually originate from a longer sentence about Rebecca not enjoying her plight in the domestic 

sphere (after an initial period of altruistic feeling). The passage quoted above does not portray 

Rebecca as “cheerfully shelving previous plans,” to point back to MacLeod’s description (26, 

emphasis mine). In fact, the reference to “defeated ambitions rais[ing] their heads as if to sting 

her” clearly evokes the idea of acute physical pain. At this particular point, Rebecca is anything 

but cheerful. Kornfeld and Jackson also point to this fact, in observing that “Kate Douglas 

Wiggin describe[s] Rebecca’s stint as a housewife in less than glowing terms” (73).100 As Sellers 

observes, “Having been educated and shown the ‘world outside,’ Rebecca is no longer content 

inside the home. She knows she is made for greater things and longs for the ‘freedom’ of which 

she has learned. Though she does not entirely know what her future holds, she is aware that the 

power she needs is ‘within her’” (123). 

Admittedly, this part of the novel is followed by a shift in Rebecca’s mood, following a 

“stormy night in her little room” (Rebecca 196). This shift involves the “new sense [that] was 

born in Rebecca” and “comes only with ministering” (197), as well as such details as “the sun 

sh[ining] again” (196). In effect, after feeling unhappy and suppressed, she reverts back to 

altruism in a domestic context and has a happier outlook. One could argue that these later 

phrases blatantly contradict, and thereby undermine, the account of her unhappiness, while 

justifying the view of Cadogan and Craig.101 At the same time, however, the text suggests that 

optimism about a future career—the outcome that Maxwell desires for her (Rebecca 190)102—is 

a major driving force behind her cheerfulness. At one point, her mother says the following: “‘I 

can’t bear it! Here I lie chained to this bed, interfering with everything you want to do. It’s all 

wasted – all my saving and doing without, all your hard study, all Miranda’s outlay – everything 
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that we thought was going to be the making of you!’” (Wiggin, Rebecca 198-199). Rebecca’s 

response includes the following: 

‘Why, mother, I’m only a little past seventeen! This person in a purple calico apron, with 
flour on her nose, is only the beginnings of me. Do you remember the young tree that 
John transplanted? We had a dry summer and a cold winter, and it didn’t grow a bit, nor 
show anything of all we did for it; then there was a good year, and it made up for lost 
time. This is just my little “rooting season”, mother; but don’t go and believe my day is 
over, because it hasn’t begun! The old maple by the well that’s in its hundredth year had 
new leaves this summer, so there must be hope for me at seventeen!’ (199) 
 

While she does not explicitly mention a career here, the earlier words from her mother establish 

professional life as the immediate subject of their conversation. In Kissel’s view, “For the reader 

expecting a happy ending, there is a feeling, . . . that this test is an interlude, that better days do 

lie ahead for Rebecca--a sense, as Rebecca tells her mother, of ‘becoming’” (22).103 After 

pointing to part of Rebecca’s reply, Regina Puleo argues that “[l]eaving the door to Rebecca’s 

future open was not Wiggin’s inability to reconcile the freedoms of childhood with the gendered 

demands of her culture, to resolve an oedipal taboo, or to exempt Rebecca from giving up her 

childhood perfection” (375).104 “Moreover,” says Puleo, “Wiggin’s deliberate open ending 

allowed Rebecca and her child readers, unlike their mothers before them, not to envision 

adulthood as the ending of freedoms but rather as brimming with an array of exciting 

possibilities” (375). As Puleo states a bit earlier in her essay, “Wiggin ultimately leaves us with 

hope that Rebecca is prepared to follow her dreams wherever they may lead” (374).  

Indeed, the novel does not end with Rebecca’s reply to her mother; as White aptly puts it, 

“Rebecca is finally saved from household drudgery, in the manner of Jo March, by a large 

inheritance from her aunt” (39). Rebecca ends with the heroine having inherited her aunts’ house 

(following Miranda’s death) (207-208), with “her mother . . . to receive a handsome price” due to 

the sale of Sunnybrook (203), and with concluding words about the family’s future, as well as 
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the fact that the heroine’s “own future [i]s close-folded still – folded and hidden in beautiful 

mists; . . .” (208).105 Kissel asserts that, “When at the end Rebecca takes possession of her 

inherited brick home, she is not only liberated, but she also assumes the role of head of her 

family.  Her future is shrouded in ‘beautiful mists,’ and the reader is left with the impression that 

anything is possible for this exemplary woman” (22).106 Furthermore, near the end of New 

Chronicles, Rebecca thinks the following (254): “If it [her family’s situation] really turns out to 

be settled, now that Aunt Jane and mother are strong again I must be looking up one of what Mr. 

Aladdin calls my ‘cast-off careers.’”107 Ultimately, given Puleo’s point about Rebecca’s “open 

ending” (375), Rebecca’s optimistic reply to her mother fits logically with the text’s “less than 

glowing” take on domesticity, to reuse Kornfeld and Jackson’s descriptor (73). 

 However, after referring to the latter aspect of the novel and pointing to words from the 

text, Kornfeld and Jackson make the following claim: “Perhaps it was because they realized that 

this was the inevitable future of their heroines that the authors [of the works discussed in this 

essay] shied away from having them marry; they generally did so only in sequels demanded by 

the public” (73). As Puleo correctly notes, though, Kornfeld and Jackson (in making the point 

about “sequels”) “fail to identify Rebecca as the major exception to this category” (354)—a 

status that Puleo addresses in her own article. Puleo feels that, “Rather than focus on how 

Rebecca’s stories endorse Romantic concepts of femininity, inferior female subject positions, 

and gendered role expectations, it is important for criticism, . . . to recognize how they reject 

them” (356). Puleo’s essay diverges from the following: “Because many qualities of Wiggin’s 

text seem to fit with other works of the same period so neatly, critics of the girls’ novel and 

orphan novel of the early twentieth century tend to lump Rebecca together with other literary 

heroines as examples of the same story type” (Puleo 353-354).108 As Puleo explains, “These 
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critics fall into two camps: those who see Rebecca’s story as an adolescent girl’s preparation to 

meet the expectations of gender-role socialization, and those who see Rebecca as an innocent 

child who never will age. Both, however, have missed the mark” (354).109 Puleo’s own 

viewpoint—including her assertion about Rebecca’s author “leaving marriage an option but not a 

resolution for her protagonist” (355)—strengthens the case for looking specifically at the early 

twentieth century. Among Puleo’s claims relating to Adam is the idea that, “Despite Ladd’s 

interest in Rebecca, it is Rebecca’s self-directed ability and innate skill that advances her through 

school and toward securing a career” (365).110 Puleo believes that, “In understanding how 

Rebecca’s story functions differently from other girls’ novels of its period, it is important to 

regard Adam Ladd’s interest not as Rebecca’s primary aim or reward but rather as secondary to 

her principal achievements” (364).111 

Particularly crucial to my project is Puleo’s reference to “the New Woman paradigm” of 

the era (360)—the contextual factor with which my study is concerned. Puleo points to Susan K. 

Harris’s remark that “Wiggin’s novel embodies the conflicts of a society moving from the 

accepted values of the nineteenth century into the unsettling challenges of the twentieth” (qtd. in 

Puleo 360).112 Puleo then explains the following:  

By 1903, when Wiggin penned Rebecca, the New Woman paradigm was epitomized by 
the Gibson girl and bachelor girls, who personified not only physical beauty but also a 
greater degree of independence, advanced education, and aspirations toward careers and 
personal fulfillment. Yet, despite publishing in the new century, Rebecca’s diary entries 
in the New Chronicles are dated “187–,” placing her in the transitional period between 
“true” and “new” woman ideals. She must negotiate between two generations’ ideals of 
womanhood. (360) 
 

Puleo posits that, “By ultimately favoring the self-reliant ideals of Rebecca’s spinster aunts and 

teachers—not home and mother—Rebecca is prepared to make the leap from the domestic 

confines of the nineteenth century to the new opportunities available to women in the 
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Progressive Era” (360).113 Puleo thus provides a precedent for associating Rebecca explicitly 

with New Womanhood—a concept at the heart of this study’s analyses. However, it is Kelli M. 

Sellers who refers to Rebecca as “model[ling] a ‘New Girl’ narrative” (111). Sellers sees 

“Wiggin’s novel” as “explor[ing] the options available to girls, showing them the way to 

achieving education, liberty, and equality” (121); its heroine, in Sellers’ view, “may be more 

progressive than others acknowledge” (108). 

Notably, Sellers engages with a scene in which Rebecca (now a high-school student) 

reads Romola and then interacts with Adam (124-125). Unlike Griswold, who looks at the 

“jealousy” that Rebecca feels “when she sees Mr. Ladd walking with Huldah” (80),114 Sellers 

addresses the relevance of George Eliot’s Romola; she points out that that novel’s “protagonist is 

a young woman married to a deceitful man and who, in the long run, is unafraid to risk 

everything for freedom” (124). After providing further information,115 Sellers offers the 

following analysis: 

When Adam Ladd interrupts her reading, Rebecca realizes that she cares for him, but 
Wiggin never defines Rebecca’s feelings for the man. The older man and school trustee 
shows Rebecca a picture of his young mother and tells of her early death. Seeing the 
picture “made Rebecca feel old, experienced, and maternal. She longed on the instant to 
comfort and strengthen such a tender young thing” . . . [to quote from Rebecca]. Rebecca 
feels maternal and strong, confident that Wiggin encourages children to ‘grow,’ she could 
strengthen another young woman. While she cannot help the dead woman, Rebecca does 
comfort Adam Ladd, and when he takes her hand, proclaiming her beauty and maturity, 
Rebecca draws on her strength. More maternal than romantic, Rebecca models the 
fictional Romola and dodges Adam Ladd’s advances. (124-125)116 

 
The first sentence here raises a valid point; after all, Rebecca never really clarifies whether the 

heroine’s “jealousy,” to reuse Griswold’s word, reflects an actual desire to become his wife, a 

transient crush, or a non-sexual feeling. Earlier in the chapter, the narrator indicates that “[h]er 

[Rebecca’s] feeling for him and that of Emma Jane was a mixture of romantic and reverent 

admiration for the man himself, and the liveliest gratitude for his beautiful gifts” (Wiggin, 
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Rebecca 148). The precise nature and intensity level of the “romantic . . . admiration” is left 

unspecified. In conjunction with this lack of clarity, Sellers’ second point—relating to Rebecca 

“dodg[ing] Adam Ladd’s advances” (125)—counters the notion that the heroine “clearly 

anticipates a future with Adam Ladd,” as Johnson puts it (“Community,” 63, emphasis mine). 

Crucially, Sellers goes on to make another key point: “Also notable, however, is Rebecca’s 

newfound understanding of herself. Though she continues to rely on female role models, 

Rebecca is ready to become a role model as well; she has become mature enough to lend strength 

and comfort to others. She has learned and is ready to teach” (125).117 This statement is 

compatible with Puleo’s view that, “In understanding how Rebecca’s story functions differently 

from other girls’ novels of its period, it is important to regard Adam Ladd’s interest not as 

Rebecca’s primary aim or reward but rather as secondary to her principal achievements” (364). 

This study will build on, and address a gap within, the Puleo and Sellers branches of 

Rebecca scholarship. I see a more complex picture than that implied in Puleo’s claim that 

Rebecca is ultimately “liberated to take advantage of new possibilities” (353), or that conveyed 

in Sellers’ assertion that “Wiggin’s novel and its titular character take up the New Woman’s 

feminist polemic, but by focalizing the story through a girl protagonist, Wiggin provides child 

readers with a progressive vision of the future, and adult readers with an ideal, imagined 

childhood that prophesies new possibilities” (111-112). The Rebecca sequence involves a desire 

for these identified outcomes; however, Rebecca combines aspiration for the heroine being a 

future New Woman with a warning, aimed primarily at hypothetical adult readers, about the 

harm that adult-imposed impediments can inflict on growing New Girls. At the same time, in 

assuming that there is no point in seeking to alert implied girl readers to the full scope of the 

problem, the texts paradoxically contain an assumption at odds with its warning for adults (since 
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the texts do not question the idea of leaving hypothetical girls, as imagined by the texts, without 

complete, as opposed to just partial, knowledge of their social situation). Exploring these aspects 

of the sequence will enhance our understanding of how Rebecca seeks to advance the cause of 

New Girlhood, as well as how the contradiction in the text’s approach reflects the pervasiveness 

of the very problem that the sequence criticizes. This study's look at Rebecca will also develop 

our grasp of how this sequence compares with the non-adult-oriented Ruth Fielding. 

 

Rebecca and the Issue of Audiences 

In discussing gender and girlhood in Rebecca, I will explore the question of intended 

audiences for two reasons. The first is Rebecca’s own status as a dual-audience classic, which 

raises the question of whether (and why) the Rebecca books imagine a particular age group as 

the one that can truly help “new” femininity succeed (by way of effectively challenging adult-

imposed social impediments). The second is the fact that the Stratemeyer Syndicate, which 

clearly lacked an interest in adult readers (as scholars’ observations make clear), created a high-

profile character with crucial points in common with Rebecca—a fact that raises the question of 

how the texts compare and differ in terms of their engagement with New Girls’ social situation. 

The idea that adults are among Rebecca’s intended readers is not new. For example, 

Sellers sees Rebecca as “educat[ing] adult readers by having them recapture the remains of a lost 

childhood and imagine future possibilities. Therefore, Rebecca requires both the visionary and 

the nostalgic imagination in order to foretell the New Woman’s future” (119).118 Naomi Lesley 

asserts that “Rebecca of Sunnybrook Farm is intended for both children and adults, but many of 

its didactic messages are directed toward adult readers. Wiggin encourages children to ‘grow,’ to 

read, and to imagine, preferably in a country setting; however, it is adults who must provide 
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appropriate food for the child’s imagination and loving encouragement to grow” (“‘The Making 

of Rebecca’”). Earlier, Lesley argues that “Rebecca undoubtedly contains didactic messages for 

adults, but these messages serve a double purpose” (“‘The Making of Rebecca’”). Lesley 

develops this idea with the following:  

Wiggin portrays a view of a free and whole childhood in order to coach adults in how to 
bring up healthy children (McLeod 102); however, this ideal childhood also invites adult 
readers to “come in and rest their tired nerves” and to renew their better, more innocent 
and virtuous natures by sharing in the ideal experience of childhood through literature 
(MacLeod 120). However, in encouraging adult readers and playgoers to focus on the 
refreshing and nostalgic aspects of Rebecca’s childhood, she correspondingly had to de-
emphasize Rebecca’s hardships, thus undercutting her didactic messages about 
childrearing. In order for adults to effectively help children like Rebecca to grow, they 
must recognize the difficulties and problems inherent in contemporary childrearing 
practices; but in order for adults to be effectively “re-made” into ideal children, they must 
recognize childhood as a lost idyll which they must strive to recreate. (“‘The Making of 
Rebecca’”)119 

 
Like Sellers, though, Lesley does not engage with audience-related narratological concepts 

discussed by Wall (which I will address a bit later).  

Furthermore, Mary Phillips Manke identifies Rebecca, which is “now thought of as a 

‘children’s classic,’” as having “originally” been “written for a general audience” (58). Such a 

claim is compatible with how early-twentieth-century Americans evidently perceived the 

intended audience of books like Rebecca, and with Wiggin’s own documented views on 

“children’s” books and adults. In terms of the former, MacLeod observes that, “For a decade of 

so on either side of the turn of the century, there was a community of literary tastes among adults 

and children greater than ever before or since” (119).120 This was “the era of shared reading,” to 

use MacLeod’s term (124); “Americans of the late nineteenth and early twentieth centuries did 

read prodigiously as children, as adults, and as families; quite often, they read the same books” 

(MacLeod 114). MacLeod confirms that Rebecca was among these works: “A romantic view of 

childhood made adults susceptible to books about children as well. Adults willingly read novels 
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with children as main characters if the children were lovable and the story sentimental. Rebecca 

of Sunnybrook Farm, Little Lord Fauntleroy, and Captain January were as familiar to adults as 

to children” (119). “The [late-nineteenth-century] era,” she explains, “was the high point in 

American romanticization of childhood. Conventional opinion idealized childhood as a free, 

golden period when children were close to God and nature, . . .” (117)121; by contrast, “The view 

of adult life was darker” (117).122
 

Interestingly, a reviewer of the time labelled Rebecca as being specifically for “older” 

readers, without even mentioning child readers at all. In her 1908 review of Anne of Green 

Gables for the Boston Budget and Beacon, Anne Benszen Bradfird asserts that “[n]ot since Kate 

Douglas Wiggin’s ‘Rebecca’ has so engaging a miss appeared in the fiction written for the 

consumption of older folks, as ‘Anne of Green Gables,’ the heroine of L. M. Montgomery’s first 

book” (485). Bradfird’s identification of Rebecca’s adult audience is presented as a statement of 

fact, not as an original argument. Her words imply that she was in tune with, and felt comfortable 

in taking as a given, the social phenomenon about which critics like MacLeod123 have written. 

That Wiggin herself expected adults to read children’s classics is made clear in her own 

written statements. Wiggin identified “[o]lder people” as “always” being able to “read with 

pleasure the best children’s books” (qtd. in MacLeod 120). She also asserted that, “If, indeed, 

you would be dreadfully bored [in reading the works listed by Wiggin], it is conceivable that you 

are a bit pedantic, stiff, and academic in your tastes, or a bit given to literary game of very high 

and ‘gamy’ flavour, so that French ‘made dishes’ have spoiled you for Anglo-Saxon roast beef” 

(qtd. in MacLeod 120).124 MacLeod observes that, “Like her list of titles, Wiggin’s sentiments in 

this passage are characteristic of her time and class, including the preference for hearty, Anglo-

Saxon influences and the slight scorn for those who could not share the tastes of childhood” 
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(120). Wiggin also acknowledges adult readers in a key part of her autobiography. Wiggin states 

that, “When I feel a trifle depressed that my audience is chiefly one of girls and women, I re-read 

an occasional letter from men, who are not copious correspondents!” (My Garden 353). She then 

comments on and reproduces a pro-Rebecca letter from Jack London, which is, in her words, 

“strangely enthusiastic from an author of Jack London’s type” (My Garden 353).125 Crucially, 

along with showing that her work has, in fact, received adult-male attention,126 Wiggin refers to 

adult women without expressing any surprise that they (as a particular age-based group) are part 

of her audience. Given how she groups “girls and women” together (353), it seems that she is not 

thinking only of children when she states the following a bit earlier: “Rebecca somewhat 

changed the current of my life-stream by bringing me into a wider fellowship and intimacy with 

girls of all ages” (My Garden 352-353, emphasis mine).127 Also, while she is surprised by 

London’s “enthusias[m]” (given the “type” that he represents), she clearly wants adult males to 

be part of her audience, since failing to remember such readers makes her “feel a trifle 

depressed,” and since reading an adult man’s pro-Rebecca letter apparently counters this feeling. 

Ultimately, one should keep in mind the following point from F. H. Langman: “An 

author may write for a single person or a large public, for himself or for nobody. But the work 

itself implies the kind of reader to whom it is addressed and this may not coincide with the 

author’s private view of his audience” (qtd. in Chambers 251 and 258).128 While its use of sexist 

language is wrong, this quotation reminds us that evidence of an “implie[d]” audience is to be 

found in textual details. Nevertheless, Wiggin’s words are compatible with the notion that the 

period involved “shared reading,” to reuse MacLeod’s phrase (124). 
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The Significance of Pairing Rebecca with the Stratemeyer Syndicate’s Ruth Fielding 

Not all books for the young were part of a dual-audience realm, however—a fact that 

makes the era fertile ground for exploring how works differed on the question of adult readers. 

MacLeod explains that, 

Outside the mainstream, there was another kind of reading, not as ‘gamy’ [to borrow 
from Wiggin] as the unexpurgated Arabian Nights, though surely not acceptable in 
family circles either, but a form of literature widely indulged by the young all the same. 
The latter half of the nineteenth century produced an immense amount of popular ‘trash’ 
literature in the form of series books, rags-to-riches tales, sensational ‘boys’ papers,’ 
westerns, and dime and crime novels. (121) 
 

Non-family-oriented “series books” were part of the early-twentieth-century landscape. “The tide 

of dime novels had ebbed by 1890, but series books flourished, to the growing distress of 

librarians, . . .” writes MacLeod (122).129 As noted earlier, in distinguishing “mainstream 

literature” from “the series books” addressed in her essay, Romalov makes clear that the latter 

“did not attempt to woo the adult through their language, subject or pedagogical value . . .” (90). 

The Stratemeyer Syndicate was a key source of series; as Hamilton-Honey puts it, “The most 

influential series creator at the turn of the century was undoubtedly Edward Stratemeyer, who 

formed the Stratemeyer Syndicate in 1906” (Turning 4).130 A crucial method of stimulating 

youth demand for his books reinforced their distance from family reading.  As Stoneley 

confirms, “In 1906 he persuaded one of his publishers, Leons and Cupples, to halve their normal 

price for a series fiction” (Consumerism 92). The tactic of a fifty-cent price made The Motor 

Boys “one of the bestselling series of all time” (Stoneley, Consumerism 92)131; as Billman says 

(21), “The books were an immediate success – a Cupples and Leon advertising blurb claimed the 

group to be ‘the biggest and best selling series for boys ever published.’” The tactic also 

established “a new pattern of juvenile bookselling” (Billman 21). As Johnson makes clear, the 

fifty-cent approach “made the [Stratemeyer] books more affordable and helped usher in the era 
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of the ‘fifty-centers’” (Edward 7). At the same time, the low price countered the veto power that 

adults normally had over the reading choices of the young. “Effectively,” writes Stoneley, 

“Stratemeyer had renegotiated the relation between producer and consumer: the series books 

were so cheap that they enabled the child-consumer to bypass many of the usual adult 

‘gatekeepers’ of reading” (Consumerism 92). As Stoneley confirms, “The series provoked a great 

deal of complaint from parents, teachers, and librarians, especially after the prices were dropped 

and the approval of these same adults was no longer necessary to the purchase” (92).132  

Stratemeyer’s pricing tactic countered the dual-audience system that usually surrounds 

children’s books. In the words of Lukens, Smith, and Coffel, “Children’s literature is written for 

two audiences: the adult who often buys and approves of the literature and the child who reads 

it” (6).133 Nodelman points out that “[t]he actual purchasers of children’s books are and always 

have been, overwhelmingly, not children but parents, teachers, librarians: adults. . . . In terms of 

success in production, what children actually want to read or do end up reading is of less 

significance than what adult teachers, librarians, and parents will be willing to purchase for them 

to read” (The Hidden 4-5).134 However, Stratemeyer managed to have his books evade such adult 

control—a factor that complements Romalov’s point about “the series books” lacking adult-

oriented features, as well as the following observation from Romalov: “The [girls’] series’ 

appearance and instant success indicate that young girls were constituting themselves as visible 

segments of society, perhaps for the first time controlling the reading process as well as the 

purchase of books” (89).135 

The Stratemeyer Syndicate entered the realm of girls’ series fiction in 1908 with Dorothy 

Dale (Billman 58; Carpan 18).136 As Johnson notes, “Most Syndicate girls’ series developed 

along one of two lines: a single character gradually triumphing over her surroundings, or a group 
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of girls in search of casual adventures” (Edward 110). In the context of Ruth Fielding and the 

first Dorothy book, the first scenario provides relevant material for analysis of textual 

engagements with New Girlhood and adult-imposed impediments. Ruth Fielding—which, in 

1913, became the second member of the first category (Johnson, Edward 112)137—featured a 

protagonist described by Billman as “one of the best representatives of her many contemporary 

series heroines — best because of her series’ popularity and because of her own position as a 

pivotal figure in fiction for American girls” (59). Johnson points out that “Ruth is far more 

adventurous and self-reliant than most series heroines” (Edward 113). As Billman asserts, the 

protagonist “is no-nonsense, unsentimental, independent, aggressive, ambitious, and assertive” 

(67). Arguably, Ruth has much in common with Rebecca, notwithstanding Cadogan and Craig’s 

association of Rebecca with “enfeeblin[g] sentimental[ity]” (93). To begin with, both were 

prominent in American society. Ruth “was famous” (Carpan, Sisters 45), and “during her heyday 

certainly lived up to the tall claims made by her publishers, Cupples and Leon: ‘Ruth Fielding is 

a character that will live in juvenile fiction’” (Billman 59). Indeed, Ruth was an ancestor of 

Nancy Drew; as Carpan asserts, “Ruth Fielding was the first full-fledged Stratemeyer Syndicate 

girl detective, and even though she was famous, her fame would ultimately be eclipsed by 

another, more popular Syndicate girl detective, Nancy Drew. But the Stratemeyer Syndicate had 

to perfect the girl detective formula before Nancy Drew could be created” (Sisters 45).138 Ruth 

was clearly a major part of girls’ fiction, just as Rebecca—“the outstanding bestselle[r]” 

(Stoneley 62)—was.139  

Another point of similarity between Ruth and Rebecca is that they both represent, or at 

least lean towards, “new” femininity. Murray associates Ruth with “portray[al]” of “the new 

possibilities open to the new woman of the twentieth century” (93),140 while Carpan notes that 
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“Ruth is portrayed as a poor orphan, all-around school and college girl, skilled writer, superb 

actress, savvy businesswoman, brave adventurer, smart detective, and loving wife and mother, 

making her the ultimate New Woman in girls’ series fiction” (34). Carpan also refers to Ruth as 

“the most complex girls’ series heroine of the twentieth century” (29).141 Hamilton-Honey 

observes the following: 

Ruth is perhaps the earliest example of a series heroine who becomes a professional 
woman, participating and succeeding fully within a capitalist market dominated by men. 
Although many series heroines both before and after Ruth attend college, not many of 
them graduate to become full-time professionals producing marketable goods. Ruth takes 
advantage of the expanding business of motion pictures and the new culture of leisurely 
consumption in order to make a career for herself. (Turning 202)142 

 
This account may seem to distance Ruth from Wiggin’s Rebecca, given that the latter never 

enters the world of “motion pictures” and does not “participat[e] and succee[d] fully within a 

capitalist market dominated by men.” Nevertheless, Ruth’s “New Woman[hood]” fits well with 

how Puleo and Sellers see Rebecca. In having a professional career of any kind outside of the 

private home sphere, Ruth embodies the core possibility that Rebecca faces: that of being able to 

pursue “one of what Mr. Aladdin calls [her] ‘cast-off careers[,]’” to use Rebecca’s own words 

(Wiggin, New 254), and “to make the leap from the domestic confines of the nineteenth century 

to the new opportunities available to women in the Progressive Era,” to borrow from Puleo 

(360). “Rebecca’s education in New Womanhood,” as Sellers calls it (125), makes her a 

conceptual older sister of Ruth Fielding. 

At one level, though, grouping Rebecca with Ruth Fielding may still seem unusual, given 

their apparent genre-related differences, the former’s status as a classic, and Rebecca’s place of 

esteem among adults. To my knowledge, no previous study pairs Ruth with Rebecca for the 

purpose of extensive comparison.143 In fact, certain claims could make one conclude that 

Rebecca and girls’ series books belong to separate and irreconcilable realms. For instance, after 
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noting that “[t]he Stratemeyer girls’ series scream female high spirits brought on by a new era of 

women’s rights, culminating, of course, in 1920 when women gained voting privileges” (6), 

Billman makes the following claim:  

The mood as well as the action in Stratemeyer’s books is unmistakably different from 
that in popular series for young female readers of the 1800s. Domestic hardship and 
suffering prevail in the excruciatingly sentimental Elsie Dinsmore books, which center on 
a beautiful, young (though she grows up to be a grandmother by the end of the series) 
heroine who endures and thereby triumphs over the machinations of her family. . . . Other 
best sellers, like the Five Little Peppers and Alcott’s Little Women books, came close to 
Farquaharson’s Elsie novels in melodrama and sentiment. Even after 1900 the socially 
and morally conservative domestic tear-jerker sold well – for example, Eleanor Porter’s 
Pollyanna of 1913 and Rebecca of Sunnybrook Farm, a much better novel written by 
Kate Douglas Wiggin in 1904. (6-7)144 
 
  

Billman does not notice key details in Rebecca with which Puleo and Sellers engage. 

Furthermore, Johnson addresses Rebecca in positing that this work and other specified classics 

differ from the Linda Lane series (“Community”  62-63, 65-66), written in the 1920s by 

Josephine Lawrence (Johnson, “Community” 60).145 In Johnson’s view, “What distinguishes the 

Linda Lane series from these predecessors, . . . is its treatment of and attitudes toward women” 

(62). In my view, however, Rebecca and Ruth Fielding (a major girls’ series) should be grouped 

together; they constitute a small but socially significant cluster of early-twentieth-century girls’ 

texts concerned with the “new” young woman’s emergence during her teen years, as well as her 

encounters with adult-imposed impediments along the way. In fact, the surface-level differences 

necessitate exploring how these seemingly incompatible works address the same core issues, and 

how they share a tacit assumption that girl readers are unable to change the social structure that 

oppresses young girls, even while they differ on the question of seeking to target adults. By 

digging through the surface-level details, one can see that Ruth and Rebecca are not polar 

opposites in terms of their constructions of girlhood, despite how blatantly they seem to differ at 

first glance.  
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 Contributing to this surface-level difference, as this study will show, is Ruth’s tactic of 

downplaying the significance of adult-imposed limitations—an approach facilitated by a 

narrative lack of interest in adults. Crucially, the basic idea that Ruth downplays problems is not 

unprecedented.146 
 Carol Billman asserts that “[t]he choices she [Ruth Fielding] is allowed to, and 

must, make regarding her personal life and her career are not easy ones, no matter how decisive a 

character she is cooked up to be or how simply these dilemmas are sometimes written off” (60). 

Billman offers this remark after commenting on “Ruth’s development over the course of thirty 

books in a society that presents seemingly infinite possibilities” (59), which, in Billman’s view,  

“is as fascinating as it is confusing in its account of the tensions that arise when a smart girl with 

old-fashioned values wants to enjoy the new possibilities open to her. Ruth Fielding, in fact, 

faces compelling dilemmas beyond the predictable problems posed by scheming competitors, 

petty thieves, and would-be interlopers” (59-60) Billman’s chapter about Ruth does not explore 

the absence of textual traits meant for adult readers (and, by extension, does not address how this 

absence affects Ruth’s portrayal of “dilemmas”).147 Moreover, Billman is concerned with the 

overall series, including later books (which came after my chosen era) about Ruth’s life as a 

married woman with a career. As Billman explains, 

Ruth Fielding’s appeal as a celebrated and extraordinary heroine whom girl readers could 
look up to suffered from the moment she got married, at the end of Ruth Fielding at 
Cameron Hall. Why weren’t marriage and family compatible with her work and her 
detection? . . . The discord, . . . stemmed from the tension Ruth’s two lives, the personal 
and the professional, created regarding her characterization. (74) 
 

“The Stratemeyer Syndicate,” writes Billman, “tried to have it both ways in the seven books that 

followed Cameron Hall. The conflicts regarding her gender roles, long incipient in Ruth’s mind, 

are magnified, growing to almost grotesque proportions at times in these last novels” (74). In 

discussing these books in which Ruth is married (74-77), Billman points to the relevance of the 

“social context” after “the gaining of women’s suffrage in 1920,”148 and asserts that “Ruth 
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Fielding reflects the changing, uncertain attitudes of the period” (76). My study will not explore 

any post-1920 Ruth books, given my focus on Ruth as a growing teen, on the period of change 

before 1920, and on the question of a growing “New Girl” facing adult-imposed impediments 

during such a period. Also, in dealing with pre-1920 titles, I will focus specifically on Ruth’s life 

leading up to young womanhood and the start of her career.149 In doing so, I will also engage 

with scholarly claims that relate to this part of her story. 

 At this point, some may ask whether Edward Stratemeyer was even remotely feminist, 

and whether this question affects the appropriateness of grouping Ruth with Rebecca in 

discussing how they depict New Girls and adult-imposed limitations. Firstly, one must 

acknowledge that Stratemeyer—who was “slightly old-fashioned” (Johnson, Edward 8), and 

who “maintained a conservative family life in Newark with his wife and two daughters, . . .” 

(Billman 20)—was not a feminist. As Johnson observes, “The female characters in the Syndicate 

series may have enjoyed a certain degree of independence, but Stratemeyer apparently did not 

extend this freedom to members of his family” (Edward 12).150 As well, in discussing the later 

books of the Ruth Fielding series (dealing with Ruth’s marital life), Billman notes that 

“[Stratemeyer’s] value system was simple enough: no doubt he wanted to portray a happy blend 

of the old-fashioned, family-oriented female in whom he believed and the new young woman on 

the go who would thrill readers” (76). Also, as this study will acknowledge, various scholarly 

observations confirm that works by the Syndicate include aspects reflecting conventional gender 

norms. For example, in discussing early “emotional trials” faced by Stratemeyer heroines,151 and 

after pointing to how Dorothy Dale handles “[being] the victim of a whispering campaign” at 

school (Edward 120), Johnson notes the following: 

Although the heroines show determination in such circumstances, it is a blend of active 
and passive response. They do not give up and go home; they do not creep around 
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cringing or crying openly; they do not let themselves be cowed—at least visibly—by 
others’ behavior. However, they also do not fight back or confront the ringleaders. In 
short, they act as what might be considered the ideal passive woman—if they are 
neglected, unloved, or mistreated, they put on a cheerful face, remain affectionate, and do 
good, determined to endure. (120)152 

 
Furthermore, Johnson discusses how “[t]he [girls’] series [of the Syndicate] . . . blend the 

conventional and the contemporary, the everyday and the adventurous—creating the old-

fashioned modern girl” (124, emphasis mine).153 Moreover, in Ruth Fielding in the Red Cross 

(1918), Ruth actually argues that “[m]en and women are not equal, [Helen] dear. And they never 

will be. Wearing mannish clothes and doing mannish labor will never give women the same 

outlook upon life that men have” (Emerson, Ruth Fielding in the Red Cross, ch. VII; qtd. in 

Carpan, Sisters 42). As Carpan notes, “Surprisingly, Ruth believes that men and women have 

innately different talents, and she supports separate spheres for the sexes. Later in the story, 

however, career and college woman Ruth continues to break down the barriers to the public male 

sphere when she travels to France to work for the Red Cross during World War I” (Sisters 43). It 

would seem that the book’s creators felt a need to include a conservative comment at odds with 

Ruth’s résumé.154 Such details provide further evidence of Stratemeyer’s gender conservatism.155  

However, the statement from Billman (quoted earlier) provides a key point: through 

Ruth, Stratemeyer was “no doubt” aiming to depict a character whose attributes included being a 

“new young woman on the go who would thrill readers” (76).156 Importantly, earlier in her book, 

Billman refers to “Stratemeyer’s amazing resourcefulness, apparent from the start of his career, 

when it came to knowing what the young reading public wanted and knowing how to 

manufacture and market the answers to that question” (20).157 While he was not a feminist, 

Stratemeyer evidently created a high-profile New-Woman protagonist in order to have the books 

enjoy the approval of the girl readers.158 It is significant, then, that Ruth reflects the view that 
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young girls cannot change the existence of impediments stemming from adults, even while 

constructing Ruth as an “extraordinary heroine whom girl readers could look up to” and as “no 

ordinary American girl,” as she is described by Billman (74, 73).159 Ruth involves a belief that 

the way to provide girls with an “extraordinary” role model, and offer them an image of a “new 

young woman,” is to have her thrive as she grows despite the maintenance of adult-imposed 

impediments, rather than because of an ability to overturn the problem. In effect, as I will 

demonstrate further in this study, Ruth points to a tacit assumption that such an ability is beyond 

the realm of what is even imaginable for American girls, even when the protagonist in question 

is constructed as being “no ordinary American girl” and is meant to “thrill readers” by being a 

“new young woman on the go.” Like Rebecca, Ruth assumes that young girls cannot really hope 

to have such a socio-political ability. Notwithstanding their differences, the two stories end up 

having this core assumption in common—a fact that can be detected while analyzing how the 

texts seek to target particular hypothetical readers. In Ruth’s case, however, the conveyance of 

the belief is linked to a lack of interest in hypothetical adult readers. 

 

Implied Readers: Contexts and Clarification 

 As my introduction makes clear, this study is focussed primarily on contributing to 

scholarship on the American girls’ texts. However, in developing my argument, I will make use 

of certain concepts relating to the “implied readers” of children’s literature. In doing so, I will 

avoid anachronistic readings of the chosen texts, sweeping claims about what real readers were 

likely to know, and speculation regarding how actual readers may have responded mentally to 

the works. Instead, I will focus on the works themselves as products of their period, and on the 
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textually reflected assumptions about “implied readers”—an approach influenced by existing 

criticism.  

Firstly, I would like to clarify the phrase “implied reader.” It is “[a] term used by 

Wolfgang Iser to describe a hypothetical reader of a text” (Henderson and Brown). Iser has 

described the figure as “embod[ying] all those predispositions necessary for a literary work to 

exercise its effect -- predispositions laid down, not by an empirical outside reality, but by the text 

itself. Consequently, the implied reader as a concept has his roots firmly planted in the structure 

of the text; he is a construct and in no way to be identified with any real reader" (qtd. in 

Henderson and Brown, modification and emphases mine).160 An apt and non-sexist dictionary 

definition comes from Collins: “the hypothetical reader that a work is addressed to, whose 

thoughts, attitudes, etc, may differ from an actual reader's” (“Definition of ‘implied reader’,” 

hyperlink emphases removed). Discussing how a text constructs implied readers does not 

constitute assuming that real readers will feel a certain way upon reading the text or that real 

readers’ attributes match those of implied readers, given that implied readers and real readers are 

separate entities.  

In addressing the idea of adults being “implied readers of children’s literature” (21),161  

Nodelman and Reimer confirm that “a number of theorists believe that texts of children’s 

literature characteristically have two implied readers” (21). Nodelman and Reimer point to 

quoted words from Jill May (21),162 and to Zohar Shavit’s expressed belief in the genre’s “two 

implied readers: a pseudo addressee and a real one” (qtd. in Nodelman and Reimer 21). In 

Shavit’s view, “The child, the official reader of the text, is not meant to realize it fully and is 

much more an excuse for the text rather than its genuine addressee” (qtd. in Nodelman and 

Reimer 21).163 Another important critic is U. C. Knoepflmacher, who confirms that, “In 1997, 
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Mitzi Myers and [he] edited a collection of essays devoted to what she called ‘Cross-Writing the 

Child and the Adult’. In [their] preface, [they] tried to refine ideas [he] had posited in a 1983 

discussion of Victorian texts ‘balancing’ generational opposites” (159).164 In a chapter published 

in 2009, Knoepflmacher remarks that, “Since it has become routine for critics to scrutinise adult 

values embedded in juvenile texts, we may no longer need Jacqueline Rose to remind us that 

children’s literature is not ‘something self-contained’ or exclusively self-referential” (159). 

However, he goes on to note that, “Nonetheless, our scrupulous attention to cultural and political 

frames has hardly moved us beyond Rose’s dialectical emphasis on generational binaries. The 

overlaps and frictions that make most children’s books such an interactive meeting ground for 

readers of different ages still require a much closer attention” (159).165 He later writes that, “If 

our finest child-texts are adult/child hybrids, greater attention must be paid to the triangulating 

processes through which such hybrids dissolve, reshape and yet also reinstate the divisions 

between child and adult” (160).166 In discussing the Rebecca books, I will not be arguing that 

they “dissolve” supposed “divisions between child and adult” readers in exploring New 

Girlhood. Rather, this study will show that Rebecca and New Chronicles assume a “divisio[n] 

between child and adult” in seeking to aim their exploration of the New Girl’s plight primarily at 

an adult audience. 

A thorough review of cross-writing studies, as a primary field in its own right, would 

explore the work of Knoepflmacher, as well as other contributions, in greater detail. Most useful 

and relevant to my project, though, are certain observations from Barbara Wall. In Wall’s view, 

“It is not what is said, but the way it is said, and to whom it is said, which marks a book for 

children” (2).167 Significantly, while she does not use the term “cross-writing,” Wall offers an 

important historical claim regarding three narrative approaches; in her chapter “Problems of 
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Audience” (The Narrator’s 20-36), she illustrates the approaches by engaging with specific texts. 

One approach is “dual address” (35), which involves “address[ing] child and adult narratees 

genuinely in the same voice” (34), and “which might be found at any time,” though Wall sees it 

as being “rare and difficult, presupposing as it does that a child narratee is addressed and an adult 

reader simultaneously satisfied” (36). Another approach is “double address,”168 which Wall 

associates with the following situation: 

[W]riters known as writers for children . . . may write for a double audience, using double 
address, as Barrie does; their narrators will address child narratees overtly and self-
consciously, and will also address adults, either overtly, as the implied author’s attention 
shifts away from the implied child reader to a different older audience, or covertly, as the 
narrator deliberately exploits the ignorance of the implied child reader and attempts to 
entertain an implied adult reader by making jokes which are funny primarily because 
children will not understand them. (35) 
 

Wall asserts that “double address, in both its forms, flourished as a mode in the nineteenth 

century and persisted into the twentieth century in the work of writers like C. S. Lewis, . . .”169 

while “[s]ingle address is a phenomenon of the twentieth century, and is the result of a change in 

the attitudes of adults writing for children which took place about the turn of the century” (35-36, 

36). This latter concept, “single address,” involves “address[ing] child narratees, overt or covert, 

straightforwardly, showing no consciousness that adults too might read the work” (35). Wall (in 

her text published in 1991) sees this “mode[,] . . . which emerged in the first half of the twentieth 

century . . .,” as “[being] common today” (9). As this study will show, the approach of the 

selected Stratemeyer works is similar to “single address”—a fact that is compatible with what we 

know about the books being aimed exclusively at the young, with Wall’s point about “[s]ingle 

address [being] a phenomenon of the twentieth century, . . .” (36), and with Romalov’s point 

about “the series books . . . not attempt[ing] to woo the adult” (90). By contrast, in exploring a 

pre-teen “new girl’s” exposure to problematic adult conduct, Rebecca’s first chapter involves a 
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method akin to mixing desired “dual address” with intended “double address,” while other key 

details in the two-book Rebecca sequence suggest that adults are the main intended audience for 

whom an exploration of the “new girl’s” plight is meant. Crucially, the family-oriented Rebecca 

was written very soon after the nineteenth century—after “double address,” as defined by Wall, 

had existed for a time. Thus, I am not perceiving a distinctly modern-day literary technique in a 

work from the past. 

Another potential counter-argument relates to discussing the “repertoire” of each 

“implied” audience, and whether such a discussion would involve making sweeping claims about 

actual groups of readers.  As I will explain, it would not involve such claims and would, instead, 

focus on the assumptions of the text itself, as per the quoted statement from Wolfgang Iser about 

the implied reader. Firstly, one must understand the term “repertoire,” as well as the specific 

concerns raised by certain critics. As Nodelman and Reimer explain, “texts assume that readers 

possess a body of knowledge of literature and life, what reader-response theorists call 

‘repertoire.’ The implied reader of a text has in his or her repertoire the factual, cultural, and 

literary knowledge the text refers to” (17). In The Hidden Adult: Defining Children’s Literature 

(2008), Nodelman writes that “[t]he simple text implies an unspoken and much more complex 

repertoire that amounts to a second, hidden text—what [he] will call a ‘shadow text’” (The 

Hidden 8). Crucially, Nodelman170 observes that “the supposedly adult material present as the 

shadow of texts of children’s literature is potentially available to child readers as well as adult 

ones” (The Hidden 209). He writes that, 

In some important ways it is necessarily available to them, as a condition for their 
comprehension of the texts. It is possibly even intentionally available to them, as a 
requisite part of the process by which adults use non-child-like knowledge in their efforts 
to teach children how to be childlike. There can be no doubt that there is a theoretically 
childlike set of perceptions and also a more complex second set of perceptions 
characteristically present or implied in children’s literature; and there can be no doubt 
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that these two streams are theoretically associated, one with an implied child reader, the 
other with an implied adult reader. But there is no reason to ignore another possibility: 
that the single implied reader of these texts, whether a child or an adult, is expected to 
experience a double awareness of the events described, seeing them simultaneously or, 
perhaps, in turn, in both “childlike” and non-“childlike” ways. (209, italics in original)171 

   
Also, after pointing to Shavit’s position, and after briefly addressing it in relation to certain 

contexts,172 Nodelman and Reimer assert that “[t]he trouble with ideas of this sort is that they 

seem to depend on the kinds of generalizations about children that got Perry’s students into 

trouble in their responses to [Edward Lear’s] ‘The Owl and the Pussy-Cat’” (21). Moreover, 

Mavis Reimer has stated that “[t]he assumptions that there are only two reading positions 

available, that these are closely correlated with the ages of actual readers, and that ‘the child’ can 

be linked with the simple and conventional and ‘the adult’ with the complicated and innovative 

are insupportable” (qtd. in Nodelman, The Hidden 209).173 In considering these comments, some 

critics may ask whether my work will be based on speculation about the “repertoires” of young 

girls of the time, and whether my analyses will therefore be undermined by subjective beliefs 

about how younger readers and adults differ—in other words, whether I will simply be 

“accepting a stereotypical view of children’s limited abilities,” to quote from Nodelman’s 

recognition of a problem that could arise in discussing the “shadow text” of a children’s work 

(The Hidden 8).174  

However, my analyses actually will not be based on assumptions about what real young 

girls did or didn’t know in real life. Moreover, my study will not be concerned with what real 

young girls may have understood while reading the works. Rather, this study will identify what 

the texts themselves are assuming about young girls as intended “implied readers,” and how 

textual details reflect such assumptions—an approach consistent with the nature of the implied 

reader as a concept and as a “construct” (to reuse Iser’s term), as well as with the fundamental 
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nature of children’s literature as a genre. For example, in discussing how Rebecca’s first chapter 

seeks to target adult “implied readers,” I will explore how the text reflects an apparent (and 

problematic) assumption that young pre-teen girls do not know about sexual reproduction or 

intimacy (but are able to feel certain sensual reactions when admiring someone’s appearance). I 

will also note the apparent relationship between this textual position and relevant adult social 

attitudes (with which scholarship has engaged). I will not, however, assume that pre-teen girls of 

the era were really as unaware as the text implies. To be clear, I do not think that they were so 

unaware.175  

What I will do, through an in-depth close-reading process, is engage with how the text 

itself constructs and imagines young-girl “implied readers,” and how, through its own details, the 

chapter distinguishes such hypothetical readers from an older “implied reader.” On a related 

note, I will not automatically assume that “simple” details are inevitably meant for young girls 

just because those details are “simple,” or that “complex” details are naturally meant for adults 

because they are “complex.”176 I am mindful of Nodelman’s point about the “possibility” 

relating to “the single implied reader” (The Hidden 209), and of Reimer’s argument (qtd. in 

Nodelman, The Hidden 209). Thus, I will show that Rebecca makes a point of quite specifically 

associating—through very specific textual details—a certain “repertoire” with young girls as a 

particular group, while associating a different repertoire specifically with adults as a particular 

group.  

The focus of this project is logically consistent with a key fact regarding works for the 

young. As Lukens, Smith, and Coffel note, “Children’s literature is written by adults for children 

as adults imagine children to be” (6, emphasis mine). Nodelman observes the following: 

[T]he characteristics of both popular literature and children’s literature relate most 
centrally not to the actual characteristics of their intended audiences but to the ideas that 
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producers and consumers have about those audiences: what constitutes and satisfies 
popular or middlebrow taste in one case, what children might like to read or be able to 
read or need to read—what children are—in the other. Whether or not child readers do 
match how adults think about them, the children in the phrase ‘children’s literature’ are 
most usefully understood as the child readers that writers, responding to the assumptions 
of adult purchasers, imagine and imply in their work. (The Hidden 5) 
 

This point is compatible with Stoneley’s remark, in his study on American girls’ texts, that “we 

should not accept too readily that this fiction is ‘about’ girls in any reliable, authentic way. In 

keeping with Jacqueline Rose’s discussion of ‘the impossibility of children’s literature,’ there is 

always a distinction to be made between the actual child — whoever and whatever she may be 

— and the ideological child, the child as embodiment or projection of adult needs and desires” 

(9-10).177  Basically, analyzing fiction for children differs from exploring actual child 

psychology. This study is concerned with the selected works as high-profile parts of an adult-

created genre, with how such adult-written texts understand the social situation of “new” young 

girls as they become young women, and with the apparent goals of these works in terms of 

reaching out to certain audiences, as they are “imagine[d]” by the texts. I am concerned with the 

adult-produced text part of the text-reader formula—in other words, with the evident adult 

mentality reflected by the works through textual details, rather than with the minds of the real 

young girls who may have read them.178 Whether the texts do justice to the actual psychology of 

such readers is not the issue. In discussing Rebecca’s construction of girlhood knowledge, I will 

address the text’s conception of what girls, as a specific “imagine[d]” group, are “able” or not 

“able to read,” rather than any indisputable truth about such readers.  

On a related note, I cannot offer speculation as to whether the chosen texts actually 

affected how readers of the era, including young girls, perceived the specific issue of New Girls 

facing adult-imposed limitations.179 I can only analyze how the texts seem to have certain goals 

in this regard, while keeping in mind what people of the era evidently understood the target 
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audiences (in terms of age) to be. In terms of focussing on the texts rather than on real readers, 

my approach is not unprecedented. In her study on girls’ series texts, Hamilton-Honey explains 

the following: 

It is difficult to know how girls might have received the social and cultural messages that 
series authors wrote for them. Asserting causality between reading and action has long 
been a tricky issue for historians and literary critics. Working in the past makes finding 
that connection between reading, thought, and action even more difficult. In the absence 
of written proof that girls read particular books and then changed their behavior, all one 
has to go on are authorial intentions (which, like readers’ reactions, are not always 
recorded), sales figures, and the texts of the books themselves” (22, note 3).180  

 
In my work, I am only able to “go on . . . the texts of the books themselves.” In terms of 

“authorial intentions,” I do not have “written proof” that the authors consciously intended to do 

the various specific things that I detect in the relevant passages. Hamilton-Honey also specifies 

that, 

Because the books studied here [in her project] are one hundred years old or more, 
finding actual reader responses to these texts would be extraordinarily difficult, if not 
impossible. While thinking about the ways girls might have responded to these texts is 
intriguing, in this [her] study [she] cho[o]se[s] to focus on the interplay between textual 
representations of girlhood in series books and the changing nature of girlhood in the 
U.S. (22, note 3) 
  

I am not aware of there being evidence of how readers reacted to the particular textual details of 

which this project offers original analyses. My study is focussed on how textual details engage 

with “girlhood in the U.S.” in the early twentieth century, while evidently being meant for 

particular hypothetical readers.181 Indeed, this approach is more appropriate than a focus on real 

readers would have been, given not only how children’s literature has to do with adult 

assumptions, but also how the “implied reader” is an aspect of the text itself and not an external 

agent. As the definition quoted from Iser makes clear, one must avoid conflating textually 

constructed “implied” readers and actual living readers. Ultimately, a study of how two popular 

sets of books imagine the “repertoires” of adults and children tells us more about what society 
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assumed about different age groups than evidence of real readers’ thoughts would do, however 

eye-opening and interesting the latter would be. 

 

Notes 

Gender politics in early-twentieth-century America 

1. a) Crucially, the Progressive Era, which “began shortly before the turn of the century” (Carpan 14), “was 
marked by revolt and reform in almost every department of American life” (Nevins and Commager 336). 
Matthews notes that “[b]y 1910 the suffrage cause was being swept up by the general political movement 
of progressivism” (144). 

 
b) Martha Rampton also notes that “[t]he [first] wave formally began at the Seneca Falls Convention in 
1848, . . .” and that, “[i]n its early stages, feminism was interrelated with the temperance and abolitionist 
movements . . .” (“The Three”). 

 
2. Matthews goes on to explain the following: 

 
This meant above all, as Elsie Parson’s Journal remark indicated, their personal and sexual 
relationships with men. While the older generation of suffragists had rebelled against a familial 
woman’s domestic culture that they perceived as a deadly mixture of drudgery and trivia, the new 
young feminists were also rebelling against the earnest homosocial and asexual women’s culture 
of their elders in the movement. Their more open attitude toward heterosexuality, and their 
readiness to discuss it, was likely to provide plentiful ammunition to the opponents of suffrage. 
Many women involved in the mainstream suffrage movement were thus rather careful to steer 
clear of ‘feminism’ for ideological, tactical, and personal reasons. As one feminist put it, “All 
feminists are suffragists, but not all suffragists are feminists.” (104) 

 
This explanation reminds us that, in discussing the time period, we must avoid conflating the broad 
feminist vision with the more limited version of suffragism.  

 
This limited suffragism also differed, of course, from the later second feminist wave. As Rampton 
observes, 
 

The second wave began in the 1960s and continued into the 1990s. This wave unfolded in the 
context of the anti-Vietnam War and civil rights movements and the growing self-consciousness 
of a variety of minority groups around the world. The New Left was on the rise, and the voice of 
the second wave was increasingly radical. In this phase, sexuality and reproductive rights were 
dominant issues, and much of the movement's energy was focused on passing the Equal Rights 
Amendment to the constitution guaranteeing social equality regardless of sex. (“The Three”) 

 
See Rampton for more, including the point that “[t]he second wave was increasingly theoretical, based on a 
fusion of neo-Marxism and psycho-analytic theory and began to associate the subjugation of women with 
broader critiques of patriarchy, capitalism, normative heterosexuality, and the woman's role as wife and 
mother. Sex and gender were differentiated — the former being biological, and the later [sic] a social 
construct that varies culture-to-culture and over time” (“The Three”).  
 

3. Matthews explains that “[t]here was thus some overlap, and also a conscious distancing, between the two 
movements” (104). 
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4. 1894 is believed to have been the year of the label’s birth. Matthews observes that “[t]he actual term seems 
to have been coined around 1894, but the type was instantly recognizable and the name immediately caught 
on” (13). Sellers notes that, “Though the origin of the title ‘New Woman’ is at times disputed, Sarah Grand 
is generally credited with coining the term in an 1894 article, ‘The New Aspect of the Woman Question’” 
(109). However, Hunter points out that “Grand’s article, in fact, coined no new terminology, advancing 
familiar themes from decades of discussion of ‘the woman question’” (How Young 389). As Hunter goes on 
to reveal, “Her respondent did. The British ‘sensation’ novelist Louise de la Ramée wrote in rebuttal in a 
later issue of North American Review. She titled her piece ‘The New Woman’ and capitalized the term 
throughout” (How Young 389). For more information, see Hunter. Murray asserts that “[m]edia stories 
began to discuss the ‘new woman,’ a term first used by Sydney Grundy in an 1894 play called The New 
Woman. The media popularized the term to contrast young women of the 1890s with their mothers’ 
generation” (84). 

 
5. a) Matthews provides further information about the Gibson Girl’s appearance (13-14). 

 
b) As Hunter explains, 
 

Charles Dana Gibson’s subjects were not originally New Women but stylish ‘girls,’ and they 
gained enormous iconographic power as bold, resourceful figures of American beauty. Published 
in the humor magazine Life and the mainstream genteel press beginning in the late 1880s and early 
1890s, Gibson’s girls became bold New Women and an American prototype only in his 1896 
collection Pictures of People. The beautiful and haughty Gibson Girl appeared as a judge, general, 
diplomat, ambassador, football player, and minister, and she was independent and confident. (How 
Young 389) 

 
Hunter later notes that “the Gibson Girl . . . brought allure and cachet to the New Woman,” though she also 
addresses the fact that that “[t]his cultural power did not translate into direct political power” (392). For 
more information on the Gibson Girl, see Hunter (How Young 389-393, 395). 
 

6. Tichi is an example of a critic who explores New-Woman fiction in greater detail. 
 

7. Another example of a relevant scholar is Matthews. She observes the following: “By the turn of the century 
many ‘new women’ profoundly distrusted marriage; indeed, it was often their reaction to the lives of 
married women of their mothers’ generation that had first propelled many into women’s rights activism. 
For too many women, marriage seemed to mean a life of drudgery, invalidism, a dwindling of personality, 
a submergence in others—a black hole of the self” (96-97).  

 
Matthews points out that “[i]n the 1880s most women who developed a commitment to professional work 
did not, in fact, marry” (97). She also reveals, though, that, “By the early twentieth century, . . . fewer ‘new 
women’ were ready to abandon the expectation of heterosexual love and children, and were beginning to 
resent the idea that they had to choose when men did not” (97-98). Matthews explores in further detail the 
issue of women seeking to have both professional and marital lives (98-103), as well as motherhood (99-
101). For example, in addressing the impact of marriage on the professional work of women of this era, 
Matthews points to the “examples” of “three early-twentieth-century ‘high flyers,’ all of whom married 
with considerable disruption to their careers” (98). 
 
On a related note, Sellers confirms that, 
 

As demonstrated in the arguments of [Mary] Wollstonecraft, [G. Stanley] Hall, [Lavinia] Hart, and 
other writers of their times, the struggle for educational equality spanned centuries and was indeed 
a struggle between marriage and freedom, home and profession. It was, for many, an either/or 
situation. While acknowledging the debate and responding with reassurances, New Woman 
writers and reformers often found it difficult to balance the idea of education with marriage, two 
institutions that seemed contradictory. (113) 
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See Sellers for more information, including her assertion that “the writings of New Women and their 
supporters often proved just as contradictory as the two institutions themselves” (113-114). 
 

8. Earlier, Cecelia Tichi points to writers who "were . . . challenging the received wisdom on courtship, 
marriage, and the family, rejecting such 'truths' as the maternal instinct and the role of child-rearing as the 
highest duty of women" (123). Kate Chopin's The Awakening (1899) is one of the texts that Tichi addresses 
in discussing this matter (123). Also, in a section featuring further discussion of that book (131-132), Tichi 
notes that “[t]hose who see Edna Pontellier [the novel’s protagonist] as a triumph of the new-woman 
consciousness, . . . find her to be an iconoclast of romance, motherhood, and marriage because she thinks 
the unthinkable in authoritative terms that the author supports" (131). See Tichi for more information and 
commentary, including further engagement with The Awakening. 

 
9. In an endnote relating to this statement (111), Sellers advises readers to “[s]ee Richardson and Willis; in 

this collection of essays, scholars Willis, Richardson, Matthew Beaumont, and Talia Schaffer discuss the 
role of suffragism in the New Woman movement” (128, note 5). 
 

10. Sellers reveals that, “Ten years after the publication of Rebecca, Wiggin’s testimony was read on behalf of 
the National Association Opposed to Woman Suffrage at the United States Senate hearings held in 
Washington, D.C. in 1913” (110). Sellers’ words relating to this matter include the following: 
 

According to its president, Mrs. Arthur M. Dodge, “The majority of [the] members [were] self-
supporting or wage-earning women.” [The two bracketed modifications are in Sellers’ essay.] As 
one of these “self-supporting” women, Wiggin explains that she “would not for the world retard 
the development of woman nor hamper her struggle for still greater freedom than she now 
possesses.” At the same time, Wiggin admits, “I am probably antisuffragist by instinct and 
temperament,” and acknowledges that her personal experience has “confirmed” her antisuffragist 
“attitude of mind.” Instead, she believes a woman should be a “good home-maker, a good 
mother, and a loyal, intelligent, active citizen.” Several women made similar statements and 
opposed the ratification of the proposed amendment to the Constitution on the basis of such 
issues as states’ rights, divine motherhood, and race. What unites the women’s arguments is the 
topic of education. (110, superscript number 3 after the second-last sentence removed) 

 
See Sellers for more information [including, but not limited to, quotation of a statement from Mrs. A. J. 
George, as well as Sellers’ remark that “Kate Douglas Wiggin seems to have agreed with Mrs. George’s 
sentiment as she advocated for educational reform and teacher training, working with other women to 
become [to use a phrase from Mrs. George] ‘specialists in our line.’” (111)]. 

