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1. General introduction

The following thesis is going to deal with notion$ femininity in Disney animations,
examining both the good girls, and their opponehis wicked women.

Throughout the years, Disney has managed to teyl fales and folk stories by adding their
own social and cultural background to the plot &agle thereby exerted their influence on
young viewers worldwide. The young audience is bematght Disney’s cultural beliefs and
with respect to the company’s views on women, they extradited to rules of gender and

learn how women are supposed to behave within tsocie

These notions on gender, including expected femabaviour and performance, that Disney
so successfully spreads, are going to be analys#ds thesis. The ultimate focus, however,
is especially on the wicked women, who embody dwang that a woman is not supposed to
be. Hence, the way in which female Disney villanegjlect Western gender rules and in what
way they behave inappropriately, is going to bev@kad in the following lines.

For the examination, two notable analysts will la&ken into notice; firstly, there is de

Lauretis’ work on gender studies, which focusegstmncultural representation of women in
modern cinema and modern fiction, and secondlyetieeJudith Butler's idea of gender as a
performance, which relates conceptions on feminibgether with notions on queer

thinking, to gender identity and gender acting.Batorks are of great importance in the
world of studies, and are going to be consideredntiajor basis of gender concepts for this
thesis. In addition, Andreea Coca’s paper on Disireyhich she includes Butler's and de

Lauretis’ point of views, will serve as a guidelitzethis analysis.

In her bookTechnologies of Gendele Lauretis proposes the idea that gender is duptaf
society, culture and of “various social technolggisuch as cinema” (de Lauretis ix), which
will be the basic principle of this work on Disnéys per de Lauretis, as well as Glover and
Kaplan, Cranny-Francis et al., and Robinson andd&ason, who all partly focused on de
Lauretis’ work, the concept of gender does not igattestinguish between male and female,
but favours and thereby empowers men, forming aafiby of the sexes. This gender
concept becomes evident in most fairy tales, hats® in Disney films, which promote the

idea of a patriarchal society and describe femiil@siwithin the stories accordingly.



After taking a closer look at these analysts’ cgieen gender ideas, the conclusion that |
seek to enquire is in how far the Americans’ chaggperception of society, class, etc.
throughout the years, influences a change of toitle segard to gender issues in Disney
animation films. Therefore, | am going to examihe tepiction of these varying gender
aspects and opinions on the part of good and badlé&characters in six selected animated

Disney films.

This analysis will be guided by the works of Bella¢, Amy M. Davis, and Douglas Brode,
who all contributed their works to the world of D&y under different perspectives. While
Brode considers the portrayal of different races their cultural background in Disney films,
Bell et al. concentrate on feminist and culturatdgr issues, an idea that Davis also touches
on by examining the changing role of women in Dysasimation through time.

Hence, it is my goal to combine all these pointwiefv by taking a closer look at general
gender ideas and to come up with a concept of homen are supposed to be, or rather how
they are not allowed to be according to the Diso@ypany, and in how far these concepts
have varied throughout the years.

Ultimately, my thesis will concentrate on the ewibmen, something that none of these
aforementioned books have done thoroughly, an@coordance to the change in feminist
gender structures, | hope to find an evolution atimess on their parts as well.



2. Femininities in Disney Films based on the analys@n Gender Studies

2.1. Introduction and Overview

The company Disney is one of the most powerful #mg influencing mediators since the
early 20" century. Over the last decades it has providegrédominantly young viewers with
stories about love, courage and family and haswién promoted its concepts of femininity.
Hence, Disney’s beliefs on gender are imposed uperyoung audience; however, as Walt
Disney is an American corporation, founded by a.lA®erican film producer and therefore
deeply rooted in U.S. American ways of thinking fiims advertise ideal images of gender
roles according to the Northern American model (seesniewicz xvii-xviii).

The termgenderdescribes various meanings that have changedramah yastly over the last
decades. Basically, it was introduced to draw #tianto the difference between men and
women in society, however, as the areas where wdmaee started to take part in have
expanded, so has the term itself. We talk aboutigregaps, gender roles, etc., which can all
be included into the concept génder studiesThis field can be described in diverse ways; on
the one hand it might be pictured as dealing witte “social and cultural aspects of sexual
difference” (Glover, Kaplan xix), as well as the€inendous areas of behaviour, feelings,
thoughts, and fantasies that are related to thessa®rd yet do not have primarily biological
connotations” on the other hand (Stoller ix). Asquant to Glover and Kaplan, gender
studies are influenced by social and cultural fes;téhe field is extradited to the various
parameters that characterise social rules withsoaety. With regard to the analysis of
femininities in Disney films, the notion of gendeonstructions and of what iypically
female according to society needs to be elaborated.

The answer to why we seek to define roles in spaah be found in our never-ending query
aboutnormal behaviour for both sexes. We demand to know whabnsidered as regular,

ordinary, and natural and try to fit into theseini@bns. All the same, those determinations
had to face numerous changes in the past as can@grarson’s place in society and work, as
well as one’s sexual psychology, as the immensersity of sexual expression and behaviour
contrasts the definitions of what m@rmal (see Glover, Kaplan xvii). Hence, what a person
desires to be might emerge the natural gender poracel — in the course of time — might

force the theory itself to rethink its definitioasd enlarge the interpretation of gender roles.



Glover and Kaplan consider this “area of overlapMeen sexology and psychoanalysis [...]
the first late modern concept of gender beginningrherge” (xviii).

But not only did the concept change over the coafgame; there are also differences among
countries, cultures and societies. Hence, the idiefinof how a person has to act concerning
to its gender, varies considerably and determimessgpersonality within a culture from the
beginning. Comfort argues that “the ‘gender roldiietr an individual adopts — ‘manly’ or
‘womanly’ — according to the standards of his cdfus oddly enough almost wholly learned,
and little if at all built in; in fact, the gendesle learned by the age of two years is for most

individuals almost irreversible, even if it runsucder to the physical sex of the subject” (42).

According to Comfort, it can be stated that thedggrrole that an individual plays within
society, is not aligned to his inner feelings; et fihat is also mentioned by Stoller, who calls
this phenomenon “gender identity” (Stoller 10). Wiex a man sometimes feels like crying,
or a woman carries a dominant, strong and powetfaracter might not be accepted by the
gender role they have to incorporate within theitwre, but can still be present inside them;
it only depends on the society they live in whettiey can play it out or not. Any individual
can hence be regarded as a permanent actor whddrfé into a specific role society offers
to him; de Lauretis notes accordingly that the *stamction of gender is the product and the
process of both representation and self-representg®).

2.2. The reciprocal interaction of cinematic gendeand society

Since Disney films are popular around the globddmm from diverse cultures watch them
and learn and accept the portrayed gender roldgeimovies. Andreea Coca, who deals with
Disney and hidden gender messages and is ther@feakiable source for this analysis, talks
about Disney’s role as to “what gender messageseifeatures convey and to what extent
the fantasy world presented reflects the social idedlogical ‘reality’ in which they are
embedded” (Coca 6).

In her article she talks about Disney’s enormoupaat on children as a teaching
material of “learning about societal constructiamsl of shaping adult identities, expectations
and values” (Coca 5) and further mentions that ¢benpany’s animated films attract
audiences across all generations, letting aduttapesto a world of colourful fairy tales for a

moment, but also generating children’s interest$ gmals in life (see Coca 5). Therefore it



can be stated that Disney does not merely pronypieal U.S. American role models, but
effectively teaches those roles to children wheeptthe social models presented in the film
as the universal truth. However, as within all etds and societies, also the “cultural images
of American women have changed considerably inldke two decades” (Davis 6) and so

have their gender attributes.

Coca mentions that the portrayal of gender in ttelaas always been bound to the time being
made; it is and ever was a representation of aggeddcommunity. With Disney, the case is
slightly different, as their stories do not necegaeflect the time in which a film is being
made, but rather tell an old fairy tale, which feen set not only decades, but many centuries
ago. Hence, when cinematically telling such a tdde,filmmakers have to account for social
rules and boundaries of the time the story takesepland was written in and adapt the
contents to their present time accordingly. Théugrice of the present time while writing a
fictional story is important as regards the way veonare depicted within society and hence
also in media (see Coca 5-6).

The fairy tales that Disney’s stories originatenfralescend from great authors from
the past, or as Bell et al. put it: ,Disney artistsre captured the characterology of beautiful
victims, active wickedness, and feminine goodndsstched in the tales of the Grimms,
Perrault, and Andersen“ (120). The fact that theteeies are ancient and rather outdated
becomes evident in the way that women are mostlyicteel in the way the authors’
contemporary society wanted them to be, not pagittgntion to feminist interventions; in
other words, the portrayal of female characters eves bound to the way men wanted to see
them at a given point of time, for they were thendltating gender in society. With regard to
Disney animations, this means that the companytddoicus on the “evolving understanding
of the ways in which marriage, career, and family/should be prioritised amongst middle-

class Western women” (Davis 17-18) in their anionati

As a result, Disney films reflect the gender radéoth the time the fairy tales were written
in and the time the film was made in, within theiabconstruct of North American culture.

What all afore mentioned analysts, Glover and Kaypldarshment, Cranny-Francis et al., and
de Lauretis seem to agree on, is the fact that ggersda social construct; ergo gender
stereotypes in film are constructed and bound teesg in the case of Disney animations, to
American culture and its social beliefs. Amy M. Bastates that “Disney’s role as cultural

mirror is an examination of the individual charaisations within the stories themselves [...]



with easily-defined concepts of good and evil” (3ai®), hence what is described as good or
evil in Disney films, depends on the interpretatodrwhat is morally and ethically acceptable
within Western society. Davis further notes thasri2y’s influence on Western popular
culture in the twentieth century is immense, stathmt “Disney became an inseparable aspect

of American popular culture, as well as an integaat of the American social fabric” (222).

It can therefrom be stated that the relation betwgender in society and gender in film or
literature is a reciprocally dependent system; riilakers are influenced by their social
surroundings when making and thus influencing therie, however, the film is shown to an
audience which is biased by it and accepts itsabacinstruct and ultimately projects these
rules onto their personal perspective on gendesrde Lauretis argues:

The construction of gender goes on through theouartechnologies of gender (e.g.,
cinema) and institutional discourses (e.g., theovigh power to control the field of

social meaning and thus produce, promote and ‘imtpl@presentations of gender.
But the terms of a different construction of gendéso exist, in the margins of
hegemonic discourses. Posed from outside the Isetanal social contract, and
inscribed in micropolitical practices, these terman also have a part in the
construction of gender, and their effects are at ‘tbcal’ level of resistances, in

subjectivity and self-representation. (18)

Davis’ opinion on the way films mirror society withwhich they are made is congruent to de
Lauretis’ argument, as she points out that withpees to Disney, the films are “just a
reflection of American society’s overriding valuesgspective the way the company “has
represented certain ideas, themes, morals, amddaisi in its films”, which is “especially true
in their depictions of femininity through their hamfemale characters” (Davis 222).

She further mentions Disney’s relation to Americaciety of the twentieth century
and its “tendency to separate and define the sebo@sg so through economic, political, and
cultural means, as well as by fostering the devalam of strict social roles and hierarchies”
(Davis 116). Also, she points out that after timeetiof Industrial Revolution, women'’s roles in
society were suddenly limited to keeping the howgkile men were in position to earn
money, which reflects the way a woman'’s value wasgved within society. This resulted
in women being reliant on men in life, which meanly one thing for them: they had to make
it their goal in life to find a husband, which, hewver, they could only achieve by being
beautiful, or via their skills in arts and in theusehold (see 116).

Davis moreover mentions that “the idea that a wémarajor function within society was as
a consumer and the notion that a woman could bgepidand, most crucially, judge herself),

on the basis of her physical appearance” (117) bascally the role that women were



restricted to in Western society. However, heriaalt view on this issue results in her
statement that “although most of the heroines ef Ehisney studio’s films offer, at best,
imperfect mirrors of what was expected of womenAlyerican society at various moments
of the twentieth century, [...] Disney helped to ¢eean important reflection of American
society’s rapidly changing attitudes and beliefswtbwvomen, gender, and femininity” (222-
223).

Cranny-Francis et al. note that as well as a rifddividual is constantly playing a role in
gendered society, referring to de Lauretis’ modelaif-representation, so do the characters in
a film, however, as spectators, people tend to fikéc representations as the universal truth.
Davis mentions that “spectators can and do viemdiln an active way” (27), in the case of
children, who have not gotten straight yet thanélare only a reflection of reality and not
actually real life, are “very likely to incorporatiee things they see in movies into their play,
thereby repeating, analysing, and incorporating their subconscious ideas and themes they
take away from films” (27). This means that childmgatch the colourful images of Disney
animations, accept and take in the beliefs andegatii the film and adapt and conform their
behaviour to it. Davis quotes David Cohan, whoestdéihat “even very young children are able
to understand ideas as complex as gender rolessatpaisingly early age”, as they are
“completely aware of the differences between masewdnd feminine”, in order words, “able
to fulfil very definite social roles” (qtd. in Dawi29). Yet further, Davis points out that
children have “shown to be aware of what is inappate — as well as appropriate —
behaviour within these roles”, as children quickbjevelop a definite sense of gender-
appropriate roles at comparatively young ages” (93a0).

Thus, considering that Disney animations, whichdsaut clear gender roles, including
their boundaries and duties, are shown to childtenng this responsive age, films can
definitely generate a patriarchal reality onto ewer’'s subjective viewpoint and redefine his
conventional position (see Cranny-Francis et al-105). Davis argues that the phenomenon
of identification with a character in a film is wdly a female one, still, on a general basis it
can be said that spectators are likely to identifth either the character that appears to be
most like them, or the protagonist of the storytwithstanding their bodily resemblance to

the character (see Davis 91).

However, it is possible for a viewer or reader ¢glect the gendered world, including gender

roles and social rules, within a tale; Cranny-Fraiat al. comment that “texts are engendering



practices to the extent that they position readenrgewers to accept a particular view about
gender in order to read or view the text. Howeveaders may engage with the text in ways
that do not comply with that positioning, and soymesist that engendering practice” (105).

In other words, a female reader or viewer, beingfromted with the male gazed text, might
not harmonize with the way a woman is represemetthe story, as it might not conform to

her own background and vision of what being a womaans. With regard to Disney, where
the heroine usually searches for love, which iddadly her main challenge in life, such a

devotion to finding a husband might not meet annany female spectator's expectations on
life, as to her, being good at sports or havingcess in her job life might be the central

everyday issue. However, as such qualities areexattly what men picture women having

within a patriarchal society, hardly any femalesDisney tales are depicted in this manner
and thus, such women viewers tend to neglect thedagereality in the film and its

engendering practices.

As already noted, apart from the viewer's gendett background, Cranny-Francis et al.
mention another important aspect, namely the orladf a text to social transformation, as
gender is part of society and therefore engendeguglities in a text are regulated by
sociohistorical changes (see 106). Gender convetimve changed over the past decades
and so has their representation within media t@xtsonly by “identifying how the discourses
generated textually relate to the discourses atmgd in society” (Cranny-Francis et al. 108),
particularly at a specific point of time, one catler the message it delivers. A contemporary
reader or viewer might consider a text or film aisdengendering strategies irritating or even
confusing, while at the time being released, itexéd on society and was therefore accepted
as fitting the social norm. Hence the reading amdgrehension of a text or film might differ
from the understanding of the audience for whiclwdis first shaped and formulated, and
lived in a different time and society (see 108).

Also, the representation of characters in a stergxposed to a large community of
viewers, however, the interpretation of what a pereeads into a film and a characterised
person is principally individual. To this effect]JdBer and Kaplan mention that the meaning
that is derived by the audience from a film can owlly vary diachronically, which refers to
the change over a course of time, but also synatalyy among the different sexes, social
statuses, age of the audience, etc. (see 136-LB&wise, while Disney’s portrayal of a
woman whose mere goal in life is marriage and arcleousehold was regarded as being a

normal, everydayvoman, such female characters are considerediag dleove the ordinary



by the contemporary audience. Such thinking careXxy@ained psychoanalytically, as the
reader unknowingly and unconsciously identifiedwatcharacter in the story and projects his
own desires and wishes onto the character. Henoedarn woman'’s thinking does not align
with an early 28 century woman’s way of life, causing a diachroniossing of gender

limitations (see Glover and Kaplan 145).

The problem with Disney in this case is the faelt tthe company keeps on republishing its
old animations (see Davis 1), providing the filros iew and more modern audiences without
minding the old-fashioned gender models within thles. Actually, although some Disney

films appear out-dated to the audience, the ananatirom the time when the film was made
cannot take all the blame, as the stories thatfithmes deal with were even “decades or

centuries old by the time they were put on film'a{is 21). Disney base most of their stories
on fairy tales or myths which also reflect the ardt and social problems of the time they
were written, thus it is no surprise that the prigafemale audience does not always

associate with the portrayal of women, love, andriage presented in the animations.

Davis quotes Walter Disney who once said: “Aftéi88l per cent of our audience are women.
...We don’t cater to the child but to the child irethdult — what we all imagined as kids is
what we’d like to see pictured” (qtd. in Davis 128he fact that he considers the films to be
made for women makes Davis critically question s@oenes of Disney’'Snow Whitewith
regard to what female spectators were obviouslpasgd to want to see. She notes that from
a story memo of the film, there was a scene that mvaant to be part of the film, however,
ultimately not included in the story, that showeddeeam sequence which would feature,
amongst other things, a wedding amongst fluffy w/ieibuds with an escort of babies” (129).
Davis’ analysis of this scene make her assumellsatey obviously appeals to the soft and
emotional side that he expects to find in every worby implying that all women want to
marry and have babies and that this is preciselgt\alh of them dream about all day, as it

appeals “to their specifically ‘feminine’ instinabé maternalism and emotionalism” (130).

However, while those emotional yet grown-up womea @apable of regarding the female
roles presented in the films as entertainment amchat necessarily adapt those heroines’
features onto their lives, children have a différ@mproach to watching those films. Children,
being the actual predominant audience of Disneysfilare spectators who do not have fixed

gender systems in mind when watching a movie, amol ave willing and open to learn from



10

the films they watch and thereby learn that girks @motional and caring, at least if they are
good (see Coca 5-6).

Children are unobservable of what they are sechbetigg taught, since the way in which
the teaching material is presented to them apmedosirful, bright and shiny and all too cute
to be comprehended as something other than atéé&yThereby, without noticing, the young
audience takes in the underlying messages of tlstmges, understands the rules and
requirements of e.g. what it means to be a growminghan, and internalises these concepts
and manners (see Coca 5-6).

Bell et al. mention a similar point in their boBkom Mouse to Mermajdvhere they note
that via “insouciant playfulness” Disney managesntake “childhood dreams come true with
strict gender roles” (Bell 47). Having regard ofstlissue, they further touch on Teresa de
Lauretis’ work and the way she thinks the constamcof gender is influenced by the cinema
by stating that all notions of gender are “largaétermined by the gender roles we have been
taught to inhabit, and one of the primary teachsr¢he cinema” (Bell 149). Davis also
mentions that it is “with the images of women inpptar culture that all of the aspects of
American society’s changing attitudes towards womere mapped” (Davis 1).

However, children do not only take in American sbgender notions of the given time,
but as Disney films reflect the social construdtshe time being made, the young spectators
also face concepts of older films which portrayheat outdated models of family and
femininity; Coca notes thus that in many films, may fails “to adapt to social changes in
gender (in)equality” (6). This failure to refleat@al changes in Disney films is also touched
on by Davis, who states that “in their represeatetiof femininity, Disney films reflected the
attitudes of the wider society from which they egesl, and their enduring popularity is
evidence that the depictions they contain wouldtioae to resonate as the films were re-

released in later decades” (Davis 1).

2.3. Gender stereotypes in Disney

Fairy tales are produced to teach children impoitssons in life, e.g. that it is important to
be good and caring, or how to deal with tragic ¢veetc. Disney animations convey those
messages and put an extra emphasis on the delofegender rules and models by
exaggerating gender expectations (see Coca 6-@)clidhéd filmic outcome hence serves as

a stereotypical product of character representatiom the surface (the characters’
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appearance), their self-representation and gendeiormance (what the characters are
supposed to expect from life), which will both beadissed in later chapters, as well as the
representative division of power among the sexdls meigard to work, sexuality, intelligence

and passivity and activity, which this chapterasng to deal with.

In most Disney films, especially those from thdlieaperiod, likeSnow WhiteCinderellg or
Sleeping Beaufythe differences between men and women withinesp@re highly stressed,
pointing out the gender rules both have to obep®lLauretis states that the social imbalance
between the two sexes as an effect from the ob\walsgical differences is an outcome that
rather results from cultural signification thanrfrsociety itself (see 1). As per her, gender is
a representation of the self, which influencesasstruction on a social level. She notes:

The termgenderis, actually, the representation of a relatiomt thf belonging to a
class, a group, a category. Gender is the repmsamiof the relation, or [...] gender
constructs a relation between one entity and o#wmities, which are previously
constituted as a class, and that relation is oreeloinging; thus, gender assigns to one
entity, say an individual, a position within a daand therefore also a position vis-a-
vis other preconstituted classes. (4)

In other words, gender does not describe an indaljdout the social and cultural aspects of
gender relations, which the individual represeagg;h culture has its own gender system, “a
symbolic system or system of meanings, that cdeelaex to cultural contents according to
social values and hierarchies” (de Lauretis 5). sSTham common female represents herself
individually within a society that is characteriseth differing gender meanings that assigns
to the female individuals; it is a concept of batifluencing and being influenced in a
systematic circle of gender meaning. Within a aeltihat favours men, women are bound to
their socialised gender role and need to act palys(gee 8-9); those among them who want
to escape these boundaries are found to not fittiey gender role. Within the Disney world,
this equals the system of good girls versus bad emwrar in other words, the favour of those
who obey the social rules of patriarchal power @r@ddisdain of those who neglect them.

2.3.1. Sexuality and Power dispersion among the sexes

All the cultural books on Disney animations consgdefor this thesis seem to share one

belief, namely the fact that the division of powemes down to the imbalance of sexual

potency among the two sexes. In their analysisni@rdrancis et al. talk about such sexual
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differences and in how far they result in gendequmalities. Within a patriarchal system, men
are the more powerful sex, which connotes them hatving control over women in all fields,
like economy, society, work, and sex. Men have aenpotent sexual desire than women and
have hence used women as tools to assuage theibyusuppressing women (see 14-15).
However, a woman portrayed as not fitting into gsegually oppressed image, as Disney does
with its villainesses, is soon regarded as atypigafeminine, or even as having a wicked

nature.

In the 1960s and 1970s feminist debates, the coméggatriarchy evolved, exploring gender
suppression and examining society “in which malereasd masculinity confer a privileged
position of power and authority; where man is tedf 8hd woman is Other” (Cranny-Francis
et al. 14). The term is used to describe men’saityhand power over women, referring to
different structures in cultural, economic and abspheres (see 15). Cranny-Francis et al.
introduce David Buchbinder, noting that feministsvastigated the merits and beliefs of
patriarchy that set the rules for masculine dongeahat affects the whole system of culture
and society (see Cranny-Francis et al. 16-17). Bucler accordingly states that the amount
of intensity of a man’s authority is dependent @miaus factors, like “physical build, and
strength, age, (official) sexual orientation andvpess (even if only rumoured), social class
and advantage, economic power, race of the indatjcnd so on” (qtd. in Cranny-Francis et
al. 17). The stronger and more powerful a manhis,more he is able to suppress a woman.
Accordingly, male domination results from masculpwver, which, in this bi-polar gender
system, would mean that women are supposed to bk amd powerless, which is precisely
the way most Disney princesses are depicted. Téahr and sweet tenderness harshly
contrasts the female villain’'s powerful appearatitat shows having typical male, ergo
dominating characteristics. However, this leaddask to the afore mentioned problem that
not every female spectator can relate to the wkeale, drunk princess and might see such
standards as an oppression of her own desire® swicevery woman necessarily agrees to

being the typical powerless girl.

Still, according to Richardson and Robinson, digsinpower standards in society establish
sexual relations and vice versa, as they both ateied influence each other, serving to
“maintain women'’s subordination” (75). Ergo, thdgte that the feminists’ concern is about
how male dominance in sex restrains and inhibiteyam from gaining power and control in

all social and work-related fields in life (see Racdson, Robinson 75). In Disney, this
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concern is affirmed by the fact that in their anioas, all women who seek to gain power,
like Cruella de Vil, Ursula the sea witch, &ow Whits stepmother, the Queen, are
portrayed as being evil because of their unfembtedesire to be more powerful than men.

Richardson and Robinson examined the way in whiclvoman’s life can be socially
impacted by male dominance through sexuality anttlode that this impact varies among
different cultures, as well as diachronically thbulgistory (see 75). Even so, the basic
principle in a woman'’s life is tgiveto her man and to others.

They note that feminists have dealt with femalepsegsion due to male sexual dominance
since the nineteenth century, seeking to shift gskepawer relations between men and women
(see 76). Since according to them, sexual powdreikey to male dominance over women,
they think that a shift in performing sexuality efgia rearrangement of power. Female
Disney villains show a great deal of self-confiderand some of them like to extensively
show their sexual side, like Ursula the sea-witdmfThe Little Mermaid In other words,
Ursula succeeded in overpowering men and theregakowed to show as much cleavage as
she likes, not needing to pay attention to anyaamnder rule that says that she as a woman

is not supposed to act like that.

However, the acceptability of female sexuality andwhat degree it can be tolerated has
changed a lot over the centuries, and is furtheenadso culturally diverging, since different

societies have different rules about gender andiaigx. The social construct of sexuality

determines the rules and limits of a sexual indigidat a given historical period within a

certain culture; male and female “sexual identifie$ are the product of social and historical
forces” (Richardson, Robinson 78). In this sociahgstruct, diverse factors play important
roles that help define it; according to Robinsod &ichardson, a person’s sexuality is little
influenced by biology, but mainly determined by théture an individual lives in:

Religious teachings, laws, psychological theonmsdical definitions, social policies,
psychiatry and popular culture all inform us of mi®anings. Even though our sexual
desires may seem to be ‘natural’, our sexual resgoare actually learnt, in the same
way as are other likes and dislikes. We learn ust patterns of behaviour, but also
the meanings attached to such behaviour. (78)

Sexual behaviour is therefore bound to time antuceilas regards what is considered as being
normal Carole Vance furthermore argues that “physicalgntical sexual acts may have
varying social significance and subjective meardegending on how they are defined and

understood in different cultures and historicaligas” (19). While nowadays, a woman
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walking down the street, showing her belly buttanai short shirt would merely draw the
attention of some men, such openly performed s@xuabuld have been disastrous in the
nineteenth century; or as Richardson and Robinsmntp“a kiss is not just a kiss, as time
goes by’ (79). Furthermore, such a kiss has diftecennotations among different cultures at

a given point of time as well, and so does sexahbliour.

