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This case study explores intertextual references in L.M. Montgomery’s Emily trilogy,
originally written and marketed for a dual audience of adults and teenage girls.
Emily’s reading and interaction with other texts empower her by inspiring her
writing, supporting her maturation into womanhood, and underpinning her
development as a reader and writer, whereby Montgomery subversively challenges
the conventions of traditional female gender roles. In the Swedish 1950s translations
abridged for a younger target audience than the originals, many intertextual
references are lost. As a result, Swedish readers are presented with a more
conventional and constrained and less challenging image of Emily and girlhood
because Emily’s reading and writerly ambitions are downplayed.

L.M. Montgomery’s Emily trilogy (1923–1927) is a female Bildungsroman about Emily
Byrd Starr’s journey to becoming a woman and a writer. Reading is an inseparable
part of this journey as “books were Emily’s friends wherever she found them.”1 As
Elizabeth Epperly notes, the literature Emily reads is a key to her personality, her
conception of art, and her relationship to literature: “the books and poems she
savours are shaping and reflecting her own sense of self.”2 Throughout the trilogy,
references to Emily’s reading characterize her as a creative and empowered reader
because her interaction with texts by other writers inspires her writing and supports
her development as a person and as a reader and writer. Empowerment of proto-
feminist protagonists like Emily means “they are able to do what they want to do.”3
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Emily wants to read and write, but her Aunt Elizabeth and Aunt Ruth, who are the
main authorities in her upbringing, restrict and discourage her writing and creativity,
and Miss Brownell, one of her teachers, even ridicules her writerly ambitions.4 Emily
is thus confined by the conventions of traditional female gender roles of the early
twentieth century that women in her family and community represent and enforce,
which have little room for literary or creative enjoyment or ambitions. She
subversively challenges these conventions in her interaction with the texts she reads
as they help her reach outside the domestic sphere, the conventional site of
femininity in this novel and its wider culture. 
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Montgomery’s incorporation of references to other texts in Emily’s story can be
called an intertextual dialogue between texts, which is a concept introduced by Julia
Kristeva drawing on Mikhael Bakhtin’s dialogism. According to Kristeva, “any text is



constructed as a mosaic of quotations; any text is the absorption and transformation
of another.”5 In Montgomery’s Emily trilogy, Emily’s intertextual dialogue or
interaction is seen most clearly in that she adopts phrases from texts she reads. One
of these phrases repeated throughout the trilogy to reinforce Emily’s writerly
ambitions is “random word” from Ralph Waldo Emerson’s poem “The Poet” (1844).
Emily uses this phrase as a metaphor for inspiration that can be as hard to find as
“some random word [the gods] say” that Emerson’s poet overhears.6 This is one of
many examples where references originating from canonical works by and about
males centralize female writerly experience in Montgomery’s texts. Such references
create what Trinna S. Frever calls a gender shift as the aspiring young female author
identifies with Emerson’s male poet and thus links herself to the canonical literary
tradition.7

Intertextual references such as the Emerson reference require deep knowledge of
other works for the reader to recognize the references and understand all their
underlying layers of meaning. The references are part of Montgomery addressing a
dual or crossover audience of both adults and teenage girls. This means that a
young or inexperienced reader can understand and enjoy the surface layer of
Emily’s story without registering all the subversive layers such as the gender shift in
the Emerson reference, but to fully understand the link between Emily and other
writers, for example Emerson, the reader needs to recognize that Emily is quoting
Emerson, a well-known American poet and writer, and that the phrase in Emerson’s
poem refers to a male poet whose struggles Emily identifies with. Therefore, the
subversive layers target older or advanced readers who share Montgomery’s literary
and cultural environment.

Montgomery’s Canadian texts are part of a wider context of English-speaking
cultures; thus, the majority of her references are to works of authors writing in
English, with a bias toward canonical British and American writers who were an
important part of Montgomery’s and her contemporary Canadians’ and colonials’
reading.8 Intertextualities found in the Emily trilogy include canonical works such as
poems by Emerson, John Keats, John Milton, Walter Scott, Alfred Lord Tennyson, and
William Wordsworth; plays by William Shakespeare; and novels and stories by
Charlotte Brontë, John Bunyan, Lewis Carroll, and Rudyard Kipling, but also stories
by lesser-known popular female authors such as Ella Rodham Church and Augusta
De Bubna published in magazines in Montgomery’s time.9 The referenced authors
now considered canonical are predominantly male, thus the empowering links



between Emily and other authors often involve a gender shift. In Montgomery’s time,
the references may have been recognized also by some younger English-speaking
readers because many of the works Montgomery referenced were included in The
Royal Readers that Montgomery and her contemporaries read at school.10 