 
11. Sellers indicates that, “By 1917, Wiggin’s political leanings seem to have changed,” and then points to 

evidence from “an article” that “the New York Times published” (128, note 6). For more information, see 
Sellers. 

 
12. To be precise, Wiggin notes that Severance “advocated dress reform, low heels, no corsets, new systems of 

diet, universal suffrage, feminism, single standard of morals, and the economic independence of women” 
(My Garden 90). This list of concepts that Severance supported is also quoted in Sellers’ essay (110). 
Wiggin goes on to indicate that “perhaps her [Severance’s] dominant interest was in methods of education, 
then in the hopelessly muddled and inchoate state that has prevailed since the days of Confucius and 
Socrates, both of whom were convinced that they had settled the problem for all time” (My Garden 90). 

 
Earlier, Wiggin identifies Severance as “an obvious leader among women who were then called of the 
‘advanced’ type” and as “a born reformer” (My Garden 90). For more information on Severance, see 
Sellers and Wiggin (My Garden). 
 

13. In 1920, “the Nineteenth Amendment to the Constitution was ratified; being female was no longer a barrier 
to voting anywhere in the United States” (Matthews 156). See Matthews for more information. 
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14. a) Sellers goes on to write that, “In contrast, Wiggin devotes an entire chapter, ‘A Fairy Godmother,’ solely 
to her mentor” (109). Later, Sellers notes that, “If Wiggin is Cinderella to her fairy godmother, it is worth 
noting that unlike in the fairy tale, her supernatural benefactor does not make Wiggin’s marital dreams 
come true by placing her in the arms of a prince. She plucks her from the domestic hearth, but moves her 
into a school in the West, providing Wiggin with the opportunity for financial independence and an identity 
outside the home” (110).  

 
b) Sellers is not the only critic who has addressed the issue of Wiggin giving only a limited amount of 
space in her autobiography to “her marital relations” (to use Sellers’ phrase [109]). See Puleo (363) and 
Kornfeld and Jackson (73-74), who address the issue in relation to both of her husbands. [Crucially, 
Kornfeld and Jackson bring up the matter while elaborating on their assertion that “Alcott and her 
successors offered something other than housework and childrearing to their readers” (73). See Kornfeld 
and Jackson for more information (73-74), including their assertion that, “Voluntarily or not, the creators of 
the female bildungsroman in America lived extraordinary lives, and, consciously or not, their lives affected 
their fiction” (74).] 

 
15. To be precise, Matthews explains that “[f]emale undergraduates still represented a small percentage of 

American women, but by 1900 there were already 85,000 of them, almost entirely from the broad middle 
class” (11). 

 
16. See Note 32 of my Chapter 3. 

 
17. Tichi sees a particular quoted “statement” from Ellen Glasgow (made in her book Virginia) as 

“indicat[ing]” that “the idea of conscious choice in and of itself was a hallmark of the identity of the new 
woman, who was very much a middle-class figure, . . .” (124). See Tichi, and see my paragraph for the rest 
of the statement. 

 
18. Readers of this study may perhaps feel inclined to understand the term “girl” as referring specifically to 

pre-pubescent female children and early-adolescent girls. However, in her study (which is concerned with 
the American context), Jane H. Hunter clarifies the term in relation to the era: “The book is about ‘girls’ 
like Florence Peck who were on the cusp of change. (I use advisedly this contemporary term to describe 
female youth under the age of twenty.) Her age-class—comprising middle-class adolescent females—
attended schools, kept diaries, tried to be good, went shopping, flirted, and participated in a cultural 
revolution over the course of the late nineteenth century” (How Young 2). Later, Hunter explains the term’s 
history in greater detail:  
 

The term girl had traditionally referred to both age and status. A girl who was not a prepubescent 
child was faintly sexualized, a servant, or a social inferior. (The secondary dictionary meanings 
from midcentury all have these connotations, including “maid servant,” “lady-love,” and 
“prostitute.”) The language needed to change to enable Charles Dana Gibson to be painting ‘girls’ 
instead of ‘young ladies.’ Initially, school facilitated the use of the diminutive girl to refer to 
respectable females after puberty. . . . By the end of the century, the prefix school was no longer 
necessary to describe postpubertal youth. Coeducation helped to establish parallel terms for male 
and female students. (How Young 393, italics in original).  

 
For more information, see Hunter (How Young 393-395). 
 

19. In their introduction, Forman-Brunell and Paris make it clear that The Girls’ History and Culture Reader is 
concerned with “American girlhood” (2). See Forman-Brunell and Paris for more information. 

 
20. Earlier, in developing the point that, “Across many variations, nineteenth-century girls shared certain 

commonalities,” these scholars note the following:   
 

As females and as children they were at once marginal and central to American political and social 
life. Girls had little access to power, and even the most elite girls did not expect to attain the same 
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citizenship rights at adulthood (such as voting rights) as did boys of their class. Yet during a 
century in which adult women carved out new roles for themselves as reformers, writers, spiritual 
advocates, and industrial workers, girls found inspiration in new models for female activism at 
home and in the public sphere. (Forman-Brunell and Paris 2) 

 
See Forman-Brunell and Paris for more about girls in the nineteenth century. [For example, after making 
the statement quoted above, they go on to address the fact that “[g]irls were also the focus of significant 
public attention” (2). The rest of their paragraph includes, but is not limited to, the point that, “as [Lucy] 
Larcom suggests, over the course of the century increasing numbers of girls were also encouraged [in 
Larcom's words] 'to cultivate and make use of their individual powers,' and—within limits—to follow their 
own interests” (2). The quotation from Larcom that these scholars provide earlier ends with the point that, 
"When [she] was growing up, they [girls] had already begun to be encouraged to do so" (qtd. in Forman-
Brunell and Paris 1, modifications mine). This comes after the rest of the quotation: “In the older times it 
was seldom said to little girls, as it always has been said to boys, that they ought to have some definite plan, 
while they were children, what to be and do when they were grown up. [. .] But girls, as well as boys, must 
often have been conscious of their own peculiar capabilities—must have desired to cultivate and make use 
of their individual powers” (qtd. in, and two periods in brackets in, Forman-Brunell and Paris 1). See 
Forman-Brunell and Paris.]  

 
21. Sellers points to certain parts of this statement in her essay; see Sellers for more information (116). 

 
22. a)    Devlin also quotes this statement in her review of Hunter’s book (236). 

 
b) More than one aspect of adolescent girls’ lives is addressed in Hunter’s How Young Ladies Became 

Girls. As Devlin observes, “In this absorbing and nuanced book Hunter situates transformations in 
girlhood within the larger framework of the mounting rejection of Victorianism at the end of the 19th 
century. It is a vast and complex undertaking, addressing an impressive range of topics: housework, 
girls’ literature and diary keeping, health and exercise, schooling, illness, graduation exercises, coming 
of age, and romance” (234-235). “The chief source for this book,” confirms Devlin, “is a cache of 
middle-class girls’ diaries” (235). 
 
An example of a point of which Devlin takes note in reviewing Hunter’s book is the following: 

 
Adolescent girls, it becomes clear, had a great deal more freedom than has been assumed. 
Over the course of the 19th century, Hunter writes, ‘middle- and upper-middle-class 
daughters of the urban Northeast stopped doing substantial housework’ ([quotation from 
Hunter] 11). The reasons for this were both demographic and ideological. The Irish 
potato famine of the 1840s brought an influx of unmarried Irish women into the 
northeast. By mid-century 70 percent of the domestic servants in Boston were Irish-born. 
These servants not only replaced native-born “helpers” but also the need for the labor of 
middle-class daughters. Perhaps more important, the presence of leisured, educated and 
refined daughters began to serve as new markers of social class for urban families. (235) 

 
See Devlin for more information. 

 
23. Devlin engages with the case of “one of Hunter’s most important diarists, Margaret Tileston” (236); she 

ultimately argues the following: 
 

What if romance had found her just after high school, as she and her parents had planned? The 
problem with Tileston is that neither her competition with boys nor her exceptional academic 
success changed her parents’ (or her own) conservative outlook. College women—particularly 
those who attended women’s colleges—on the other hand, had a more directed and 
unconventional sense of their own destinies. It was the cohort of college women who 
disproportionately participated in the social work, political activities, and professional 
organizations that would bring women real public power. (Devlin 236) 
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Devlin also addresses the work of Anna Pels, who “has . . . shown” that “because of the ongoing 
prohibition on women’s ambition, success in the co-educational classroom does not necessarily alter 
dominant views of women, nor enhance girls’ confidence” (Devlin 236). [In an endnote, Devlin identifies 
Pels’ book: “Anna Pels, Necessary Dreams: Ambition in Changing Lives (New York, 2004)” (237, note 1).] 
 

24. Indeed, Devlin reveals (without disputing) Hunter’s engagement with the following aspects of school life: 
“Girls regularly out-performed boys in virtually every subject (including, interestingly enough, math), and 
were named valedictorians in far greater numbers than boys. In an overtly competitive environment where 
students’ desks were placed according to class rank, taking top honors was, according to Hunter, of public 
significance” (235). Also, Devlin addresses (without disputing) Hunter’s acknowledgement that “girls . . . 
participated in the ‘spirited jousting which took place within coeducation high schools and academics in the 
late nineteenth century’ ([quotation from Hunter] 373), . . .” (236).  
 
Furthermore, Devlin acknowledges the value of Hunter's study. Devlin notes that "[t]he advent of 
coeducation in the 19th century is indeed an important development, as are the ways in which girls 
identified with peers—both male and female—beyond the reach of their mothers" (236). As Devlin goes on 
to observe, 
 

These developments challenge our ideas about the scope of a separate female sphere in the 19th 
century. Moreover, it is important to understand how much more varied and complex, and how 
much less cloistered, girls’ lives were than has commonly been assumed. Hunter’s valuable book 
will need to be incorporated into our understanding of the nature and social significance of girl’s 
experiences—both within the circle of female relationships, and outside them. (236) 

 
As well, Devlin notes that, “Because of the amount of ‘thick description’ and the even-handed tone 
throughout, it is perhaps easy to miss the significance of Hunter’s argument. Hunter is doing nothing less 
than challenging Caroll Smith-Rosenberg’s ‘ Female World of Love and Ritual,’ which describes the power 
and salience of inter-generational female relationships in the nineteenth century as almost all-
encompassing” (235). “Indeed,” says Devlin, “Hunter asks us to rethink a whole body of scholarship that 
has viewed the development of female power in the nineteenth century as an extension of women’s sphere, 
and the Woman Movement in particular as a product of separatist organizing that evolved somewhat 
organically from women’s intense relationships, female moral reform, and, later, from single sex colleges” 
(235-236). 

 
25. a) For example, as Hunter confirms, "with male classmates they [girls] participated in class governance and 

published student newspapers" (How Young 223). [Sellers also quotes this statement in her essay (116).]  
 

b) As Sellers states in discussing Hunter’s viewpoint, "A high school girl learned about and created 
different rules for the sexes. Ultimately, their time in school allowed girls to imagine possibilities outside 
the norm in society. They were no longer content to remain at home" (116). 

 
26. Also, in her essay on Rebecca, Lesley briefly comments on Rebecca in relation to “Jane Hunter[’s] 

argu[ment]” about “school” and girls (“‘The Making of Rebecca’”). Lesley asserts that “Wiggin was highly 
influenced by [Elizabeth Palmer] Peabody, and argued that parenting classes and kindergarten teacher 
training represented the highest level of education for women; such training would prepare them to be the 
‘accomplished mother’ that Peabody desired as a primary educator (Wiggin and Smith 179-80; Wiggin, 
Rights 23-4)” (“‘The Making of Rebecca’”). “However,” Lesley goes on to write, “historian Jane Hunter 
argues that, by and large, school did not prepare girls to be, or to think of themselves, as housewives. 
Rather, it prepared them to have ambitions of making their mark as writers, actors, and musicians (374-5), 
just as Rebecca dreams of doing; thus, school prepared them also for conflicts as they reached an adulthood 
defined by expectations of housewifery” (“‘The Making of Rebecca’”). 

  
[Lesley makes these remarks after noting that “Charlotte Perkins Gilman argued that there was no such 
thing as a natural mother, and that women should work outside the home while trained workers took their 
places inside it (Jenkins 143). In contrast, Monika Elbert describes Elizabeth Palmer Peabody’s belief in 
women’s innate superiority for the task of nurturing children; she stated that the ideal education for a girl 
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was to be ‘educated by an accomplished mother, in the sacred retreat of the home’ (210-11)” (“‘The 
Making of Rebecca’”). These details come after Lesley observes that, “In the Progressive Era, with 
Dewey’s push toward pragmatic education, the trend in education was to train women for their traditional 
roles as housekeepers and caretakers. This trend was supported by both feminists and traditionalists for 
different reasons” (“‘The Making of Rebecca’”).] 

 
See Lesley for more, including more on Wiggin. 

 
27. For example, Hamilton-Honey uses the term in stating the following: "By the turn of the century, 

Stratemeyer and other series book producers would fully grasp the importance of girls as economic 
consumers and American symbols of youth and vitality. 'New Girl' heroines joyfully embraced their new 
consuming power and reveled in the new independence and individuality offered by commodities like 
Parisian fashions and motor cars" (21). 

 
28. a) Hunter goes on to note that “[t]hese ‘new girls’ sometimes shared moral earnestness with women 

reformers of earlier eras but brought to their lives also the spirit of high school culture. They came to 
maturity willing to validate their pleasure, as well as their worth, and to claim rights to selves of their own” 
(How Young 368-369). 

 
b) While this remark is not quoted by Sellers, it is compatible with Sellers’ analysis of Rebecca; she 
includes a reference to “Rebecca’s education in New Womanhood” (125), as well as discussion of Rebecca 
“making way for the educated new girl” (115).  

 
Why focus on 1900-1920 in addressing social change affecting women and girls? 

29. As Matthews points out, “In 1870 fewer than 1 percent of young Americans went to college, but women 
already made up 21 percent of those students; by 1890 they were just under 36 percent of a much larger 
student body, and by 1920 nearly half” (11). 
 

30. Matthews describes the perceived nature of “the highly educated woman” in greater detail: “Diverted by 
‘male’ studies in college, seduced by the allure of a career and financial independence, she was seen to be 
rejecting her natural destiny” (38). 
  

31. a) As confirmed in White’s book (9), the full title of Hall’s study is Adolescence: Its Psychology and Its 
Relations to Physiology, Anthropology, Sociology, Sex, Crime, Religion, and Education.  

  
As Fisher confirms, this “two-volume treatise . . . articulates an ideology of girlhood that [Peter] Stoneley 
sees as emblematic of a broader cultural preoccupation with the adolescent girl” (91). See Stoneley and 
Fisher’s review of Stoneley’s book for more information. 
 
b) Matthews does not mention Hall in discussing the 1900 census and the related fear (37-38). Later, 
however, in discussing the figure of “the bachelor girl,” she addresses Hall’s “den[unciation]” of “her as an 
evolutionary dead end,” and also points to “his reluctant attraction” to the figure (51). See Matthews for 
more about the figure of the bachelor girl (50-51), and about the “epithet” “‘bachelor girl’ or ‘bachelor 
woman’” (50). 

 
32. As noted earlier, Sellers points to Hall’s “asserti[on] that the educated New Woman would [in his words] 

‘become functionally castrated, unwilling to accept the limitations of married life’ (64)” (112). See Sellers 
for more relating to Hall’s position (112-113). 

 
33. a) White makes clear that “[t]he chapter on adolescent girls provides a strange contrast to the modernity of 

the rest of the book. Hall devotes an eighty-five page chapter almost entirely to the question of whether 
girls should receive formal education” (16).  

 
b) In addressing Hall in relation to “tradition,” White points to Ellen Morgan’s take on how “historically 
women have been viewed” (White 16)—namely, in Morgan’s words, “as static rather than dynamic, as 
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instances of a femaleness considered essential rather than existential. Women matured physically, at which 
point they were ripe for being loved” (qtd. in White 16). (This is taken from a longer block quotation in the 
text.)  

  
In addressing nineteenth-century views on female development, and the findings of relevant scholars, in 
further detail (16-18), White addresses (among other details) the following point from Joseph Kett: “If girls 
were supposed to undergo at puberty a sudden ‘wrenching adolescence,’ in Kett’s words, they ‘were not 
really viewed as having, like boys, a period of youth’ [further quoted words from Kett]” (White 17). 
Importantly, White states that “[s]o long as women were conceived of solely in terms of their reproductive 
role, it was unnecessary for girls to go through any prolonged period between childhood and adulthood” 
(17).  

  
34. a) Vallone and Nelson address this matter in their introduction to The Girls’ Own: Cultural Histories of the 

Anglo-American Girl, 1830-1915, which is concerned with both “England and the United States” (4). 
Vallone and Nelson raise the issue in explaining that “[t]he anxiety surrounding Victorian commentary on 
girlhood seems to have arisen in part from the Girl's refusal to be categorized" (3).  

 
b) White confirms that, as a topic, adolescence existed in the late nineteenth century. To be precise, she 
notes the following: “Several historians speak of the ‘discovery’ or ‘invention’ of adolescence, by which 
they mean the invention in late nineteenth-century America of the concept of adolescence. According to 
[Joseph] Kett, in the years before 1920 a host of educators, psychologists, and what we would now call 
social workers ‘gave shape to the concept of adolescence, leading to the massive reclassification of young 
people as adolescents’ ([quotation from Kett] 6)” (White 9). White refers to Hall as “[t]he principal 
inventor” (9).  

   
c) The introduction (1-18) to Stoneley’s study includes the following: “The ‘awkward’ girl became known 
as the ‘adolescent’ girl, and she was discussed in a growing number of treatises from the 1870s onward. G. 
Stanley Hall would draw on these many studies in his own magisterial two-volume work, Adolescence: Its 
Psychology and its Relations to Physiology, Anthropology, Sex, Crime, Religion and Education (1904)” 
(6). See Stoneley’s introduction for more information. Also, Hamilton-Honey notes that “Adolescence as 
we understand it today is actually a relatively new phenomenon, emerging in the last two decades of the 
nineteenth century and the first two decades of the twentieth” (15). For more information, see Hamilton-
Honey (15-17), who identifies relevant individuals and points to other scholars’ contributions. 

  
35. Sellers also confirms that Hall’s view was linked to a larger social context, in terms of dislike of the New 

Woman. Before addressing Hall, she makes clear that “[o]pponents feared that this educated New Woman 
would fail to follow through with her feminine duties; instead, they believed the ‘rational’ and ‘free’ citizen 
[adjectives borrowed from Mary Wollstonecraft] would degenerate into an untamable, wild woman—or 
even worse, an unsexed woman” (112).  

 
36. Indeed, White confirms that “[b]y 1904 when Hall’s Adolescence appeared, his chapter on adolescent girls 

was an anachronism: girls were already entering en masse the institutions created for boys and Hall’s own 
followers were quickly extending his concept of adolescence to cover girls as well as boys” (18-19).  

 
Crucially, White goes on to state that “even after female adolescence had been firmly established, it 
remained different from male adolescence in the one crucial respect [Shulamith] Firestone describes. If a 
prolonged education for girls on a somewhat equal basis as that for boys created female adolescence, the 
status of women, relative to men, did not keep pace with their increased education” (19). White thereby 
reminds readers that, even with increased options, women still faced gender inequality. In fact, she also 
points out that “[w]omen have continued to the present day to be in a lower class in relation to men, and 
there is still less for girls to grow up to” (19).  

 
Earlier, White points to words from Firestone in clarifying why “[i]t is no accident that childhood and its 
extension into adolescence pertained originally neither to the lower classes nor to women; . . .” (White 18). 
Firestone has made clear that “[b]oth girls and working-class boys did not have to be set apart . . . for in 
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their adult roles they would be servile to upperclass men; no initiation into freedom was necessary” (qtd. in 
and ellipsis in White 18). See White for the longer quotation from Firestone. 

 
Girls’ Fiction of the Early Twentieth Century: My Principle of Selection 
 

37. At the same time, series fiction for girls existed even before 1900. For an example of a relevant scholarly 
source, see Carpan’s chapter “Victorian and Vassar Girls: Nineteenth-Century Origins of Girls’ Series 
Fictions” (Sisters 1-11). Moreover, Murray explains that “[t]he term ‘series book,’ . . . usually describes a 
particular genre that began in the 1890s and reached its pinnacle with the creation of the Stratemeyer 
Syndicate about 1905” (85); however, as Murray clarifies earlier, “Since the mid-nineteenth century, 
authors like Horatio Alger, Martha Finley (Elsie Dinsmore), Louisa May Alcott, and William T. Adams 
(Oliver Optic) knew how to sustain buyer interest with continuing characters or settings . . .” (85). For more 
information, see Murray.  

 
38. This comes after Romalov’s remark that “[t]he girls’ series books are also important for what they can tell 

us about a distinctively new female culture of reading in the early part of the century” (89). 
 

39. a) Romalov makes this remark in noting that, “In . . . respect [to a specified point,] series book readers 
share a common commercial and cultural history with youth audiences of early silent film; both were 
subjected to reformers’ fervent and largely ineffectual campaigns to regulate children’s leisure activities. In 
both milieu children overcame adult intrusion to assert control, for no matter what reformers believed, 
children imbibing commercial culture suffered little and gained much; . . .” (89-90). See Romalov for more 
information (89-90). 

 
b) Romalov also addresses “the extent to which the discourse that took aim at children’s ‘unregulated’ 
reading of series books was a gendered one” (91). See Romalov for more information. 
 

40. In making this claim, Puleo identifies the earlier “formula” being replaced as “one in which instruction 
results in character transformation and society’s acceptance . . .” (353). Crucially, along with distinguishing 
Rebecca from the earlier works, Puleo sees “the Rebecca stories” as “stand[ing] out from popular girls’ 
fiction published in subsequent years of the early twentieth century, such as Anne of Green Gables (1908), 
Daddy Long-Legs (1912), and Pollyanna (1913)” (353). See the rest of this chapter for more information.  

 
41. In terms of the early twentieth century being a noteworthy time for girls’ fiction, interesting assertions 

appear in Sanders’ “Rebecca of Sunnybrook Farm and the Threat of Affective Discipline,” in Disciplining 
Girls. Sanders notes that “[t]he orphan girl formula at the beginning of the twentieth century had not fully 
separated itself from the sentimental model of the nineteenth century—and why would it have?” (70). 
Importantly, one of Sanders’ observations following this remark is the point that “the disciplinary model at 
the heart of sentimentalism promised a degree of power, an opportunity to reform men that held as much 
appeal for bourgeois women in the decades leading up to prohibition as it had in the decades leading up to 
abolition” (70). “But,” in Sanders’ view, 

 
one theorem of sentimental ideology—that girls should be able to own, and, by owning, create 
legal and social subjectivity that valorized individual identity—posed a real threat to the strategy 
of intimate discipline that provided the through line for sentimentalism’s orphan girl story. 
Literature for girls in the first decades of the twentieth century, tied formally and ideologically to 
literature for women from the previous century, wrestled right up to the end of the genre with the 
rules of affective discipline and how a discrete individual could figure into a disciplinary 
relationship. In part, the shift in the history of affective discipline from an emphasis on girls 
receiving discipline from adults to girls dispensing discipline themselves was enabled by these 
girls who were more dramatically themselves. Those “selves” would be defined by the tastes and 
desires cultivated in the newly protected interiority of fictional girls. (70).  

 
Earlier, after asserting that “[o]rphan girl novels of the twentieth century laced their promises of moral 
influence with distinctly unsentimental reevaluations of suasion itself,” and that, “In the new century, the 
genre began to give voice to its first notes of disappointment with affective discipline” (65), Sanders points 
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to Wiggin—“a woman already well known for her fiction as well as her highly visible role in promoting the 
growing kindergarten movement across America”—as being “[a]t the forefront of the new century’s 
revision of the orphan girl genre” (65). Sanders writes that “[i]t is in her popular explanations of 
kindergarten theory that Wiggin lays the groundwork for the revisions to affective discipline that would 
animate the new wave of orphan girl novels. In The Relation of the Kindergarten to Social Reform, Wiggin 
both takes the efficacy of affective discipline for granted and points to a significant problem at its heart, a 
problem that has to do with individual identity” (65). Later, Sanders points to “Wiggin’s ambivalence over 
affective discipline” as “set[ting] the tone for the next phase of the orphan girl novel” (67). 

 
[See Sanders for more on Wiggin's views and the kindergarten movement, including (but not limited to) the 
point that, "for all Wiggin's protests, the model of education endorsed by the kindergarten movement still 
clung to key ideas associated with earlier conceptions of childhood development" (73).] 

 
See Sanders for more information. [For example, Sanders confirms that, “Although the orphan girl novel 
came to popularity in the nineteenth century, it was during the opening decades of the twentieth century 
that orphan girl novels proliferated” (65). Also, before making the statement (quoted above) about the 
“reevaluations” in the twentieth-century texts, Sanders argues that, “Taking a page from Eight Cousins, 
girls’ fiction of the new century invested its protagonists with more disciplinary agency, simultaneously 
pushing for more distinct subjectivity for girls involved in the affectionate relationships that drove 
sentimental-style discipline. But the resulting orphan girl novels did more than merely flatter girl readers 
with promises of a new centrality in the melodrama of discipline” (65).] 

 
42. In mentioning this example, I must acknowledge that it has been discussed by scholars. For example, 

Seelye has a chapter about this work and its sequel (303-324). Notably, he compares and contrasts the 
situation of Jerusha/Judy, who becomes engaged to the older Jervis, with Charlotte Brontë’s Jane Eyre 
(320-321)—a book that Seelye sees as the source of “the general pattern . . . in which maturity for women 
is equated with controlling one’s impulses and sexual love is inextricably tied up with the figure of an 
older, wiser, wealthier, and authoritarian male” (331). Also, after asserting that Rebecca (Wiggin’s 
character) "fits the general pattern established by Jane Eyre, . . ." Seelye states that, "Likewise, for all of 
her talk about independence and freedom, Judy Abbott ends up hoping she can balance a career with the 
demands of marriage, but, as the sequel suggests, it is a futile hope. Jervis Pendleton may be willing to 
cook a romantic meal out in the woods, but will he help raise the children?" (331). After commenting on 
the man to whom Porter's Pollyanna becomes engaged, Seelye makes it clear that the situations reflect a 
“consistency” that "[m]odern feminists necessarily regard . . . as deplorable, . . ." (331).  
 
Earlier, in his chapter “Lighting Aladdin’s Lamp: Kate Douglas Wiggin Adds Laughter to the Sentimental 
Continuity” (Jane Eyre’s American 274-302), Seelye makes clear that he sees “Daddy-Long-Legs, another 
story about a girl in school and an older man who casts a mysterious but highly influential shadow over her 
life” (301-302), as “in so many ways [being] a reaction to Rebecca” (301). See Seelye for more (302).  

 
Case Study: Pollyanna vs. New Girlhood 

43. Seelye also identifies Burnett’s Little Lord Fauntleroy as a text to which Pollyanna is “[in]debt[ed],” to 
“perhaps” a greater extent (325). 

 
44. Also, Rebecca and Pollyanna are both American (as are their characters and settings); there is no issue of 

different socio-national contexts (involving even slightly different ideological features) to complicate 
pairing these books. As well, Murray is correct in noting Pollyanna’s “many parallels to both Rebecca and 
Anne of Green Gables” (108-109); Murray notes that, “In all three novels, the orphaned protagonists are 
reared by unsupportive relatives who experience personal reawakenings because of the girls’ natural 
charms, goodness, patience, and insight” (109). As Nodelman makes clear, these works reflect “the 
warmhearted world of the traditional novel for girls” (“Progressive” 29), in which “[t]he young girl, an 
orphan” has a “magic ability to awaken dormant joyousness” (30, 31). 
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[Nodelman’s “Progressive Utopia” (29-38) engages not only with these three works, but also with Spyri’s 
Heidi and Burnett’s The Secret Garden. Nodelman recognizes that the five girl protagonists “live in widely 
separate countries”; however, he also claims that “their similarities outnumber their differences” (30).]  

 
45. This is the only sequel to Pollyanna that Porter wrote. However, as Mills explains, “After Porter's death, 

her publishers commissioned other writers to carry on Pollyanna's story in twelve more 'Glad Books,' to 
marriage and beyond, to her family's travels and the adventures of her children from babyhood to marriage” 
(87). 

 
46. In Chapter I, a character describes Pollyanna as “twelve or thirteen years old,” and later says “nearly or 

quite thirteen” (Porter, Pollyanna Grows ch. I). Chapter XVI, in which “Pollyanna [i]s twenty now,” opens 
“six years” after the events of Chapter XV (ch. XVI). In between Chapters XV and XVI, Pollyanna and her 
family are absent from Beldingsville (ch. XV-XVI). 

 
Conceivably, one could perhaps explore this aspect of the book in relation to a nineteenth-century literary 
pattern noticed by White. In her study, White makes the following clear: 

 
Tom Sawyer and Penrod Schofield are at an in-between stage that would now be called 
adolescence, but nineteenth-century novelists usually present the female protagonist as either child 
or adult. Little Eva and Elsie Dinsmore are clearly children; the only other famous young heroines, 
Alcott’s Meg, Jo, Beth and Amy, are supposed to be “little women.” Not only do our early 
novelists lack any conception of female adolescence, but they also tend to ignore the years from 
eleven to sixteen or seventeen. What would now be designated early and middle adolescence is 
quickly passed over as a period of little importance in itself or of little interest to the reader. (21-
22) 

 
White asserts that “[o]ne finds a lack of concern for this age period no matter what type of novel is 
considered” (22). See White for more relating to the age issue (22-24). Before making the point quoted 
above in the block quotation, White points again to the social context: "As noted in the previous chapter, 
female adolescence was of later development than male adolescence, and at the beginning of the twentieth 
century it was still being questioned whether women needed to undergo any prolonged period between 
childhood and adulthood” (21). For more, see the following chapters of White’s book: “Introduction to the 
American Novel of Adolescence” (3-20) and “The Girl Protagonist before 1920” (21-45). 

 
In terms of my study, though, the omission in Pollyanna Grows Up would not necessarily have been a 
problem if Pollyanna had been a New Girl, given that her pre-teen/early-teen and young-adult selves are 
both presented in the sequence. (See the rest of my in-text statement.) 

 
47. Seelye goes on to point out that, “Naturally, a movie was made of the novel in the 1920s, invariably 

starring Mary Pickford. Porter wrote a sequel, Pollyanna Grows Up (1915), and the profitable formula was 
perpetuated further by other writers after the author’s death” (325). 

 
48. Another example is what Grace Isabel Colbron said about Pollyanna. Colbron described the heroine as "the 

supreme non-conformist [who refuses] to accept the artificial dicta of the grown-up world" (qtd. in and 
modification in Griswold, Audacious 221). Griswold makes clear that this "observ[ation]" was "in a 1915 
issue of Bookman" (Audacious 221).  

 
[Importantly, Griswold views Pollyanna as “a genius at ‘reverse psychology’” (Audacious 220). Griswold 
asserts that “[s]he gets her way by being glad—and such innocent gratitude seems not only above reproach, 
but invulnerable to suspicion” (Audacious 219). See Griswold (Audacious 219-221), including his assertion 
about “it [being] clear that she uses optimism as a tool” (221).] 

 
49. Sanders writes that “[he] join[s] other scholars in saying that these orphan girl novels exist in a literary-

historical continuum with women’s sentimental novels of the mid-century, but it is important to add to this 
standard argument two points about the transition from sentimentalism to turn-of-the-century orphan girl 
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stories” (“Spinning” 42, superscript number 1 after “mid-century,” removed). See Sanders for more 
information.  

 
50. a) To be precise, in offering “two points about the transition from sentimentalism to turn-of-the-century 

orphan girl stories,” Sanders argues that “the formulaic plot” in question “was scripted for girls’ novels by 
fiction of the earlier part of the nineteenth century” (“Spinning” 42). 

 
b) Sanders points out that, “By wielding sympathy to gain some kind of power—call it subversive—these 
girls [the turn-of-the-century orphan girls] have accepted the terms of sympathy—namely, that they will be 
weak” (“Spinning” 58). 

 
51. Sanders explains how his argument differs from an earlier claim:  

 
Although it is true, as Claudia Nelson has argued, that turn-of-the-century orphan narratives 
demonstrated that sentimentalized children were required to tend to “the spiritual and emotional 
uplift of adults” (7), that moral work did not preclude spiritual and material benefits for the 
imagined girls. These books were bestsellers of their day in part because they appealed to adults 
and told traditional stories about the ways children could be useful to adults, but orphan girl novels 
at the turn of the century rejected the old model that girls must happily sacrifice themselves in 
order to fix the adults around them without any hope of reward to themselves. (“Spinning” 42) 

 
52. Sanders describes “Pollyanna’s wounded body” as “becom[ing] the magnetic center of adult attention. 

Although she has lived her life previous to this moment ranging far and wide in her personal outreach 
program, at the end of the novel she has stopped radiating and begun consuming the fruits of her labor: 
adult attention. It is significant that this attention leaves the girl with a body that is more solid, healthier, 
stronger, and more attended to than before” (“Spinning” 52). 

 
53. For more information, see Sanders (“Spinning” 53-54). 
 
54. Another example of a relevant critic is Deidre A. Johnson. In arguing that certain specified “books 

[including, but not limited to, Rebecca and Pollyanna] . . . suggest that, at least initially, it takes a man to 
recognize the protagonist’s special qualities,” Johnson notes that, “Although Pollyanna has no older man 
alive to guide her, she continually reminds everyone that her entire philosophy—the ‘glad game’—came 
from her Papa and still sustains and directs her in his absence” (“Community” 62, 63). Later, in arguing 
that “the books’ conclusions or sequels reinforce the idea that woman is incomplete without man since all 
contain what has been called the ‘waif to wife theme’ (Cadogan and Craig 106),” Johnson mentions 
“Pollyanna wed[ding] Jimmy Pendleton” (63). 
 

55. The idea of Pollyanna being infantilized is not unprecedented. In discussing what Pollyanna is like in the 
first book, Cadogan and Craig assert that “[s]he is the same age as Rebecca and [L. M. Montgomery’s] 
Anne when they first appear – eleven – yet her vocabulary is that of a four-year-old” (100). 

 
56. The narrator notes that “Pollyanna still was counting on the prize contest. She had dropped from the first 

prize to one of the smaller ones, however: Pollyanna had been writing more stories, and the regularity with 
which they came back from their pilgrimages to magazine editors was beginning to shake her faith in her 
success as an author” (Pollyanna Grows ch. XXVII). 
 

57. This character is not to be confused with Jimmy, to whom Pollyanna becomes engaged at the end of the 
sequel (ch. XXXII). 

 
58. In discussing Pollyanna, Seelye notes that 

 
In sum, Pollyanna is a clever blend of Rebecca and Burnett’s Secret Garden, but its operating 
principle, once again, is taken from Little Lord Fauntleroy. Thus the emphasis on education that 
gives dimension to both Rebecca and Daddy-Long-Legs is entirely missing, and though the little 
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girl eventually enters school, her story like Tom Sawyer’s is chiefly a summertime book. As with 
Cedric Errol, the matter of education is irrelevant, for Pollyanna is a mixture of characteristics 
inherited from her parents, resembling her mother in appearance and her father in missionary zeal. 
(326)  

 
Seelye’s point about Pollyanna’s schooling is correct; on one hand, Chapter XIX of Pollyanna opens with 
the revelation that “Pollyanna entered school in September,” and the first two (short) paragraphs of that 
chapter focus on that matter (ch. XIX). Even so, the overall text does not focus on school. 

 
Also, as mentioned earlier, Cadogan and Craig notice that Pollyanna is not “educated to an advanced level” 
(109). 

 
59. a) Nodelman offers this thought after noting that "[c]ontemporary feminists might well find these novels 

objectionable" (“Progressive” 37). (Rebecca is among the works discussed in “Progressive Utopia.”) 
 

b) Indeed, on a related note, young-adult Pollyanna’s nature is compatible with Nodelman’s view that, in 
“the traditional novel for girls” (“Progressive” 29), the heroine “does not change much in the course of the 
events that follow—she manages somehow to age without becoming terribly different” (30). As a young 
adult, Pollyanna is still committed to her game (Porter, Pollyanna Grows ch. XVIII). [The term “glad 
game” is used repeatedly in Porter’s two-book Pollyanna sequence as a label for Pollyanna’s gladness 
policy.] Admittedly, twenty-year-old Pollyanna indicates that she has changed in growing older (Pollyanna 
Grows ch. XVIII); she is aware that (as she puts it) “[f]olks don’t like to be preached at, . . .” and does not 
speak of her game frequently (ch. XVIII). Cadogan and Craig are thus not entirely correct in arguing that 
“there is no discernible difference in her behaviour . . .” (101). Nevertheless, they are justified in seeing “no 
discernible difference in her . . . outlook, though we have the inevitable romantic preoccupation grafted on 
to the juvenile personality” (101). 

 
Also, in positing (in writing about the first book) that Pollyanna is a "Child-Woman," Griswold includes 
the following remarks: "Pollyanna's precocious maturity is evident throughout, in the sage advice she is 
always giving to adults and in the fact that she is nurse to all the bedridden and heartbroken grownups in 
her town. Yet her youthfulness is clear in the prolonged naiveté and juvenile optimism with which her 
name has become synonymous" (Audacious 90). The young-adult Pollyanna still has the "optimism"—a 
link to her younger self. 

 
60. Notably, as indicated earlier, Seelye associates Pollyanna’s fiancé with a “consistency” that "[m]odern 

feminists necessarily regard . . . as deplorable, . . ." (331). [To be precise, just before his remark about how 
“[m]odern feminists necessarily regard this consistency,” and right after a statement about a male character 
in another book, Seelye notes the following: “And Jimmy (Bean) Pendleton may start out as an 
impoverished orphan, but before he marries Pollyanna he has recovered his birthright and a fortune” (331). 
See Seelye, as well as my earlier note about his remarks about Daddy-Long-Legs, for more information.] 
Also, in discussing the second Pollyanna book, Seelye notes that its “conclusion . . . brought Pollyanna’s 
story in line with the traditional version of Cinderella, a parallelism the original story steadfastly avoided” 
(330).  
 

61. a) On one hand, Pollyanna lets Jimmy know of the need to provide her aunt with such information; this 
causes Jimmy to think of “the packet” left by his father (ch. XXXI). Still, Pollyanna’s role in resolving the 
matter is indirect, and remains within the context of obedience to her aunt. 

 
b) In the novel’s final scene (by which point Jimmy’s guardian has notified Polly of Jimmy's family 
background), Pollyanna tells Jimmy the following: "‘And Aunt Polly—she knows everything now; and it's 
all right. I think it would have been all right, anyway. She was beginning to feel so bad—for me. Now she's 
so glad. And I am, too. Why, Jimmy, I'm glad, GLAD, GLAD for—everything, now!’" (ch. XXXII). 
Pollyanna feels that her aunt would have eventually relented out of compassion. Such a theory, though, 
confirms that Pollyanna would have refrained from defying her aunt, and would have instead waited for a 
change of heart on her aunt's part. In effect, she would have maintained her deference to her aunt. (Also, the 
text does not confirm whether Pollyanna's theory is correct.) 
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62. In referring to “the socially and morally conservative domestic tear-jerker” in the post-1900 period, Carol 

Billman identifies Pollyanna and Rebecca as “example[s]” (7).  For more information, see my section on 
“The Significance of Pairing Rebecca with the Stratemeyer Syndicate’s Ruth Fielding.” 

 
63. This is not the first time that the issue of John wanting (or, in the later case, possibly wanting) Pollyanna in 

some way comes up. In the first book, John asks Pollyanna “to come and live with [him]” (Pollyanna ch. 
XIX), and associates this wish with the idea that “[i]t takes a woman’s hand and heart, or a child’s 
presence, to make a home, . . .” (ch. XIX). A number of critics have addressed this situation. For example, 
Griswold—who sees John as one of the "father figures," "bachelor 'uncles,'" and "Sugar Daddies" in the 
text (Audacious 227, 224, 89)—notes that "[w]hen Mr. Pendleton finally articulates his heart’s desire and 
asks the girl to take her mother's place by coming to live with him, the oedipal nature of their relationship 
becomes surprisingly manifest" (89). In addressing that “episode” of Pollyanna (Audacious 228) in his 
chapter on “Radical Innocence: Pollyanna” (Audacious 215-236), Griswold includes the following remark: 
"Mr. Pendleton, of course, has in mind adoption, not marriage; but the fact that he sees the eleven-year-old 
as the reincarnation of his former sweetheart and Pollyanna's mother makes this distinction seem murky" 
(228). Griswold sees Pendleton’s “invit[ation]” as being “in an episode that seems unmistakably oedipal,” 
in which Pollyanna “is asked to choose” between Pendleton and Aunt Polly (228). For more information, 
see Griswold. 

 
64. See Pollyanna for more information. 

 
65. See Chapters XXVIII and XXIX of Pollyanna Grows Up for information on why they are considering this 

possibility.  
 

66. Seelye writes that, “Being the kind-hearted person she is, the heroine is prepared to accept his [John 
Pendleton’s] proposal even though she loves another, but as in the earlier mix-up [described in Seelye’s 
chapter and which occurs in Pollyanna], the confusion is cleared up in time" (330).  

 
67. For more information and analysis, see Mills.  

 
68. The obvious fact that John would want to have sex with her is noted by Mills in this statement:  “If he 

[John] asks not only for her presence but for her woman's hand and heart, as Jimmy believes, then 
Pollyanna is being asked to substitute for her dead mother in John's bed; . . .” (99). Also, Mills discusses 
Pollyanna’s attitude towards marrying John in addressing “Porter’s insistence on sexual partnering 
possibilities between parent and child” (100, emphasis mine). 

 
69. In discussing John’s desire for Pollyanna in the first book, Seelye addresses the issue of “‘want’ in [John] 

Pendleton’s vocabulary [being] a complexly possessive term” (328). In the sequel, Pollyanna clearly feels 
that John deserves to “posses[s]” her. 

 
Reviewing and Entering the Discussion over Rebecca and Gender 
 

70. See Lesley for more.  
 

71. Murray goes on to write that, "Although the reader may detect Mr. Ladd's growing interest in the 
developing Rebecca, Wiggin has the heroine warn him off" (108). See Murray (108) for quotation of a 
statement that Rebecca makes to Adam in the novel. 

 
72. Cadogan and Craig see "Anne [of Green Gables] and Rebecca" as “totally asexual” (97). Also, Griswold 

asserts that, “unlike Lolita [from Vladimir Nabokov’s novel], Rebecca is sexually innocent” (Audacious 
81). For his thoughts on the “strenuou[s] desexualiz[ation]” of Rebecca (86), see Griswold (85-86). 
 
[At the same time, in his chapter, Griswold raises the idea of “Rebecca . . . growing older and developing a 
womanly interest in men—two things likely to make her unattractive to Mr. Ladd, the one man she desires” 
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(81). Later, in arguing that a “link” that Rebecca makes “between Adam Ladd and . . . [her brother] John 
seems all the more significant a few pages later, . . .” (81), and after quoting a statement in Rebecca about 
the heroine “long[ing] to steal away into the woods with dear John, grown so manly and handsome, and get 
some comfort from him” (qtd. in Griswold, Audacious 83), Griswold asserts the following: “Surely, this is 
a Freudian slip, and one that Adam Ladd would find unacceptable. He prefers his vision of Rebecca as a 
little slip of a thing, and he needs constant reassurance about her sexual immaturity” (83). See Griswold for 
more information.] 

 
73. Murray believes that "[t]he twentieth-century domestic novels differ little from their nineteenth-century 

counterparts, except that the young heroines are likely to travel farther, encounter a more disparate 
environment, and be more outspoken" (106). Importantly, after stating that “[y]oung women like Rebecca 
of Sunnybrook might chafe at the limitations placed on young girls: . . .” (106), Murray quotes the 
following statement from Rebecca: “Boys always do the nice splendid things, and girls can only do the dull 
nasty ones that get left over. They can't climb so high, or go out so far, or stay out so late, or run so fast, or 
anything" (qtd. in Murray 106-107). These words are from the first Rebecca book (Wiggin, Rebecca 13). 

 
74. a) Also, Johnson writes the following: “Ironically, although all four classics [Rebecca and three other 

specified works, including Pollyanna] were written by women for a predominantly female audience and 
feature moderately strong females as protagonists, all four  works frequently suggest that women need men 
for guidance and fulfillment” (“Community” 62). In developing this idea, Johnson offers a few 
observations relating to Rebecca (62-63). She also points to the protagonist of Rebecca later in her essay 
(65-66), when she argues the following: “Anne of Green Gables, Rebecca of Sunnybrook Farm, and Daddy 
Long-legs [sic] present characters whose outstanding traits include their sensitivity and imaginative ability, 
which are often contrasted with that of their more prosaic friends. The girls frequently express their 
sentiments through their literary efforts—and the type of writing they choose (or that the authors choose for 
them) places them firmly within a feminine, flowery world" (65). Johnson makes clear that she agrees with 
Cadogan and Craig’s remark that "The strain in her [Rebecca] which has been allowed to predominate is 
the enfeeblingly sentimental one" (qtd. in Johnson, "Community" 66, added word mine). 

 
b) Murray also feels that, “For all her resourcefulness, Rebecca is aided, supported, and rescued in various 
points in the plot by a handsome neighbor, Adam Ladd, whom she calls ‘Mr. Aladdin,’ thus emphasizing 
his rescuing role. Ladd seems likely to become her suitor when Rebecca is older (she is only 17 when the 
book ends)” (107-108). 

 
75. a) Other critics have noticed this flaw in Murray’s remark. After noting that “[m]any critics have falsified 

the story in their memories,” Puleo writes that “[t]he independent nature of Wiggin’s Rebecca is misjudged 
by Gail Schmunck Murray, . . .” and then points to the remark in question (354). Also, see Sellers (128, 
note 7). 
 
b) A comparable statement about Rebecca appears in Alice Mills’s essay: “Without the [Glad] game,  
Pollyanna would be little more than an insipid variant on the stories of Anne of Green Gables, Rebecca of  
Sunnybrook Farm, or Porter's own Miss Billie: the story, that is, of a poor girl transforming the lives of all  
the unhappy people among whom she comes to live, winning hearts with her unspoiled innocence, and  
finally marrying happily” (88). (See Mills for more information.) Through its association of Pollyanna’s  
story with that of Rebecca, the statement wrongly implies that Rebecca ends with the heroine’s marriage.  
 

76. The narrator of New Chronicles refers to Adam as “waiting at thirty-five for a girl to grow a little older, 
simply because he could not find one already grown who suited his somewhat fastidious and exacting 
tastes" (Wiggin, New 273). This statement is followed by information relating to Adam's feelings for 
Rebecca (273-275); this includes a reference to "Adam Ladd always call[ing] Rebecca in his heart his little 
Spring" (Wiggin, New 274). For a detailed look at this passage, see Chapter 5.  

 
77. Three other relevant critics are Johnson, Hardy, and MacLeod. In developing the claim that “the [specified 

classic] books’ conclusions or sequels reinforce the idea that woman is incomplete without man since all 
contain what has been called the ‘waif to wife theme’ (Cadogan and Craig 106),” Johnson claims that 
“Rebecca, while still unmarried, clearly anticipates a future with Adam Ladd” ("Community" 63). Rob 
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Hardy asserts that “Wiggin ends Rebecca’s story before she is transformed from an active and imaginative 
child to a passive object of male desire” (47-48). In discussing Adam’s role in Rebecca of Sunnybrook 
Farm, Hardy states that, “At the end of the novel, when Rebecca is seventeen and he is thirty-four, there is 
every indication that he will become her suitor” (38). Anne Scott MacLeod believes that Adam, whose 
“interest in Rebecca as a woman is plainly enough indicated” (26), is “obviously Rebecca’s future 
husband” (24). [Puleo points to this latter quotation in elaborating on her claim that “[m]any scholars have 
falsified the story in their memories” (354). MacLeod’s remark is the second example quoted (Puleo 354).] 

 
78. Seelye’s conception of what Adam wants is compatible with Griswold’s assertion that “Mr. Ladd prefers 

the young and sexually innocent” (Audacious 81), and that “Mr. Ladd is a devotee of children; in fact, he 
prefers the ‘beginnings’ of ladies [a phrase that appears in Rebecca] to the full-grown kind” (80). As 
Griswold makes clear, this idea is validated by Adam’s remark (included in a longer block quotation) that 
“[h]e doesn’t like grown-up young ladies in long trains and wonderful fine clothes; they frighten and bore 
him!” (qtd. in Griswold, Audacious 80). After pointing to the block quotation, Griswold writes that, “On an 
occasion like this, Rebecca of Sunnybrook Farm seems to dimly resemble Vladmir Nabokov’s Lolita” (80). 
After pointing to relevant details (80-81), Griswold indicates that, “In a way, then, Rebecca of Sunnybrook 
Farm reads like Lolita without sex. Unlike Humbert, Mr. Ladd is asexual in his fascination with Rebecca. 
And unlike Lolita, Rebecca is sexually innocent” (81). Griswold sees Adam’s predilection as a factor “that 
prevents a courtship” (80). 

 
[In Chapter XIV of Rebecca, the heroine tells Emma Jane that “‘we [they] are the beginnings of ladies, 
even now’” (Wiggin, Rebecca 96). This statement appears in a block quotation provided by Griswold (80).] 

 
79. a) Seelye’s full sentence is the following: “That Mr. Aladdin will eventually marry Rebecca is as certain as 

it is unspoken, although the novel ends with the relationship having progressed not much further than it 
does in Miss Maxwell’s library room at the Academy” (297). See the rest of this section of my chapter for 
engagement with this scene, and with commentary from Kelli M. Sellers. See John Seelye for his 
engagement with the library scene (295-297). 

 
b) Similarly, for Griswold, “There are many clues in the novel that the relationship between Mr. Ladd and 
Rebecca will end in marriage” (78). In discussing “[w]hat prevents” this outcome (79), Griswold explores 
three aspects of the story (79-83). Later, in explaining “why Rebecca is never permitted to grow up, why 
she is so strenuously desexualized, why she is kept a ‘Child-Woman,’” Griswold asserts that, “As Wiggin’s 
readers recognized, the whole trend of the novel seems to be moving to a moment where Adam Ladd and 
Rebecca marry. By freezing Rebecca on this side of the threshold of sexual maturity, Wiggin prevents her 
character from crossing over into oedipal taboo” (85-86, 86). [After quoting these two sentences of 
Griswold’s analysis (in a longer block quotation), Rob Hardy states that “Adam Ladd cannot be both father 
figure and lover to the fatherless Rebecca, so the story stops” (38).] A bit earlier, Griswold describes Adam 
as “young but old, a paternal patron but still full of romantic possibilities, fatherly yet a marriageable 
bachelor—in short, a wistful oedipal dream” (85). Crucially, while Griswold engages with the marriage not 
occurring, he does not question the basic idea that Rebecca “seems to be moving” in that direction.  In this 
respect, Griswold’s viewpoint is comparable to that of Seelye. 

 
Puleo briefly addresses Griswold’s work; she notes that he “writes that Rebecca ‘is between the two worlds 
of childhood and adulthood, poised on the threshold of maturity’ and ‘frozen at that very point and 
effectively excluded from maturity’ (74). While Griswold’s viewpoint takes into account that Rebecca is 
not the same innocent child at seventeen that she was at eleven, his argument, like others, is based on her 
unresolved commitment to Adam Ladd” (Puleo 355). At this point in her essay (354-355), Puleo is 
addressing the fact that “[w]hen critics highlight Rebecca’s lack of marriage, they declare she has not 
reached adulthood” (354). [Puleo also points to other such critics (354); in doing so, she quotes Hardy’s 
claim about “the story stop[ping]” (qtd. in Puleo 354).] 

 
80. Stoneley’s Consumerism and American Girls’ Literature, 1860-1940 engages with the following question: 

 
Why did the girl – the girl at the “awkward age” – come to dominate the American imagination 
from the nineteenth century into the twentieth? By way of answer, this book looks at the way in 
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which women fictionalized the process of “buying into womanhood”; at how, during the rise of 
consumerism, they envisaged for the girl reader and others the ways of achieving a powerful social 
and cultural presence. I explore why and how this scenario of buying into womanhood became, 
between 1860 and 1940, one of the nation’s central allegories, one of its favourite means of 
negotiating social change. (1) 

 
In Stoneley’s view, “The exemplary novelistic scenario here is that of the ‘backwoods’ girl-heroine who 
achieves a love-match with a successful but disillusioned middle-aged businessman. In managing this, the 
girl also manages, in concentrated symbolic form, to enact the progress of fifty years. She moves from a 
modest, rural background to urban, monied display” (1). [See Stoneley for more information.] 
 
Later, Stoneley asserts the following: “Through her [the girl] we see that consumerism was and is an 
especially effective means of discipline and control precisely because it seems to liberate and empower” 
(5). “The world of consumerism,” says Stoneley, “can create a misleading aura of female agency, in which 
the girl’s powers are ambiguous. This is especially the case because the girl is being prepared for the 
marriage ‘market’ that will initiate her into adult life: in her the boundary between consumer and 
commodity becomes blurred” (5). Stoneley sees “[t]he process of buying into womanhood” as “not only 
provid[ing] the ideological foundation for the girl’s identity, but . . . also transform[ing] her into something 
to be bought” (5). 

  
81. a) Stoneley associates Wiggin’s Rebecca with “a second generation of authors” of “girls’ fiction” (14); he 

asserts that “with this generation there was a much fuller acquiescence in and celebration of the culture of 
consumption, and a more marked integration of the girl into the forms and processes of advanced 
capitalism” (14). [Stoneley feels that, “with what [he] calls the ‘first generation’ of writers, the impulse was 
to resist as much as to accommodate the rise of consumerism” (12).] See Stoneley for more information. 

 
b) In discussing Rebecca, he writes that this novel “is the supreme example of how the girl manages the 
transition between old, rural economies and expanding corporate practices. Her Romantic power stimulates 
her speculative adventures, and this in turn enables her to broker an accommodation between the land-
wealth of Sunnybrook Farm and the entrepreneurialism of ‘Mr. Aladdin,’ her prospective husband” (14).  
 
Stoneley asserts that, “With her re-authenticating natural energy, and his capitalist well being, they 
[Rebecca and Adam] were made for each other” (Consumerism 66). This claim is preceded by the 
following explanation:  

 
Rebecca must live with her monied aunts if she is to have a genteel education, and she must turn 
this education to profit to pay off the mortgage on her mother’s farm. In her increasingly secular 
society, Rebecca must not so much cultivate her virtue as make a shift to avoid the shame and 
powerlessness of poverty. Adam Ladd has already succeeded in overcoming childhood poverty, 
but has been left enervated and unfulfilled by his material comfort. Each approaches the central 
material fact from a different direction, she seeking to progress and he to return. (Consumerism 
66)  

 
 See Stoneley for more information. 
 

c) Stoneley addresses specific aspects of Rebecca in his fourth chapter (Consumerism 61-70); his 
concluding thoughts include (but are not limited to) the idea that “the child-reader is being informed of 
what she is needed to be: naïve, innocent, and available to the world of commerce. The novel sells her 
‘own’ nature to her in the form of a cheeky, enterprising, but ultimately conformist self” (70). For more 
information, see Stoneley. 

 
82. The other misreading that I noticed is contained in Stoneley’s look at Rebecca’s sale of soap to Adam. 

After quoting part of their conversation (in which Adam is already familiar with promotional assertions 
regarding the product) (qtd. in Stoneley, Consumerism 67-68), Stoneley offers this interpretation: “The joke 
here is that Rebecca is selling this man’s own product back to him. In a light-hearted and commercialized 
version of the patriarchal scenario of ‘kissing the chastening rod,’ she is speaking his lines, and 
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representing him in the market” (Consumerism 68). In Stoneley’s view, “The good daughter has become 
the proprietary child” (68), and “the scene . . . hints that he [Adam] has bought her too” (67).  

 
In reading the novel, I could not find any clear sign that Adam is the owner of the Excelsior Soap Company 
[the name of which is identified for the first time in Chapter XIII (Wiggin, Rebecca 87)]. In fact, Stoneley 
does not quote a key part of the characters’ conversation: one in which Adam learns, apparently for the first 
time, that the circular has to come to refer to “‘A babe’” instead of to "a child" (Wiggin, Rebecca 93). 
[After Rebecca “correct[s]” him, Adam says, “‘Oh, a babe, eh? That child grows younger every year, 
instead of older – wise child!’” (Wiggin, Rebecca 93).] This detail suggests that Adam had not yet heard 
the latest version of the company’s promotional claim—an idea that would seem to undermine Stoneley’s 
interpretation of that scene, including his claim that Adam “has bought her” in that context.  

 
In pointing to a block quotation that includes that part of the conversation, Hardy refers to Adam as 
“ha[ving] obviously seen the sales circular” (40)—a reading that makes more sense than Stoneley’s 
interpretation does. [Also, Hardy believes that “Mr. Aladdin jokingly reveals a fantasy of regression deeper 
and deeper into childhood” (40).]  

 
[After using the phrase “‘kissing the chastening rod’” in his sentence (Consumerism 68), Stoneley notes the 
following in an endnote: “For more on the older, patriarchal model that is to be found in sensational 
domestic fiction, see G. M. Goshgarian’s To Kiss the Chastening Rod: Domestic Fiction and Sexual 
Ideology in the American Renaissance (Ithaca: Cornell University Press, 1992)” (154, endnote 7).] 

 
83. This statement is preceded by this claim (following Stoneley’s reference to “[t]he good daughter . . . 

becom[ing] the proprietary child”): “There is, then, nothing here to trouble Hall and other contemporary 
socio-sexologists. Rebecca is a heroine because she is ‘tumultuous’; she is Hall’s classic adolescent. But 
she has a story because Wiggin, like Hall, wishes the adolescent to be disciplined” (Stoneley, Consumerism 
68). [Earlier, Stoneley makes it clear how the word “tumult” is used by Hall in his study (qtd. in Stoneley 
7). See Stoneley for more information.] 
 

84. Earlier, Stoneley confirms that “Adam Ladd causes a railroad to run across Sunnybrook Farm, and for a 
station to be built there. In what amounts to a form of insider-trading, the otherwise relatively worthless 
land is transformed into valuable real estate” (Consumerism 68). Indeed, in Chapter XXVIII of Rebecca, 
Adam tells Miss Maxwell that “[i]t must remain a secret for the present, but Mrs. Randall’s farm will be 
bought by the new railroad. We must have right-of-way through the land, and the station will be built on 
her property” (Rebecca 190). Puleo observes that,  
 

Although the decision for the railroad to run through Sunnybrook Farm, saving it from imminent 
foreclosure, may have been influenced by Ladd—as a stockholder who is called to meetings in 
Temperance to determine the best course—he never shares this with Rebecca. Throughout the 
story, she is ignorant that Ladd’s charity is directed specifically toward alleviating the financial 
burdens of her family, and he does so only after she succeeds in earning her diploma. Thus, 
Rebecca meets her goal and is spared from objectivity and indebtedness to him. (366) 

 
[A bit earlier, Puleo asserts that, “In the final chapters of the novel, Ladd does give Rebecca and the 
Randall family the money they need, but these gifts are secret rather than a mechanism to further 
indebtedness or reciprocate affection” (366). Puleo points to a couple of other relevant details before 
raising the railroad issue noted above; see Puleo for more information (366).] 