According to Richardson and Robinson, socialisaian be regarded as the taming of the
human and his inner wishes and desires, one ofhwiing the sexual drive. Whereas in
cultures, where people live closer to nature aratefiore are less civilised, it is normal to
perform a sexual act while being in a group of peoa more civilised individual, who has
learnt the complex sexual rules and models of sgcieould refuse, yet disapprove of such
wild behaviour (see 79). One could state that Wrslue sea-witch lives close to nature, as she
lives under the sea, and is therefore allowed t@aicnal-like, especially considering that she
is partly an animal, however, she also lives in dlized and socially constructed world,
where a king rules over his mer-people and staisdand norms have to be stuck to. Ergo, her
striving for being queen of the sea, and hencepmweering the almost-naked mer-people,
results appearance-wise in her desire to dresgtwaiusly and sexually powerful. Again,
Disney compares her pursuit for power with an ambitfor living out her strong inner
sexuality and exaggerates this representation antlalmost transvestite-like appearance in
order to accentuate her evilness. Within theiripathal world, a good girl would have to let
the man be the sexually more dominant part andenafso more powerful on an overall
basis, in order not to derange the system of pewemg the sexes.

Davis notes accordingly:

When strong, sexually-mature women are portrayedriestrated, maniacal, blood-

thirsty demons and witches, what are these pofsaaying about perceptions on the
part of the film-makers of women’s sexuality? Mostall, perhaps, how large a role
do these portrayals play in perpetuating or, in eaases, challenging certain sub-
consciously held attitudes within society? (Dag3 2

According to Richardson and Robinson, John H. Gagaad William Simon suggest that
“sex is a vehicle for expressing non-sexual ‘needs’particular needs, that are linked to
gender roles” (qtd. in Richardson, Robinson 80)¢ée a man, who needs to feel manly and
act in a masculine way, expresses it though hisiaiy in order to demonstrate his power
over a woman. Therefore gender inequality is ppalty “the result of the power men have
over women” (80). Having sex, hence being activeggarded as a male feature; accordingly

potency and power are central to male sexualityndfe sexuality even so correlates with
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male sexuality, yet it is bound to a different ogpic Being counterparts, women are
submissive to dominant men, they give while meretéee Richardson, Robinson 80).
Although this concept might not be universally tfaeevery individual, the theory is proven
right when looking at the opposite case, consideainvoman taking action in a sexual way is
easily designated as her being wild and untamedi han taking action being unfeminine and
manly. Once more, Disney’s Ursula’s performancéaifng action is displayed on her body
with her overly wild and sexual looks and therebgvokes an evil, unfeminine (as it is not

passive and powerless) image.

This relationship between male dominance in setyuaind gender inequality is central to
feminist theories. Richardson and Robinson intredtlte more radical feminist theorists
Rosalind Brunt, who argues that “the sexual divisibetween men and women” are
unchangeable and bound to nature, and “it is a dactature that they are oppressor and
oppressed” (qtd. in Richardson, Robinson 82). Hanethe more common belief is that, if
sexuality is a social construct, there are wayetiefine its scripts and rules and therefore to
equalise gender differences. In order to enablb puzgress, feminists decided to concentrate
on examininghow sexuality is affiliated with women’s powerlessngsge Richardson,
Robinson 83).

In the 1970s, feminists focused on the relatiowbeh male sexual dominance and
female social oppression and in what way male diyuafects women (see 86). Sheila
Jeffreys sheds light on the fact that “feminishk@rs saw sex as something that women had
been shut out of. Women had not been allowed thghtie that men had taken for granted.
Sex was an equal rights issue” (qtd. in Richard¥abinson 86). If, by gaining more
confidence via taking sexual action, women woulih g@ore power and strength on a general
basis, gender inequality would lessen. For bothréta world and the world of Disney and
fairy tales in general, this would mean that argfravoman, or one who wants to become
more powerful than a man, would not have to loo&essively sexual in order to emphasize
her power over men, but could, if she wanted tbosexually and powerfully on an every-day-

basis without the fear of being regarded as hawiagculine features.

Although, as pointed out by Richardson and Robindeminists succeeded in severely
guestioning the traditional, social and politicatigts and models of sexuality, the process is

still ongoing. Western women have managed to questihe social construct of sexual
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identity in order to redefine male and female séiuas a form of control and power and

have thereby found their way to better position®bs and in society (see 86).

As per Disney, this new found sexuality is illugtdh by the heroines’ shift from being shy

and properly clothed teenagers, like Snow Whitend€iella, or Aurora, to being sexually

more daring and basically half-naked, like Ariehsthine, or Pocahontas. Although those
girls’ clothing styles are mainly bound to theidtawal background, they are still presented as
very sexy, especially compared to the earlier Ime®i as per example Esmeralda in

Hunchback of Notre Dam&/ho shows her belly and dances erotically (se=ad®).

While children do noseenakedness and sexual allusions, says Coca, leas that those
films send “explicit signals” (15) and are cleadyented towards the male gaze. That is why
Douglas Brode criticizes Walt Disney’s “supposednat of ‘innocent’ family entertainment”,
while he figured that the company “openly embraaatiring sexuality” (Brode 125), at least
in its later productions. According to him, the monodern Disney princesses only appear to
be helpless girls, waiting for a saviour, whilefatt they actively use their sexuality to lure
them in. He is therefore suspicious of “Disney’stpayal of women as superficial images of
helpless princesses, subserviently trusting malearry them off and live ‘*happily ever after’
in a retro world of postmarital bliss” (Brode 174f he believes the heroines to be, sexually

speaking, more refined than their innocent app&aramakes everyone assume.

Considering the difference between the portrayatarier Disney princesses and the later
ones, the shift of sexual power within society tisamirrored in Disney animations becomes
clear and shows the drastic changes that haveredcaver those forty to fifty years. With the
women’s movement of the 1960s and 1970s (see Risbay Robinson 3), new concepts of
femininities displaced old views on female sexyabind made way fogood sexuality,
portrayed on the part of Disney heroines. Up utfitédn, all female Disney characters that
showed a form of active sexuality were depictee\akcreatures, or at least they had to be
animals in one of Disney’s animal character proidmst With respect to Disney’s animals,
Davis explains that “stories about animal charactbave a greater emphasis on the
characters’ sensuality and sexuality than do st@bout humans” (172), as they are untamed,
for they are not members of a socialised cultuhe &emplifies this statement with the girl
rabbit inBambi who is both vain and voluptuous in her behaviadrich are both personality
traits that would be evil in a human female chagdiowever, as a rabbit that wants to tease

a the male rabbit Thumper, her comportment is dEghras funny and comical by the
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audience who does not question the rabbit's mdeaddards and integrity (see Davis 172-
173). On the part of humans who embrace their digxizavis notes:

The idea of a fairy tale princess sauntering upetointended, preening, hips swaying,
and flirting, is impossible to imagine in the earliDisney films. The only human

characters who do such things are generally dep@sebeing not very nice, and in
fact as being vain and over-sexed (as is the c#betlhe ugly step-sisters, Anastasia
and Drusela, ilCinderellg). (172)

Thus it can be stated that in earlier Disney filthg, performance of sexuality, e.g. via teasing
or bantering, was either depicted as comical orp#re of animals, or as aggressive and evil
on the part of human females. Davis mentions that “girl rabbit who so sassily and
sensually seduces ThumperBambiis, more so than perhaps any other Disney characte
the fifty years betweeBambis release and that éfladdinin 1992, truly sexy, and even a bit
of a vamp” (173). At that time, in 1942, this exaethaviour performed by a grown woman,
however, would have had entirely different conrioteg than the girl rabbit’s teasing did,

actually a solely negative one, while the rablatsons were merely regarded as cute.

Davis continues this thought and points out thatrtearest a human action gets to the rabbit’s
performance is Aurora’s dance 8leeping Beaufywhen she sings “Once Upon a Dream”
about a man she dreamed about. Davis mentionsthisatflirtatious dance that Aurora
performs with the animals, however imagining thag svas in fact dancing with the prince,
shows a great deal of self-confidence and actiafthough it still “does not exude the
confident sexuality of characters such as [...] theamed rabbit ilBambf (173). This is
proven in the instant when her prince charming appand she is confronted with a real,
flesh and blood man, which is when “her flirtatiademeanour immediately dissolves and she
is shown to be shy, awkward, and inexperienced3)1HAowever, her abrupt break with the
song and her plucky performance the moment PrirgipRoccurs is not caused by social
rules on gender that she has to obey to, but méselyer shy and actually not very daring
personality, which reveals to the audience thatislgenerally not a sensual being, which, at
the time the film was made, marked her as a goddsannd character.

However, as the women’s movement influenced théabkstatus of women in the Western
world, the image of the shy, inactive girl slowlgrushed and gave way to new definitions of
femininities. Davis argues that by the 1990s, “tis¢ion that a woman could be both good
and sexy had ceased to be such an unimaginablemoimcrepresentations of femininity in

much of America’s popular culture” (173). Good Deagrwomen hence no longer needed to fit
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the old bi-polar system that propagated the imdgthe prudish, passive girl and her evil
cross character that was driven by sex and powersd oppositional traits started to become
indistinct, as the good heroine no longer neededer away from her sexuality, which
comes along with power. Davis notes accordingly th@men characters were beginning to
exude a confident sexuality which in no way dewdcfrom their portrayals as good,
honourable individuals” (173); during their moverhewomen had gained so much more
power that an exaggerated, good fairy tale charadte behaved sensually no longer stood

out as having a dark, evil side, but was perceasdormal by the audience.

That shift from what Disney characterised as “ao@jovoman, and what makes an individual

‘evil’ or ‘bad” (175) absolutely dominated the c@any’s animations during the 1990s;

Davis notes that it “is not just the ways the serare told in these films, however, but also
that the stories themselves, containing as thedalstrong, independent, intelligent female
characters, are potentially indicative of just howch feminist ideology had entered into

mainstream American middleclass values” (175).

2.3.2. Passivity vs. Activity

As it has already been discussed in the chaptesemnality, the bi-polar gender system is
central to gender representation, especially ny fales and Disney animations, where gender
models are exaggerated, in order to emphasizeitfeeetice between men and women. The
model states that within a patriarchal society, #ectations of both genders are

oppositional, like e.g. the notion of activenesd passiveness (see Cranny-Francis et al. 17).

Glover and Kaplan discuss this issue and find a aroto be assumed to let the man do the
work and helpfully stand behind him by supporting dkecisions and acts; she has inherited a
passive role by society (see 2). However, theyharrintroduce Freud, who promoted his idea
of femininity differently, “how inadequate it is tmake masculine behaviour coincide with
activity and feminine with passivity. [...] Womerart display great activity in various
directions.” (qtd. in Glover, Kaplan 2). Being anvan is usually aligned to being feminine,
as concerns a female’s attributes or gendered dieaistics. However, feminism challenges
this concept and debates and severely criticisesabts of what thes@ormal characteristics

are; Glover and Kaplan note: “Feminism continuesatgue about what is natural or
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biologically given and what is culturally constredi it remains divided, although perhaps
less absolutely so than in the past, about how nalyse the psychic and the social
components of female subjectivity” (5).

A typical woman is hence supposed to be and ddairaf things according to the rules of the
society she lives in. However, as regards Disrey depiction of suchormal women rather
turns into astereotypicaldepiction of the sexes, as it is the case inaafy/ ftales. Davis argues
that Disney’s habit of stereotyping almost exclegnMocuses on female characters (see 223),
which can be best explained through Cranny-Fraetial., who state that, with respect to
gender, stereotyping is framed by power relatidre;ause “stereotypes inscribe different
levels of access to power and prestige” (Crannyisaet al. 148). Stereotyping is applied to
all groups, describing their function in life andcgety. There are various types of men; to
mention only some we have e.g. the macho man, whsexually, but not emotionally
interesting to women, the softie, who does actuedise about a woman'’s feelings, the good
buddy, who has no sexual charisma for women, Ishibalder to lean on, the family guy, who
needs stability and love, etc. These unprofessiolzaisifications show that the division of
male stereotypes help everyday women with choagiagight partner in life, so they know
what to expect. However, the stereotypical depicdb women does not only serve the goal
of who-will-make-me-happy and who-fits-me, but umbs relations of power, as according to

Cranny-Francis et al. (see 148).

Cranny-Francis et al. cite Meaghan Morris, who emtiates on the issue of stereotyping in
her bookSticks and Stones and Stereotypasting that typifying “enables the dominant
group to reaffirm rather than rethink its stereetypabout the oppressed group” (qtd. in
Cranny-Francis et al. 149), which can be regardedra“attempt by a dominant group to
silence an oppressed group’s attempt to changsoit&al status and counter the negative
stereotypes which contribute to its oppressione—tame-calling, stereotyping, shunning and
moral pressure that kept women, wogs and weirdtiseiin place” (149).

This rather harsh and feminist statement descféraale oppression by men via stereotyping
and can be explained by the way men react to womesgrdingly, men picture women as
either strong or weak, outgoing or introvert, aetr passive, etc., describing their features
not necessarily with the ulterior motive of whamdiof girl is right for them, but in how far
those characteristics are threatening to men’s povithin society. Correspondingly, active

women who desire a successful job are describerh@er-oriented, unwomanly and hence
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undesirable, whereas good-looking women, espedidigdes, are simplified to being dumb,

but innocuous for men’s position in society, etc.

Various films and books play with not fulfilling gder expectations and portray women as
successful in their working positions, as well asnps who use men as sexual toys to please
and satisfy their lust (see Cranny-Francis et48)1Men describe such masculine and career-
oriented women as manipulating, because they fesmdelmed and overpowered by them.
Cranny-Francis et al. describe the dilemma accghgin

Each positive stereotype carries with it compleragntstereotypes which are

dependent on essential characteristics. If somdnas to break one stereotype,

another related stereotype quickly becomes availabl.] So, in this example, a

woman should be nurturing. Instead she is ruthlé#sen she acquires the positive
characteristic of the businessman (after all, wéygplied to him, it permits him access

to wealth and power), it becomes negative. Moreostee no longer has access to the
limited benefits of her positive stereotype as mumg female. She is doubly damned.
(149)

This is precisely the case in Disney films, whdre hice, neat and nurturing women are
depicted as good, young and honest females, whéreasnes who neglect their mothering
role and seek power instead, be it in the workielglf like becoming queen, or in the domain

of witchcraft, are depicted as mean, vicious, antveomen.

It appears that most female stereotypes applymditig a woman’s power and credibility;

men regard women as the weaker sex and therefoitettieir duties in life to being a nurturer
and leave the active things to them. Davis notes tthis “typing of ‘feminine’ women as

being passive, sweet, emotional”’ (127) is henceegein patriarchal films; Cranny-Francis et
al introduce further typical traits that describ@men as fragile, sensitive, vulnerable,
emotional, motherly, patient, soft, affectionatte, ewhich are all linked to women as having
nurturing and mothering characteristics (see 14wever, the “heightened emotional
nature” that women apply to, is stereotypicallyatetl to being hysterical, which “can turn to
madness” (Cranny-Francis et al. 144). Anew, a difemale trait is being narrowed down to
something negative and limits her power, in thisecthe power over her psychological self.
Naturally, such characteristics find favour withsBey animations, where evil women are
depicted as wicked, maliciously laughing women wdeem to have lost their marbles,

considering the way the act.
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Such stereotypical features are, however, not prdpagated via films, but also in literature,
posters, or newspapers and are thereby implantedtiie public’'s heads (see 145). In an
earlier chapter we have learned that media an@tsoare interactive in their beliefs and rules
on gender performance, ergo the conception of atigres is reciprocal as well. Films are
hence very capable generators of stereotypes,easgnder representations spread quickly
and influence society.

Over the last decades, various attempts to chdrgedgative image of certain stereotypes,
like working women and nurturing men, have beerdooted with the help of television and
advertising, as feminist movements have managexvechaul stereotypical women roles in
society. Films have the potential to generate armtbese social constructions in the viewer’'s
psyche and implement new general standards inuhkc{s minds (see Cranny-Francis et al.
145-149). Accordingly, Margaret Marshment argueat thims started revising society’s
assumption of how or what women wesgoposed tde, have, or do in order to be regarded
as a whole and typical woman (see 124).

Storytellers were aware of women’s struggle witlvpdessness and dealt with it:

This was [...] an awareness of the ‘over-deterniinature of women'’s oppression in
society: the way in which their subordinate positia a multiplicity of structures,
institutions and value systems interacted with ezibler to lock women into an overall
subordination. Among these structures are thosecetoed with producing
representations of women: from primary school negdichemes to Hollywood films,
from advertising to opera, from game shows to aiteges, women are depicted in
ways that define what it meant to be a woman is fuciety: what women are like
(naturally), what they ought to be like, what themne capable of, and incapable of,
what roles they play in society, and how the diffem men. (Marshment 124)

Marshment states that it became more importanbteey an objective and most importantly
an unprejudiced demonstration of women, free frtanestypes (see 124). Media helps in the
process of challenging general expectations anghgssons towards a stereotypical group by
not only talking about the issue, but by implantihg new and primarily strange images into
the public’'s mind.

As regards female activeness, this can be bestisettie way heroines pursue their goals;
whereas Snow White just sits around, waiting for pence to find her, being the most

passive female character of all, later Disney dikis Jasmine, Pocahontas, or Mulan actively
do something about their life and escape the bawexléhat society puts on each and every
one of them. Active women are thus no longer lichite the stereotypical image of changing

power identity and hierarchy in society, but prdivat those female characters who share such
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a pursuit for power are not to be accredited withsauline qualities because of their
willingness to change such afore-mentioned powentitles in society and are hence to be
regarded as evil, but that their activeness is gfatteir nature, without intentionally trying to

overpower men in the process. This comports witlhski@ent’s statement that only when the
presentation of an active woman is free from stgpes that are bound to patriarchal rules
(see 124), a change of the public’s mind can oecuwt accept active, fighting, and strong
women in films, like i.e. Jasmine, Pocahontas, aldvl. Naturally, this change took several
decades to manifest itself within Disney films, ahiis why the gender difference between

earlier and later animations is obvious.

One area where the difference between activenespassiveness is most evident in Disney
films is the domain of work. As already criticisbg Cranny-Francis et al., men, being the
stronger sex, oppress women, the weaker sex, er todkeep society in balance. Margaret
Marshment agrees with this statement and notesatitlain a patriarchal culture, women are

“defined by those who subordinate them” (125), drganen.

In history, a woman'’s role has hence been restrittieche domestic field, as the limitation to

this sphere “reduces competition in the workplaoe ensures a servicing of men at home to
facilitate their work and leisure activities” (126Ithough women are obliged by nature to

mother a child and stay at home with it to nurtitiréhe household itself is a domain that was
projected onto a woman'’s field of work by societyhich was dominated by men. Davis

mentions that the image of the “happy homemakess wexy present in the 1950s, as “it was
the perceived ability of the good housewife to egoise in terms both of money and material
resources which was credited with helping stretehfamily’s income during the lean times

of the Depression” (Davis 118). She further merditimat women that restrict themselves to
the domestic sphere are found to be “good, stromgen who can achieve goals of their own
but not do so as a means of destroying men” (1) they are important and helpful,

however, not in the way of men and their field ofyer.

Disney characters like Cinderella or Snow Whitepwinove to be hard workers within the

household, thereby adapt to this social model aiedh@&nce depicted as pure and good
females. Again, we can monitor a change in actisermmm the part of Disney heroines; while
Snow White and Cinderella dedicate their lives eadework, and Aurora, though not really

working, is still a very home-bound, and passivg fater female protagonists like Jasmine or
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Mulan break out of their houses and experience ddvwautside of their safe environment at

home.

Coca points out that their eagerness to breakffoze their lives marks a clear difference to
the gender model that dominated society while pcodu Snow White Cinderella or
Sleeping BeautyShe states that all princesses are “restricteéde@omestic tasks of keeping
house — sweeping, cooking and washing” (Coca 8xgtdeast geographically confined to
staying at home, like e.g. Jasmine. In accordanitk @oca, the reason for those girls’
limitations to a certain place or domestic sph&se in the field of gender expectations and
gender roles within society that are passed onsacgenerations and pay no attention to
revised and modernised standards. Bell et al.ralsation that “the house for the Grimms and
Disney was the place where good girls remained’l (B€é). Hence, in order to make a
change, the young heroines have to oppose thberitplans and beliefs, which, speaking in
terms of gender, means that they have to fighttaapehal symbol, and by doing so, get
active and change the rules of gender within thiry; a moment which usually kicks off the
plot of the tale (see 8). However, as Coca con$ipiteappears that all the heroines want is a
little adventure and to fight for their rights, @amew understanding of culture, as Pocahontas
does, but when they are offered the possibilitgustainably change their lives, they decide
against those opportunities, which becomes eviaght Mulan returning home to her family
and Pocahontas staying with her tribe (which icigedy what both women do at the end of
the film; not paying attention to the sequels afhbildms). It seems that the love and devotion
those characters share for their families prevédras from living out their dreams, however,
they seem to be happily satisfied with those densi even though their independences are
restricted (see Coca 9). Hence, one might concdhateno matter how courageous, daring and
active the girls are, the heroine’s truthfully gaader quality shows itself by being bound to
staying at home where she can be surrounded bpVet ones and where her actual place as

awoman is.

Alongside with women’s restriction to the domessphere, which excludes active
involvement in the working field, is their limitath to education. Hence, another dominant
area where men are regarded as superior withintreaqgéal society, is their intellectual
ability, or rather the way they view women and theapability of having and using their
brains. Andreea Coca reveals that with respedtisdfield, Disney shows itself being “double

bind”; within the fairy tale features, intelligenaea woman is “dismissed as superfluous and
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possibly a dangerous quality” (Coca 10), which rigbably why most of them do not get a
proper school education, but learn the more importamale things in life; Cinderella’s
stepmother teaches her daughters singing, playingstrument and reciting selected poems,
although she certainly has enough money to edubata properly, however, as this is not
necessarily a quality that men search for, it ifigant for them to know how to humour a
man. Aurora, Snow White, Cinderella and Belle albw how to keep a household, and
whenever Ariel wants to know more about the humahs,is told to focus her interest on life

under the sea, putting an end to her eagernesaro &bout another culture.

With regard to Cinderella’s and Snow White’s woikiskills, which do not actively help
them get a man, but still mark them as good houae=syitheir qualification in the household
mirrors the importance of women'’s life at home dgrthe time the film was made, in 1937.
The fact that during that time women were not sgppoto have a job, or be in hold of any
important public situation, but to stay at home amatch the house or/and the children,
reflects the passive role that women have beeredited with in the past. Getting active and
having a job was associated with having power; mamowho was successful in her job was
therefore too powerful and regarded as somethinigsirable for men.

In compliance with the double-bind Coca talks abshe mentions various examples; first of
all there is Belle, whose interest in literaturgaanted by the town inhabitants. Coca recites
Gaston, who declares in the film that “It's nothigor a woman to read. Soon she starts
getting ideas, thinking” (10), which obviously marthe overall opinion on intelligent women
among the villagers. Akin to this position is Mukmxperience when she talks to her male
friends and asks if they liked, as Coca notes,iflarndno’s got brains / who always speaks her
mind”, which they respond with a simple “Nah!” (10yevertheless, both protagonists end up
with a man who appreciates their mind, as wellhasrtwild and active nature, which, in
Mulan’s case, helps defeat the Huns and bringsepeaer China. The third example Coca
points out is Pocahontas, whose father tells hatr gshe proved to have “wisdom beyond her
years” (10), as she is the key feature to overb®aiconflicts between the her tribe and the

English men (see Coca 10).

All those examples demonstrate that an intelliggrtis regarded as an unusual phenomenon
within a patriarchal society, and as people tendeglect the things they cannot grasp, she is
easily labelled as weird and atypical. Howevethie end it appears that all those features are

in fact desirable and interesting in a girl, whidiimately does not leave the young audience
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with the message that patriarchal rules have tackepted and that she has to become a good

housewife, but to actively fight for what they degn life.

2.4. Character representation and appearance

The previous chapters highlighted the represemaifayender in media as far as social rules
and stereotypical gender traits are concernedctiapter will concentrate on the depiction of

character features and their alliance with bodlgtfires.

Again, the representation of good, evil, typicaiyle or female characteristics is bound to
stereotypical conventions. Cranny-Francis et dp Bbed light on this issue by concentrating
on stereotypes within society; they state:

The word ‘stereotype’ comes to us from the techgwlof printing presses, where it
refers to the metal plates used to make exact aritiphe copies. Before stereotyping
was used, printers had to set each letter onetimte line by line, in big wooden
frames. These forms could be changed, and thedettased for other publications. A
stereotype is a poured metal plate, and once thal nsepoured, the plate can’'t be
changed. (Cranny-Francis et al. 140)

Cranny-Francis et al.’s introduction to the terntpheus with understanding the derivation of
the word, as one can extract the metaphorical mgahicarries when used to characterise
people. Visually speaking, it refers to the lifédstpf thousands who accept the rules and
beliefs of society by adapting their individuality a commonly accepted look. Fashion
novelties or new hairstyles, frequently introdudsdpopular people, are copied by everyone
who wants to be part of a certain culture and hdaoa style groups. Nowadays we know
categories likePunks Goths Chavvy Skaters etc., which help us define and identify the
looks of these groups, as well as their expectdéwweur. Members of the same group are

assumed to having certain characteristic notioasdtand in relation to these people’s looks.

Stereotyping can be described as reducing a p#&osas most obvious characteristic traits by
which he is recognisable and determinable, whicthén associated with his behaviouristic
profile (see 141). Hence, the young Disney hercae only be perceived ag®odif she fits
the stereotypical principles that are aligned tindpegood, which, naturally, are bound to
contemporary beliefs and accordingly underlie dianlt changes.
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However, a person found not to fit entirely inte #tharacteristics of a group, yet belonging to
it, is felt to be atypical and not applying to tbemmunity. Disney’s firsmodernprincess,
Ariel, who started a new era of heroines that waoge active and self-dependent, was then
found to be atypical, as she did not fulfil the epied, good old gender rules of being a
female Disney character, Amy M. Davis refers toeRsi characterisation as “a definite shift”
that “had occurred at Disney” (Davis 177).

The reason for such judgmental identifying liesthe fact that a group’s stereotype is
formed by people outside the circle of group memmbArgroup is classified by others, who
search for definite and unequivocal key charadiesisn the group’s lifestyle, however, these
assumptions are often misleading and unproven,usecdimited knowledge and restricted
contact enable the extremely simple character Ipsifithat are being produced (Cranny-
Francis et al. 141). In other words, it dependstlom whole society’s receptivity and
amenability to accept these stereotypical depistibow fast such simplified conceptions
travel and spread among cultures. On the part sh&)i princesses, who represent average
proper and young girls, society does not expeantie be acting atypically, as they are
supposed to be passive, devoted, good girls why tibe rules of femaleness within a

patriarchal society (see Davis 19).

2.4.1.Looks and personality

Coca mentions that the Disney company appears toobh&nuously promoting designed
values with certain characters, which she callsntigeed bodies” (Coca 10), which is a
phenomenon that describes the mutual influence dstvihe embodiment of a character’s
values and beliefs in his looks; good girls lookeniwhile bad women are represented as
harshly as their personalities.

Ben Leach, who writes foFhe Telegraphgoncentrated on this issue and talks about
the question why beauty is always aligned with §egood in Disney films. He found that in
almost every movie, “the good characters were nadh@ctive, more intelligent and less
aggressive. They were also more likely to live fligpever after' and to find romance”
(Leach, telegraph.co.uk), which can be seen inDadiney films, however according to
Leach’s quote, mostly in Cinderella (attractiveneg®auty and the Beast (intelligence),

Snow White, or Sleeping Beauty (both not aggressiuevery passive). Accordingly, vicious
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characters have to be represented as the exacamgotat that, however, as it is a fairy tale, in
a rather overstated way.