In the Swedish 1950s translations of the Emily books, as a result of abridging the
translations for an audience of girls younger than the original adult/teenager
crossover audience, and due to the translations being published as girls’ books in a
juvenile series with a restrictive page count, references to Emerson’s “random word”
as well as many other intertextual references originally targeting a dual audience
and supporting Emily’s writerly ambitions have been omitted. As Sandra Beckett
points out, abridgement and adaptation of crossover books originally targeting both
children and adults reveal much about contemporary educational attitudes and
expectations regarding child readers and childhood, or, in Montgomery’s case,
girlhood.11 According to Dawn Sardella-Ayres and Ashley N. Reese, girls’
Bildungsromane such as Montgomery’s Emily trilogy construct “a particular ideology
about what it means to be a girl in a certain place and time.”12 The books and their
translations play a part in the socialization of their girl readers, which is evidenced in
Catherine Ross and Åsa Warnqvist’s studies of Canadian and Swedish reading
experiences of Montgomery’s books that show that the books influence readers by,
for example, shaping their personalities, affecting their career choices, and helping
them make difficult decisions.13 

Examining the omissions in the Swedish Emily translations reveals that the Swedish
texts reflect conservative and protective attitudes toward the young girl readers
because the translations suppress Montgomery’s subversive characterization of
Emily as an empowered reader and writer in creative interaction with other texts. By
reducing Emily’s intertextual interactions, the Swedish publisher presents the
Swedish readers with a more conventional and constrained image of girlhood, in
which writerly ambitions are downplayed. The abridgement also means that the
Swedish target readers have fewer opportunities to engage in literary interactions of
their own by discovering links between Montgomery’s texts and other texts, of which
they are unaware because the copyright or title pages of the books contain no
information that they are abridged translations. 

Abridgement generally means that the translator or publisher has chosen to apply
target context–oriented translation strategies rather than source text–oriented ones,
which, according to pioneering translation scholar Gideon Toury, is a basic initial



choice in all translation.14 Target context–oriented strategies are influenced by
norms or constraints originating from the publisher and the target context where the
translations are published. From a cultural point of view, the choice between either
retaining or erasing intertextual references that are part of the source culture is also
associated with the concepts of domestication and its opposite, foreignization,
originally introduced by Friedrich Schleiermacher and later named by Lawrence
Venuti. In Venuti’s words, Schleiermacher illustrated the difference as “bringing the
author back home” and “sending the reader abroad.”15 Domesticating translations
make for familiar reading, while foreignizing translations challenge the reader to
interpret references to another culture than their own. Abridged translations such as
the Swedish 1950s Emily books are domesticating translations because choices
about omission are made based on constraints set in the target context. These
choices result in clashes with the source-oriented norms of formal equivalence
between source and target texts because they require modification of the text
content.16 

The target context constraints of the Swedish Emily translations originated with the
Swedish publisher Gleerup considering Montgomery’s books too long for their series
of juvenile books called C.W.K. Gleerups ungdomsböcker [C.W.K. Gleerup’s Juvenile
Books].17 Such publisher series that targeted a specific age group and gender were
a common phenomenon within children’s literature publishing in the Nordic
countries in the 1950s because they were cheap to produce and easy to market due
to their uniform page counts and covers.18 As noted by Warnqvist who has
researched the publishing history of the Swedish version of Montgomery’s Anne of
Green Gables (1908) in the same series, the translations published in the Gleerup
juvenile series were abridged on the publisher’s request.19 Correspondence
between the editor Ingrid Schaar and the translator Stina Hergin shows that the
requirement of abridgement and the decisions of what to omit were influenced by
commercial constraints related to printing costs and the publisher’s opinion about
the appropriate length of girls’ books.20 Montgomery’s originals are about
350 pages, while the Swedish translations are about 200 pages with a slightly
smaller font size than the originals. In total, the first book, Emily of New Moon, was
cut by thirteen per cent and the second book, Emily Climbs, by sixteen per cent.21