  
85. This detail is disclosed by Miss Maxwell (Wiggin, Rebecca 143). 

 
86. In Chapter X of Rebecca, the heroine’s friend Mr. Cobb mentions that “[her] Aunt Mirandy . . . is goin’ to 

send [her] to Wareham [Academy] at a big expense” (68). Chapter XXIII confirms that the aunts are 
financing Rebecca’s Wareham studies (157), while Chapter XXIV includes a scene in which Adam—who 
has decided to “offe[r] prizes in English composition”—thinks the following: “‘Rose-Red-Snow-White 
[Rebecca] needs the help, and since there is no way of my giving it to her without causing remark, she must 
earn it, poor little soul! I wonder if my money is always to be useless where most I wish to spend it!’” 
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(163). The last sentence signals that he is not paying her tuition fees. In fact, Rebecca uses the money that 
she wins “to pay the interest on . . . [her immediate family’s] mortgage[,]’” as another character discloses 
afterwards (179)—it ultimately has nothing to do with her school fees. (Indeed, a character explicitly makes 
clear that it did not “g[o] towards school expenses” (180); see Rebecca). 

 
Also, later in Chapter XXIV, Miss Maxwell indicates that “[she] should like nothing better than to have 
Rebecca for a companion” during her vacation (Rebecca 164), and decides to “let [him (Adam)] pay her 
[Rebecca’s] travelling expenses” (165). Miss Maxwell also “agree[s] that the matter would better be kept 
private between [them]” (165). This plan does not involve Adam paying for Rebecca’s studies. During that 
same conversation, Adam discloses that “[he] interviewed her aunts a year ago, hoping [he] might be 
permitted to give her a musical education. [He] assured them that it was a most ordinary occurrence, and 
that [he] was willing to be repaid later on if they insisted; but it was no use” (164). This is another crucial 
detail that Stoneley overlooks. 

 
Hardy’s essay includes the following: 

 
For most of the novel, Mr. Aladdin is a father figure to Rebecca, whose own father dies before the 
novel begins. He fills the void left by the absent father. But in his traditional male role of provider, 
Mr. Aladdin is himself curiously “absent,” unable to act directly. As a benefactor of the Simpson 
children, he acts through Rebecca; as a benefactor of Rebecca herself, he acts through her teacher, 
Miss Maxwell. He can only act through female surrogates. (38) 

 
See Hardy for more. 

 
87. a) Starting a bit earlier in her essay, Sellers addresses the role of Rebecca’s “strong female role models” 

(123). Sellers observes that these characters are “[p]artly responsible for stirring the powers within Rebecca 
and for her educational becoming” (123)—a claim that she makes after addressing the part of Rebecca in 
which the heroine’s “mutinous leap of the heart . . ., a beating of wings against the door of the cage, a 
longing for the freedom of the big world outside” are identified as “the stirring of the powers within her” 
(qtd. in Sellers 123). Sellers points out that, “Because Rebecca leaves home to go to school, her mother 
does not figure prominently in the novel. Instead, Rebecca’s teachers (her school teachers and her aunts) 
become her surrogate mothers” (123). This statement is followed by Sellers’ look at Miss Maxwell (123). 
For more relating to Miss Maxwell, see pages 123-124 of Sellers.  

 
b) Sellers’ take on Miss Maxwell is compatible with Puleo’s remark that, “If Aunt Miranda teaches 
Rebecca the ideals of self-reliance, Miss Maxwell, a spinster of a younger and more educated generation, 
helps her reject conformity and regain her voice and agency” (Puleo 369). See Puleo (369) for further 
information. Also, Puleo notes that, “In addition to Miranda, Miss Ross and other childless women, like 
Miss Maxwell and the minister’s wife Mrs. Baxter, provide the only fitting role models for Rebecca to 
emulate” (360). See Puleo for more observations relating to Miss Maxwell.  
 
[As well, Puleo notes that 
  

[Fred Erisman] declares that all of Wiggin’s protagonists (Timothy and Penelope included) are 
“paragons of self-reliance,” and this characteristic in Rebecca is explicitly stated in the text when 
the narrator tells the reader, “Necessity has only made her brave; poverty has only made her daring 
and self-reliant” (qtd. in Erisman 242). Erisman further links Rebecca’s graduation thoughts to 
Emerson’s essay “Self-Reliance,” stating, “She clearly has reached the time in her education to 
realize that imitation is suicide” (243). Yet Rebecca does not come bounding into the brick house 
fully developed in these lessons; she learns self-reliance from the only successfully independent 
female in the book: Aunt Miranda. (Puleo 356-357) 

 
See Puleo for more information. (The remark about “[n]ecessity” and “poverty” is made by Miss Maxwell 
[Wiggin, Rebecca 164].)] 
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88. Cadogan and Craig quote this statement after referring (in the context of discussing Rebecca) to “[t]he 
tendency to moralize” as “go[ing] hand in hand with the most facile imagery” (94). This claim comes after 
their assertion about “Wiggin . . . tak[ing] away from Rebecca any cogency as a flesh-and-blood character 
which she might have had” (94). See Cadogan and Craig.  

 
89. a) MacLeod (25-26) does not engage with the narrator’s language in discussing what Rebecca does for her 

family member. 
 

b) MacLeod goes on to assert the following: “It was, too, as though these authors saw a period of self-
abnegation as a necessary stage in a girl’s way to womanhood, just as Alcott and Woolsey had a generation 
before. Less overtly than their predecessors, but still clearly enough to be understood, Wiggin and 
Montgomery conveyed the message that the paths a woman trod were likely to be steep and stony for a girl 
just leaving the freer territory of childhood” (26). “Perhaps for this reason,” MacLeod speculates, “Kate 
Douglas Wiggin declined to deal at all with Rebecca’s life as an adult” (26).  

 
MacLeod’s discussion also includes the following claim: 

 
Anne and Rebecca are not rebellious; their passage into adult life is made to seem gradual and free 
of conflict. Though their strong personalities would seem to presage a struggle over the need to 
trim their sails to the prevailing nineteenth-century wind, Wiggin and Montgomery will not have it 
so. Anne and Rebecca are romantic children, whose in-born natures are beyond reproach; not they, 
then, but their creators, must accommodate convention. These girls must ease into adolescence and 
then into maturity without strife or storm; they must become the mөst [sic] desirable models of 
young womanhood without seeming to give up any of their childhood perfection, and so they do. 
For all their vibrancy as children, Anne and Rebecca sail into their womanly backwaters without a 
murmur. (27). 

 
MacLeod’s look at Anne and Rebecca is not limited to the material quoted above; see pages 22-27 of 
MacLeod for the longer look. [For example, MacLeod addresses the fact that, “By the time Wiggin and 
Montgomery wrote, enterprising or needy girls had a few more acceptable opportunities to consider than 
had their mothers and grandmothers” (25). However, after writing about the heroines in relation to this fact, 
MacLeod explains how “the narrowness of the future choices available to Rebecca and Anne is quite 
apparent when one considers what expectations a boy with their talents would have had without question” 
(25).] 

 
90. An example is an essentialist remark about women that appears in the following sentence: “Mrs. Cobb was 

mother only to a little headstone in the church-yard, where reposed ‘Sarah Ann, beloved daughter of 
Jeremiah and Sarah Cobb, aged seventeen months’; but the name of mother was better than nothing, and 
served at any rate as a reminder of her woman’s crown of blessedness” (Wiggin, Rebecca 65). Cadogan and 
Craig identify the last four words as “one of the lurid phrases of which Kate Douglas Wiggin is fond” (90). 
 
[In their essay (70, 71), Kornfeld and Jackson also point to the “crown” language in Rebecca (though they 
quote/present the phrase as “the crown of womanhood” at one point [70]), but not for the purpose of 
criticizing the author for including lurid or essentialist words. See Kornfeld and Jackson for more 
information.] 

 
91. Cadogan and Craig state the following: “These books [Rebecca and the other four specified works] were all 

written between 1902 and 1915, when women were just beginning to emerge from the Victorian cocoon of 
sentiment and insentience, yet not one reflects a positive attitude to social change. This of course may 
account largely for their popularity, since they appealed to the conservative element in their readers – 
which was fostered by institutions such as the Church and certain educational bodies" (107). 

 
92. This assertion is compatible with Nodelman’s claim about “[c]ontemporary feminists” (“Progressive” 37), 

as well as with Seelye’s remark about “[m]odern feminists” (331). 
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93. Indeed, Rebecca says those words in deciding to stay at Aunt Miranda’s home (Wiggin, Rebecca 69), 
following a talk with Mr. Cobb (66-69). The latter’s strategy includes making it clear that running away 
would result in the loss of certain “benefits”—namely, “clothes and board and schoolin’, and [the fact that 
Miranda] is goin’ to send [her (Rebecca)] to Wareham at a big expense” (68). At one level, White’s failure 
to mention this context could be seen as a flaw in her discussion. After all, Rebecca’s decision is related to 
her own future contentment; to borrow from Sanders’ discussion of the episode, Rebecca “will attempt to 
act in accordance with Miranda’s moral code in order to repair the sympathetic relationship that will give 
Rebecca a happier life in Miranda’s house”—a detail that Sanders associates with a “sort of ambivalence 
about the direction of sympathy” (“Spinning” 53). Sanders notes that, “Guided by sympathy, Cobb does 
quite well, finding exactly the right words to keep the girl in the home where her education and social 
mobility will be provided for; sympathy guides an adult to see the girl’s needs—not the other way around” 
(“Spinning” 53). [He goes on to posit, though, that “the benefit to the girl is not so neatly defined as it will 
be ten years later for Pollyanna” (“Spinning” 53).]  
 
Sanders also discusses this episode from Rebecca (and other details from Rebecca) in his chapter on 
“Rebecca of Sunnybrook Farm and the Threat of Affective Discipline.” Sanders’ discussion includes the 
following: 

 
Because of his affection and sympathy for Rebecca, Cobb is able to give her the advice she needs, 
even though she herself is unaware that she needs it. In this scene, the driving force of affective 
discipline—love—remains unchanged from the sentimental pattern. However, as in other 
iterations of the orphan girl formula at the beginning of the twentieth century, here the girl is at the 
center of the disciplinary relationship, not her mother. Further, it is Rebecca, not the people she 
has disciplined, who benefits from this arrangement. ("Rebecca . . . Discipline"  68).  

 
[This chapter from Sanders includes noting that, "Despite the constant threat of financial disaster, Rebecca 
thrives, simultaneously warming the hearts of the people around her," and that, "Surrounded by those 
glowing hearts, Rebecca is able to command significant power, power with pointed benefit to the girl 
herself" (67). See Sanders for more information.] 

 
94. See White for information on Leslie Fiedler’s use of the term “Good Good Girl,” as well as the fact that 

“[h]e contrasts her [the Good Good Girl] with the Good Bad Boy . . .” (25).  
 

95. White also addresses the conceptual significance of Rebecca’s name (prior to calling Rebecca “a Good Bad 
Girl”), and identifies Rebecca as a “fictional descendan[t]” of Jo March (39). White sees Rebecca as 
“resembl[ing] Jo in several ways” (39). See White for more information (39). Furthermore, White takes 
note of Rebecca’s high-school education in the following sentence: “When she graduates from high school 
and is about to embark on a teaching career, she is summoned home to nurse her ailing mother” (39). 
Earlier, in developing her point that, “like Jo, Rebecca feels dismayed at the prospect of womanhood,” and 
before observing that Rebecca “hates being called ‘grown-up’ at fourteen,” White acknowledges that "she 
looks forward to finishing school and earning money, . . .” (39). 
 
[Rebecca’s Ivanhoe-inspired name is also addressed by Griswold; see Audacious Kids for his thoughts (84-
86).] 
 

96. Two other critics who point to the sentence containing these phrases are Kissel (21) and Sellers (123).  The 
latter also quotes the novel’s sentence referring to “the stirring of the powers within her [Rebecca]” (qtd. in 
Sellers 123). 

 
97. Before she points to the novel’s words about the “mutinous leap of the heart” (qtd. in White 39), White 

quotes the novel’s reference to “no consciousness of self interpos[ing] between her and her filial service” 
(qtd. in White 39, modification mine). 

 
98. The material in square brackets is in the original source, in which the square brackets are handwritten rather 

than typed. (The source is a PDF copy of Kissel’s 1983 Master’s Report.) 
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99. a) Earlier, after describing what Anne and Rebecca "have to" do (20), Kissel argues that,  
 

While these sacrifices can be seen as models of virtue for Victorian girls to emulate, and while 
they can be taken as evidence that a domestic life at home is the proper role for every women 
regardless of her inclinations, these concluding episodes can also be seen as the ideal for a 
Romantic exemplary heroine: the sacrifices and tests of character are necessary ingredients in the 
process of growing up and breaking through the egocentrism of childhood--part of the heroic 
journey toward achieving the Romantic integration of imaginative childhood with experienced 
adulthood. (20) 

 
See Kissel for more about Rebecca and Anne. 

 
b) The words "the inevitable yoke" appear in Wordsworth's "Ode: Intimations of Immortality 
from Recollections of Early Childhood" (line 124). Rebecca's narrator quotes the phrase "th' inevitable 
yoke" (without identifying its author) in Chapter XXVII (qtd. in Rebecca 185-186). Moreover, this quoted 
phrase is the title of Chapter XXVIII (though, in the Wordsworth Classics edition, this title appears as 'Th’ 
Inevitable Yolk') (Rebecca 187). Kissel points out that, "as if to emphasize their Romantic debt, these books 
[Rebecca and Anne of Green Gables], especially Rebecca, are full of Wordsworthian phrases and echoes" 
(15). 

 
100. a) Kornfeld and Jackson then quote from the text’s account of Rebecca’s plight (73). 

 
b) As Kornfeld and Jackson note, “despite their worship of maternal nurture and family life, these novels 
[discussed in their essay, including Rebecca] all contain some elements subversive to the nineteenth-
century cult of domesticity” (74). Also, in elaborating on the ideas that “a rather grim picture of the state of 
married life emerges from these novels” and that “the books all have portraits of wronged wives, . . .” 
Kornfeld and Jackson point to “poor Mrs. Winslow” (from New Chronicles, though they do not mention 
this title) and to “Rebecca’s own mother” (73). See Kornfeld and Jackson for more information about these 
points. 
 

101. Moreover, Lesley states that “Rebecca’s ‘new sense’ of ‘ministering’ . . . seems to assure the reader that her 
ambition has not made her unfeminine” (“‘The Making of Rebecca’”).Within the same sentence, Lesley 
indicates that “Rebecca ‘new sense’ of ‘ministering’ recalls Wiggin’s concern for the training of women’s 
‘hearts and souls’ . . .” (“‘The Making of Rebecca’”). The words “heart and soul” appear in a quoted 
passage from Wiggin and Nora Archibald Smith’s The Republic of Childhood (qtd. in Lesley, “‘The 
Making of Rebecca’”). See Lesley for more information. 
 

102. Miss Maxwell identifies “a career” as what “[she] want[s] Rebecca to have” while conversing with Adam, 
who reveals that “‘[he] do[es]n’t’” (Wiggin, Rebecca 190). See Chapter 5 of this study. 

 
103. In an endnote, Kissel points to Helen Waite Papashvily as “say[ing]”—“[i]n a [specified] penetrating 

study”—“that many of the events in domestic novels were actually subversive in depicting the frustrating 
subservience of women” (28, note 20). For more information on Papashvily’s study and what she “says,” 
see Kissel (28, note 20). 

 
104. As noted earlier, Griswold asserts that, “By freezing Rebecca on this side of the threshold of sexual 

maturity, Wiggin prevents her character from crossing over into oedipal taboo” (Audacious 86). See 
Endnote 79 of this section for more information. 

 
105. The text goes on to end with Rebecca “lean[ing] her head against the sun-warmed door, and closing her 

eyes, whisper[ing], just as if she had been a child saying her prayers: ‘God bless Aunt Miranda! God bless 
the brick house that was! God bless the brick house that is to be!’” (Wiggin, Rebecca 208). 

 
106. a) “Like Jo March,” Kissel says later, “Rebecca and Anne have achieved financial independence and 

preserved their imaginations without rejecting the traditional value of home” (22). See Kissel for more. 
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b) Also, I note that, in Rebecca’s second-last chapter, the heroine’s brother-in-law Will tells her that “the 
whole family’ll be moving to some nice little house wherever [her] work is” (203). [By this point, he “ha[s] 
heard in the Temperance post office that morning the probable sum that Mrs Randall w[ill] receive from the 
railway company” (202).] Will’s optimistic remark complements the heroine’s own words to her mother 
earlier in the text. 

 
107. Naomi Lesley does not notice either the second book or Will’s words when she states the following (after 

her sentence about “Rebecca’s ‘new sense’ of ‘ministering’” and “Wiggin’s concern for the training of 
women’s ‘hearts and souls’”):  

 
Wiggin also, however, believed that women should be offered higher education, and Rebecca, in 
the end, neither gives up her ambitions nor relinquishes her feminine family duties. Kept away 
from her job and her future, she reassuringly describes herself as a long-lived maple tree, going 
through a ‘rooting season’ [as she says in Rebecca] . . . with hope to grow in the future. However, 
in the same passage she also embraces the compensations of limits to her feminine horizons, 
announcing that ‘it’s enough joy just to be here in the world on a day like this’ [to quote her words 
from the novel] . . .; it is not necessary to fulfill her ambitions and leave home. Rebecca, biding 
her time in her ‘rooting season,’ does not give up the struggle between her youthful ambitions and 
her adult constraints permanently; she simply does not make a decision. Therefore, none of the 
adults around her get the last, victorious word on the purpose of her education. (“‘The Making of 
Rebecca’”) 

 
108. Puleo describes “Ellen Montgomery, Jo March, Pollyanna, Anne Shirley, and Jerusha Abbott” as being “as 

bright-eyed and strong-willed as Rebecca Rowena Randall until they are written into marriage and 
motherhood” (354). “In growing up,” writes Puleo, “these well-loved contemporaries of Rebecca not only 
lose some of their childhood charm but also arguably their agency and voices. As Gillian Thomas writes of 
Anne of Green Gables in ‘The Decline of Anne: Matron vs. Child,’ the girl is much more appealing and 
dynamic than the woman; she transforms from a ‘spirited individualist’ to a ‘dreary conformist’ over the 
course of her sequels” (354). 

  
Earlier, Puleo writes that Rebecca “deviates from the patterns established before its publication in The 
Wide, Wide World (1850) and Little Women (1868). In addition, the Rebecca stories stand out from popular 
girls’ fiction published in subsequent years of the early twentieth century, such as Anne of Green Gables 
(1908), Daddy Long-Legs (1912), and Pollyanna (1913)” (353). 

 
109. Rob Hardy is an example of a critic to whom Puleo points after writing that, “When critics highlight 

Rebecca’s lack of marriage, they declare she has not reached adulthood” (354). Hardy has said that “Adam 
Ladd cannot be both father figure and lover to the fatherless Rebecca, so the story stops” (qtd. in Puleo 
354).  

 
Hardy’s essay includes the view that “Rebecca is allowed to remain a child, while giving provocative hints 
of the woman she will be” (Hardy 48). [In an endnote, Hardy writes that “Rebecca’s entrance into the novel 
is innocently provocative: she mentions that she’s traveling with her nightgown, and is scolded by her 
mother for talking about ‘things like that’ with menfolk around (3)” (50, note 12).] This comes after Hardy 
argues that, "By refusing to marry off Rebecca, Wiggin avoids . . . [a] pitfall" described in an 1882 
quotation from L. D. Bedinger (Hardy 48). Hardy feels that, “By avoiding the traditional ‘happy ending’ 
and marrying Rebecca off to Mr. Aladdin, Wiggin avoids the disappointment that many readers experience 
with sequels, such as the later books in the Anne of Green Gables series, in which Anne is transformed 
‘from an unconventional, spirited child to a cautious, conservative matron’ (Gubar 47)” (Hardy 48). 

  
110. This belief differs noticeably from Murray’s view of Rebecca as “epitomiz[ing] domesticity when she 

relies on men for protection and advice” (107). Murray does not address some key details to which Puleo 
points; for example, Puleo notes that “[t]he fifty-dollar reward Ladd offers to the winner of a writing 
contest is certainly intended for Rebecca, and she earns it in her own right” (366). Also, Kelli M. Sellers 
addresses the fact that the heroine "must win the contest (which is judged objectively by school officials) 
before she is awarded the funds" (122). See Sellers for more of what she writes. 
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That Rebecca has to gain the reward through her own writing ability is not sufficiently acknowledged by 
John Seelye in his engagement with the “essay contest” (295). On one hand, after noting that, “with Miss 
Maxwell’s connivance, Adam establishes an essay contest, with fifty dollars as the prize, . . .” Seelye 
indicates that Adam “know[s] full well that Rebecca is so superior a student that she will win the money, 
which will go to pay the mortgage installment due on Sunnybrook Farm” (295). On the other hand, though, 
Seelye’s look at the contest comes right after his claim that “[i]ncreasingly Mr. Aladdin takes control over 
Rebecca’s life, seldom with her awareness of his influential presence. It is he, not Aunt Miranda, who 
masterminds ‘the making of Rebecca.’” (295). Seelye does not consider whether his reference to Rebecca’s 
“superior[ity]” as a “student” necessitates adjustment of his assertion that Adam  is the person who 
“masterminds ‘the making of Rebecca.’”  

 
111. Puleo also explores other aspects of the Rebecca texts; for example, she discusses how, “Retrospectively, it 

is clear that Wiggin, through Aunt Miranda, was not preparing Rebecca for a life of wife and motherhood” 
(356), as well as how the author “intensifies the stricture against marriage and motherhood in the second 
novel by providing three portraits of women, all of whom are unhappily married, lacking a husband’s 
support, and consequently worked to death as the sole provider of their children’s welfare” (358). 

 
112. Before pointing to this quotation, Puleo asserts that “Wiggin’s departure from a mother-centered model 

suggests a commentary on the dramatically different concepts of womanhood sweeping the nation at the 
time” (360). This comes after Puleo points to Rebecca’s author as “transform[ing] the tradition of a 
feminine utopia by shifting its center to other strong female role models—namely, spinsters” (360). 
[Earlier, Puleo quotes from Kornfeld and Jackson: “The authors of nineteenth-century books for girls 
created a matriarchal society—a feminine utopia. They assumed a power of womanhood not usually found 
in contemporary American society, and used it as a structure within which a girl could learn to survive, by 
assimilating the proper values. At the heart of this world, not surprisingly, was the mother” (qtd. in Puleo 
360).] See Puleo. 

 
113. Before making this claim, Puleo states the following: “Wiggin’s avoidance of the marriage plot in favor of 

expanding the possibilities for Rebecca’s future demonstrates, as Harris claims, a hesitancy over how the 
new century might play out for women in the face of progressive social change embodied by the images of 
the New Woman” (360). 

 
114. Griswold states that “[w]hen Rebecca passes on to finishing school at Wareham Academy, she takes pride 

in not being a boy-crazy flirt like fellow student Huldah Meserve. But when she sees Mr. Ladd walking 
with Huldah—‘Huldah, so saucy and pretty, so gay and so ready’ (186)—she seethes with jealousy and 
recognizes her own romantic and possessive interest in the gentleman” (Griswold 80). Griswold addresses 
this matter in exploring factors that stand in the way of an Adam-Rebecca “courtship” (80). He sees 
Rebecca’s reaction as “remov[ing]” an “obstacle”—namely, the fact that she “remains uninterested in the 
opposite sex” when she is “[i]n her adolescence” (80). [To be precise, after pointing to textual material 
relating to Rebecca’s “uninterested[ness],” Griswold goes on to discuss how, “later, this obstacle, . . . is 
removed” (80). See Griswold.] 

 
It is true that Rebecca sees Adam and Huldah when “she glance[s] out of the window . . .,” and the text 
does address “[Rebecca being] frightened at the storm in her heart, . . .” and her “fe[eling] all at once as if 
she could not bear to give up her share of Mr [sic] Aladdin’s friendship to Huldah . . .” (Wiggin, Rebecca, 
150, 151, 151). However, Griswold makes no mention of Romola and does not dig through the surface of 
this part of the book. 

 
115. Sellers provides the following information: “After her husband’s betrayal, Romola leaves him to begin her 

own intellectual and spiritual journey of self-discovery. When Romola makes the decision to escape, the 
chapter ends with promising words for Rebecca, who longs for freedom: ‘She was free and alone’ (Eliot 
330)” (Sellers 124). 

 
116. In discussing this part of the novel, John Seelye also mentions Romola (295). Importantly, he sees the 

Adam-Rebecca interaction in a particular passage from the scene as being “reminiscent of earlier examples 
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of erotic mentoring, albeit with significant differences” (295). However, he does not notice the conceptual 
implications that Kelli M. Sellers sees, and does not analyze the significance of Romola being the book in 
the scene. See John Seelye for his look at this part of the novel (295-297). 

 
117. In elaborating on her point about “the narrowness of the future choices available to Rebecca and Anne,” 

MacLeod points out that “their ambition turns toward conventionally acceptable careers as teachers” (25). 
One should note the following from Hunter’s How Young Ladies Became Girls:  

 
Both sets of parents [discussed by Hunter] would likely agree on the preferred outcome for their 
daughters: comfortable, refined homes with good providers. Both sets of parents, however, would 
welcome the insurance plan provided by schooling for girls. Being a “schoolma’am” was not a 
glamorous or an attractive option within the context of genteel Victorian culture. Aside, perhaps, 
from pseudonymous writing, there was no attractive option in those terms. Schoolteaching, 
however, was the better option among degraded alternatives, including domestic service and 
factory work, and that was good enough. (How Young 173-174) 

 
[This point relates to “the second half of the nineteenth century” (How Young 173). Wiggin’s Rebecca, as 
Rob Hardy confirms, “takes place in the 1870s” (32).] Thus, while MacLeod’s point should not be 
overlooked, being a female teacher still differed from what “genteel Victorian” America viewed as 
“attractive.” For more information, see Hunter’s chapter “Competitive Practices: Sentiment and 
Scholarship in Secondary Schools” (How Young 169-221). (The two “sets of parents” being discussed by 
Hunter in the part from which I’ve quoted are “[p]rivileged parents” and “[s]triving lower-middle-class 
parents” [How Young 173]. See Hunter for more.) 

 
Rebecca and the Issue of Audiences 

118. a) A bit later, Sellers observes that “[c]hildhood and novels like Rebecca can function as utopias—ideal, 
imagined spaces where adults see a new or (re)vision of the future. Scholars have long recognized the 
circuitous relationship between children’s literature and adult readers/writers, and many emphasize how 
adult readers approach children’s literature nostalgically” (119). [Sellers then points to relevant information 
regarding Perry Nodelman’s “discussion of The Snowy Day” and Rob Hardy’s “discussion of Rebecca’s 
male readers” (119). This part of Sellers’ essay includes the observation that “[b]oth Nodelman and Hardy 
repeatedly use words like ‘nostalgia’ and ‘remembered’ throughout their texts” (119). For more 
information, see Sellers.] 

 
b) Also, as noted earlier, Sellers points to Rebecca’s author as “provid[ing] child readers with a progressive 
vision of the future, and adult readers with an ideal, imagined childhood that prophesies new possibilities” 
(111-112). See Sellers for more information. 

 
119. Earlier, Lesley refers to “evidence that different audiences [of Rebecca] responded to different messages” 

(“‘The Making . . .’”). She explains that “Wiggin recounted letters and invitations from girls’ schools at 
which enthusiastic fans had formed ‘Rebecca Composition Clubs’ and had dramatically re-enacted favorite 
scenes, in imitation of their heroine’s favorite activities (Wiggin, Garden 396). However, when Wiggin 
eventually adapted the book for the stage, she found that most of the audience members were adults, and 
she correspondingly emphasized the nostalgic aspects” (Lesley, “‘The Making . . .’”). Lesley then quotes 
the following from Wiggin’s My Garden of Memory: “I longed to make a verdant little spot in the heat and 
dust of Forty-Second Street… and coax all the men and women who had been country boys and girls to 
come in and rest their tired nerves with a vision of their ‘little past’…” (qtd. in and ellipses in Lesley, “‘The 
Making of Rebecca’”). For more information, see Lesley. 

 
120. MacLeod writes that, “By 1910, children’s and adult literature had begun to diverge again; the era of shared 

reading was coming to an end” (124). For more relating to this, see MacLeod (124-126). 
 

121. MacLeod (117) goes on to quote from Edward Martin’s The Luxury of Children and Some Other Luxuries 
(1904) (citation provided on page 226, note 9). See MacLeod for more information. 
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122. Anne Scott MacLeod explains that “[t]he twilight of Victorianism found many Americans weary of 
unbridled materialism and political corruption. The affluent classes feared that their cushioned lives 
insulated them from ‘real’ experience and that the strictures of Victorian mores flattened emotional life” 
(117-118). MacLeod goes on to explain that “[t]hey hated industrial ugliness,” and to address the fact that 
“in spite of exuberant economic success, late nineteenth-century America was beset by social strains: 
poverty, slums, . . .” and other specified problems (118). “By the 1890s, consciousness of all these ills was 
high” (MacLeod 118). For more information about this context, see MacLeod (118). 

 
123. MacLeod is just one example of a scholar who makes clear that books like Rebecca were read by adults. 

 
To name another example, Hardy writes that, “From the mid-nineteenth to the early twentieth centuries, 
bestseller lists of children’s books included many for girls, such as Kate Douglas Wiggin’s Rebecca of 
Sunnybrook Farm (1903). What’s more, the readership of these novels was not exclusively made up of 
girls. Susan Warner’s The Wide, Wide World (1850), for example, went through fourteen editions in two 
years, and brought a growing audience to her second novel, Queechy (1853)” (31). After pointing to a 
relevant quoted “observ[ation]” from the North American Review (which was previously quoted by Shirley 
Foster and Judy Simons), Hardy states that, “Long before parents were staying up late to finish the latest 
Harry Potter volume ahead of their children, families were devouring books written for and about girls” 
(31). He then points to the fact that, “According to Anne Scott MacLeod, the adult popularity of children’s 
literature was one symptom of a turn-of-the-century reaction against modernism” (31). See Hardy. 

 
Another example of a relevant scholar is Sanders; in his essay “Spinning Sympathy: Orphan Girl Novels 
and the Sentimental Tradition,” Sanders confirms that the orphan texts “appealed to adults” (42). See Note 
51 of my section “Case Study: Pollyanna vs. New Girlhood” for more information. 

 
124. In an endnote, MacLeod reveals that she is quoting from this source: “Kate Douglas Wiggin et al., ‘The 

Best Books for Children,’ Outlook, vol. 69, no. 7 (December 1901), 873” (226, endnote 16). 
 

125. Jack London was “one of the most famous of her [Rebecca’s] male admirers” (Hardy 46). 
 

126. In her chapter on “‘Rebecca of Sunnybrook Farm’: The Books” (Kate 307-319), Nora Archibald Smith 
quotes the following question that was written to her sister Kate Douglas Wiggin: “Did it ever strike you 
that Rebecca, of all your books, appealed more to men than women?” (qtd. in N. A. Smith, Kate 317). [This 
came from “one of the members of” a specified “firm” (N. A. Smith 316).] Smith indicates that “[t]he idea 
had not occurred to Rebecca’s author up to that time, . . .” (317). After pointing to what specific men (not 
all of whom are named by Smith) have expressed in regard to the character Rebecca (with most of the 
expressed sentiments clearly presented as exact quoted words) (317-318), Smith remarks that "All these 
tributes from grown men, men of the world, men of experience, are amusing and touching in the same 
breath; one cannot but smile at their fervor and at the same time be a bit ‘teary round the lashes’ to think 
how they long for ‘youth immortal, for Spring, for Girlhood, for new-found Poetry.’” (319). See Smith for 
more information. 
 

127. Importantly, the paragraph that opens with this comment comes right before her statement about “feel[ing] 
a trifle depressed that [her] audience is chiefly one of girls and women” (Wiggin, My Garden 353). See 
Wiggin for more information. 
 

128. After pointing to these words from F. H. Langman (qtd. in Chambers 258), Aidan Chambers expresses (in a 
similarly sexist statement) the view that there is a need to “be wary of using as evidence in criticism what 
an author says about himself, publicly or privately” (258). See Chambers for more. 

 
The Significance of Pairing Rebecca with the Stratemeyer Syndicate’s Ruth Fielding 

129. Before making this observation, MacLeod notes that “[c]hildren’s book experts were idealistic, in keeping 
with the spirit of the public library movement. They hoped to educate the masses, uplift the lowly, and 
guide the immigrant child into the mainstream, while also seeing to it that middle-class children never fell 
prey to the low sensationalism of trash literature or the mediocrity of most series books” (122). 
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130. Murray asserts that it was “[a]round 1905” that Stratemeyer “created the Stratemeyer Syndicate” (91), 

while Billman writes that “[t[he Stratemeyer Syndicate was probably established in 1906” (21). Johnson 
leans closer to Murray’s view: “Sometime between 1904 and 1908, probably about 1905, Stratemeyer 
embarked on a new venture, the Stratemeyer Syndicate” (Edward 6). 
 

131. As Stoneley notes, “Hardback series tended to cost around one dollar, but when The Motor Boys was 
published for fifty cents, it went through thirty-five printings and became one of the bestselling series of all 
time. Stratemeyer broke the pattern by making publishers recognize that more money was to be made by 
going for volume of trade” (Consumerism 92). 
 

132. Stoneley’s discussion includes the following statement: “As for the nature of adult criticism, it suggests that 
the series disrupted certain preconceptions of class. There was still the belief that stories for children should 
be improving, and should urge the values of courage, thrift, patience, and hard work” (92-93). [Stoneley 
goes on to say more, and, in doing so, addresses “[t]he content or subject matter of the series [being] 
anything but proletarian” (93).] 

 
133. In addressing “the idea that children’s literature might have—indeed, might characteristically and even 

inherently and unavoidably imply—an adult audience as well as a childlike one,” Nodelman notes that “[i]t 
would not be surprising if that were true, simply because the field of children’s literature—its production 
and consumption—is so overwhelmingly occupied by adults” (The Hidden 207). 
 

134. In their book, Nodelman and Reimer assert that “most of the people who select and purchase children’s 
books are adults” (21). 
 

135. Romalov offers this statement after commenting on “girls [being] the subject of their own special kind of 
adventure story” (89), as quoted earlier in this chapter. See Romalov for more information. 

 
136. Billman confirms that “[t]he first Syndicate series for girls, Dorothy Dale, appeared in 1908” (58), while 

Carpan notes that, “In 1908, Edward Stratemeyer introduced his first girls’ series, Dorothy Dale, shortly 
after establishing his juvenile fiction factory known as the Stratemeyer Syndicate” (18). 

 
137. After addressing Dorothy Dale—“the Syndicate’s first single-character series”—Johnson turns to 

discussing “[t]he Syndicate’s next single-character series, Ruth Fielding (30 volumes, 1913-34)” (Edward 
112). 

 
138. Also, in the conclusion of her study, Hamilton-Honey notes that “[o]ne of the driving impetuses behind this 

[her] project was the need to understand Nancy’s predecessors, the heroines who shaped girls’ series just as 
that genre was coming into being and made Nancy’s creation possible” (Turning 223). As the rest of my 
chapter confirms, Ruth Fielding is one of the characters addressed in Hamilton-Honey’s study. [Also, for 
commentary on how “Nancy Drew’s life” differs from that of Ruth Fielding, see Hamilton-Honey (Turning 
227).] 

 
139. Moreover, Ruth and Rebecca share common literary roots. Carpan notes that, “In the tradition of L. M. 

Montgomery’s popular novel Anne of Green Gables, orphan Ruth Fielding moves to the Red Mill to live 
with her miserly old Uncle Jabez in Ruth Fielding of the Red Mill” (40). As noted earlier, Stoneley sees 
Anne as a work for which Rebecca “proved a phenomenally successful model” (62). As Billman confirms, 
“Ruth is the orphan, a carry-over from the nineteenth-century sentimental tradition, turned movie star and 
sleuth, two new roles for fictional heroines of the 1900s” (59).  

 
140. To be precise, Murray claims the following: “He [Stratemeyer] hired a number of female writers to crank 

out the plots [of certain specified girls’ series] according to his outlines; a few, particularly in the Ruth 
Fielding series, actively sought to portray the possibilities open to the new woman of the twentieth century” 
(92-93). 
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141. To be precise, Carpan states that “Ruth Fielding changes from Victorian orphan, to all-around schoolgirl 
and college girl, to adventuresome Gibson girl, to career-oriented New Woman, wife, and mother during a 
span of more than twenty-one years, making Ruth the most complex girls’ series heroine of the twentieth 
century” (29). 
 

142. a) Hamilton-Honey goes on to say that, “Unlike most other series heroines, she does not stay solely in the 
role of discerning consumer; she also plays an active role in producing items to be consumed by others” 
(Turning 202).  
 
b) Later, Hamilton-Honey refers to Ruth as “the best representation of the New Woman found in series 
fiction” (Turning 221), thereby applying the term “New Woman” to Ruth. See Hamilton-Honey for more 
information about her viewpoint. 

 
143. On one hand, Billman briefly brings up a difference between Ruth and Rebecca. Billman mentions (and 

provides a short quotation from) Rebecca after noting the following: “Ruth Fielding could not be brought 
out of the dilemma [following her marriage] I have described. But Stratemeyer Syndicate personnel did 
learn some lessons from Ruth’s predicament that they could apply to future series. First, they should freeze 
their protagonists in time by not allowing them to age. This practice had worked before in a number of 
nonseries juvenile novels” (77). On the other hand, though, Billman’s chapter on “Ruth Fielding: Orphan 
Turned Hollywood Sleuth” (The Secret 57-77) is not otherwise concerned with comparing Ruth and 
Rebecca.  

 
[One of the issues raised in Billman’s chapter is “the tension [the married] Ruth’s two lives, the personal 
and the professional, created regarding her characterization” (74). Billman argues that “Ruth Fielding’s 
appeal as a celebrated and extraordinary heroine whom girl readers could look up to suffered from the 
moment she got married, at the end of Ruth Fielding at Cameron Hall” (74). See the rest of my chapter for 
more information.] 

 
144. Billman goes on to assert the following: 

  
Occasionally there surfaced in these girls’ books a tomboy who preferred adventure to handiwork 
and suffering: Alcott’s Jo March or Sarah Chauncey Woolsey’s Katy Carr in the contemporary 
What Katy Did and its sequels, written under the pen name Susan Coolidge. But it was not until 
the twentieth-century series (especially those appearing in the teens and thereafter) that girls were 
out on the roads and playing fields, up in the air, and at the war front – right there along with the 
boys involved in suspenseful adventures outside the home. (7) 
 

145. For more information, including Johnson’s remark about “Lawrence dr[awing] upon the formula of the 
transplanted orphan” (61), see Johnson (“Community” 61-63, 65-66). 
 

146. a) Also, the basic idea that heroines in girls’ series face limitations even while seeming to be free is not 
new. On one hand, Gail S. Murray notes that, “Like her male counterparts, girls in series fiction 
experienced great freedom from parental control and relied heavily on the peer group for identification and 
approval” (90, emphasis mine). On the other hand, though, Murray notes that, “although these adolescents’ 
adventures strain one’s credulity, the characters themselves accurately reflect the dominant values and 
gender definitions of their day” (90). Johnson’s paragraph about “Jane S. Smith summariz[ing]” (“[i]n an 
essay titled ‘Plucky Little Ladies and Stout-Hearted Chums’”) “the mixed messages contained in the genre” 
includes the following: “while the protagonists’ activities display a newfound freedom, their value systems 
and struggles suggest more traditional mores” (Edward 118). Also, after pointing to quoted material after 
noting that “[t]he pathetic orphan [Ruth Fielding] grows into a dynamic figure of command[,]” Peter 
Stoneley observes the following:  

 
But this rise to command is also a problem. Ruth Fielding in particular outgrew her genre, and her 
series lost its way. The lesson that Stratemeyer took from this was that he should allow heroines 
some of the privileges of adulthood, but he should also ensure that they remained enclosed within 
networks of adult approval. Perhaps this is the main drawback of series fiction: the apparent 
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physical freedom is often conditioned by an intense and almost inescapable ideological control. 
There are attitudes and protocols to which the girls must conform at all times and in all places. . . . 
The freedom of the series fiction girls can seem trivial when the unremitting presence of the 
imperatives of class is taken into account. Also, as we will see, this type of monitoring recognizes 
and serves the other factors of overproduction and the engineering of consumption. (Consumerism 
94) 

 
[See Stoneley for more. Stoneley writes about Ruth after pointing to Billman as “tak[ing] the remarkable 
Ruth Fielding series as a paradigm of change from one kind of fiction to another” (93-94). Stoneley does 
not, however, engage with Ruth Fielding in detail; by extension, he does not explore the role of implied 
single-audienceship in Ruth Fielding.] 

 
b) Furthermore, parts of an observation that Johnson makes in her essay on the Linda Lane series can be 
used in relation to Ruth. Johnson points out that certain identified “fortuitous circumstances conveniently 
permit Lawrence to skirt the issue of the societal situations and inequalities causing Mrs. Poore’s and 
Mary’s problems” ("Community" 70); she also acknowledges that “at times the Linda Lane series still 
reflects earlier attitudes and balks at directly addressing gender inequalities” (70-71). In large part through 
its lack of adult-conscious narrative traits, Ruth “skirt[s]” engaging thoroughly with “the issue of . . . 
societal situations and inequalities.” See Chapter 4 for more information regarding Johnson’s look at the 
Linda Lane series. 

 
147. Also, Billman’s chapter is not focussed on the issue of whether adult characters (as a specific group) 

impose limitations on Ruth as she grows up; however, it does, at one point, briefly address the role of 
“male authority figures” in the Ruth Fielding books (68). Billman asserts that “[s]ome help Ruth attain her 
goals, others chafe at her success” and that “[a]ll in all, Ruth holds her own with these characters” (68). I 
will engage with this undeveloped observation in developing my argument about the role of narrative and 
rhetorical traits not meant for adults. [Also, earlier, Billman refers explicitly to “adult[s]” in the following 
statement: “Among the adult population of the series, Ruth’s Uncle Jabez, the miller who took the girl in at 
the beginning of her saga, and his loyal housekeeper, Alvirah Boggs, are also on her side. But Jabez Potter 
occasionally behaves in such a miserly and mean-spirited fashion toward her that Ruth is reduced to tears” 
(68).]  
 
Later, Billman’s chapter includes the following: 
 

When she arrives at the Red Mill after the death of her parents, Ruth is, in Jabez Potter’s view, the 
misprized, unfortunate Cinderella. To readers, too, her predicament in Ruth Fielding of the Red 
Mill may seem as bleak as was Dorothy’s in The Wonderful Wizard of Oz. Both are stuck with old 
and gray relatives. In neither case were they stuck for long, as it turns out. According to the 
publisher’s publicity for the Fielding book, “her sunny disposition melted the old miller’s heart.” 
In fact, it was Ruth’s resourcefulness in recovering his cash box that improved her lot, for Uncle 
Jabez agreed to send her to boarding school as a repayment for her services. In the eighth title in 
the series, Ruth again betters her condition, this time by earning a five-thousand-dollar reward 
when she returns a pearl necklace to its owner. (70) 

 
148. Billman’s discussion includes the following: “Demands for female equality had culminated in the gaining 

of women’s suffrage in 1920; yet despite media talk of the New Woman the twenties were quiescent years 
for women, many of whom turned to seeking personal fulfillment in their lives through traditional family 
structures, liberated quests for gratification, or some combination of both” (76). Billman then points to 
historical information from T. J. Jackson Lears (qtd. in, and modifications in, Billman 76); see Billman for 
more information (76). 

                 
149. a) Ruth texts concerned with World War I were written before 1920; Ruth Fielding in the Red Cross and 

Ruth Fielding at the War Front were published in 1918, while Ruth Fielding Homeward Bound was 
published in 1919. This part of the series has been addressed by certain scholars; for example, see Carpan 
(Sisters 42-43). However, in Ruth Fielding in the Red Cross, the narrator makes clear, after a sentence 
about a previous book, that “Ruth’s success as a writer of moving-picture scenarios of the better class had 
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already become established” (ch. II). Moreover, she began her college studies in an earlier book (Ruth . . . 
Cross ch. II).  In fact, the narrator confirms that, “At the beginning of this, the thirteenth volume of the 
series, Ruth and Helen were quite grown up” (Ruth . . . Cross, ch. II). 

 
b) In Ruth Fielding and the Gypsies, the narrator indicates that Ruth (during the events of Ruth Fielding of 
the Red Mill) “was still a small girl” when she “left Darrowtown and Miss True Pettis, and all her other old 
friends and acquaintances, to live with her mother's uncle, at the Red Mill” (ch. II). Ruth is clearly not a 
late-adolescent woman when her story begins. However, in conjunction with those words, a number of 
other details signal that Ruth is either a pre-teen or an early-teen girl (as opposed to a much younger pre-
pubescent child) at the start of the series. For example, in the first chapter of the second Ruth book (at the 
start of which “only a few months” have passed since Ruth’s arrival at her new home), the narrator refers to 
Tom Cameron as “ha[ving] attended Cheslow High School for a year” (Ruth Fielding at Briarwood ch. I). 
Crucially, in Red Mill, Tom’s twin sister, Helen (ch. VI), is described as “perhaps a year or more older than 
Ruth” (ch. V). Further relevant details can be found in Ruth Fielding of the Red Mill. Also, in the second 
chapter of Ruth Fielding in Moving Pictures, the Cameron twins are described as “[t]he first and closest 
friends of her own age that Ruth made in her new home” (11). 

 
150. Johnson explains that, “Appalled at the thought of one of his daughters [Harriet Stratemeyer] working, 

Stratemeyer made a counteroffer: she could edit manuscripts for the Syndicate, providing she did the work 
in the Stratemeyer home” (Edward 12). As Johnson notes, “Harriet Stratemeyer’s employment ended in 
1915 when she married Russell Vroom Adams, an investment banker, because Stratemeyer felt that as a 
married woman she should devote herself to her husband and home” (Edward 12). Johnson quotes the 
following from Harriet Stratemeyer Adams: “my father had the idea that a woman’s place was in the home. 
. . . I didn’t agree with my father’s view and I asked him several times if I could work for him, bringing 
home manuscripts and proofs, but he said no. I think he would be amazed that I carried on his work” (qtd. 
in and ellipsis in Johnson, Edward 12). 

 
151. Johnson argues in her chapter that, “For many of the girls in the single-character series, their initial struggle 

is twofold: enduring both physical and emotional deprivation” (Edward 119). Later, Johnson asserts that, 
“Even though the girls’ physical surroundings improve in later books, initially they face the same 
emotional trials” (Edward 120). See Johnson for more information. 
 

152. Johnson’s point is compatible with a claim that Carpan makes after discussing Dorothy Dale: “The ideals 
of Victorian domesticity, womanliness, and marriage still permeated girls’ series fiction throughout the 
Progressive Era, even as new roles for middle and upper-class girls were possible” (Sisters 19). Carpan 
goes on to specify that “[g]irls from the lower classes, including immigrants, were not often found in girls’ 
series book, unless they were scholarship students or maids” (19). 

 
153. a) Earlier, Johnson asserts that “[t]he Syndicate’s girls’ series, . . . encourage girls to be girls—but with a 

confused definition of girlhood. On the one hand, the series endorses traditional feminine values: 
domesticity, concern for appearance, noncompetitiveness, an emphasis on internal (or emotional) matters” 
(Edward 124).  Johnson also feels that “[a]t the same time the girls enjoy a generous amount of 
independence, . . .” (124). See Johnson for more. 

 
b)  Johnson points to "an essay" by Jane S. Smith, who, in Johnson's words, “summarizes the mixed 
messages contained in the genre” (Edward 118). See Johnson for information. After the paragraph that 
addresses Smith's "essay," Johnson writes that, “Thus, the Syndicate’s girls’ series offer a split vision of the 
world. It is not just that girls have less independence than do boys but that the structures of their world take 
on a different shape, that of the heart” (118). See Johnson for more. 

 
c) Johnson points out that, “Despite Stratemeyer’s willingness to try the genre, the Syndicate’s girls’ series 
remain secondary to its boys’ fiction. From 1908 to 1930, when the emphasis switched to mysteries, 
Stratemeyer created only 17 girls’ series, less than half the number issued for boys during that period” 
(Edward 110). Johnson goes on to note the following: “Moreover, while the boys’ series encompass many 
types of stories, those for girls have narrower horizons. Girls stay firmly within their own time period and 
in everyday surroundings—their stories are not historical or science fiction, and there is almost no foreign 
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travel for them. Even the patterns of their lives are more limited” (110). Johnson then identifies the two 
kinds of Stratemeyer girls’ fiction (110), as quoted earlier in this chapter. 

 
154. Furthermore, Carpan sees the relevant “passage” in Ruth Fielding in the Red Cross as being “interesting 

because it refers to Helen [Ruth’s friend] as a ‘militant feminist,’ which is still used as a derogatory phrase 
used to describe feminists” (Sisters 42). Carpan writes that, “If Helen Cameron was really a militant 
feminist, she would be involved with the suffrage movement or the Women’s Peace Party, not the Red 
Cross. W. Bert Foster, the Stratemeyer Syndicate ghostwriter for early books in the Ruth Fielding series, 
merely makes Helen a militant feminist for a moment to let readers know Ruth’s stand on women’s roles in 
society” (43). 

 
155. Billman also associates Stratemeyer with the word “conservative.” She describes Ruth as “[being] a girl 

detective whose sleuthing contains a strong measure of social action,” and then explains that  
 

Plots that may initially appear to be simple tales of kidnapping, theft, or forgery often provide 
Ruth the opportunity to mete out reward and punishment to their deserving recipients in Orphan 
Annie fashion. Beneath the suspenseful surface-level action, then, resides a slumbering but clear-
cut value system in which good manners, clean living, and hard work earn success, while laziness 
and a disregard for conventional moral principles spell failure. (65) 

 
After addressing the presence of “an undercurrent of noblesse oblige" (65), Billman points out that "[i]t was 
not, of course, Stratemeyer's outright intention to convey his conservative themes in stories that for all 
appearances are merely entertaining 'reads.' Nonetheless, such thematic infiltration was a side effect the 
books had on readers caught up in the excitement of the mystery plots" (65).  

 
Also, in her chapter “Running the Gamut and the Gauntlet: World War I Series Fiction as a Catalyst for 
Change in the Cultural Landscape of American Girlhood” (Turning 169-200), Hamilton-Honey notes that, 
“By marketing a series [The Outdoor Girls] that specifically wrote overseas war work out of the range of 
possibility, Edward Stratemeyer seemed to be pushing a conservative agenda for girls, one that encouraged 
patriotism but not adventure or independence" (Turning 178). She goes on to note the following, though: 
“However, Stratemeyer became somewhat more daring with the Ruth Fielding series, taking the war work 
of women a step farther and beginning to push the boundaries of what was acceptable" (178). See 
Hamilton-Honey (178).  

 
156. Also, in her chapter “Taking Advantage of New Markets: Ruth Fielding as a Motion Picture Screenwriter, 

Producer, and Executive” (Turning 201-222), Hamilton-Honey includes the following: “Ruth’s 
multifaceted work with the Alectrion Film Corporation is quite accurate for the time. The combination of 
writing, acting, and investing in films would not have been at all uncommon. Stratemeyer would have seen 
the advantage immediately in choosing the movies as a field for Ruth’s talents. He was once again able to 
capitalize on a new and liberating technology in order to enthrall his readers” (205). 

 
157. Billman then quotes from a source that raises the issue of money: “With the rib of Deadwood Dick and the 

soul of Tom the Bootblack, he fashioned middle-class Richard Rover who made money for himself, his 
creator, and his publisher” (qtd. in Billman 20). [This comment is from the source entitled “‘For It Was 
Indeed He’” (Billman 163, note 5), from “Fortune, 9 (April 1934)” (Billman 162, note 1).] 
 

158. The concept of girls’ series books exposing girls to New Womanhood also comes up in the following point 
from Romalov: 
 

Appearing under collective heroine titles such as The Motor Girls (Cupples, 1910-1917), . . . [and 
certain other titles], as well as many single name titles: . . . Ruth Fielding (Cupples, 1913-1934), 
Dorothy Dale (Cupples, 1908-1924) [to name two of the examples provided], for instance, these 
books were a planned offshoot of the boys’ adventure series, themselves ‘respectable’ offshoots of 
earlier dime novels. To a large extent, the form and content of the girls’ books imitated the boys’ 
books, and the result was a hybrid literature in which girls could vicariously live the adventures of 
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young heroines as ‘new women’ in a new century without having to give up the advantages of 
dependence and security that accompany more conventional domestic narratives. (89) 

 
[Romalov goes on to note that "[s]uch hybridization was bound to result in some degree of confusion, 
tension and contradiction, which is precisely what makes the series books of interest to the cultural 
historian who might examine the ways these books participate in the negotiation of gender formation at a 
time in history when such formation was in a great state of flux and accommodation (see Romalov, 1994)" 
(89).] 

 
159. Billman asserts that “Ruth Fielding’s appeal as a celebrated and extraordinary heroine whom girl readers 

could look up to suffered from the moment she got married, at the end of Ruth Fielding at Cameron Hall” 
(74). 

 
Implied Readers: Contexts and Clarification 
 

160. a) As well, as Barbara Wall makes clear, the term refers to “the reader for whom the real and implied 
authors have, consciously and unconsciously, shaped the story, who is always there, and whose presence 
and qualities – as the real reader adapts himself or herself to the moral and cultural norms of the narrative – 
can be deduced from the totality of the book” (6-7). 

 
[In her study, Wall indicates that “[t]o schematise the components of narrative communication [she] ha[s] 
adapted the model  first proposed by Seymour Chatman in Story and Discourse (p. 151), and used also by 
Rimmon-Kenan” (3-4). See Wall for more information.] 

 
b) Nodelman and Reimer explain that “[a]ll texts have an implied reader. That is, they suggest in their 
subject and their style the characteristics of the reader best equipped to understand and respond to them” 
(16). 

 
161. Nodelman and Reimer bring up a “significant issue” that “arises from a consideration of the implied reader 

of texts of children’s literature, and” that “relates to the question of adult readers. The mere fact,” they 
write (21),  
 

that there are enough adults with an interest in children’s literature to warrant a book like 
Pleasures suggests that something we took for granted earlier—that the implied readers of 
children’s literature are children—may not be completely true. As we discuss in chapter 6, most of 
the people who select and purchase children's books are adults. Surely writers and publishers who 
know that are astute enough to keep that actual audience in mind as they write, and to provide a 
role for them to engage with. (21)  

 
Nodelman and Reimer go on to identify what "a number of theorists believe" (21).  

 
162. Jill May has asserted that “children’s books are read by adults and children, so the books do not have one 

audience. As texts with dual (or multiple) audiences, children’s stories hold more than one meaning” (qtd. 
in Nodelman and Reimer 21).  

 
Here is another scholarly quotation regarding the dual-audience nature of children's literature: "Part of the 
'doubleness' of children's literature is its dual audience. Children's literature is written for two audiences: 
the adult who often buys and approves of the literature and the child who reads it" (Lukens, Smith, and 
Coffel 6, italics in original).  

 
163. “In other words,” Nodelman and Reimer say after quoting Shavit, “the actual adult implied reader of texts 

of children’s literature knows more than the official child it implies; these texts invite adult access to a 
repertoire of knowledge and strategies the official child reader doesn’t possess and isn’t supposed to 
notice” (21). 
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164. Also, after these words about his collaboration with Myers, Knoepflmacher notes that “[t]he topic 
continued to intrigue Professor Myers, as it has other critics such as Sandra Beckett and Marah Gubar, who 
have fruitfully extended it” (159). 

 
165. Also, after mentioning Beckett and Gubar, Knoepflmacher observes the following: “Convinced that we had 

unduly homogenised the generational dynamics of texts substantially different in genre and form, Professor 
Myers wanted us to take a closer look at the variable layerings involved in ‘cross-writing'. We had also paid 
scant attention to the historical role of folktales and fairy tales as prime models for the traffic between child 
and adult" (159). After saying more about this matter (159-160), Knoepflmacher addresses the fact that 
“unasked questions remained even about those texts we had high-lighted" (160). See Knoepflmacher. 

 
166. See Knoepflmacher for more relating to this.  

 
167. Wall “propose[s] a method of deciding whether or not a book is a children’s book” (1). As she explains (1), 

“by children [she] mean[s] boys and girls up to the age of twelve or thirteen. [She] [is] not writing about 
‘young adults’.” See Wall for more information. 

 
168. Wall makes clear that “[t]he term double address was used with a slightly different meaning by Michael 

Egan in an essay on James Barrie . . .” (275, note 2 under “Notes to Introduction”). Egan’s essay contains 
this claim:  

 
Barrie appears to be making use of one of the important but unrecognized conventions of writing 
for children: the Double Address. On the one hand the author speaks directly to his principal 
audience, his voice and manner serious and gentle, even conspiratorial. From time to time, 
however, he glances sidelong at the adults listening in and winks. Naturally, his jokes and 
references on these occasions are not meant to be understood by the children. (qtd. in Wall 21).  

 
In Wall’s view, “There is no doubt that what Egan describes is to be found in fiction for children, though 
less frequently in the last fifty years than before. Generally, however, Egan’s comments show insensitivity 
to this still under-discussed aspect of narrative technique” (21). See Wall for more. 

 
169. Wall (in her text published in 1991) goes on to say that “it [double address] is rare today” (36).  

 
170. This scholar also believes that “[m]any adults—myself among them—have a taste for children’s books that 

depends to a great extent on what distinguishes them from adult texts: the presence within them of a 
supposed childlike point of view. That childlike viewpoint is available to me as an adult” (Nodelman, The 
Hidden 209). 

 
171. Nodelman goes on to write that “[w]hat distinguishes these texts is not necessarily that they can be read in 

one way or the other but that they seem to invite a reading by both child and adult readers with an 
awareness of both. As Alan Richardson suggests in speaking of things like the parodic elements in Alice’s 
Adventures in Wonderland, ‘In order to understand children’s satire, we must relocate that doubleness or 
ambivalence within the child reader’” (The Hidden 209-210). See Nodelman for more. 

 
172. After quoting from Shavit and then describing her position “[i]n other words” (as quoted in an earlier note), 

Nodelman and Reimer assert that,  
 

Seen from this point of view, the repertoire of information about rings and such that [Edward 
Lear’s] ‘The Owl and the Pussy-Cat’ engages is intended for adults, not for child readers, who are 
unlikely to know these things and who will simply be charmed by the poem’s nonsense. Similarly, 
commentators often suggest that allusions to paintings by artists such as Magritte in the picture 
books of Anthony Browne are there for adult teachers and critics to notice, not for the implied 
child reader. (21). 

 
They then go on to specify what they see as “[t]he trouble with ideas of this sort” (21). 
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173. Nodelman quotes from Reimer in discussing the argument from Shavit: 
 

[Zohar] Shavit’s argument is also marred by her fairly unquestioning acceptance of the stark 
division between the two addressees and of the idea that one must be a child and the other an 
adult, based on what she calls “the different and even incompatible tastes of children and adults.” 
Speaking specifically about one children’s novel, Thomas Hughes’s Tom Brown’s Schooldays, 
Mavis Reimer points to a flaw in Shavit’s argument generally: . . . (Nodelman, The Hidden 209). 

 
This is from a part of Nodelman’s text (The Hidden 207-210) that provides information about, quotations 
from, and comments relating to Shavit’s argument.  

 
174. In discussing Edgeworth’s “The Purple Jar,” Nodelman defines “‘shadow text[,]’” and then says the 

following: “I have to wonder, of course, if a child reader would be equally aware of this shadow text. The 
obvious answer to that question seems to be ‘No.’ The reason for the simplicity is the author’s assumption 
about the limited abilities of the implied audience. Wouldn’t that mean that child readers see no more than 
the simple words actually say?” (The Hidden 8). As Nodelman asserts, though, “perhaps agreeing that this 
is so is just accepting a stereotypical view of children’s limited abilities—and in any case logic suggests 
that to some degree, at least, they must see more than the few words say” (8). See Nodelman for more 
information. 