Still, the depiction of fairy tale characters isubd to stereotypes, which requires a fair
portion of overstatement. For example, what Marstimtalks about with regard to a
character’s personality and its comical depictioamely that “slim women are desirable, fat
women are funny” (130). Although it is commonlydrthat a woman’s behaviour is linked to
the way she looks and hence to her self-confideoice,cannot draw a universal truth upon
this comportment. Still, fictional characterisatias immensely bound to stereotypes and
consequentlyreality can never be completely and thoroughly representéith respect to
Disney, the characterisation of good charactel®isd to those stereotypical rules, as all of
them are slim and, according to Marshment, theeedesirable.

Basically, says Coca, fairy tales tend to exaggelat “commodifying the biological
attributes” (10) of all characters, especially witetcomes to dividing between good and evil,
as well as male and female characters. She funtbis that generally, Disney puts more
emphasis on the importance of bodily performancevoimen than of men by stating that
“physical appearance is moreover emphasised inlésmas well as valued over and above
their intellect or abilities” (11). The reason fiiis lies in the fact that, as already mentioned,
given the patriarchal society and the predominatable filmmakers, female beauty on
screen, which represermgeod women, is constructed from a male point of viewas Coca
herself remarks, the “construction of femininitydigne from a male standard, appreciative of
obedience and beauty” (11). Disney praises modekypical masculinity and femininity,
giving way to stereotypical Western (male) beligfstheir depiction of characters of both

Sexes.

Cranny-Francis et al. state that Disney films, Wwhariginate in fairy tales, “can also be
examined for the kinds of gender identities thepjgmt for male readers. Again the
predominance of patriarchal gendering is most appdr(Cranny-Francis et al. 121). Young
boys are presented with the image of the hero llysu@rince, who has to save a girl or win a
girl’s love and be courageous and strong on thehamel, but soft and tender towards his lady
on the other hand. As boys do not spend much tiimkihg about love or girls at an early
stage, they are pretty much mostly impressed bytimee’s sword and start exercising their
weapon fighting skills. However, the male protagtisi journey through life seems to be

basically the same in all Disney stories; a youramwho falls in love with the princess and
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wants to win her heart. Bell et al. mention that bero wants to “succeed at all costs” (Bell

32), e.g. Aladdin, who even uses magic in ordemfaress the girl.

However, apart from those heroic personality trdfisre are other typical masculine features,
which Coca mentions in her article. On the one hahd mentions “male’s unnecessary
display of physical force”, which sure comes in diyamhen trying to save the girl, however,
on the other hand their “disgusting habits”, aslwasl their “untidiness and lack of proper
hygiene” (Coca 10). She further gives exampleshmsd issues; Mulan, who observes her
fellow comrades whose washing techniques she ffddsgusting”, or Snow White, who
brings new customs into the house when she tedbbedwarfs to properly wash their hands
(see 10). Still, those features are not regardedlastruly gross or horrid, but accepted as
being typically male, i.e. when Mushu tells Mulanrélax, since “They’re [just] men!” (Coca
10).

With respect to the portrayal of male force anarggth, Coca refers to the characters in
Beauty and the Begswhere physical power is depicted in two veryealiént men. On the one
hand, there is the Beast, who was turned into astnaums, strong animal by an enchantress,
who decided that his cold heart was to be mirramemh ugly appearance. Thereby, his newly
found physical strength goes along with being méamever, as the plot continues and the
audience discovers his inner beauty and friendlyl, sihis same strength underlines these
good features, making him appear like the so-cdtleldl in a china shop. Opposed to this
good powerful appearance stands Gaston, the town's,b&fo Coca describes as an
“intimidating specimen of ‘a man among men” (1Bl about him screamsnan Coca
points out that “Gaston takes pride in his huge,sikick neck, biceps ‘to spare’, cleft chin
and his ‘every last inch covered with hair as wadl fighting, wrestling, shooting and
expectorating skills” (Coca 11), in short, he iananly man. Still, his strength, mixed with
his patriarchal thinking and vicious perspective things, is intimidating and marks his
position as the villain of the story. Although tlg&ls in town love him for his manly
complexion, Belle refuses him for his “patriarcliagpired advances” (11), as she does not
conform to his sexist visions. Therefore, being goed girl of the story, she hence has, as
according to Leach, the right for a happily-evaeaending and refuses the bad boy,

fulfilling her stereotypicajoodjourney through life.
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In Disney, the depiction of the typical good guisderlies Western gender constructions, as it
reflects the beliefs of the American filmmakerstthark on the animations. Davis mentions
that “the definitions of female beauty altered édesably over the course of the twentieth
century” (117), however, all of them are outstagtingood-looking, applying to their
contemporary beliefs on beauty, which sums up Nadwif's statement that “The qualities
that a given period calls beautiful in women argetyesymbols of the female behaviour that

that period considers desirable” (gtd. in Davis)117

Still, what Coca further mentions and what seentsetaniversally true in all Disney films, is
that all women protagonists are younger, sometievesn a lot younger, than their chosen
husbands, a fact that Coca bases on youth being faesthetic” (11). Coca points out that
Snow White, Ariel and Jasmine are known to be Iyeld, while the other female heroines
are merely guessed to be at approximately the sagee In contrast to that, the female
villains, who oppose the young girls, are cleargeo and depicted as “haggard peddlers”
(Coca 12).

Thus, the conveyed message is clear: youth isat#siand good, while seniority envies the
young, which leads it to vile actions, marking st fzad. Youth implies a lot of other things,
i.e. being innocent and passive, and needing soengohelp them, if possible, a heroic man.
Men, however, according to Disney, only choosedip land protect the beautiful girls, which
sends out a clear message to the young audientéengss you look good, you will find a

husband.

2.4.2. The importance of the male gaze

A woman'’s sexuality serves her as a winning toohén query and fight for love, however,
this sexuality is not only appreciated by men, ddab described by them, as Coca points out
by mentioning the “male gaze on women’s bodies’);(Irbother words, men set the rules for
what is beautiful and act upon attractiveness akegly, while a woman needs to fit those
descriptions in order to get what she wants anddéas to stand out by her looks in order to
get a man’s attention. Therefore, the lesson tleaybung audience learns is that a girl mainly

has to be pretty in order to make her win a maearty her physical appearance has to be
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striking to make the prince choose her over oth@emen, which puts women in the place of

competing with other women of who is more beautifizin the others.

Bell et al. further point out that this restrictiguits women against women in competition for
male approval (the mirror) of their beauty thaskert-lived” (36) and sends the message to
the young audience of beauty being the only importactor in life. Various Disney films
teach exactly that, i.e. when in town everyone kéithat Belle is the most beautiful, yet
strange because of her interest in books, whichgwates the idea that a girl does not need to
be smart, she only has to be beautiful, or in Skié¢lite, where a middle-aged woman wants
to kill a young girl merely because she cannot cstdre fact that someone else is more
beautiful than her. Such examples prove yet adahwomen are subject to the male look,
positioning themselves on the passive side ofwlesiexes, but forcing them to actively fight

for their good looks.

Disney’s audience hence learns that what men thiirgkgirl’s looks is important, or else she

might not be lucky enough to find love, and thereftries to fit the demands of appearance
that society describes. However, Cranny-Francial.etriticises the fact that hence, every
individual constantly has to question his idengfion with society as regards the rules of how
someone isupposedo be or look like; they state that it is a recatrgrocess of constant

negotiation between self and other, inside andideitdetween our unconscious desires for
Others (to have and be like them) and cultural sowal demands; it threatens to unseat our

stable sense of self’ (Cranny-Francis et al. 151).

As regards our desire for Others, we are likelyptoject expectations that the public has
towards us onto ourselves by “modelling their beétawy incorporating them, or identifying
with them” (Cranny-Francis et al. 154). That pracssconsequently dependent on the people
we surround ourselves with, who we want to pleaskvaho we can identify with the most,
etc. TheOther equals the object an individual desires to bes @ “fantasised idea about the
self” (Cranny-Francis et al. 155). Hence, peopleay learn during infancy that there is a
difference in the way an individual sees himsel arhat he wants to become and the way he
is being looked at and hence stereotypically pms#d in society. Cranny-Francis et al.
introduce Lacan’s idea of this struggle, which @autetis also deals with, and in how far the

gazeis important for that matter, as “all of us depemdbeing looked at and acknowledged in
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order to exist. The gaze involves power and thaestimg of positions to determine who has
the right to look [...] and who is to be looked £155).

Like de Lauretis, Cranny-Francis et al. point dudttin relation to gender studies, the gaze is
always pointed towards women, being looked at by,ne Western cultures. Women are
more likely to be judged for the way they dress aetiave, or their scheme of life, as to
whether they put their career over children. Herlece,gaze is on them and being aware of
that fact, women find themselves in a constantggiei of fighting the gendered model they
should apply to, or learning to adapt to the dersasfdsociety. Ergo the gaze, including an
individual looking at another one, as well as beiogked at, and a person’s self-
representation are closely related.

This moreover includes the notion of film, becasgectators look at constructed
Others who they might identify with and adapt tmwéver, the representation of women
within a film is dependent on society, which, ogain, is largely formed by the male gaze
(see 156-157). This vicious circle hence evokesstrae outcome as women adapting to the
male gaze or social beliefs and values, with tlme &ind its main female character as bearers
of identification. In other words it can be statbat the film operates on various levels: it
constructs a female protagonist that women viewarsrelate to and identify with, it adapts
to social values by showing the public differermtds of women, often in a stereotypical way,
and, as society is primarily dominated by men, egras a link between male and female

conception of representation of the inner self.

With respect to the male gaze, women are not ogheddent on cultural beliefs with respect
to the representation of her character, desiresvahes, but also as regards her degree of
femininity according to the portrayal of her bodlye way she dresses and looks; “cultural
definitions identifying femininity with physical taactiveness’ compound this identification”
(Marshment 143). Accordingly, the male gaze, towandhich a film is generally pointed,
influences the manner of portraying femaleness.skiaent quotes Laura Mulvey, who
concentrates on analysing the structural configumadf gender representation in films and,
like most theorists who worked on the ‘gaze’, foumdmen to be “subjected” to the male

gaze (qtd. in Marshment 146).

Therefore, the system of beauty is a patriarch&l, @s women have tried for centuries to

allure men with their physical appeal. Men decidetns attractive and desirable and women
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attempt to live up to those measures and concep{see 146-147). Hence, women within a
film are frequently presented like super-womenseasual symbols and every man’s dream
come true. Naturally, the average woman does nofoom to this beauty system, which is

why with the global spreading of media, the numifevomen desperately trying to meet the
expectation of the male gaze via surgery, or notd disturbance is increasing. Still, films

propagate the beauty model of the Western world theceby frame the ideal concept of

beauty, regulated by the cultural and social mooefgsed on both genders. Cranny-Francis
et al. note accordingly:

Beauty culture’s successful operation depends dis@urse of femininity. Popular
ideas of femininity circulate, are maintained anel l@newed through texts which give
instructions on how to be a proper woman. The dissm of femininity tells women
and girls, sometimes directly but usually coveriyhat is a beautiful woman. Its
instruction manuals come in myriad forms: popula@agazines, advertisements, icons,
films, window displays, toys and so on. (198)

Margaret Marshment elucidates that although theye@rat beauty changed over centuries, its
implied meaning did not, namely the power relatibrddlen underneath. Although films also
divulge concepts of perfect men, women are usumadye willing to adjust to those notions of
appeal and attractiveness, accordingly a genarrést in appearance has become defined as
a specifically feminine one” (Marshment 143). Hendee concept of beauty is closely
connected to power relations between men and woarah further demonstrates the
influential power of both media and the men th#itience the spread assumptions on beauty.
Cranny-Francis et al. also deal with this issu& aoint out that women have an inner
strive to be pretty, particularly prettier than @th and that is why feminist theories
concentrate on the male dominated social stru¢hatinfluences women and unconsciously
forces them to adapt to male visions of beauty (Geanny-Francis et al. 200). Both
Marshment and Cranny-Francis et al. seem to sharedmmon belief that women are born
with an inner impulse to be desirable, howeverf th&s urge is reinforced by images on
screen, which are influenced by men. Marshmenthé&urtmentions that feminists, who
“concentrated on identifying the reproduction ofnder ideologies in representation of
women” (Marshment 145), have challenged the beaystem, deliberately not paying
attention to male perception of attractiveness bifirgy their hair short, refusing to wear
make-up, neglecting high heels and dressing in alynaanner. The way an individual
dresses reflects and represents his identity,abief conducts “a meaning to others, which
is socially constructed and understood, about $aciors as age, class, fashionability and so

on, and about our attitudes towards these facidigishment 143). Marshment additionally
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indicates that “we decide how to represent ourselVée are all, therefore, practically and
intimately involved in debates about the relatidretween ideology and pleasure, about
defining sexuality, about the ethics of consumeriamd, above all perhaps, about whether,

and how, to reject or re-evaluate the ‘feminind’44).

Ergo, a woman can decide whether or not to fit imtale influenced social concepts of
beauty, as her own vision of what is desirable gt conform to the common opinion of
how to look or what to wear. Still, such a refusady be misunderstood by her social
environment, which tends to read abnormalities atfter negative assumptions into a
woman’s rejection of common laws. Disney films hgveven to abide by this concept and
most times connote evil women with an undesiralddyband face in order to emphasize

those women’s veering away from patriarchal rules the male gaze.

2.4.3. Beauty - variation and varieties

In film, the feminine hero is usually bound to bgagoncepts, because she is “complying
with cultural definitions of feminine beauty” (CnayrFrancis et al. 204) in order to perform
ideas and concepts of femininity that the audieraeagree with.

Nowadays’ concept of beauty includes bodies thathaalthy, slim, bronze, with big
and bright eyes, and long hair, impersonated byMictoria Secret angels. Popular media
broadcasts these women everywhere, portraying #sethe utmost beauty-goal that needs to
be met and that flmmakers are geared to. Interglstithose models and actresses look a lot
like Disney princesses, which proves the impactiegree of these films, however, those
charming characters were in turn influenced by iesagf real beautiful women, which once
more proves the circle of interactional propagantiach films serve as. Cranny-Francis et al.
also touch on the fact that films have the posgibiio play with social and cultural

assumptions on beauty and gender in general.

Directors exaggerate concepts of femininity andauksity, depicting super-male and super-
female fictional characters in order to emphasedgr diverseness, as well as the difference
between good and female, beauty and ugliness (s&2244). Those overstated
personifications appeal to fairy tales, like Disrfégns, where “dichotomies and associated

connotations of (active) masculinity and (passit@nininity, (good) beauty and (evil)
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ugliness, and (pure) whiteness and (corrupt, conted) blackness recur as potent
archetypes within a range of favourite childrertsries” (244). Like other films or books,
these stories are influenced by society and hesftect the common image and concept of
stereotypes, however, by doing so in a childreitris, those assumptions on gender, beauty or
race are unconsciously implemented into the youmgvers’ minds, influencing and

modifying their beliefs about gender and stereatyfpem an early stage onwards.

Still, what is regarded as beautiful by societgépendent on the time being; whereas in the
1930s, Snow White was pictured as a young womantow thin and with a girlish and
almost child-like girl-next-door-look, Disney womef the 1990s looked thinner, or sexier
and more voluptuous, like Jasmine froAtaddin Coca mentions correspondingly that
“women’s image turns erotic” (Coca 12), from Argekllmost naked upper part of the body,
over Jasmine’s “belly dancer pantaloon outfit” (18) Pocahontas’ clothing which does not
cover the body much, which are both bound to caltbackground, however, are very sexy,
to Esmeralda, a gypsy who shows belly and dancesalty (see 12).

While children do noseenakedness and sexual allusions, says Coca, ieas that those
films send “explicit signals” (15) and are cleadyented towards the male gaze. That is why
Douglas Brode criticizes Walt Disney’s “supposedrat of ‘innocent’ family entertainment”,
while he figured that the company “openly embraeediaring sexuality” (Brode 125).
According to him, Disney princesses only appeabddhelpless girls, waiting for a saviour,
while in fact they actively use their sexuality ltoe them in. He is therefore suspicious of
“Disney’s portrayal of women as superficial imagashelpless princesses, subserviently
trusting males to carry them off and live ‘happdlyer after’ in a retro world of postmarital
bliss” (Brode 171), as he believes the heroinebepsexually speaking, more refined than
their innocent appearance makes everyone assutile.asSper Bell et al., such signals carry
a rather positive “semiotic layering” as regards tltonstruction of women’s bodies in
Disney animation” (Bell 109). According to themetiportrayal of female heroines is an
“attempt to align audience sympathies” (109) in W@y they are depicted, as everything

about them appears beautiful, kind and invitinghtsexually and sympathetically.

Bell et al. further note that although some of théamale protagonists are already described
as being extraordinary gorgeous in the originalyféales by Grimm, Perrault or Andersen,

“Disney artists sketched the flesh and blood onsehefolktale templates with
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contemporaneous popular images of feminine beautyyauth, their sources ranging from
the silent screen to glossy pin-ups.” (109). Belale describe Snow White as having “large
expressive eyes, pouty mouth, and broadly drawtufes’ (109), which is probably not the
kind of image that the brothers Grimm had in mingroa hundred years earlier. 1950’s
Cinderella, say Bell et al., was painted to thetyses of Grace Kelly, Sleeping Beauty
Aurora, who, according to Solomon, has been desdrds “Disney’s most beautiful heroine”
(qtd. in Bell et al. 110), was depicted after comperary Barbie dolls (see Bell et al. 110), and
Ariel's “huge blue eyes, upturned nose and excedsangs recall the ‘70s wholesomely lithe

pin-up girl, Farrah Fawcett” (110).

Davis argues that Disney seemingly prefers thertishaired, blue-eyed ‘all-American™
type of girl, best pictured in Cinderella, who ishe typical American girl'. She is cute,
lively, of medium build, weighing about 120 poundsnd with a tender heart for boys and
animals” (92). According to Disney’'s good versudd baorld, where the good ones are
beautiful and the bad ones are ugly, both emboditieg inner personalities, Cinderella’s
sisters are depicted as the heroine’s counterpdrhance portrayed as nasty girls.

However, with respect to the original versions, Blas Brode claims that Cinderella
and her stepsisters were depicted entirely diftren the Grimm’s edition. Whereas Grimm
describes the stepsisters as “beautiful and faamppearance” (gtd. in Brode 184), they are
ugly and “bitterly jealous” (184) of their charmirgiepsister. While in the Grimm’s tale,
Cinderella turns into a desirable woman througlgad gown” (184) and is hence magically
made into a stunning girl, Disney describes hea astural beauty and thereby emphasizes
the exaggerated difference between good and earacters as regards the reflection of their
soul in their physical appearance (see Brode 184).

The concept of beauty i@inderellais taken to its peak, however only in the Grimm’s
version, where the invitations for the ball go tmbonly “beautiful young women” that were
allowed at the castle, so the prince “might chdaesteveen them” (qtd. in Brode 185); Disney
decided to change this line into inviting all “akadile maidens” (185), which hence includes
Cinderella’s ugly stepsisters. In both versions stepsisters attend the ball, however, in the
original version as beautiful women; but as Dispeys an emphasis on the direct alliance
between evil nature and an unsightly appearandejitunot want to change the plot, they had
to allow all women, both good-looking and ugly,tbe ball in order to not exclude the mean

and hence nasty stepsisters from it.
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Brode continues by pointing out that the basic eph@n Cinderellais comparable to the one
in Snow Whiteas he believes that both stories criticize thg s@ciety views women and
how they are only judged by their looks insteadtledir talents or dedication to be hard
workers (see 184). In both films, the central nraehe attraction of a man which, in both
cases, is achieved through the girls’ beautySmow Whitehe question of attractiveness is
actually the main issue of the story, as the quesmks to be more beautiful than everyone
else and is willing to kill her stepdaughter in @rdio reach her goal. While men mostly strive
for being stronger, bigger and better than othen,n8ow White’s stepmother proves that
beauty is a woman’s central matter, at least aaogrtb this stereotypically gendered fairy
tale. She keeps on re-asking the magic mirror @neesquestion, namely the famous and often
recited wordamirror mirror on the wall, who is the fairest ofdm all and always gets the
answer that a younger woman is more beautiful ttaenHowever, as she cannot impede her
aging, she is willing to kill this woman in ordes be desirable, yet the most desirable,
probably for all the men in the whole wide worldlthlugh presented in an overly
exaggerated and maniac way, Disney proves withstagy how important appearances are

for women and how essential it is to be perceiveteautiful by the male gaze.

As already mentioned, the one feature that all gJoisdey heroines seem to have in common,
apart from their good and sound personality, isrthge. They are all younger than their
princes charming, incorporating ideas of innocesumog natural beauty. Davis also touches on
this issue and notices that “the waif, whose thinderdeveloped body, typically found
amongst pre- or early pubescent girls, is promatedn ideal for adult woman” (117) during
the 1920s, which served as the basis for Disnegtrgyal of women which are young and
have soft bodies that emphasize good virtue an@, more profound level, their readiness to
get married and thereby take their righteous pmsith society (see 117).

Basically, says Davis, the heroines Snow Whited€ialla, and Aurora all belong to
the same beauty model that dominated the 19309ps1%hd 1950s, namely the “soft,
physically comforting, inviting (although nabo inviting; anything too overtly sexual was
hinting that a woman might be more sexually expexeel than society’s emphasis on female
chastity outside of marriage would permit), matbosly of a young woman” (Davis 118).
They all share beauty and integrity which, althougliloes not protect them from evil,

promises them a good and happy ending (see DaSis 13
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Bell et al. further mention that the bodies of @grheroines are shaped on the bodies of
ballet dancers in order to emphasize the girld anfl tender movements that are indicators to
their royal heritage. Their walk is a kind of colde their real origin, even if they have been
raised differently, like Aurora or Snow White, thevalk still tells the audience that those
girls are highborn (see 110-111). Furthermore rthaiural grace stands in opposition to evil
female characters, e.g. Cinderella’s stepsistets) ®ell et al. describe as “antitheses to
correct dance carriage and movement” (112), whaegaggeratedly painted with anaesthetic

features and, ballet-wise, incorrect body design.

Davis states that Disney is “largely static” widspect to changes of beauty images in women
that took place between the 1930s and the 19608pasfemale characters that belong to this
time span have very similar features (see 121).drtg aspect that changed over the course
of time is the way a woman'’s sexuality was portthyehile in earlier films the princesses
were uptight and had clothes that reflected thersgnalities, later heroines show that
“female sexuality is portrayed not as a weapon sparce of evil power or deception, but
instead as a normal thing that happens when ‘batsrggrl’ (122).

Over the years, Disney also tried to serve theesaod a great variety of different types of
beautiful women: blondes, brunettes, redheaded lladk-haired girls all had their
appearance in films as the beautiful, young herdtbough they are all stunningly beautiful
and set the rules for beauty standards the avexadience cannot live up to, they make it
easier for young girls to identify with a charactera film by the colour of their hair.
Although the Northern American model of beauty deds rather favours tall, blonde,
Barbie doll kind of women, very few Disney heroinage blondes: Alice fromAlice in
Wonderlandis blonde, which adds to her innocent, childlikeracter, however, among the
princesses, only Cinderella and Aurora fr8ieeping Beautys well as Disney’s latest filmic
succesJ angleds Rapunzel, are blondes.

Ariel from The little Mermaidand Megara fronHerculeshave shiny red hair, however, the
most dominant hair colour is dark: Belle fr@deauty and the Beastane Porter frorfiarzan
and Wendy fronPeter Panare brunettes; Snow White, Mulan, Pocahontas aschihe have
black hair. Still, among those dark-haired womeny &now White and Jane are portrayed as
being American, while Belle is French, Wendy istiBh, Mulan is Chinese, Pocahontas an
Indian beauty and Jasmine is Arabian. Hence, thmseblondes embody beauties from

different countries and cultures and are thereftagicted as being different from the typical
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U.S. beauty. Still, all those women have one thimgommon: their beautiful appearance
which helps them win a man’s love with sexualitynigetheir key to happiness.

Apart from literature, many internet sites deallwifender studies, especially with women
images. One of those is the sitgiddchenmannschaiet, a weblog where various issues on
feminism are being discussed and online users rae tb leave comments, reviews and
criticism. They further deal with clichés on womienadvertising and film and since Disney
women serve a lot of feminine stereotypes, thesgdars touch on the subject as well and
cite the following figure:

T [B TR | This one drastically . "
Betrothed at birth pn Saves a prince’s

e idi | get mamed to satisfy changes her i _
Her hurgearing p{,:it;faﬁlgggﬂ?m | the requirements of | physical appearce  life. With her
sexuality is a <he is kiled byl the law. Her 50 as to he more only asset, her
threat toanather | o woman | reluctancetodoso || attractive to man. sexuality.
mEH'HQBUr?n?: out of spite. Her | Causes her powerful The price is that
; owner__ahem._fia father no end of she can't speak. : -
asset, physical | o - o with | frouble. Sheis Mo problem, she She is saved from terrible
beauty, is what e Again; e enslaved by a has nothing of living conditions by a
saves her in the St unl'_;- powerful man and is value fo say prince. He does this, not
and | only saved by the wit _  anyhow. She s because she's such a

hard worker, but because
she is beautiful.

salvation.
3 of a streat rat

7 saved by a prince.
' o

1'

Figure 1

Although presented in a fairly sarcastic way, thisture can be regarded as a feminist
analysis of all these princesses’ love stories. ging’ characters are indeed left out in this
approach, as the analysis is merely pointed towdreieroines’ physical appearances, or as
the figure refers to it, their sexuality. Accorditmthe interpretation given, all these women
actively use their attractiveness in order to raaelr goal, assuming that they know that they
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can only rely on being beautiful. However, as rdgathe women’s activeness, one can
monitor a slight change during the course of tiagethe bubbles in the picture point out.
Snow White is entirely passive and extradited te thicked plans of her evil

stepmother, the queen, and has to fully count omesme to come and save her; there is zero
activeness in her story of salvation. Thirteen gelater, Cinderella is also trapped in a
miserable situation, enslaved to be her stepmathart her stepsisters’ servant, which she
passively accepts, until she receives help fromirg fodmother, who enables her to meet the
prince. However, she runs from him and lets hintlaoactive part of finding her until they
can live happily ever after. Sleeping beauty Auralso suffers under the evil plans of a
witch, who puts a spell of one hundred years céslen her, which can only be broken with
the kiss of true love. Her saviour, the prince, mhshe once danced with without knowing
that those two were promised to each other in bbibdl by an arranged marriage, has to fight

the diabolic witch and kiss the sleeping beautyictviputs her in a completely passive role.

As regards their sexuality, those three women siebe desirable to their princes, merely
because of their beauty. All of them have met theure husband only once, very shortly, in
the past, which probably is not enough time fomthe get to know each other and fall in
love with the person’s character or inner beauthjctv leads back to Andreea Coca’s
statement, as she mentions that “Disney animatadacters fall in love at first sight and

between the first meeting and contracting marrlagen very little about each other” (14).