To meet the publisher’s requirements, the Swedish Emily trilogy underwent a major
modification: the first two books, Emily of New Moon and Emily Climbs, were split
into three volumes called Emily (1955), Emily och hennes vänner [Emily and Her



Friends] (1956), and Emily på egna vägar [Emily Follows Her Own Path] (1957). The
first volume ends with Emily’s first Christmas at New Moon and her successful
adjustment to the new home, the second volume ends just before Emily leaves for
high school in Shrewsbury, and the third volume covers her Shrewsbury school
years. Despite the split into three volumes, extensive abridgement was required.
Correspondence between the editor Schaar and the translator Hergin shows they
collaborated on selecting the omissions, but the editor had the final say.22 For
example, the correspondence discusses deletion of nature descriptions that were
considered too sentimental, and these were cut in the translations.23 The
correspondence did not specifically discuss deletion of subversive elements and
intertextual references. Plot-driven narration was considered the norm for children’s
literature,24 and descriptive passages represented the opposite of that; many
intertextual references may have been cut as part of longer passages omitted in
the translations due to the publisher’s wish to reduce description and the
“sentimentality” of the text.25 Thus, subversive elements and intertextual
references may have been cut intuitively as a part of abridging the books and
targeting them at a younger readership than Montgomery’s original dual audience.
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The dual audience of Montgomery’s originals is apparent in a contemporary
advertisement of the first Emily book that states, “We’ve Yet to Find the Girl or
Woman Who Doesn’t Like Emily of New Moon.”26 Today, this target readership
would be called a youth/adult crossover audience. There is no specific information
about the age of these girls and women, but, according to an advertisement of
Montgomery’s Rilla of Ingleside (1921), this book was aimed at “young girls of 15 to
20 as well as their elders.”27 The Emily books probably targeted a similar age range
because as a contemporary reviewer wrote about Emily’s psychological age, Emily
(who is eleven to thirteen years old in the first book) “is far older than the calendar
allows.”28 Also Benjamin Lefebvre’s summary of contemporary reviews of the Emily
books indicates that Montgomery’s originals were understood to be enjoyed by
teenage girls as well as adults.29 

The target audiences of the three Swedish Emily books published in the 1950s were
defined by the Swedish publisher Gleerup as girls aged ten to fourteen, eleven to
fifteen, and eleven and older, respectively, which is noted in code on the back
covers of the books in the form of the age and gender codes “F 10–14,” “F 11–15,”
and “F11–,” where “F” stands for “flickor” [girls] and the numbers indicate the
recommended age. This age range is younger and more limited than the original
crossover target audience described in reviews and advertisements as teenage girls
of perhaps fifteen to twenty as well as older women.30 The third book, Emily’s Quest
, was not translated at all in the 1950s because the editor Schaar considered it “not
as good as” the other books.31 Its content might also have been considered
inappropriate for the publisher’s juvenile series and its young target audience, since
this book is about Emily’s early adulthood from the age of seventeen to twenty-four.
Regardless of the reason, the Swedish 1950s readers were presented with an
abridged Emily trilogy, whereby the story ends with Emily finishing high school and
choosing not to leave her village rather than with her becoming an author who has
published a novel as in the original trilogy. Her writerly journey is much shorter in
the Swedish trilogy, and the ending reinforces rather than challenges early
twentieth-century female gender norms confining women to a predominantly
domestic sphere, removed from professional or public creative endeavour. However,
today’s Swedish readers have access also to the last part of Emily’s story since
Emily’s Quest was published as Emily gör sitt val [Emily Makes Her Choice] in 1985.
This unabridged translation by Margareta Eklöf, which is not part of any publisher



series, does not follow the same commercial considerations as the 1950s
translations and makes only a few minor omissions of intertextual references and
other elements.32 The differing conditions set the translation of the last book apart
from the abridged translations of the earlier books that were reprinted in the 1980s
and 1990s without adding any of the missing passages.33 

Book cover of Emily göt sitt val. Swedish translation. Cover illustration by
Tord Nygren. Liber, 1985. All Rights Reserved.

 

The commercial page count constraints were the initial motivation for the
abridgement of the 1950s translations, but because the publisher treated the books
as children’s books aimed at girls aged ten to fifteen years, the process was
probably also affected by didactic and pedagogical norms or constraints. These are
concepts introduced in children’s literature scholarship because of the perceived
didactic and pedagogical functions of children’s literature.34 Didactic and
pedagogical norms have different implications at different times and in different