 
175. Forman-Brunell and Paris point out that “[f]ew [nineteenth-century American] girls were instructed 

explicitly about sex and sexual enjoyment” (9). However, this does not mean that one should assume that 
pre-teen girls were unaware of what sex and sexual reproduction are (since not being “instructed explicitly 
about” something and not knowing about it are two different things).  

 
[Also, after making the observation quoted above, Forman-Brunell and Paris note that, "Some girls, 
however, found in their bodies a means to express sensuality and pleasure" (9). These scholars (9-10) go on 
to describe the essay "'Oh I Love Mother, I Love Her Power': Shaker Spirit Possession and the Performance 
of Desire," written by Susan McCully (Forman-Brunell and Paris 9). That essay "examines the 
phenomenon of spirit possession of young girls in a Shaker community in upstate New York during the 
1830s and 1840s. As McCully explains, girls' religious possession represented the attempts of social 
subordinates to gain personal power, while their rituals of polymorphic eroticism expressed a range of 
repressed sexual desires" (Forman-Brunell and Paris 9-10).] 

 
176. As Nodelman points out, “The most widespread way in contemporary culture of enunciating what 

distinguishes children’s literature from other texts is to say, simply, that children’s literature is simple 
literature” (198). See Nodelman for more information. 

 
177. a) Stoneley goes on to say the following: “One of the main motives ascribed to the production of girls’ 

fiction was that it could help to create the very girl that it was ostensibly about. While this attempt at 
influence seems to have met with some degree of success, there are also numerous instances of girls as 
‘resisting readers’: there was often a gulf between the prescriptions of girls’ fiction and the actual meanings 
that girls took from their reading” (10). For more information on whether my study addresses the question 
of real girl readers of the era, see the rest of this chapter. 
 
b) The remark from Stoneley quoted in my paragraph is the second point that he raises while developing 
the assertion that, “Whilst it is a matter of fact that the majority of fiction for and about girls was indeed 
written by women, it is crucial to question the tidily ‘natural’ appearance of this fact” (9). See Note 21 of 
my study’s introduction. 
 
c) See Chapter 3 of this study for more relating to Jacqueline Rose.  

  
178. While Romalov’s essay is concerned with “the young female readers of mass-marketed girls’ series fiction 

in the first decades of the 20th century, roughly between 1905-1925” (88), she does not address whether 
girl readers of Ruth Fielding were left with specific thoughts about New Girls dealing with adult-imposed 
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impediments. In raising this point, I am mindful of Beth Fisher’s review of Stoneley’s study. Her look at 
“[h]is chapter on magazine fiction” includes the following:  

 
Stoneley does not examine the other side of the equation to ask how readers responded to either 
magazine fiction or the advertising that had become the major source of revenue for mass-market 
magazines by the end of the nineteenth century. At the very least, he might have placed his 
insights in dialogue with those of Nancy Romalov, who analyzes readers' responses to girls' 
fiction, or of Ellen Gruber Garvey, who demonstrates in The Adman in the Parlor that women and 
girls took an active role during this period in interpreting and influencing the consumerist 
discourses of the magazines they read. Further attention to such issues may well have offered 
Stoneley further means of developing his interesting contention that girls' fiction did not merely 
prescribe submission to consumerist femininity but also sowed the seeds for alternative readings 
by which readers could see consumerism as a means of achieving [what he calls on page 6 of his 
book] a "performative concept of self" . . .. (93) 

 
179. a) By extension, I will avoid the kind of error that Rob Hardy makes in statements such as this one: 

“Rebecca, I would argue, restores male readers to their childhood—in particular, their ‘girlhood.’ As she 
acts upon the repressed adults within the novel, so does she act upon the novel’s readers, making them 
more like her” (34). I will not try to claim that I know how characters or texts “act upon . . . readers.” 

 
b) There is information relating to what certain “modern adolescent readers,” to borrow from Puleo (356), 
think of the character Rebecca. As Puleo notes,  
 

In “Can Anne Shirley Help ‘Revive Ophelia’?” Hubler explores the gap between adolescent girls’ 
responses to texts and the messages the texts send about conformity to gendered role expectations. 
Hubler writes that girls often engaged in “liberatory reading,” which she describes as a “conscious 
rejection rather than passing over of textual aspects that conflicted with her ideal of femininity” 
(270). Several girls in Hubler’s sample of readers cite Rebecca of Rebecca of Sunnybrook Farm as 
a favorite character. (Puleo 355-356).  

 
Puleo writes that, “In studying their responses to this text and others, Hubler infers that ‘More than 
anything else, the girls’ descriptions of their favorite female characters manifest their rejection of the 
stereotype of women as quiet, passive, dependent, compliant, weak, and timid’; instead, they see their 
favorite characters as ‘strong’ and ‘independent’ (272)” (356). In Puleo's view, "It is striking that modern 
adolescent readers envision Rebecca in this way, yet adult critical readers, also using the practice of 
liberatory reading, seem to keep warning of the ideological message Rebecca of Sunnybrook Farm and 
other classic girls’ texts send" (356). Such a claim about "modern adolescent readers" reveals nothing about 
how girls of the early 1900s may have understood the book's engagement with the issue that I’ve chosen. 

 
180. Hamilton-Honey goes on to observe that “[t]hose who study the reading habits of living women and girls 

have had some success in establishing the links between reading and behavior” (22, note 3). This part of 
Hamilton-Honey’s note includes (but is not limited to) the following: 

 
Meredith Cherland, a professor of literacy education, has extensively studied the reading patterns 
of twentieth-century sixth-grade girls, and finds that when girls read about and act upon models 
that help them articulate their desires and needs, whether in school or with their families, it is a 
political act in the sense that it will help determine what kind of women the girls will grow up to 
be. Girls' actions help shape their psychology by either constructing or removing cultural and 
social barriers. Even when the books are trying to socialize girls into certain behaviors, readers 
choose among the options presented to them and appropriate what is useful and encouraging, 
rejecting strategies that do not work in their particular circumstances. (22, note 3). 

 
(See Hamilton-Honey for more.)  

 
No part of my study denies that real readers are capable of reacting in ways not imagined by the texts. 
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Also, in her essay, Romalov acknowledges that “Answers about how books were used by readers are 
notoriously hard to pin down. Readers’ responses to and uses of literature, then as now, are multifaceted 
and overdetermined; they are a function of the social, cultural, and political structures that form the context 
of reading and are grounded on class, race and sexual orientation as well. Moreover, sources are often 
obscure or poorly referenced and the dangers of overgeneralizing groups of readers ever present” (88). She 
goes on to explain that, “[n]evertheless, [she is] going to pry open that can of worms . . .” (88). Such an 
approach differs from my focus on textually constructed implied readers. 

 
181. In effect, in addressing how the texts aim explorations of the New Girl’s plight at specific hypothetical 

readers, this study can only look at one part of the situation described here: “the implied reader is not 
merely a quality of texts. It is a role a text implies and invites a reader to take on. As [Wolfgang] Iser says, 
the term ‘implied reader’ ‘incorporates both the prestructuring of the potential meaning by the text, and the 
reader’s actualization of this potential through the reading process’ (Implied Reader xiii). The reader must, 
in some way and to some degree, become the implied reader” (Nodelman and Reimer 17, italics in 
original).  
 
Nodelman and Reimer’s discussion includes pointing to Iser’s point that “the reader’s own disposition will 
never disappear totally” (qtd. in Nodelman and Reimer 17). See Nodelman and Reimer (17-18). Earlier, 
Nodelman and Reimer refer to “implied readers” as “not simply types or stereotypes—standard versions of 
melancholy people or middle-aged men or four-year-olds. They represent sets of tastes and interests that 
real readers are invited to share” (17, emphasis mine).  
 
Crucially, though, an invitation issued by the text still reflects the logic and assumptions of the text, rather 
than the actual nature of “real readers.” In this study, in analyzing Rebecca, I will argue that the text makes 
certain assumptions about adult readers and younger readers; then, on the basis of those assumptions, the 
text itself “invites” particular hypothetical readers to understand certain things, irrespective of what real 
readers are actually like or actually end up doing.  
 
Thus, no part of my study disputes Nodelman and Reimer’s observation that, “On the other hand, texts 
can’t possess just one specific meaning. Readers must draw on their own experiences to fill the roles 
offered in their own way” (18). [These words come after Nodelman and Reimer note that “[t]he implied 
reader does represent a set of constraints upon readers’ freedom to make a text mean anything and 
everything. On one hand, then, texts are not open to any and all ways of making them meaningful. A 
specific reader is implied” (18).]  
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Chapter 3: Exploring Rebecca’s Opening Chapter 

 
The opening chapters of Rebecca and Ruth Fielding of the Red Mill display a number of 

similarities. Firstly, they both involve a type of character that Perry Nodelman associates with 

“the warmhearted world of the traditional novel for girls” (“Progressive” 29)—namely, “[a] 

solitary young girl” who “is traveling” (29).1 Moreover, each opening chapter features the girl 

character conversing with a friendly adult man. Thirdly, and most crucially, both chapters, in my 

view, implicitly raise the idea of the adult man impeding the girl’s access to a particular freedom. 

In Rebecca’s case, part of the first chapter explores the girl’s ability to remain herself, as 

opposed to reflecting conservative gender norms, in the face of an adult downplaying her 

intellectual complexity. Similarly, Ruth’s first chapter explores the issue of Ruth’s right to enjoy 

privacy, which is hindered by the adult’s inability to recognize her autonomy. 

However, even while having similar starting points and sharing an interest in girl-man 

power dynamics, the two opening chapters differ in terms of whether textual traits reflect a focus 

on trying to target adults as a specific group of implied readers. Rebecca’s opening chapter 

reflects a strong interest in seeking to target adults through a particular narrative strategy and 

supposedly adult-oriented textual details; by contrast, the first chapter of Ruth fails to display any 

substantial interest in attracting adult attention. I argue that the political work of each book 

sequence is affected by whether it seeks to focus, through narrative and rhetorical traits, on adult 

implied readers as an important group. I believe that this applies even to the opening chapters, 

and that, in the case of each sequence, the first chapter sets the stage for how the rest of the 

sequence links awareness of (and assumptions about) imagined audiences with socio-political 

implications. Supposedly adult-oriented traits contribute substantially to Rebecca’s first chapter 

aiming to highlight, specifically for imagined adult “implied” readers, the young girl’s 
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vulnerability in the face of adult pressure. By contrast, the absence of such traits in Ruth 

Fielding’s first chapter contributes to the text downplaying, immediately after raising, how 

problematic an adult-imposed limitation can be. Both chapters, however, reflect the notion that 

young girls themselves, as perceived by the texts, are not the right audience—or at least, in 

Rebecca’s case, not the right primary audience—for a complex portrayal of inequality. They 

reflect a belief that completely overcoming adult-imposed pressures is beyond what the imagined 

girl reader can do by herself. The idea that such a hypothetical girl would be entitled to see the 

full extent of girls’ social situation is absent from the texts’ apparent worldview. In the case of 

Rebecca, this absence amounts to accepting a symptom of the very problem that the text seeks to 

criticize—a factor that creates a gap in the textual project.  

In this part of my study, I will focus on the case of Rebecca. I will start by exploring how 

an early part of the chapter tries to target imagined adult readers. Reflecting part of an adult 

mindset of the era, the text lays out a particular conception of how pre-teen girls and older 

readers differ, irrespective of whether this conception is accurate. This textual function sets the 

stage for a later passage, which seeks to depict for adults possible negative effects of adult 

conduct on the New Girl. However, I do not argue that real girl readers cannot see this. My look 

at Rebecca will set the stage for my engagement, in Chapter 4, with the opening chapter of 

Ruth—a text in which the same core assumption about girl readers’ supposed powerlessness, in 

terms of overturning inequality, is conveyed through a lack of interest in adult readers. 

 

How Rebecca Seeks to Target Imagined Adults from an Early Point and Sets the Stage for 

a Later Passage 
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At the surface level, Chapter 1 of Rebecca involves “an imaginative heroine 

entertain[ing] an adult male with her chatter upon her entry to the village,” to borrow from 

Margaret Anne Doody (12).2 At the same time, from an early point onwards, this chapter also 

introduces the novel’s goal of attracting adult readers’ attention. Focalization through an adult 

character is particularly crucial in this regard; however, to fully understand the importance of this 

factor, one must first note how the text introduces a problematic view of what pre-teen girls are 

supposedly like, and how the text—as per an adult worldview—imagines a particular point of 

difference between such girls and adults. The precise combination of these assumptions, the 

larger cultural context, and focalization—as opposed to any one factor on its own—conveys a 

textual desire to reach out to adult implied readers.  

The novel’s conception of what pre-teen girls supposedly do not know becomes apparent 

when Rebecca tells Mr. Cobb, the coach driver taking her to live with her aunts, about the size of 

her family. In explaining how she knows that “[her] family’s finished,” she asserts that her 

“[m]other”—who “always keeps her promises”—“says so” (Wiggin, Rebecca 12). She goes on 

to reveal that “[t]here hasn’t been any since Mira, and she’s three. She was born the day father 

died” (12). By this point, Rebecca has surprised Mr. Cobb with her “unexpected and thoroughly 

grown-up candour” (12), and Mr. Cobb later tells his wife, in the novel’s third chapter, that “she 

[Rebecca] might be a hundred to hear her talk!” (30). Moreover, Rebecca displays her “grown-up 

candour” while demonstrating her awareness of what “everybody says” about her family’s size 

(12), which suggests that Rebecca has begun acquiring information about the world and society, 

and that the text is linking this idea with her adult-like “candour.”  In having such a specific 

figure provide such a comment about her family, the chapter assumes, ideologically3, that a girl 

of Rebecca’s age is not aware of the link between sex and procreation, even when this girl is, 
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according to the text, mature and knowledgeable for her years. By this point, the narrator has 

identified Rebecca as both a pre-teen and a mature person by observing, earlier in the chapter, 

that she “might have been ten or eleven years old, perhaps, but . . . ha[s] an air of being small for 

her age” (8, emphasis mine). In aligning a purportedly mature girl of this age group with 

ignorance of sexual reproduction, the text reflects an ideological belief that knowledge of this 

concept is fundamentally foreign to pre-teen girlhood.  

Such a belief is, of course, highly problematic; actual pre-teen girls of the time may well 

have found Rebecca’s ignorance to be funny. I am inclined to guess that most did.4 However, in 

its construction of Rebecca, and of her maturity supposedly exceeding that of others her age, the 

text itself displays no apparent awareness that pre-teen girls could have such a reaction. 

Crucially, there are no indicators anywhere in the book of any textual desire to disprove, satirize, 

or even just qualify, in any discernible way, the first chapter’s construction of pre-teen girls as 

not knowing about sexual reproduction.5 One should also note the historical context in terms of 

how adults imagined girls. Murray makes clear that “[s]everal . . . American women” “authors” 

of the time—“around the turn of the century”—“continue that construction of childhood that 

romanticizes the innocence of children, especially girls, and keeps their protagonists operating at 

a juvenile (presexual) level even as they get older” (106).6 (As noted earlier, Murray also feels 

that “Wiggin remained steadfast on Rebecca’s innocent nonsexuality” [108].7) In considering 

this point about the authors, one should recall MacLeod’s identification of “the late nineteenth 

century” as “the high point in American romanticization of childhood” (117).8  

In Rebecca’s first chapter, the combination of how Rebecca is portrayed (and how the 

text frames her as supposedly mature for her age), the historical context in terms of how adults 

imagined girls, and the absence of textual details countering those factors establish a textual 
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worldview in which pre-teen girls are imagined as not knowing about sex. In discussing “a 

society’s ideas about children,” Nodelman and Reimer make clear that “[t]hose ideas may be 

inaccurate or incomplete descriptions of what children are really like or really capable of 

achieving, . . .” (79).9 These scholars point to “the ideas” as “operat[ing] as part of the society’s 

ideology: the body of ideas that controls (or at least, tries to control) how members of the society 

view the world and understand their place within it” (79, 79-80, italics in original).10 They also 

note that “[p]eople are not always conscious of the ideologies that affect them. Or, to put it 

another way, they are not always conscious that the ideas are ideologies, and just assume them to 

be the way things obviously are” (Nodelman and Reimer 80, italics in original).11 Similarly, 

Rebecca seems to reflect unquestioningly an ideology-based conception of pre-teen girls’ 

awareness. Jacqueline Rose sees “children’s books” as “construct[ing] children, both as 

characters and as readers, as without sexuality, innocent and denied politics” (Sarland 68).12 

Rebecca’s first chapter imagines pre-teen girls as being “without” factual knowledge pertaining 

to “sexuality.” At the same time, Rebecca’s comment is a detail that relates quite pointedly—and 

yet not explicitly—to sex. Given the text’s own conception of girls, and given how the book was 

seen as being for more than one age group, the inclusion of such a detail begins to hint that the 

book does not assume girls to be the only potential readers.13  

However, the factors described above paint only a part of the picture. That the book seeks 

to target adults in particular, as opposed to another imagined group, becomes clearer when one 

considers the context surrounding Rebecca’s comment, as well as the relationship between the 

context and Rebecca’s remark. During the conversation (Wiggin, Rebecca 10-18), readers are, 

for the most part, privy to the inner thoughts and feelings of Mr. Cobb rather than Rebecca. This 

changes only twice during the conversation: right after the narrator quotes something that the 
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heroine “sa[ys] . . . when she ha[s] exchanged looks with Mr. Cobb and learned his face by 

heart” (12),14 and when “[a] thrill of delicious excitement r[u]n[s] through Rebecca’s frame” 

after she hears from Mr. Cobb that, “‘If your Aunt Miranda’ll let you, I’ll take you down to 

Milltown some day this summer when the stage ain’t full’” (16).15 By contrast, during most of 

the conversation (10-18), except when the narrator comments on “Rebecca’s eyes” (11),16 the 

narrator displays limited omniscience in revealing what Mr. Cobb can see of, and hear from, 

Rebecca, as well as what he thinks at such moments as when he “feel[s] that he [is] being hurried 

from peak to peak of a mountain range” in listening to Rebecca (13). Indeed, the narrator’s 

privileging of Mr. Cobb’s perspective is emphatically signalled even before the conversation 

begins, when Mrs. Randall, in entrusting her child to his care, asks Mr. Cobb if he “know[s]” her 

sisters (8). The narrator states the following: “Lord bless your soul, he knew 'em as well as if 

he'd made 'em!” (8) In outright adopting Mr. Cobb’s perspective through free indirect 

discourse17, the narrator hints that observers of the story are to enter this perspective and adopt it 

as their own, at least at this point in the story. The chapter builds on this hint in portraying his 

talk with Rebecca. During much of the conversation, Mr. Cobb is the one through whom the 

chapter is employing focalization, which, to use the words of Nodelman and Reimer, “refers to 

who sees the events being described rather than to who tells about them” (72). The narrator does 

attribute certain feelings to Rebecca at times during the conversation, but almost always through 

description of what another person can perceive, rather than by revealing what she feels 

internally.18 For example, the narrator describes how she “turn[s] the full light of her eyes upon 

him [Mr. Cobb] reproachfully, almost severely” when she is unhappy with a comment that he 

made (Wiggin, Rebecca 14, emphasis mine). This way of portraying Rebecca’s feelings confirms 
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that Mr. Cobb, the only other character present, is being established as a point of identification 

for readers.   

Within this context, the chapter’s portrayal of Rebecca’s sexual ignorance—an appeal to 

supposedly “adult-specific” insight—coincides with textual privileging of an adult character’s 

thoughts and perception. This combination establishes adult observation of the girl as a specific 

textual concern. In being the adult who is present when Rebecca reveals her ignorance, Mr. Cobb 

functions, at this early point, specifically as an intended adult point of identification for imagined 

adult readers.19 Adult focalization intersects with the text’s conception of girlhood to suggest that 

the book seeks to aim a set of ideas at adult “implied readers,” given how the text ideologically 

limits itself to envisioning only two possible positions20 here: that of an adult and that of a girl 

who does not know about sex, as per how the text constructs the age groups.21 

Given how, to borrow from Seelye, “she [Rebecca] rattles off her interests and capacities, 

including the romantic literature she prefers, . . .” while “[s]eated with the stagecoach driver, 

Jeremiah (Jerry) Cobb” (288), this chapter’s interest in adults can be seen as encouraging adult 

awareness of the girl as an intellectual being. At the same time, it also sets the stage for a 

particularly crucial group of paragraphs, located near the end of the chapter. As I will show, this 

later passage performs three related tasks. Firstly, this part of the text confirms the analytical 

nature of Rebecca’s mind and her status as a “new girl,” to reuse the term that Sellers has 

associated with her (115). The passage then confirms the chapter’s desire to target adults as a 

specific group, through a strategy similar to a mixture of desired “dual address” and intended 

“double address,” to use the terms that Wall has explained (35). Ultimately, through its strategy, 

the chapter seeks to introduce a warning intended specifically for adults: the idea that, in seeking 

to downplay the extent of a young “new” girl’s intellectual complexity, an adult can put the girl 
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at risk of becoming locked within the limitations of conventional femininity, and, in the process, 

dissociated from her own personality.  

 

Introducing How the Later Passage Constructs Rebecca’s Mind & Establishing That the 

Text Seeks to Targets Adults At This Point 

First, the later passage confirms the analytical nature of Rebecca’s mind when she 

conveys a particular set of thoughts, after she hears Mr. Cobb’s reply to her question about 

whether “a main street to the village” exists (Rebecca 17)22: 

  ‘I’m almost sorry,’ she sighed, ‘because it would be so grand to drive down a real main 
street sitting high up like this behind two splendid horses, with my pink sunshade up, and 
everybody in town wondering who the bunch of lilacs and the hair-trunk belongs to. It 
would be just like the beautiful lady in the parade. Last summer the circus came to 
Temperance, and they had a procession in the morning. . . . [A]t the very end came a little 
red-and-gold chariot drawn by two ponies, and in it, sitting on a velvet cushion, was the 
snake-charmer, all dressed in satin and spangles. She was so beautiful beyond compare, 
Mr Cobb, that you had to swallow lumps in your throat when you looked at her, and little 
cold feelings crept up and down your back. Don’t you know what I mean? Didn’t you 
ever see anybody that made you feel like that?’ (17-18) 
 

At the start of this passage, it may appear that Rebecca’s fantasy involves limiting herself to the 

position of a visually appealing object23, and, by extension, to compliance with a conservative 

conception of femininity. The fact that she wishes to display, and align herself visually with, the 

parasol—the colour of which she has carefully preserved (10)—could be seen as reinforcing 

such an interpretation. After all, as Sellers has made clear, Rebecca’s “pink silk parasol” is “her 

most feminine . . . possession” (Sellers 114, 115), and, in not being used, “becomes useless and 

decorative, like women trapped within a repressive society and a limiting domestic environment” 

(114).24 However, as she speaks, Rebecca links her desire to imitate the circus woman and elicit 

attention from other people with her own admiration for, and her own sensual response to, the 

woman’s beauty. Central to her train of thought, then, is a mental process that combines a desire 
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to be admired with the perspective of a self-aware subject who admires another. Rebecca then 

couples this process, through her questioning of Mr. Cobb, with a desire to know if her 

experience of the sensual matches that of her adult-male interlocutor.  

This aspect of the passage reflects a number of key ideas. Firstly, in considering the role 

of an object while displaying and embracing that of a subject, Rebecca refrains from limiting 

herself to the former; in terms of how she sees herself at this moment, she performs an 

intellectual move compatible with Sellers’ assertion that the novel “reveals a new ‘appropriate 

self-image’ [a term borrowed from Alfred Habegger] that defied Victorian conventions and 

patriarchal society’s prescriptive definition of womanhood, literarily creating New Women” 

(121). While, admittedly, her remark does not construct the woman she admired as more than an 

object, and while her description of that person therefore upholds conventional norms, Rebecca 

refrains from aligning herself with the kind of solely “decorative” function with which “women 

trapped within a repressive society and a limiting domestic environment” are left, to borrow from 

Sellers’ description of this issue (114). Secondly, in wishing to compare her experience with that 

of another person, she confirms that she has the mind of an analytical interpreter (who, in this 

case, wants to hear and then reflect on Mr. Cobb’s response)—a trait that she also displayed 

earlier in the chapter, when she observed that “[b]oys always do the nice splendid things, and 

girls can only do the nasty dull ones that get left over” (Rebecca 13). In re-establishing her status 

as an analyst, she further demonstrates her regard for being a subject, as does the fact that her 

questions involve engaging with her memory of a sensual reaction (and, by extension, her status 

as a thinking and feeling observer). Her questions point to broad curiosity regarding the 

significance of admiration-induced sensual feelings. This is made especially clear through her 

second question: “Didn’t you ever see anybody that made you feel like that?” (Wiggin, Rebecca 
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18, emphasis mine). In opening her question with “[d]idn’t,” and in using the words “ever” and 

“anybody” (18), she conveys her recognition that the sensual side of admiration is likely not 

exclusive to a child viewing a circus performer. While no textual details seem to align her 

memory of the woman with actual full-fledged sexual desire, and while the passage therefore 

does not disprove Murray’s claim relating to Wiggin and “Rebecca’s innocent nonsexuality” 

(108), the passage does indicate that Rebecca, in wanting Mr. Cobb to confirm her hypothesis, 

wants to understand sensual feelings and attraction to human beauty as general concepts. The 

book’s third chapter indicates that Rebecca “court[s] new sensations” (Wiggin, Rebecca 29), 

while Rebecca’s words in Chapter 1 suggest that she wants to engage with them intellectually as 

well (by reflecting on how her feelings compared with those of another person).  

In making this clear, the paragraph also demonstrates that Rebecca has no qualms about 

engaging with an adult man on the basis of comradely equality. In asking Mr. Cobb about his 

personal sensual history, Rebecca constructs herself as a subject in whom her new adult-male 

friend can confide, as well as a person with whom he can have a bond based on a common 

experience. She does not consider age and sex to be factors that could prevent such a non-

hierarchal bond; by extension, she does not view herself—a young girl—as a social inferior 

relative to Mr. Cobb. This response, in conjunction with her analytical mind (which involves a 

desire for more information) and her embrace of being a subject, provides content compatible 

with the idea, put forward by Sellers, that Rebecca opts for “educated new girl[hood]” in the 

novel (115). Sellers brings up the idea in discussing a different part of the novel; she identifies 

Rebecca’s decision to “tos[s] the pink parasol” as resulting in the fact that “she can now move 

forward, making way for the educated new girl” (115).25 Through her questioning of Mr. Cobb, 

Rebecca leans in this direction right in the first chapter. 
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Mr. Cobb’s reaction to such questioning reflects the text’s desire to target adults, given 

the book’s ideological conception of how girls and adults differ. The narrator provides the 

following account: 

Mr Cobb was more distinctly uncomfortable at this moment than he had been at any one 
time during the eventful morning, but he evaded the point dexterously by saying: ‘There 
ain’t no harm, as I can see, in our makin’ the grand entry in the biggest style we can. I’ll 
take the whip out, set up straight, an’ drive fast; you hold your bo’quet in your lap, an’ 
open your little red parasol, an’ we’ll jest make the natives stare!’ (Wiggin, Rebecca 18) 
 

The narrator distinguishes Mr. Cobb’s feelings at this point from his psychological state earlier 

in the chapter, when he “fe[els] like a fish removed from his native element and left panting on 

the sand” in the face of being unable to “evad[e] the awful responsibility of a reply” to a question 

that Rebecca has asked (15). At one level, the narrator differentiates the two instances explicitly 

in stating that “Mr Cobb was more distinctly uncomfortable at this moment” (18). At the same 

time, the narrator makes the difference even more conspicuous by failing to explain the reason 

for this higher level of uneasiness; in contrast, the earlier description, with its relatively 

straightforward reference to Mr. Cobb “fe[eling] . . . removed from his native element” (15), 

establishes that he is simply unsettled at being drawn into unfamiliar intellectual territory.26 

Open, rather than implicit, disclosure characterizes this earlier moment, while the later passage, 

with its unexplained reference to “distinc[t] [dis]comfor[t]” (18), suggests that there is a more 

complicated and less openly explainable factor at work. It reflects the idea of “[t]he simple text 

impl[ying] an unspoken and much more complex repertoire that amounts to a second, hidden 

text,” to quote again from Nodelman’s explanation of his term “‘shadow text.’” (The Hidden 8). 

In this particular case, through key textual clues, this later passage seeks to encourage older 

implied readers—rather than all imagined “implied readers”—to notice the “shadow text” 

component of this passage: the idea that Rebecca’s question would, if answered honestly, require 
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Mr. Cobb to discuss sexual feelings. In describing not only the “lumps in [her] throat” that she 

“had to swallow” but also the “little cold feelings that crept up and down [her] back” as she 

viewed the “beautiful” woman (Wiggin, Rebecca 17, 17, 17-18, 17), Rebecca goes beyond a 

narrow focus on “swallow[ing]” or on one part of the body in isolation; instead, she employs 

detailed sensual imagery reflecting a broader awareness of, and an emphatic focus on, corporeal 

experience extending beyond one’s throat.27 This aspect of her commentary links Rebecca’s 

enquiries with the expectation of an answer with a similarly extensive focus on the body. The 

source from which Rebecca expects this answer is, of course, Mr. Cobb, to whom the chapter has 

already assigned the role of a point of identification for adults. Indeed, the narrator reinforces the 

centrality of Mr. Cobb’s adult perspective—and, by extension, the question of what an adult 

would perceive in this situation—by describing his inner reaction rather than how he may appear 

to Rebecca at this point. Moreover, given Rebecca’s earlier words about the size of her family 

(Wiggin, Rebecca 12), the chapter has, by this point, already displayed a strategy of pointing, 

through Rebecca’s own words, to sexual knowledge that she does not have and of assuming, on 

the basis of the book’s own ideology, that such knowledge is specific to an adult “‘repertoire’,” 

to use the term of “reader-response theorists” (Nodelman and Reimer 17). Indeed, this later part 

of the chapter suggests that Rebecca does not anticipate awkwardness on Mr. Cobb’s part, which 

emphasizes both her sexual ignorance and the textual conception of the (imagined) “repertoire” 

of a (supposedly) mature pre-teen girl. Within the context of this chapter, then, Mr. Cobb’s 

“distinc[t] [dis]comfor[t]” (Wiggin, Rebecca 18), which reflects sexual awareness, is presented 

as relating to the sexual “repertoire” from which the book expects adults to draw upon hearing 

Rebecca’s questions.  
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 Interestingly, the book’s third chapter provides a further, albeit implicit, hint of the link 

between sexual awareness and Mr. Cobb’s reaction. In this later passage, Mr. Cobb tells his wife 

about Rebecca and what she said about the circus woman. At the start of the paragraph, he 

indicates that he will be “[b]lamed if [he] can repeat any of” what Rebecca said and that “[s]he 

kep’ [him] so surprised, [he] didn’t have [his] wits about [him]” (Wiggin, Rebecca 30). Later in 

the paragraph (by which point he has discussed Rebecca’s “sunshade” and a different part of 

their conversation [30]), he notes that he “can’t get it”—the “thing” he is about to describe—

“right exactly” (31, 30 ,31), and then observes the following (31): “She was talkin’ ’bout the 

circus parade an’ the snake-charmer in a gold chariot, an’ says she, ‘She was so beautiful beyond 

compare, Mr Cobb, that it made you have lumps in your throat to look at her.’” Absent from this 

later account is any mention of Rebecca’s words, in Chapter 1, about the “little cold feelings” 

that were present on her “back” (17, 18). He also fails to mention that Rebecca asked him, right 

after describing such “feelings,” if “[he] kn[e]w what [she] mean[t]” (17, 18). Given his 

recollection of other words that she uttered, and in light of his “distinc[t] [dis]comfor[t]” upon 

hearing Rebecca’s original words (18), such omissions point to the component that Mr. Cobb’s 

memory has apparently suppressed—namely, a focus on the body that goes beyond mere 

attention to the throat. This implicit portrayal of Mr. Cobb’s (real or desired) memory 

suppression builds upon and reinforces two conceptual points conveyed in Chapter 1—namely, 

the idea that Mr. Cobb’s uneasiness stems from awareness of sexuality, as well as the textual 

notion that this is not to be disclosed explicitly to all implied readers. 

The textual strategy at work in Chapter 1 is akin to an intended combination of two 

narrative approaches that Wall has identified: “dual address” (35), through “which the narrator 

addresses child and adult narratees genuinely in the same voice” (34), and “double address” (35). 
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At one level, the narrator of Rebecca may seem closer to intended “dual address.” While the 

book problematically associates pre-teen girls with a form of ignorance, the passage does not 

seek to abandon such “implied” readers completely while trying to target adults; instead, at the 

surface level, the passage, which doesn’t openly refer to sexuality, offers these imagined readers 

further confirmation that Rebecca, their peer, is the agent of mental prowess in this situation, 

while Mr. Cobb, who has already “felt like a fish removed from his native element” prior to this 

point (Wiggin, Rebecca 15), is once again unable to keep up with her. At the same time, 

however, the passage does seek to draw adults’ attention to a suggested meaning that the novel, 

in constructing Rebecca, assumes is beyond the perceived grasp of the imagined girl reader. 

Indeed, the textual construction of girls is very much at the heart of this scene, as it shapes the 

nature and direction of the conversation at this point. In effect, as per how the text itself imagines 

girls, the passage seeks to “deliberately exploi[t] the ignorance of the implied child reader,” to 

borrow part of Wall’s description, quoted earlier, of what “the narrator” does in one version of 

“double address” (35). 

 

The Socio-Political Function of the Passage’s Intended Focus on Adult Readers 

i. Identifying Two Functions of This Focus & Explaining What Mr. Cobb’s Response Represents 

 The importance of the book’s interest in adults is twofold. At one level, the narrative 

strategy seems designed to direct, in an emphatic manner, the attention of adults to the overall 

conversation, the rest of which confirms Rebecca’s desire to learn about herself and the world as 

a participant in an intellectual exchange between equal comrades. This reflects a textual goal of 

encouraging adults to associate such a possible desire with the figure of the young pre-teen girl. 

At the same time, this passage and the paragraphs following Mr. Cobb’s words also display a 
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more specific function: that of trying to suggest to adults that, in seeking to downplay the extent 

of a young “new” girl’s intellectual complexity, an adult can put the girl at risk of becoming 

locked within the limitations of conventional femininity, and, in the process, dissociated from her 

true self. While the text does not reflect a belief that Mr. Cobb should have discussed sexual 

feelings with Rebecca, it does reflect a concern about his precise method of avoiding that option. 

To understand this, one must first note that Mr. Cobb, in “evad[ing]” Rebecca’s question 

(Wiggin, Rebecca 18), acknowledges only the least complex part of her commentary—namely, 

the idea of “hold[ing] [her] bo’quet in [her] lap, an’ open[ing] her little red parasol, an’ . . . 

mak[ing] the natives stare” (18). Through this comment, Mr. Cobb sidesteps Rebecca’s 

engagement with sensual responses and being a subject, as well as her desire to benefit 

intellectually from her new friend’s sensual history. In doing so, he portrays her train of thought 

as representing mere excitement over—and, by extension, a predominant focus on—simply 

being viewed and making oneself visually appealing. His spoken response constructs Rebecca as 

simply a young girl who longs to display herself in a fancy way, rather than as a curious girl 

whose questions and reflections have unsettled him. In expressing this simplified conception of 

Rebecca’s wish to be seen, and in emphasizing the relationship between this wish and the parasol 

(a “feminine . . . possession” [Sellers 115]), Mr. Cobb’s words end up associating her with 

conventional femininity. This may seem to contradict how the rest of the novel portrays Mr. 

Cobb; after all, Naomi Lesley has observed, in discussing “Rebecca’s future” as “the subject of 

several arguments in the novel,” that “[t]he Cobbs seem to be influenced by visions of female 

suffrage and equality; . . .” (“‘The Making of Rebecca’”).28 While Mr. Cobb may seem to be 

relatively feminist later in the book, his tactic in Chapter 1, when he is focussed on changing the 

subject, associates Rebecca with conservative gender norms.29 

115 
 



A key detail suggests that he does this while being concerned with another issue: 

Rebecca’s age. Through this detail, the text confirms its wish to hold the attention of adult 

readers. In referring to Rebecca’s “little red parasol” (Wiggin, Rebecca 18, emphasis mine), Mr. 

Cobb highlights her status as a young child; in doing so, he links his rhetorical reinforcement of 

gender norms with awareness of age. Interestingly, he doesn’t mention the parasol’s size (and, by 

extension, its link to Rebecca’s age) when he refers to the “parasol” earlier in the chapter (10), 

by which point Rebecca has not yet given him cause to feel uneasy. In fact, over the course of 

their conversation, he doesn’t align her with smallness in any of his replies until she talks about 

the circus woman (10-18). This suggests that his “distinc[t] [dis]comfor[t]” (18), as opposed to 

pre-existing feelings, is the cause of his new need to convey to her, and, by extension, signal 

rhetorically, that she is a young child. Given this detail, his response involves more than simply a 

general desire to avoid discussing sexual feelings. It reflects a specific need to associate Rebecca 

with young childhood—and, by extension, with distance from adulthood—because of the 

direction in which her curiosity has pushed her. Given the circumstances, Mr. Cobb seems to 

recognize that Rebecca’s curious and questioning mind has brought her near (though not past) a 

crucial point: that of crossing an assumed line (existing in the eyes of Mr. Cobb and other adults) 

between young-girl and adult-level knowledge by way of her quest for answers, regardless of 

whether she knows what exactly such answers would involve. In pointing rhetorically to her 

childhood through a brief but nevertheless revealing clue, Mr. Cobb’s response downplays the 

fact that she has approached this point. His reply suggests that this issue is what causes his 

uneasiness, as well as his need for “eva[sion]” (18), in the first place. In effect, he seems to feel 

“an adult need to believe that what children most specifically lack is sexuality,” to borrow from 

Nodelman’s description of what James Kincaid and Jacqueline Rose have each “argue[d]” about 
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“the apparent emptiness of childhood as conventionally imagined” (The Hidden 200-201).30 

Also, Mr. Cobb’s feeling here is somewhat analogous to what Rachel Falconer associates with 

opponents of “cross-reading” during what she calls “the millenial years”—namely, “a broader 

anxiety about the blurring of boundaries between child or youth culture and adult culture” (3).31 

In this case, Mr. Cobb is unsettled by a line of enquiry that threatens to undermine a 

“boundar[y]” between the “repertoire” that adults ascribe to young girls and what adults believe 

is adult-specific knowledge. 

Given the text’s ideology-based association of pre-teen girlhood with sexual ignorance, 

adults are the implied readers that the text imagines as grasping why Mr. Cobb constructs 

Rebecca as simply a cute little girl, as well as the full extent to which Rebecca’s intellectual 

complexity has become, at this point in time, a cause of uneasiness for him. Through this factor, 

as well as the chapter’s emphasis on Mr. Cobb’s viewpoint, the passage seeks to encourage 

adults to pay particular attention to his chosen tactic, as well as to what may result from such a 

tactic. After exploring the portrayal of such consequences, I will comment further on how the 

text’s goal of targeting adults, in setting up the situation, contributes to the socio-political 

significance of the passage. 

 

ii. The Consequences of Mr. Cobb’s Response & Further Comments on the Role of the Scene’s 

Goal of Targeting of Adult Readers 

The text begins pointing to consequences of Mr. Cobb’s tactic in the paragraph following 

his response: 

The child’s face was radiant for a moment, but the glow faded just as quickly as she said: 
‘I forgot – mother put me inside, and maybe she’d want me to be there when I got to 
Aunt Mirandy’s. Maybe I’d be more genteel inside, and then I wouldn’t have to be 
jumped down and my clothes fly up, but could open the door and step down like a lady 
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passenger. Would you please stop a minute, Mr Cobb, and let me change?’ (Wiggin, 
Rebecca 18) 
 

As a result of Mr. Cobb’s decision to alter the terms of the conversation, Rebecca’s mind is 

directed away from analytical or intellectual thoughts; instead, she falls into the grip of a new 

and exclusive focus on what other people will think when they see her. After a brief feeling of 

excitement, this new focus leads to uneasiness regarding how she may appear, as emphasized 

through “the glow fad[ing]” from her face while she expresses her reservations (18). This type of 

concern was not evident at any earlier point in the conversation (9-18); indeed, even her original 

desire to be seen served as an entryway into complex reflections, rather than as a force serving to 

limit her behavioural options. Significantly, she links her new concern directly to mainstream 

gender norms by expressing a need to be seen as “a lady” (18); in doing so, she identifies 

patriarchal conventions (as enforced by her mother), as well as their intersection with class 

dynamics32, as the cause of her newly formed inhibitions. In effect, when faced with discursive 

terms that privilege appearance instead of (rather than in conjunction with) inner inclinations, 

Rebecca ends up being vulnerable to remembering, and even accepting, her mother’s adherence 

to conservative gender norms. Having been deprived of the conversational framework that 

allowed her to be herself, she is left as a victim of the social dynamic that she described to Mr. 

Cobb—namely, that of girls not being able to, in her words, “do the nice splendid things” (13).33 

The text makes this clear in having Rebecca conclude that she must return to the coach’s 

interior—that is, the space that she had originally abandoned due to discomfort (9-10), and where 

she had “felt like our setting hen … shut … up in a coop” instead of like “a real passenger” (10). 

Significantly, this involves leaving the position of relative equality with Mr. Cobb that she had 

assumed in the driver’s area, while, at the same time, going back to being both uncomfortable 

and unheard.34 In effect, she feels compelled to reverse, at least temporarily, what she initiated 
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earlier in the chapter, when she asked to be allowed to “speak”35 and if “it cost[s] any more to 

ride up there [in the driver’s area] with [him]” (9). Being able to “speak,” as she requested (9), 

paved the way for Rebecca to be “created for the reader through her own words,” as Puleo makes 

clear (368).36 By contrast, Rebecca’s return to her previous state represents the reversal of her 

emancipatory self-creation; she is no longer the driver of a conversation that displays her mind, 

and she has been distanced from equality with Mr. Cobb. The latter character, in making the 

conversation elide Rebecca’s complexity, has triggered a chain of developments resulting in the 

suppression of her true self by social conventions. The passage constructs Mr. Cobb’s chosen 

method of changing the subject—namely, the tactic of downplaying her complexity— as a 

potential threat to the girl’s freedom from conventional femininity. In this case, the consequences 

are of a temporary nature; however, the text uses this seemingly minor situation to convey its 

concern. 

The outcome of Mr. Cobb’s tactic is complemented by how Rebecca appears to other 

people a bit later. After she leaves the driver’s area, she appears, in the view of people seeing the 

coach “from their windows,” as “a little brown elf in buff calico sitting primly on the back-seat 

holding a great bouquet tightly in one hand, and a pink parasol in the other” (Wiggin, Rebecca 

18). Now that Rebecca is in the “back-seat” area (18), onlookers cannot discern substantial signs 

of a distinct personality. The narrator indicates that “Had they been far-sighted enough they 

might have seen, when the stage turned into the side doorway of the old brick house, . . . a mist 

of tears swimming in two brilliant dark eyes . . .” (18, emphases mine), along with certain other 

identified details (18). In effect, Rebecca’s retreat into her former position, which stems from her 

new need to look like “a lady” (18), obscures, in the eyes of society, her status as an individual 

with thoughts and emotions.37 This confirms that the back seat is now a symbol of her loss of 
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equality. Moreover, in associating Rebecca’s posture within this space with “prim[ness]” 

(Wiggin, Rebecca 18), and in mentioning the parasol yet again (18), the narrator signals that 

onlookers are left seeing a girl displaying conventionally feminine behaviour, rather than any 

sign of the less conservative Rebecca to whom Mr. Cobb and readers were privy when she 

expressed her inner thoughts in a confident manner.  

The obscuration of Rebecca’s own personality is further highlighted by a particular 

rhetorical move on the narrator’s part: the decision to refer to Rebecca as “[t]he chil[d],” rather 

than by her name, immediately after Mr. Cobb provides his response (18). Prior to this point, the 

narrator refers to Rebecca by her name (or simply as she) during most of the conversation (10, 

12-18). In switching to “[t]he chil[d]” (18), the narrator reverts to a term last used in relation to 

Rebecca earlier in the chapter (11), by which point Rebecca had not yet displayed a substantial 

amount of her mind’s content. This reversion occurs just as Rebecca is descending into a focus 

on how she looks; in effect, the narrator’s use of “[t]he child” emphasizes the idea that this new 

focus suppresses Rebecca’s individual personality, while the placement of this term immediately 

after Mr. Cobb’s response suggests a cause-and-effect relationship between the latter and the 

temporary disappearance of Rebecca’s name. Significantly, Rebecca’s name doesn’t reappear in 

the narrative until a number of sentences later (18), after the narrator has shifted to describing 

symptoms of Rebecca’s own feelings upon arriving at her new home (18); among these are “a 

calico yoke rising and falling tempestuously over the beating heart beneath” and “a mist of tears 

swimming in two brilliant dark eyes” (18). In effect, the narrator suggests that there is a direct 

link between acknowledging Rebecca as a distinct personality and the ability of her 

distinctiveness to thrive. In putting forward this idea, the text further highlights the consequences 

of Mr. Cobb’s way of changing the subject. 
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  The overall passage also highlights a textually reflected belief that adults are the readers 

to whom an exploration of such consequences should primarily be aimed. In portraying Mr. 

Cobb’s response to Rebecca, the text, as noted earlier, signals that her questioning mind has 

brought her near, though not past, the point of stepping beyond the imagined scope of young-girl 

knowledge, as constructed by the book and by adults. Significantly, it is through the relationship 

between this factor and Mr. Cobb’s uneasiness that the text portrays Rebecca’s status as a 

potential line-crosser—rather than merely her decision to talk about sensual reactions—as a key 

reason for Mr. Cobb’s response. The portrayal of this relationship is embedded in the text’s tactic 

of seeking to target adult “implied readers” as a group. It is, after all, due to the text’s 

engagement with knowledge that the book itself considers adult-specific that the issue of 

Rebecca stepping near a certain perceived adult-girl line even arises. In raising this issue by 

engaging with such a concept, as opposed to one that the book envisions young girls as grasping, 

the text seeks to make the full scope of Mr. Cobb’s thinking accessible only to older readers, as 

per the text’s own ideological conception of age-based differences. The chapter does not reflect a 

wish to signal to imagined girl readers that an adult’s method of seeking to maintain distinctions 

can lead to suppression; the text seems to assume that girls can do nothing about the problem. 

Crucially, absent from the text is the idea that hypothetical girl readers deserve to see the full 

scope of the situation. Importantly, this gap in the textual position provides further evidence of 

the pervasiveness of adult inegalitarian thinking, since even a text that seeks to counter adult 

suppression of girls contains a sign of the problem. 

 

Notes 

1. For more information, see Nodelman’s “Progressive Utopia.” (His essay addresses Rebecca but not Ruth 
Fielding.) 
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2. When Doody provides this description, she is not commenting specifically on just the first chapter of 
Rebecca; rather, she is discussing “[t]he resemblances between this book [Rebecca] and [L. M. 
Montgomery’s] Anne [of Green Gables]” (12). The description that I’ve quoted is from this remark: “In 
both novels, an imaginative heroine entertains an adult male with her chatter upon her entry to the village, 
where she lives with a stern older lady and makes a loyal if less intelligent friend, while her talents are 
elicited by a sympathetic female teacher” (12). 
 

3. See my introduction (including Note 18) and Chapter 2. Also, importantly, a part of Nodelman and 
Reimer’s book includes the assertion that “the generalized children of ideological assumptions are often the 
implied readers of texts written for children” (95). (See Nodelman and Reimer for the context in which they 
make this remark.)  
 

4. a) I am mindful of the following from Nodelman:  
 

[T]he generalization that children are most significantly a body of differing individuals with 
different needs, tastes, and so forth and with the potential to respond to a wide range of literary 
experiences seems to me a positive and useful one. I consider it the best construct to have if one 
must—and one surely must—have a construct. It allows no claims about how children as a group 
may actually read books or what books they should be reading as a result of that—merely claims 
about how books imply they should be read. I imagine children capable of perceiving and 
separating themselves from those implied readers—though not, I hasten to add, all children. (The 
Hidden 160).  

 
See Nodelman for more. 

 
b) Among Nodelman's remarks relating to Beverly Cleary’s Henry Huggins are the following: 

 
The San Francisco Chronicle reviewer asserts that "Henry and his dog will delight any child," but 
a child genuinely worried about Henry's potential arrest would hardly be delighted. I am able to 
laugh at Henry's situation because I see it differently from the way he does and can assess it more 
accurately than he does. The same must be true for the other adult readers whose opinions I have 
just cited. It becomes possible to laugh at the events being described here only if one realizes the 
limitations of Henry's understanding because one knows more. A child reader delighted by the 
humor of what happens to Henry must then know more than Henry does—perceive him at least to 
some extent in terms of something like the shadow focalization I myself postulate as I make my 
way through the text. (The Hidden 26) 

 
(Nodelman goes on to disclose what he feels "[he] ha[s] to conclude" about "the child reader implied by the 
text—one who gets the comic tone and can read the ironies, see past Henry's own reading of his situation, 
and find it possible therefore to laugh at Henry's predicaments as the reviewers assume children will—. . ." 
[The Hidden 26].) 

 
As noted in my paragraph, I am inclined to guess that most real pre-teen girls of the time found Rebecca's 
ignorance to be funny; however, for the reasons discussed in my chapter (relating to the intersection of 
particular textual details with the cultural context), it doesn't seem that the text itself is aware that pre-teen 
girls would understand the material. 

 
5. In one particular respect, this observation is somewhat comparable to a point that Nodelman and Reimer 

make about a different book: 
 

[F]or sophisticated readers, the central pleasure of first-person narratives is often an ability to see 
through them, to come to an understanding of the events being told that differs from the way in 
which the narrator perceives them. So someone who reads [Judy Blume's] Are You There God? 
with knowledge of the strategies required to read more sophisticated fictions may well see 
Margaret as a self-pitying and self-indulgent little brat and believe that Blume has managed to 
create a “self-portrait” of a typical teenager that cleverly reveals the limited vision of adolescents. 
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But there are no obvious clues that imply to readers the inaccuracy of the words they read. It 
seems likely that Blume wanted her readers to see Margaret’s view of things as the correct one. 
(73) 

 
Rebecca (written in the third person) contains “no obvious” signs of a textual desire to signal that the first 
chapter is "inaccura[te]" in its construction of pre-teen girls' knowledge, even though we should certainly 
avoid accepting that construction.  

 
Nodelman and Reimer also note that, "Ideally, readers should have a repertoire of strategies broad enough 
to cope with nonironic first-person narratives as well as more ironic ones—such as, for instance, the text of 
Ellen Raskin's picture book Nothing Ever Happens on My Block. Here, an egocentric narrator's first-person 
report of his boring life is cleverly undercut by pictures of interesting events taking place behind his back" 
(73-74). (See Nodelman and Reimer for more.) By contrast, in the case of Rebecca, neither the third-person 
narrator nor the text as a whole appear to want to "undercut" the first chapter's construction of pre-teen 
girls' supposed knowledge level. 

 
6. a) This idea comes up as part of a longer assertion: 

 
Several other American women joined [author] Annie Fellows Johnston around the turn of the 
century in replicating the Victorian sentiments and female protagonists that had been popular in 
the previous generation. Like Little Women and The Wide, Wide World . . ., the later novels 
idealized family life, saw the exemplary heroine transform the moral character of those around 
her, modeled Christian charity and compassion while maintaining class awareness, and used 
accidents and illness to teach compassion and discipline. These authors continue that construction 
of childhood that romanticizes the innocence of children, especially girls, and keeps their 
protagonists operating at a juvenile (presexual) level even as they get older. The innocent child 
serves as a redeemer for some older, usually unmarried and lonely adult; she might also serve as a 
model of self-sacrifice and empathic understanding for other children. Romantic childhood implies 
that the child, though she may make mistakes and learn from them, is essentially good and pure. 
By contrast, adults have been corrupted by the world and have become either scheming and 
manipulative (usually males) or crabby, loveless, and bitter (usually females). (Murray 106) 

 
See Murray for more. 

 
b) Also significant is Forman-Brunell and Paris’s reference to the fact that “female modesty (and girls’ 
innocence more particularly) was enshrined as a virtue in nineteenth-century American culture” (10). They 
note this factor in this paragraph:  

 
Sexual maturation has long been a key marker of girls' physical and developmental trajectory 
toward womanhood. This maturation has taken place in diverse cultural contexts; notions of 
'appropriate' sexualities, and girls' age at puberty, degree of sexual experimentation outside of 
marriage, and courtship histories have all varied. While female modesty (and girls' innocence 
more particularly) was enshrined as a virtue in nineteenth-century American culture, a significant 
minority of unmarried girls were sexually active, sometimes but not always by choice. By 
midcentury, numerous reformers organized around the figure of the innocent but corruptible girl. 
As Christine Stansell argues in 'Women on the Town: Sexual Exchange and Prostitution,' the 
visibility of adolescent prostitutes in midcentury New York City brought the sex trade to greater 
public attention. But reformers were concerned about more than prostitution; they were also 
fearful about working-class adolescent girls' and young women's apparent emancipation from 
patriarchal regulation more generally. (Forman-Brunell and Paris 10) 

 
[Earlier, Forman-Brunell and Paris make clear that, in the nineteenth century, "Reformers, who represented 
girls as bellwethers of the health of the nation, vacillated between describing them as innocents in need of 
protection in an increasingly predatory world, and expressing anxiety about girls' independence and their 
sexual curiosity" (2). These scholars also include "girls' negotiation of their bodies and sexual identities 
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(which were also the subject of particular adult anxiety and fascination)" (2-3) in the list (2-3) of "pivotal 
issues" that the "chapters" in The Girls' History and Culture Reader: The Nineteenth Century "trace" (2).] 

 
Importantly, Murray's observation about the turn-of-the-century "authors" (106) (from her chapter on 
"Middle-Class Child Consumers, 1880-1920") relates to the specific ideological perspective to which 
Rebecca's first chapter, in my view, points in its construction of (imagined) pre-teen girls' supposed 
knowledge level. (In making her claim about Wiggin and "Rebecca's innocent nonsexuality," Murray does 
not refer to the first chapter [108].) 

 
7. Murray says this after making her claim that, “As the real world was learning to accommodate the new 

woman with her shorter skirts, bicycles, and attendance at colleges, girls’ domestic fiction paradoxically 
eliminated any suggestions of sexual maturation or inclination” (108). See Chapter 2 of my study. 

 
8. Murray confirms that “[a] gradual transformation in society’s construction of childhood occurred in the late 

nineteenth century that complemented and extended the romantic notions of childhood innocence” (82). 
See Murray for more. 

 
9. This comes up as part of a longer explanation: 

 
As its name implies, children’s literature is a body of texts defined by its intended audience. What 
it is and how adults think about it are intertwined with society’s ideas about children—about who 
they are and how and what they need to read. The basic assumption of this chapter is that a 
society’s ideas about children are a kind of self-fulfilling prophecy. Those ideas may be inaccurate 
or incomplete as descriptions of what children are really like or really capable of achieving, but 
once adults believe them, they act in ways that help to make the ideas not only true, but the whole 
truth. In other words, the ideas operate as part of the society’s ideology: . . . (79) 

 
To be clear, I do not suggest that Rebecca’s assumptions about pre-teen girls’ knowledge level end up 
“help[ing] to make the ideas . . . true” in real life. Rather, the novel’s first chapter assumes them to be true 
(irrespective of whether they are). 

 
10. The issue of ideology in relation to works for children has also been discussed by John Stephens. As 

Rudine Sim Bishop notes,  
 

He [Stephens] argues that all fiction written for children carries ideology, and is intended to help 
inculcate a set of beliefs and values that will help shape the child reader's socio-cultural 
development. He adopts [Peter] Hollindale's (1988) description of ideology as present in children's 
literature in three forms: (a) as the explicit, political, moral, or social beliefs of the writer; (b) as 
the passive, implicit, unexamined assumptions of the writer; and (c) as the ideology inherent in the 
language itself. Much of this ideology is not immediately visible, and Stephens has combined 
elements of narrative theory and critical linguistics to examine and make visible this component of 
children's fiction. (615).  

 
See Bishop for more information, and see my conclusion for other relevant scholarly quotations, including 
observations about Hollindale’s work.  

 
11. Nodelman and Reimer go on to address the fact that “[t]he theorist Louis Althusser calls ideological 

concepts ‘obviousnesses’ [to use his term]” (80). See Nodelman and Reimer (80) for more, including 
further quoted words from Althusser. 

 
12. As Sarland explains, "She [Jacqueline Rose] argues that, by a combination of textual devices, 

characterisation and assumptions of value position, children’s books construct children, both as characters 
and as readers, as without sexuality, innocent and denied politics, either a politics between themselves or 
within wider society. As such they are seen as beings with a privileged perception, untainted by culture" 
(68). 
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13. Nodelman writes that  
 

What texts of children’s literature might be understood to sublimate or keep present but leave 
unsaid is a variety of forms of knowledge—sexual, cultural, historical—theoretically only 
available to and only understandable by adults. [Peter] Brooks's suggestion that adult authors 
might consciously or unconsciously repress material that children might respond to only 
unconsciously is instructive here. It implies that what might be sublimated for an imagined child 
reader—not available to the child's conscious perception—is quite possibly not sublimated at all 
for the adult but rather consciously known and consciously left out. (The Hidden 206, emphasis 
mine).  

 
Later in his discussion, Nodelman asserts that, "as my discussions of sublimated and unconscious material 
suggest, children must have access to at least some of the complexities in order to make sense of the 
apparent simplicities. Expecting that of implied readers is a defining characteristic of children's literature. 
They too have access to this characteristic pleasure" (The Hidden 207). [See Nodelman for more.] 

 
Rebecca’s first chapter, however, contains a surface-level detail that the text itself assumes, 
problematically, is “only understandable by adults." The text "keep[s]" the issue of sex "present" but tries to 
aim it at one particular group of imagined readers. (This does not necessarily mean that real younger 
readers don't see this.) 

 
[Earlier in his text, Nodelman makes clear that "[t]he idea that texts of children's literature written by adults 
imply shadow texts relates to another powerful take on leaving things out as a central characteristic of 
children's literature: the idea that children's literature is a literature of sublimation. The idea is Freud's as 
understood by Peter Brooks, . . ." (The Hidden 199).  Nodelman quotes Brooks as saying that "novels 
define themselves as children's literature through a kind of lack, an absence, or perhaps more accurately, a 
sublimation" (qtd. in Nodelman, The Hidden 199). See Nodelman (The Hidden) for more relating to 
Brooks, including what Nodelman says about the "suggestion" in a "comment" from Brooks "that writers 
for children sublimate sexual material 'consciously or unconsciously'" (The Hidden 203).] 

 
14. I am referring to the following: “‘Miss Ross, a lady that paints, gave me the sunshade,’ said Rebecca, when 

she had exchanged looks with Mr. Cobb and learned his face by heart” (Rebecca 12). [This is followed by 
more words from Rebecca (12).] 

 
15. At one point in the chapter, the narrator writes that “Mr Cobb felt like a fish removed from his native 

element and left panting on the shore. There was no evading the awful responsibility of a reply [to 
Rebecca’s question], for Rebecca’s eyes were searchlights that pierced the fiction of his brain and 
perceived the bald spot on the back of his head” (Rebecca 15). Given the overall assertion, the reference to 
what “Rebecca’s eyes” do is clearly reflecting how they seem to Mr. Cobb. 