The princes fall in love with the women’s good Isaknd, mesmerized by their appearance,
want to be with them for their outstanding sexyalitot because of e.g. their working skills,
like Snow White or Cinderella show having. Howewsith the uprising of the new Disney
heroines, almost forty years later, it was time dorevised version of the young princess,
which was introduced with Ariel's appearance ongbeeen. Fascinated by the human world,
the young mermaid is willing to give up her mermasihtail in order to be with the man she
loves. Although her plan is thwarted by the evi-s@tch, and she has to be saved by her
prince in the end, it ieer who takes an active role in the beginning.

With this story, Disney turns the tables on genaégs, as this time it is the woman
who falls in love with a man due to his attractagpearance and not vice versa. Furthermore,
her willingness to sacrifice her whole old life farm shows her preparedness for getting

active and to actuallgo something about her future. This notion of selfraltmmment can
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also be viewed in the further works of Disney, wigblle and princess Jasmine, who both
decide to leave their home in order to escape th@daries of their lives.

Both are not interested in marrying the next beashnin Belle’'s case it is the town’s
beau Gaston, whereas Jasmine is supposed to bedntarra prince without even knowing
him, in order to save her political situation. Be#lventually sacrifices her freedom in order to
save her father, willing to live imprisoned in agB&s castle. She is the first Disney character
to prove that also inner beauty can be attractiherwshe falls in love with the Beast and
thereby saves him. Moreover, she is also thedimstto be the female saviour who gets active
and manages to break the spell of an enchantresgbly she is probably the strongest female
character of all. Princess Jasmine, however, isséy a man, but proves another lesson in
life, namely that money, status and power are ngtortant, but that a person’s high-
mindedness counts. It accordingly seems that shectses for inner beauty, whereas her
saviour, Aladdin, is primarily interested in thenmess’ good looks. However, she gets active
as well and thereby satisfies feminists like elggbers from that internet site, or women
from all over the globe who, impressed by Jasmineigageous journey, might be willing to

overlook her accentuating clothes and bare belly.

Recapping all this information on gendered portragawomen, it can be said that a
character’s personality is best reflected in hisi@r looks. Furthermore, the beauty standards
in Disney films and the fact that the most bealjiu always gets the man in the end is a
very clichéd and stereotypical reflection on rgakind the way how menhoosewomen
within a society. Beauty as the essential concépt story can be viewed in several Disney
films, the most striking example beifmow Whitewhere the question of beauty is the actual
central matter. As per Ben Leach beauty is aligioebleing good, it makes it fairy-tale-wise
impossible for the evil queen to become more badutian her good-hearted foe. Beauty,
says Leach, goes hand in hand with “friendlinesgdgess, intelligence”, and is basically a
guarantor for a good and romantic outcome (Leatbgtaph.co.uk).

However, though it is merely a fairy tale which Dey propagates, this concept of being the
prettiest and fairest girl is thereby imposed upgols by society and of course also by Disney
films, which children watch and hence seek notlelsg but to be as beautiful as a princess,
as they realize that not being intelligent, bunigegorgeous and swell will get them far in life.

Or actually, they learn that being a pretty girlang that one is liked by everyone (animals or

humans) and really, absolutely, not evil, as Disagyarently says so.
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2.5. Gender performance

One of the most impacting authors of feminist sgadhat concentrated on the issue of gender
studies is Judith Butler, whose work on genderguarénce is still influential in the analysis
of gender in society and, as most researchers atiobra that are relevant for this thesis
focused on Butler’s ideas, so is it for the analygigender in this chapter.

Cranny-Francis et al. state that Butler “arguest tbander is the process of
embodiment which results from the repeated perfonaaf acts of gendering” (4), and that
“gender and heterosexuality can, therefore, be aserategories which regulate (and create)
individual subjects, according to how they are pred to perform their sexuality” (19),
proving that “these are not categoried& but to perform” (19). In other words, one is born
with a gender, but it is up to him or her to whateat he wants to perform his gender with

reference to social rules, expectations, dutiediarithtions.

As already pointed out, gender constructions aredgged as a product of “bodily gestures,
movements, and styles of various kinds” (Butler )14t which are “only as solid as the
social and cultural practices that constitute growme”, hence it is only a performance that is
“open to disruption, unexpected variation and tiamsation” (Glover, Kaplan 157). Every
society and culture has its model of how the twaeseshould behave and propagate
stereotypical role-models in order to promote dadeiifestyle. This issue is ever-present and
has already been analysed in ancient Greece, wheoerding to Cranny-Francis et al.,
Aristotle stated once that “men were stronger, womeaker; men courageous, women
cautious; men the outdoors type, women domestia) saucate children, women nurture
them” (qtd. in Cranny-Francis et al. 2).

In the contemporary Western world, women are sugghds have a lot of characteristics,
like being motherlike, generous, pleasant, calm tomonention their numerous abilities in the
household. Good and neat Disney characters showndhaall those typically Western
characteristics, plus some extra outstanding featutike being stunningly beautiful,
wonderful singers and remarkable dancers. Cranagdis et al. note that “Western culture
has privileged and institutionalised the mascuideal of separation, autonomy, self-reliance
and individualism as the model for subjectivitydaelegated the qualities associated with the
feminine, such as connection, relation and nurteato the private sphere” (Cranny-Francis

et al. 61). Accordingly, images of women are “afinovariably constituted in terms of



42

patriarchal stereotypes — women as weak, helptess)g and nurturing, or alternatively as

betraying, vicious and corrupt.” (Cranny-Francigletl 20).

2.5.1. Disney heroines - the marrying kind

With regard to Disney animations, the young hergiiees are fairly impacted by society
and its patriarchal rules that expect her to finguaband and to be the passive and obeying
part in this family concept. In most fairy talesdatimerefore also in Disney films, the young
heroine wants nothing but to get married and ligpgily ever after, as she has learned that
this is what society expects from her gender. Danasitions accordingly that the “traditional
interpretation of the roles of love and marriagwithout question the most prevalent” (20) in
Disney animations and that the film has only susitdly ended, when the lovers “are
reunited, marry, and live happily ever after” (2dpwever, she proceeds by claiming that we,
as spectators, do not actually know what preci&bbt ‘happily ever after’ entails”, as we are

merely “led to believe that it will be simply a doruation of their love and happiness” (21).

As per Disney, the representative that can be ebisapis the film Sleeping Beaufythis
fairy tale introduces the story of a young femalet@gonist who has, from early childhood
onwards, always dreamt of the man who would coneeday and marry her, not considering
the fact that within the patriarchal system shediin, she thereby gives up her freedom and
has to obey her husband. Although we do not knawetkact time in which the story of the
film is told, it appears to be the Middle Ages, ahhimeans that marriage most probably
equalled female oppression. In this matter Dou@esde points out that for most Disney
heroines, “marriage is the end-all, suggestingetheme indeed limitations to any feminist
interpretation”, as according to him, contemporfarpinists think that “marriage had been the
invention of men to ... take control of [women’s] eafiy for reproduction” (Brode 185).
However, despite all the societal boundaries ahgidl to face, Disney still implies in its early
animations that marriage is the ultimate goal fgirhand builds the plots around this central
issue, sending out the message to the young awdigmat, if a girl wants to play by social

rules, this is what she can expect from life.

Such social restrictions were the trigger point hoe feminist movement in the 1960s and

1970s, which Richardson and Robinson talk abothewomen’s movement (see 3). Women
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developed a new feminist consciousness that lea 4ocial movement “which was broadly
defined as the recognition and analysis of womepjzression, and therefore how to end their
subordination in patriarchal and capitalist soesti (Richardson, Robinson 3). Women
sought to operate on the social model of poweryigpd to change the inequality that women
had to face ever since (see 3). Hence, they staoeguestion the relationship between
womanhood and the concepts of society and cultdemanding a “total intellectual
revolution in the concepts, perspectives and metlogies of the subject areas” (Richardson,
Robinson 6). Davis talks about this era as a prodgminst “glorifications of female
objectification” and “the role of woman as suboated helpmate to her husband” (Davis
164) as the central matter of this time.

Whereas the whole movement is a profound matténgh@ot going to be discussed in
this thesis, the fact that it took place and praftly changed the position of women in
Western society can be observed examined amongattier and later Disney films of the
twentieth century as regards their portrayal of gwod heroine. While earlier female
protagonists, like Snow White, Cinderella, or Aarowere presented as characters that
happily fulfill their social duties and whose meaal in life is to marry, the depiction of later
Disney heroines was rather determined by the assamphat women are rather “made, not
born” (Glover, Kaplan 49). One very concrete exafpl this is Mulan, as she proves that it
is possible to change one’s path and to changewne society perceives women by
demonstrating that even within the strictest bouedaof gender, women can fight their
destiny without being regarded as ludicrous or evesked and mad, but that even when they

escape their domestic life, they can be wholly ptatas a woman by society.

Still, the common Disney princess is supposed lioviothe path of finding love and getting
married, however, all in a very female-like passiagy, which is the main plot that each fairy
tale revolves around. Notwithstanding, tha&ssivepart is a vague one; Andreea Coca also
refers to Judith Butler in order shed light on tissue, quoting that “gender is understood as a
performance” (Coca 13). Therefore, reconsiderimgféict that a girl is found to have only one
goal in life, that is to find a husband, she haadiively do something about reaching this goal
and not lie at home, passively, and see if prirff@ming will eventually drop by. Hence, if
she wants to perform according to her gender, stsetth make sure that she actively puts
herselfout there on the field, where a man will find her and swaep off her feet. Still, Coca
further talks about Judith Butler's “set of codgsstures and adornments” (Coca 13) that a

girl follows by doing so, and while the willingness obey these rules is active, the final
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decision of what girl is chosen by what man is dlemen’s business and therefore puts a girl
in a passive role. Coca mentions accordingly tBasriey animated characters fall in love at
first sight and between the first meeting and @mting marriage learn very little about each

other” (14), which proves that beauty is the keatdee to meeting a man.

The depiction of a typically good girl underliesnger constructions and Western patriarchal
beliefs, however, not only as concerns her desara$ goals in life, but also her looks.
Opposed to little boys, who are not necessarilgredted in girls at a young age, girls who
watch Disney animations seem to easily identifyhwibhe female protagonist’'s journey
towards love and romance from a very early stageaots. Coca has already pointed out that,
according to patriarchal Western beliefs, what mearch in a woman is “obedience and
beauty” (Coca 11). She further notices that somsn@&y films actually serve as a guidebook
as to how to become such a woman; Ariel, for examlplses her voice in order to become
more attractive for a man, teaching the audienaealyirl is only judged by her looks and not
by what she has to say, or Mulan, who is taughhlymatchmaker that “Men want girls with
good taste / calm / obedient / who work fast-pacedth good breeding / and a tiny waist”
(Coca 11).

As already mentioned, Disney makes its audiende\methat beauty is the key feature that a
girl needs in order to find a husband and thatteiseto properly follow the rules of gender
performance of “gender behaviour and patriarchamsd (16) in order to succeed; in other
words, she has to get active and in order to get wihe wants, however, at the same time, has
to passively bow to those standards by performimgespondingly. She further notes that
everything a girl does when putting herself outtbe love market, can be considered as
gender performance (see 14-16), which depends cetgan its time being, as it involves
gendered codes, gestures, etc., which are, howavew defined by male thinking.

Bell et al. touch on the same issue when theyahtkut the way male thinking defines
and determines a woman’s looks and role in sodigtgtating that most Disney films follow
“the classic ‘sexist’ narrative about the framinfgnamen’s lives through a male discourse”
(36). Basically, this means that a woman'’s jourtiegugh life is entirely based on patriarchal

rules and boundaries of the circle in which shermane.

With respect to gender performance, Cranny-Fraatial. investigated how a woman is

supposed to behave in society by asking themséeeguestion where the roots of defining
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gender lie and by exploring where gender begingyT$hed light on the issue that even
before a baby is born, his gender, and thus alsd#&haviour his surroundings expect from
him, are fixed as soon as his sex is discoveredals® of social rules, we know what to
expect from a little girl or boy; if a boy acts aggsively or wildly, it is accepted and regarded
as normal however, a girl should not behave rudely andherdfore advised against such
deportment. With regard to Disney, the same modebunts for marriage; as finding a
husband is only the pre-stage to becoming a motia@ch basically is the role that society
expects from the female gender, it is not acceptldyla woman to not want to be part of this
circle of life. The quick and easy conclusion: fvaman does not want to be a nurturer, she

cannot be considered a whole woman.

However, Glover and Kaplan refer to Ann Snitow'sasA Gender Diary in which she
suggests women to face these claimed gender stendiffierently; for her, the main question
is to see social standards as a free choice abloether to fit in or not. She describes it as
“subtle psychological and social negotiations ahosit how gendered we choose to be” (qtd.
in Glover, Kaplan 7). All the same, a female faiie villain, who chooses not to blend in by
e.g. what she wears, should not stand out negativeghe audience because of her looks, but
rather because of her evil actions. Nowadays, aam®efusal to fit in manifests itself in
her desire to be equal to men in work, societyldadwhich is also an issue that Disney talks
about with its powerful, ruling queens. Those wonrefuse to obey to their gender
stereotypes on a mental and social level, e.g.eleing the need to be queen, or by not

wanting to find a husband within a patriarchal sbgi

Nonetheless, some societies, i.e. the patriaraies that are presented in early Disney films,
do not allow women to choose the extend of how tlvapt to fit in these rules and hence
force them to break out of these conventions tiey tannot live up to. Such eruptions from
expectations that cannot be met might thus questimman’s identity in society and cause
for her being regarded as not sufficiently femalebe normal (see Glover, Kaplan 8-9).
Glover and Kaplan note accordingly: “It is not unwoon, of course, to hear women
described as ‘unfeminine’; supposed coldness, aggne, ambition, neglect of children or
high intelligence can quickly bring this accusatigpgon them” (3). In other words, if a woman
oppresses her desires to choose freely on hetyléeshe might succeed in only having rare
abnormal, unfemininecenarios, but if she gives way to those feeliags, feels comfortable

living them out, she might display her emotionstlos outside as well in the way she dresses,
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move or talks and as a result, her sex or her $igkaaght be doubted by society, as she does
not fit into the model of gendered femaleness. &ysnses this view on gender models in
depicting their female villains out of the norm kviédgy, hence unfeminine, bodies or overly

voluptuous and sexually demanding qualities in otdeefer to their inner mischievousness.

2.5.2. Breaking with tradition: Disney’s women’s movement

The women’s movement from the 1960s and 1970s khsedh later female characters in
Disney films to do the exact same thing: to breakaf their lives as they know them, get
active and reach a certain goal. While such compant was only thinkable for evil women
in the earlier films, later heroines show havingikr desires as Disney’s earlier female
villains without being degraded to being wicked. $#lof them have been basically strapped
to one place where they had to work, or restrittefust... being princesses” (Coca 8), but
as they discover that their expectance of life $eaaore than that, they are eager for an
adventure. Interestingly, what they mostly havéidgbt in their desire to flee from their lives
are gender based boundaries; Mulan does not waedno how to become a proper woman to
marry and how to bringonour to us allas she sings in the very beginning of the filrall&

is not satisfied with marrying the town’s stud amdnts to meet a man on an intellectual
basis, Jasmine refuses to be bound by law and ragsrince who only wants to marry her in
order to become king, Pocahontas is avid for |egrabout a new culture, Cinderella dreams
of a more glamorous life than being enslaved bydtepfamily, etc., however, in order to
succeed, they all have to fight an authority dreteby overcome the social limits of gender.

With regard to Disney animation, the final chanfiéemale perception was brought along as
a product of the women’s movement of the 1960s EditDs; on a general basis, Disney
heroines were suddenly given a greater freedonmafte as regards their future paths in life
after this period. Davis mentions that it this nigye of Disney woman is “also very much a
departure from previous Disney heroines (Disneygasses in particular) in that she has
motivations other than romance and love, and thattas enough spirit and self-confidence

to argue and to stand up for herself and her perdeaights” (Davis 159).
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Earlier Disney princesses were depicted as thossyeg weak girls who could not handle life
on their own; with regard to this ever presentesdbavis mentions Snow White’s ultimate
passive actions as an example of this typical pleseness of early Disney heroines.

It was simple — and possibly true — to say thahdilms asSnow White, Cinderella
and Sleeping Beautymight be giving young girls a message about |oself-
motivation, and self-worth that were at odds wilteltwentieth century feminist
ideology. After all, Snow White, although in dangd#rbeing murdered by her evil,
vengeful step-mother, is more concerned with capkior, cleaning for, and
mothering the dwarfs than she is about protectergdif, and certainly in the end can
only be saved by the handsome prince who findsahdrawakens her — with ‘love’s
first kiss’ — from sleeping death. Furthermorehegtthan doing something about
taking back her kingdom from the evil queen, Snowité&/allows herself to be first
degraded (by being turned into a scullery maid matwshould have been her own
castle), then persecuted and banished (when thenqurelers Snow White’s murder,
but the huntsman allows her to flee). Finally, wigrow White falls in love, rather
than doing anything to contact the prince herséeek him out in any way, Snow
White simply sits back in her chair and sings ‘Soday my prince will come’,
perfectly content to make do till he finds (andcress) her. (224)

However, one has to keep in mind that Snow White @&ney’s first princess and therefore
her portrayal was bound to a time when in Amerisaniety a woman'’s prestige was still
rather low and her only duties in life were to bgaod housewife. In those early Disney
animations, it seems that those passive, goodajielconstantly exposed to great danger, but
are shown to not defend themselves and wait far thale saviour instead. Keeping in mind
that Disney films usually teach the audience aodesshe shared message of these stories
seems to be that no matter how hard life can ggit] atill has to recollect her passive nature
and lean back, hoping that a man will save her,dvaw if not, she is doomed, as society
does not want to see an active woman fighting érright or even her life.

On this issue, Davis introduces Jeanine Basingen, @ncentrates on the portrayal of women
in Hollywood films, stating:

Many of the Disney heroines may be weak, or simptancredibly passive, leaving
them vulnerable to shaming and criticism by sclsoknd the media. Many of them
may be ‘too’ good, or ‘too’ beautiful, or ‘too’ wihg to let others run their lives for
them. But have they ever problems! Threatened ldyweiches and fairies, betrayed
by their stepmothers, pursued by demonic indivisladlall descriptions, when all they
ever wanted to do was fall in love, get married araybe be useful to someone. (qtd.
in Davis 223)

As Davis already quotes, this inner strive to “lseful to someone” was the only thing on
those early princesses’ minds, putting a man’s @gsdnd desires over their own, even when

it comes down to fighting for her life.
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Up to the women’s movement, a woman who was madezdsted in fighting for her rights
and for the fulfilment of her desires was regardsdmasculine, except if she was still too
young to be perceived as a woman who is ready toym@/e have learned that within the
Disney world, being beautiful comes along with lgeyoung, however, being a young girl
implies not being ready for the dating world anddethe need for following the patriarchal
system is not of utmost importance yet. Davis pomiit that “Disney heroines of the past
were generally given much more freedom to be adwens and argumentative when they
were pre-pubescent” (159), however, as soon asrdemhed a certain age and hit puberty,
their right to do the same thing was curtailed. Bapalls it a “use of childhood as an excuse
for vivaciousness” (159), giving examples of Weridym Peter Panand Alice fromAlice in
Wonderland.These 1950s movies point out vividly how Disney \ays its concept of a
girl’s transition from childhood to adulthood, stef that “their ability to escape from reality
and go on grand, exotic adventures will cease” 159

This transition can be best seen with Wendy, wipasents decide one day she has to
move out of the nursery where she used to live ithlittle brothers, as it is time for her to
grow up and leave her playful childhood behind. ie@though she manages to escape into
one last adventure with Peter Pan, she has a mgtiguality there as well, as she is the one to
put the younger ones to bed and keep Peter’s hougeverland. Thus her one last attempt to
escape maturity and her duties in life actuallynggsi her closer to this role instead of

manifesting her desired status as a young girl 1568e160).

Interestingly Wendy and Alice are the only two féenaharacters to really enjoy great
adventures without experiencing the adventure v lon the way, implying that only when a

girl is young, she can be venturesome without mibenition of finding a husband. Davis states
that in “both films, it is implied that only littlgirls (as opposed to grown women) go on
adventures, and that little girls are still in pesson of their imaginations” (105). Such

statement, however, implies that grown women ateafiowed to be impulsive and active

when they are adults, as they have to face rethiéy which, on the part of women, does not
include adventurous imaginations. With regard tsnRly, Davis explains this issue as
follows:

Alice is shown in the first and last scenes offtlme with a woman (possibly her older
sister, though in fact her identity is never stataad this woman, although expressing
the fact that there are many good books in thiddweithout pictures, does not imply
when saying so that she has an imagination capbdeipplying the pictures. The
only female characters Alice encounters while inndkrland are a garden full of
terribly snooty, mean-spirited flowers, and the Quef Hearts, whose main pleasure
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in life seems to come from ordering executions @mahinating her husband, the king.
(105)

Alice’s vivid imagination contrasts her elder sigecomment about good books without
pictures, which is strikingly portrayed in Aliceisnagined Wonderland. This opposition
marks the enormous step that a growing girl haske when entering puberty as far as her
innocence and love of adventure is concerned. D®enige draws her conclusion of this issue
by stating that the “message we get from Wendy Alce is clear — little girls go on
adventures, but as soon as the start to approastammod, their adventures have to cease”
(1086).

However, the women’s movement sought to changepéiseption, trying to find a “link
between the coming of maturity and the continuifigudventure” (Davis 160), manifesting
itself in characters like Ariel, Jasmine, Pocahsntdulan, or Esmeralda. The new era of
heroines were still young and adorable, however amtpassive and devoting as their
predecessors. Davis describes the new heroinmgstaat she

does not sit passively pining for her lover to fanttd rescue her, and the hero is not an
all-conquering warrior or romantic dream-prince.tts relationship, at last, the boy
and girl are equally matched, have strengths whathnce the weakness of the other,
and are motivated in their quest — and their imtéwas with one another — by factors
other than romantic longings. (160)

The new focus of the story is the adventure ofrtten characters, with man and woman
working side by side without the immediate intentiof getting married in the future after
having only met once. The idea of being able tavalt work together was, according to
Davis, brought along by the American social backgdy as it was set in a time “in the
United States when the notion that men and womeand-certainly boys and girls — could
work together on equal terms was finally enteringp imainstream thinking, certainly the
portrayal of a girl working equally with a boy waouhave been seen as both positive to
children and non-threatening to the status quol)lB8ence, the romantic story that seems to
be ever present in Disney animations was not thesit goal of the film anymore, but went
alongside with the adventurous experience duringhvthe boy fell in love with the girl's
active and jaunty nature instead of her looks dfterfirst time he met her and where the girl

learns to trust and finally love the boy for acaegpter the way she is.

While Ariel can be regarded as the turning poirdrebter that initiated the change that had
taken place in Western society, the changes onnfames in film did not cease and hence
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kept on influencing the portrayal of women in Digrenimations. The on-going progress
veered towards the concept of a “respectable” wothah could “have it all” (Davis 169),
which, in terms of Disney’s femininities, means tthastead of portraying housewives,
animators started including images of single matheareer women, and satisfied and
respected wives. Those women who were not depemaenten and hence a slight threat to
the afore mentioned status quo that society radieéh order to work, innovated the way in
which women were perceived by men. Grown womeragihg characters in an adventurous
story outnumbered the ones about cheery and devotedewives, which altered the

educational cultural message that the young Disiniejence perceived.

The new heroines were strong, independent andta® a&s, or sometimes even more active
than the male protagonists; Davis describes theseen as follows:

Going also (though not completely gone) was thegenaf a woman whose goodness
was exemplified by her being innocent and asexarad, beginning to emerge in this

period was the women who was kind, virtuous, geodl aware of (as well as able to
enjoy) her own sexuality. Television, in particyléregan to feature shows about
strong, capable women — referred to by some a®fsigmen’ — who were successful

— and balanced — in their careers, with their feagjlwith their love lives, and in any

other areas of their lives. (169-170)

Aladdin's Jasmine is a concrete example of this new typgaman; as a princess she has it
all, beauty, health, wealth, but she misses ha&dfyen and therefore goes on an adventure.
Hence, instead of searching for a husband, or beiagd by him, as the old Disney films
would have portrayed her, she follows her desineéxh out of the boundaries of her life and
decides to take a walk on the wild side togetheh \ai street rat. A few years later, Mulan
takes this concept to the next level, as she doesven need the help of a street rat to show
her the world, but decides to go on her adventliralane and to face armies of men and
terrible war. However, both characters still endaih a husband in the end and although that
was not their goal from the beginning onwards, fd that this part of the happy end is
shown at the vergndof the film implies that this is the reason whysitactually ehappyone
and not because e.g. Mulan managed to defeat ths. i this issue, Davis notes that

examples of women who, instead of being on the farrs husband, were on the hunt
for everything else, and when (because, in moshede films, a man eventually did

come along and sweep the heroine off her feetfedhim love, finding a husband and

starting a family were often portrayed as beingmat goal, but rather the last pieces
of her life falling into place. (170)

Jasmine is the first marriageable female Disneyihernot to be interested in finding a
husband, as she refuses to be a political troplityebds up marrying anyways, however, a
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man who actually loves her and not the fact thatvillebe made sultan as a result of their
marriage. Mulan has a similar problem; while evesy@xpects her to learn how to be a good
wife and how to serve a man, she is more of a tgmbdm, too, finds a man who appreciates
this unusual side in her and does not feel repdelsgea strong woman, and finds a match in
the end. Accordingly, the message that the audiesmaives is not necessarily that only by
finding a husband a girl gets to be happy in the, &ut that even though she might not feel
like fitting in the rules and requirements of sdgieshe will still find someone who

appreciates her for how she is.

Apart from a revised theme of love and couragehenpiart of women, Disney revised further
ideas about equal activities in their animationsnfrthe late 1980s onwards, mirroring
political changes from that period (see Davis 1FLythermore, those changes brought along
an alteration in the way good and evil was perakive the audience and depicted in Disney
animations, as the active adventures that the ferpadtagonists were taking would have
already been considered as evil actions in thermdies. Davis touches on the new concepts
of passivity and activity in Disney films by stagin

Unlike the earlier films, in which the heroines’ four was depicted and proven
simply through her goodness and acquiescence, é¢hmnles of Disney’s animated
films of this period show their integrity througheir actions, rather than through their
inactions. Furthermore, the level of action andepe®hdence demonstrated by these
heroines grew exponentially with each film, andldatill readily be seen even when
the main character of the film was male and thelitepfemale character was in a
more supporting role. (171)

This new notion of proving one’s integrity via bgiactive entirely opposes the old view on
women and gives way to new interpretations of JuBiitler’s idea of gender performance, as
her concept is not bound to a certain time or $pchut flexibly adjusts to cultural and social
changes. With respect to Disney animations, thelgeperformance of good females has
altered profoundly between the 1930s and 1980s;wdliowed the ideas of good and evil to
change that thoroughly. Furthermore, the new cadscepout integrity, honour and, most
importantly, equality, started to cover new poéticchemes like multi-culturalism and
tolerance, which can be seen in films [Beauty and the Bea$1991),Pocahontag1995),
The Hunchback of Notre Dan(#996),Tarzan(1999), etc. (see Davis 171).

Disney movies of the 1990s, however, did not onlyron political changes in Western
society, but were very much influenced by “femindgology” and how it “had entered into
mainstream American middle-class values” (Davis)1Agnce, the acceptance that not every
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woman strives for nothing but love in her life himdbe portrayed in the female heroines,
which caused a significant change in the way thesevweharacterised by the animators.
According to Davis, there are three categories hichvDisney heroines might belong to:
the “Princess”, however, a new and revised, fes pEsssive, 1990s version of her; the “Good
Daughter”, who is both homebound and adventurowamacter which is common in fairy
tales, however not in Disney animations until thére “Tough Gal”, who represents the
tomboy girl that needs to be free from boundarieb @n be regarded as the most drastic shift

from traditional Disney heroines (see Davis 175).

The new Princesses

For this chapter, three of Disney’s modern prinesswill be taken into account: Ariel,
Jasmine, and Pocahontas. As Davis has alreadyedomit, those modern princesses are
nothing like their predecessors, in fact, the amtyual similarity is that each of them is “a
woman who is the daughter of a ruler” (176). Wlnase three heroines have in common is
their royal status that all of them achieved thtolbgth and not through marriage, the fact
that they have no mother (an aspect which will iseussed later, in the chapter on Disney’s
family model), and their “independence, strengthvidf, determination to engineer their own
fates, and insistence on being true to themsel{E86). Davis further argues that with the
advancement of time, the princesses’ paths in lifgir choices, and what the final
denouements revolve around “grow exponentially veidich film” (176), and with each new
animation veering a bit more away from the prinesss earlier films. However, as opposed
to the earlier princesses, they all share onefbel@nely that “when the chips are down, they
go out and do what they must, and do not sit anitl twébe rescued. Most of them even do

some of the rescuing themselves.” (Davis 225).

The first new princess, Ariel, has a determinedrdet® experience the human world and
when she falls in love with a human prince, sheterasimmense handicaps and barriers
including witchcraft that helps her become humawéwer, at the prize of losing her voice,
and adapts to this new world. Keeping in mind 8l is only 16 years old, her journey is to
be considered as outstandingly brave, however, éyistepicts all its heroine teenagers as
beyond their age, especially as old enough tosedhemselves as sexual beings. Still, in

Ariel's case, says Davis, this awareness of her sexuality and her “confidence in her
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maturity and her feeling it necessary to declaed #ine is ‘not a child’ demonstrate that, in

many ways, she is still a girl” (177).

Ariel is the first Disney heroine to be differembiin earlier princesses like Snow White,
Cinderella, or Aurora. She has a far more activeireaand is given the opportunity to
experience life and live out her desires; she ldogsaadventure and knowledge about what
she can get a glimpse of through the human stefcsliects, but cannot actually grasp. Davis
notes:

Ariel actively seeks adventure and works hard tiea® goals she has set for herself,
rather than simply responding to the crises witlicivishe is presented. Even the fact
that the film’s first shot of Ariel is on her owaway from home, in the midst of an
adventure, serves as a marked contrast to thalisfiots of earlier Disney princesses,
who are first seen either within their homes orhwitthe grounds of their homes.
(178)

Still, the plot that revolves around her marks Rag a sort of transitional character from old
characteristics to new ones; while her rebellioature is accepted by the audience who has
undergone feminist changes since watching thelastey princess, Ariel’'s own society does
not approve of her behaviour. This becomes evigetite theme song that she sinBast of
your World out of which Davis noted a few lines:

Bet ya on load, they understand
Bet they don’t reprimand their daughters. (qtdDavis 178)

These lines prove that Ariel feels suppressed iweeld, which is part of the reason why she
wants to escape, opposes her father’s rules amchesafor help from the sea-witch, however,
although she does all that, she is still percea®@ good character by the audience. The sea-
witch helps her, but she is only willing to giveidrlegs in trade for her voice, singingly
arguing that men prefer women who hold their tongaeshe will not need to be able to talk
in order to get a man. Davis brings forward theuargnt that such “a performance points out
that there are elements in both the human and ‘merds which trivialise the importance of

a woman'’s voice, and that such attitudes can be asd played upon by the woman who is

willing to make the temporary sacrifice of her \adi§179).

However, under the sea, everybody believes thal Aas an extraordinarily beautiful voice,
which all mer-people compliment and vaunt, whictually means that her voice does in fact
have power, but on land she is simply an ordinaoynan who cannot speak instead of being
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something special, which would mean that it is detd on land, where Ariel is in a
suppressed position and not under the sea. Stibaais points out:

Her seeming inability to detect unreliable advieven when there is substantial
evidence that she should be wary), and her willesgnto risk her life over the
possibility that shenightfind true love” clearly shows “a tendency towamttpaying
Ariel as being the victimised innocent princess niduin earlier films. Yet her
willingness to gamble, her determination to makedven choices, and her tenacity in
working toward what she wants out of life are alyhhy positive. Although her
ultimate wish — to marry Prince Eric and live abuanan — are on the surface very
traditional, symbolically this action can be seenh&r ultimate assertion of herself
thanks to the fact that it actualises goals shéosédterself. (180-181)

Thus it has to be acknowledged that Ariel’'s couoaigeand active spirit provides the basis for
future daring female characters that, like her,endesires beyond the boundaries of their
lives.

Jasmine, for example, seems to follow the sameiptanas Ariel did; she is supposed
to marry a suitor to become sultan, but she wantsréak out of her world and experience
something else, in her case, life on the streanheSas Ariel, she wishes to gain knowledge
about the world she is cut out from, to regain personal freedom and to experience
somethingWhat the two heroines share is their refusale@dnfined by what they are, be it
mermaid or simply a princess who has to fulfil rograties, both want to break out of those
boundaries. However, as has already been pointedDieney’s heroines underwent rapid
changes within the 1990s with respect to the fureddal shift of their characterisations,
which is why Jasmine is portrayed as a little ngn@vn up than Ariel. Davis notes that she is
“presented as a strong, intelligent, well-balancetividual who can instantly and accurately
judge character. She is also fiercely independsamd, in the end, when Aladdin has proved

his worthiness for her, she actively — and verbalghooses him to be her husband” (182).

The notion that is added to the film and which sef@s Jasmine’s adventure from Ariel’s is
the issue of origin and birthright. While both Arend Eric are royal, there is an enormous
difference of social class among Jasmine and Atadith her being a princess and him being
an indigent street rat. As Jasmine’s adventurousngy outside the palace enriched her
knowledge as regards her innocence, she has pitovee able to survive in this world,
however, Aladdin will never truly adapt to the dema and standards of royal living, which
puts her in a superior position. Still, the mesdhge the film tends to send to the audience is
that “being a princess does not mean happinessthamdar from being a goal, such status —

and the things attendant upon it — are obstacldsetovercome” (183). Also, Davis notes,
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Jasmine shows the dangers and difficulties inharethiis idealisation of women, since it robs
them of their freedom and keeps them from wherg ttae do the most good — the public
sphere” (183).

This issue leads right to the next modern princeanjely Pocahontas, who devotes her life
solely to social understanding and political pregrand is the only grown up Disney princess
who does not have a romantic happy ending. Davistiores that Pocahontas “thinks for
herself, controls her own destiny, and is motivatedier actions not so much by romantic
love as she is by the greater wisdom she posseés83), which marks her as the most
progressive princess of all. Since her characteris&ntirely opposed Disney’s first princess
Snow White’s character, Davis decided to compaeewlo heroines in order to shed light on
the progressive transformation that female protegeimad undergone.

First, she points out the different life stylestthath lead; while Snow White’s ulterior
goal in life is to find a husband, Pocahontas ratention of following the same principle,
and in fact she refuses the town’s most promisiachblor in order not to repress her wild
side.

Secondly, Davis mentions the notion of power asmdg self-defence; Snow White
finds herself permanently in danger, however, sag o intention of standing up to the
Queen and to actively do something about her hagumyng, instead, she just sits around,
waiting for a prince to save and marry her. Poctdmnthough, fights for a better
understanding among the two diverging culturesrdeoto bring peace over her tribe; she is
actively involved in becoming acquainted with a mand is politically involved, which
illustrates the power she wields without being aihagueen.

Thirdly, Davis points out the two princesses’ sdityawhile Snow White is passive,
shy, and seemingly uncomfortable with her wheningliko a man, Pocahontas is presented as
outgoing, sexually confident and, although assutoelde at the same age as Snow White, a
lot more mature than earlier princesses. Shefigae@nt, self-confident and self-aware of her
sexuality, her wisdom and wants to use her birtirag a princess to make a political change,
instead of just sitting around and waiting for anpe to find her, as Snow White did (see
Davis 184-185).

Pocahontas does not even need to rely on a mamiplete her role with her tribe, as
it is the case with Jasmine, who has to find a andbn order to save her political situation;
Pocahontas, says Davis, “will gain her power anth@ity totally through her own skill and

determination, and not because she has married-188). While all other Disney princesses
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find a romantic solution in the end, Pocahontagahjto an alike ending, although is actually
given the opportunity to go to England with JohnitBmhowever, she refuses the offer in
order to stay with her people.

Those new princesses all share the new idea tidih§ love may not be the destined goal in
life, however, that “the paths to self-fulfilmersglf-confidence, and self-understanding may
include finding love to some degree” (189). Stilhat the modern royal heroines teach the
audience is that “finding out about themselves € &meir own personal strengths and
weaknesses” (189) should be the ultimate goal, usecanly if a girl knows what expects

from life, she can be open to findingpance and to be respected by him.

The Tough Gals and Good Daughters

The two subdivisions introduced by Amy M. Davis giway to further, more disperse and
diverging characterisations for female heroine®isney animations. The first category, the
Tough Gals, is represented through Esmeralda frbenHunchback of Notre Damand Meg
from Hercules who are illustrated as strong, confident, indeleeh and self-reliant women
who prove over and over that they do not need aimarder to survive. They are the clearest
counterpart to Disney princesses, especially thikeeanes, as they neither search for love,
nor want it, nor need a man to be happy, as longeasstay true to themselves. Davis notes
accordingly that they are “feisty, no-nonsense wom&o leave audiences in no doubt that,
far from needing (or even wanting) a man, thesenammen who can — and do — take care of
themselves” (207).

Esmeralda is a gypsy, living on the street, and esak living through her dancing skills
which she performs on the streets of Paris in mefor money. Davis describes her as
independent, self-reliant, always yearning for di@a and as having a “strong sense of
justice”, depicting her as “highly moral” and wigh“strong sexuality” (207). With respect to
her sexuality, one can detect another alteratiainenwaygood sexuality is perceived by the
audience as opposed to evil one in earlier filmsyi® notes that, as strong female sexuality is
usually evil, such an “attitude towards sexuaktyasily detected in early Disney films which
show the villainesses as sexually mature, selfggsesl, and malevolent, while the heroine is

young, naive, and innocent”, however, “Esmeraldséif-confidence — which includes
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confidence in her beauty and sex-appeal — arepatsaf of her goodness and strength” (207-
208). In other words, Esmeralda manages to chamgenage of female sexuality, which
proves that during the 1990s, Disney animationsehmade a giant leap from slowly
transforming female heroines from a shy Snow Whtdtan adventurous Ariel, to allowing a
woman to embrace her sexuality in a positive wattinlg it reflect her tough, but good

personality.

As much as Esmeralda changed the notion of sexual@isney films, as did Meg on female
independence from men iHercules Davis notes that “Meg is portrayed as a wounded,
cynical young woman” (208) who was hurt by a marewhe left her for another girl, which
made her bitter and angry towards all men. Shefigat is tough and basically on her own,
however, also gets to find love and a happy endingn Hercules learns to earn her trust and
respects her for the fighter she is. Again, thadem of a tough woman, a strong, self-reliant
girl who refuses to be with a man, would have bidencharacterisation of an evil woman in
early Disney films, but with the changes that tremnen’s movement brought along, Meg was

able to be portrayed with these traits and be gdidtie same.

The second category that Davis introduced, the gieafhters, usually picture a young

woman who is so loyal to her family (which, in Deésf's mother-absent-settings only leaves
the father as the attachment family figure) thag sks her life going on an adventure in
order to save her father. Davis points out thairfes which contain the archetype of the good
daughter are a very old and traditional elemenfairy tales which continue to resonate in

Western culture as important tales with which andés can easily identify and from which

they can benefit” (190). Disney’'s exemplify thistegory with Belle fromBeauty and the

Beast Mulan, and Jane fromarzan

Each of these heroines struggles with the samesssll of them are intelligent women who,
within the society they live in, stand out for bgidifferent, for not considering finding love
their ultimate destiny, for actively following aehm, and for striving a life on their own, free

from boundaries, yet being close to the loved fattteo they care about.

Belle is Disney’s firsgood daughtewho does not fit into her social surroundings;glean
the village describe her as beautiful, but odd,abhee she is prone towards cultural and

educational aspiration instead of focusing hemitid® on men. Davis argues that within her
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surroundings, “Belle is the only one whose bealtduoks reflect her soul” (192) and while
her beauty is appreciated and valued by the villagbey frown upon her intellect. Basically,
it can be said that Belle’s pursuit for knowledgs dbe compared to a woman'’s striving for
power, as an advanced education puts her in aisupesition as compared to the villagers’
rather simple, low educational way of living. Thas,compared to old Disney animations, the
villagers represent thgood oldway of thinking and consider Belle’s desires andhes as
unusual, however, as the film was released in €894, only as abnormal and particular and
not as an evil attempt to be independent from men.

Davis continues by stating that the only elemer@efie’s characterisation that shakes
her image of an atypical, intellectual girl is flaet that her favourite book is a fairy love story
that she dreams about and shall soon be actudilynge(see 194). During the whole film,
she is shown as a generous and unselfish persorawiags puts everyone else’s needs over
hers, which proves the audience that she is a geocsbn and, following Disney principles,
deserves a happy ending. Davis notes accordinglly ttie “portrayal of Belle effectively
shows that the woman who is selfless, giving, asesther wisdom only to support others is
the good woman deserving a reward, rather than isigothiat it is okay for women to think

first of themselves and secondly of others” (194).

Mulan shares this belief of putting everyone elgetsblems or wishes over her own; although
she does not fit into the category of the typichinése girl who has to learn how to please a
man, she still studies those standards and rulesder to fulfil her mother’'s wish and to
bring honourto the family, as she sings in the beginning & fim. Davis mentions that
“Mulan was released in 1998, seven years @tauty and the Bedsand that during that
time “a number of changes had occurred in the stsidiharacterisations of women” (194).
Disney’'s new focus was the positive portrayal oforsfj, independent, tough women,

depicting them as the leading figure in a usuaipydally male role.

Mulan is illustrated in this exact way, as a “gobdnest, forthright, intelligent, lively person
with a kind heart and a strong sense of justic&5f1however, as she lives in a society that
does not approve of alike women, her personalitpds valued. When Mulan’s father is
enlisted to fight for China in a war against thenduwhich would equal this old man’s death
sentence, Mulan, as a caring daughter who putsahe of her father’s survival over hers,
pretends to be a man and joins the army inste&thafwhere she is trained how to fight and

behave like a man. Her female intuition helps d#&fgathe Huns and, although being a
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woman and therefore the inferior sex, is celebrateda heroine in China, which finally
enables her to actually bring honour to the famMylan is a typical tomboy character who is
not interested in being “a perfect bride” (Davis8}L%ut in finding her own destiny, which is
precisely the way Davis sums up the film, definitsg‘predominant issues — self-identity and
the notion of gender as performance” (199).

With regard to Judith Butler’s idea of gender adfgrenance Mulan shoes that with the right
clothes, a tomboy girl can be perceived as a masdayety which, within the rules of a
patriarchal society that Mulan faces, opens her dears with respect to her rights and
boundaries in daily life. Davis notes that “cro$sse dressing is similar in intention to cross-
gender dressing [...] because both are about satv@ngement: men have more power than
women” (199). Such transgressiontgpical gender dressing can be viewed in most newer
Disney females, for example with Jasmine, who weabsre belly and thereby accentuates
her power and sexuality; the way a person dresgesrahis inner desires and strives, which
is why Disney’s heroines of the 1990s are way nuzeng than earlier ones. As in case of
Mulan, the transgression of typical female dressuag applied as a necessary masquerade.
Davis alludes to this notion as follows:

In cross-gender dressing, however, the issuesvaddend to be different. In films in
which women dress and live as men, there is alralwgilys a sense of desperation
behind their transformation: their existence ig#tened [...], or their personalities do
not allow them to function successfully as a womdthin the strictures of their
society [...]. As men, such women are able to ob&aisuccess and freedom which
eluded them as young women within the societieghith they function. (199)

Davis further quotes Yvonne Tasker, who noticed tiraages of women cross-dressing
relate to opportunity and achievement in differeahgugh related ways. Both gendered and
class cross-dressing is explicitly presented asvallg female protagonists an opportunity and
afreedom(of both physical movement and behaviour) thay theuld not otherwise achieve”
(gtd. in Davis 200).

As in case of Mulan, however, the situation is telig different, as she is in fact
successful as her male alter-ego Ping, howeverefperience she has gained from this
transformation helps her in the end, when, as her female self, she is able to attain her
grandest success (see Davis 200). Hence it caaithehsmt the masculine masquerade on the
outside affected her personality, adding maledriie courage, strength, strategic thinking,
etc. to her female self, however, in a positive wagr cross-gender dressing thus influenced
her identity and made her break with the conveali@mdnormal gender model within her

society.
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Literature on Gender Studies deals with transgressigender performance as a person’s
neglect of social rules; according to Cranny-Framtial., the key to how an individual acts is
aligned to the degree of how socially genderedrighe feels. If within a patriarchal society,
a woman wants to be part of social life, she hdsltow certain gender rules; if she refuses to
do so, she transgresses her gender (see Cranngis—etnal. 74). What in one society is
marked as feminine behaviour can be regarded asatlyp masculine in another one,
therefore the gender role that an individual playsa society can thereby be construed
diversely among different cultures. According taliRirdson and Robinson, gender divisions
are “socially constructed, and therefore liablehange” (23); therefore, these new standards
given, the limits of gender are generally free ®orbmodelled, which is why culture also
plays a “decisive role in redefining the acceptaiendaries of gendered identity” (Glover,
Kaplan 87-88). Hence, the contrast between thesexes is steadily revolutionised, which is
why one outstanding action by a female, as e.g.aNulid, can affect the social status of
women within society and change the view on womestasnably.

Cranny-Francis et al. introduce the concgpeer which can be defined as the break with
conventions of what is regarded rastural, as well as the importance to fit into a socialise
gender model:

In other words, queer was one response to theiatests which attend the
naturalisation of any notion of identity, wherebs tidentity is no longer recognised as
a strategy or political practice, but is naturalisas an attribute of individuals
themselves. When this happens, individuals aretiposd by the discourse which
supports and reinforces that identity to be judged regulated. Queer was/is used to
challenge that naturalisation or essentialisinglehtity. (74)

Queer is the representation of a life style thatsdoot want to be restricted to social
boundaries; with respect to Disney, such thinkiag be detected in the way they characterize
female villains as women who do not want to fitiabgender models and who question the
rules of femininity. Cranny-Francis et al furtheota that the terngueer “challenges the
concept of identity and the binaristic (self/oth#rinking it encodes. It rejects the binaristic
definitions of gender and sexuality that constrdwtteronormative descriptions of
male/female, masculine/feminine, heterosexual/h@xwal.” (see 76).

Accordingly, women could be described with featufd® strong, independent,
daring, etc., without risking not being regarded atih woman, although they might have

discovered a sudden drive for power inside thenth\W&ference to the portrayal of such inner
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feelings, men and women felt the need to emphdbkizie struggle on the outside as well.
Disney artists, who have the possibility to litgralraw attention to such bodily expressions,
very much use this tool of provocative looks in@rdo emphasize a woman'’s evilness or
goodness.

In other words,queer identifies behaviour, performance and comportme&hich
neglect standard conservative models of sex andegeit is a demand to transgress regular
boundaries and “invites one to break free fromstigmatizing logic of gender differences, to

stop thinking of one’s gender as some sort of figek or essence” (Glover, Kaplan 114).

With regard toMulan, Disney managed to give the film a gender-wiseplagolution, as
Mulan decides not to embrace her new status asvarpd woman and returns home to her
family, where will still be a tomboy who does notamage to live up to social gender
expectations. Davis describes this process asasilo

In the end, however, Mulan willingly gives up aletpower she has gained, rejecting
the offer of a seat on the Emperor’s council, aetdms home, where her first act is to
bow to her father and present him with the sword enest, saying that they are ‘gifts
to honour the Fa family'. It is also implied, sHprthereafter, that Mulan and Shang
will be married, which means that Mulan will, inettend, follow the traditionally
prescribed right of passage for a women of herespcimoving from ther father’s
house to her husband’s. (Davis 201)

Thus, Disney managed once again to illustrateritexplay between a woman’s adventurous
journey of self-definition and society’s expectettpof love that results in marriage, keeping
in mind remodelled and progressive gender modeds, rgturning togood old romantic

denouements that promise a future generation afalypisney family models.

2.5.3. Disney’s family model

As we have learned, Disney heroines are expecteathtoy their prince charming in the end,
as such development is considered as normal amchtypr a woman within Western society.

However, the concepts of families in Disney aniwragiare rather unusual.

To begin with, Coca mentions most of the Disneyohs, except for Mulan, have one

crucial thing in common, namely the absence of ¢hero(see 7); Jasmine, Ariel, Pocahontas
and Belle only have loving fathers, but no motl&row White and Cinderella have no father
figure at all, but share having evil stepmother®wlant to get rid of them, and Aurora had to
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leave her parents when she was a little girl todiged by three fairies, in short, they all live
in a “man’s world” (Coca 7).

Bell et al. also allude to the concept of the nmganother and explain that the lack of
a mother-figure results in a “lack of identity” @9 according to them, a mother serves as a
mirror into which children look in order to find drform their identity, a kind of role-model
that they need to represent themselves within godidowever, if such a mother-figure is
missing, they are “either sentimentalized or disddj in either case, their identity and their
work are simultaneously erased, naturalized, anehlded.” (Bell 196) and so would,
accordingly, be the child’s identity. This explawhy many Disney heroines, like Ariel, or
Jasmine, etc., do not act upon their gender thethatysociety expects them to, but struggle
with the boundaries of being female, as they hasenhad a mother to show them how to

behave properly.

In reality, children often have to face ripped fhmstructures, however, predominantly
because of different reasons. Considering the sstsi from the internet sit®ivorce
Magazine we have to believe that in the Western World Iyeavery second marriage is
divorced, among which circa every second persorarnees (see divorcemag.com), and that is
why single mothers and fathers who have to work arént their child at the same time, or
huge patchwork families are the new actuality.

Although divorces are hard on the child, who hasl¢al with separation, loss, and,
generally put, a situation it does not understand eannot cope with, the learnt family
structures of Disney might be a helpful guide ahaow to live and still be happy without
having a mother. However, in most Disney films, #isent mother is replaced by a vicious
stepmother whose mere goal in life is to make lepdaughter’'s life miserable and as in
reality, most children of broken family units fa@gplacement and accepting a new, unwanted
person in their life, namely a stepmother or stiyefig the Disney role model only frightens

them instead of teaching them a valuable lessdifein

Fairy tales are meant to teach values and prepualdren for their future life, but as most
fairy tales were written at a time were divorce wathinkable, the only possibility for a child
to end up without a mother was via death. In sudhaatic situation, the replacing stepmother
is an unwanted person and therefore depicted &shewvever, within modern-day Western
society, where stepparents belong to the commonyfanodel, children would need a guide

as to how to accept such a situation.



63

Naturally, the company Disney did not turn awaynirthis issue and deals with it in
its modern TV films or series, the main source thathild learns from, are the good old
Disney animations that are being republished foew audience every decade (see Davis 1).
It is therefore no surprise that children haveidlifties with accepting the new woman on
their father’s side, as this woman is basicallyested to be vicious. Accordingly, within the
fairy tale, this wicked woman is portrayed as uhtigand abrasive in order to underline her
personality and her frightening effect on the chiltho accepts the evil image of the fairy tale

stepmother and projects it onto reality.

Aside from the mother issues that Disney promdie,dompany teaches its young viewers
that the concept of family includes everyone tha¢ éeels close to, involving friends and
friendly animal companions. All Disney heroines,onliave to face tremendous evil, also get
the help from fellow comrades, human or animakrestingly, though, those companions are
mostly male.

As per Coca, this fact has its roots in the inhoemagty of how female and male
characters are perceived, which is why the femadéagonist’s environment is dominated by
men. Davis notes on this issue that in Disney filmsmen are presented “as being largely in
isolation from other women. They are surroundeaniey, their friends and enemies are men,
and they seem to function solely as women alorzenran’s world” (228).

Coca mentions two examples, first of which beingldiuand Pocahontas, who both
share the company of gun-toting men whose raw nhiaggucontrasts the heroines’ soft
appearance, but who are still friendly and nondteeing to the girls (see 7). The second
example is Snow White, who lives in a cottage witthe woods with only male dwarfs
whom she mothers and nurtures and has both a,sisied mother-like status around them
(see 7). Notwithstanding, Bell et al. interpret tbke of the dwarfs differently. According to
them, they represent “humble American workers” whove to work hard and “that they are
able to maintain a world of justice and restorenary to the world [...] who pull together
during a depression” (37). Since the film cameiout937, which was a time when the world
still had to recover from World War 1, it was import to send this sort of message to the
audience: as long as everyone played his partw#bciety, everything was going to be fine.
Bell et al. mention accordingly, “their determiratiis the determination of every worker,
who will succeed just as long as he does his siwarke women stay at home and keep the

house clean” (Bell et al. 37), which clearly séis tules for both genders within society.
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Still, apart from human companions, Disney heroiaes found to have a huge number of
animal friends that guide them and help them contjue opposed evil. Disney teaches its
audience that friends help get through crises aodep within society, that one is capable of
aligning with others. There are for example Ariéifsh friend Flounder, Pocahontas’ pet
friends Meeko and Flit, Mulan’s helpful mini-dragbdfushu (see Coca 7), or Cinderella and
her mostly masculine mice and her dog Bruno, Jasmand her pet tiger Rajah, or Belle and
her horse Philippe. Furthermore, all those animpeak human language, which enables the
heroines to talk to them and help them whenever déine in need. The heroines’ connectivity
with their animal friends seems to prove havingoadgheart within the Disney world, as all

good females seem to be able to communicate withads.

However, with regard to a character’s friendly eomment, Bell et al. also allude to the
importance of nature in Disney animation. All Digrieeroines are portrayed as living close to
and entirely in harmonic peace with nature; Snowtglves in a little cottage in the middle
of the woods, Cinderella likes to go out and plathviaer animal friends, Aurora is raised far
away from her parent’s castle in the middle of theods, Ariel lives under the sea, in
harmony with all animals, Belle enjoys a naturedoaprovincial life and Jasmine does not
veer off the sandy nature, but embraces the adremitbrings along, etc.