 
16. In offering the following comments relating to “Rebecca’s eyes” (Rebecca 11), the narrator ultimately 

addresses how other people have felt about them: 
 

As to features, she must have had the usual number, though Mr Cobb’s attention never proceeded 
so far as nose, forehead or chin, being caught on the way and held fast by the eyes. Rebecca’s eyes 
were like faith . . .. Under her delicately etched brows they glowed like two stars, their dancing 
lights half hidden in lustrous darkness. Their glance was eager and full of interest, yet never 
satisfied; their steadfast gaze was brilliant and mysterious, and had the effect of looking directly 
through the obvious to something beyond – in the object, in the landscape, in you. They had never 
been accounted for, Rebecca’s eyes. The schoolteacher and the minister at Temperance had tried 
and failed; the young artist who came for the summer to sketch the red barn, the ruined mill and 
the bridge, ended by giving up all these local beauties and devoting herself to the face of a child – 
a small, plain face, illuminated by a pair of eyes carrying such messages, such suggestions, such 
hints of sleeping power and insight, that one never tired of looking into their shining depths, nor of 
fancying that what one saw there was the reflection of one’s own thought. (11) 
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After quoting the sentence about “[t]heir glance” (qtd. in 288), John Seelye says that “[t]hese are the 
author’s reflections, not Jerry Cobb’s, . . .” (288). Crucially, after the passage quoted above, the narrator 
observes that “Mr Cobb made none of these generalisations; his remark to his wife that night was simply to 
the effect that whenever the child looked at him she knocked him galley west” (Wiggin, Rebecca 11). 
However, this passage maintains the basic principle of the text’s strategy during most of the conversation—
namely, that of focussing not on what Rebecca feels internally but on what another person can notice. 
Given that the other people mentioned in this passage are also adults, this passage doesn’t interfere with the 
chapter’s overall interest in what an adult can see of Rebecca. 
 

17. a) As Louise Flavin confirms,  
 

Free indirect discourse is a mode of speech or thought presentation that allows a narrator to 
recount what a character has said while retaining the idiomatic qualities of the speaker’s words. 
Free indirect speech is often used to create the effect of heightened feelings, intensifying or 
dramatizing the character’s words, unlike direct speech where the words of the speaker stand on 
their own without narrator involvement, exposing the speaker directly. (“Free”). 

 
b) Wall raises the issue of free indirect discourse in her study (191); however, she does so in discussing 
Enid Blyton, who, in Wall’s view, “was a writer who wrote to and for children, and never, as narrator that 
is, and within the pages of her books, needed or expected or wished for adult approbation” (190). After 
asserting that “[t]he voice that is heard most consistently in Blyton’s stories is not the voice of the adult 
narrator, but the voices of children,” and that “[t]he pervading tone of the dialogue becomes inescapably 
blended with the narrative voice” (191), Wall notes the following: 
 

The narrator briefly recounts an action and then slides imperceptibly into the thoughts of the 
character, so that it appears as though the narrator is commenting on the action in the voice of the 
child character. This has the effect of causing the narrator to appear to be confiding in the narratee. 
Dorrit Cohn, in Transparent Minds, uses the term narrated monologue to denote such discourse, 
discourse in which the thoughts of a character are turned into words the character might have used 
if he or she had articulated the thoughts, but presented in the third person and in the past tense. I 
prefer this term to the more usual free indirect discourse, as it places emphasis upon what the 
narrator is doing rather than upon what the character is thinking. (191, italics in original) 

 
In the case of Rebecca’s first chapter, the narrator “slides imperceptibly into” the perspective of the adult 
character rather than that of the child character. 

 
18. This aspect of the chapter differs from an aspect that Barbara Wall sees in Swallows and Amazons by 

Arthur Ransome: “When adults, the children’s mother, or the Blacketts’ Uncle Jim, enter the story, they are 
presented as the children see them. We are told only what they do and what they say, not what they feel and 
think” (Wall 31). In the case of Rebecca’s first chapter, during most of the conversation, the young heroine 
is “presented as the” adult character “see[s]” her. 

 
[Ransome “developed,” in Barbara Wall’s view, “a manner of single address” (30). See Wall, and see 
Chapter 4 of my study.]  

 
19. a) The basic idea of a character serving as a point of identification for specific non-girl readers is not 

unprecedented; Rob Hardy has argued that “[Adam] Ladd”—whose “feelings for her [Rebecca] shift from 
identification to desire as she matures from girlhood to womanhood” — “serves as a fictional surrogate for 
the male reader” (33). 

 
b) In The Hidden Adult, Perry Nodelman notes the following: 
 

I have suggested that readers, asked to view Wonderland as Alice herself [in Alice’s 
Adventures in Wonderland] responds to it, are primed to adopt her questioning mode and 
seek explanations for what she encounters just as she does. I am assuming, obviously, 
that readers tend to identify with the characters through whose perspective they view the 
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action—those through whom Gérard Genette would say the events are focalized. This is a 
popular assumption of adults thinking about children’s literature and the way children 
read it (as well as the way they are encouraged by adults to read it). It is an assumption 
that clearly operates in the minds of many writers of fictional texts intended for children, 
many of which not only have child protagonists but also focalize the action through those 
child protagonists and ask readers to think of themselves in terms of what happens to the 
child protagonists. I suspect that focalization through a central child character is another 
quality that marks a text for me as one intended for child readers. (The Hidden 18) 

 
I would like to clarify that, in saying that Mr. Cobb is a point of identification for adults, I am not basing 
my assertion solely on the fact that the text privileges his perspective. Rather, I feel that this factor 
coinciding with an engagement with a supposedly adult-specific concept is what links Mr. Cobb to a textual 
goal of attracting adult attention. 
 
c) Through its adult focalization, Rebecca’s first chapter differs from the children’s books explored by 
Nodelman in his chapter “Six Texts” (1-81) in The Hidden Adult. “[A]ll six texts,” as Nodelman observes,  

 
do have childlike protagonists; and all six do focalize the events through the responses of those 
characters. Interestingly, however, none of them are first-person narratives. There are, of course, 
many texts written for children in which characters do tell their own story—. . .—but by far the 
greater proportion of texts for children operate like these six and tell of the main characters’ 
response through the medium of a third-person narrator. (20) 

 
For Nodelman, “There is one particularly significant result of this, and it suggests another quality that 
causes [him] to identify a text as possibly being intended for child readers: a sense that there is a second 
point of view, that of a narrator. These texts all seem to offer hints that the focalized child character is not 
seeing everything there is to see or possibly not understanding events in the various ways they might be 
understood” (20). Nodelman asserts that “[t]he narrator seems to see more and know more” (20), and later 
writes that, “Since I presume that the narrator is an adult (like the adults who actually did write these texts 
intended for children), the texts tend to offer two different points of view, one childlike and one adult . . .. 
In being different and often opposite, the two points of view imply a conflict between childlike and adult 
perceptions and values” (77). [Incidentally, among Nodelman’s remarks relating to Henry Huggins is the 
assertion that “[he] has to conclude that the child reader implied by the text—one who gets the comic tone 
and can read the ironies, see past Henry's own reading of his situation, and find it possible therefore to 
laugh at Henry's predicaments as the reviewers assume children will—must be conscious of its two 
different focalizations, just as the reader implied by [Virginia Hamilton’s] Plain City would be” (26).] 

 
In the case of Rebecca’s first chapter, though, an adult perspective is conspicuously privileged through the 
use of an adult-character focalizer (and, of course, a third-person narrator aware of Mr. Cobb’s 
perspective). This signals a textual interest in “presenting a . . . picture of adulthood,” to borrow words 
from Aidan Chambers’ remark that 
 

Some authors [of books for children], feeling constricted by a too narrowly child-focusing 
viewpoint, try to find ways of presenting a fuller picture of adulthood without losing the child-
attracting quality of the narrower focus. A few have tried to do this directly, using adult characters 
and a point of view that shifts between a child-focus and an adult-focus. But very few of the few 
who have tried have succeeded. (Chambers 259) 

 
[Chambers also writes that “[m]ost writers approach the problem of adult-portrayal less directly. They tend 
to cast their tales in the form of fantasy, usually with animal-human characters” (259). Chambers asserts 
that “if [he] wanted to select, in the context of [his] theme, two superlative examples that encompass a 
possible readership of about seven years old right on to adulthood, [he] would choose Alan Garner’s The 
Stone Book (Collins) to demonstrate the direct approach and Ted Hughes’s The Iron Man (Faber) as an 
example of the solution through fantasy” (260).] 
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Rebecca’s first chapter is aiming its “picture of adulthood” at imagined adult implied readers, as per a set of 
beliefs about the age groups. 

 
20. Basically, the text reflects more than one of the problematic “assumptions” that Mavis Reimer opposes in 

this statement (also quoted earlier): “The assumptions that there are only two reading positions available, 
that these are closely correlated with the ages of actual readers, and that ‘the child’ can be linked with the 
simple and conventional and ‘the adult’ with the complicated and innovative are insupportable” (qtd. in 
Nodelman, The Hidden 209). (See Chapter 2 of this study.) 

 
21. The intersection of adult focalization with the text’s ideological construction of girlhood is crucial in terms 

of noting that the text seeks to aim its reference to sex, as well as to Rebecca’s ignorance, at hypothetical 
adults. Some critics may wonder if the text is actually trying to teach girls to be as unaware as Rebecca. In 
The Hidden Adult, Nodelman provides observations relating to children’s literature that could, at first 
glance, lead one in such a direction. In his chapter entitled “Six Texts” (The Hidden 1-81), Nodelman 
asserts that “[t]he texts [in question] tend to work to encourage child readers to replace whatever sense they 
have of themselves and the meaning of their own behavior with adult conceptions of those matters” (78). 
This (78) is one of the “qualities . . . seem[ing] to [him] to be the qualities that lead to [his] identification of 
them [the works] as texts of children’s literature” (76). In a different chapter, Nodelman makes clear that  

 
a corollary of the idea that children’s literature constructs child readers is that it constructs child 
characters for readers to identify with, in order to satisfy adult wants and needs in regard to 
children. According to [Jacqueline] Rose, “If children’s fiction builds an image of the child inside 
the book, it does so in order to secure the child who is outside the book, the one who does not 
come so easily within its grasp.” The child is “secured”—made to understand him- or herself in 
terms of the fictional construct of the text—by identifying with the child characters the text 
describes and thereby becoming the reader it implies. (Nodelman, The Hidden 161, superscript 
number 72 after quotation of Rose’s sentence removed) 

 
[Earlier, Nodelman brings up “Rose’s idea of the ‘impossibility’ of children’s fiction—impossible because 
the readers implied in books written by adults for children will always be constructed out of adult wishes 
and desires” (The Hidden 161).] Later, Nodelman notes that “[c]hildren’s literature might be didactic 
exactly insofar as it attempts to teach children an image of childhood with which to understand themselves 
that defines them as incapable of knowing or learning certain kinds of  ‘adult’ knowledge. Its key lesson 
might be to teach children how not to know” (161). “According to Rose,” he explains, “adults attempt to 
teach this lesson and thus ‘secure’ child readers because, left unsecured, children threaten adult 
constructions of adulthood. Central among these is how adults understand themselves as sexual beings, an 
understanding that requires children not to be sexual at all, and certainly not to be sexual in ways that might 
threaten conceptions of (or convictions about) adult normalcy: . . .” (161). [See Nodelman for more 
(including the relevant direct quotation from Rose after the colon) (161-162).]  

 
In the case of Rebecca’s first chapter, however, I feel that the precise intersection of adult focalization with 
the other factors that I have discussed point specifically to an intended focus on imagined adults, based on 
the text’s own ideological beliefs about the age groups (including its problematic conception of girls). 

 
This is also why I don’t argue that the text is trying to advise girls to “pretend” to lack awareness of what 
leads to pregnancy (which would mean that the text reflects awareness that they know about the concept); I 
do not see textual evidence for such a specific alternative explanation of this text’s intention. Nodelman has 
asserted that “Children’s literature might well have the unacknowledged purpose of teaching children not to 
reveal their sexuality to adults” (The Hidden 201). Also, Nodelman writes that  

 
What [Mavis] Reimer says of Tom Brown’s Schooldays might be a more widespread phenomenon 
in texts of children’s literature generally: they tend to imply a reader who is “asked to repress 
some of the knowledge he is given.” Alternatively, [Alan] Richardson suggests that some 
Victorian writers of texts for children “construct an ‘ambivalent’ child reader in order to subvert 
the fiction of an innocent child self.” As subversive of innocence or as an act of shoring it up 
through a process of repression, the presence of knowledge that a text invites its readers to know 
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but pretend not to know seems available to the readers of all ages that texts of children’s literature 
most characteristically imply. (The Hidden 210, superscript 185 after Reimer quotation and 
superscript 186 after Richardson quotation removed) 

 
Crucially, in arguing that Rebecca makes a different (and untrustworthy) assumption about girl readers (not 
to be mistaken for a fact about them), I am avoiding the kind of mistake that Nodelman sees in a claim 
from Shavit. Before making the statement above (210), and after quoting Richardson as saying that, “In 
order to understand children’s satire, we must relocate that doubleness or ambivalence within the child 
reader” (qtd. in Nodelman, The Hidden 210), Nodelman advises readers to 

 
Consider, for instance, Shavit’s assertion that Charles Perrault addressed his fairy tales “officially 
to children as the main consumers, while at the same time using the notion of the child as a source 
of amusement to allow adults (mainly highbrows) to enjoy the text, too.” This works only on the 
assumption that Perrault did not expect the children in his audience to understand and enjoy the 
sophisticated ironies with which he describes the unsophisticated characters in the folktales he is 
retelling. There is little reason to believe that. The history of attitudes toward children in Perrault’s 
time and the kind of experiences the upper-class children he wrote for were consequently allowed 
would suggest otherwise. I suspect that the experience these stories intended to offer both children 
and adults is the double experience of seeing innocently and simultaneously seeing through 
innocence—of being both “child” audience and “adult” audience. (210, superscript 183 after 
Shavit quotation and superscript 184 after the second-last sentence removed) 

 
[In an endnote, Nodelman notes that “Many of Phillippe Ariès’s much-disputed claims about adults 
generally treating children like adults in the past are based on descriptions specifically of children at court, 
who seem to have had more knowledge at an earlier age than most children did or do” (The Hidden 351, 
note 184).]  

 
However, my analysis of Rebecca’s assumption takes into account adult thinking of the relevant time 
(while keeping in mind that such thinking is ideology-based rather than fact-based). 

 
22. Mr. Cobb gives the following reply (Rebecca 17): “‘I s’pose you might call it main street, an’ your Aunt 

Sawyer lives on it, but there ain’t no stores nor mills, an’ it’s an awful one-horse village! You have to go 
’cross the river an’ get on to our side if you want to see anything going on.’” 

 
23. Discussing the question of being an “object” in relation to Rebecca isn’t unprecedented, given Rob Hardy’s 

assertion that “Wiggin ends Rebecca’s story before she is transformed from an active and imaginative child 
to a passive object of male desire” (47-48). At this point, I would like to acknowledge that, in discussing 
Rebecca’s comments, I am influenced by how feminists understand “objectification.” Importantly, as an 
article of the Stanford Encyclopedia of Philosophy makes clear, “reduction to appearance” is among the 
“three . . . features” that “Rae Langton (2009, 228–229) has added . . . to [Martha] Nussbaum’s list” of 
“features . . . involved in the idea of treating a person as an object” (Papadaki, “Feminist Perspectives,” 
italics in original). (See Papadaki, “Feminist Perspectives” for more information.) As well, to quote from 
the Stanford article, “Some feminists have argued that, in being preoccupied with their looks, women treat 
themselves as things to be decorated and gazed upon” (Papadaki, “Feminist Perspectives”). At the start of 
the passage that I’m discussing, Rebecca may, at first glance, seem to be “treat[ing]” herself in this way.  

 
24. Sellers writes that, “From the opening pages of Rebecca of Sunnybrook Farm, Wiggin sets up a contrast 

between submissive domesticity and progressive New Womanhood. Rebecca has ‘no aspirations towards 
being an angel of the house,’ yet her sole and prize possession when she sets out for Riverboro is a pink 
silk parasol that she refuses to open or use, fearful it will fade (47)” (114). Sellers goes on to state that, 

 
Like that of the New Woman, Rebecca’s development is paradoxical. She at once rejects an 
allusion to woman’s traditional, Victorian position in the home and invokes an image of 
stereotypical femininity. However, Wiggin portrays Rebecca’s devotion to the parasol as absurd; 
the scene is comic. An allegory for women, the sunshade—a beautiful object with a purpose—
becomes useless and decorative, like women trapped within a repressive society and a limiting 
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domestic environment. Wiggin thus hinges Rebecca’s development on her affinity with the 
parasol. Torn between a new, modern way of life and a century of societal ideals, Rebecca must 
choose before she progresses any further. (114) 

 
Sellers argues that “[t]he resolution to Rebecca’s dilemma comes in a moment of crisis” (114). See Sellers 
(114-115). 

 
25. Sellers feels that, “by tossing the pink parasol, Rebecca acts as an active agent in her own becoming,” and 

that “[s]he defines herself in new gendered terms” (115). See Sellers for more. 
 

26. At this earlier point, Rebecca has asked him the following question: “‘Now, when I say Sunnybrook Farm, 
what does it make you think of?’” (Rebecca 14). See Rebecca for more information. 

 
27. A part of Stoneley’s chapter on Rebecca includes the following remark:  

 
Perhaps also, [Rebecca] being “all eyes” [words quoted from Rebecca] sidesteps the question of 
the body. Rebecca is a restless spirit, and so Wiggin seems to recognize Hall’s fear of the girl’s 
physiological incoherence, while also eliding the body altogether. This is, as we will see, a feature 
of tradition. Whereas we know that Jo March is uncomfortable in her own body, later heroines 
have bodies that are insistently “tidy” or “trim,” or more or less unmentioned. The attempt to 
address the problem of the girl’s body, then, results in an avoidance of the very subject, while 
boys’ bodies are often impressively and unproblematically present. (Consumerism 65, italics in 
original)  

 
However, Rebecca’s comments about her sensual feelings indicate that she sees her body as a topic of 
analysis, and that the text is seeking to portray this fact. 

 
28. See Lesley for more. 

 
29. Also, Johnson writes that, “In Rebecca, it requires only the ride from the station to Rebecca’s aunts’ home 

for Mr. Cobb, the stagecoach driver, to realize that Rebecca is an extraordinary child, bright and 
imaginative; from then on, she can turn to him for comfort and advice when life with her aunts becomes too 
difficult or emotionally barren” (“Community” 62-63). This sentence overlooks the fact that, in Chapter 1, 
Mr. Cobb’s evasion strategy involves downplaying the actual complexity of Rebecca’s mind. 

 
[Johnson makes the statement quoted above while developing this point (while discussing what specified 
“classics” “frequently suggest”): “Not only does it take a man to fulfill a woman and make her a better 
person, but the books also suggest that, at least initially, it takes a man to recognize the protagonist’s 
special qualities” (“Community” 62). This point comes while Johnson is developing the argument that, 
“Ironically, although all four [specified] classics were written by women for a predominantly female 
audience and feature moderately strong females as protagonists, all four works frequently suggest that 
women need men for guidance and fulfillment” (62). See Johnson for more. 

 
30. Nodelman observes that “as [James] Kincaid himself argues—and as [Jacqueline] Rose does also—the 

apparent emptiness of childhood as conventionally imagined, its constitution as a lack or absence, does 
seem to be closely bound up with an adult need to believe that what children most specifically lack is 
sexuality” (The Hidden 200-201). [The term “emptiness” has been used by Kincaid; a bit earlier, Nodelman 
quotes a claim from Kincaid about “this emptiness called a child” (qtd. in Nodelman, The Hidden 200). See 
Nodelman.] 

 
This part of Nodelman’s text also includes (but is not limited to) the following: 
 

[I]t is true that widely held ideas about childhood do elide any reference to the incontrovertible 
presence of bodily pleasures and interests in children, and these ideas demand that that presence be 
closeted away from public avowal. It is therefore equally true that texts of children’s literature 
tend to make similar elisions. What Kimberley Reynolds says of Victorian texts is equally true 
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today: “real children and real children’s bodies were made to disappear in children’s literature and 
were replaced by more spiritualized, ethereal, and idealized images.” But the absence of sexuality 
in such images makes obvious what it ignores just by ignoring it. (Nodelman, The Hidden 201, 
superscript number 172 after the Reynolds quotation removed) 

 
[See Nodelman for more, including his quotation of what “Roderick McGillis suggests in his discussion of 
how children’s books relate to Northrop Frye’s theory of modes” (Nodelman, The Hidden 201).] 
 
Mr. Cobb is unsettled by how Rebecca seeks to engage with a “bodily” reaction, and thus seeks to “elide” 
the issue in his answer. 

 
31. a) To be precise, Falconer says that  

 
As . . . [certain specific] articles [from the 2001-2003 period, from which Falconer has quoted] 
demonstrate, crossover novels emerged into the public arena amid a cacophonous mixture of 
outrage, disgust, defensiveness, and conspiratorial solidarity. The hostility to cross-reading 
expressed by these and other journalists suggests a broader anxiety about the blurring of 
boundaries between child or youth culture and adult culture in the millennial years. (2-3) 

 
See Falconer for more [including her remark about how, “[i]n Bakhtinian terms, we might see crossover 
fiction . . .” (3)]. 
 
[Early in her introduction, Falconer identifies the particular time period in which she is interested. “This 
present study,” she writes (1), “sets out to address the question: Why did so many adult readers turn to 
fiction for children over the decade or so spanning the new millennium? 1997 to 2007 is the ten-year span 
which saw the publication of the Harry Potter series. But exceptional as it is, Rowling’s success with adult 
readers is only one example of the way new and classic children’s fiction shifted into the literary 
mainstream during this decade” (1-2).] 
 
b) Although Falconer’s observation relates to a different era and context (and appears in the introduction of 
a book that focusses on Britain, as Falconer makes clear [8]), I offer the analogy due to the comparable 
issue of uneasiness regarding certain age-related assumptions being countered.  

 
32. Jean V. Matthews makes clear that “[the] expanding middle class [in the late part of the nineteenth century 

(after the Civil War)] was distinguished by its ‘white-collar’ occupations and by a self-conscious gentility” 
(10). Matthews also notes that “[i]t was among this middle class . . . that the concept of the ‘lady,’ 
involving an increasingly restrictive code of etiquette as to how a woman should behave and how she 
should be treated, had the greatest influence” (10). “The codes of ladydom,” Matthews goes on to say, 
“were the means by which middle-class women ranked and judged each other and which governed and 
rendered stiff and uneasy the relations between the sexes” (10). See Matthews for more. 

 
[Matthews’ words about that middle class include the point that “[i]t was the class that was most committed 
to an ideal of respectable femininity and to separate spheres—but it also produced the committed rebels 
against that ideology, as well as the women who were making tentative steps outside the home” (10). 
Earlier, Matthews observes that “[m]any of women’s expansive possibilities had to do with the rapid 
growth of American cities in the post-Civil-War era. In 1870, 14 cities could boast a population of more 
than 100,000; by 1900 there were 38” (8). Later, Matthews makes clear that, along with containing “[t]he 
new mansions of a new class of the superrich” and “[t]he burgeoning slums that housed a largely immigrant 
population of the working poor” (9), “the cities and towns were also home to a rapidly expanding middle 
class, and it was on the whole to women of this class that the possibilities for ‘advancement’ appealed most 
strongly” (9-10). (See Matthews for more, including identification of who “was now added” “[t]o the core 
of business owners, professionals, and prosperous farmers that had constituted the prewar middle class” 
[10], as well as what exactly Matthews says about “[t]he new mansions” and “[t]he burgeoning slums” after 
noting that, “In cities, the wonders of the new industrial economy were most evident—along with its 
accompanying social problems” [9].)] 
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33. Rebecca’s comment about boys and girls has been noticed by other scholars as well. To mention one 
example, Barbara A. White has quoted the comment after asserting that, “Like Jo [March], Rebecca prefers 
boys’ activities and wishes she were a boy” (39). [See Chapter 2 of this study for more relating to White’s 
look at Rebecca. As well, see White.] 

 
34. Interestingly, the reference to a “setting hen” (Rebecca 10)—and, by extension, to motherhood—associates 

the uncomfortable interior of the coach with conventional femininity. This briefly conveyed idea reinforces 
the notion that Rebecca reflects “new” femininity, given her dislike of that space. (I would like to thank my 
supervisor, Dr. Shelley King, for pointing out to me that the reference to a “setting” hen “emphasiz[es] 
reproductive capacity.” In reflecting on this observation, I was able to see a connection between this fact 
and my argument about the chapter’s gender politics.) 

 
35. She asks him to “‘[p]lease let [her] speak!’” (Rebecca 9). 

 
36. Puleo writes that 

 
Before she ever sets foot in the brick house or sells a bar of soap to Adam Ladd, Rebecca Rowena 
Randall herself declares that she will be an active agent of her own success. In many girls’ novels, 
the protagonist is often unsuccessful in finding and retaining her voice, but when Rebecca steps 
onto Jerry Cobb’s stagecoach, she already realizes the primacy of language and her ability to 
construct the world around her with it. To her mother’s chagrin, she defines travel by “when you 
carry a nightgown,” and left within Jerry Cobb’s care for the rest of the journey to the brick house, 
Rebecca’s first words on her own are “Please let me speak!” (7). This she does, and for the 
duration of the journey, she is created for the reader through her own words and establishes her 
title as “Rebecca of Sunnybrook Farm” through her own manipulation of language. (Puleo 367-
368, superscript number 6 after the second sentence removed) 

 
See Puleo for more. 

 
37. The idea that the text is concerned with Rebecca’s status as an individual isn’t unprecedented. The 

following is an especially important observation from Joe Sutliff Sanders: 
 

In Rebecca of Sunnybrook Farm, Wiggin confronts head-on some of sentimentalism’s favorite 
tools for eliding the differences between individuals and types. As her protagonist navigates a 
variety of affective relationships, Wiggin emphasizes the desires that characterize Rebecca’s 
individual identity, and the choices that are the expression of that desire become a powerful tool 
for articulating how Rebecca is unlike those with whom sentimental stories would be inclined to 
align her. Those desires originate from an interiority that, Wiggin demonstrates, the girl is licensed 
to define. (“Rebecca . . . Discipline” 74) 

 
In the case of Rebecca’s first chapter, the text portrays Mr. Cobb’s tactic as constituting a potential threat to 
Rebecca’s right to be able to enjoy the “interiority” that she has “define[d],” as well as her ability to be 
recognized as one with a distinct “interiority.”  
 
Sanders’ chapter on Rebecca includes the argument that “Rebecca represents an important step in the 
development of the individual girl” (77). In Sanders’ view, 
 

Because she comes into the novel with her father’s identity scribbled over her own, because she 
announces from the opening chapters that she intends to gain property but use it to benefit others, 
Rebecca is the inheritor of the self-effacing girls of the sentimental novel. But because she is able 
to decide whom she will reflect, there is simultaneously in her character the indication that she is 
an individual who can discriminate and choose according to her personal taste. This is not an 
unqualified endorsement of individualism, but it is a crucial change, and it is one that Wiggin 
remarkably introduces within the sentimental sensibilities of affective discipline. (77) 
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[See Sanders’ chapter (“Rebecca . . . Discipline”) for more information and observations relating to his 
argument.] 
 
In my view, the novel’s first chapter is concerned with a threat to Rebecca’s ability to convey an 
“individual” identity based on “her personal taste.”   
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Chapter 4: How Ruth Fielding’s First Chapter Compares with That of 
Rebecca  

 
The first chapter of Ruth Fielding of the Red Mill may seem to be apolitical and much 

simpler than that of Rebecca. In fact, the very name of this chapter, “The Red Flame in the 

Night,” appears to promise a narrow focus on a source of suspense, rather than any exploration 

of adult-girl power dynamics. At the surface level, the chapter depicts Ruth, a young orphan, on 

a “train whirling her . . . through the fertile valleys of Upper New York State” as she goes to live 

with a great-uncle who may be unfriendly (ch. I). While on the train, she “forbid[s] herself the 

luxury of tears” and is approached by Doctor Davison, who notices her emotional state. During 

their conversation, he is established as a well-meaning man and gives her cause to believe that 

her uncle’s housekeeper, Alvirah Boggs, “w[ill] be kind” (ch. I). Afterwards, while “star[ing] out 

of the plate-glass window,” Ruth perceives certain visual and auditory details, “and then” notes 

“with a start” the “red light” that, as she “kn[ows],” signifies “Danger!” (ch. I). The chapter ends 

with “the long and heavy train c[o]m[ing] to an abrupt stop” (ch. I). As the chapter unfolds, the 

text signals that Ruth is more than simply an orphaned child who is anxious about her new life. 

In taking note of what Ruth can see and hear, in referring to “her quick eyes” early in the text in 

noting her attention to the “names” of “stations,” and in mentioning that she understands the 

“sharp red flame” (ch. I), the text suggests that Ruth is observant1 and knowledgeable, while also 

hinting that she will play a role in an adventure. By extension, the text foreshadows her future 

status as a “sleuth,” to use one of Billman’s descriptors for Ruth (59). In this way, the chapter 

suggests that Ruth is an intellectual being—an attribute also possessed by Wiggin’s Rebecca, the 

analyst who displays her mind by “rattl[ing] off her interests and capacities,” to borrow Seelye’s 

words again (288). 
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At the same time, Ruth’s first chapter doesn’t engage directly with the issue of new social 

roles for growing American girls. By extension, it contains no surface-level hint that Ruth will 

become what Carolyn Carpan describes as “the ultimate New Woman in girls’ series fiction” 

(34). This absence may, at first glance, seem to make Ruth’s opening chapter irrelevant in terms 

of my study. What the chapter does do, however, is establish a link between a lack of interest in 

adult readers, as reflected through textual traits, and a tactic of downplaying adult-imposed 

oppression immediately after suggesting that adult ageism can impede a girl’s freedom. The text 

employs this strategy after briefly suggesting that the well-meaning man has limited the girl 

character’s right to privacy and personal space, and that this outcome is related to paternalism 

and age-based power dynamics. Through this strategy, the chapter sets the stage for a later part 

of the Ruth Fielding series, in which a narrative lack of interest in adults contributes to the 

significance of a scene more directly concerned with gender politics. What the first chapter has 

in common with this later part, which I will discuss later in this study, is the suggestion that a girl 

can cope with adult-imposed limitations without the aid of societal change, even if such 

impediments initially cause discomfort. In aligning this position with, and (in large part) 

conveying it through, a decision not to seek to target adults as a distinct group of readers, Ruth’s 

opening chapter differs from that of Rebecca in terms of implied audience and degree of 

attention to social inequality. At the same time, however, the two chapters share a crucial belief: 

the idea that fundamentally changing the status quo of adult-imposed limitations is beyond what 

young girls themselves can do, and that such girls are therefore not the right audience for a 

complex look at inequality. 

This part of my study will start by explaining how textual traits establish a lack of interest 

in adults as a specific group of “implied readers” early in the chapter. The text proves to be 
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compatible with Romalov’s observation that “the series books did not attempt to woo the adult 

through their language, subject or pedagogical value” (90). Specifically, the text opens with an 

early sign of its point of view, which, as the chapter proceeds, intersects with other factors to 

reflect the lack of an adult “implied reader.” This absence becomes clear while the text is making 

age a conceptual concern of the story. In developing this idea, I will demonstrate that the 

narrative strategy differs substantially from “double address” and is decidedly closer to “single 

address,” to reemploy two of the terms explained by Wall (35). This approach is unlike the adult-

focussed strategy found in Rebecca. Afterwards, I will explore how Ruth’s approach becomes 

linked, as the chapter continues, to a tactic of downplaying (right after pointing to) adult-imposed 

oppression, and how, as a result, the text differs from Rebecca in seeking to target only young 

readers, while, at the same time, sharing with Rebecca the view that girl readers cannot hope to 

eliminate social inequality. 

 

Point of View and the Absence of an Adult Implied Reader in Ruth’s Chapter 

 Throughout the chapter, the third-person narrator is firmly committed to limited 

omniscience in revealing only what Ruth perceives and feels—a fact that is emphatically 

presaged at the start of the text through these opening words: “The sound of the drumming 

wheels! It had roared in the ears of Ruth Fielding for hours as she sat on the comfortably 

upholstered seat in the last car of the afternoon Limited, the train whirling her from the West to 

the East, through the fertile valleys of Upper New York State” (ch. I). The first sentence—“The 

sound of the drumming wheels!” (ch. I)—provides immediate immersion into the emotional state 

of the young-girl protagonist. At the surface level, the exclamation mark simply emphasizes that 

Ruth is feeling the impact of the noise quite sharply; in doing so, it complements what the second 

136 
 



sentence conveys in referring to the “roar[ing]” of the wheels (ch. I). At the same time, through 

such punctuation, the first sentence also suggests that the context around her is large and 

overwhelming. In this way, the sentence signals that her viewpoint involves either excitement or 

an element of vulnerability; the latter notion is given greater weight a bit later, through the 

chapter’s account of her emotional distress while journeying to her new home. Significantly, the 

narrator does not immediately attribute the experience of hearing the noise (and feeling 

vulnerable) specifically to Ruth; rather, the narrator’s first sentence strives to reproduce—and, by 

extension, outright adopt—the feeling through its punctuation before the text mentions the 

character to whom the feeling belongs. In opening the text this way, the narrator adopts an 

immediate position of emotional attachment to, and empathy towards, the heroine; in doing so, 

the narrator seeks to encourage a similar feeling on the part of readers by providing a specific 

emotion through which to enter Ruth’s viewpoint. Nodelman and Reimer observe that “[b]oth 

the point of view from which a story is told and the way in which its events are focalized affect 

how readers understand it” (72).2 While I will not speculate about the responses of actual 

readers,3 Ruth’s opening chapter seeks to make “readers understand” and empathize with Ruth’s 

“point of view.”  While Rebecca’s first chapter pursues focalization through the adult-male 

figure during his talk with the girl heroine, Ruth’s opening chapter pursues focalization through 

the young girl herself. In this way, Ruth displays the kind of “very sharply focused point of 

view” that Chambers sees as “tend[ing]” to be present “[i]n books where the implied reader is a 

child” (258)—namely, that “achieve[d] . . . by putting at the centre of the story a child through 

whose being everything is seen and felt” (Chambers 258).4  

 This fact becomes crucial as Ruth’s chapter proceeds and Davison enters the story, at 

which point the adult man and the young girl begin to interact. As they do, the story turns to an 
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engagement with age, at which time the text’s point of view intersects with other factors to 

reflect the lack of an adult implied reader. Firstly, one must note how age becomes an issue in 

the situation. The narrator, in introducing Davison to readers, presents only what Ruth can see or 

hear—namely, how his face appears, “the little twinkle in his bright, dark eyes” (which prevents 

“[h]is face” from having a “very stern . . . expression”), the “soft[ness]” of his voice, and other 

such details (ch. I). While doing this, the narrator makes a point of emphasizing the age 

difference between the characters. Soon after Davison approaches Ruth and “tap[s]” her “upon 

the shoulder,” the narrator calls him a “tall old gentleman” (ch. I, emphasis mine). Very soon 

afterwards, the narrator refers to him as “a spare old gentleman” (ch. I, emphasis mine). A few 

sentences later, after he has started talking to Ruth, and after the narrator has already mentioned 

his “iron-gray mustache” and “his iron-gray hair” (ch. I, emphasis mine), the narrator refers to 

him as “the strange old gentleman” (ch. I, emphasis mine). In effect, the text repeatedly 

emphasizes that he is an old man, even after this fact has been clearly established.5 In dwelling 

on this matter while conveying what Ruth perceives, the narrator signals that Ruth is sharply 

conscious of Davison’s status as a much older person. Interestingly, this occurs right after 

Davison has “interrupted” her “soliloquy,” during which she sought to remind herself that 

“Uncle Jabez Potter may be the very nicest kind of an old dear” (ch. I, emphasis mine). Ruth is 

attentive to Davison’s age right after reflecting on being a child who will live with a possibly 

daunting adult—one who will hold the power to make her either happy or miserable. Given this 

context, the limited-omniscient narrator’s diction in depicting Davison signals that, for Ruth, her 

status as the child in adult-child interactions is, at this moment, a potential cause for anxiety. 

Through the combination of age-focussed diction, focalization, and the situation itself, this part 

of the chapter addresses the issue of age specifically from the young girl’s standpoint.  
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Significantly, through such a combination, the text provides readers with only this 

standpoint as an entryway into the situation. In being attached to Ruth’s perspective, the narrator 

fails to offer any opinions reflecting a specifically adult viewpoint. Moreover, the narrator 

provides no information on what Davison thinks to himself as he sees and speaks with her. The 

adult man’s impression of the girl, his thoughts on intervening, and his feelings about the age 

difference—and, by extension, Ruth’s status as a young girl—are completely left out of the 

picture. In effect, even while focussing on an adult character’s age, the text does not “try to find 

ways of presenting a fuller picture of adulthood” by having “a point of view that shifts between a 

child-focus and an adult-focus,” to borrow from Chambers’ words about what “[s]ome authors, 

feeling constricted by a too narrowly child-focusing viewpoint, try to” do (and about how “[a] 

few have tried to do this directly, . . .”) (259).6 While Rebecca “present[s] a . . . picture of 

adulthood” in showing how Mr. Cobb sees Rebecca and her status as a young girl, Ruth’s chapter 

avoids such an interest.  

Crucially, in lacking such a focus, Ruth’s narrator also avoids addressing, even implicitly, 

topics or lines of thought assumed by the book to be adult-specific.7 By extension, the text lacks 

any diction suggestive of targeting a reader who is more mature and experienced than the 

heroine. While Shavit’s position, as described “[i]n other words” by Nodelman and Reimer, 

involves seeing children’s “texts” as “invit[ing] adult access to a repertoire of knowledge and 

strategies the official child reader doesn’t possess and isn’t supposed to notice” (Nodelman and 

Reimer 21),8 Ruth’s first chapter does not seek to convey such an invitation (based on beliefs 

about the age groups). Most of the chapter, including the part where Ruth and Davison meet, 

does not reflect any sense that young girls, as imagined by the book, and any of the text’s 

expected readers have different “‘repertoire[s][,]’” to reuse the term of “reader-response 
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theorists” (Nodelman and Reimer 17). In fact, only one part of the whole chapter assumes that 

there is a reader whose knowledge level differs in any way from that of Ruth—namely, the last 

paragraph, where, in stating what the “red light mean[s]” (ch. I), the narrator assumes the 

presence of a reader who may know less about a topic than Ruth does. The text’s approach bears 

no resemblance at all to “double address,” which, as noted earlier, Wall sees as involving “an 

adult narrative voice which exhibit[s] strong consciousness of the presence of adult readers” (9, 

italics in original). The text thereby stands in contrast to Rebecca, which, in using Mr. Cobb to 

seek to target adults while engaging with age, seeks to explore supposed differences between 

adult and young-girl “repertoires” as the text problematically assumes them to be. In avoiding 

such a conceptual scope, Ruth also avoids seeking to make Davison an identification point for 

adults. Mr. Cobb is such a figure when Rebecca privileges his standpoint while raising 

supposedly adult-specific insight;9 by contrast, Davison isn’t such a figure due to the lack of both 

aspects of such a combination.  

In essence, the text’s strategy proves to be similar to what Wall calls “single address,” 

which involves “narrators . . . address[ing] child narratees, overt or covert, straightforwardly, 

showing no consciousness that adults too might read the work” (35). In fact, Ruth’s chapter has a 

crucial point in common with Swallows and Amazons by Arthur Ransome—an author who 

“developed,” in Barbara Wall’s view, “a manner of single address” (30). Wall observes that 

“[w]hen adults, the children’s mother, or the Blacketts’ Uncle Jim, enter the story, they are 

presented as the children see them,” and that “[w]e are told only what they [the adults] do and 

what they say, not what they feel and think” (31). In Ruth’s chapter, as I have explained, this 

same factor contributes to the absence of an adult implied reader. Moreover, through its attention 

to what Ruth can see and hear, Ruth’s chapter displays “carefully and simply explained detail”—
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another factor that Wall discerns in Ransome’s text (31). Wall points to this aspect of a 

“passage” from Swallows in arguing that it “is addressed to children” (31).10 Overall, the first 

chapter of Ruth is compatible with Romalov’s remark about “the series books . . . not 

attempt[ing] to woo the adult” (90)11, notwithstanding the absence in that chapter of factors to 

which she points in noting that, “On a stylistic level, for example, the books drew the young 

reader in, through the use of slang and an emphasis on youth culture, contemporary  

fads and sports” (Romalov 90). In “not attempt[ing] to woo the adult” while preparing to engage 

with age, the text signals that its treatment of this topic is meant only for the young. 

 

Ruth’s Engagement with Inequality, and How Implied Single-Audienceship Affects the 

Picture 

The mere fact that Ruth doesn’t seek to target adults is not surprising; after all, as 

Stoneley notes in discussing Stratemeyer’s pricing approach,12 “the series books were so cheap 

that they enabled the child-customer to bypass many of the usual adult ‘gatekeepers’ of reading” 

(Consumerism 92). At one level, the chapter’s traits may simply seem to reflect and validate the 

actual reading trend in early-twentieth-century America; as Stoneley confirms, such “series 

provoked a great deal of complaint from parents, teachers, and librarians” (92). At the same time, 

though, the traits also perform a crucial in-text function as the chapter continues: that of 

contributing to the text’s position on adult-girl power dynamics, which are downplayed—in large 

part through the lack of an adult implied reader—soon after being raised. 

To understand this contribution, one must first note how inequality becomes an issue in 

the story. Soon after Davison starts conversing with Ruth by “ask[ing]” her “[w]hy” she 

“do[es]n’t . . . cry” (Ruth Fielding of the Red ch. I), the text builds on its initial engagement with 
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age by suggesting, albeit briefly, that Ruth’s individual rights are being impeded by adult 

ageism, in the form of paternalism. After Ruth tells Davison that “[she is] determined not to cry,” 

and after the narrator reveals that “perhaps the corners of her mouth trembled a bit,” the narrator 

notes the following: “The gentleman sat down beside her, although she had not invited him to do 

so. She was not at all afraid of him and, after all, perhaps she was glad to have him do it” (ch. I, 

emphasis mine). Given the context, the chapter may, at first glance, seem to construct and 

endorse Davison as simply a caring adult helping a grateful child. Indeed, in specifying that 

“[Ruth is] not at all afraid of him,” and that “perhaps she [i]s glad” (ch. I), the text may seem to 

dismiss any possibility that she is discomfited by his action. It is also true that, very soon after 

these sentences, “Ruth warm[s] more and more toward him” because of his “air of confidence 

and interest” in telling her to “[t]ell [him] all about it” (ch. I). However, certain textual details 

complicate the picture and undermine the notion that he is simply a wise old man whose action 

should be celebrated. Near the start of the chapter, before Davison enters the story, the narrator 

notes that “[Ruth] ha[s] been fortunate in having a seat all to herself; she [i]s glad this [i]s so, for 

a person in the seat with her might have discovered how hard it [i]s for her to keep back the 

tears” (ch. I). This earlier statement highlights the importance of privacy to Ruth as she deals 

with her feelings, as well as her sense that tears would meet with social disapproval. This remark 

also sets the stage for the narrator’s observation that “she had not invited him [Davison] to” join 

her (ch. I, emphasis mine). In raising the very issue of whether Ruth “invited” him or not (ch. I), 

the narrator signals that Ruth is a subject with the ability—and, by extension, a right—to choose 

whether to issue such an invitation, rather than someone who cannot be expected to give or 

withhold consent. By extension, the text implies that this right is relevant to the situation. Since 

the narrator is attached to Ruth’s perspective, the text signals that she herself is aware of her 
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status as a subject with such a right, and that she notices Davison’s failure to consider this fact 

when he joins her. Ruth’s attention to this detail implies that she initially has reservations about 

his action, notwithstanding her lack of fear and her endeavour to accept his presence. Given this 

textual suggestion, the later word “perhaps” conveys a feeling of uncertainty; Ruth is not quite 

sure whether she truly feels comfortable having to be seen while upset. By contrast, when she is 

“glad” about her privacy earlier in the text, there is no “perhaps” (ch. I); her belief that she 

should be alone is unequivocal. In summary, the text briefly signals that Davison is hindering her 

freedom to choose her own circumstance, and thereby refrains from simply portraying Davison 

as entirely wise and correct. 

That age-based inequality is the issue here is signalled through the combination of certain 

factors. Firstly, this passage appears soon after the text’s emphasis on Davison’s age and Ruth’s 

awareness of, and potential anxiety regarding, this matter—an emphasis through which the text 

ensures that his age and the possibility of this factor being a problem are what define Davison 

conceptually at this point, at least from the viewpoint of the focalizer. Moreover, when Davison 

finally introduces himself a bit later in the conversation (soon after he joins her and tells her to 

“[t]ell [him] all about it [her situation]”), he refers to Ruth as “my dear” (ch. I). As this term is 

suggestive of fatherly concern on his part (especially given how the text has emphasized his age), 

it serves as a reminder that he is an adult and Ruth is a child, while also explaining why he joined 

her in the first place. It signals that he views her specifically as a child requiring the intervention 

of a surrogate parent, and that he has decided to occupy this role. Through the combination of 

this term—which, on its own, could be seen as simply showing that he means well—and the 

earlier portrayal of his action as invasive, the text hints that his intervention, though eventually 

appreciated by Ruth, stemmed from paternalism, which involves “managing or governing 
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individuals, businesses, nations, etc., in the manner of a father dealing benevolently and often 

intrusively with his children” (“paternalism”). In this case, the text hints that Davison took 

charge of matters by overlooking Ruth’s right to consent to company, and that he did this while 

viewing her as simply a vulnerable child instead of as a full-fledged subject entitled to privacy. 

In effect, his action is comparable to what Nodelman sees particular children’s works as doing: 

“The texts assume the right of adults to wield power and influence over children; thus, they 

might represent a kind of thinking about less powerful beings that can be identified as ‘colonial’” 

(The Hidden 78).13 While the text certainly doesn’t portray Davison as seeking to oppress or 

belittle her, and while his ageism is therefore unconscious,14 the chapter nevertheless uses a 

seemingly simple context to depict a girl facing adult obliviousness to her autonomy. In this 

respect, this chapter is comparable to the opening chapter of Rebecca, in which a seemingly 

simple conversation involves an adult downplaying a girl’s complexity and, by extension, her 

status as a full-fledged subject. The two situations are not exactly the same; while Mr. Cobb is 

driven by a conscious15 need to “evad[e]” Rebecca’s line of thought (Wiggin, Rebecca 18), 

Davison simply takes his supposed right to intervene for granted. Nevertheless, both cases 

involve the girl’s age becoming a basis for problematic adult conduct, as signalled by textual 

details. 

Unlike Rebecca, however, Ruth downplays the significance of such conduct, while 

suggesting that the young girl can cope on her own when facing such a circumstance. The text 

conveys this position through the intersection of two factors: Ruth’s decision to accept the 

adult’s action—in concluding that “perhaps she [i]s glad” (ch. I)—and the absence of a textual 

interest in adult readers. Firstly, in choosing to see the intrusion as something beneficial, Ruth 

turns her mind away from her initial discomfort, as well as from the role implied by such a 
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feeling—namely, that of a suppressed child at the mercy of adults’ decisions. Instead, she 

mentally adjusts by adopting the role of a beneficiary; in other words, she claims a position of 

comfort within the narrow scope of the ageism-induced situation. Indeed, her tactic in this case is 

somewhat analogous to that of Eleanor Porter’s Pollyanna, whose “‘just being glad’ game” 

involves (in her own words) “just find[ing] something about everything to be glad about—no 

matter what 't[i]s” (Porter, Pollyanna, ch. V). John Seelye describes Pollyanna’s approach as “a 

defense mechanism of a high order to see her through hard times” (327), and also associates her 

with a “pious secularism” that “can be seen as having a quietly subversive role, in that, like 

suffering, it acts to empower the powerless, who more often than not are small orphan girls” 

(328).16 In my view, Ruth seeks to “defen[d]” herself by using “glad[ness],” the same instrument 

that Pollyanna uses, to become “empower[ed]” within an otherwise suppressive context. In 

depicting this mental manoeuvre, Ruth’s chapter has a point in common with Lawrence’s Linda 

Lane series from the 1920s. In her analysis, Johnson takes note of how the “suggest[ion] that 

positive thinking can affect one’s circumstances” appears in that series (“Community” 68).17 

After addressing how Linda’s “success actually comes from a combination of attitude and action 

(coupled with some good fortune),” Johnson’s chapter includes the following observation: 

For Linda then, as for Mr. Pine, this “smile at the world” philosophy is one that works—
especially since Lawrence does not extend the series far enough into Linda’s future for 
her to discover that Mr. Pine, merely by being born male, had advantages not available to 
most females. And it is in this respect that Mr. Pine’s philosophy becomes problematic, 
an issue Lawrence both introduces and avoids. For while one side of Mr. Pine’s 
philosophy is that complaining and indulging in self-pity are ineffective and that one can 
be cheerful by resolving to be content with one’s fortunes, the other side suggests that the 
unfortunate and marginalized should also make the best of their misfortunes. This 
hearkens back to the classic orphan fiction, which, as Cadogan and Craig [on page 94 of 
their text] observe, “preaches the desirability of contentment with the status quo” . . .. 
(“Community” 68)18 
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Ruth’s tactic of deciding to be happy is analogous to “mak[ing] the best of” a “misfortun[e],” 

given how the text points to her initial discomfort.19 Her tactic constitutes accepting “the 

desirability of contentment with the status quo,” to borrow from Cadogan and Craig’s claim 

about Rebecca (94).20 

As a result, the text (of which she is the focalizer) quickly moves away from exploring 

paternalism as something problematic, and thereby avoids building on the brief textual hint that 

he has overlooked her rights. After Ruth has accepted Davison’s presence, she “warm[s] more 

and more toward him” because of his “air of confidence and interest” (ch. I). Moreover, there are 

no further references to either his age or to the fact that he wasn’t “invited” (ch. 1); instead, the 

text focuses on how he gives Ruth cause for optimism, as well as such positive details as the fact 

that “his countenance d[oes] not impress her as being unkindly” when he learns that she will live 

with Jabez, despite “[t]he humorous light fad[ing] out of” his “eyes” at that point (ch. I). The text 

suggests that, in choosing to claim a position of comfort within the unwanted context, Ruth gains 

access to a better reality21—in this case, awareness of only the pleasant side of Davison’s 

presence, which includes an emotional benefit when his words allow her “to be assured that 

somebody in the new home where she [i]s going”—the housekeeper—“w[ill] be kind” (ch. I). 

Significantly, Ruth is able to enjoy this benefit without being hindered by further awareness of 

his paternalism. In portraying this outcome of her tactic after hinting at the presence of adult 

ageism, the text suggests that the heroine—and, by extension, people like the heroine, such as 

other young girls—can seek a degree of self-empowerment and a much-improved situation (in 

terms of what she can perceive) in spite of age-based inequality, and that she therefore doesn’t 

need to worry about this issue. In this way, the text approaches ageism by seeking “to smoot[h] 

over the problem,” as Billman says about the later Ruth books’ treatment of her situation as a 
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married woman (76).22 Crucially, in this chapter, such an approach involves downplaying not 

only ageism and the fact that he was “not invited” (even after those issues have been raised) but 

also the need for adults to change their ways. 

This approach is facilitated—and, in fact, made possible—by the lack of an adult implied 

reader. As noted earlier, the text doesn’t reveal any of Davison’s actual thoughts about Ruth, her 

status as a young girl, or any other issue; through such an omission (and the corresponding lack 

of references to any “adult-specific” “repertoire”), the text avoids making him the kind of adult-

identification point that Rebecca’s Mr. Cobb constitutes. Crucially, in not actually revealing 

what Davison thinks, the text doesn’t provide any confirmation of the extent to which 

paternalism—and, by extension, adult ideology relating to children—shapes his perception of 

Ruth. The role of paternalism is left as simply a suggested idea stemming from the text’s account 

of what Ruth perceives before she quickly accepts the context, at which point the narrator is 

pulled away from further attention to the issue. This factor enables the text’s portrayal of ageism 

as something that Ruth can simply accept or ignore and thereby avoid having to address, rather 

than as a powerful suppressive force in the world beyond her viewpoint. In short, this factor is 

what allows the situation in Ruth’s chapter to seem so simple. By contrast, as I have 

demonstrated, Rebecca’s chapter engages with oppressive adult conduct—which hinders 

Rebecca’s ability to transcend conservative gender norms—by seeking to aim its exploration at 

hypothetical adult readers, through the use of Mr. Cobb as an identification point and through 

supposedly adult-specific details reflecting a textual desire for adult attention. In pursuing such 

an approach, Rebecca portrays adult-imposed oppression—which, in this case, enforces 

patriarchal norms—as being a considerably larger issue than the heroine can handle on her own. 

Specifically, in Rebecca, such oppression is extensively portrayed and confirmed as stemming 
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from adult assumptions about young girls, as reflected through Mr. Cobb’s inability to handle a 

certain level of complexity in a pre-teen girl. This portrayal of the role of adult assumptions is 

based on an engagement with what the text assumes to be adult-specific thinking. In this way, the 

text positions adult-level ideology as the precise and complex cause of Rebecca having to face 

the obscuration of her individual self, which is thereby established as stemming from a problem 

beyond her control. Moreover, in seeking to target adults as a distinct group of readers by 

choosing a supposedly adult-specific concept, Rebecca reflects a belief that the issue is large 

enough to require the attention of adults in American society. Conversely, in Ruth, a lack of 

interest in adults causes the text to minimize the extent to which adult ideology (as a complex 

force requiring examination) can suppress a young girl. Ruth addresses the problem by 

presenting it as a matter that the young-girl focalizer can simply decide to accept or ignore, 

instead of exploring it as a full-fledged issue reflecting, and requiring attention from, the world 

of adults. 

At the same time, however, the Ruth and Rebecca chapters share a crucial assumption: 

the idea that changing the status quo of adult-imposed limitations is beyond the scope of young 

girls to enact. As explained in this study’s Chapter 3, Rebecca reflects this belief in embedding 

its critique in material meant specifically for adults, as per the text’s ideological assumptions 

about supposed differences between adult and young-girl “repertoires.” In this way, Rebecca 

assumes that young girls are not the readers who would actually be able to take corrective action 

if shown the enormity of patriarchy-enforcing adult-imposed oppression. Ruth’s chapter also 

reflects the view that young girls cannot change the existence of limitations stemming from 

adults, even while the text sets the stage for a relatively bold agenda in the series—namely, that 

of constructing Ruth as “an independent and glamorous supergirl,” as well as a “new young 
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woman on the go,” as she is described by Billman (76).23 In Chapter 1, Ruth foreshadows a belief 

that the way to provide girls with a “supergirl” role model, and offer them an image of a “new 

young woman,” is to have her thrive as she grows despite the maintenance of adult-imposed 

limitations, rather than because of an ability to overturn the problem.24 In effect, as I will 

demonstrate further in this study’s Chapter 6, Ruth points to a tacit assumption that such an 

ability to effect social change is beyond the realm of what is even imaginable for American girls. 

Carpan notes that “[t]he characters in girls’ series books often have more freedom than their 

readers” (xi). Ruth’s first chapter, however, refrains from suggesting that Ruth will “have . . . 

freedom” enough to fight against the fundamental reality of adult-imposed limitations.25 Like 

Rebecca, Ruth assumes that young girls cannot really hope to have such a socio-political ability. 

On the basis of this evident belief, Ruth seeks to encourage girls to seek satisfaction in spite of, 

and within the scope of the reality stemming from, adults imposing certain impediments, which 

are therefore downplayed in large part through the use of implied single-audienceship. The text 

does not convey the idea that girls deserve to see the full extent to which the disempowerment of 

girls by adults is a complex problem. 

 

Notes 

1. Associating Ruth with observation is not unprecedented. Importantly, after referring to “Ruth’s wartime 
adventures” as “[being] notable for several reasons,” and after providing one reason, Hamilton-Honey says 
the following: “Two, Ruth solves several mysteries related to army intelligence while she is overseas, using 
little more than her own observational skills” (Turning 179). Ruth displays “observational skills” even in 
the first chapter of the very first Ruth book. 
 

2. Nodelman and Reimer go on to note that “John Stephens has proposed, in fact, that focalization is ‘a key 
part of the outworking of ideology’ in children’s texts (67), . . .” (72). Earlier, these critics point to “Mieke 
Bal[’s] expla[nation] that, when a focalizer coincides with a character, a reader ‘will, in principle, be 
inclined to accept the vision presented by that character’  (104)” (Nodelman and Reimer 72). As this 
chapter will show, in having Ruth as the focalizer, Ruth’s opening chapter seeks to have potential readers 
“accept” the ideological belief that girls can only hope to seek satisfaction in spite of, and within the reality 
stemming from, adult-imposed impediments, rather than by overturning such impediments. 
 

3. I am concerned with the apparent goal of the text. See Chapter 2 of this study. 
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4. To be precise, Chambers remarks that, “In books where the implied reader is a child, authors tend to 

reinforce the relationship by adopting in their second self – giving the book, if you prefer – a very sharply 
focused point of view. They tend to achieve that focus by putting at the centre of the story a child through 
whose being everything is seen and felt” (258). [By this point, Chambers has made clear that the 
“relationship” is “between author and reader” (258); Chambers has referred to “tone of voice, style as a 
whole,” as “very quickly establish[ing]” this “relationship . . .; very quickly creat[ing] the image of the 
implied reader” (258).] See Chambers.  
 

5. Incidentally, the narrator subtly hints that Davison’s age will become an issue shortly before explicitly 
calling him a “tall old gentleman” (ch. I). This occurs at the start of the characters’ interaction, when the 
text indicates that Ruth “glance[s] around and up quickly” after Davison, who is “standing beside her,” has 
“tap[ped]” her “upon the shoulder” (ch. I, emphasis mine). Admittedly, she must look upwards because he 
is “standing.” However, in conjunction with this seemingly minor detail, the text’s reference to Davison as 
a “tall old gentleman” (which comes right after the narrator notes that he is “standing beside her”) 
highlights the difference in size and age between Ruth and Davison. Through the combination of these 
details, the text suggests that Ruth would have had to look upwards to speak with him in any case. 

 
6. Here is the portion of Chambers’ text (also quoted earlier) from which the quoted words are derived: 

 
Some authors [of books for children], feeling constricted by a too narrowly child-focusing 
viewpoint, try to find ways of presenting a fuller picture of adulthood without losing the child-
attracting quality of the narrower focus. A few have tried to do this directly, using adult characters 
and a point of view that shifts between a child-focus and an adult-focus. But very few of the few 
who have tried have succeeded. (Chambers 259, emphasis mine) 

 
 See Note 19 of this study’s Chapter 3 for more information. 
 

7. The narrator lacks an interest in “knowledge” that is “theoretically only available to and understandable by 
adults,” to borrow again from Nodelman’s assertion that “[w]hat texts of children’s literature might be 
understood to sublimate or keep present but leave unsaid is a variety of forms of knowledge—sexual, 
cultural, historical—theoretically only available to and only understandable by adults” (The Hidden 206, 
emphasis mine). 

 
8. See Chapter 2 for more on what Nodelman and Reimer say about Shavit’s position. 

 
9. See Chapter 3 for development of (and clarification regarding) this idea. 

 
10. In fact, Wall is evidently confident that this cannot be questioned; she writes that “All readers, young and 

old, know when reading these words that this passage with its carefully and simply explained detail is 
addressed to children. The absence of an overt narratee cannot hide the fact” (31). In discussing Ruth, I am 
not assuming that “[a]ll” actual readers are destined to associate the style with a child-only focus. I am 
simply saying that, alongside the other factors discussed, the chapter’s style reinforces a textual lack of 
interest in adult “implied readers.” 

 
11. See Chapter 2 of this study. 

 
12. See Chapter 2 of this study for more information. 

 
13. a)  To be precise, this is one of the “qualities that” Nodelman sees “six” particular literary “texts” as 

“shar[ing] with each other” (The Hidden 76). These “also seem to [him] to be the qualities that lead to [his] 
identification of them [the works] as texts of children’s literature” (76). (Nodelman provides “a summary of 
these qualities” [76] on pages 76-81.) Nodelman later writes that, “[I]f they [the texts] are in fact, as I have 
claimed, representative texts, then I might well be safe in making the assumption with which I began: the 
idea that fictional texts written by adults for children and young people are enough like each other to be 
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immediately recognizable as having been intended for their specific audiences—as children’s or young 
adults’ literature” (81). See Nodelman for more. 

 
b) Nodelman specifies that “[t]hey [the works] represent colonialist thinking by making safety a central 
concern: a key question is whether children are capable of keeping themselves from danger” (The Hidden 
78). As Nodelman sees it, “The usual answer is that they are not and that adults must therefore create safe 
havens for them, places where they can be safely childlike. (Such places are usually identified as ‘home.’)” 
(78). In Ruth’s opening chapter, Davison is not giving the heroine a home; he is, however, assuming that 
she must be protected from being alone while upset, and that his intervention is therefore justified and 
necessary. 
 
c) After pointing to “a fatal contradiction at their [the texts’] heart,” and after saying that “[he] suspect[s] it 
is the fatal contradiction at the heart of most adult views of childhood, which insist both that children are 
different from and even opposite to adults and that they are in the process of becoming more adult all the 
time,” Nodelman argues the following: “[t]he same contradiction is commonly found in conventional 
assumptions about others thought of by powerful people, especially in the context of the European 
colonialist thinking that was the context in which children’s literature as it currently exists developed, as 
belonging in less powerful categories: women traditionally by men, or racial and ethnic minorities by those 
in the majority” (The Hidden 67). After explaining how “[i]t intermingles two contradictory kinds of 
thinking” (67)—“[o]ne . . . characterized by binary opposites” and “a second strain of thinking, this one 
evolutionary” (67, 68)—Nodelman points out that, “When applied to disempowered groups, colonizing 
thinking of this sort often describes those disempowered by using metaphors of childhood. Conventional 
ideas about childhood appear to be the central model for this sort of colonial thinking about othered groups; 
it is not surprising that such thinking tends to be represented in parental metaphors like paternalistic” (The 
Hidden 68, italics in original). Nodelman goes on to note that “[i]t is possible that the reverse is true, 
however, and that childhood as it has come to exist in a period concurrent with the colonial enterprise has 
been modeled on colonial thinking—or perhaps the two, as equivalent expressions of the capitalist societies 
that produce them, merely mirror each other” (68). See Nodelman for more. 

 
14. My observation here is based on the fact that “[p]eople are not always conscious of the ideologies that 

affect them,” as Nodelman and Reimer put it (80). Nodelman and Reimer also specify the following (as 
noted earlier): 

 
The basic assumption of this [their] chapter is that a society’s ideas about children are a kind of 
self-fulfilling prophecy. Those ideas may be inaccurate or incomplete as descriptions of what 
children are really like or really capable of achieving, but once adults believe them, they act in 
ways that help to make the ideas not only true, but the whole truth. In other words, the ideas 
operate as part of the society’s ideology: the body of ideas that controls (or at least, tries to 
control) how members of the society view the world and understand their place within it. (79-80, 
italics in original) 

 
 In Ruth’s first chapter, Davison’s conduct reflects an ideological belief about children. 
 

15. As noted earlier, the narrator of Rebecca states that “Mr Cobb was more distinctly uncomfortable at this 
moment than he had been at any one time during the eventful morning, but he evaded the point dexterously 
. . .” (18). His evasion is deliberate rather than inadvertent. 
 

16. Seelye comments on how “[t]his pious secularism can be seen” after noting that “representatives of the 
organized church itself have no direct impact on the plot. Instead, Pollyanna converts the local minister to 
her faith, passing on her father's 'rejoicing texts' to the Reverend Paul Ford, so that he turns from his 
habitual jeremiads to preaching a message of good cheer" (328). See Seelye. 
 

17. Here, I am quoting from Johnson’s remark that, “At one point, Linda—or Lawrence—even suggests that 
positive thinking can affect one’s circumstances, . . .” (“Community” 68). See Johnson for more. 
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The Linda Lane series by Lawrence was written after the pre-1920 era in which my study is interested. 
Also, as Johnson points out, Lawrence’s “series ends while Linda is a freshman in high school . . .” 
(“Community” 61)—a detail that places this series further outside the scope of my project. I am engaging 
with Johnson’s analysis here solely to clarify further my reading of Ruth. (It should be noted that Johnson, 
in discussing her chosen series, does not explore the issue that I am addressing in my analysis of Ruth in 
this study—namely, the issue of implied single-audienceship contributing to a position on the significance 
of adult-imposed impediments and, by extension, the mixture of ageism and sexism.) 

 
18. A bit earlier, Johnson quotes the following from Mr. Pine in Linda Lane: “Here’s another little secret—

don’t waste any time in self-pity; it’s a kind world, after all, if you smile at it persistently” (qtd. in Johnson, 
“Community” 68). Johnson then goes on to say (before writing what is in the block quotation in my 
paragraph) that 
 

Linda does smile at the world persistently, but her success actually comes from a combination of 
attitude and action (coupled with some good fortune): she not only expects good things, but has 
the assertiveness and initiative to implement her plans and a strong enough sense of self-worth to 
stand up for her rights when necessary. It is this combination that helps her to advance, in part by 
making her appealing to others, who reward her efforts accordingly. (“Community” 68)  

 
See Johnson for more. 

 
19. Moreover, in her essay on the Linda Lane series, Johnson points to Marilyn Frye’s observation that “[i]t is 

often a requirement upon oppressed people that we smile and be cheerful” (qtd. in Johnson, “Community” 
69). Frye notes that “[i]f we comply, we signal our docility and our acquiescence in our situation” (qtd. in 
Johnson, “Community” 69). [For the rest of the block quotation, see Johnson.] In Ruth’s first chapter, the 
heroine can be seen as “acquiesc[ing]” to the suppressive context, though she does this by seeking a more 
comfortable position within it. 

 
Furthermore, the basic fact that Ruth’s chapter downplays ageism is somewhat comparable to the fact that, 
as Johnson makes clear, certain specified “fortuitous circumstances conveniently permit Lawrence to skirt 
the issue of the societal situations and inequalities causing Mrs. Poore’s and Mary’s problems, . . .” 
(“Community” 70), as well as the fact that “at times,” in Johnson’s view, “the Linda Lane series . . . balks 
at directly addressing gender inequalities, . . .” (“Community” 70-71).  
 
[However, Johnson makes the following claim: “Although at times the Linda Lane series still reflects 
earlier attitudes and balks at directly addressing gender inequalities, it also continually presents an array of 
girls and women who are without men and who, while facing varied obstacles, still manage to unite and 
thus survive” (70-71). Johnson sees “Lawrence’s Linda Lane series” as “reaffirm[ing] women’s ability to 
manage independently, acknowledg[ing] that they will face difficulties, and encourag[ing] them to support 
one another in their endeavors” (71). Also, as noted earlier, Johnson associates Linda’s “success” with “a 
combination of attitude and action (coupled with some good fortune)” (68). Moreover, after identifying 
what the specified “fortuitous circumstances . . . permit Lawrence to” do, Johnson asserts that “the 
resolution [in question] allows her to reinforce and reaffirm the important message that women must help 
other women if they are to succeed” (70). Johnson’s observations come in an essay that sees this “series” as 
“show[ing] marginalized females networking and employing various strategies to create communities and 
survive within the limitations of existing social frameworks” (“Community” 59). For more information, see 
Johnson.] 

 
20. Cadogan and Craig also apply this idea to Pollyanna, in claiming that “it was left to Pollyanna to reduce 

the doctrine of making the best of things to the level of complete absurdity . . .” (94). 
 

21. Billman asserts that “[f]rom the first book of the series, she [Ruth] sets about shaping her own 
circumstances” (70). Billman makes this observation after indicating that Ruth “differ[s]” from “the 
majority of her prototypes. They are Cinderellas who sometimes must submit to others’ supervision and not 
always kind treatment . . ., but Ruth is never a prisoner at Uncle Jabez’s Red Mill” (69, 69-70). My analysis 
shows that, in the first chapter, Ruth certainly seeks to affect “circumstances” in order to not be in the 
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mental role of the recipient of problematic adult action. At the same time, she does not select the 
suppressive context—which is, in this case, the “circumstanc[e]”—in which she finds herself in this 
chapter. 

 
22. As noted in Chapter 2, Billman asserts that Stratemeyer “no doubt . . . wanted to portray a happy blend of 

the old-fashioned, family-oriented female in whom he believed and the new young woman on the go who 
would thrill readers” (76). Importantly, after remarking that “the combination did not gel, and even 
Stratemeyer seemed aware of the incongruity,” Billman asserts that “[i]n Cameron Hall and its successors 
considerable attention is paid to smoothing over the problem — e.g., repeated discussion of Ruth’s 
retaining her own name for professional purposes” (76). See this study’s Chapter 2 for more information on 
Billman’s look at Ruth’s “conflict as an adult woman” (76). 

  
23. Like the phrase “new young woman on the go” (Billman 76), the first term comes up when Billman 

discusses the part of the series in which Ruth is married. Billman writes about a particular “result” that “is 
unsettling, for both her [Ruth] and her readers, who had come to expect in a Fielding title the tale of an 
independent and glamorous supergirl” (75, 75-76). See Billman for more information. 

 
24. Ruth’s first chapter also arguably foreshadows two other thematic aspects of the series. Firstly, it 

foreshadows the fact that, as Billman notes, “male authority figures” appear in the Ruth Fielding series 
(68). As Billman explains, 

 
Rich and powerful men are plentiful in Ruth’s adventures and mysteries, from Helen and 
Tom’s father, Mr. Macy Cameron, to Mr. Hammond, the chief of Alectrion Film 
Corporation and Ruth’s benefactor in Hollywood. Other male film directors and 
producers crop up as well. Some help Ruth attain her goals, others chafe at her success. 
All in all, Ruth holds her own with these characters. (68) 

 
The first chapter arguably points in the basic direction of this idea through the situation involving Davison, 
even though Davison isn’t quite an “authority figur[e].” Billman doesn’t develop her assertion about how 
Ruth “holds her own with” such “characters,” and she also doesn’t look at the issue of a non-adult-oriented 
narrative strategy contributing to this matter. For that matter, Billman’s chapter isn’t focussed on the issue 
of adult characters (as a specific age-based group) imposing limitations on Ruth as she grows up, even 
though she identifies Uncle Jabez as being “[a]mong the adult population of the series” (and as someone 
who, like Alvirah, is “on her [Ruth’s] side”) before noting how “[h]e can . . . be viewed as” one of the 
“male authority figures,” due to the fact that he “occasionally behaves in such a miserly and mean-spirited 
fashion toward [Ruth] that Ruth is reduced to tears” (68). In analyzing Ruth in this study, I intend to 
address such gaps in Billman’s work. 
 
Also, the first chapter can be seen as foreshadowing (at a basic thematic level) something else that Billman 
has noted—namely, “how simply . . . dilemmas” pertaining to “[t]he choices [Ruth] is allowed to, and 
must, make regarding her personal life and her career . . . are sometimes written off” (60). To be precise, 
Billman notes that “[t]he choices . . . are not easy ones, no matter how decisive a character she is cooked up 
to be or how simply these dilemmas are sometimes written off” (60). Billman raises this issue when 
addressing “Ruth’s development over the course of thirty books in a society that presents seemingly infinite 
possibilities” and “its account of the tensions that arise when a smart girl with old-fashioned values wants 
to enjoy the new possibilities open to her” (59, 59-60). Please see this study’s Chapter 2 for more 
information on how Billman’s chapter (which isn’t about the role of implied single-audienceship) is 
concerned with the overall series, including later books about Ruth’s life as a married woman [which, as 
Billman makes clear, were affected by the post-suffrage-attainment “social context” following 1920 (76)]. 

 
25. As explained elsewhere in this study, the basic idea of series-fiction girl heroines facing restrictions even 

while seeming to be free is certainly not new. 
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Chapter 5: Further Engagement with the Rebecca Sequence 

 
 This part of my study will explore the rest of the two-book Rebecca sequence, which 

includes not only the original Rebecca of Sunnybrook Farm but also New Chronicles of Rebecca 

(1907). While the final (eleventh) chronicle takes place a year after Rebecca’s ending (Wiggin, 

New 252), the rest of this second book is consistent with Wiggin’s description of New Chronicles 

as “not a sequel, but a further ‘filling in’ of incidents from the child’s checkered existence at 

Aunt Miranda Sawyer’s brick house in Riverboro” (My Garden 352). While providing such 

information, the second book also works with the first to signal that adult ideology—and, more 

broadly, adult society—can restrict the ability of “new girls” to be heard and seen as full-fledged 

developing subjects as they go through adolescence. The Rebecca sequence assumes adults to be 

the main potential readers who need to be alerted to the full scope of the issue; in doing so, it 

tacitly upholds the belief that young girls are not the main hypothetical readers best suited to a 

portrayal of, or actually able to address, the larger social scope of inequality. Unfortunately, the 

texts reflect the notion that there is no point in seeking to aim the full picture, as opposed to just 

parts of the picture, at the imagined girls; there is no apparent textually reflected belief in girls 

being entitled to see the full picture relating to their own plight in society. This absence 

illustrates the pervasiveness of the very social problem that the texts seek to criticize. 

 My analysis will address three crucial aspects of the sequence: Rebecca’s adult-male 

friend Adam Ladd (called “Mr. Aladdin” by Rebecca), the heroine’s “Thought Book” (a diary 

that first appears in the Third Chronicle of the second text), and the rhetoric of the narrator in 

certain passages. This chapter will begin with contextual information pertaining to the Thought 

Book. Afterwards, my analysis will start with close reading of the narrator’s preface to the diary. 

In engaging with turn-of-the-century adult fiction and with adult beliefs about childhood, the 
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narrator confirms a textual interest in adult “implied readers,” while positioning herself as a 

representative of mainstream adult society. At the same time, in adhering rigidly to adult 

“Romantic” ideology, the narrator—whose absolute outlook the text will problematize—does not 

recognize Rebecca as a complex growing person. In effect, the narrator concurs with Adam’s 

conception of Rebecca as a child (even when she is older) throughout the sequence, while also 

signalling that Adam’s view is endorsed and enabled by a larger adult social context, as 

represented by the narrator. Indeed, the third-person narrator is part of the textual structure 

surrounding Rebecca’s story, rather than an actual person in Rebecca’s life—a fact that 

reinforces the idea of Adam’s thinking being linked to the very structure of adult society, rather 

than simply being an individual matter. Crucially, Adam’s view of Rebecca links his conception 

of her childhood to patriarchal thinking—specifically, to what Puleo calls “Ladd’s vision of 

Rebecca as a captivating yet submissive possession” (366), and to his inability to see her as a 

developing “educated new girl,” to reuse Sellers’ term (115). Adam holds a belief that Nodelman 

perceives in “the warmhearted world of the traditional novel for girls”—namely, the view “that a 

comfortable home is heaven and that the perfect divinities to occupy that home are women who 

act much like children” (“Progressive” 29, 37).1 Such a view of Rebecca is what the text, as 

opposed to the narrator, goes on to challenge in divulging the contents of the Thought Book (as 

Rebecca calls it)—a diary that Puleo describes as “Wiggin’s most clever device” and as 

“advocat[ing] the value of the protagonist unedited” (370). The Thought Book includes feminist 

insight from an older (sixteen-year-old) Rebecca, as revealed in the Tenth Chronicle. 

Interestingly, in her essay on “Diaries and Girlhood in Late-Victorian America,”2 Jane H. Hunter 

asserts that “[t]he practice of the diary, . . . contributed to the development of the ‘enhanced 

sense of self,’ which one scholar considers central to claims of New Women for a public role” 
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(“Inscribing” 51).3 While New Chronicles does not necessarily portray Rebecca as fully mature, 

the diary, which “contribute[s]” to the text’s “development” of Rebecca for readers, confirms 

that her “sense of self” goes beyond mere childishness and is that of a growing New-Woman 

social critic—one who has begun analyzing the impact of patriarchy on adult life. Ultimately, in 

having this diary counter Adam’s viewpoint, the Rebecca sequence presents his thinking as a 

symptom of social inequality—specifically, the intersection of ageism and conservative gender 

norms. Through the combination of four textual factors, Rebecca and New Chronicles portray 

such inequality as a large-scale threat to “new girls,” as being linked to adult ideology and 

endorsed by adult society, and as a problem the full scope of which requires the attention of 

adults. These factors are the construction of Adam, the narrator’s words about the Thought Book 

(and earlier in the sequence), the textual delay in divulging the diary—which illustrates societal 

privileging of adult ideology over a “new girl’s” perspective—and the narrator’s continued 

concurrence with Adam near the end of New Chronicles, even after the diary has been disclosed.  

 Overall, as I will show, the sequence builds on the work of its first chapter in exploring 

the potential impact of adults on growing “new girls.” As shown in Chapter 3, Rebecca’s first 

chapter seeks to aim its exploration of this matter quite specifically at adult “implied readers,” as 

per specific, albeit problematic, textual assumptions about a supposed rather than proven 

difference between adults and pre-teen girls. On one hand, New Chronicles is not concerned with 

trying to hide from hypothetical girls—or any other group of constructed implied readers—what 

Rebecca herself realizes about gender inequality and adults’ misreading of her nature. In fact, 

after its first chapter, the Rebecca sequence is not as pointedly focussed on trying to make its 

engagement with disempowerment inaccessible, supposedly, to young girls as they are imagined 

by the texts. On the other hand, though, the textual portrayal of Adam’s thinking as being linked 
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to, and shared by, society—as opposed to just an individual’s thought pattern—is embedded in 

prose meant mainly for imagined adults. The second text makes society a discernible issue by 

engaging with a literary genre that the book frames as including “adult-specific” material, as well 

as with an adult cultural attitude towards children. The sequence does not try to emphasize the 

full societal aspect of the situation for imagined girl readers by linking the point about society to 

material to which the text itself assumes girls would relate. When one considers this detail 

alongside how the first Rebecca chapter seeks to direct a point at adults instead of at hypothetical 

girls, one can see that adults are the readers to whom the texts seek to aim the entire picture that 

they paint—one that includes the idea of the growing “new” girl being threatened by adult 

conduct right from early adolescence onwards (even in seemingly ordinary contexts like that of a 

coach ride, which highlights the pervasiveness of the problem). Adult implied readers are the 

imagined group for which all, rather than just some, of the textual puzzle pieces are meant. 

 

The Context Pertaining to the Thought Book 

As Rebecca clarifies in her first entry, the Thought Book is a diary that she must produce 

for school,4 while the name stems from her own desire “[t]o make [her] diary a little different” 

(Wiggin, New 66). The Third Chronicle divulges her early-adolescent entries, while the Tenth 

Chronicle includes material that she writes in the diary (after it has been found again5) when she 

is sixteen, by which point she sees herself as “not at all the same Rebecca . . . that [she] was then, 

at twelve and thirteen [when she wrote the earlier entries]” (241). In discussing “New Chronicles 

of Rebecca’s focus” on “the acceptance of the protagonist’s voice unencumbered by society’s 

influence,” Puleo sees the diary as “[t]he heart of New Chronicles” and as “allow[ing] the reader 

access to Rebecca’s thoughts unencumbered by a narrator” (370). While the latter claim is 

157 
 



correct, the narrator opens the Third Chronicle with a lengthy introduction to the diary. In the 

opening section of the Third Chronicle (Wiggin, New 58-64), the narrator addresses such things 

as the “haymow”6 in which Rebecca writes and what occurs when the heroine goes there. Section 

II consists mainly of entries from Rebecca, but it opens with the narrator remarking on the fact 

that, “If you [the reader] had opened the carefully guarded volume with the mottled covers, you 

would first have seen a wonderful title page, . . .” (64). Interestingly, while the narrator mostly 

uses the past tense in Rebecca and New Chronicles, they7 proceed to situate the diary in the 

present while commenting on what the heroine wrote: “[Rebecca] seems to have had a 

conviction that heredity plays its part in the evolution of genius, and her belief that the world will 

be inspired by the possession of her Thoughts is too artless to be offensive. She evidently has 

respect for rich material confided to her teacher, . . .” (64). Moreover, after revealing what is on 

the title page (the content of which takes up a page [65]), and before divulging further material in 

the diary, the narrator uses the present tense again in stating that, “From the title-page, with its 

wealth of detail, and its unnecessary and irrelevant information, the book ripples on like a brook, 

and to the weary reader of problem novels it may have something of the brook’s refreshing 

quality” (66). In placing the diary in the present after having placed Rebecca in the past over the 

course of the sequence, the narrator puts themselves in the “present” of the reading audience, and 

adopts the role of sharing with readers the task of reading the diary long after it was written. 

Indeed, Rebecca dates her entries with the year “187–” (New 72, 84)8, which is consistent with 

Hardy’s remark that “[a]lthough Rebecca of Sunnybrook Farm was published in 1903, it takes 

place in the 1870s, during or before the childhood of many of its adult readers” (32). Puleo sees 

how “Rebecca’s diary entries . . . are dated” as “placing her in the transitional period between 

‘true’ and ‘new’ woman ideals” (360). Within the context of New Chronicles as a whole, the 
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dates and the atypical use of the present tense also play another role: that of suggesting that the 

diary has come to include Rebecca’s thoughts from young adulthood by the time the narrator 

offers remarks to a “present”-day audience.  

 

How the Narrator Seeks to Target Imagined Adults in Introducing the “Thought Book” 

At a more immediate level, the narrator’s words reflect a goal of soliciting adult attention. 

This goal becomes apparent when the narrator comments on the diary’s possible appeal “to the 

weary reader of problem novels” (66). Firstly, the middle part of the sentence, in referring to “the 

book rippl[ing] on like a brook” (66), is reminiscent of Rebecca’s first chapter, in which the 

narrator describes Rebecca as “rippl[ing] on” as she talks about looking after her younger 

siblings (Wiggin, Rebecca 12). Interestingly, this earlier instance occurs just a few sentences 

before Rebecca, in commenting on her “Mother[’s] . . . promis[e],” reveals her lack of sexual 

knowledge (Rebecca 12). In having the narrator’s diction point back to this earliest sign of 

Rebecca’s implied dual-audienceship (as per how the text imagines the age groups as differing), 

New Chronicles hints at a relationship between its exploration of the heroine’s Thought Book 

and the first Rebecca chapter’s concern with how she appears to adults. Moreover, as it is 

purportedly “[f]rom” a “title-page” with “unnecessary and irrelevant information” that “the book 

ripples on” (Wiggin, New 66), the narrator implies that the entries are those of an enthusiastic 

child who lacks the maturity to write anything complex. This idea appears, at first glance, to be 

analogous to that of Miss Maxwell (the heroine’s high-school teacher) in Chapter 21 of Rebecca, 

when she finds Rebecca’s poems to be “pretty bad” (“judged by the proper tests”) but asserts the 

following: “When you grow older, have a little more experience – in fact, when you have 

something to say, I think you may write very good verses” (142). Like Miss Maxwell, the 
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narrator of New Chronicles signals that Rebecca has yet to reach an adult level of maturity and 

experience. In conveying such an idea, and in thereby emphasizing her status as a child, the 

narrator of New Chronicles assumes the presence of an imagined reader who has attained an 

adult level of maturity. In this way, the first half of the statement establishes outreach to adults as 

a key concern of the narrator’s thoughts.  

 Such a concern is developed much further in the second half of the sentence, which, 

given the historical context, contains the clearest sign of a focus on adults: the assertion that “to 

the weary reader of problem novels it [Rebecca’s book] may have something of the brook’s 

refreshing quality” (Wiggin, New 66). Two connected aspects of this statement signal a textual 

interest in adults: the reference to “problem novels” (which the narrator frames as including turn-

of-the-century adult books, at least as one type) and the phrase’s evocation of an adult turn-of-

the-century “romantic” attitude towards childhood. Firstly, the Rebecca books were written long 

before “problem novels” became a recognized group within children’s literature;9 in mentioning 

the genre, the narrator is actually concerned with fiction not aimed specifically at children. The 

problem novel, which “emerged in Great Britain and the United States in the mid-19th century,” 

involves “a prevailing social problem, such as gender, race, or class prejudice, [being] 

dramatized through its effect on the characters of a novel” (“social problem novel,” hyperlink 

emphasis removed from the last word). Significantly, the narrator of New Chronicles, in referring 

to “problem novels” (66), speaks in the present tense to an audience living in the early 1900s, 

soon after a new specific type of social-focused fiction had developed. In discussing Naturalism, 

Christopher Smith explains that,  

By the end of the 1890s, a younger generation of writers emerged from the shadow of 
Howells, Twain, and James, and attempted to offer a more radical vision of and 
explanation for the changes sweeping America. For writers such as Stephen Crane, 
Theodore Dreiser, and Frank Norris, Howellsian Realism was seen as too soft, too 
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accommodating to middle-class aspirations, and therefore not “realistic” enough. (“A 
Historical” 30)  
 

“Overall,” says Smith, “American Naturalism can be divided into two camps” (“A Historical” 

31), the “more common” of which involves “[w]riters” who are “more concerned with humans in 

their social environment, and present them as products of socioeconomic (rather than natural) 

forces against which they struggle but can hardly hope to prevail” (32, 32, 32-33). “By creating 

sympathy for oppressed characters and their struggles against an unjust and terribly powerful 

social structure,” Smith writes, “this kind of Naturalism tried to influence readers to agitate for 

social change” (“A Historical” 33).10 An “[e]xampl[e]” of a book with such an agenda (among 

others identified by Smith) is “Stephen Crane’s Maggie” (“A Historical,” 33), which is one of 

the works that Stoneley names11 in noting that “Wiggin’s Romanticized novel [Rebecca] was 

presented as the acceptable face of realism, in contrast to some of the more grimly deterministic 

treatments of girlhood and early womanhood that emerged at the same time, . . .” (Consumerism 

62). Stoneley sees Wiggin’s book as “bring[ing] back into focus the sense that girls’ fiction 

intersects with and mediates the genres of adult fiction” (62).  

 In New Chronicles, the narrator assumes “problem” fiction to include turn-of-the-century 

adult works, distinguishes the thought book from such texts, and offers commentary akin to Kate 

Douglas Wiggin’s anti-naturalist remarks. In targeting a “weary reader of problem novels” while 

using the present tense (66, emphasis mine), the narrator conveys a focus on what was then the 

readers’ present (1907), and also qualifies their reference to “problem” works by focusing 

specifically on those that, in the narrator’s view, cause emotional fatigue, as opposed to a more 

energetic feeling suggestive of future activism. The first half of their statement, which targets 

mature readers, reinforces the idea that the expected “weary reader” is an adult. The narrator’s 

sentiment here is similar to Wiggin’s own stated position on naturalism, in ways that suggest that 
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the narrator, in being of the early twentieth century, is indeed conscious, at least in part, of works 

from this particular genre and their adult readers. During an interview (rpt. in N. A. Smith, Kate 

73-82)12, Wiggin—who supported realism (qtd. in N. A. Smith 77)13—expressed opposition to 

naturalism (qtd. in N. A. Smith 77-81). While she was open to the concept of “a great master . . . 

add[ing] to our knowledge and understanding of human frailty and suffering,”14 she opposed 

“writing what are colloquially known as ‘strong books’” (qtd. in N. A. Smith 79, 78),15 and she 

associated “the minor prophets” with a lack of “the love of beauty, the high conviction, the 

aspiration to make the best of the sorry stuff” (qtd. in N. A. Smith 81)16 In short, Wiggin’s 

dislike of naturalist works involved a sense that they focused too much on negativity—a 

sentiment compatible with the words of New Chronicles’ narrator. Furthermore, after stating that 

she “hold[s] that naturalism is not art for art’s sake, but art for the sake of the knowledge of good 

and evil — mostly evil,” Wiggin asserts that “[t]he things that we do not speak about before the 

young when they happen in real life should not be set before them in books” (qtd. in N. A. Smith 

80). Earlier, Wiggin says that, “If we are to have the license of Continental European fiction, let 

us also have the measures that protect the young girl there, and, to a certain extent, the young 

man as well, from the dangers of a literature and a stage that are for mature men and women” 

(qtd. in N. A. Smith 78-79).17 Wiggin believed that American “[p]arents and guardians exercise 

but slight supervision over the reading of their children, because what is offered them is, on the 

whole, morally harmless” (qtd. in N. A. Smith 79-80).18 The crucial point is that Wiggin 

understood the subject matter of naturalist works to be adult-specific, which was why she 

worried about children being exposed to such material. At the same time, after saying that “[she] 

ha[s] no sympathy, no patience with the writers who assert loudest that our literature is menaced 

and weakened by the presence of this same Young Person,” Wiggin claimed that “[t]hey do not 
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seem to understand that most of the grown men and women in this country are opposed to their 

[those writers’] brands of naturalism as much for our own sakes as for that of the Young Person” 

(qtd. in N. A. Smith 80). Such a belief is also comparable to the words of New Chronicles’ 

narrator, who acknowledges only “wear[iness]” (a negative emotion) as a possible feeling on the 

part of readers consuming “problem” texts (66), and who understands such texts to be for adults.  

Moreover, two Edwardian reviews of the Canadian book Anne of Green Gables—which 

was “influenced by Rebecca” (Puleo 365)19—provide evidence of Rebecca-style fiction being 

seen as an antidote to contemporary adult “problem” texts. They also suggest that the type of 

sentiment expressed by New Chronicles’ narrator was also expressed by other adults of the time. 

The Globe’s review of 1908 laments “[t]he craze for problem novels” that “has at present seized 

a large section of the reading public” (392), and describes Anne as being “so pure and sweet” and 

“worth a thousand of the problem stories with which the bookshelves are crowded today” (392, 

393). In referring to “the craze” among “a large section of the reading public,” The Globe 

confirms that “problem novels” were a major part of contemporary adult culture. The words “at 

present” and “today,” as used in the review, imply that the works being criticized are not 

longstanding texts from the mid-nineteenth century; they are much more recent (from the 

reviewer’s perspective). In also “ventur[ing] the opinion that this simple story of rural life in 

Canada will be read and re-read when many of the more pretentious stories are all forgotten” 

(393), The Globe suggests that Anne is in competition with the “problem” works for adult 

attention. Another review, written in 1909 by Spectator, opens by comparing Anne with 

Rebecca, and then proceeds to use language similar to that of New Chronicles in criticizing 

books about problems: “To all novel-readers weary of problems, the duel of sex, broken 

Commandments, and gratuitous suicides, Miss Montgomery provides an alternative 
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entertainment, all the more welcome because what we get in place of those hackneyed features is 

at once wholesome and attractive” (395). In making this statement, Spectator—like The Globe—

assumes that Anne stands to share an audience of adults with, and lure such an audience away 

from, the “problem” texts. Similarly, the narrator of New Chronicles, in referring to a “weary 

reader of problem novels” (66), takes as a given that adults familiar with such a genre are among 

the readers of, and will benefit from exposure to, Rebecca’s thought book. 

Furthermore, like the two reviewers of Anne, the narrator rhetorically upholds a 

mainstream belief about children, in a manner that confirms an interest in adults as “implied 

readers.” As noted earlier, Anne Scott MacLeod describes “the late nineteenth century” as “the 

high point in American romanticization of childhood,” and notes that “Conventional opinion 

idealized childhood as a free, golden period when children were close to God and nature” (117). 

As Rob Hardy puts it, “Childhood was connected in the romantic imagination with simplicity, 

innocence, beauty, and unspoiled nature” (31). MacLeod also explains how “[t]he view of adult 

life was darker” (117); furthermore, in discussing the “community of literary tastes among adults 

and children” that existed “[f]or a decade or so on either side of the turn of the century,” 

MacLeod makes her point about “[a] romantic view of childhood ma[king] adults susceptible to 

books about children as well” (119). Such a “romantic view of childhood,” and of the appeal of 

children’s works to adults, is clearly reflected in how the Anne reviews dichotomize “problem” 

texts and Anne’s perceived virtues—specifically, “pur[ity] and sweet[ness],”  to quote The Globe 

(392), and “wholesome[ness],” to quote Spectator (395). In positing that Rebecca’s book “may 

have something of the brook’s refreshing quality” to those “weary . . . of problem” texts, the 

narrator of New Chronicles reflects a similar outlook. MacLeod indicates that “Anne and 

Rebecca,” who “are romantic children” (27), “embody the idea of childhood that celebrated the 
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child as child, and saw a child as perfect in itself, in harmony with itself and with nature: 

innocent, spontaneous, imaginative, loving” (22-23). In constructing Rebecca as a natural entity 

who does not inhabit a bleak adult realm (that of a genre framed as including recent adult works), 

the narrator’s words (like those of The Globe and Spectator) point towards such an argument. 

The narrator evokes a “romantic” conception of Rebecca, and thereby aligns themselves with an 

adult cultural mindset with which contemporary adults are expected to be familiar. In doing so, 

the narrator also positions themselves as representing the collective mentality of mainstream 

adult society; they construct themselves as sharing, and giving voice to, the specific “repertoire” 

of a community of adults likely to agree with the narrator’s view of the diary. In this case, a turn-

of-the-century adult is, to borrow from Nodelman and Reimer, the “implied reader” who “has in 

his or her repertoire the factual, cultural, and literary knowledge the text refers to” (17).20  

 

The Narrator’s Remarks in Relation to How Adam Views Rebecca 

Significantly, the narrator does more than simply evoke (and seek to target adults by way 

of) an adult yearning for childhood, and goes beyond merely distinguishing the thought book 

from “problem” works. Through the precise combination of details in their statement, the 

narrator implies that the diary not only differs “refreshing[ly]” from “problem novels” (New 66), 

but is actually the polar opposite of such texts in (supposedly) embodying only an absolute 

childish delightfulness that adults can admire.21 As noted earlier, the first half of the narrator’s 

statement associates Rebecca with a childish enthusiasm, as well as with a lack of complex 

thoughts, in expressing the notion that her “book ripples on like a brook” after referring to the 

“unnecessary and irrelevant information” (66) of her title page. In presenting this idea just before 

contrasting the diary with “problem” books (66), the narrator implies that the former is an ideal 
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alternative to the latter because it offers a total escape from both despair and complexity. The 

narrator reflects to an absolute (rather than moderate) extent the nature of “the romantic 

imagination,”22 to which, as noted earlier, Hardy points as associating “[c]hildhood . . . with 

simplicity” (31). Nodelman argues that “[o]ne of the ugly things the philosophy of the Romantic 

movement accomplished for us in its admiration of childlike qualities was the divorce of 

childhood from maturity” (“Progressive” 37). Such a “divorce” is evidently upheld by the 

narrator. In fact, in associating Rebecca’s diary with “the brook’s refreshing quality” (Wiggin, 

New 66), the narrator constructs the girl as simply being like water: a substance that quenches the 

thirst of a person—in this case, an adult with an emotional thirst—upon being consumed. Such a 

portrayal constructs the heroine as simply a passive entity to be enjoyed, and thereby implies that 

Rebecca lacks a full-fledged subject’s complexity; in effect, it points in the same direction as Mr. 

Cobb’s response in Rebecca’s first chapter, when he rhetorically constructs her as simply a cute 

little girl. In conveying a similar idea in New Chronicles, the narrator does not seem to perceive 

any conceptual middle ground, in which the thought book can differ from “problem” works and 

have appeal to adults while also reflecting complex thoughts and maturation. Significantly, along 

with failing to credit the young-child Rebecca with complexity, the narrator’s diction also does 

not provide any hint that the diary includes material from Rebecca’s young adulthood, when she 

writes that “[she is] not at all the same Rebecca to-day at sixteen that [she] was . . . at twelve and 

thirteen” (New 241). Instead, the narrator suggests that the diary as a whole portrays Rebecca as 

just a delightful child, rather than as a growing and maturing thinker. Consequently, the narrator 

differs from Miss Maxwell, who “want[s] Rebecca to have a career” and views her not only as a 

“pearl” but also as “[her] prodigy,” as the first book reveals (Rebecca 190, 189, 189).23 

Maxwell’s assertions reflect recognition of Rebecca as a growing subject; by contrast, the 
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narrator’s words would, if trusted, appear to validate Hardy’s belief that “[t]he novel [Rebecca of 

Sunnybrook Farm] ends before her [Rebecca’s] maturity . . .” (47), as well as the interpretation 

of “critics such as Perry Nodelman and Claudia Mills,” who, unlike Puleo, “claim Rebecca never 

grows up” (Puleo 354). 

Crucially, the narrator’s words, both here and earlier in the sequence, uphold a key aspect 

of how Adam perceives Rebecca. Through such words, the narrator contributes to the idea of 

Adam’s thinking being supported by a larger adult social structure. To understand this factor, one 

must first explore how Adam’s view of the heroine is displayed in a number of passages, 

including one near the end of New Chronicles: 

Rebecca was springtide to Adam’s thirsty heart. She was blithe youth incarnate; she was 
music — an Æolian [sic] harp that every passing breeze woke to some whispering little 
tune; she was a changing, iridescent joy-bubble; she was the shadow of a leaf dancing 
across a dusty floor. No bough of his thought could be so bare but she somehow built a 
nest in it and evoked life where none was before. (274-275)24  
 

By this point, the narrator has explicitly confirmed that Adam is “waiting at thirty-five for a girl 

to grow a little older” (273);25 that “[he] always call[s] Rebecca in his heart his little Spring” 

(274); and that “he f[inds] his lost youth only in her [Rebecca]” (274). The heroine, meanwhile, 

is almost eighteen (251), has owned property for a year (following her Aunt Miranda’s death) 

(252-253), and has begun thinking about “looking up one of what Mr. Aladdin calls [her] ‘cast-

off careers[,]’” given that her family’s situation has improved (254).26 Adam’s view of the 

heroine, however, allows for little distinguishing between Rebecca as a young woman and the 

child that he first met years earlier.27 In discussing the issue of Adam’s “‘love’ for his mother 

[being] displaced onto Rebecca,” Puleo points out that “[h]is mother is effectively frozen in time 

in the picture he shows to Rebecca, and Ladd attempts to freeze Rebecca herself in her youth as 

well” (367). Puleo also refers to the idea of “Ladd . . . hold[ing] [Rebecca] in his mind as girl” 
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(367).28 That Adam thinks in this way is confirmed in New Chronicles, not only through the 

notion of Rebecca being “blithe youth incarnate,” but also through Adam’s view of Rebecca as 

“his little Spring” and as “springtide to Adam’s thirsty heart” (Wiggin, New 274). Indeed, the 

mention of his “thirsty heart” makes more explicit the earlier suggestion that, for adults like 

Adam, Rebecca is water that can quench an emotional thirst for childhood.29 Coupled with this 

thirst, in Adam’s case, is the notion that Rebecca shows “chang[e]” not in the sense of maturing, 

but rather within the context of being colourful as an “iridescent joy-bubble” (274)—in effect, in 

simply being an aesthetically pleasing entity. This notion involves obliviousness to Rebecca’s 

status as a growing person, which also characterizes the narrator’s remarks about the Thought 

Book. In holding this viewpoint, Adam validates Cadogan and Craig’s assertion that he “would 

have liked to impose eternal childhood on Rebecca” (93). 

 At the same time, in sharing the narrator’s conception of Rebecca, Adam links such a 

perspective to patriarchal thinking. In perceiving Rebecca as a “joy-bubble” (Wiggin, New 274), 

Adam constructs her as “a passive object of male desire,” to borrow a term from Hardy (48), 

who feels that “Wiggin ends Rebecca’s story before she is transformed from an active and 

imaginative child to” that kind of “object” (47-48). Adam attributes to Rebecca the role of being 

“decorative”—the function to which Sellers points as that imposed on “women trapped within a 

repressive society and a limiting domestic environment” (114). Indeed, the only adult role that 

the paragraph imagines for Rebecca is that of being a domesticated wife and mother; in other 

words, Adam wants her to “epitomiz[e] domesticity,” as Murray feels she does (107). In 

describing Rebecca as “somehow buil[ding] a nest . . . and evok[ing] life where none was 

before” (Wiggin, New 275), the paragraph likens the heroine to a mother bird; in this context, the 

idea of the heroine “evok[ing] life” not only highlights her delightfulness, but also associates her 
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with the procreative aspect of conventional femininity. Adam assigns to Rebecca the identity that 

Cagodan and Craig perceive her as adopting for herself: that of “a nest-maker and breeder” 

(109). Essentially, Adam’s thinking concurs strongly with the narrator’s assumption in Rebecca 

that “mother[hood]” is “woman’s crown of blessedness” (Rebecca 65), and with the claim (made 

early in New Chronicles by the narrator when young Rebecca speaks to a younger child) that 

“Rebecca [i]s all mother, . . .” (New 20). Furthermore, in having Rebecca play such a role in at 

least one “bough of his [Adam’s] thought” (274-275), the paragraph confirms that Adam wants 

her to be a housewife and mother in his home. Overall, the paragraph builds on information from 

Chapter 28 of the first book, when he disagrees with Miss Maxwell’s stated desire for “Rebecca 

to have a career” because “[he] [is] thinking of her more as pearl” (Rebecca 190).30 Adam’s 

vision of Rebecca as a mother bird in his tree is compatible with Naomi Lesley’s point that he 

sees the heroine as “a ‘pearl’ whose feminine heart would be more ornament in a household than 

in a career” (“‘The Making of Rebecca’”). Lesley points out that “Miss Maxwell and Adam Ladd 

demonstrate Progressive reformers’ uncertainty about gender as they debate the trajectory of a 

‘whole child’” (“‘The Making of Rebecca’”). That Adam is a conservative in terms of gender 

norms in this debate, and thereby embodies patriarchal resistance to the New Woman, is 

highlighted further through his vision of Rebecca’s place in his life. While he says (in Chapter 28 

of Rebecca) that the heroine “follow[ing] her saint” (as Miss Maxwell puts it) “will,” in his 

words, “content [him]” (Rebecca 190), and while he thereby “confirm[s] he will accept whatever 

direction she chooses for her future” (Puleo 366), New Chronicles confirms his enduring wish 

for Rebecca to become his domesticated wife. 

Moreover, in portraying Rebecca as a mother bird after constructing her as “blithe youth 

incarnate” (Wiggin, New 274), the paragraph indicates that Adam’s view of Rebecca as childish 
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feeds into his vision of her as his wife. Cadogan and Craig posit that it is “with psychological 

inconsistency” that he “veers from lamenting Rebecca’s passing childishness to actually 

anticipating its conclusion” (94).31 However, Adam’s view of Rebecca as “youth incarnate” is 

actually a basis for his patriarchal vision of marriage. Puleo identifies “lost youth” as one of the 

reasons for “Ladd’s pursuit of Rebecca”  (366),32 while Hardy associates Adam’s wish “to 

possess her” not only with his “[v]ision” of “himself as Rebecca’s suitor,” but also with him 

“attempting to take repossession of a lost aspect of himself” (39).33 The passage in New 

Chronicles shows that, in Adam’s vision of marriage, “youth[ful]” cuteness is what Rebecca 

would offer in making the domestic sphere a place of pleasure.34 As the paragraph suggests, such 

cuteness would come at the expense of her right to an adult status, which would effectively make 

her the equivalent of Ellen in Susan Warner’s The Wide, Wide World (1850): a heroine “as 

submissive to her husband as a child,” as Puleo describes Ellen (365).35 

The nature of Adam’s yearning is also made clear in the first Rebecca book. When Adam 

visits Rebecca at her high school (of which he is a trustee), he perceives “her eyes” to be “as soft, 

as clear, as unconscious and childlike as they had been when she was ten” (153).36 After 

“look[ing] into [Rebecca’s] eyes” (153), he verbally likens her to “[c]lover blossoms” that are 

“too sweet and fragrant and wholesome” to “be tied in the same bouquet with gaudy sunflowers” 

(154). Essentially, her supposed “childlike” state, as displayed by “her eyes,” is what makes 

Rebecca “sweet” in Adam’s view. A similar representation of her eyes appears in the second-last 

chapter of Rebecca, when Adam sees her after she has learned of her Aunt Miranda’s death (by 

which point she is a young woman). The narrator observes the following: 

Adam thought, when he had put her on the train and taken his leave, that Rebecca was, in 
her sad dignity and gravity, more beautiful than he had ever seen her – all-beautiful and 
all-womanly. But in that moment’s speech with her he had looked into her eyes, and they 
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were still those of a child; there was no knowledge of the world in their shining depths, 
no experience of men or women, no passion nor comprehension of it. (203) 
 

Tellingly, very soon after thinking about her in this way, he is again “held . . . spellbound” by 

“the story of ‘Aladdin and the Wonderland Lamp’” in The Arabian Nights, “as . . . in the days 

when he first read it as a boy” (204). On this occasion, however, Adam’s “attention” is 

“arrested” by “certain paragraphs” (204),37 which relate to Aladdin “aspiring to the possession of 

so lovely a creature” in desiring the princess (204-205), who “answer[s]” by “tell[ing] [him] that 

[she] obey[s] without reluctance” (205). In looking at this part of the text, Puleo correctly notes 

that “Ladd’s vision of Rebecca as a captivating yet submissive possession stands in sharp 

contrast to Wiggin’s final picture of Rebecca, no longer constrained by the concerns of a 

mortgage but leaning against the brick home she herself owns” (366). Adam’s dream of Rebecca 

as his wife involves reducing her to the status of a “possession,” rather than that of a property-

owning adult subject.38 In yearning to possess her after thinking of her “all-womanl[iness]” and 

“her eyes ... still” being “those of a child” (Wiggin, Rebecca 203), Adam displays how these 

three aspects of his thinking are closely linked. His view of Rebecca as childish is evidently what 

causes him to feel such a wish, since it is on his mind very soon before he is “spellbound,” as the 

narrator puts it (204), by the story in which Aladdin “aspir[es] to the possession of” the princess 

(204-205).39 

Crucially, the narrator shows no sign of disagreeing with Adam’s conclusion that 

Rebecca is “still” like “a child” and lacks “knowledge of the world” (203). In fact, in reporting 

this conclusion in Rebecca by stating that “he had looked into her eyes, and they were still those 

of a child” (203, emphasis mine), the narrator doesn’t specify that this idea constitutes Adam’s 

personal opinion. Instead, through their diction, the narrator implies that Adam is taking note of 

an objective fact, and thereby appears to endorse his opinion. Moreover, as a passage in the first 
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Rebecca book, these words come well before the Third Chronicle of the second. In effect, by the 

time the narrator upholds a rigidly “romantic” view of Rebecca as childish in prefacing the diary, 

the sequence has already established a link between the narrator’s outlook and that of Adam. 

This detail reinforces the idea of the narrator’s preface stemming from a “romantic” view like 

that of Adam. By extension, through this factor, the text suggests that Adam’s view of Rebecca 

as childish is linked to a larger adult context, since the narrator embeds their preface in adult-

oriented prose in order to reflect a popular adult “romantic” feeling. As noted earlier, the narrator 

thereby constructs themselves as representing mainstream adult society and its collective 

mentality. Moreover, the third-person narrator is part of the textual structure, and is not a specific 

person in the heroine’s life; this detail contributes to the narrator’s words illustrating that Adam’s 

thinking is linked to the structure of adult society, rather than simply the product of an individual 

mindset. Significantly, since the diary turns out to include a young-adult entry, the narrator once 

again shares Adam’s rigidly “romantic” inability to distinguish the young-woman Rebecca from 

a child. Adam’s inability, which shapes his view of “[the heroine’s] eyes” in Rebecca (203), 

stems from an intersection of patriarchy and ageism. Given this factor, and the narrator’s 

endorsement of Adam’s view in Rebecca, the narrator’s words in New Chronicles (which point 

back to the earlier concurrence) suggest that such an intersection is effectively endorsed and 

enabled by the adult social structure, which the narrator represents in being aligned with popular 

adult thinking. Furthermore, the ultra-“romantic” view of Rebecca is presented (more than once) 

well before her own diary is divulged. In the first book, the narrator concurs with Adam’s view 

and doesn’t mention the diary, while the second book puts the narrator’s remarks before the diary 

entries and delays revealing the young-adult content until the Tenth Chronicle. Through this 

factor, the text portrays adult ideology being privileged over a “new girl’s” ability to be heard. 
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How Rebecca’s “Thought Book” Counters the Views of Adam and the Narrator 

To understand this portrayal, one must take into account how the diary constructs 

Rebecca. In divulging the diary, the text challenges Adam’s view of Rebecca, while further 

associating Rebecca with New Girlhood. Puleo makes observations about the diary (369-372), 

the “work in” which she sees as “more radical and innovative than the earlier [Rebecca] work 

because it allows the reader access to Rebecca’s thoughts unencumbered by a narrator” (370). 

For example, in engaging with how “Rebecca is able to see herself from three grammatical 

positions,” Puleo points to the material in question as involving “a presentation of [Rebecca’s] 

active subjectivity” (371). To give another example, Puleo engages with Rebecca’s remark in her 

diary that “[she] shall write for the Pilot when [she] go[es] to Wareham Seminary” and “might 

rise to be editor if they ever have girls” (qtd. in Puleo 372). At the same time, Puleo observes that 

“[Rebecca] is aware that society would rather she not hold such aspirations,” and points to 

Rebecca’s words in a required school essay assignment (included in the diary) on “rewards and 

punishments” (372). Rebecca’s essay includes this assertion: “Some rewards are great and 

glorious, for boys can get to be governor or school trustee or road commissioner or president, 

while girls can only be wife and mother. But all of us can have the ornament of a meek and 

lowly spirit, especially girls, who have more use for it than boys” (qtd. in Puleo 372). In 

engaging with these “words,” Puleo notes that they “affirm socially constructed gender norms 

that [Rebecca] intends not to accept” (372).40 In other words, the early-adolescent diary material 

displays both an awareness of patriarchy and a wish to defy such inequality. The significance of 

such a position is twofold. Firstly, in confirming Rebecca’s status as an analyst who dislikes 

gender norms, the diary builds on the work of Rebecca’s first chapter. As noted earlier, the first 
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chapter reveals her analytical skills in having her engage intellectually with sensual reactions, 

and through her comment on gender roles: “Boys always do the nice splendid things, and girls 

can only do the nasty dull ones that get left over” (Rebecca 13). While Cadogan and Craig see 

this comment as “Rebecca’s sole gesture of rebellion” (109), the diary shows that she remains 

both aware and critical of gender roles even after she has settled in Riverboro, and as she 

proceeds on her journey from early adolescence to young womanhood. In terms of being 

dissatisfied with gender norms, she remains what White sees her as being in Rebecca: a 

“fictional descendan[t]” of Alcott’s Jo March (39).  

 Secondly, those early words foreshadow the young-adult material, in which Rebecca 

rebuts Adam’s view of her and offers a feminist critique of her parents’ marriage. After revealing 

that “Mr. Aladdin was teasing [her] one day about what he calls [her] ‘cast-off careers[,]’” 

Rebecca recounts the following: “‘What makes you aim at any mark in particular, Rebecca?’ he 

asked, looking at Miss Maxwell and laughing. ‘Women never hit what they aim at, anyway; but 

if they shut their eyes and shoot in the air they generally find themselves in the bull’s eye’” 

(Wiggin, New 243). In effect, Adam posits that women aren’t suited to careers, that they should 

avoid trying to master the arrow (a phallic symbol), and that Rebecca should, in replacing an 

arrow, see herself as an object designed to reach a male (implicitly represented in his words by 

“the bull’s eye,” since a bull is a male). While Adam is described as “teasing” her and as 

“laughing” (243), and while Rebecca reveals a bit earlier that he has reacted positively to her 

accomplishments (242-243),41 the sequence has, by this point, confirmed that he actually has a 

conservative conception of Rebecca’s future (and, by extension, holds conservative views about 

women). Crucially, Rebecca provides a multi-step response in her diary. Right after quoting 

Adam’s words, Rebecca comments on her mother’s situation: “I think one reason that I have 
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always dreamed of what I should be, when I grew up, was, that even before father died mother 

worried about the mortgage on the farm, and what would become of us if it were foreclosed” 

(243). Rebecca notes that “[i]t was hard on children to be brought up on a mortgage that way, but 

oh! it was harder still on poor dear mother, who had seven of us then to think of, and still has 

three at home to feed and clothe out of the farm” (243). These words are consistent with Puleo’s 

remark that “Rebecca realizes, by the time she reaches adulthood near the end of New 

Chronicles, how difficult her mother’s life has been” (359). Importantly, before saying more 

about her mother, Rebecca states the following: “Aunt Jane says I am young for my age, Aunt 

Miranda is afraid that I will never really ‘ grow up,’ Mr. Aladdin says that I don’t know the 

world any better than the pearl inside of the oyster. They none of them know the old, old 

thoughts I have, some of them going back years and years; for they are never ones that I can 

speak about” (Wiggin, New 243-244). By this point in her entry, Rebecca has signalled that she 

knows and opposes how Adam sees her, in terms of both gender42 and his conception of her as 

childish. While she also mentions her aunts (who also feel that she is childish) as adults who are 

wrong about her, she is clearly most concerned with countering Adam’s opinion, since her 

thoughts about her mother and her maturity are preceded by the specific account of Adam’s 

comment. In seeming to take his supposed “teasing” seriously, Rebecca recognizes that his 

words reflect his actual outlook. Furthermore, in disagreeing with his view of her as a sheltered 

“pearl,” and in referring to her “old, old thoughts” (244), she signals that her words about her 

mother will disrupt the notion that she simply embodies a childish delightfulness. In this way, 

she counters the narrator’s preface to her diary, which, as noted earlier, portrays the Thought 

Book as the polar opposite of adult “problem” texts and as lacking any misery or complexity. 

While the overall novel does not decisively suggest that she is fully mature (as opposed to 

175 
 



transitioning from childhood to adulthood), it does have the heroine counter Adam’s belief, 

described in Chapter 30 of Rebecca, that “there [i]s no knowledge of the world in [her eyes’] 

shining depths” (203, emphasis mine). Moreover, in specifically challenging Adam’s view that 

she is a “pearl” (New 244), she responds directly to the image at the core of his belief that she 

shouldn’t “have a career,” as revealed in Rebecca (190). 

Indeed, in proceeding to say more about her mother’s plight, Rebecca challenges the 

patriarchal mentality behind Adam’s words. After mentioning the adults’ assumptions, she goes 

on to discuss “how  we  children  [she and her siblings] used  to  admire father, he was so 

handsome and graceful and amusing, never cross like mother, or too busy to play with [them]” 

(244). Rebecca notes that “[h]e never did any work at home because he had to keep his hands 

nice for playing the church melodeon, or the violin or piano for dances” (244). After revealing 

that he “never wore any [shirts] but white ones with starched bosoms” that “[h]e was very 

particular about” and that his wife prepared, “sometimes late at night” (244)43, Rebecca recounts 

the following memory: 

Then she [Mother] was tired  and  thin  and  gray, with no time to sew on new dresses for 
herself, and no time to wear them, because she was always taking care of the babies ; 
[sic]  and father was happy and well and handsome. But we children never thought much 
about it until once, after father had mortgaged the farm, there was going to be a sociable 
in Temperance village. Mother could not go as Jenny had whooping-cough and Mark had 
just broken his arm, and when she was tying father's necktie, the last thing before he 
started, he said: "I wish, Aurelia, that you cared a little about your appearance and your 
dress: it goes a long way with a man like me." (244-245)44 

 
Puleo points to this part of Rebecca’s account in discussing how “[t]he most stringent treatise 

against wife and motherhood [in New Chronicles] is embodied in Rebecca’s own mother” (359). 

Indeed, the passage further validates Kornfeld and Jackson’s reference to “Rebecca’s own 

mother” as “another wronged wife” in the realm of the texts they explore, “the authors” of which 

“subtly refute the notion that a woman’s only place is the home, and that she should be content 
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with that, by their inability to portray married life as interesting and rewarding” (73). After 

pointing to that part of Rebecca’s diary entry, Puleo correctly notes that “Rebecca’s rejection of 

her mother as a role model is closely tied to her emulation of other female figures,” and that 

Rebecca points to the influence of an “artist” named Miss Ross “[o]n the same page that Rebecca 

reflects on her unjust favoring of her father” (359).  

Requiring further exploration, though, is the paragraph immediately after the passage 

quoted above:  

Mother had finished the tie, and her hands dropped suddenly. I looked at her eyes and 
mouth while she looked at father and in a minute I was ever so old, with a grown-up ache 
in my heart. It has always stayed there, although I admired my handsome father and was 
proud of him because he was so talented; but now that I am older and have thought about 
things, my love for mother is different from what it used to be. Father was always the 
favorite when we were little, he was so interesting, and I wonder sometimes if we don't 
remember interesting people longer and better than we do those who are just good and 
patient. If so it seems very cruel. (Wiggin, New 245) 
 

In the first couple of sentences, before discussing the “cruel[ty]” of her favouritism, Rebecca 

signals that, in witnessing her mother’s domestic plight and her father’s insensitivity, she gained 

some insight into adult unhappiness that left  “a grown-up ache.” As this memory appears in her 

response to Adam’s words about women, and in view of the situation being described, this 

insight evidently relates to gender roles, and how women, in having to be “good and patient,” 

face hardship due to such roles. While she doesn’t explicitly link her mother’s case to that of 

women as a group, the context surrounding her account (namely, her decision to engage with 

Adam’s words) signals that she is, in fact, implicitly concerned with this issue, and has come to 

understand broader implications of what she saw as a child by the time she is a young adult. 

While Adam sees Rebecca as having “no experience of men or women” (Rebecca 203), her 

words about her mother reveal that she discovered what women face in the domestic sphere, and 

that she has since developed a stronger analytical sense of it. In remembering her mother’s plight 
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while discussing why “[she] ha[s] always dreamed of what [she] should be” (New 243), Rebecca 

leans towards reflecting the concept that G. Stanley Hall opposed; as Sellers confirms (and as 

noted earlier), “Hall feared most that women, having been educated, would no longer be willing 

to settle for a ‘limited’ life when other opportunities were available” (113). Moreover, in 

countering Adam’s words by revealing her mother’s misery and her father’s insensitivity, 

Rebecca does not validate Murray’s view that “[t]hough Rebecca is far more complex than her 

fictional colleagues a half-century earlier, she still epitomizes domesticity when she relies on 

men for protection and advice . . .” (107).45 In looking at the later part of the first Rebecca book, 

Sellers confirms that the heroine “is no longer content inside the home” (123). Rebecca’s young-

adult entry in New Chronicles points towards a similar unwillingness to endorse conventional 

femininity. 

 Instead, she builds on the feminism shown earlier in the diary. While Puleo does not 

notice that Rebecca’s words about her mother are in this same “thought book,” this fact is crucial 

to exploring how the diary constructs the heroine. As a whole, the diary suggests that, as her teen 

years went on, Rebecca further developed her understanding of, and her ability to write about, 

women’s situation from a feminist viewpoint. In describing a specific woman’s misery in 

response to a patriarchal comment, her young-adult entry offers a critique of gender roles that is 

more detailed than that found in her earlier material; while the latter displays a basic awareness 

and dislike of gender norms, it doesn’t show an in-depth sense of how painful such norms can be 

in a marital context (and doesn’t involve reflective engagement with her early memory of her 

parents’ marriage). This detail counters the view that she doesn’t evolve or become more 

complex over time, as does Rebecca’s claim earlier in the young-adult entry that she has changed 

since she was “twelve and thirteen” (Wiggin, New 241). At the same time, in referring to “old, 
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old thoughts . . ., some of them going back years and years” (244), Rebecca indicates that she 

never really (or, at least, never entirely) matched the narrator’s idea of her as simply an 

enthusiastic child lacking complexity. On one hand, the text does not reveal her diary to be the 

same as “problem” texts, since even her young-adult entry, in covering a number of issues, does 

not focus primarily on social injustice; moreover, it certainly does not dwell on negativity in the 

purported manner of naturalist works (as perceived by Wiggin in the comments quoted earlier). 