Bell et al. comment that “women and nature are amyrhistorical periods simultaneously
portrayed as identical and oppositional, just a&s"tirgin/whore’ dichotomy is a mainstay of
dominant American culture” (126). Hence, if a dikies being out in the nature, it accounts
for her natural and good personality, or as Beklilestate, “Disney consistently attempts to
reflect a sense of ‘virginal’ innocence, promotitige ‘magic’ of childhood often through
characters’ friendships or ability to communicatghwanimals” (126). Therefore it can be
said that the heroines’ friendly alliance with matand with their animal friends proves to the

audience their good-hearted spirit and friendlgmtions.
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3. Evil femininities — Disney’s wicked women

3.1. The counterparts of good

In almost all Disney animations, where a femaleimer serves as the protagonist of the story,
the good, innocent and charming girl has a femirfo® in form of a vicious, demonic
character. Subsequent to the hypothesis that thwk®d women are portrayed as the good
females’ exact opposites, and to that effect aglgawnale features, this chapter will deal with
the actual depiction of those ladies. Plenty offggsors, novelists, lecturers, and cultural
analysts have concentrated on this issue and deditleir research to underlying cultural,
sex and gender meaning in Disney films. Three o$é¢hworksFrom Mouse to Mermaity
Elizabeth Bell et al.Multiculturalism and the Mousky Douglas Brode, an@ood Girls and
Wicked Witcheby Amy M. Davis, serve as the main source forftllewing analysis of evil
females in Disney animations. What those bookseskgitheir common interest in Judith
Butler's question of gender performance, as wellTagesa de Lauretis’ work on gender
studies and cinema, which is why they all carryaad cinematically analyse the gender ideas

explored in the first chapter of this thesis.

The analysis on femininities in Disney films in gheor section of this thesis was divided into
several sections as regards the female charastersotypical behaviour, appearance, gender
performance, and family structures and those featare precisely what the examination of
evil women will focus on in order to survey the Ség-defined concepts of good and evil”
(Davis 19).

We have learned that Disney films are largely iflced by American society and
culture, which is mirrored in the expected gendealijes on the part of Disney’'s good
females. Despite the fact that those films areedan folk,- and fairy tales, where characters
and even the plot are slightly different than ia Disney version, the films portray their evil
women as the complete opposite of the young hespim@ necessarily paying attention to the
actual personality and visual depiction of thosenea in the original versions. However, it is
not sufficient to state that those bad women areeljexact antidotes to the princesses; their
representation is far more complex and gives wayati@ous interpretations of underlying

meaning underneath the vile surface.
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Still, Davis mentions that the stereotypical ddpittof women is “highly archetypal” (19),
signifying that while the princesses are portrageceaven-like creatures, there was the need
to compensate this good, which is why most of tifessale characters “are counterbalanced
within each one’s story by some evil, obsessive, @nost likely) sexually-unfulfilled older
woman” (19-20). Fairy tales teach important moraddues, and beliefs on various topics and
issues, and on gender debates, hence Davis asiedfher

When strong, sexually-mature women are portrayedruetrated, maniacal, blood-

thirsty demons and witches, what are these polgazying about perceptions on the
part of the film-makers of women’s sexuality? Mos$tall, perhaps, how large a role
do these portrayals play in perpetuating or, in eaases, challenging certain sub-
consciously held attitudes within society? (22)

All the same, the more innocent, introvert, passamd prudish a good girl is, the more
diabolic her counterpart has to be depicted so asaintain the balance between them and in
order to exaggeratedly portray notions of good lzemtito teach the young audience a valuable
lesson. Davis mentions that Disney deals with ‘orwi about what are (and what are not)
appropriate gender roles”, dealing “again and aggtiteast on an underlying level, with such
themes as what is proper/improper behaviour for emnwhat is/is not the ‘natural order’,
issues of coming of age and sexuality, and othadgebased concepts” (24). The fact that
evil women mostly have a young female counterptmds in opposition to one specific
typical female trait: motherhood. “One recurringasd of feminist analysis of femininity has
highlighted the supposed female virtues of sochmathy and nurturance, seeing in
femininity an enlarged capacity for supportive hamelations with caring motherhood at its
centre.” (Glover, Kaplan 5). Disney portrays evidmen as attacking a girl that could be their
daughter, clearly proving that if a girl does nawé mothering qualities, she is evil; a lesson
that is thereby taught to young girls as to hovbébave appropriately as a girl or woman
within society.

Hence, what can be drawn from these quotes isOisaiey films basically deal with
the subject of in what way a female’s life is bihds/ the paths she chooses in life and how
she reacts to certain events. Based on her behlawioel can then classify her as good or evil,
distinguishing between typicallgood and bad, or typically female or male traits. Davis
guotes Hollinger, who states that “the good womdrests are aligned with conventional
femininity (passivity, sweetness, emotionality, >asdity), and the bad one’s personality is
associated with masculinity (assertiveness, agerbitelligence, eroticism)”, pointing out
that those evil, manly women are pictured as béiypically treacherous, deceptive, and

jealous’, as well as being involved with somethimgnoral” (qtd. in Davis 124).
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The form in which they ensure the audience willcdgly understand the lesson is the way
the female villains ultimately end up: dead. Thdentying message is clear: if, a woman does
not fit into the concept of gender within a soaahstruct, but actively works against it via
vile actions, destruction will follow, and geneyall'this demise is brought on by their own
actions” (Davis 107). Very often the mere goal oD&ney film, where a female villain
shatters the gender balance, is to finally brirggsiloman to her senses, or to kill her; Davis
guotes Kaplan's workVomen in Filmand notes that “the work of the film is the atteeap
restoration of order through the exposure and thestruction of the sexual, manipulating
woman” (gtd. in Davis 121). In other words, if amwan does not perform according to the
standards and demands of her gender, she hasiitg.om

3.2. Challenging female stereotypes

The chapter on female stereotypes comprised ideag éemale (lack of) power with a focus
on sexuality, passivity and activity, intelligenesd work, and gave an insight on the general
assumption on how women are supposed to be andideaha certain point of time within
society. This section will deal with the depictiohwomen who neglect this kind of thinking

and whose behaviour strikes them as atypical fesngld as having male features.

Bell et al. start by ascertaining the thematic disien of being evil, which is directly linked
to atypical gender performance; while Disney pr@pag good women with the “thematic
emphasis on cleanliness, control, and organizedasing’ and a reference to “one-dimensional
portrayal and thinking, for it is adorable, easyd aomforting in its simplicity” (Bell et al.
40), even sometimes “pale and pathetic” (37), tdank antagonists are far more active, and
“represent erotic and subversive forces that areerappealing both for the artists who drew
them and the audiences” (37). Davis also notesttietictual difference between the good
and evil female characters lies in the fact thatfdtal femmes “demonstrate a definite sense
of agency” as regards their high “level of activi(g09).

Their activeness derives from their strong and neasgxuality, which marks them as
sex symbols who take what they want. Whereas, agl@s Brode points out, good girls have
a subtle, hidden sexuality that is supposed tacatthe audience (see Brode 125), evil women

aggressively and openly wear their sexuality on dhdace and thereby emphasize female
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authority. Brode further points out that feminiatgually prefer those women, since they were
not dependent on men in order to survive; he sthis“the feminist consensus has always
been to dismiss Disney’s portrayals of women asdigml images of helpless princesses,
subserviently trusting males to carry them off &nd ‘happily ever after’ in a retro world of

postmarital bliss” (171).

The growing demand for sexuality of these evil wan® basically what their wickedness
comes down to; while men become, sexually speakivegker by the age, the sexuality
between the two sexes becomes more balanced, hewreen are empowered. Brode
mentions that such strong gemale sexuality wasnfaaginable by most Americans during
the 1940s and ‘50s” and furthermore states that rivust recall that this was an era when
sexuality was still viewed by solid suburban typégh ‘ignorance, fear, guilt...Of all the

secrets of coming of age in the fifties, sex wasdhrkest and dirtiest” (Brode 119-120). He
further observes that “Disney openly embraced angaexuality”, however, only on the part
of evil women who are presented as “cunning andrats/e”; still, the company wants to

keep in mind that within a patriarchal societystBexuality is not acceptable and “portrays

sexual attraction as socially curative (125).

Bell et al. point out that Disney’s portrayal ofee women is “iconic” and that they are
depicted with “congruous cinematic codes that ibgscmiddle age as a time of treachery,
consumption and danger in the feminine life cy¢lEl6). The “treachery” they talk about can
be interpreted as those women’s betrayal of themirfinity, which is ought to be passive
within a patriarchal society, the “consumption” eef to their direct demand for (sexual)
power, a behaviour which poses “danger” for meng ¥del overpowered, and therefore also
for society itself. Bell et al. sarcastically nate this issue: “Of course, within Disney’s
patriarchal ideology, any woman with power has &rbpresented as a castrating bitch”
(181). For all those reasons, women who find tledwes within this life cycle are regarded
as tenuous and unsafe, which explains why all feniikney villains are portrayed at

approximately the same age, namely their middle age

As Disney films are rooted in fairy tales, theyddn exaggerate bodily features; with respect
to the fatal force of female villains, whose ovesgoing features have to be overwhelming,
Disney animators help themselves by contrasting thedies to the bodies of their male

antagonists, mostly a king or prince. As per Bdllak, this “performative scandal is
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heightened by the contrasted construction of thadidsoof kings in the Disney iconography.
The typical Disney king is a short, stout, baldiblystering ‘hollow crown™ (117). The kings
are feeble men, who are loving and caring, yet atnohildish characters, they “exert no
control over their children, their lackeys, theastles, or their kingdoms” (117); yet their
weakness marks them as adorable rather than pgifute they mean well and have a good
heart, like e.g. iladdinor in Sleeping BeautyBrode refers to the king in Cinderella, who is
“broadly caricatured as a well-intentioned yet fslolold king” (185) and who clearly does
not radiate the power he actually possesses. Beall. enote that “in middle age, they are
drawn as physically and symbolically impotent imrast to the evil women’s sexual potency

and powers” (117), which once more emphasizesamale villains’ enormous wickedness.

With the use of such exaggerated fairy tales, Bisar@mators have succeeded in criticising
patriarchal discourses; Bell et al. mention thhe“inefficacy of divine right of kings is both
drawn and storied in contrast to the potency of ewoi evil and their dangerous and
carnivorous threats to order” (117). Thereby, Dysqaestions the lawful rights of men, even
those of powerful men as opposed to potent womehirwia patriarchal society; those
portrayed fairy tale women are evil, however, thegome even the more evil as soon as they
overpower a man in this process, which obvioustheésultimate bad a woman can do. Hence,
they are accredited with predatory forces thatratated to their possessive and raptorial
nature and describe their “power beyond comprebah¢Bell et al. 118); their power is not
understandable for members of a patriarchal so@ety is therefore explained with euvil,

inhuman, and hence animalistic drives.

Bell et al. describe Disney’s female villains asrfgtic congruities” (118) as opposed to the
contradictory somatic layers of the protagonisi&ach layer of their construction — from the
cosmetics of their vanity, the affectations of th@iovement, and the confrontation of their
gaze to the animals that define their ‘natural’datery natures — the accumulative paintings
mark feminine sexuality ‘as terrifying; it is anréiquake, a volcanic eruption, a tidal wave™
(Bell et al. 118).

Hence, they once more state that female evilnesgedefrom powerful female sexuality;
the eruption of this sexuality can, however, notdderated within society, which is why the
female villains always lose in the end and haveite way to harmonic societal gender
models. Still, the woman’s erupted sexuality isradded with as much power that it takes

“the collective and unified efforts of all otheratacters in the film, and the upheaval of
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natural forces — rock slides, ocean storms, aritipsicipices” (117) to succeed over her. A
sexually, active, daring, and thus powerful womsirairare occurrence within a patriarchal
society, which is why if a woman actually achievks goal, she is feared by society and
therefore difficult to be tamed. Still, only if slvan be subdued and her sexuality repressed,
the “control and stability of the cultural and natuorder in the destruction of the

transgressive feminine” (117) can be rearranged.

3.3. Evil appearance and performance

As of Judith Butler, according to whom “gender isdarstood as a performance” (qtd. in
Coca 13), it has been pointed out that in Disnkeysfi good girls are depicted with bodies of
ballet dancers in order to accentuate their gracketanderness; evil women, however, are
neither graceful nor tender, they are voluptuous sexually demanding, which is why their
“metaphors are not borrowed from the bodies ofsitas$ dancers” (Bell et al. 115). “Instead”,
say Bell et al., “Disney transforms the vain, aetand wicked woman of folktales into the
femme fatale describing her according to Virmaux and Virmaaixinematic analysis as “a
‘shattering revelation’ characterized by décolle&, clinging black velvet dress’ and
weaponry” (gtd. in Bell et al. 115). The femme fats sinuous, a sexually aggressive diva
and behaves like a vamp, which is not exactly &ufeathat enjoys good standing with the
average religious American. Bell et al. mentiontifar analysts, e.g. Molly Haskell, who
states that all those personality traits of “theatherous feminine are ‘meant to represent
demonic natural forces that, like a cyclone, theeab uproot man from himself” (gtd. in
Bell 115). Ultimately, Bell et al. mention Mary Andoane, who “summarizes tHemme
fatale’s most striking characteristic as ‘the fact that sbeer really is what she seems to be.
She harbors a threat which is not entirely legipledictable, or manageable” (qtd. in Bell
115). As mentioned earlier, it lies in the humatureato reject what one cannot understand,
which explains why those femme fatales are repedis#ty men and society in general, for

they are delusive and treacherous while they apgeresuously inviting.

Bell et al. analyse the depiction of those femmalés and classify and group Disney’s
vicious females into witches, queens, and stepm®ilsee 115). First, they take a closer look
at those women’s appearance as regards the “ca@guietics of paint, cowls, jewelry, and

m

‘clinging black dresses™ (115). Once more, Bell &t refer to various analysts who
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concentrated on Disney characters in their workerder to point out those femme fatales’
evil traits. Christopher Finch, for example, delsesSnow Whites vicious queen by pointing
out her “beauty [as] sinister, mature, plenty afves” (qtd. in Bell et al. 116).

Bell et al. consequently ask themselves, whethémonty the beautiful and innocent
heroines were painted after real-life role moddist if those bad women’s voluptuous
appearances have been modelled after celebrityebods well. In their research, they
discovered that “live-action models for the wick@bmen are not noted in Disney
historiographies”, however, that the voices attdche those females are have become
“interchangeable auralities” (116). Some real-ifemen’s voices were thereby ascribed to
those vile characters; Lucille LaVerne was hendbfenown as the voice dnow Whites
evil queen and witch, Pat Carroll added some ofWhekedness to Ursula’s characterTihe
Little Mermaidand Eleanor Audley even voiced both MaleficenSiaeping Beautgnd the

wicked stepmother i€inderella(see Bell et al. 116).

Still, although among evil characters one might fiotl such precise similarities as e.g.
between Aurora and the Barbie doll, there are @ $ame visual aspects that can be linked to
real-life, contemporary women that were copied dh&evil women’s bodies. Bell et al. and
Brode both agree that two of the most famous exesnpre Greta Garbo and Marlene
Dietrich, who influenced their contemporary fashieith their liability to masculine clothing
style, and edgy and pointedly facial features amctording to Bell et al., were hence
“inscribed on the drawn bodies of Disney’s evil wanh (116). Brode notices a resemblance
betweenSnow Whites queen and those two European actresses, noanghily started a
revolution of femininity with their harsh fashiory burning it into a symbol for glamorous,
self-confident, sexually progressive women (se€).1G2rbo and Dietrich, both sex symbols
during the 1930s and 1940s, appeared to the awdenboth “pleasurable and duplicitous”

(116) due to their unusual and extravagant looks.

This “pleasure”, state Bell et al., “derives frohreir power and authority demme fatales
living and thinking only for themselves as sexuatbjscts, not sexual objects” (116); those
women are sexually demanding, which equalizes hfoalpower, which gender studies
interpret as a masculine comportment, which isthenpart of those women, underlined by
their manly fashion, and dark voice. The previousigntioned “duplicity”, say Bell et al.,
“derives from the animated perfection that subvdrésr authority even while fetishizing it —

these deadly women are also doomed women” (118&);ishin order words, the fact that all
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those women are either depicted as extremely tike, Maleficent, Cruella de Vil, or
Cinderella’s stepmother, which visually would inabe weakness, or slim and beautiful, like
the queen irBnow Whitewhich emphasizes her femininity and thereby qoesther actual
power, since women are considered as being theewneax in gender studies, or, lik@e
Little Mermaids Ursula andAlice in Wonderlang Queen of Hearts, who are rather plump
and bulky, which is an indicator for being strobgt who are painted like transvestites with
their overly use of make-up, which makes their famty appear absurd. However, the
fetishizing factor that all those women have in aoon once more points to their claiming

sexuality which they use to seduce and overpoweitlzereby evoke a duplicitous effect.

Disney applies numerous ways to enhance those wenaamgerous appearance, one of
which is the use of extreme close-ups. Bell eirafoduce Mary Ann Doane’s summary of

the significance of this special effect of emphiagjzhe “female face”, which, according to

her is

that bodily part not accessible to the subject's @aze (or accessible only as a virtual
image in a mirror) — hence its over-representasisthe instance of subjectivity. But
the face is not taken in at a glance — it alreadbplematizes the motion of a pure
surface since it points to an interior, a depthe Téce is the moseadablespace of
the body. (qtd. in Bell et al. 116)

According to Doane it can thereby be interpreteat tn close-up on an evil woman’s face
emphasizes the fact that she has power over evegyttven the audience’s gaze, as viewers
have no other possibility than to look directlyhar and no one else. She dominates both her
world and the TV screen, making her the centrettgintion and thereby forces the audience
to meet her stare, in order words, the female gabé;h thus gains more importance, as
compared to the usually predominant male gaze.

Bell et al. mention that the “evil women of Disnéims are the only female characters
rendered in close-ups” and are furthermore they‘alaracters who address the camera
directly, both advancing the narrative diegesis emafronting the spectator’'s gaze with their
own” (116). This fact enhances the powerful meanivaj underlies the use of close-ups, as
they accredit the female villains with an excludierce that only they inhabit.

In accordance to Bell et al.’'s mentioned advanawighe narrative diegesis they
further mention that Disney stresses the “cinemaiae for the face of tHemme fataleby a
unique technique: “the face and background fade leck and the eyes are painted as gold,

glowing orbs, narrowing tightly on the intendedtiiheroine” (116). This special effect is
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meant to increase the vicious aura around theiwiléand builds up the tension for the
audience who, by looking into the evil woman’s ey&sems to know that very soon she is
going to conduct a nasty plan on the young herdded.et al. talk about this special effect as
“an intensification of not only the women'’s eviltnees — their unknowable interiors — but it
recalls primal fears and animal phobias, transfogrheir faces to the exterior icons of
wolves and cats whose eyes glow in the dark” (11'Br1Everything about those women is
menacing and gives both the protagonist and theeacel a chilly shudder due to Bell et al.’s
mentioned “primal fears” that the femme fatales kevowWhen they look directly into the
camera, there seems to be nothing human about temhey are merely driven by primal,
evil urges that ensures their counterparts that theuld be able to do anything in order to
reach their goal.

The use of predatory powers that are ascribed @df@male villain are, however, not only
observable in the women’s menacing eyes, but algheir bodies, as “the construction of
their bodies on predatory animals heightens th@el@us consumptive powers of tteenme
fatale (117). Bell et al. cite Charles Solomon who introgs Marc Davis, who was in position
of chief animator of the character Maleficent irs@y’sSleeping Beautgnd said that “she
was designed like a giant vampire bat to createlny of menace” (qtd. in Bell et al. 117).
Every animal-like trait enhances the villain’s almal and inhuman appearance and creates a

mystical and thus, as it is not comprehensibleafoormal being, threatening effect.

The utmost drastic effect that the villainesseskevis when they actually change into an
animal in order to become more powerful, more tle@ag and more intimidating for their
counterpart. Davis notes that they “change themsseinto other things when functioning in
their usual form is not working for them” (107). dDey’s best example on this issue is
Maleficent, who magically transforms into a dragehen fighting Prince Philip, so she
becomes visually more powerful “in a way which, gles all her evil actions before, is

nonetheless even more intense and menacing” (107).

Apart from actually turning into an animal, we cahserve various animalistic features
among the famous female villains; Cinderella’s stefher walks very slowly and gracefully,
but sometimes snaps out of her control, which gh&sa snake-like personality; Cruella de
Vil actually wears animal fur to underline her meing appearance and the way she wears

her hair, half white, half black, makes her lodéelia white tiger, ready to hunt for its prey.



74

Ursula the sea-witch is, as she lives under theaseaverage half-animal-half-human creature
and therefore fairly normal within her society, lemar, to the audience, who do not consider
such a body as typical or normal, her squid-likedo half of the body is threatening and
evokes Bell et al.’'s mentioned primal fears, as;oating to them, she “captures the
melodramatic, languorous, and rapacious movemeithetliva, but her octopus tentacles
physically manifest the enveloping, consumptiveusdiky of the deadly woman” (117%now
Whités queen appears to be least animal-like, everBab,et al. describe her according to
Christopher Finch as “a mixture of Lady Macbeth émel Big Bad Wolf” (qtd. in Bell et al.
117), as she is in fact using predatory powergdeioto succeed. Last but not least Bell et al.
mention Maleficent who, while fighting Prince Plpll turns into a huge dragon; the animator
Eric Cleworth talks about her depiction: “The dragomotions have a ponderous, reptilian
grace that suggests powerful muscles moving a blodldy over the rocky terrain. The long

neck and narrow head dart with serpentine fluid{tytd. in Bell et al. 117).

Animalistic features in women are hence, when diquglly depicted in fairy tales, expressed
in the way they walk, talk and use vicious forddewever, gender studies-wise, it refers to a
woman who does not behave properly within societpecially as regards her personality, as
Bell et al. already mentioned with Ursula, whosetdeles refer to “consumptive sexuality”
(117). They further state that “whether societi@smerpeople or kingdoms, [the female
villain’s] excess of sexuality and agency is draamevil” (117) and in this regard mention
Montrelay, who states that “it is this evil whicbasidalizes whenever woman plays out her
sex in order to evade the word and the law” (qidBell et al. 117).

Those women are sexually potent and fatally folgce@fhich is a menacing feature in a
female and makes society question their personalityeneral. On account of this, Disney
animators portray the femme fatale as universallly ehich means that she does not only
aim her “catastrophic powers at a man who is passriunder her fatal force”, but that
“Disney’s deadly women cast their spells, not amtytheir young women victims, but on the
entire society from which they are excluded” (11If).other words, those females take
revenge on society that excluded them for beingied#y women who embrace their sexuality,

by beating society with namely this fault, by beowgrpowering and men-threatening.

Next to their thirst for revenge, Disney’s evil feras are generally driven by jealousy; Davis
notes that “these women seem to be particularlgiea and easily offended (Malificent, for

example, is initially thrown into a fury againstiitress Aurora and spends sixteen years
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trying to destroy the young princess because she ned invited to Aurora’s christening,

despite the fact that this is in no way Aurora’slff (107-108). Maleficent is jealous of

everyone else who was invited to the party, espigces regards her good-hearted witch
colleagues, since that means that magic was indedtbmed at the royal christening, but
focuses her anger onto the child immediately. Euot that the royal family then tries to save
their daughter by hiding her in the woods, whichseguently makes Maleficent’s revenge on
the child unfeasible, only incites the evil witclorea and more, which ultimately makes her

plot her revenge for sixteen years.

Davis notes that these women’s “activity is foragabn them by their own jealousy and
unhappiness”, marking the villainesses’ emotiomabalance as the basic source of evil
actions.SnowWhités wicked Queen is another example of how jealatesy drive a woman

to fatal engagement, Davis notes that “after &k ¢vil Queen is second in beauty only to
Snow white, and yet she is very unhappy and frtestfa(108). The Queen’s innate rivalry,
enforced by her mad nature, makes her jealousy mweebeing the most beautiful woman
rocket, which leads her to her vile actions. Keggmmind that evil women are assumed to
behave rather manly, as it reflects their strivedower, they should hence also respond to
typical male features, like being rational, reashrealm, cool, authoritative, and emotionless,
however, her still existent female-like emotionalesis depicted exaggeratedly, she almost
explodes.

On this issue, Davis talks about those women’s éebiseness akin to madness”,
describing the Queen as “not just jealous, sliesenelyjealous” (109), as her first thought is
to murder her rivalling competitor in this beautgntest. This tendency to obsessive
behaviour can be analysed in Maleficent’s sixteeary of plotting for revenge, and also in
Cinderella’s step-mother, whose only interest isdeughters’ reputation within society and
is willing to “stop at nothing to forward the ing=t of her own daughters, even though, as an
intelligent woman, some part of her must acknowtettgit her hopes for them are completely
unrealistic (if this were not the case, she woubd fimd Cinderella so threatening)” (109).
Those women focus all their hatred to one perssunally the weak heroine of the story, and
do not shy away from any dangerous methods bylyia@hieving their goal. Davis states that
“Evil in Disney is not just meanness — it is a syomp of madness, embodying as it does
various levels of paranoia” (109), which is with@umy doubt a dreadful combination.
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3.4. The female circle of life in Disney animation

According to Bell et al., there are three typesvofmen to be found in Disney animation; first
of all, and in the centre of the story, is the ssgnheroine, a good girl who is “at the idealized
height of puberty’s graceful promenade”, secondigr counterpart and frenzied foe, is
represented in female wickedness, who is “rendasefh] middle-aged beauty at its peak of
sexuality and authority”, and ultimately, theretige nurturing godmother, the “feminine

sacrifice”, an “old woman past menopause, spryamdical, as the good fairies, godmothers,

and servants in the tales” (Bell et al. 108).

As opposed to the femme fatales, Disney’'s godmatharacters are depicted as neutral
women, yet almost gender-neutral beings that aidassist the good heroines. While both the
good girl and the progressive, sexually demandivigwomen are representations of social
gender models, Disney animators “fill a relativetynpty cultural category with their
depictions of feminine nurturing and sacrifice lreit depictions of good fairies, godmothers,
and servants in the fairy-tale films” (Bell et 4l18). Joseph Campbell describes them as a
“protective power [that] is always and ever preseithin the sanctuary of the heart” (gtd. in
Bell et al. 118). Good godmothers appear in varbDisney films, e.g. irBleeping Beautgs
Flora, Fauna and Merriweather, Beauty and the Beass Mrs. Potts, or, Cinderella’s fairy
godmother and they all have one thing in commomaeig that they are “never needful in
their own rights, but consistently helpful and peuditve of their charges” (118).

However, they are not only protective of their ges, but are in some cases crucial
for the plot, as e.qg. iBleeping Beautyat least in the Disney version of the story. Whii
Grimm’s tale the prince discovers the castle wheoeora sleeps in by luck and has no
problem entering it to kiss the girl, the Disnewrgtturns gender roles around; in their
version, the prince is locked in a dungeon by th# women, Maleficent, and can only
achieve his goal with the help of the three faimé® help him magically escape his prison
and who transform his sword into a magic device &laws him to kill Maleficent who has
turned into a huge, powerful dragon. With no dotietis a brave character who is willing to
fight for his love, but in Disney’s model he woutibt have succeeded without the brave
fairies by his side (see Brode 189-190).

Physically, the godmothers are painted in oppasitiothe female villains; while the wicked

women radiate sex and sensuality in form of “shapeld mature curves of wickedness”, the
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good fairies are asexual and therefore depicteld Vpiear-shaped or apple-shaped” figures,
evoking “affable, warm, forgiving, sympathetic, sbearted, generous, affectionate, and
kind” feelings on the side of the audience (118)eyl are past their “peak of sexuality and
authority” (118) and hence pose no threat to sgcigtey protect and guide and embody
nurturing mother figures, which once more contrdabes femme fatales whose bodies are
“sterile or barren”, in other words they produceotling in a society which fetishizes

production” (118). Even the good fairies’ magic opes to the evil women’s witchcraft;

while the witches use their power to shatter thedgeed order within society, the good
godmothers use their fairy dust to get control b&tkl, the godmothers are naal women,

as all of them are to some extent supernaturalgbeihowever, while they are, though
unknowable, regarded as protective, generous amd] ke femme fatales’ mysterious aura

and their unnameable gaze are received as evil.