The text maintains a distinction between the Thought Book’s material and the realm of early-

twentieth-century adult “problem” fiction. On the other hand, though, the diary reflects growing 

awareness of patriarchy and women’s suffering; through this detail, the text suggests that the 

heroine (the author of the diary) is not simply “blithe youth incarnate,” which is (as noted earlier) 

how Adam sees her by the Eleventh Chronicle (274). By extension, the text undermines the 

belief at the core of Adam’s dream of Rebecca as his wife, while also not being compatible with 

Lesley’s statement that “Rebecca does not get to experience adult knowledge, . . .” (“‘The 

Making of Rebecca’”).46  

 This aspect of the diary’s function is compatible with Puleo’s view of “New Chronicles of 

Rebecca’s focus” as “[being] the acceptance of the protagonist’s voice and thoughts 

unencumbered by society’s influence,” and with her association of the diary with that project 

(370).47 It is also compatible with the following claim from Sanders: 

In Rebecca of Sunnybrook Farm, Wiggin confronts head-on some of sentimentalism’s 
favorite tools for eliding the differences between individuals and types. As her 
protagonist navigates a variety of affective relationships, Wiggin emphasizes the desires 
that characterize Rebecca’s individual identity, and the choices that are the expression of 
that desire become a powerful tool for articulating how Rebecca is unlike those with 
whom sentimental stories would be inclined to align her. Those desires originate from an 
interiority that, Wiggin demonstrates, the girl is licensed to define. (“Rebecca . . . 
Discipline” 74) 
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In New Chronicles, the Thought Book displays a feminist “interiority” that Rebecca, as a distinct 

“individual,” shapes and develops over time through observation of the world around her, even 

while certain adults (such as Adam and the narrator) view her incorrectly. In looking at the first 

Rebecca book’s ending, Lesley states that “for a moment, [Rebecca] has the ability to step away 

from the adults who have surrounded her, neither defined by them nor one of them” (“‘The 

Making of Rebecca’”). The idea of Rebecca “step[ping] away” from the “defin[itions]” of adults 

can certainly be applied to how Rebecca displays herself in her diary, which counters adults’ 

beliefs. 

 

The Narrator’s Continued Concurrence with Adam, and the Significance of the Text’s 

Intended Focus on Adults in Portraying Adult Ideology as a Threat 

 Ultimately, though, the text portrays such beliefs as symptomatic of adult ideology, 

which the text portrays as a threat to “new girls.” As noted earlier, through the narrator’s preface 

to the diary (which re-establishes the narrator’s earlier concurrence with Adam), the text posits 

that the intersection of ageism and patriarchy (reflected by Adam) is endorsed and enabled by the 

adult social structure (represented by the narrator).  

 In fact, after divulging the final diary entry, the text reinforces this idea by having the 

narrator continue to concur with a rigidly “romantic” view of Rebecca. This adds an additional 

element to the situation: the idea that Rebecca’s expression of her thoughts in her diary has done 

nothing to disrupt the narrator’s viewpoint. After describing Adam’s view of Rebecca as a bird, 

and as “blithe youth incarnate,” in the Eleventh Chronicle, the narrator discusses whether 

Rebecca is aware of his feelings, and says the following: “She had been quite unconscious of all 

this until very lately, and even now she was but half awakened; searching among her childish 
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instincts and her girlish dreams for some Ariadne thread that should guide her safely through the 

labyrinth of her new sensations” (Wiggin, New 275). While they acknowledge that Rebecca is 

facing “new sensations,” the narrator still insists on seeing the heroine as having “childish” (as 

opposed to developing or late-adolescent) “instincts.” The narrator also makes no mention of 

Rebecca having developed a critical analytical approach to understanding marriage. Through the 

narrator (in conjunction with the textual delay in divulging the diary), the text portrays the 

persistence and structural privileging of adult assumptions that marginalize, and reflect 

obliviousness towards, the actual perspectives of “new girls.” In this way, the text suggest that 

such adult assumptions are not easily dislodged, and that, while the reading audience has been 

exposed to Rebecca’s full diary (including the crucial young-adult content), the narrator (who 

represents a larger structure) remains oblivious to the full significance of what Rebecca has said. 

That the narrator remains unenlightened by Rebecca’s words contributes to the idea of adult 

ideology having the social power to override the voice of the “new girl.” The text implies that 

conservative adult ideology may well triumph over Rebecca’s ability to be seen as having, and 

be respected for, a developing feminist “interiority.”  

 At the same time, the narrator’s words in the Eleventh Chronicle draw their full 

significance from the idea most clearly conveyed in the Third Chronicle. The narrator’s preface 

to the diary, with its references to adult-American culture, is what emphatically signals that 

Adam’s mentality is more than just the isolated mindset of an individual adult or even an 

individual narrator. The preface signals that a rigid alignment with mainstream adult ideology is 

the source of Adam’s (and the narrator’s) thinking, and that the intersection of Adam’s ageism 

with sexism is effectively enabled by a larger adult system, represented by the narrator. The 

preface to the diary is the key puzzle piece allowing the text to display a full picture: that of the 
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adult social structure endorsing problematic adult beliefs. Crucially, as the narrator’s engagement 

with “adult” thinking is the clearest means through which mainstream adult society—as opposed 

to just one person’s mind—is made an issue, the text assumes that adult implied readers should 

be prioritized when engaging with the full social scope of inequality. In this way, the sequence 

builds on the work of its first chapter; in conveying a primary interest in adult readers, the 

narrator’s preface to the diary complements the first chapter’s use of a “repertoire” assumed 

problematically by Rebecca to be adult-specific. The first chapter and the rest of the sequence 

collaborate to signal that, in going through adolescence, a “new girl” remains at risk of being 

negatively affected by problematic adult assumptions, and that adults are the main audience 

requiring awareness of the issue. The sequence does not prioritize seeking to alert young-girl 

implied readers, as imagined by the texts, to the full societal scope of the matter, as opposed to 

just the aspects that Rebecca herself discusses. In this way, the Rebecca sequence once again 

assumes that young American girls are not the implied readers with the ability to take corrective 

action. I do not argue that real girls cannot see more than the texts seek to have them see. 

However, the idea that girls have a right to know the full story, and that adults should not seek to 

withhold it from them, is unfortunately absent from the textual picture. 

 

Notes 

1. In his essay “Progressive Utopia,” Nodelman includes Rebecca of Sunnybrook Farm in this category.  
 

2. This phrase comes from the title of the essay: “Inscribing the Self in the Heart of the Family: Diaries and 
Girlhood in Late-Victorian America.” 

 
3. a) Hunter goes on to note that "[i]t did so without requiring girls to reject the support or many of the 

familial principles of home" ("Inscribing" 51). In an endnote, Hunter points to the observations of certain 
critics (76, note 1); the term "enhanced sense of self" is used by Nancy Woloch (qtd. in Hunter, 
"Inscribing" 76, note 1). See Hunter for more detailed information. 

 
b) Hunter's essay “speculates about how diaries might have contributed to the evolution of a generation of 
Victorian girls into the New Women of the Progressive Era” (“Inscribing” 54). Hunter notes that, "In these 
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protected spaces [diaries], girls charted a middle way between the fiery rebel and the good daughter of 
advice books and fiction" (59). In Hunter's view, 
  

The dense documentation left by one diarist, Annie Winsor, especially illuminates the role of the 
private diary in helping girls formulate separate selves in the context of close family relations. 
Sharing middle-class origins and a notion of women's special gifts with their mothers, New 
Women differed from their Victorian mothers in their access to higher education and in their 
willingness to consider a public career. This paper raises the possibility that their later lives of 
some autonomy outside the home were in part enabled by their earlier discovery of regions of 
autonomy within it. (54) 

 
Hunter addresses a number of issues, including (but not limited to) the word “‘Victorian’” in the American 
context (53), "[p]arents and authorities['] promot[ion]" of "diary-writing among girls as an effort to contain 
selfishness and encourage conformity to social expectations" (52), and the fact that "among the issues that 
girls broached in their diaries, tentatively and carefully, were their relations with parents and authority. For 
extremely good reasons, concerns for privacy accompanied challenges to authority" (60). (See Hunter for 
more information.) As this chapter will confirm, Rebecca's diary "challenges" the ideology of adults with 
whom she has "relations."  

 
4. “All the girls,” writes Rebecca, “are keeping a diary because Miss Dearborn was very much ashamed that 

most of the girls’ and all of the boys’ compositions were disgraceful, and must be improved upon next 
term” (Wiggin, New 66). After quoting most of this statement, Puleo asserts that, “Ironically, as evidenced 
in Rebecca, this is due to Miss Dearborn’s well-intentioned but detrimental influence; to rectify the 
problem, she asks them to write without her supervision and suggestions” (370). See Puleo.  

 
[In the novel, Rebecca goes on to identify what the teacher “asked the boys to” do (New 66).] 

 
5. For information on the circumstances related to the Thought Book being “f[ound]” by another character,  

see the Tenth Chronicle of New Chronicles (238). 
 

6. In the opening part of this chronicle (Wiggin, New 58-64), the term “haymow” is used more than once.  
 

7. I could not find any sign of the text specifying the identity of the narrator. I have chosen to use the singular 
“they,” in keeping with the principle of inclusive language.  

 
8. This year is also provided on pages 66, 68, 70, 89, 94, 97, and 250 (Wiggin, New). 

 
9. Humphrey Carpenter and Mari Prichard point out that “[p]roblem fiction for children, dealing with such 

topics as physical and mental handicaps, divorce, and urban poverty, became fashionable in the 1970s” 
(427, emphasis in original). Michelle Ann Abate of Hollins University makes clear that “children’s 
literature has long engaged with weighty cultural issues, complex sociopolitical concerns, and even graphic 
violence,” but also observes that “the tone and content of children’s literature did experience a 
transformation in the 1960s and 1970s,” and that, “Fueled by societal beliefs that adults ought to be more 
honest and open with children, new narratives began pushing the boundaries of acceptable themes and 
suitable subject matters” (Abate). In the words of Abate, 

 
Once-taboo topics like violence in S. E. Hinton’s “The Outsiders” (1967), sexuality in books like 
Judy Blume’s “Forever” (1975), and death in Katherine Paterson’s “Bridge to Terabithia” (1977) 
became increasingly acceptable. Because many of these books addressed what were considered 
“social problems” (juvenile delinquency or adolescent sexuality) they were deemed “problem 
novels;” and because many were aimed at a teenage audience, they were deemed "young adult" 
novels. Thus the young adult genre has been linked with social, political, and cultural concerns 
ever since. (Abate) 
 

Writing in 2010 in The New York Times, Abate also notes that, “Fueled by boutique presses, the growth of 
niche markets, and promotion and sales opportunities on the Internet, books for children of all ages — not 
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just those considered ‘young adult’ — now discuss topics which had previously been ignored or even 
forbidden” (Abate). Had New Chronicles been written after 1960, the narrator’s comment could have been 
seen as distinguishing Rebecca’s Thought Book from other texts associated with young readers. 

 
10. “It is not surprising,” Christopher Smith goes on to say, “that many of the Naturalists were thoroughly 

committed to reform and greater equality at all levels of society” (“A Historical” 33). 
 
11. Stoneley provides the full title of “Maggie: A Girl of the Streets” (Consumerism 62). 
 
12. Nora Archibald Smith identifies “‘The Lamp’” as the “periodical” in which the interview appeared (Kate 

73). See N. A. Smith for more information. 
 

13. Wiggin said that “[r]ealistic fiction, it seems to [her], has for its aim and end the faithful reflection of 
current life; it is a sort of ‘flexible’ contemporary social history. If that history lacks ‘temperament,’ to use 
the current euphemism, so much the better, perhaps, for our national morals, provided, of course, that the 
history be true.  So much the worse for our art, say some, but I deny it” (qtd. in N. A. Smith, Kate 78). One 
should note that Wiggin explicitly preferred realism over romanticism. When the interviewer asked Wiggin 
to confirm that she “place[d] realism above romanticism, . . .; character drawing above plot and action[,]" 
she gave an affirmative answer: "Decidely. Realism has won the day with me. In fact, there never was any 
struggle over the schools so far as I am concerned. My allegiance was pledged from the very first" (qtd. in 
N. A. Smith 77). See N. A. Smith. 

 
Stoneley's chapter on Rebecca includes the following assertion: 

 
Wiggin was under no illusions about how her fiction related to prevailing literary taste, and she 
sided with “creative sentimentalism” in a very knowing and calculated way. In an interview she 
gave to The Lamp at the height of her fame, she entered into the widespread turn-of-century debate 
about what fiction ought and ought not to do. She praised a realism that is a “faithful reflection of 
current life,” but which lacks “temperament.” She distinguished this from a more critical realism, 
and from naturalism or “what are colloquially known as ‘strong books.’” (Consumerism 69-70) 

 
Earlier, Stoneley points to the Atlantic Monthly’s view of Rebecca as “the creative realism of Dickens, of 
the creative sentimentalist” as opposed to "the realism of the critical, and, as it were, scientific observer, 
which is now so much with us" (qtd. in Stoneley, Consumerism 69). [See Stoneley for more, including his 
remark that  Rebecca "drew approving notices precisely because it avoided the systematic and often grim 
detail of the more ambitious realist and naturalist writers" (69).] 

 
See Stoneley for quotation of more words from Wiggin, as well as for the rest of what he writes about what 
Wiggin said (70).  

 
14. Wiggin argued that “American realistic fiction, I repeat it, reflects the average lives of our men and women 

very faithfully. Why bother with unpleasant exceptions to our all but universal rule of conduct? If a great 
master can add to our knowledge and understanding of human frailty and suffering, however, I shall be the 
last to object” (qtd. in N. A. Smith, Kate 79). 

 
15. “The hour,” said Wiggin, “when our everyday life justifies the realist in turning naturalist, in writing what 

are colloquially known as ‘strong books,’ will be a sorry one for us as a nation” (qtd. in N. A. Smith, Kate 
78). See the interview (reprinted by N. A. Smith) for more. 

 
16. This comes up in the following part of what Wiggin said during the interview:  

 
It is, after all, more a question of tone than of theme. No thoughtful human being could be 
offended by ‘Anna Karenina,’ or ‘The Scarlet Letter.’ When genius lifts the curtain one can 
generally bear the revelation, but when the minor prophets, the ‘tuppenny’ truth-tellers, take to 
unveiling the heart of sinful man — Heaven preserve us! None of the cleansing fires appear to 
have been at work. Where is the love of beauty, the high conviction, the aspiration to make the 
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best of the sorry stuff? All absent! The minor prophet has a 'tarnishing eye,' and he gloats over 
details. (qtd. in N. A. Smith, Kate 81).  

 
These remarks come after Wiggin points to "several writers, foreign and native, who deplore the fact that 
the whole truth of things is so seldom spoken in Anglo-Saxon literature" as "seem[ing] to [her]" to "not 
clearly understand the difference between facts and the truth, between courage and audacity, or brazen 
effrontery" (qtd. in N. A. Smith 81).  

 
See Smith for more of what Wiggin says. 

 
17. a) This remark comes after Wiggin states that, 

 
If the heart of man be evil as well as good, the great novelist will explore and reveal, and we shall 
read and suffer and shiver. And when we have closed the book, we shall be a little stronger in our 
knowledge than we were before in our ignorance. That will be the test, not only of the author’s 
power, but of his sincerity and his right to his subject. But observe that ignorance often has a right 
to know, a need of knowing, where innocence must be protected because its time for knowledge 
has not yet come. (qtd. in N. A. Smith, Kate 78) 

 
b) After making her remark about “hav[ing] the” specified kind of “measures” (qtd. in N. A. Smith 79), 
Wiggin is asked the following by the interviewer: “Then you would have a change in our educational ways 
before we venture upon a naturalistic departure in our novels. But will the Young Person submit?” (qtd. in 
N. A. Smith 79). Wiggin clarifies her position by restating her pro-realism: “I would not have any change at 
all. I do not see the necessity for it. American realistic fiction, I repeat it, reflects the average lives of our 
men and women very faithfully” (qtd. in N. A. Smith 79). (This leads to the rest of the statement quoted in 
Note 14 of my Chapter 5. See Smith's chapter for more.)  

 
18. a) Wiggin goes on to say that “[t]hat is a tacit convention between the American public, the American 

author, and the American publisher, and woe to him who breaks the contract. The author has thrust upon 
him, and accepts cheerfully on the whole, a responsibility that may not properly be his, logically, or 
aesthetically, but which he readily recognizes as a social duty under our different conditions” (qtd. in N. A. 
Smith, Kate 80). See Smith’s chapter for more. 

 
b) Wiggin’s words about American “[p]arents and guardians” come after she makes claims about the 
French context and argues that “our educational system is laid down on different and more liberal lines” 
(qtd. in N. A. Smith, Kate 79). According to Wiggin, “In France there is a perfect understanding between 
authors and the public. They write for men and women; the public sanctions them in their course, and 
tacitly agrees to keep their books and plays away from the young. Officially, at least, the French, or any 
other Continental authors, are relieved of all responsibility for the protection of innocence; parents and 
guardians agree to see to that” (qtd. in N. A. Smith, Kate 79). 

 
19. a) To be precise, Puleo refers to Anne as “the novel most directly influenced by Rebecca of Sunnybrook 

Farm” (365). [This occurs in a section that opens with the assertion that, “As the role of the spinster in 
Rebecca of Sunnybrook Farm stands in contrast to other models of the girls’ novel, so does the role of a 
male love interest. In understanding how Rebecca’s story functions differently from other girls’ novels of 
its period, it is important to regard Adam Ladd’s interest not as Rebecca’s primary aim or reward but rather 
as secondary to her principal achievements” (Puleo 364).] In Puleo’s view, “Written just five years later 
and set in a similar turn-of-the-century time and locale, the two protagonists [Rebecca and Anne] develop 
vastly different motivations despite prominent similarities in plot” (365). [See Puleo for more information 
relating to this idea, which relates to the point (expressed after  an observation about “[Jean] Webster’s 
Jarvis Pendleton [a character in the book Daddy-Long-Legs]”) that “While other early twentieth-century 
authors used separate characters to provide their orphan protagonists with both a father and husband, they 
still relied on marriage as the acceptable ending for their adolescent heroines because it fulfilled the orphan 
daughters’ goal of establishing a network of relatives” (365). Puleo says that, “While Wiggin’s protagonist 
is reminiscent of these other characters, Rebecca is not a true orphan; . . .. She is not looking to create a 
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new family. This distinction is best seen in Anne of Green Gables, the novel most directly influenced by 
Rebecca of Sunnybrook Farm” (365).] 

 
b) Puleo notes that “In ‘Literary Relations: Anne Shirley and Her American Cousins,’ Janis Dawson 
examines the similarities between the two protagonists: . . .” (375, note 4). See Puleo (375, note 4) for more 
information relating to Dawson’s work. 

 
20. Here, I am borrowing from Nodelman and Reimer’s statement that “texts assume that readers possess a 

body of knowledge of literature and life, what reader-response theorists call ‘repertoire.’ The implied 
reader of a text has in his or her repertoire the factual, cultural, and literary knowledge the text refers to” 
(17). 

 
21. In discussing his chosen texts (including Rebecca) in “Progressive Utopia,” Nodelman describes the 

following: “What each episode consists of is this: our child heroine shocks, and then delights, repressed or 
unhappy grown-ups with her childish spontaneity and lack of artifice. In acting ‘naturally’ she makes them 
more natural, and brings an end to the artificial repression of their overcivilized values” (32). In Chronicle 
3 of New Chronicles, the narrator essentially posits that Rebecca represents only this kind of concept. 

 
22. In other words, while Lesley observes that “[m]uch of Wiggin’s writing about children’s rights and 

education was nostalgic and influenced by Romanticism” (“‘The Making of Rebecca’”), this chapter will 
show that the text problematizes an overly rigid “Romantic” view of Rebecca as simply being childish. In 
doing so, this chapter will concur with Puleo’s disagreement with “critics . . . who see Rebecca as an 
innocent child who never will age” (354).  
 
Moreover, the basic idea of Rebecca not fully concurring with “Romantic” thought is not unprecedented. 
See Lesley, whose “essay” seeks “to point out the ways in which Rebecca fails to conform to the script of a 
nostalgic Romantic childhood and instead reflects critiques and conflicts within discussions of educational 
reform” (“‘The Making of Rebecca’”).  

 
Also, as noted earlier, Puleo feels that, “Rather than focus on how Rebecca’s stories endorse Romantic 
concepts of femininity, inferior female subject positions, and gendered role expectations, it is important for 
criticism, . . . to recognize how they reject them” (356). 

 
[Importantly, after specifying what “[m]uch of Wiggin’s writing about children’s rights and education was” 
like, Lesley writes this: “However, it would be a mistake to look at only these aspects of Wiggin’s writing 
and of Progressive educational reform in general. In fact, various reform movements clashed, both with 
each other and with the childrearing methods of the not-so-nostalgic past” (“‘The Making of Rebecca’”). 
These parts of Lesley’s discussion come after she refers to “Anne Lundin examin[ing] Wiggin’s influence 
on the discourse about childhood, and stat[ing] that her tracts on the kindergarten movement and children’s 
rights establish childhood as a ‘nostalgic vision—a remembrance of what is past—or as a sign of the 
country’s future—a symbol of what is possible’ (188). She argues that Wiggin’s writing reveals the extent 
to which women of the Progressive era viewed education as the ‘foundation for a new social order’ (193)” 
(Lesley, “‘The Making of Rebecca’”).] 

 
23. As noted earlier, it is Miss Maxwell who, in Puleo’s view, “helps her [Rebecca] reject conformity and 

regain her voice and agency” (369). 
 

24. In certain quotations from the Forgotten Books editions of New Chronicles of Rebecca and Ruth Fielding in 
Moving Pictures in this study, I have silently corrected certain things that are clearly not actual features of 
the content. I have corrected instances of apparent spaces where there shouldn’t be spaces, unusually large 
spaces, and the appearance of certain letters (in certain specific places) being affected (which is clearly an 
ink-related issue).  

 
[In the copyright section of each Forgotten Books text, it is noted that “we do, . . . repair the vast majority 
of imperfections successfully; any imperfections that remain are intentionally left to preserve the state of 
such historical works.” As the back cover of each makes clear, “Forgotten Books’ Classic Reprint Series 
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utilizes the latest technology to regenerate facsimiles of historically important writings.” See the back cover 
and the copyright section of each of these books for more information.] 

 
25. The narrator goes on to assert that this is “simply because he could not find one already grown who suited 

his somewhat fastidious and exacting tastes” (New 273). 
 

26. In listing evidence of Rebecca’s young adulthood from the Eleventh Chronicle, I am influenced by Puleo, 
who, in her essay on the Rebecca books, rebuts the view—expressed “[w]hen critics highlight Rebecca’s 
lack of marriage”—that “she [Rebecca] has not reached adulthood” (354) by listing evidence from the first 
book:  

 
[B]y the end of Rebecca of Sunnybrook Farm, Rebecca secures the financial future for herself and 
her family. She recognizes her certain adulthood on her graduation day, telling Emma Jane, “do 
you remember in The Mill on the Floss, when Maggie Tulliver closed the golden gates of 
childhood behind her? I can almost see them swing, almost hear them clang, and I can’t tell 
whether I am glad or sorry” (283). Rebecca has mixed feelings about leaving her childhood 
behind, but her graduation, inheritance of the brick house, and understanding of the significance of 
these events ensure us that she has reached milestones that mark adulthood. (Puleo 355) 

 
27. See Chapter XIII (86-91) of Rebecca of Sunnybrook Farm for information on the first time they met. 

 
28. Puleo asserts that, “While Ladd may gaze at Rebecca from a distance and hold her in his mind as girl, 

Rebecca’s gaze is directed toward a more promising future and the family she has reunited with new hope 
under her own roof” (367). 

 
29. See the rest of this chapter for information on how scholarship has addressed this aspect of Adam’s 

thinking. 
 

30. After Miss Maxwell states that “‘[she] confess[es] that [she] want[s] Rebecca to have a career[,]’” Adam 
responds “promptly” that “‘[he] do[es]n’t’” (Rebecca 190). In response, Miss Maxwell says the following 
(Rebecca 190): “‘Of course you don’t. Men have no interest in the careers of women. But I know Rebecca 
better than you.’” Adam gives this reply: “‘You understand her mind better, but not necessarily her heart. 
You are considering her for the moment as prodigy; I am thinking of her more as pearl’” (Rebecca 190). 
See the novel for the rest of their conversation. 

 
31. In the later part of their sentence (94), Cadogan and Craig point to the statement about him “waiting at 

thirty-five for a girl to ‘grow up’ a little more” and the reason for this (qtd. in Cadogan and Craig 94).  
 

32. Puleo notes that, “Although Riverboro and readers alike marvel at Ladd’s generosity, his motivation is not 
selfless. Rather, Ladd’s pursuit of Rebecca is one of ownership, lost youth, and alleviation of guilt” (366). 

 
33. Hardy identifies this “lost aspect” as “his ‘lost girlhood’” (39). 

 
[Hardy’s essay points to the fact that “Catherine Robson sees the idolization of young girls by middle-class 
Victorians (such as John Ruskin and Lewis Carroll) as a form of nostalgia for their own ‘lost girlhood,’ an 
idyllic and feminized early childhood, unrecoverable to them now except through relationships with young 
girls” (34). See Hardy’s essay for a block quotation from Robson’s work (Hardy 34).] 

 
34. In effect, Adam wants Rebecca to be “a ‘Child-Woman[,]’” to use the term of Jerry Griswold, who feels 

that, “By freezing Rebecca on this side of the threshold of sexual maturity, Wiggin prevents her character 
from crossing over into oedipal taboo” (86; qtd. in Hardy 38). (See Griswold and Hardy for more relating 
to this assertion.) In describing Griswold’s interpretation of Rebecca, Hardy states that “Rebecca is frozen 
on the threshold of maturity, forever the ‘child-woman’ whom Mr. Aladdin so admires” (38). Such words 
would accurately describe what Adam wants Rebecca to be, and would “admir[e]” her for being, within the 
context of marriage. Also, in discussing the late part of the first book, John Seelye (as noted earlier) feels 
that Rebecca “has become a wise yet essentially innocent virgin, precisely the bride Adam Ladd desires” 

187 
 



(300). He goes on to assert that, “Indeed, for Rebecca to remain her mentor’s ideal maiden, she cannot 
marry him, and he will be kept forever waiting just an aisle short of the altar” (300). However, the sequence 
indicates that Adam wants Rebecca to be child-like in the context of marriage to him. See Chapter 2 for 
more on scholarly claims relating to Adam and Rebecca.  

 
35. Puleo makes this claim about Ellen in discussing her marriage to John Humphreys. In discussing Ellen, 

Puleo notes that, as a “young” character, she “allows John Humphreys, several years her senior, to instruct 
her moral, religious, academic, and physical education. Although he calls himself her brother, his interest in 
Ellen is evident from the time she is ten years old; he begins to mold her into his ideal by directing her 
every activity, . . . and dictating how she should think and react” (364). As John’s wife, Ellen “is as 
submissive to her husband as a child, telling him, ‘You will tell me if I do anything wrong, and it will be 
just like old times. How I have longed for those old times!’ (583)” (Puleo 365). Puleo also quotes this 
assertion from the character John Humphreys: “You are the same child you used to be Ellen . . . the same—
only grown and improved” (qtd. in and ellipsis in Puleo 364). Furthermore, Puleo’s look at this relationship 
includes the claim that “Humphreys is able to cross the oedipal taboo that Ladd is not; he is at once Ellen’s 
father and husband” (365). [Notably, in looking at “Adam Ladd in contrast to Susan Warner’s John 
Humphreys [of The Wide, Wide World]” (364), Puleo sees “Ladd’s authority and superiority over Rebecca” 
as “[being] diminished over the course of the novels” (365). See Puleo (365).] 

 
36. While the narrator does not explicitly state that this is Adam’s interpretation, Adam is the focalizer in the 

relevant paragraph:  
 

Adam put a finger under Rebecca’s chin and looked into her eyes – eyes as soft, as clear, as 
unconscious and childlike as they had been when she was ten. He remembered the other pair of 
challenging blue eyes that had darted coquettish glances through half-dropped lids, shot arrowy 
beams from under archly lifted brows, and said gravely: ‘Don’t form yourself on her [Huldah 
Meserve], Rebecca. Clover blossoms that grow in the fields beside Sunnybrook mustn’t be tied in 
the same bouquet with gaudy sunflowers; they are too sweet and fragrant and wholesome.’ 
(Rebecca 153-154) 

 
37. The narrator indicates that “there were certain paragraphs that especially caught his eye and arrested his 

attention, paragraphs that he read and reread, finding in them he knew not what secret delight and 
significance” (Rebecca 204). His “delight” clearly relates to wanting Rebecca, given the content of what he 
is reading and the relevant details in the second Rebecca book’s final chronicle. 

 
38. In his chapter on “Rebecca of Sunnybrook Farm and the Threat of Affective Discipline,” Sanders also 

engages (69-70) with the part of the novel that involves Adam “read[ing] a copy of Arabian Nights he 
intends to give Rebecca soon” (69). He does so, however, in developing a very different argument: 
“Rebecca also revises the traditional narrative of affective power by introducing a new tool for discipline 
that manages both to guarantee power and to allow the disciplining girl some distance from her actions: in 
addition to motivating men through affection and sympathy, she can also move them through stories” (69). 
Sanders’ analysis involves the notion that the “scene . . . introduce[s] another form of affective discipline. 
This new face of discipline promises to work on affectionate men, directing their power in such a way as to 
benefit the orphan girl. But it also offers an indirect form of influence” (70). Sanders does not, however, 
acknowledge key details with which I am concerned in my analysis—namely, Aladdin “aspiring to the 
possession of so lovely a creature” and the princess “tell[ing] [him] that [she] obey[s] without reluctance,’” 
to requote from Rebecca (204-205, 205). 

 
See Sanders for more information about his argument, and see earlier parts of my study for more on 
Sanders’ chapter. 

 
39. In other words, while Seelye (in discussing the late part of the book, as quoted earlier) feels that Rebecca 

“has become a wise yet essentially innocent virgin, precisely the bride Adam Ladd desires” (300), I argue 
that Adam perceives her as an “essentially innocent” childish person and wants her as his “bride” because 
of this idea. 
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40. John Seelye offers the following take on Rebecca’s words: 
 

In this passage, the schoolgirl with unconscious irony sums up the implication of most of the 
books we have been discussing [in Seelye’s study], which were written for young women and 
almost uniformly emphasize the need to control tempers, to curb enthusiasms, to fit however one 
can into the dominant social pattern. And although we may understand that Rebecca accepts this 
necessity, we may be sure that Kate Douglas Wiggin did not, being a woman who not only had a 
well-established career before her first marriage but continued to pursue it through both her 
marriages. Judging from her letters and autobiography she never wore the Christian ornament of a 
meek and lowly spirit around her neck. (331) 

 
Seelye’s conception of Rebecca’s own attitude (and how “we may understand” it) differs noticeably from 
that of Puleo. Crucially, in offering his take, Seelye does not notice the feminist-leaning content of 
Rebecca’s young-adult diary material; see the rest of this chapter for more information. (At the same time, 
Seelye’s words about Wiggin’s autobiography and “career” are compatible with those of Kelli M. Sellers; 
see Chapter 2 for more information.) 

 
41. See the novel for information on the context in which Adam “smiled at [her]” and “[t]hen . . . sent [her] a 

sheet of paper from Boston the next morning with just one verse in the middle of it” (New 242), containing 
these four lines: 

 
She made the cleverest people quite ashamed; 
And ev’n the good with inward envy groan, 
Finding themselves so very much exceeded, 
In their own way by all the things that she did. (qtd. in Wiggin, New 243) 

 
(Rebecca notes that “Miss Maxwell says it is Byron, . . .” [New 243].) 

 
42. The basic idea of Rebecca seeing a link between Adam and conservative gender norms is not 

unprecedented. In discussing Rebecca’s “recitation” at her “graduation,” Sellers explains how the heroine 
“reveals her knowledge of his [Adam Ladd’s] power and demands that he release it. She demands that he 
liberate her as a woman and from being a future wife” (125). This comes in a paragraph that develops the 
claim that “Rebecca’s education in New Womanhood culminates in a plea for liberation” (Sellers 125). 

 
43. Rebecca writes that “[h]e was very particular about them and mother used to stitch and stitch on the pleats, 

and press and press the bosoms and collar and cuffs, sometimes late at night” (New 244). 
 

44. In the Forgotten Books edition, only the upper half of the colon/semi-colon after the word “said” is present 
(New 245). While it is not clear whether a colon or a semi-colon is being used, I assume (given the context) 
that a colon is meant to be there. 

 
45. See Chapter 2 of my study for the full statement from Murray. 

 
46. This claim from Lesley is part of the following: 

 
This constant process [being discussed by Lesley] of shifting between hope for the ideal and 
critiques of current reality means that Wiggin never resolves the two main questions which she 
sets up at the beginning of her heroine’s journey: what is to be the making of Rebecca, and for 
what purpose is she being made? Wiggin’s own beliefs about reform come through clearly, but 
Rebecca, as a text, is deceptively ambivalent, both about critiques of the “bad old days” and about 
solutions for the future. Rebecca ends with an uneasy truce between ideals and reality and between 
childhood and adulthood. Rebecca does not get to experience adult knowledge, and her child 
readers do not get to experience it vicariously through her. (“‘The Making of Rebecca’”) 
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[“However,” Lesley goes on to say, “Rebecca also turns the tables on adulthood” (“‘The Making of 
Rebecca’”). See Lesley for more about this, and for more relating to the “process” to which Lesley refers in 
the quotation above.]  

 
In response to the claim about “child readers,” I note that New Chronicles does not actually seek to prevent 
imagined girl readers from understanding Rebecca’s own statements in her diary, though the sequence does 
seek to aim the full scope of its exploration of the New Girl’s plight specifically at adults (and assumes that 
certain forms of knowledge are adult-specific, irrespective of whether they actually are). 

 
47. Puleo argues that, “While Rebecca’s early education in Rebecca of Sunnybook [sic] Farm initially stifled 

her self-expression, New Chronicles of Rebecca’s focus is the acceptance of the protagonist’s voice and 
thoughts unencumbered by society’s influence” (370). In Puleo’s view, “The heart of New Chronicles of 
Rebecca is Wiggin’s most clever device: Rebecca’s ‘Thought Book,’ which advocates the value of the 
protagonist unedited” (370). See Puleo for more. 
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Chapter 6: Further Exploration of How Ruth Differs From and Compares 
with Rebecca (and How Ruth Follows an Approach from Dorothy Dale) 

 
In returning to Ruth, I will focus primarily on the ninth book, entitled Ruth Fielding in 

Moving Pictures (1916). This text comes after Ruth Fielding and the Gypsies (1915), in which, 

after receiving a large financial reward, Ruth “[a]t last . . . fe[els] herself to be independent. By 

going to Mr. Cameron, she c[an] get money when she wishe[s], without annoying [her uncle] the 

miller, and for this situation she [i]s very very thankful” (ch. XXV). Notably, Gypsies depicts the 

latter’s sexism; for example, after noting that “he [the uncle] would never be willing to invest 

money in making a singer of his niece” (and that it is “[u]seless to think of it!”), the narrator 

points out that “Uncle Jabez had said that girls were of little use in the world, anyway--unless 

they settled down to housekeeping” (ch. XIX). “For a girl to look forward to making a name for 

herself in the world--to have a career--to really be somebody--was something of which Uncle 

Jabez (and Aunt Alvirah [the housekeeper] as well) could not fail to disapprove” (ch. XIX). In 

Moving Pictures, as she nears the end of high school, Ruth gains access to a new opportunity for 

early-twentieth-century women: that of involvement in film work. However, she must first deal 

with Mr. Hammond, a film-company head who implicitly reflects mainstream sexism and 

ageism. Like Ruth’s Uncle Jabez, Hammond is one of the “male authority figures” that Billman 

identifies (68). In discussing the issue of “rich and powerful men” in the series, and after 

observing that “[o]ther male film directors and producers crop up as well” (after she mentions 

Hammond), Billman notes that “[s]ome help Ruth attain her goals, others chafe at her success” 

(68). However, she does not identify Hammond as initially being closed-minded. She refers to 

him as “Ruth’s benefactor in Hollywood” (68).1 While he does become such a helper, his initial 

attitude is arguably different. This man’s prejudice is never explicitly described, and is not 
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straightforwardly obvious, like that of Jabez in Ruth Fielding and the Gypsies. Nevertheless, 

Hammond’s initial outlook poses a greater potential threat to Ruth, since the issue here is not one 

of paying for a particular kind of training (which Gypsies suggests can be resolved through an 

alternative funding source). Instead, the matter is one of an ideological system (reflected by the 

company head) threatening to block access to a career. In observing that “Ruth takes advantage 

of the expanding business of motion pictures and the new culture of leisurely consumption in 

order to make a career for herself” (Turning 202), Hamilton-Honey does not mention that 

Hammond initially appears set to stand in her way. Indeed, to my knowledge, no other critic has 

noticed this fact; my original analysis of Hammond diverges sharply from established scholarly 

thought. However, I argue that Moving Pictures raises the threat posed by Hammond (and the 

larger issue of discrimination) only to downplay it immediately, in large part due to a textual lack 

of interest in adult “implied readers.” In effect, in what is perhaps one of the series’ most crucial 

scenes (given that Ruth’s future career is at stake), Moving Pictures follows the lead of Red Mill, 

which applies the same approach to exploring an adult’s implicit rather than explicit inability to 

view Ruth as an equal. In pursuing its strategy, Moving Pictures points back to the belief that 

displacing entrenched adult-imposed inequality outright is beyond what young girls can do, and 

that such girls are therefore not the right audience for a complex look at the matter. 

I will start by briefly summarizing how parts of the series (in between the opening of Red 

Mill and Moving Pictures) construct Ruth as an intelligent and innovative character, and thereby 

set the stage thematically for Moving Pictures. I will also elaborate on how Gypsies’ treatment of 

her uncle’s sexism reflects a primary focus not on adult society’s oppression of girls, but on the 

individual heroine’s victories. Then, my look at Moving Pictures will involve two steps. First, I 

will show how the relevant scene hints that Hammond, whose outlook is akin to that of Adam 
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Ladd, reflects a threatening mixture of ageism and sexism, which the text briefly links to a larger 

socio-cultural (rather than merely individual) context. Discussing this fact, which has been 

overlooked by others, will contextualize the second and most crucial step: exploration of how the 

book downplays the problem, and how implied single-audienceship enables this task by 

excluding in-depth confirmation of the adult’s perspective. In responding “demurely” to 

Hammond (Emerson, Ruth Fielding in Moving 44), and in playing the role of a comforter, Ruth 

consciously works within the system of gender stereotypes to achieve her goal in spite of 

discrimination. Her demureness is an especially noteworthy part of this approach. At the same 

time, implied single-audienceship facilitates a textual focus on this coping strategy, rather than 

on the larger implications of the problem itself. In explaining how the scene builds on Red Mill’s 

work, I will address how the two parts collectively portray a girl’s teen years as a time when 

subtle forms of disempowerment can be managed (in the texts’ view), though not actually 

removed. This idea fits with the overall conceptual nature of the early Ruth series, which 

includes Jabez’s explicit but downplayed sexism. Following my look at Moving Pictures, I will 

turn to an exploration of Dorothy Dale: A Girl of To-Day. Ruth’s approach is foreshadowed by 

the first Dorothy book’s second chapter, in which the heroine has temporary access to a non-

traditional career for women. The text downplays, right after hinting at, the fact that an 

adolescent girl would face restrictions in such a case. Facilitated by a narrative lack of interest in 

adults, this task reflects a textual belief in the social powerlessness of girls to combat structural 

inequality. By including this work from 1908, I hope to show that the Rebecca and Stratemeyer 

approaches, as products of the same period, reflect the same core conception of what girls cannot 

hope to do, in spite of social change. Given Rebecca’s interest in seeking to target adults while 

exploring disempowerment and presenting this matter as a major problem, the approaches are 
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certainly not identical. However, in sharing with Rebecca the view that girl readers cannot 

outright dislodge inequality, Ruth and Dorothy help position this idea as a major conceptual part 

of prominent “New Girl” coming-of-age fiction of the time. 

 

Contextualizing Moving Pictures 

To contextualize the work of Moving Pictures, one must note how Ruth’s adolescence up 

to this point (following Red Mill’s opening) involves her development as an innovative and 

smart2 heroine, as well as the precise significance of how Gypsies handles explicit sexism and 

disempowerment. Near the end of Red Mill, Ruth plays a key role in locating her uncle’s lost box 

of money (Emerson, Ruth Fielding of the Red ch. XXIV-XXV). In return, he allows, and pays 

for, her to be a boarding-school student at Briarwood Hall (Ruth Fielding at Briarwood ch. I).3 

There, she is unhappy with the existing clubs (ch. XII), and, with other girls, creates a new one 

(ch. XIII-XIV)4; in this way, she resists conformity and displays initiative—a point that is 

compatible with Billman’s view of Ruth as “independent, . . . ambitious, and assertive” (67). 

Also, Ruth displays intelligence in dealing with mysteries; for example, Billman notes that, “[i]n 

Ruth Fielding on Cliff Island, . . . Ruth excels at questioning witnesses and thinking through 

mysterious happenings” (65).5 In Gypsies, the financial reward is given to Ruth because of her 

role in the retrieval of a stolen item (Emerson, Ruth . . . Gypsies ch. XXV).6 Crucially, Gypsies 

addresses Ruth’s desire “to control her own destiny” (ch. XIX), as well as the heroine’s “self-

assertive[ness]” (ch. XXV). Moreover, in pointing to Uncle Jabez’s attitude towards a girl having 

non-domestic ambitions (ch. XIX), the narrator does not explore his inner mind in much detail, 

and also fails to address how society shaped this particular view.7 In effect, the problem is 

minimized; this part of the text shows no interest in linking his sexism to a larger systemic trend 
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in American society. Furthermore, while Jabez “would never be willing” to finance the musical 

training that Ruth wants (ch. XIX), the reward in Chapter XXV eliminates the overall problem of 

Ruth having to depend financially on Jabez. As the text makes clear, the reward frees Ruth from 

“hav[ing] to use the money Uncle Jabez grudgingly gave her”—a development that pleases the 

heroine (ch. XXV).8 The final paragraph includes the following: “She could prepare herself for 

college and could gain the education she craved. It seemed that nothing could balk her ambition 

in that direction” (ch. XXV).9 The new funding source is a means through which a “dilemm[a]” 

is “written off,” to borrow from Billman’s words about the series’ approach to “dilemmas” 

relating to Ruth’s “personal life and her career” (60).10 The reward helps Ruth seem compatible 

with Murray’s claim that “girls in series fiction experienced great freedom from parental control” 

(90).11 It is also analogous to what Johnson calls the “fortuitous circumstances” that 

“conveniently permit Lawrence [the author of the Linda Lane series] to skirt the issue of the 

societal situations and inequalities causing Mrs. Poore’s and Mary’s problems” (70).12 

 

Introducing the Moving Pictures Scene, and How It Raises the Issue of a “New Girl” Facing 

Discrimination 

Furthermore, in reflecting this kind of approach, Gypsies sets the stage for the next Ruth 

novel’s exploration of implicit (rather than overt) discrimination in a professional context. Ruth 

meets Hammond in Chapter V of Moving Pictures (36-45), by which point she has helped a 

friend save one of his employees (an actress) from drowning (14-19). Hammond immediately 

finds Ruth to be “as charming as the Red Mill itself” (38), and later, in conversing with her and 

addressing “the picturesqueness of the Red Mill and its surroundings,” asserts that the location 

“would make a splendid background for a film" (41). After Ruth takes him on a tour and offers 

195 
 



to arrange matters with her uncle, Hammond signals that he doesn’t think that Mr. Grimes, his 

“busy director,” would write a scenario well-suited to the place (42).13 In response, Ruth, who is 

“so excited now that she c[an] no longer keep silent,” reveals her desire “to write a moving 

picture scenario about the old mill,” and asserts that “[she’s] thought about it so much that [she] 

believe[s] [she] could do it” (42).14 Indeed, the narrator indicates earlier in the book that, “Long 

before she had gained the reward for the return of the pearl necklace to Nettie Parsons’ aunt, 

Ruth had thought of writing a scenario” (23). While this differs from the goal identified in 

Gypsies, it is more than just an on-the-spot desire. Crucially, in stating her wish to Hammond, 

she seeks to occupy the professional role normally held by an older man (in this case, Mr. 

Grimes); in this way, she strives to enter “a capitalist market dominated by men,” to borrow from 

Hamilton-Honey (Turning 202).15 This detail positions age and sex as conceptual concerns, and 

is also consistent with Billman’s view that Ruth “sets about shaping her own circumstances” 

(70). 

At the same time, the ensuing conversation raises the issue of sexism in the professional 

sphere, as well as its intersection with ageism. While exhibiting “one of his queer smiles,” 

Hammond asks Ruth if she “ever wr[o]te a scenario,” at which point she acknowledges her lack 

of scenario-writing experience and “naively” asserts that “one must always do a thing for the 

first time” (43). At one level, in using the word “naively,” the narrator qualifies how Ruth is 

depicted; while other parts of the series have emphasized her strengths and intelligence, the 

narrator concedes in this scene that Ruth lacks adult-level experience in, and familiarity with, the 

realm of business. In conjunction with Ruth’s overall character development, this detail allows 

for a nuanced picture of the heroine as neither entirely adult nor entirely childlike, but rather as 

transitioning from the latter to the former. Hammond’s remarks from this point onwards, 
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however, suggest that he sees her as simply a “charming” young girl, and that this narrow 

conception stems in large part from patriarchal beliefs. In response to Ruth’s words about a “first 

time,” he states the following before “chuckl[ing]”: “Quite true—quite true. So Eve said when 

she bit into the apple” (43). In referring to the biblical story of Adam and Eve, Hammond evokes 

a conservative view of gender relations. Stuart Charmé writes that “[f]eminist interpretations of 

this story”—“the biblical story of the fall”—“have been quick to point out the patriarchal quality 

of . . . [the] gender identities [of Adam and Eve]. In other words, this is a story that expresses 

male notions of the proper gender roles and identities for men and women” (27). “For many 

people,” he notes, “the story’s message has been that men must be protected from women’s 

demonstrated weakness in the face of temptation, their challenge to divine (male) authority, and 

their inferior intellectual development” (32). As Christopher Witcombe observes, “Throughout 

the Christian period, the story of Eve has provided men with the reason why they should restrain 

and restrict the social, sexual, religious, political, and economic freedom of women” (“1. Eve”). 

In aligning Ruth’s ambition specifically with Eve’s consumption of the apple (and, by extension, 

with her “challenge to” patriarchal power), Hammond evokes wariness of female initiative and 

“freedom.” He appears to doubt that he should take Ruth, a female, seriously as a potential 

professional writer. Billman asserts that, “since social expectations were starting to change after 

1900, Ruth is not considered boyish because she likes activity and mental challenge and plans to 

achieve her dreams in the world beyond hearth and home” (70). Hammond, however, reflects a 

patriarchal inability to embrace such an outcome. On one hand, though he “chuckle[s]” after 

referring to Eve, he doesn’t display anger towards her desire to write, and he does tell Ruth to 

“send it [a scenario] directly to [him], and the first time [he is] at home [he] will get it and give it 

[his] best attention” (Ruth Fielding in Moving 43).16 Nevertheless, his immediate—and otherwise 
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seemingly random—reference to Eve implies that his ideological “repertoire” is patriarchal—a 

fact that the text associates very briefly with the larger cultural presence of religion in America,17 

rather than simply with an individual mindset.  

Furthermore, in offering to read her work, Hammond is driven not by any serious belief 

that she will do well, but rather by attraction to stereotypically girlish aspects of her conduct; at a 

broader level, his behaviour confirms his narrow conception of Ruth as a young girl. When Ruth 

“gasp[s] . . ., with clasped hands” and asks if he “[w]ill ... really read” her work (43, emphasis in 

original), he affirms that he “will” do so, “[n]o matter how bad it is” (43). On the surface, this 

comment is a joke,18 especially as he laughs while making it (43). Given his remark about Eve, 

however, his choice of a joke is another hint of scepticism; in reflecting an actual attitude on his 

part, it is similar to Adam Ladd’s claim that “[w]omen never hit what they aim at, . . .” (Wiggin, 

New 243). The reason for Hammond’s offer is made clear when Ruth expresses her gratitude: 

    “Oh, thank you, sir!” murmured Ruth delightedly, smiling and dimpling. 
    He pinched her cheek and his eyes grew serious for a moment. "I once knew a girl 
much like you, Miss Ruth," he said. "Just as full of life and enthusiasm. You are a tonic 
for old fogies like me."  
    "Old fogy!" repeated Ruth. "Why, I'm sure you are not old, Mr. Hammond." (Emerson, 
Ruth Fielding in Moving 44) 
 

Carpan, who sees the “scene” as “resembling a sexual flirtation,”19 points out that “Mr. 

Hammond is . . . enamored with the girl” (41). Indeed, his earlier reference to Eve—and, by 

extension, to a story involving nudity20—implies that he associates Ruth with sexuality. Also, his 

attraction to Ruth’s appearance is made clear earlier in the chapter (Ruth Fielding in Moving 

38).21  At the same time, in being “enamored,” and in flirting, with Ruth, Hammond treats her 

like a cute little girl; his two-pronged mentality reflects the kind of idea that Carpan sees in the 

Warner Bros. film Nancy Drew Reporter, in which a “scene shows how the ideal teenage girl is 

admired both for her woman’s body, and conversely, her childish behavior” (Sisters 57). In 
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Hammond’s view, Ruth’s teenage girlhood makes her both a sexually attractive woman and a 

child who cannot be taken seriously. To begin with, at the level of age-related ideas, his act of 

“pinch[ing] her cheek” when she “smil[es] and dimpl[es]” is suggestive of adult fondness for a 

small child, rather than respectful consideration of a mature applicant. Hammond also 

automatically assumes that both her youth and her appearance, which he finds attractive, allow 

him to touch her face without her prior consent; ageism and sexism are both at work here. He 

does not consider Ruth’s right to be free from any form of non-consensual touching. His conduct 

is somewhat analogous to that of Doctor Davison, who overlooks Ruth’s right to consent to 

company because of her age when she is younger. Like Davison, Hammond is oblivious to 

Ruth’s status as a full-fledged subject with rights; in this case, however, such obliviousness 

stems from both sexism and ageism, rather than the latter alone.  

Moreover, in calling Ruth “a tonic for old fogies,” Hammond sees her in much the same 

way that Adam Ladd perceives Rebecca: as a passive and curative substance that can quench 

both an adult thirst22 for childhood and his own sexual thirst for teenage girlhood.23  In both 

cases, an adult man combines a yearning for youth24 with opposition (or at least scepticism) 

towards the idea of the heroine as a public professional; each man sees the girl protagonist as 

simply a symbol of youthful femininity, rather than as someone with credible aspirations. Indeed, 

in aligning Ruth with a lively “girl” from his past, Hammond sees her as exemplifying his ideal 

of pleasure-providing girlhood—another sign that he defines her on the basis of age and sex. He 

conveys further evidence of this fact as the conversation continues: 

   "Never mind flattering me," he broke in, with assumed sternness. "Haven't I already 
promised to read your scenario?"  
   "Yes, sir," said Ruth, demurely. "But you haven't promised to produce it." 
   "Quite so," and he laughed. "But that only goes by worth. We will see what a schoolgirl 
like you can do in writing a scenario.  It will give you practice so that you may be able to 
handle something really big about this beautiful old place.  You know, now that the most 
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popular writers of the day are turning their hands to movies, the amateur production has 
to be pretty good to 'get by,' as the saying is." (Emerson, Ruth Fielding in Moving 44) 
 

On one hand, his words about “worth,” gaining “practice,” and competition constitute general 

advice, which may seem to undermine the notion that age and sex are factors here. Also, when 

Ruth replies that “[he is] trying to discourage [her],” he states (“with another laugh”) that he is 

“[o]nly warning [her]” (44).  However, his remark about Ruth as “a schoolgirl,” and about 

“see[ing] what” such a person “can do,” reinforces that he is conscious of her status as a younger 

female, and that such consciousness shapes his attitude towards her wish. The term appears early 

in his reply, right after he talks about merit; this detail confirms that her girlhood is uppermost in 

his mind, and that he sees it as making her success unlikely. The term also reflects a failure to 

see Ruth as transitioning from girlhood to womanhood (notwithstanding his attraction); it firmly 

constructs her as a female child. Alongside his biblical remark, which most pointedly reflects 

society, and his overall conduct, “schoolgirl” is another hint that discrimination could block Ruth 

from being considered fairly. That he doesn’t take her goal seriously (prior to receiving her 

work) is essentially (though implicitly) confirmed in Chapter VIII, when the narrator reveals that 

“[t]he pamphlet [about writing scenarios] he had promised to send her had not arrived, . . .” 

(60).25 It is never made clear whether the pamphlet contains supportive advice or rules that 

would have curtailed Ruth’s artistic freedom; while Hammond refers to it in Chapter V as “a 

little pamphlet on scenario preparation” that “may help” (44), its contents are never disclosed. In 

any case, though, Hammond’s apparent failure to honour his word suggests a lack of serious 

interest,26 while the details of Chapter V suggest that age and sex are the reasons. While other 

critics see Hammond as Ruth’s ally27, Chapters V and VIII paint a different picture. However, as 

I will now demonstrate, this aspect of the story sets the stage for Ruth’s coping strategy, 

including her performed demureness, and a larger textual goal of downplaying inequality.  
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Analysis of Ruth’s Behaviour and the Novel’s Strategy of Downplaying Disempowerment 

 The text pursues this goal through three interconnected means, one of which is implied 

single-audienceship. To understand this third factor, one must first note how two aspects of the 

story itself empower Ruth. The most obvious is Ruth’s success in writing a product acceptable to 

Hammond, despite the latter’s failure to provide the pamphlet.  By the end of Chapter XII, Ruth 

has received “a check for twenty-five dollars from the Alectrion Film Corporation” and “a note 

highly praising Ruth’s first effort at scenario writing for moving pictures” (99). In fact, later in 

the book (by which point Ruth has created another scenario28), Hammond writes in a letter to 

Ruth that “[he] want[s] to see whatever scenarios [she] may write during the next two years” 

(and includes a “check” as “a bribe”) (198). To borrow from Carpan, this “open[s] up a career 

path for Ruth that leads to her financial independence at a very young age” (Sisters 42).29 At a 

basic level, the text suggests that one can triumph against discriminatory attitudes through 

individual willpower and brilliance30—in other words, by simply proving doubters wrong. This 

idea is compatible with Billman’s view that, in facing the “[o]ther male film directors and 

producers,” the heroine “holds her own” (68). Such a suggestion also places the focus on 

individual abilities rather than on social conditions—an idea compatible with Billman’s view that 

in the Ruth series is “a slumbering but clear-cut value system in which good manners, clean 

living, and hard work earn success, . . .” (65, emphasis mine).31 

Another crucial matter is how Ruth deliberately employs stereotypically girlish behaviour 

to her advantage while conversing with Hammond. After indicating that the “scene resembl[es] a 

sexual flirtation,” Carpan refers to Ruth as “[being] both innocent and aggressive” in this 

situation (Sisters 41).32 While Carpan does not explain in detail how the passage supports her 
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claim, the scene does indeed suggest that Ruth opts to behave strategically upon hearing 

Hammond’s praise of her girlhood. Her protestation that he is “not old” positions her as a 

provider of emotional comfort, and thereby complements Hammond’s association of her age and 

sex with such a role. Furthermore, her “demur[e]” response to his “assumed sternness” allows 

her to appear, on the surface, as a polite33 and “charming” young woman, in accordance with 

conventional gender norms. However, while one meaning of the word demure is “sedate; 

decorous; reserved,” another is “affectedly modest or prim; coy” (“demure” 443, emphasis 

mine). The scene implies that, by this point, Ruth is actively playing the role that Hammond 

enjoys in order to retain his fondness—and, by extension, preserve the factor due to which her 

work will be read despite his scepticism. Crucially, given the content of her statement (“you 

haven’t promised to produce it”), she assertively conveys her wish even while displaying 

conventionally feminine conduct. This action is consistent with Gypsies’ reference to Ruth being 

“self-assertive,” and to the fact that “[s]he kn[ows] what she want[s], _and she [goes] after it_!” 

(Gypsies ch. XXV). While hinting that Hammond’s attitude could be an obstacle, the text 

portrays Ruth as dealing with this matter by working within the system of gender stereotypes34 (in 

this case, by displaying supposed “feminine charms”); upon gaining his readership in this way, 

she proceeds to exceed his expectations. That this approach could have failed is not emphasized 

by the text. Ruth’s strategy here is comparable to her tactic in Red Mill, in which she claimed a 

position of comfort within an ageism-induced context. At one level, there is a crucial difference: 

her approach to Hammond is meant to bring about a change in her life, while the earlier instance 

involves her accepting “the desirability of contentment with the status quo,” to borrow from 

Cadogan and Craig’s claim about Rebecca and Pollyanna (94).35 What the two cases share, 

however, is the idea of the heroine coping without adult reform of social power dynamics. 
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Indeed, while she convinces Hammond that she can write, she does not fully dislodge his 

fundamental view of her as childish and conventionally feminine (and, by extension, his ageism 

and sexism); even after she “ha[s],” in Hammond’s words, “succeeded in inventing two very 

original scenarios,” he calls her “little girl” in his letter near the end of the book (Emerson, Ruth 

Fielding in Moving 197). Nevertheless, in portraying Ruth’s coping abilities, the text emphasizes 

her manoeuvring of existing circumstances, rather than the idea that those circumstances could 

stop her. 

This agenda is substantially enabled by implied single-audienceship, which leaves the 

nature of Hammond’s attitude as only a hinted and underdeveloped idea. Crucially, as in Red 

Mill, the narrator presents the conversation without revealing what the adult man thinks or feels; 

the heroine herself is the character whose thoughts and perceptions are reported at certain points. 

An important instance occurs right after Hammond makes his biblical remark; the only reference 

to either character’s inner thoughts here is to Ruth “taking her courage in both hands” as she 

proceeds to talk about “hav[ing] a splendid plot” (43). This detail suggests that she briefly feels 

uncomfortable (and understands his comment), but then focuses immediately on making her 

case—a psychological move reminiscent of her earlier refusal to focus on the negative36 in 

speaking with Davison. In focalizing through Ruth, the text follows her lead in not dwelling on 

the significance of Hammond’s words—a move facilitated by the narrator’s lack of access to his 

thoughts. As in Red Mill, the narrator does not depict a specifically adult viewpoint; there is no 

apparent interest in “try[ing] to find ways of presenting a fuller picture of adulthood,” to reuse 

Chambers’ words about the goal that “[s]ome authors” have (259). Instead, in divulging only the 

younger protagonist’s perspective, the text once again displays the kind of “sharply focused point 

of view” to which Chambers points in identifying what “authors tend to” do “[i]n books where 
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the implied reader is a child” (258).37 (Although Ruth is no longer a young child by this point, 

she is the relatively young protagonist who began the series as a child.) Once again, a key Ruth 

passage proves to be similar to Ransome’s Swallows and Amazons, in which, as Wall states,  

“adults, . . . are presented as the children see them,” and “[w]e are told only what they [the 

adults] do and what they say, not what they feel and think” (31). This approach prevents the text 

from confirming to what degree ageism and patriarchy shape Hammond’s perspective. In this 

way, Moving Pictures differs sharply from the Rebecca books, where thorough engagement with 

the psychology of adults (Mr. Cobb, Adam, and the narrator) is noticeably meant for an adult 

audience, as confirmed by appeals to supposedly “adult-specific” thinking. For example, in New 

Chronicles, such engagement involves having an adult-conscious narrator illustrate the 

pervasiveness of what Adam represents. Such details reflect a belief that adults must consider the 

issue.  By contrast, Moving Pictures raises the issue of adult discrimination (on the part of 

someone more powerful than Jabez) to only a brief extent, to create a situation where Ruth can 

again display her coping skills to young readers. Given Ruth’s comprehension of the biblical 

remark, the book does not assume that such a reference is beyond what adolescent girls can 

grasp; Hammond’s comment does not disprove that the text lacks interest in readers who know 

more than Ruth does.38 In limiting matters to the narrow scope of what Ruth understands but can 

choose to ignore immediately, the text prevents the issue of adult oppression from taking up 

more space in the passage; the balance of conceptual elements is allowed to favour an emphasis 

on her resourcefulness. Like Red Mill, this text renders the problem small and manageable, 

instead of exploring it as a large issue in a larger adult-driven context. 