Bell et al. explain this fact with the “performagienactments of gender and cultural codes for
feminine sexuality and agency” (120). While Disrsepretty heroines are depicted as perfect
girls, constructed on the bodies of actual womka,femme fatales object to the ideal image
of women and thereby “bespeak a cultural trepidgafay unchecked femininity” (121). Bell

et al. further note that the fact that “Disney sigti resorted to the coded cinematic
representations of tHemme fataldor feminine agency speaks to the lack of conwastifor
encompassing such incomprehensible power” (121xeCagain, the female villains are
limited to their sexuality, however, in Disney f#mthat is precisely what the social
performance of women’s representation of powers eordown to; the animated films
embrace the diversity of this power among the dBffié types of women and mirror it in the

force of feminine the women’s bodies.

However, Disney keeps in mind that those bodiesateadited to change due to aging; Bell
et al. state accordingly that “these constructafopmances are rooted in a physical timeline
that decrees that these bodies will change: froen tdntative strength of youth, to the
confident carriage of middle age, to the aplomlpldfage” (121). It is therefore implied that
the perfect girls will not stay young and adorableat, will eventually grow older and turn into
wicked women, only to end up as old ladies, pastapause and their peak of sexuality,
ready to accept their age and to convey their kadg# to a new generation of young
heroines. Bell et al. notice that “on the Disneytumal and somatic timeline, the young

heroines will become their stepmothers; the steperst too, will become the good fairies
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and godmothers” (121-122). For examplé&Smow Whitewhere the Wicked Queen and Snow
White share a lot of bodily resemblance; the dak, lihe red lips, the pale skin, as well as
their similar physique, except for the generatidnage that separates them, they are
practically the same, which proves this existimgetine in Disney animation and furthermore
guestions whether “bold beauty and inner badneswtitecessarily go together — at least not
in Disney films” (Brode 119). According to Brodé,i$ necessary for Disney to “bridge the
gap between primitive and pagan females and aedfiganeration of normal though sexually
liberated women” (129), for it is not easily explable how the good young heroines will turn
into wicked women once they start aging, simplyause they are more sexually experienced

then.

Brode sheds light on this issue by exploring theneztion between a woman’s sexuality and
nature. He states that as a young and innocenttiggrlheroine lives close to nature, leaving
her civilised world at puberty in order to expldife within nature; after having learnt enough
over the years, the women is ready to rise fromy dearning about it into sensually
experiencing it, e.g. via their first kiss, whicbually takes place within nature. Increasing age
and further sexual research make the girl into xgpeenced woman, or as in Disney, a
sexually powerful woman who is symbolized as an ewature due to her new-found
potency, who remains close to nature, howeverhashas mastered the demands of nature,
usually “high up on a hill, in a dark castle” (Be@10), ruling over the natural space that she
used to live in as a girl. All this finally leads the last stage of womanhood, the stage that
Brode calls “the crone” (214), which representsadth woman, who has gained a lot of
wisdom and is one with nature. In Disney, this wonkeas transgressed nature and has
therefore transformed into a fairy creature, a ggodmother whose duty it is to guide a new

generation of young heroines to complete the cotlemininity (see Brode 209-215).

3.5. A close analysis of Disney’s evil femmes

As the depiction of good heroines has changed idadigt over the decades with respect to
appropriate gender performance, so has the portodytheir antagonists, the bad women.
First of all, to provide an overview, the followirtgble illustrates each female villain and her

good counterpart(s) in progression of time (seei$28):
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Film Heroine/Heroes Villainess Year
Snow White and the ) )
Snow White The Wicked Queen 1937
Seven Dwarfs
_ _ The Wicked
Cinderella Cinderella 1950
Stepmother
Alice in Wonderland Alice The Queen of Hearts 1951
Sleeping Beauty Aurora Maleficent 1959
101 Dalmatians Dalmatian Puppies Cruella de Vil 1961
The Little Mermaid Ariel Ursula the Sea-witch 1989

However, Bell et al. divide Disney’s wicked ladieso witches, queens, and stepmothers (see
115), and as this is precisely how those womenheiltlassified for this chapter, the table can

be subdivided accordingly:

1. Witches
Maleficent Sleeping Beauty
Ursula the Sea-witch The Little Mermaid

2. Queens or powerful Ladies

The Wicked Queen Snow White and the Seven Dwarfs
The Queen of Hearts Alice in Wonderland
Cruella de Vil 101 Dalmatians

3. Stepmothers

The Wicked Stepmother Cinderella

All these villains incorporate evil, immoral andei sinful human traits like hatred, death or
corruption, however, the most significant thing tttdrives them is their demand for
domination. In their attempts to gain control otrexir opposed heroine or hero, they proof to
be “strong, fearless, and often very creative. Taeymature, powerful, and independent. In
short, they are everything that their female vistiane not” (Davis 107).

It is the traditional evil women in Disney — theiEQueen/Hag, the Evil Step-mother,
the Queen of Hearts, Malificent, Madame Medusa,@sa the Sea Witch — who are
portrayed in nightmare-ish seriousness, and ab&iog simply bad, mean, or evil, but
also insane. The villains have goals to achieviaénworld which the hero/ine stands
in the way of; the evil woman has goals, but they @sually more personal, and are
portrayed as sinister in comparison: they seekeadhe fairest, to marry off their

daughters, to rule with absolute authority. (D&88)
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3.5.1. Disney’s Wicked Witches

“Disney female protagonists typically embody anagrof feminine ideals and warnings.
Counterposed against the bright faces, adoringcglarand micro-waists of Cinderella, Snow
White, Bell, and Ariel the Mermaid stands a lineofpugly, evil, female characters: the
witches” (Bell et al. 217).

The two witches that are going to be analysed is gbction are Maleficent and Ursula, who
could not be any more unalike, which most probalsiginates in the fact that they were
illustrated thirty years apart, a time in which theage on woman drastically changed due to
the women’s movement in the 1960s and 198w Whits Queen can, in fact, also be
regarded as a witch, as she uses witchcraft censigt however, due to her royal status, she
is going to be analysed in the section about quaedgpowerful women.

The image of Disney’s witches changed rigorouslijjlevin the early films, witches
were regarded as dreadful, dangerous and mendhbigig,jmage improved and ameliorated
over the years. Davis notes that new witch TV sdilee Charmed(1998 to 2006), oBabrina
the Teenage WitcflLl996 to 2003), or films likédocus Pocug1993) provide good and bad
versions of wiccan traditions, shedding new lighttbe concept of witches in media (see
Davis 231). As already pointed out, the feministveraent reformed women’s place in
society, broadening their limits and all the thirtgsy weresupposedo do and be before,
which is why a woman’s controversial behaviour dimt mark her as an evil being, e.g. a
witch, anymore, hence the image of the witch ielftexperienced a change of attitude and
prestige as well. Davis notes accordingly:

Although the older image of the witch continuesdsonate within American cultural
representations, it is increasingly blended wite faminist reinterpretations of the
witch as both a phenomenon of history and an ayphétimage of an aspect of
Womanhood. Particularly in the first period of Degnfilms [...], the role of the

witch/evil woman is vital, since it is on her actgothat the films’ plot turn. Over the
course of the century, however, as feminist ineggiions of witches evolved, this
change in conceptions of the witch has been reftect the Disney animated films.
(231-232)

New interpretations of wiccan practitioners wereluded in Disney animations, e.g§he
Hunchback of Notre DanseEsmeralda, who is accused of being a witch, hewehe way
she is represented is sensual (and thus poweyktlattractive and, most importantly, good
(see 232). Witches were no longer regarded as ewniess of course they conducted vile

actions, but still, their image had been remodedled modernised. However, the image of a
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witch is very much dependent on her lifestyle;hé dulfils the typical child-less, unmarried,
frustrated image that Disney’s evil witches sh#iney are regarded as wicked, although, even
in the earlier films, good witches existed, e.g.rMd&oppins. Such good witches are
“autonomous females who care for children whilastesy becoming mothers” and thereby
are “effective not at disrupting social order betestablishing it” (Bell et al. 213). However,
in the earlier films, such good witches were ra®usually a witch embodied vile thoughts,

atypical female behaviour, and willingness for dpavil.

Davis notes that in most of Disney’s “film histotje witch has been shown as — ultimately
(as in the case with the evil queerSnow Whitewho starts out as a beauty but ends up ugly)
— being ugly, old, and repulsive, and she has aven punished in the end. In this way she
has been contrasted with the beautiful, young, atrdctive heroines” (232). The fact that
modern female practitioners of magic were allowede stunningly beautiful opposes the
depiction of witches in old fairy tales; in Disnéims, a woman’s soul and inner beauty is
usually reflected in her looks (in case of Snow ki stepmother, the Queen, as Davis
points out, her inner ugliness is also to be preskon an outward level in the end in order
not to break with this tradition), and as witchtnafs ever regarded as bad and evil in fairy
tales, it was a common rule to depict women witllaek soul as physically unattractive (see
Davis 232). Davis points out:

In fairy tales, the heroine is almost always degalcas beautiful, and in only the rarest
of circumstances is beauty granted to the wickeidhpure at heart. In those instances
where it is, however, something in the story ugualluses the true ugliness of the
wicked woman to be revealed, such as in Snow Whagpmother’'s transformation

of herself into a hag. This message that good scheduty is very much alive, and is
continuously conveyed through the media to remimminen that, if they want to be

beloved, they must also be beautiful. The ironysen¢ in advertisements with this
message, i.e. that all women, just like the evimga in stories, must use artifice if
they want to preserve their beauty, seems lost tipase who use this message. (232)

In her statement, Davis addresses the issue oflédeaging that has already been touched on
earlier; women are beautiful, desirable, and séxuwatractive to men during their peak of
beauty, their youth. Youth symbolises a healthyybttht is capable of bearing children,
innocence, naiveté, and a pure heart, which icalgithe exact antipode to how evil women
are depicted. Davis describes them as “women im 8@s, 40s, or 50s, single or widowed,
and very angry with the world around them” (233heTfact that Davis also keeps in mind
that they might be widowed, ergo that they onceewgrung (and hence good) and found a
husband, which means that actually they did foltbevpath of life that society expected them
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to as women, but that by deathly fate they are atme, angry and have no-one to love,
which might be the genesis for their transformatido evil women, conforms to Bell et al.’s
comment on Disney’s female circle of life (see Batlal. 108-122).

This fact also underlines Davis’ next argument, egnthat the evil ladies “are aware of the

importance of artifice in maintaining their femieirstatus” (233). They are single women

who are excluded from society due to their abnorbeltaviour, however, as mentioned

above, this atypical comportment might result freaddenly being widowed, which means

that those women seek the same things as the yonognes: love. Driven by jealousy over

not being as young and beautiful anymore, and haontéaving a great change of meeting
another man who will love them back, they are driveto madness and vile actions,

however, only because of cultural and social demamt standards that they cannot meet
anymore, at their age. That is why they terrofiggrtyoung female counterparts with the help
of their acquired knowledge and intelligence thabcpeding age brings along. Davis

comments on this as follows:

They keep the young heroines in rags in order éwegmt the beauty that comes from
the heroine’s goodness from overshadowing the kettvaly have achieved through

artifice. They are always shown to be aware of nmweh work it takes to achieve the

currently standard form of femininity, and are vaiisessive creatures. When they
have magical powers (as most of them do) theyheie $peech — their words — to cast
spells. When they cannot work magic, they nonefiseleave the power to use their
voices — by giving commands and telling lies — torkvagainst their young, less

verbally-gifted victims. (233)

Maleficent

Apart from Snow Whites Queen, who is accustomed to using witchcraftydwer, is not a
real sorceress, Maleficent is Disney’s first actwdth, starring in the filmSleeping Beauty
from 1959. Being the leading antagonist in the fihe is portrayed as an evil being, using
her witchcraft for implementing bad things, esplgitor taking revenge on the royal family
for not inviting her to their daughter’s christegirStill, before this incident, her actual and
main counterparts were “the three good fairies &ldrauna and Merryweather, her polar
opposites, who do all in their power to keep Malefit's overwhelming evil magic at bay”
(Maleficent, Disney.wikia.com). So, when Maleficaatnot invited to the royal party, she
curses the child to die within the next 16 yeargplygking one of her fingers on a spinning

wheel.
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Maleficent is depicted as sheer wickedness; heorecieave no doubt that her only goal in
life is to spread fear, destruction, and disafdésney.wikia.com notes on Maleficent that she
“represents pure, deliberate, evil. She is ruthtgsbdevious, and will do whatever it takes to
achieve her (evil) goals”. Basically, her evil matiwcomes to no surprise by the look of her
name, as Maleficent can be derived from the latindsmale facergwhich can be translated
asdoing bad thingsThis great level of activity on the part of a wamis one of the major
indicators that she has to be an evil being, censid the social gender rules at the time when
the film was made. Her activeness is conveyed tiirdwer desire for revenge and the way she
focuses her irrational anger on the child and cafetago of it for sixteen years; her whole
life revolves around nothing but evil thoughts tosisathe princess which she would love to
conduct.

As well as the heroines usually have a friendlyraticompanion that helps them through
crises and adventures, so do Disney’s evil womemngaise of Maleficent, it is her raven
Diablo. In many ways she is dependent on him asdahility to fly around, inconspicuously
spy on people and gathering information on peophéchv he quickly reports back to his
master, the sorceress. Hence, it is also thistglofihis that allows Maleficent to finally find
Aurora’s abode after sixteen years of plotting reenge. However, one might say that the
bond between her and her raven is not as tighhese that heroines and their pets share;
while the good characters are connected in a fiyeadld caring way, evil characters respect
and slightly fear each other, both in need of ttheioone’s abilities, but still, one can detect a
certain bond between Maleficent and her raven, wlabways by her side, as can be observed
in the following figure:

Figure 2
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Although the way she treats her pet is often vengh and harsh, she is dependent on him,
both on his abilities and on his company; beingahwitch, she lives alone in a huge, dark
castle and has no-one to share her life, desimed, dreams with. Following the afore-
mentioned theory that evil women only turn into wiiey are because society rejects them,
or because they never found a husband, or he daiddskhe suddenly was an old widow,
wanted by nobody, it does not seem surprisinglilab find her caring for another being, in
this case, her pet raven Diablo. Their bond becaatidso clear in the end, when the fairies
turn Diablo into stone and Maleficent, who cannvent this from happening, cries out in

agony, as her only friend has just left her.

A feature that Maleficent and her fellow evil laslieshare is their tendency towards
mischievous behaviour. The audience feels that Hutyally enjoy their vile actions, which,
in case of Maleficent, can be observed in the Wweyrsocks and ridicules Prince Phillip when
he is captured in her dungeon (see Maleficent Bisvikia.com). Hence, her actions are not
only triggered by an inner desire for revenge, &lsb because she relishes being evil and
loves living out this side of her personality. Yetther, she adores her evil side so much, she
has a tendency towards narcissism, as Disney.w@kia.mentions, when they quote one of
her lines in the film: “You poor simple fools, thking you could defeat me. Me, the mistress
of all evil” (gqtd. in Maleficent, Disney.wikia.com)vhich indicates her high level of self-
confidence and narcissistic nature. Such a strahigfin her own power makes her, on the
one hand, even more powerful, as her arrogances ¢ige enough confidence to take on any
battle, however, seen from a gender studies pergpeone might say that on the other hand,

this trait is an indicator for madness, which, agaiarks her as an evil, because mad, woman.

Interestingly, although she is powerful, certaimyghtier than men, and can magically turn
into anything, she is ultimately defeated by a méwo is way less powerful than she. During
the final battle, where she fights with Prince Rhiand the three fairies, she turns into a huge
dragon, which emphasizes her enormous power. Pmmiknages to stab her with a magic
sword, which, however, proves that on his own, auththe help of magic, he would not have
stood a chance against her; it takes good magi@dmetoic man to finally restore the balance
that she disrupted.
With regard to her bodily appearance, the analydls keep in mind the afore

mentioned definitions of what was ever regardethesutiful and pleasing within American

society, assuming that she does not fulfill theaadards of femininity.
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Figure 2 and the following figure 3 will serve asisual aid for the analysis of her looks:

Figure 3

Although evil women are generally described as dpairtheir forties, Maleficent’s look does
not really reveal her actual age; the sixteen ybataeen the beginning of the film and the
time when she finally gets her revenge seem to pagsed without leaving traits of aging on
her face or hands, which is basically everythirag the audience ever sees from her body (see
Maleficent Disney.wikia.com). The rest is coveradblack and purple cloaks that embrace
her slim figure and add to her menacing aura. Qisvikia.com describes her as “a tall,
slender, beautiful, pale green skinned woman withagow face and a prominent chin”.
Being tall and slender actually fits the descriptmf what was regarded as beautiful at that
time in Western society, as both are model-likeéuiess that entail elegance and beauty.
However, Maleficent’s body appears to be a little thin, which makes it edgy and
pointy, which is not necessarily an inviting effect the part of a woman who is supposed to
be soft and tender (at least if she is good widpeet to Disney's animated world). Her
“prominent chin” that Disney.wikia.com points ogtprove for that, as it sharply sticks out of
her bony face and gives her a prominent look wihséchenerally only common with male
characters. With regard to her skin, which has eemgsh touch, she looks unhealthy and
abnormal; natural skin is supposed to be rose, with a shimmering effect in the face, but
Maleficent’'s skin reminds the audience of an anjnaakeptile that is ready for the hunt.
Moreover, it gives her an artificial look that makieer seenunreal which adds to the effect
that the wicked lady is not to be perceived asa woman, as she does not fulfil the social
idea of femininity. Sticking to the interpretatiof the greenish skin looking like snake skin,
this animalistic feature is enhanced by her yeleygs that menacingly focus on their prey,
the virtuous heroine. Bell et al. touched on thesslatory powers that evil women have and
which are portrayed on their bodies by Disney atimsa(see 117); directing the audience’s

attention to the female villain’s dangerous sidepliiies her threatening effect and also
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proves once more that she is not a real woman amynas she has given way to these

powers.

The audience knows that Maleficent uses dark mdwuwyever, this fact is underlined by
Disney animators in every possible way. Apart fromly dressing her in dark clothes and
painting her body on the basis of the looks ofikeptthere are other attributes that give away
her true inner self. One of these features is rapatl by Disney.wikia.com, where
Maleficent’s “horned headdress” is alluded to,td'ssisymbolic of her dark magic”. The two
horns obviously refer to the devil's horns and sildaleficent does not have such horns
herself, she has to artificially add them to heachby wearing such a headpiece. Interestingly,
the headdress is shaped like a V on her forehdasklg framing her pointy eyebrows and
thereby drawing more attention to these thin linesich anew gives her face a sharp and
edgy and thus unfeminine look. Her mouth has tineeseurvy, but thin lines as her eyebrows
do, and both of these facial features are highdighty the make-up she uses; while her eyes
are heavily emphasized by the use of purple eydosinaher lips are blood red, just like her

sharp, long fingernails that appear like claws awain, refer to her animalistic side.

To sum up, everything about her contrasts the gemud innocence that the film’s heroine,
Aurora, radiates; her looks, her motifs, her perfance, everything about her proves that she
is not only evil, but also an atypical example emininity in the Western world and she is

certainly one of Disney’s most vicious female closees.

Ursula

As has already been pointed out, the differencevdet Maleficent and Disney’s next witch,
Ursula, is primarily based on the thirty years iofd that passed between the animations of
these two, a time, during which the image of wordeanged due to the women’s movement
in the 1960s and 1970s. Accordingly, Davis noted While “strong heroines are a growing
trend in Disney animation of this later period,l@evomen are becoming an increasingly rare
phenomenon” (214); the reason for this is simpigil then, the heroine was merely passive,
shy and innocent, which made it easy for the fenagli@gin to be the exact opposite, but with
the uprising of strong, active, and good femalerattars, the depiction of the oppositional

evil ladies turned out to be more difficult. The magower the good girls gained, the more
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demanding was the depiction of the evil women armh@&y animators had to find new, more
grotesque ways in portraying villainesses, e.gatdging a certain madness to them, or, as in

Ursula’s case, by giving her a transvestite look.

Davis points out that among the newer female vila'Ursula is the only one who easily fits
the traditional perimeters of ‘Disney Villainesshe is very much a ‘monstrous other’ who
opposes a young heroine” (215). What makes heil@rofditional is the fact that she is
driven by jealousy, just like earlier female vitlaidid, like e.g. the Queen froBnow White

or Maleficent. In Ursula’s case, her jealousnesdirscted towards everything beautiful and
powerful; she feels excluded from the mermaid wearhdl envies King Triton for his power
and Ariel for her beautiful voice. Her main focsking Triton though, which becomes clear
in her monologue at the beginning of the film, ihigh she points out that she once lived in
Triton’s castle, but was banished from there ang seeks revenge on the king, if possible,
by becoming queen herself (see Ursula Disney.va&m). Her jealously towards beautiful
things, like Ariel’s voice, though, is not as aetias her desire for revenge; she does not really
actively work against Ariel to reach her goal, @ast, she lets Ariel come to her, who has a

wish to be human and is willing to trade her vdmelegs.

Like all female villains, Ursula is extremely cleyand soon figures that Ariel might be the
key to hurt Triton and to finally get her revend@sney.wikia.com notes: “Ursula is very
manipulative and has a talent of making great sansemaking great points when trying to
strike a deal”. Although she does not play fairhier agreement with Ariel, including a
transformation of Ursula into a good-looking, bretaired woman in order to thwart Ariel’s
plan to win Prince Eric’s heart, she finally gatstiake King Triton choose between his own
and his daughter’s freedom. As he surrenders, Bisetomes queen of the sea and “swells in
size in an effort to crush her opponents” (DaviS)2&mphasizing her newly gained power by
making herself overly mighty and large as a reftecbf her inner force. Although she does
not transform into an animal (probably because @leady is half animal), this turn into a
huge creature seems to be common among witcheslreedy Maleficent turned into an
enormous dragon during the battle. Apart from nning the villain’s great power in that
moment, the swelling to such a big size also haseaacing effect for her opponents and

gives her a threatening aura.
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Ursula’s body is, also in normal condition, ratihég; she is portrayed as half octopus, half
plump human, and in a highly voluptuous way. Belake state that “Ursula was modeled on
the drag queen Divine” (182), which explains hertqayal, as everything is always a little bit
too much Bell et al. concentrate on Ursula’'s drag featuaesl note about one of her
performances:

During her song about body language, Ursula stagesmp drag show about being a
woman in the white male system, beginning ‘baclestagth hair mousse and lipstick.
She shimmies and wiggles in an exaggerated styite viler eels swirl around her,
forming a feather boa. This performance is a masmige a drag show starring Ursula
as an iconic figure. (182)

The fact that Ursula sings about the position ofm&a in society next to men in a patriarchic
system proves that the women’s movement has hadad imfluence on Disney, as no other
character before has ever even thought about theses. Ursula is an intelligent woman and
seems to be aware of the fact that as a passivestandirl she would not stand a chance
against dominating men, however, by cross-dresaintjby destabilizing gender (see Bell et
al. 182), she finds a way to escape the imagepocay femininity and thereby allows herself

to be powerful. Bell et al. further point to JudBltler's idea of gender as performance, when
they state:

In Ursula’s drag scene, Ariel learns that gendgreidormance; Ursula doesn’t simply
symbolize woman, shgerformswoman. Ursula uses a camp drag queen performance
to teach Ariel to use makeup, to ‘never underesBnthe importance of body
language,’ to use the artifices and trappings ofdge behavior. Ariel learns gender,
not as a natural category, but as a performed ans{183)

With her song, Ursula questions the social constrtigender and teaches not only Ariel, but
most importantly the young audience that genderetivdr male or female, is simply a
guestion of performance, and not an establishedfsetles that are imposed upon a human
the day he is born. Bell et al. point out accorfling

Drag performances such as Ursula’'s and Ariel's spectacles that can teach us
something important about gender. Gender is contbasfe repeated, publicly
performed, regulated acts that are ‘dramatic’ dedfore ‘contingent’ embodiments
of meaning. Drag denaturalizes gender by showingitsismitative structure; it
operates on the contradiction between anatomical aed gender identity, a
contradiction that is interrupted by the performantself. Defining gender as a
performative production dismantles the illusioraafatural category. (183)

It appears that Ursula knows that mermaids arerdedaas sex symbols, whether under the
sea, or in the human world; Bell et al. agree aat,ths they say that the “ideal woman

represented by the mermaid image is immobile, hdy power in her sexuality” (184).
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However, through Ursula’s help, and Triton’s helpthe end, Ariel escapes from this sexist
image; Bell et al. regard her as “a dissolution egatticulation of this gender ideal: she is a

mermaid passing as a human with both legs and yvoigaobility and subjecthood” (184).

Ursula’s body is very different from Ariel’s, altbgh, as we learn early on in the film, she
has once been part of Triton’s castle, which ingigathat either her unusual body was
accepted there, or that she used to look diffeeantier and that by being kicked out, she
transformed into this half octopus creature. Bellepoint out:

It is no accident that Ursula is an octopus, arited Medusa figure. Very early in the
film we learn that she is exiled by King Triton fnothe world of the merpeople. She
represents that which is outside even the patmdischdomesticated outside, and
hence, outside patriarchal language. Ariel’'s ogtside undersea world, is a colonized
outside ruled by the patriarchal father, King Tmitavho has the power to name his
daughters. Ursula, who is banished from Tritoname is outside the outside. (184)

Living outside of Triton’s patriarchal world, by vwdi Ariel sometimes feels suppressed,
Ursula is the living proof that as soon as a wordaoides not to obey to social rules any
more, she is regarded as and made into an out8idkiet al. state:

By vilifying feminine power in the figure of Ursul®isney simplifies Ariel's choice:

in the white male system it is much easier to ensithan to be seen as monstrous.
Admittedly, the film is a problematic text for anfénist resistant reading, because it
teaches us that we can achieve access and mabilibe white male system if we
remain silent, and if we sacrifice out connectionthe feminine’. We all know the
storyline about Ariel sacrificing her voice. Indeédtsula tells an ancient story when
she convinces Ariel that her voice will be useleshe human world. (181)

This human world was depicted in 1989, at the tafter the crucial years of the women’s
movement, when women were aware of the fact thaigbeppressed by men was not
acceptable any more. Hence, although both Triton, the royal human, Prince Eric, are
depicted as good male characters, they both slig\e in a patriarchal society, marking men
as the ruling and more powerful gender. HowevaQughout the story, Ursula “teaches a
different lesson about access, mobility, and vdirsula can retrieve Ariel from her destined
alliance with patriarchy. Not only does she givdeRlegs, she schools her in disruptive
reconstructions of gender” (182). Although Ursulzesl all that with her ulterior goal to
destroy Ariel’s father, the king, it seems thaisiimportant to her to teach young girls this
kind of independent, autonomous thinking, which atteially achieves, considering that most
of the film’s audience consists of little girls whsten to Ursula’s words.