In effect, Ruth’s political stance is again made possible by an approach akin to what Wall 

calls “single address,” with its characteristic of “showing no consciousness that adults too might 
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read the work” (35). In this case, as in Red Mill, employment of this tactic is compatible with 

Romalov’s claim that “the series books did not attempt to woo the adult through their language, 

subject or pedagogical value . . .” (90). Importantly, Ruth’s way of depicting covert 

discrimination also complements the series’ treatment of Jabez’s obvious sexism; just as the 

reward conveniently helps to downplay the significance of the latter, implied single-audienceship 

(as used in both Red Mill and Moving Pictures) helps to ensure that the former issue is also 

downplayed. Also, Red Mill and Moving Pictures collectively portray a girl’s teen years as a 

time when adult-imposed oppression can take subtle forms and yet be managed, though not 

defeated, by the girl herself. Red Mill signals that an early-adolescent girl can find herself having 

to face covert inequality in day-to-day life (since a train ride is a seemingly mundane situation). 

Moving Pictures builds on the idea by suggesting that, in growing older and seeking to build a 

life for herself, the adolescent “new girl” will find the same problem appearing in a professional 

context. In depicting management within a suppressive context, the texts imply that even Ruth—

“no ordinary American girl” (Billman 73)—is unable to eliminate restrictions stemming from 

adult-American culture; by extension, the texts do not envision real American girl readers as 

being likely to do so.39 In effect, through Moving Pictures, the Ruth series again reflects the same 

belief that informs Rebecca, notwithstanding how they differ in terms of implied audienceship 

and political aims. In concurring with the high-profile Rebecca on this matter, the then-popular 

Ruth40 confirms that this belief is a major factor to be noted in studying major coming-of-age 

fiction for girls of the early 1900s.41 

 

How Dorothy Dale: A Girl of To-Day Foreshadows the Work of Ruth 

205 
 



In pursuing its strategy, Ruth Fielding follows an approach from Dorothy Dale: A Girl of 

To-Day (1908). In this earlier work, Dorothy is both young and mature; in the apt words of 

Carpan, she “is a fourteen-year-old schoolgirl who vacillates between girlhood and adulthood” 

(Sisters 18). The narrator explains that “Dorothy was in her fourteenth year, but since her mother 

was dead, and she was the eldest of the small family . . ., she seemed older, and was really very 

sensible for her years” (Penrose, ch. I). She occupies a number of roles in the book; for example, 

she has a parental function in being what Carpan calls a “surrogate mother to her younger 

brothers” (Sisters 18), and also engages in “temperance work,” with which “[t]he most 

prominent women in [the town of] Dalton [a]re identified” (Penrose, ch. XI). When her father, 

Major Dale, becomes sick in the second chapter, Dorothy must go to work for the newspaper that 

he runs; she becomes, to borrow from Carpan, “breadwinner for the family during her father’s 

illness” (Sisters 18), and, as Johnson explains, “bravely carries on, shouldering financial and 

occupational responsibilities as well as the emotional strain of his illness” (Edward 112).42 The 

narrator mentions in Chapter I that Dorothy “show[s] such a practical interest in his [her father’s] 

business, . . . that few, if any boys could have made better partners” (Penrose, ch. I). However, 

while she has the skills to be a partner, Chapter II clarifies early on that this realm is usually 

closed to her: 

. . . “But I tell you, daughter, there's something on my mind; the Bugle should come out 
to-morrow." [Major Dale utters this line.] 

 
 "And so it will. I'll go directly down to the office and tell Ralph." 
 

"Yes, Ralph Willoby is a good boy--the best I have ever had in the Bugle office. And 
that's why I sent for you so early. I want you to go down to the office and help Ralph." 

 
"Oh, I'll just love to!" and Dorothy was really pleased at the prospect of working on the 
paper, in spite of the unfortunate circumstance---her father's illness--that gave her the 
chance. (ch. II) 
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In assuming at first that she will simply have to “tell Ralph,” Dorothy reveals that she is used to 

lacking access to the work herself. Her pleasure suggests that she has longed for this “chance,” 

the unprecedented nature of which is confirmed in the rest of the sentence. At one level, her 

usual lack of access could be attributed to age, especially since Dorothy is still in school. 

However, there is also a gendered dimension, as hinted when Major Dale speaks of Ralph as “the 

best” of the “boy[s]” who have worked for him, and when the narrator compares Dorothy with 

“boys” in Chapter I. The gender-specific wording implies that there have only ever been males in 

the office; this detail signals that the norm is for men and boys, rather than women or girls, to be 

newspaper workers. At a broader level, the social context surrounding Dorothy involves 

traditional gender roles; in fact, her own regular roles are associated socially with women. By 

filling in for Major Dale, she is not just occupying an adult position; she is also being allowed to 

behave (albeit temporarily, and to a limited degree) as a ground-breaking “new woman” in her 

community. Indeed, she gets to write a “story” that her father would have written (ch. II), which 

emphasizes the idea of entering traditionally masculine territory (and even supplanting the older-

male authority figure for a time). Given the social change of the early 1900s, this factor helps to 

justify the title’s reference to Dorothy as “A Girl of To-Day,” as she straddles the border 

between conservatism and “new girlhood.”43 

 Embracing the latter is portrayed as a simple matter, in large part due to the text’s 

implied single-audienceship. The idea of restrictions is raised only briefly as the conversation 

continues: 

 [Major Dale says:] "Not so fast now. You must pay strict attention--" 
 

"But you are not to talk: you have had a fever, from fatigue, you know, and it might 
come back. Just let me go to the office and I will promise to return for instructions at 
the very first trouble Ralph meets." 
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Dorothy was already on her feet. She knew the very worst thing the major could do in 
his present condition would be to talk business. (ch. II) 

 
As in the Ruth passages, the heroine is the focalizer in this chapter; consequently, the adult’s 

view of what Dorothy must heed is left unspecified and, consequently, minimized. Given the 

context, one can infer that Ralph is the person to whom Dorothy “must pay strict attention”—

even though she is already just as capable of being a “partne[r]” as most or all “boys,” as the 

text’s first chapter made clear (ch. I). Major Dale’s apparent intended message points to a 

reminder of older-male44 authority in the male-dominant workplace, and of Dorothy’s 

subordinate status in the context. However, as Major Dale’s thoughts are not divulged when 

Dorothy cuts him off, his intended statement is left unconfirmed, as is the issue of whether his 

warning relates to age and gender. Like Hammond’s mentality in Moving Pictures, Major Dale’s 

attempted word of caution is blocked from taking up much conceptual space; by extension, the 

text conveys no interest in providing adults with an identification point in the situation, which 

would involve engaging with the adult’s reasons for limiting girls (as is the case in Wiggin’s 

texts). Instead, the text privileges not only Dorothy’s sense that her father should rest, but also 

such details as her inner delight in having a new opportunity, as well as her spoken “promise to 

return for instructions” if they are needed. Through this pledge, she adopts the role of a capable 

agent who can choose to seek guidance, rather than that of a passive recipient of unsolicited 

advice. The focus on her viewpoint allows such details to replace what could have been an in-

depth look at inequality. Despite being written before the “glad[ness]”-focussed Pollyanna or 

Lawrence’s Linda Lane45, this text (like Red Mill) implies that girls should be thankful for the 

positive in an otherwise narrow context; in this way, the book reflects the view that enjoying 

limited power is all that “Girl[s] of To-Day” can hope to do. 
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 Indeed, this assumption also appears in Chapter XI. Major Dale advises Dorothy “to 

give up helping in the [temperance] crusade” because she might face “insults in that work,” but 

then consents to her involvement in “a sort of auxiliary work,” as Dorothy calls it (ch. XI). 

Dorothy explains that “[t]he meetings would be held in the afternoon, and [they] would have 

little benefit affairs, to help defray the expenses of the League” (ch. XI). The father feels that this 

“would be all right and strictly in a girl’s line” (ch. XI)—a comment through which he upholds 

conventional beliefs about girlhood and keeping girls within a particular sphere.46 Dorothy is 

described as “fe[eling] greatly relieved now that her father ha[s] spoken on this subject, for she 

had feared he would ask her to give up, entirely, the temperance work she had become so 

interested in. The most prominent women in Dalton were identified with the movement, and with 

such leaders surely no girl need be afraid to follow” (ch. XI). The narrator’s justification of girls’ 

temperance work highlights the idea of working within the system of gender norms, since the 

narrator frames such work as being consistent with the behaviour of women in the community 

rather than as a challenge to societal assumptions. This idea is comparable to the view that the 

Women’s Christian Temperance Union and the Chautauqua Institute “gave women a voice that 

allowed them to criticize public institutions and social customs without appearing to step beyond 

the boundaries of the private sphere,” as Hamilton-Honey states (3).
47

 Dorothy’s deference to her 

father, meanwhile, implies that defiance would not have been an option, and that his acceptance 

of her “auxiliary work” is therefore a blessing to be valued. Overall, Chapter XI of Dorothy 

openly has the heroine embrace the principle of accepting what she can get. In the earlier 

Chapter II, implied single-audienceship is a means through which this principle is implicitly 

applied to girls seeking access to non-traditional careers. Consequently, this early Stratemeyer 

work is politically an ancestor of Ruth; moreover, in conjunction with Ruth and Rebecca, it 
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offers a further sign of growing “new” girls not being seen as readers who can wield corrective 

power over American power dynamics. The Stratemeyer texts assume that such readers can only 

hope to adapt to and manipulate (rather than change) the system. 

 

Notes 

1. Earlier, Billman provides the following description of Hammond: “(a film company president who has been 
Ruth’s guardian angel throughout her professional development)” (63). 

 
2. As noted earlier, Carpan notes that “Ruth is portrayed as a poor orphan, all-around school and college girl, 

skilled writer, superb actress, savvy businesswoman, brave adventurer, smart detective, and loving wife 
and mother, making her the ultimate New Woman in girls’ series fiction” (Sisters 34, emphasis mine). 

 
3. As Carpan notes, “Stingy Uncle Jabez decides he will pay for Ruth to attend Helen’s boarding school, 

symbolizing the impact of Ruth’s goodness and innocence on a mean old man” (40). Johnson points to a 
less stereotypical trait on Ruth’s part: “when Uncle Jabez loses a money box—the only thing dear to his 
heart—and Ruth’s ingenuity restores it, he gratefully finances her stay at boarding school with Helen” 
(Edward 112). 

 
4. Carpan describes the situation relating to the clubs in this way: “At Briarwood Hall, Ruth and [her friend] 

Helen get caught between two girls’ clubs. While Helen joins the Upedes club, Ruth decides she doesn’t 
like either club recruiting her, so she forms her own club for new students called Sweetbriars. Helen 
eventually realizes she was wrong to join another group" (Sisters 40). 

 
5. The full statement from Billman is more detailed: “In Ruth Fielding on Cliff Island, published in 1915, 

Ruth’s winter vacation trip to a classmate’s lodge on Cliff Island quickly turns into an exercise in 
recovering hidden treasure for its genuine inheritor, a search in which Ruth excels at questioning witnesses 
and thinking through mysterious happenings” (65). 

 
6. See Ruth Fielding and the Gypsies for more information. 

 
7. Interestingly, in this passage, the narrator briefly points to a social context in discussing a different matter. 

After mentioning Jabez’s opposition to “young people ‘junketing about’ and spending so much time in 
pleasure,” the narrator remarks that “[b]oys and girls learned to work, in his day, between short terms at 
school,” and that “[i]t was all so different now, that the old man could not be blamed for misunderstanding” 
(ch. XIX). However, the passage lacks any reference to a larger social context in discussing Jabez’s sexism, 
though the narrator does mention (in passing) that the housekeeper shares his “disapprov[al]” of young-
female ambition (ch. XIX). This contrast highlights the text’s lack of interest in emphasizing sexism as a 
large issue in adult-American society. [Earlier, Chapter III does include the following: “‘Gals ain't content 
now to sit down after gittin' some schoolin'--I kin see thet,’ sighed Aunt Alvirah. ‘It warn't so in my day. I 
never see the beat of 'em for wantin' ter go out inter the worl' an' make a livin'--jes' like men’” (ch. III). 
However, even while pointing to a traditional social trend (in having Alvirah say that “[i]t warn’t so in [her] 
day”), the text stops short of clearly acknowledging the link between patriarchal beliefs and the trend in 
question. Also, that chapter does not clearly signal that the responses of Jabez and Alvirah to the newer 
pattern stem from a larger socio-ideological context.] 

 
8. This relates to the fact that, earlier in the story, Jabez gives her “five ten-dollar gold pieces,” but states, “in 

his most snarling tone,” that “[she’ll] want some ter fritter away as us’al, . . .” (ch. XVII). As the narrator 
explains at that point, “It was given in an ungrateful way, yet the girl of the Red Mill believed her uncle 
meant to be kind after all. The very thought of giving up possession of so much money made him cranky. 
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Perhaps he was determined to give her these fifty dollars on the very day they had been wrecked on the 
Lumano [and Ruth had played an important role in saving his life]. No wonder he had been so cross all this 
time!” (ch. XVII). Later, Ruth is resolved  to “not break into that fifty dollars Uncle Jabez had given her so 
unwillingly” and to “use no more of his money for vacation jaunts, or for luxuries” (ch. XXV). 

 
9. Earlier, when Ruth is resolved to “use no more of his [Jabez’s] money for vacation jaunts, or for luxuries,” 

she believes that “[she] must accept his help in gaining [her] education” (ch. XXV). [At this point, she does 
not yet know if she will get “a portion of the reward” (ch. XXV).] This statement presumably refers to her 
overall education and not to musical training specifically, given the novel’s earlier indication that Jabez 
“would never be willing to invest money in making a singer of his niece” (ch. XIX). Given the final 
paragraph’s reference to “the education she crave[s]” (ch. XIX), the text is evidently signalling that, in 
having her own source of money, Ruth has more control over the precise nature and direction of her future 
studies. [That Ruth needs to be independent in order to become a singer is signalled in Chapter III of 
Gypsies: "'I want to be independent, anyway,' said Ruth, with some excitement. 'I want an education so I 
can _do_ something. I'd like to cultivate my voice--the teacher says it has possibilities. Mr. Cameron is 
going to let Helen go as far as she likes with the violin, and she doesn't _have_ to think about making her 
way in the world'" (ch. III, emphases in original).]  
 
In Chapter XIX, before pointing to Ruth’s desire “to cultivate her voice, and to use it in supporting herself 
later,” the narrator notes that “Ruth desire[s] to prepare for college, and in time enter a higher institution of 
learning.” After addressing Ruth’s wish to be a singer, the narrator states that “Uncle Jabez did not believe 
in such things,” and then goes on to reveal that he would not provide money for musical training (ch. XIX). 
In doing so, however, the narrator does not clarify whether Jabez is opposed to the concept of Ruth going to 
college—that is, whether the reference to "such things" encompasses college education of any sort. 
However, Chapter XXII seems to signal that Jabez will pay for Ruth’s college education. In addressing the 
impact of Ruth’s preoccupation with a particular issue (related to her not wanting to use the money from 
Jabez) on her academic performance, and after stating that “Ruth kn[ows] she [i]s doing wrong in falling 
behind in her studies,” the narrator notes that “[s]urely _that_ [i]s not the way to give Uncle Jabez the best 
return possible for his investment” (ch. XXII). Then, in identifying possible consequences of “f[alling] 
back in her books this year,”  the narrator reveals that Ruth's entry to college could be delayed by "half a 
year" (ch. XXII). This seems to signal that Ruth is already destined to go to college, and receive financial 
help from Jabez, before she gets the reward. In effect, Chapter XXII contributes to the idea that the 
eventual direction of Ruth's studies (rather than simply going to college) is the issue at stake in terms of 
Ruth having access to "the education she crave[s]." 

 
10. To be precise, Billman notes that “[t]he choices [Ruth] is allowed to, and must, make regarding her 

personal life and her career are not easy ones, no matter how decisive a character she is cooked up to be or 
how simply these dilemmas are sometimes written off” (60). See Chapters 2 and 4 for further engagement 
with Billman, who looks at the overall series, including later books [which, as Billman makes clear, were 
affected by the post-suffrage-attainment “social context” following 1920 (76)]. 

 
11. See earlier parts of this study for further engagement with Murray’s claim and work, including her assertion 

that “[g]irls [in series books] were less likely [than boys] to fight unjust situations directly” (90). 
 

12. See Chapter 4 for further engagement with Johnson’s analysis of the Linda Lane series. 
 

13. After Ruth makes her offer, and after Hammond states that “‘[he] may ask [her] good offices in that 
matter,’” he adds the following: 
 

“But not now. Of course, Grimes could work up something in short order to fit these scenes here.   
He's excellent at that. But I think the subject is worthy of better treatment. I'd like a really big 
story, treated artistically, and one that would fit perfectly into the background of the Red Mill—
nothing slapdash and carelessly written, or invented on the spur of the moment by a busy 
director——” (Emerson, Ruth Fielding in Moving 42) 
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14. See my earlier note (in Chapter 5) about how, in this study, I have silently corrected certain things in 
certain quotations from the Forgotten Books editions of Ruth Fielding in Moving Pictures and New 
Chronicles of Rebecca. 

 
15. In discussing Ruth’s career, Hamilton-Honey observes that “Ruth is perhaps the earliest example of a series 

heroine who becomes a professional woman, participating and succeeding fully within a capitalist market 
dominated by men” (202). See Chapter 2 of my study. 
 

16. A bit earlier, Hammond tells her to “[w]rite some thrilling but simple story, and let [him] read it first——” 
(Ruth Fielding in Moving 43). [Due to a season-related issue, Hammond advises her not to “write the Red 
Mill scenario now” (43).] 
 

17. Religion has been part of American history and society. PBS’s website on God in America confirms that, 
“Since the days when the Puritan ‘city on a hill’ beckoned on the horizon of the New World, religious faith 
and belief have forged America's ideals, molded its identity and shaped its sense of mission at home and 
abroad” (“Introduction,” hyperlink emphasis on the word “Puritan” removed). For more information, see 
such sources as God in America’s “Interview: Cynthia Lyerly” and pages entitled “Interview: Stephen 
Prothero.” (See “Works Cited.”) 

 
18. Indeed, the narrator indicates early in this chapter that Hammond “[i]s inclined to joke and tease, [Ruth] 

th[inks]; but with it all he ha[s] the kindliest manner and most humorous mouth in the world” (Ruth 
Fielding in Moving 39). As the rest of my analysis shows, though, the situation is more complex than this 
surface-level statement suggests. 

 
19. The block quotation provided by Carpan includes Hammond’s “assumed sternness” upon hearing Ruth’s 

remark about his age, as well as her “demur[e]” reply (qtd. in Carpan, Sisters 41). See the rest of my 
analysis for engagement with those details. 
 

20. As Stuart Charmé confirms, “The forbidden fruit eaten by Eve and Adam in the biblical story of the fall 
precipitated a dawning of consciousness first manifest as an awareness of the nakedness of their bodies” 
(27). 

 
21. Early in the chapter, when Ruth asks Hammond if he “wish[es] to see Uncle Jabez,” Hammond’s reply 

includes the remark that he “find[s] his [Jabez’s] niece pleasanter to look at, [he] ha[s] no doubt” (Ruth 
Fielding in Moving 38). When considered alongside his later behaviour, this joke-like comment implies 
that he finds Ruth attractive. 

 
22. See Chapter 5 for my look at how “Adam’s thirsty heart” perceives Rebecca (Wiggin, New 274). 

 
23. a) While Chapter 2 has acknowledged the observations of Seelye and Griswold regarding what Adam 

wants in Rebecca, the fact remains that, in wishing to marry her, Adam desires a sexual relationship with 
her and has this desire while she is in her late teens.  
 
b) See earlier parts of my study for information on how Hardy, Griswold, and other critics understand 
Adam’s feelings for Rebecca.  

 
24. See earlier material in my study for information on how certain scholars (especially Hardy) have addressed 

this aspect of Adam Ladd’s thinking. Also, as noted earlier, New Chronicles confirms that Adam sees 
Rebecca as “blithe youth incarnate” (274), while Rebecca confirms his opposition to her “hav[ing] a 
career” (190). 

 
25. Hammond makes this promise in Chapter V, soon after the material in the block quotation with which I am 

engaging (Ruth Fielding in Moving 44). 
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26. It also contradicts his earlier expression of interest: “Remember, Ruth Fielding, I shall be on the lookout for 
what you promised me” (Ruth Fielding in Moving 49). 

 
27. For example, see page 203 of Hamilton-Honey’s book. Hamilton-Honey does not mention Hammond’s 

initial ageism and sexism.  
 

28. See Moving Pictures for information relating to Ruth’s “The Heart of a Schoolgirl” and why she creates the 
scenario. [The “first showing of the picture in Lumberton” occurs in the book’s penultimate chapter (199).] 

 
29. Carpan does not refer to the cheque. She writes that “Mr. Hammond asks to see everything Ruth writes in 

the future for possible film production, opening up a career path for Ruth that leads to her financial 
independence at a very young age” (Sisters 42). 

 
30. Even before the first scenario by Ruth is accepted, the text signals that her ultimate success will stem from 

her own abilities. In the same paragraph that mentions that “[t]he pamphlet he [Hammond] had promised to 
send had not arrived, and Ruth had little idea as to how a scenario should be prepared” (Ruth Fielding in 
Moving 60-61), the narrator addresses Ruth’s writing of the scenario. The narrator indicates that, while 
“[s]he had written much more explanatory matter than was necessary[,] . . . she had achieved one thing at 
least—she had been direct in the composition of her scenario and she had the faculty of saying just what 
she meant, and that briefly. This concise style was of immense value to her, as Ruth was later to learn” 
(61).  

 
Also, Chapter XIII (which comes after the acceptance of the scenario) includes the following (soon after 
Ruth makes clear that she will deposit the “twenty-five dollars . . . into the bank” [61]): “‘I am going to 
open a special account,’ said Ruth, proudly. ‘This will be credited to the fact that R. F. can actually make 
something with her brains, my lady [her friend Helen]. . . .’” (101-102, italics in original). This comment 
emphasizes the issue of Ruth’s own abilities. 

 
31. For more information on Billman’s point, see Note 155 of my Chapter 2 section on “The Significance of 

Pairing Rebecca with the Stratemeyer Syndicate’s Ruth Fielding.” 
 

32. Carpan says that, “In a scene resembling a sexual flirtation, Ruth is both innocent and aggressive[,]” and 
then provides material from the book in a block quotation  (Carpan, Sisters 41), starting with what the 
heroine “gasp[s] . . ., with clasped hands” and ending with what she “sa[ys] . . . demurely” (qtd. in Carpan, 
Sisters 41, modifications and ellipses mine). 

 
33. Importantly, Billman notes the following:  

 
the girls’ mystery series issued by the Syndicate have more often than not displayed an inherent 
ambiguity regarding female gender roles. On the one hand, heroines from Ruth Fielding’s day on 
are on the go and accordingly worldly; but on the other, they are polite and respectful of social 
conventions, distinctly feminine, and very much wrapped up in traditional family patterns of one 
kind or another. To wit, Nancy Drew is ever daddy’s girl even as she demonstrates her 
independence and sleuthing know-how. Girl readers for three quarters of a century have been 
caught up in the same two-sided, sometimes tension-producing perspective. (152) 

 
Ruth behaves at this point in the story, at the surface level, in a stereotypically “feminine” and “polite” 
way. 

 
[After making the point quoted above, Billman goes on to assert that, “Of course, for Nancy Drew and her 
sisters there generally is no tension, but instead a harmonious mixture of immediate ‘social security’ and 
unlimited freedom to escape to and explore the wide world; . . .” (152). See Billman for more, including 
what she says about what “this fact hints at” (152). Billman raises all this soon after asserting that 
“[p]erhaps it is because Stratemeyer, Harriet Stratemeyer Adams, Arthur Svenson, and presumably other 
Syndicate leaders were so much in the mainstream of American cultural values that their mystery series 
have spoken to a vast readership” (151). See my conclusion for more on what Billman says.] 
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34. The basic concept of Ruth employing conceptions/images of gender in order to achieve a goal is not 

unprecedented. See Hamilton-Honey’s discussion of Ruth Fielding at the War Front (Turning 182-184), in 
which “she [Ruth] is forced to undertake a mission of espionage to save her best friend and love interest, 
Tom Cameron,” and in which “[s]he takes on several disguises, both male and female, to get through the 
Allied lines and across No Man’s Land into Germany” (Hamilton-Honey, Turning 182). 

 
35. See Chapter 2 of my study. 

 
36. See Chapter 4 for my thoughts on how Ruth, in pursuing such a refusal, compares with Porter’s Pollyanna. 

 
37. See earlier parts of this study for more information on these two aspects of Chambers’ paper.  

 
38. Like Red Mill, the text lacks an interest in “knowledge” that is “theoretically only available to . . . adults,” 

to borrow again from Nodelman’s assertion that “[w]hat texts of children’s literature might be understood 
to sublimate or keep present but leave unsaid is a variety of forms of knowledge—sexual, cultural, 
historical—theoretically only available to and only understandable by adults” (The Hidden 206). 

 
39. It is not possible for me to know whether girl readers saw themselves as being comparable to Ruth in terms 

of their abilities. I can only analyze the assumptions of the text. See Chapter 2. 
 

40. See Chapter 2 for information on the popularity and social significance of Ruth and Rebecca, and why 
these works are the main topics of this study. 

 
41. As I noted in Chapter 2, the basic idea of series-fiction girl heroines facing restrictions even while seeming 

to be free is certainly not new; nor, for that matter, is the basic idea of heroines in classic girls’ fiction 
facing societal limitations. See Chapter 2 for information on existing scholarly ideas, and they differ from 
my study (which involves looking at the role of implied audienceship). 

 
42. Johnson offers this remark about Dorothy after addressing how the father’s “livelihood is threatened” by 

his illness (Edward 112). 
 

43. Billman asserts that “[t]he title of” the “first volume” of the Dorothy Dale series “is noteworthy” (58). She 
then offers her thoughts about Dorothy in relation to The Motor Girls (58); see Endnote 8 of this study’s 
introduction. She does not, however, discuss how Chapter II contributes to the title’s appropriateness. 

 
44. That Ralph is older than Dorothy is signalled as the chapter progresses, as the narrator refers to him more 

than once as a “young man” (ch. II). 
 

45. See Chapter 4 for my thoughts on how Ruth has certain conceptual points in common with the Linda Lane 
series (as analyzed by Johnson), which includes the idea “that positive thinking can affect one’s 
circumstances” (Johnson 68). 

 
46. Major Dale’s concern about “insults” is analogous to an identified societal trend. Hamilton-Honey points to 

Berg’s research relating to “the female benevolent societies formed between 1797 and 1860” (Turning 27); 
in doing so (27-28), Hamilton-Honey includes the following: 
 

Berg is also careful to point out that although piety was a primary motivating factor for the women 
involved in benevolence, and was often reflected in the literature of their associations, it was in 
fact the churches that often put up the greatest resistance to women working in benevolent 
societies. Clergymen feared that such public work among the lower classes would roughen 
women, damage their innocence, and interfere with their obligations to act as social ornaments. 
Some even feared corruption and moral degradation for women who were foolish enough to 
expose themselves to working men and women, many of whom were immigrants. Religious belief 
may have been a personal motive for many of the women, but the work of benevolence was often 
objected to or only cautiously sanctioned by the churches [according to Berg] . . .. (28) 
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While Major Dale does not explicitly refer to “innocence” in expressing his view, his desire to protect her 
from “insults” implies that he wants to preserve her innocence (while his remark about “a girl’s line” 
indicates that he associates girlhood with innocence). 

 
[Importantly, Berg’s understanding of how the churches responded is not the only viewpoint that Hamilton-
Honey addresses. See Hamilton-Honey for more information, including her assertion that, “whether or not 
the Protestant churches fully embraced women’s participation in benevolence, it is clear that women did 
participate in large numbers” (28). See Hamilton-Honey for more on Berg’s research (27-28), to which 
Hamilton-Honey points in developing the assertion that “Protestant benevolent societies were a significant 
source of agency for women; such societies served several functions for upper- and middle-class white 
women beyond helping the poor” (27). Her look at Berg’s research includes (but is not limited to) the 
observation that “Barbara Berg argues that the female benevolent societies formed between 1797 and 1860 
allowed women to articulate their frustrations with the fashionable expectations imposed upon them, to 
recognize common experiences with women of their own class, and finally to become aware of economic 
privations and hardships endured by women of lower classes” (Hamilton-Honey, Turning 27).]  

 
47. To be precise, Hamilton-Honey writes the following (which relates to the “postbellum” period [3]) in her 

introduction (in her paragraph about the first chapter of her study):  
 

Drawing on the scholarship of Joseph Kett, Jane Hunter, Lori Ginzberg, Andrew Reiser, and 
others, I demonstrate that while parents relied upon reading to ensure the proper behavior of their 
daughters, that same reading also allowed girls to glimpse a means for personal agency — the 
religious social reform organizations which gave women an outlet for meaningful, if often unpaid, 
work. Girl readers may have internalized not only the social expectations around Christian 
wifehood and motherhood, but also the possibilities for activism in large movements such as the 
Women’s Christian Temperance Union, the Chautauqua Institute, and the suffrage movement. The 
first two organizations, in particular, gave women a voice that allowed them to criticize public 
institutions and social customs without appearing to step beyond the boundaries of the private 
sphere. (3)  

 
[A bit earlier, Hamilton-Honey notes that “[m]iddle- and upper-class girls read primarily to educate 
themselves, and fiction was often carefully chosen and sometimes even rationed. Postbellum series were 
performing a particular kind of cultural work by teaching girls about ‘correct’ (read ‘Protestant’ or 
‘Protestant evangelical’) religious behavior while also explicating the empowering possibilities of 
benevolence” (3). (“The concept of cultural work is drawn from Jane Tompkins, . . .” as Hamilton-Honey 
makes clear [22, note 2]. See Hamilton-Honey [22, note 2] for more information, including a quotation 
from Tompkins.) See Hamilton-Honey for more relating to “[g]irls’ reading in the nineteenth century” (3). 
Also, Hamilton-Honey “argue[s] that . . . [certain specified] postbellum series modeled a proto-New 
Womanhood that was based first on individual acts of charity, next on overlapping networks of benevolent 
organizations and reform societies, and finally on political and social reform organizations that aimed to 
create national change through local, state, and federal legislation” (4).]  
 
Earlier, Hamilton-Honey states that “[n]ational religious and reform groups like the Chautauqua Institute 
and the Woman’s Christian Temperance Union allowed women to learn political skills, while still 
remaining within the boundaries of their cultural designation as moral leaders” (2). In Dorothy Dale: A Girl 
of To-Day, the heroine’s father wants her to stay “within the boundaries of” conventional femininity. 
 
[See Hamilton-Honey for more, including her assertion that, “While series from the postbellum period still 
tend to concentrate on women as religious moral figures, similar to Barbara Welter’s antebellum ‘Cult of 
True Womanhood,’ they also open up more space for women’s social and political activism, empowering 
women to reform society based on their cultural status as moral enforcers” (2). In an endnote, she discusses 
the fact that “the ideal of True Womanhood was almost exclusively applied women [sic] who were white 
and middle class” (21, note 1). The note also includes identification of relevant scholarly sources, including 
“Barbara Welter, ‘The Cult of True Womanhood, 1820-1860,’ American Quarterly 18 (Summer 1966): 
151-175” (22, note 1).] 

215 
 



Chapter 7: Conclusion 

 
 Ultimately, my research finding is important for a number of reasons. Firstly, the fact that 

these texts share such a tacit view of girl readers and “New Girls,” notwithstanding how they 

differ in terms of seeking to target adults, clearly points to a larger ideology that binds them 

together. As Nodelman and Reimer confirm, a “society’s ideology” is “the body of ideas that 

controls (or at least, tries to control) how members of the society view the world and understand 

their place within it” (79, 79-80, emphasis in original). These scholars note that “[a]n ideology 

consists of the ideas that support and empower particular segments of society, inevitably at the 

expense of other segments” (80); their “chapter explores how the most common ideas about 

childhood, and the literature and movies that express those ideas, define and sustain the power 

adults wish to maintain over children and control the amount of power adults want children to 

have over themselves” (Nodelman and Reimer 80).1 The texts studied in this project assume that, 

even in a time of socio-cultural change affecting gender roles, girls cannot hope to initiate truly 

revolutionary change in terms of how age and gender affect “the amount of power” they “have 

over themselves,” no matter how “new” these girls may be in terms of their attributes and 

aspirations. These texts reflect a feeling of disbelief in the likelihood of a truly transformative 

girl-driven cultural revolution; if one were to place these works on a left-right political spectrum, 

none would be on the staunch left.2 I do not claim to know that the authors consciously planned 

to discourage readers from seeking a revolution; as noted earlier, in the words of Nodelman and 

Reimer, “People are not always conscious of the ideologies that affect them. Or, to put it another 

way, they are not always conscious that the ideas are ideologies, and just assume them to be the 

way things obviously are” (80).3 “What people believe to be obvious,” these scholars note, 

“determines how they operate” (80).  
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 At the same time, by not conveying a belief that girls, as imagined by the texts, deserve to 

see the full extent of their social situation, the texts reflect a regrettable conservative assumption 

that adult society is to decide for girls whether they would benefit from socio-political insight, 

and how much of their social situation adults should seek to disclose to them. By extension, the 

texts tacitly endorse the idea of adult-imposed limitations in terms of girls’ acquisition of 

knowledge,4 even while the texts engage with the impact of suppressive adult conduct on New 

Girls and even when the type of knowledge relates to girls’ rights. As noted earlier, in discussing 

the situation of girls “[b]y the end of the nineteenth century,” Forman-Brunell and Paris observe 

that “girls’ growing independence, whether as consumers, wage earners, students, or participants 

in popular culture, remained the source of ongoing intergenerational debate, and as a group girls 

continued to experience less personal freedom than boys” (11). At the heart of that situation is a 

social problem that the texts studied here end up reflecting: inequality in adult-girl power 

dynamics.  Importantly, in the case of the Rebecca books, this creates a paradoxical situation in 

which the texts do not question a symptom of the very problem that they criticize.  

In effect, an aspect of the New-Girl texts discussed in this study operates “within the 

limitations of” an “existing social framewor[k],” to adapt an apt phrase from Johnson’s claim 

about a different issue in a different series (Johnson, “Community” 59).5 This aspect of the texts 

discussed in this study provides further cultural evidence6 of the pervasiveness of inegalitarian 

thinking about girls. In exploring the core assumption of the texts in terms of girls’ power, this 

study has been looking at a key part of these works’ contribution to, and their reflection of, the 

larger social discussion about girls in the age of first-wave feminism and the New Girl. Noticing 

this aspect of the contribution, and how it remains within a mainstream ideological scope, can 

help us understand further the overall discussion, especially given how well-known Rebecca and 
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Ruth Fielding were in America, and given how these texts (and, to a lesser extent, the first 

Dorothy book) constitute the small cluster of prominent girls’ books focussed on the growing 

New Girl. As the otherwise-different texts in this group reflect such a common assumption, my 

study suggests that this belief is a unifying feature of this group, as well as their joint 

contribution to—and, indeed, their inheritance from—the cultural conversation. As noted earlier, 

Stoneley observes that “fiction that was ostensibly for girls was more broadly used to debate and 

to come to terms with economic and social change” (9).7 This study has looked at a buried and 

implicit part of how the selected girls’ novels, through their textual details, interpret and portray 

the extent of possible “social change” in America, as well as their conception of girls’ rights in 

this context.  

 I hope that my study will enhance how we understand the precise socio-political details 

of Rebecca and Ruth Fielding. Firstly, in addressing previously unnoticed details relating to 

seemingly benign characters (namely, Mr. Cobb, Doctor Davison, Mr. Hammond, and the 

narrator of the Rebecca books), I have, hopefully, opened new doors in terms of discussing how 

the books implicitly depict disempowerment. Moreover, in the case of Rebecca, I hope that my 

analyses will add to the Puleo and Sellers lines of interpretation while, at the same time, showing 

how the texts are not entirely optimistic about the ability of “new” young femininity to thrive. I 

hope that this will add another dimension to a discussion in which, as Lesley puts it, “Literary 

critics tend to see Wiggin leaning toward one side or another in the debate between whether 

Rebecca should become a ‘New Woman’ who enters the male world of public achievement or a 

‘True Woman’ who enjoys schoolgirl success only in preparation for a lifetime in the domestic 

sphere” (“‘The Making of Rebecca’”). Neither one of these positions, in my opinion, fully 

describes Rebecca’s combination of support for New Womanhood with anxiety about the impact 
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of adult conduct on “New Girls,” as well as with a textual inability to view girls as entitled to see 

the full picture. This combination is also not described by Lesley’s own statement about “the 

lack of resolution draw[ing] attention to the confusing and contradictory nature of the debate 

itself” (“‘The Making of Rebecca’”). I hope that my study contributes to how we understand 

Rebecca as being multifaceted8 in its gender politics. Furthermore, I hope that my pairing of 

Ruth Fielding with Rebecca and my claim about their shared assumption add to our sense of how 

exactly the two approach New Girlhood. We should understand the two not as being radically 

different in their gender politics, but rather as offering different versions of an interest in New 

Girlhood—one coupled with an inability to perceive girl readers as either capable of creating 

much change or as deserving much information about their plight. 

 Moreover, the relevance of my project should be seen as going beyond the specific 

domains of Rebecca and Ruth Fielding scholarship. Firstly, my project may be of interest to 

Nancy Drew scholars, even though Nancy falls outside of my chosen time period, was 

consequently not a major topic of my research, and features a heroine whose pre-teen/early-teen 

years are not shown, as Hamilton-Honey makes clear (Turning 228).9 As indicated in Chapter 2, 

there has been scholarship associating Ruth with the eventual emergence of Nancy Drew—an 

offspring of the same Stratemeyer Syndicate. Furthermore, as Hamilton-Honey remarks, Nancy 

“is the star of the most successful and longest-running girls’ series in history. Her adventures 

began in 1930 and continue to the present day” (Turning 223). In effect, any further analysis of 

Ruth amounts to further exploration of an enduring protagonist’s direct literary lineage (and, by 

extension, broader socio-historical significance). My project is thus compatible with addressing a 

“need to understand Nancy’s predecessors, the heroines who shaped girls’ series just as that 
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genre was coming into being and made Nancy’s creation possible,” to borrow from a statement 

from Hamilton-Honey (223).10 

Secondly, this project may well be an early piece of a larger puzzle to be assembled by 

future criticism. Although I focussed on the US to ensure that the works all reflected the same 

socio-national context, other critics may wish to compare the American works with girls’ novels 

from other countries (including, but not necessarily limited to, other English-speaking countries). 

Importantly, the basic concept of an American girls’ book of the time affecting a non-American 

writer’s work is not unprecedented; one should recall how critics like Stoneley, to name just one 

example, understand Rebecca’s relationship with Anne of Green Gables. One should also 

remember Nodelman’s view, in “Progressive Utopia,” that the girl protagonists of his chosen 

works “live in widely separate countries, but their similarities outnumber their differences. They 

all live the same story, and they come to seem like variations of an ideal of female childhood that 

transcends national boundaries, and even the boundaries of time—for we still find the story 

enticing” (30). Thus, one can certainly pursue further scholarship that places American girls’ 

texts in conversation with non-American novels. Scholars may wish to explore whether there 

was a transnational trend of particular dual-audience “girls’” works seeking to aim a warning 

primarily at adults rather than girls while, at the same time, sharing with single-audience girls’ 

books a particular conception of girls’ social abilities. Such research could perhaps shed further 

light on the ideological similarities and differences of societies seeking to understand the 

supposedly distinct, or perhaps not-so-distinct, roles of adults and girls in terms of shaping, 

affecting, discussing, disrupting, questioning, and/or maintaining cultural norms affecting New 

Girls. At a broader level, such future scholarship could enhance our overall understanding of 
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how America has compared with, differed from, and influenced other societies. In effect, this 

project could become a launching pad for significant cross-national comparisons. 

For that matter, other critics may wish to explore my chosen topic in relation to a longer 

timeline; this could perhaps shed light on whether the trend that I’ve noticed changed or 

continued over time, and how that may affect our understanding of twentieth-century fiction for 

girls in relation to social, political, and cultural change. In fact, even scholars of twenty-first-

century girls’ literature and culture may see my project as a sort of research model, given how 

girls and women are still oppressed in our current century. A UN group found in 2015 that, “In 

the US, women fall behind international standards as regards their public and political 

representation, their economic and social rights and their health and safety protections” (“UN 

Working Group”).11 Elizabeth Hascher, who asserts in her 2016 piece that “[w]e need more 

feminism,” points to a number of facts,12 and notes that, “While the progress achieved for 

women in the U.S. and around the world should be celebrated, it cannot be said that women are 

now on equal footing with men” (Hascher). Also, “Journalists, child advocacy organizations, 

parents, and psychologists have argued that the sexualization of girls is a broad and increasing 

problem and is harmful to girls” (APA 1, bolding and enlargement removed from the first 

letter).13 (As the APA source explains, “sexualization” is not the same as “healthy sexuality” 

[1].14) The APA document includes a section (2-4) on the problem’s “Consequences” (2, bolding 

and larger size removed)15; for example,16 “Several studies (on both teenage and adult women) 

have found associations between exposure to narrow representations of female beauty (e.g., the 

‘thin ideal’) and disordered eating attitudes and symptoms” (APA 3).17 The topic of how dual-

audience and single-audience works compare politically in addressing what girls and young 

women face may matter to study of our own era. 
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Finally, on a more general note, I hope that my study is of value even to “cross-writing” 

scholars not concerned with American girls’ fiction. As indicated earlier, my study’s primary 

purpose is to add an original contribution to the discussion about the American girls’ works. 

However, my focus on how dual-audience and single-audience works compare may perhaps 

provide a useful model for scholars intrigued by the overall topic of “cross-writing.” 

 

Notes 

1. Sarland’s chapter includes the point that, “in Marxist terms, considerations of ideology can be divorced 
neither from considerations of the economic base nor from considerations of power (that is, of politics), and 
that too is the position taken here [in his chapter]” (57). See Sarland for more relating to ideology (57). 
 

2. a) In her conclusion, Hamilton-Honey notes that “[s]eries books both reproduce and challenge our culture’s 
ideas about what it means to grow up female in the United States and elsewhere. They reflect our fears, 
hopes, and dreams for young women, as well as the strictures we place upon them and the paths to 
empowerment that are open to them” (230). The texts that I have studied do not “challenge” the idea that 
girls lack the power to overthrow completely the system that controls “what it means to grow up female in 
the United States” and the limited nature of “the paths to empowerment that are open to” girls. 

 
b) Commenting on whether girls’ fiction is "revolutionary" is not unprecedented; neither is bringing up the 
issue of leftism in an essay on girls’ fiction. In “Spinning Sympathy: Orphan Girl Novels and the 
Sentimental Tradition,” Sanders includes the following: “critics such as Ann Douglas have been skeptical 
of the subjectivity consumerism offers. As a new wave of leftist criticism has come to dominate discussion 
of American sentimentalism, scholars such as Lauren Berlant have revived a criticism originally leveled by 
Douglas: Sentimentalism uses consumerism and other tools to make its reader passive and happy in 
subordination. Right feeling heads off the need for action, allowing inequity to persist” (58). In Sanders’s 
view, 

it would be hasty to dismiss these novels as complicit, to say, in an echo of Berlant’s criticism of 
woman’s fiction, that girls’ fiction is not revolutionary enough. The bodies—marked out by 
consumption—these girls manage to retain will become the site of arguments about women’s 
rights for the twentieth century, and the fact that the happy ending in Pollyanna coincides with the 
community celebrating the girl’s healthy body will have crucial implications in the coming 
decades. The terms by which she [the girl] is given the tools to achieve that solid, valid—as 
opposed to invalid—body impose awful limitations, but the ability to spin sympathy without being 
dissipated by the centrifuge is an important improvement. (58) 

[This comes after a paragraph that acknowledges that "[s]ympathy cannot exist without an inequity of 
power," and that "[b]y wielding sympathy to gain some kind of power—call it subversive—these girls have 
accepted the terms of sympathy—namely, that they will be weak" (58).]  

See Sanders (“Spinning”) for more, including the fact that “[he] suspect[s] that these [orphan-girl] novels 
are part of a longer history. [His] fear is that the history was aborted before it reached its potential, that 
American culture took a direction that made these stories of sympathetic power irrelevant or offensive 
before they could mature into tales of how girls could be a meaningful part of American culture and 
economy without accepting conditions that required them to be weak” (58). [He goes on, however, to 
comment on the “possib[ility] that later children’s literature took up this thread and continued the evolution 
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I have been describing from midcentury to turn-of-the-century novels. Perhaps they did not feature orphans 
as the others did, or perhaps they redefined sympathy” (58-59).] 

Pointing out the non-revolutionary nature of  girls' fiction also fits with a number of existing scholarly 
observations raised in Chapter 2, including, for example, Cadogan and Craig's view of Rebecca as 
“preach[ing] the desirability of contentment with the status quo” (94). Also, see John Seelye's assertion 
that, “Placed in . . . [a particular] perspective [made clear in Seelye’s text], the books we have been reading 
[in his study, including Rebecca] are part of a continuity that can only be seen as repressive and 
conformist," as well as his assertion that "sentimental literature necessarily reinforces middle-class 
conformity, and is characterized by plots that redeem people on the margins of society to the domestic 
center" (332).    

  
Furthermore, MacLeod's chapter on "American Girlhood in the Nineteenth Century: Caddie Woodlawn's 
Sisters" (American 3-29) includes the following: "Like most people who live in a reasonably coherent and 
consistent culture, nineteenth-century American girls accepted the view of life their culture presented to 
them, and with it, the view of women's proper role. Not only accepted: they absorbed and internalized it 
and eventually passed it on to a new generation. The books they wrote for children suggest how the 
processes of adaptation and accommodation actually worked" (27). At the same time, MacLeod later 
indicates that "not to opt for an open rebellion against injustice was not quite to neutralize resentment," and 
she states that "[w]omen's resentment of their lot must have surfaced in dozens of ways we can only guess 
at. It surely emerged, as we have seen, in children's books, and often, paradoxically enough, in the very 
stories that were written with conscious intent to perpetuate the conventional ideal" (28).  
 
See MacLeod for more information [including quotation of Lucy Breckinridge’s 1862 statement about a 
particular “kind of reading” that “scares [her] of [her]self, and makes [her] rebel against [her] lot” (qtd. in 
MacLeod 28), to which MacLeod points after stating that “[t]he briefest pair of sentences in the diary of a 
young southern girl gives a telling glimpse of the decision many women made, consciously or 
unconsciously, to accept their social destiny for the sake of their own peace” (280)]. 

 
3. a) As noted earlier, Nodelman and Reimer go on to address the fact that “[t]he theorist Louis Althusser 

calls ideological concepts ‘obviousnesses’ [to use his term]” (80). See Nodelman and Reimer (80) for more, 
including further quoted words from Althusser. Later, Nodelman and Reimer engage with Raymond 
Williams’ view that “the ideology dominant in a particular society ‘constitutes a sense of reality . . . beyond 
which it is very difficult for most members of the society to move, in most areas of their lives’ (110)” (81, 
ellipsis in Nodelman and Reimer 81). For more information, see Nodelman and Reimer (80-81). 
 
b) Also, Nodelman and Reimer address Peter Hollindale’s conception of ideology in texts for children: 

 
In a well-known article on ideology in children’s books, Peter Hollindale suggests that the explicit 
statements of social, political, and moral beliefs a writer wants to recommend to children are the 
“surface ideology” of a text. It is at this level, he observes, that “fiction carries new ideas, non-
conformist or revolutionary attitudes, and efforts to change imaginative awareness in line with 
contemporary social criticism” (28). Accomplished writers tend to trust their narrative 
organization rather than narrative commentary to carry their beliefs, but both organization and 
commentary work at the level of surface ideology. Far more consequential is a writer’s passive 
ideology, those values that are taken for granted by the writer and widely shared by the society 
that surrounds the writer, because those are the values that carry the greatest “potency” with 
unreflective readers. It is this level of “quiescent and unconscious ideology” (30) with which we 
are primarily concerned in this chapter [of The Pleasures of Children’s Literature]. (Nodelman 
and Reimer 151-152) 

  
The texts that I have studied seem to “tak[e] for granted” a conception of girls’ socio-political abilities—
one that was evidently affected “by the society that surround[ed] the writer[s].” 
 
Sarah Minslow observes that “Peter Hollindale describes the three main ways in which ideologies are 
represented in children’s books: as either ‘surface ideology,’ . . .; ‘passive ideology,’ the implicit beliefs of 
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the author or narrator; or ‘underlying climate of belief,’ the surrounding social and cultural influences that 
give meaning to a word, action, label, or belief” (201). “Passive ideology, Hollindale’s second category,” 
notes Minslow, “embraces those broader cultural attitudes, beliefs, and values that shape a text” (201). See 
Minslow’s chapter for more. 

 
4. As noted earlier, in providing “a summary of . . . qualities”in “six” particular “texts” (The Hidden 76), 

Nodelman includes the point that “[t]he texts assume the right of adults to wield power and influence over 
children; thus, they might represent a kind of thinking about less powerful beings that can be identified as 
‘colonial’” (The Hidden 78). [For Nodelman, the qualities identified “seem . . . to be the qualities that lead 
to [his] identification of them [the works] as texts of children’s literature” (76).] In my view, the books that 
I have studied “assume” that they have “the right of adults to wield the power” to withhold important socio-
political information from the imagined girl readers. 

 
Another one of the qualities to which Nodelman points is this: “Since being childlike is identified with lack 
of knowledge and being adult with the possession of knowledge, the texts represent explorations of the 
relative merits of knowing and not knowing. While they arrive at differing conclusions—some view 
innocence as wisdom, some experience—the texts all present innocence and knowledge in clearly 
oppositional terms, and most of them end by privileging one over the other" (78). Regrettably, the books 
that I have studied show no sign of "privileging," or even acknowledging, the idea that girls are entitled to 
full "knowledge" about their social situation. 

 
5. As made clear in a note for Chapter 4, Johnson sees the Linda Lane "series" as “show[ing] marginalized 

females networking and employing various strategies to create communities and survive within the 
limitations of existing social frameworks” (“Community” 59). See Chapter 4 of this study, as well as 
Johnson. 

 
6. A number of scholarly observations are about the relationship between girls' fiction and the larger culture. 

For example, as Hamilton-Honey notes in Turning the Pages of American Girlhood: The Evolution of 
Girls' Series Fiction, 1865-1930,  

 
Series books reveal profound cultural shifts in attitudes toward girls, their education, their 
spirituality, their community influence, their independence, and their buying power from the end 
of the Civil War through the Progressive Era. These texts are one part of a cultural discourse about 
what it means to be an adolescent girl in the U.S.; they help us see how girls' role slowly changed 
from one of spiritual leadership and community influence after the Civil War to one of 
independent, responsible consumers by the turn of the century. (21) 

 
[This comes after she identifies what, "[b]y the turn of the century, Stratemeyer and other series book 
producers would fully grasp" and what "'New Girl' heroines joyfully" did (21). See Chapter 2 of this study.] 

 
Also, earlier, Hamilton-Honey states that “[s]eries books from the end of the Civil War through the 1920s 
both reflect and encourage a cultural shift in beliefs about the role of young women in U.S. society" (2, 
emphasis mine). See Hamilton-Honey for more. 

 
As well, the following from Billman's The Secret of the Stratemeyer Syndicate is relevant: “Perhaps it is 
because Stratemeyer, Harriet Stratemeyer Adams, Arthur Svenson, and presumably other Syndicate leaders 
were so much in the mainstream of American cultural values that their mystery series have spoken to a vast 
readership. The preferences, ideas, and interests they incorporated into their novels have mirrored those of 
the populace” (151). This remark comes after Billman notes that, “In effect, the Syndicate’s eighty-year 
publishing record has from the first reflected the middle-class assumptions and beliefs of Edward 
Stratemeyer” (151). [Prior to making this point, Billman quotes Ross Macdonald as stating that 
“Throughout its [the detective story’s] history . . . the detective hero has represented his creator and carried 
his values into action in society” (qtd. in, and ellipsis and added words in, Billman 151).] See Billman, as 
well as my study, for more on what Billman says. 
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7. See Note 21 of my introduction for more on the context surrounding this remark in Stoneley’s 
Consumerism and American Girls’ Literature, 1860-1940. 

 
8. Associating Rebecca with the word “multifaceted” is not unprecedented. Puleo observes that “[t]he 

doubling of Rebecca and Rowena as well as Snow White and Rose Red illustrates the multifaceted 
characterization of Rebecca in contrast to Ladd’s static delineation” (376, note 5). [This comes after Puleo 
notes that “Rebecca Rowena Randall is named for Sir Walter Scott’s two contrasting heroines in Ivanhoe—
Rebecca, the dark Jewess, and Rowena, the fair Saxon. Susan K. Harris, writer of the introduction of the 
Penguin reprint, among many critics, sees this duality as one of many ambiguities manifested in binary 
opposites throughout the novel (xviii)” (376, note 5). See Puleo.] 

 
9. To be precise, Hamilton-Honey points out that “Nancy does not grow up, marry, have children, or grow 

old. She finishes high school, we are told at the beginning of the series, but she does not go on to college” 
(Turning 228, emphasis mine). [Hamilton-Honey raises this point in addressing “one big difference 
between Nancy and the postbellum and Progressive Era series heroines who predated her” (228). For more 
information, see Hamilton-Honey (228-229). Also, see Hamilton-Honey for commentary on how “Nancy 
Drew’s life” differs from that of Ruth Fielding (Turning 227).] 
 
Hamilton-Honey also writes that, “While in the original series she [Nancy] is sixteen, her age is changed to 
eighteen, though she never gets any older in the many cases that come after that” (Turning 229). [This 
comes up in a paragraph that elaborates on the point that “[t]here are aspects of the book that change — the 
Stratemeyer Syndicate did major updates of Nancy Drew in 1959 and again in 1979, altering the plots and 
shortening some of the earlier books, and changing the fashions, cars, and social attitudes in new volumes 
to conform to contemporary values” (229). (In an endnote, Hamilton-Honey identifies sources in which 
there is “more information about the Syndicate’s updating of the Nancy Drew and Hardy Boys books,” and 
comments on why “[t]his is one element of Nancy Drew that is extraordinarily difficult to research; . . .” 
[231, note 4]).] 
 
Also, Carpan makes clear, in writing about Nancy’s situation at the beginning of the series, that “Sixteen-
year-old Nancy Drew has already graduated from high school, . . .” (Sisters 51). 

 
10. Hamilton-Honey states that “[o]ne of the driving impetuses behind this [her] project was the need to 

understand Nancy’s predecessors, the heroines who shaped girls’ series just as that genre was coming into 
being and made Nancy’s creation possible” (Turning 223). [Hamilton-Honey goes on to note that, “While 
Nancy’s forerunners may be less enduring than she in terms of marketing and profits, it is also true that 
they are more real, more grounded in their times, their social mores, their historical conflicts, and the rapid 
changes of the world around them” (223). See Hamilton-Honey for more.] 

 
11. No part of my study is meant to imply that gender inequality is an issue only in the United States. 

 
12. For example, Hascher notes that “[s]exual assault and rape continue to be committed against women at 

astounding rates. Nearly one in five women report experiencing rape or attempted rape at some time in 
their lives and the majority say they were raped before the age of 25” (Hascher, hyperlink emphasis on 
“one in five women” removed). 
 

13. This quotation is from the “Report of the APA Task Force on the Sexualization of Girls: Executive 
Summary” (2007). After making the statement that I have quoted, the document notes that “[t]he APA Task 
Force on the Sexualization of Girls was formed in response to these expressions of public concern” (1). The 
document includes, but is not limited to, a section (1-2) on “Evidence for the Sexualization of Girls” (1, 
bolding and larger size removed). [This section includes, but is not limited to, the observation that, “In 
study after study, findings have indicated that women more often than men are portrayed in a sexual 
manner . . . and are objectified (e.g., used as a decorative object, or as body parts rather than a whole 
person)” (2). See the APA document for more.] 
 

14. The APA document explains that “[t]here are several components to sexualization, and these set it apart 
from healthy sexuality” (1). See the APA document for more information. Also, after noting that “[a]ll four 
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conditions [listed in the document] need not be present; any one is an indication of sexualization,” the 
document states that “The fourth condition (the inappropriate imposition of sexuality) is especially relevant 
to children. Anyone (girls, boys, men, women) can be sexualized. But when children are imbued with adult 
sexuality, it is often imposed upon them rather than chosen by them. Self-motivated sexual exploration, on 
the other hand, is not sexualization by our definition, nor is age-appropriate exposure to information about 
sexuality” (1). 

 
15. The full title of the section is “Consequences of the Sexualization of Girls” (APA 2, bolding and larger size 

removed). The section opens with the point that “Psychology offers several theories to explain how the 
sexualization of girls and women could influence girls’ well-being” (2, bolding and enlargement removed 
from the first letter). As the section goes on to note, “Ample evidence testing these theories indicates that 
sexualization has negative effects in a variety of domains, including cognitive functioning, physical and 
mental health, sexuality, and attitudes and beliefs. Although most of these studies have been conducted on 
women in late adolescence (i.e., college age), findings are likely to generalize to younger adolescents and 
to girls, who may be even more strongly affected because their sense of self is still being formed” (2-3). 
See the APA document for the rest of this section. 
 

16. To quote another example of a fact in that section, “Frequent exposure to media images that sexualize girls 
and women affects how girls conceptualize femininity and sexuality. Girls and young women who more 
frequently consume or engage with mainstream media content offer stronger endorsement of sexual 
stereotypes that depict women as sexual objects (Ward, 2002;Ward & Rivadeneyra, 1999; Zurbriggen & 
Morgan, 2006)” (APA 3). "They also," the document goes on note, "place appearance and physical 
attractiveness at the center of women’s value” (APA 3). These statements come under the subsection 
heading “Attitudes and Beliefs" (3, bolding and italics removed). 

 
17. This observation is part of the subsection entitled "Mental and Physical Health" (APA 3, bolding and italics 

removed), and comes after the subsection opens by noting that “[r]esearch links sexualization with three of 
the most common mental health problems of girls and women: eating disorders, low self-esteem, and 
depression or depressed mood (Abramson & Valene, 1991; Durkin & Paxton, 2002; Harrison, 2000; 
Hofschire & Greenberg, 2001; Mills, Polivy, Herman, & Tiggemann, 2002; Stice, Schupak-Neuberg, 
Shaw, & Stein, 1994;Thomsen,Weber, & Brown, 2002; Ward, 2004)” (APA 3). See the APA document for 
the rest of that subsection (3).  
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