Bell et al. observe that the “lessons that UrsidaegAriel about womanhood offer an

important position from which to resist narrowlyadn patriarchal images of women, a



90

position absent in Disney’s previous fairy tale$82). However, one should keep in mind
that Disney animators design their evil ladies vattendency to madness, which means that
generally, they always doubt these women’s sandililigy. Still, her words impress Ariel
and rather certain also the young viewers, althofighl eventually decides to “enter the
white male system with her voice”, but after heicechad been possessed by this progressive,
strong witch for quite some time, it is not the samnymore and has “erupted amidst
patriarchal language” (185), which means that Wrsulvorld view did in fact change Ariel

for her future path as a woman.

The fact that Ursula so willingly teaches Ariel thlat, although she is the daughter of her arch
nemesis, is proof for her inner maternal instinBtsll et al. note that “Ursula is a revolting,
grotesque image of the smothering maternal fig(t81), embodying absolute female power
in her every move and words, however, as she isvilte@n of the story, in an evil way.
Accordingly, Bell et al. describe Ursula’s homettharrors her female force: “The sprawling
seascapes of Ursula’'s home are what Cixous chisdairk continent’ of the feminine boy. To
visit Ursula, Ariel must enter through the tootlayvg of a gigantic mouth, and swim through
womb-like caves. Ursula is the female symbolic eecbin patriarchal language as grotesque
and monstrous; she represents the monstrosityoinfiee power” (184). Ursula’s strong,
feminine force opposes patriarchal power and qoestihe rules that typical women have to
obey to by “disrupting the symbolic system that deds the complementarity of gender and

the dual world construction of land and sea” (18%)1

Ursula’s quelling femininity is constructed as oped to masculine phallic power, which is
present in diverse ways in the film. First of #ilere is King Triton’s scepter, or as Bell et al.
call it, his “phallic scepter” (185); Ursula’s rewge is pointed towards the king and his
political and powerful position, which she can olaas soon as she takes over his magic
scepter, however, this means that the sea-witakssra@ for the scepter can be interpreted as
penis envy (see Bell et al. 185). As soon as Urgata to hold the scepter in her hand, she
transforms; Bell et al. note that she “swells iatbenormous monster, exploding, diffusing,
overflowing. Her growth is more rupturing than aeation.” (185).

The second phallic allusion is presented in the segond, when Prince Eric is able to
defeat the sea-witch with “the phallic mast of $ingp” (185), symbolizing that even though a
woman can, for a minute, be forceful with masculpwmver, she does not stand a chance

against manhood, in this case, a phallic mast. third phallic allusion can be detected in
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Ursula’s two phallic pet-eels Flotsam and Jetsahickvshe tamed and which she constantly
messes around with. They are her closest allieschwproves once more her mothering
qualities, as she is persistently surrounded byntHeeding them, talking to them, and petting

them, which can be seen in the following figure:

Figure 4

Disney.wikia.com points out that “Ursula treats #wds like children” and every time she
talks about them or to them, she calls them “bsiboe ‘poopsies™. They further notice that

she puts them “before anything and everyone elsd’that the moment when “the eels are
killed accidentally by Ursula because of Ariel, sheurns and takes all of her anger and
sadness on Ariel and attempts to kill her oncefandll” (Ursula, Disney.wikia.com).

Apart from Ursula’s unusual mothering features, lwmks and appearance are somewhat
special as well. Davis points out that every litiheng “about her is a caricature of some
earlier Disney heroine, to include her tactics. ieher looks borrows elements from classic
villainesses: she tries to appear glamorous andistigated, but her monstrous form (she has
the body of a somewhat humanised octopus) undeitugtattempt” (Davis 215).

As already pointed out, her body was designedearttage of a drag queen, which is
precisely how Ursula appears in the way she laugiiks, and gesticulates; she is loud,
dramatic, exuberant, and excessively over the Bagney.wikia.com furthermore describes
her as “a very dark and sinister villain”, but he tsame time that “she has a large sense a
humor”. Naturally, Disney animators had to adapt faeial and bodily features to such a
personality.
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Figure 5

Ursula’s attempt ,to appear glamorous and soplaisat’ (Davis 215) can be seen in various
details; first of all, she wears a skin-tight blalrkess that accentuates her large breasts and her
voluptuous body, however, does not cover it entjrak it is in the case of Maleficent, but
reveals her shoulders in a strapless design. Ihdampared to Maleficent’s cloak-like robe,
Ursula’s outfit is sexually daring, although it dorot actually look like it is a dress, but

merely an enhancement of her tentacles to her ujzubr.

Another detail that reveals Ursula’s effort to Idakicy and chic is her affection for jewellery;
compared to her witch-colleague Maleficent, whontyacares about looking menacing and
evil, Ursula is more interested in her sexual powdrch she means to live out with the use
of flamboyancy. Disregarding the fact that her ¢onecklace is actually a magic device that
helps Ursula conducting her black magic, it appéatse a golden, theme-oriented (as Ursula
lives in a shell) piece of jewellery that anew disethe viewer’s glance to her cleavage. Her
earrings are also in shape of sea-shells, butntraxy to the shiny golden necklace, they are
purple, fitting the lower part of her tentacleswadl as the light purple colour of her skin.

Her fingernails are similar to Maleficent’s clavikdi ones: pointy and red, punctuating the red

tone of her lips. Unlike Maleficent’s thin and nasrlips, Ursula’s mouth mirrors the shape of
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her whole body; it is voluptuous, thick, and bigi®y along with her huge mouth is a pair of
big, shiny white teeth that have a piercing eff@atl add a harsh note to her otherwise very
soft body. The white of her teeth is also presentiisula’s hair; she wears her hair extremely
white, way too white for her assumed age, whichmadhat she must have artificially helped
the whitening process. Furthermore, the hair is shdrt and worn up high, which gives
Ursula a masculine look, since a woman’s beaugererally associated with long hair.

Once more, her desire to be as powerful as a méhemnenvy towards the other sex is
reflected in the way she looks. With regard to éges, Ursula also sets herself apart from
other villainesses; her eyebrows are very thintresting the rest of her body, and form a
high arch over the eyes, giving much place to lyetids, which are heavily coloured with
blue eye-shadow. The blue colour, however, is mbt painted to her eyelids, but also under
her eyes, and her eyelashes are artificially erg@nehich all together once more underlines
the drag queen look that Ursula’s animators aspitedt but not least, however, and in
accordance with the pursue of giving her a dragequeok, Ursula has a Marilyn Monroe-
like mole next to the right side of her mouth, uhideng once again her attempt to look

glamorous.

Being the latest one of all female villains desedbn this thesis, one can detect that Ursula
definitely is different from earlier wicked womeheing given a very active heroine as her
counterpart, she could not simply be portrayedrag\al witch, but she had to contrast the
princess’s naiveté by being overly sexually dariagg with a strong feminist attitude. With
no doubt, these features introduced a new eralafnasses in 1989, and make Ursula one of

the most complex evil female characters in a Dideajure ever.

3.5.2. Disney’s Power Women

The women of this category combine the essencenat vas been described as typiclhyl

in females in earlier chapters of this thesis, rfgrbeing powerful, or in fact more powerful
than a man. Within a patriarchal society it hasrdéeen unimaginable to accept a forceful
woman, as it dissents the concept of gender anchdsrlying hierarchy, hence, such women

who strive for power, are regarded as unwomanlynddisney’s exaggerated world, as evil.
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The Disney women that are part of this group@mew Whites Wicked Queen (1937Alice

in Wonderlan® Queen of Hearts (1951), and last but not le@stiella de Vil from101
Dalmatians (1961) As well as on the part of Disney witches, one dignose a clear
character difference among these ladies, as thgrgssion of time has left its marks on the
depiction of evil female power. This differencegsing to be elaborated in the following

three chapters.

The Wicked Queen

Being the first evil antagonist in a Disney animatever, this character needed no frightening
name, and no dreadful masquerade, it sufficed to ppwer of a whole country while being
a woman, and as such ever prone to madness inaspokition. She is, in fact, much more
than just a queen, she is also the story’s proiatjsrstepmother, familiar with witchcratft,
and actually driven into madness because of héoysg, combining all the evil traits and

positions an evil woman can have within the Disweyld.

Her status as queen is never really lived out yyhé only refers to her evil personality that
she is accredited with via her social positionsitmerely a title that allows her to use money
on jewellery and beautiful gowns in order to malex more beautiful and admired by
everyone. She strives for beauty and power, therlahe being regarded as a diabolic trait in
a woman, and as she already is in hold of greaef@veing the monarch of the country), she
has to find other ways to enlarge her might. Agsult she starts using magic, which opens
her new possibilities of power and satisfies hesirds, as it adds to her self-confidence and
strength.

Davis states that this “ability to use black madier constant scheming, and her
manner of speaking, shows herself to be keenlliggat” (125), which should actually
imply that, being intelligent, she manages to nama confident and reflective position, even
though she is not admired by everyone in everle litetail. Still, it is the same magic that
manages to shatter all that strength and confidemicen she starts using a magic mirror that
is bewitched to give the person looking into it dialp honest, and straightforward answers. So
when the queen seeks to know who the fairest o thiéis, it tells her that there is one girl in
the land who is more beautiful than she, which idiaiely releases her jealous and sinister

nature. She is filled with anger and seeks to tiié girl, even though this concerns her
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stepdaughter, merely to be the most beautiful,reamte most admired, female in the country.
This sudden disposition to mad jealousness prdwasthe queen does not solely embody all
kinds of positions among Disney villains (being gangstepmother, and using witchcraft), but
also shares all types of goals that these womegredately want to achieve, as she wants to be
the most powerful and the most beautiful womarhatdame time. Davis, however, mentions
that through “her jealous reaction to seeing thederwoo Snow White, as well as in her
obsession with her own and Snow White’s beauty, relveals her strong sexual nature”
(125), as her sexuality is closely linked to heckeidness, by which the queen is eventually
destroyed (see 125).

In her attempt to get rid of beautiful Snow Whiiee queen uses witchcraft, as it gives her a
head start in terms of power over her young opporidowever, her cruelty is at its peak
when she does not use magic in order to succeddproers the huntsman to kill her
stepdaughter and makes him bring her the girl'sttesaevidence for the murder. This proves
the actual scope of her dark soul and how far shwlling to go, however, only if someone
else does the dirty work; her own methods areefss bloody and barbarous, in short, they are
typically female: subtle, yet lethal. Interestinglyhat finally makes the conduction of her
deathly plan successful in the end is when she $h1&mbw White a poisoned apple while
being magically transformed into an old haggard l&tence one can state that only when she
gives up one of her flaws, namely her vanity, shie attain her goal, as it reveals her actual
inner soul, reflected on her surface, and thereblgam her stronger in terms of evilness. The

following figure shows the queen in her disguisettivform:

Figure 8
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In this transformed version, the queen’s true irbeng is reflected by the way she looks: she
is an old, vicious lady with haggard features andiadolic, shaky voice. However, as also
Disney.wikia.com points out, she is able to shovogoms on her face in this disguise, while
being a beautiful queen, she has “an unfeeling look her face” (see The Queen,
Disney.wikia.com). As this old woman, she doeswear a head piece, but wears her long,
white hair loose and tangled. She has huge ey¢spipear to be yellow, and she wears no
make-up, revealing the dark rings and wrinkles adober eyes; apart from not using beauty
enhancing equipment (like make-up or even a brudig, furthermore has a big, long, and
crooked nose with a wart on it, her eyebrows arektand bushy, and she appears to be
having only one tooth, in short, she is the exatosite to the queen’s natural beautiful

looks, which is why her disguise is eventually assful.

Still, the queen’s motif is being the fairest oémh all, which is why her disguise does not last
for long and she turns back into her old self ass@s the job is done and she has reached her
goal. Her normal, very feminine looking self, howevcan also be analysed with regard to
typical female and male traits; like her villainesolleagues, the wicked Queen is portrayed

as having unfeminine features which mark her asvérperson.

First of all, Davis states Hollinger, who descrilless as showing “assertiveness, acerbity,
intelligence, eroticism” (qtd. in Davis 125), whi@re described as being either male, or
atypical female traits that are unwanted in a la8gcondly, the queen is abnormally
ambitious; despite the fact that she is queen aad knows how to handle magic, she always
seeks for more and can never be satisfied. As aete notices someone who is better than
she, she has to snuff this person out in orderdegd again. Davis mentions on this issue that
the queen “rules with an iron hand, forcing thosadath her to do her bidding no matter what
their objections” (125), which proves once more &lerasive, never-ending demand for more
that can be regarded as the personification of raalbkition, which she conducts with great
force.

Moreover, she is an incredibly aggressive and wiolgerson who would stick at
nothing in order to reach her goal; like most pduleand aggressive women in Disney, she
steadily loses her temper and patience, which tieena great effect on her actions. Davis
mentions that the queen “is bitter in her attittmeard life, and never smiles or demonstrates
love” (125), which, again, is a typical trait foiddey villainesses. However, Bell et al. talk

about her as a “femme fatale” (117), explaining ther feminine emotional side mixed with
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evil power results in those catastrophic actiosdhex typically female emotions are an erratic
and unpredictable factor that influences the deafeeruelty of her operations. Another
masculine feature that can be observed on parewfshher independence from anyone; if a
man (in this case, the huntsman) fails in doingoadgjob (killing Snow White), she takes

action and does it herself.

Still, as has been already mentioned, the queenocalss a number of typically female traits,
as for example her lack of self-reliance and sefffilence, which surfaces in the way her
whole identity is shattered, merely because shedias notice of another woman’s beauty.
Hence it can be stated that she might be one dfdBell.’'sfemme fatalesvhen it comes to
her vile and wicked nature, but she definitely reegelf-assurance.

Figure 6

With regard to her bodily appearance, one has ticaber interestingly normal and beautiful
female body, considering she is a Disney villaihe $ neither extremely fat nor thin; she
looks healthy but slender and therefore does notradict the traditional American beauty
ideals. Disney.wikia.com describes her as “an ib#autiful woman with a serene, unfeeling
face, and a slender yet voluptuous figure. [...] Henutiful features and her royal attire
create a very stunning and beautiful Queenly imagké reason for this lies in the plot of the

story, as she has to be the second most beautfiolaw in the whole country, therefore her
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wickedness and inner ugliness are only revealdterimmimics. In figure 6 we can observe a
grim look in her face, reflecting her readinesgitband her true diabolic nature.

However, as opposed to the latest female villaialya®ed in this thesis, Ursula, the
gueen’s body is not depicted as a portrayal of tingdemale sexuality, as it does not reveal
naked skin. She covers up her curves and is redaxith being the second most beautiful
woman in her country, which proves once more tihadyder to be regarded as pretty and fair,
a woman cannot overly display her sexuality. Altlowshe wears dark clothes, which most
female Disney villains do in order to mirror th@ner atrocious nature, the queen is dressed
in a purple and white dress, while only her heackp@nd cape are black. In fact, the big white
collar abates the dark outfit, as it gives her age&like look of an empress instead of a
menacing touch, as e.g. Maleficent’'s outfit doessnBy.wikia.com analyses the queen’s

clothing style, stating that “The color scheme ef &ttire represents her pride and vanity”.

With regard to her face, however, one notices ¢lvah when she does not conduct one of her
evil plans, she has a permanent arrogant look,iwégems to be quite common on the part of
Disney animations, as women who have power alwayks $lightly snooty in order to refer to

their high position, highlighting the negative ingaltion of female power once more.

DA
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Figure 7
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Figure 7 shows that in contrary to other femaldaiik, Disney animators have given the
Wicked Queen a beautiful face as well, even thaighfeatures technically resemble other
villainesses’ features. She wears a headpiece, hwine have already observed with
Maleficent, however, the queen’s black head demmragives her face a heart shaped form
and is furthermore meant to underlay her crown ot as it is in Maleficent’'s case, to be
able to wear devil horns in order to look more noamg Still, as it is regarded as female and
very attractive in a woman to have long and fulirh& can be stated that the head piece,
entirely covering up her hair, gives her a bolddeshand thus slightly masculine notion as

well.

The features in her face that add to her fair femtynare her long, elegant lashes that circle
her eyes, her seductive red lips (which, again,saeged by most female villains, but in the
gueen’s case looks sexy and provocative insteathaiacing), her small nose, and her
smooth skin, which has a soft colour that makesldwk healthy and human, as opposed to
Maleficent’'s green snake-like skin and Ursula’spgbeircomplexion. Her eyes are rather big,
which is usually common with Disney heroines, agdyes give them a puppet-like look that
seems to enhance their beauty, but hers are patateshaped, which, as well as her lips,
makes her appear sexy and seductive. Still, hes ayd eyebrows are also the only features
in her face that give her a menacing and evil Idw; only half-open eyes make her appear
arrogant and bossy and are surrounded with punmesieadow that adds to her diva-like
expression, enhancing the focused stare of hertihdgugreen, but dangerous looking eyes.
However, her eyebrows are very thin and form a lagth, which is typical among female
villains, and transform her sexy, yet slightly weckstare into a menacing gaze that gives the

audience a feeling of fear.

Still, it is obvious that although the Wicked Quesmbodies all the typical evil characteristic
traits a female villain can have in Disney filmerbodily features are the only evil ones that
do not mirror her inner malice. Hence, although sh#odies all the evil imaginable in a
woman, she is depicted as the most beautiful onleemh all, which on the one hand does not
fit the image of an evil lady, as it contrasts hgly soul and confuses viewers and the rules of
gender studies that have been elaborated in tHereanapters, but on the other hand is
necessary for the story, as being second preftieshe whole country triggers her mad
jealousy and leads her to vile actions, which iy wbspite her beauty, there can be no doubt

about her tremendous evil power, regardless ofiiseal nature.
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The Queen of Hearts

WhenAlice in Wonderlandcame out in 1951, precisely fourteen years &tesw Whitethe
ideas on gender had evolved and already changeaohége on women in a slight way, which
is why, in comparing the two films, one can obseavdéuge difference in the depiction

between the heroines of each story.

As opposed to Snow White, who practically only siteund, passively waiting for her male
saviour, Alice goes on an adventure, actively segto find out about a new world. However,
as already pointed out in an earlier chapter, thiy ceason why Alice is — by society —
allowed to behave like that without being regardedan atypical woman, lies in the fact that
she is still too young to be perceived as a teanaige hence able to fall for a man, since she
is still a child. In short, this means that as sasm girl grows into being attractive to men,
she has to follow the rules of gender within heriety, but as long as she is still a girl she can
be vivid and adventurous and, basically, behawedilkoy.

Therefore, being given a much more active protagjdhian Snow White, the female
antagonist, contrasting the young heroine, neealdx tdifferent than the Wicked Queen; she
had to act out her evilness differently and conféorthe contemporary thoughts on gender in
society.

Interestingly, as already quoted, Davis states tiha “only female characters Alice
encounters while in Wonderland are a garden fulleofibly snooty, mean-spirited flowers,
and the Queen of Hearts” (105), which could berprated as Alice’s fear of what she has to
become like as soon as she grows up. Being a Inkalg, and knowing of the strict gender
rules she has to grow into, it is clear that byyamagining women as evil creatures in her
dream, she either has had bad memories of womanhwhe processes in her slumber (but
as her elder sister is nice to her, this theorynseenlikely), or that she dreads losing her vivid
nature and the need to turn into what society reguier to be. Hence, females only exist in
her world as either being snobbish, spiteful, amém or as mad, dominating rulers, who tell
everyone else what to do, which most probably réséesnthe way she encounters women in
reality.

Opposed to this innocent, young girl, is the QueérHearts, an insane and mean
ruling woman “whose main pleasure in life seemsame from ordering executions and

dominating her husband, the king” (Davis 105). Wstaikes the most about her wickedness
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is the harsh difference between her power and damem and the one of her husband, the
king's practically non-existing force. When thisiraated film was produced, the time of
Women’s movement had not arrived yet, which is vehywoman could still be regarded as
evil as long as she overpowered a man. Howeveral@ady pointed out, a woman’s
disposition to madness as a side effect to her paae a popular trait among evil characters,
likely to be added to a female villain’s personalDisney.wikia.com notes on her as follows:
“One word: psychotic. All the residents of Wondadaare mad (insane), but the Queen of
Hearts is the most dangerous of them, having thet pmwver. She completely dominates her
weak husband, the King of Hearts. She likes to Heawords ‘Yes, your majesty’ and insists

that ‘All ways are my ways!”” (The Queen of Hearfisney.wikia.com).

This exaggerated depiction of female power and msslrbecomes most evident in the
gueen’s constant mood swings; she acts like aexpahild that has too much power and
hence always gets what she wants, however, ig/ltkethrow a tantrum whenever things do
not go her way. Disney.wikia.com notes: “Like angdrperson, she has huge mood swings,
from content to enraged at a moment's notice. dietisen to every problem is a beheading,
whether her roses have been planted white, sheesngsshot in croquet or feels insulted in
any way”. The fact that as soon as something do¢sfatiow her will she is willing to
instantly kill the culprit seems to be a demongtrabf what can go wrong if a woman is in
power. She is entirely moved by her emotions asdshe is a woman in power, those are
extradited to mad thoughts and therefore dangdmesgeryone near her, especially the young

heroine who intrudes her world and starts quesigphier government.

Those steady swayings and mood changes make hatileechnd unpredictable, as her

opponent is in constant danger of being killed bg of her minions. However, since her bad
mood mostly leads to killing, Disney.wikia.com s&that “she seems to be the Disney villain
embodiment of the sin of Wrath”, as she permanegitlgs way to her rage and, being queen,

has the power to make her sinister thoughts ofrglgyeople come to life.

With regard to her portrayal, the difference to Wieked Queen fronsnow Whitecould not

be greater. Nothing about her represents the etegamd beauty that Disney’s first villainess
embodied, neither in the way she looks, nor invlag she behaves. The only attribute that
combines these two women is their absolute powertlagir willingness to always get things

done their way.
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The Queen of Hearts is popular for her rage, wisctvhy she is mostly drawn as can be
observed in figure 9, as an angry woman who hasteation of fitting the appropriate image
of a civilised lady with good manners. This atypiG@male behaviour is mirrored in her
appearance, as her body and face are not veryifenihile Ursula, the other female villain
who obviously weighs a little too much, manage$otik voluptuous and to dress sexily, the
Queen of Hearts’ body looks sturdy, bulky, and regrand resembles the physique of a sumo
fighter instead of a corpulent woman. Yes, she ddsnpt to look more womanly and more
like a queen by wearing a dress that accentuatesdistline and her breasts, but the way she
wears it and moves in it reminds the audience afae wearing women’s clothes during

carnival.

Figure 9

Her dress, aside from trying to make her look fen@nunderlies her status as Queen of
Hearts, as it is black and red, with gold and wiapplications; again, it looks more like a
costume than a queen’s gown, as it does not maké&adle classy and superior, but like a
cartoon version of a Queen of Hearts playing cdmvever, the part of the dress covering the
upper part of her body is cleverly tailored, shgpihin the design of a heart, which anew
reflects her character. The only thing that hesslteas in common with the Wicked Queen’s
attire is the white collar, however, while it giv€sow Whits antagonist a gracious and
angel-like look, it makes the Queen of Hearts |lbk& wearing a dog-collar and makes her

head appear even bigger and stuck right onto ngo,tsince it entirely covers her neck.
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Her face looks rather manly too, as it shows no lsoés or any intentions of wanting it to
look neat and pretty with the help of make-up pstick. In fact, she does not even seem to
have any lips at all, giving her huge mouth a ntaleh, as it there are no soft lips which
might give her a sensual look. In this picture dbes not seem to have teeth, but she does, in
fact, have some, which can be observed in figureai@l they add to her menacing aura once
when she is in rage. Her mouth, however, is sahmg) most of the time the audience either
sees her uvula (see figure 9), or her bare, pighciwhite and huge teeth (see figure 10)

which both are not a very feminine features abambman’s mouth.

Figure 9 furthermore shows her small but brawnyendser bushy eyebrows that have
probably never seen tweezers, and eyes that deeeat to have eyelashes, or visible eyelids
that she could apply make-up on in order to loogirdéle or more feminine. Even her hair,
although one can monitor a slight attempt to looktty in the way she binds it up with a red
bow, does not have a good cut and lankly sticksobber head in wildly and in all directions.
All'in all, there is hardly anything about her fabat makes her look womanly; even the way
she wears her crown and matching earrings rathekesvthe afore-mentioned idea of a man

wearing women'’s clothes instead of a gracious queen

Figure 10

Figure 10 shows that when she is madly in rageappearance becomes more of a grotesque
mask than resembling a woman; there is nothingefuhor charming about her at all. Her
bared and white teeth and her menacing white aaxkldyes that have no colour, which gives



104

her the impression of a reptile, focus on her paeg the audience is immediately afraid;

everything about this look is threatening and aeredanget

It has been mentioned beforehand that the queedtil’sside is different from the Wicked
Queen’s maliciousness, who acts out of spite amdysy and focuses her anger onto one girl.
The Queen of Hearts’ wickedness is expressed thrdwey both powerful and maniac
behaviour, causing her to be unfeminine, as it matsacceptable for a woman to be this
dominating in 1951. Disney animators have excdifentaptured this unwomanly
comportment in her portrayal, causing her bodibtdiees to reflect her inner personality and

thereby intensify her menacing appearance.

Cruella de Vil

Among all evil women in this analysis, Cruella I tonly character who does not oppose a
female protagonist and hence is not necessarilyamipode to a girl's righteous and
acceptable gender behaviour. Also, her story isadriee few Disney animations that is set in
the film-makers’ contemporary society instead dlirtg an old and gender-wise outdated
fairy tale. That being the case, Cruella rather @sak stand against expected female

behaviour on a broader level and maké$ Dalmatiangiffer from other Disney film.

Produced in 1961, the film embraces the idea ofilfaend solidarity, which appears to be
typical for that time, as during the 1960s, it vaaseptable for women to work, however, also
to find a husband and have a familp1 Dalmatiandollows these standards on both a human
and animal level, as both the dogs and their huowarers fall in love in the beginning of the
film, marry, and become pregnant. This conceptrecigely what Cruella questions, which
becomes clear in the way she keeps on telling Atita female human protagonist of the
story, not to marry a man, especially one that hasmoney. To Cruella, who always
respected Anita for being a talented and hard wgrkvoman in her enterprise, it is not

understandable how a woman can put love over lieeca

Again, such thinking in a woman was not sociallgegated, which is why a female of this
opinion could easily be depicted as evil. Simitatlte Queen of Hearts, Cruella de Vil acts on

impulse, which, as her actions are hence tied teeh®tions, comes to surface in dramatic
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outbursts that no one is safe from. Disney.wikimcalso notes on this issue: “Unlike
previous Disney villainesses such as The Queeny Tadmaine, and Maleficent, Cruella is
not a schemer. Instead, she acts purely on imgrsdeis thus prone to reckless behavior”
(Cruella de Vil, Disney.wikia.com). She is so sadfsured that she does not even consider her
reckless actions to possibly have lethal conse@setw herself, as she thinks of herself as
superior; she is better than all those women wigose is to get married and she is certainly
better than all those other humans who do not tlaeeyuts to pursue their goals. Cruella is
different, she always gets what she wants, anceinchse, this desire comes down to a new

coat, made from Dalmatian fur.

Bell et al. note that her “incarnation of evil igpical. Cruella Deville, a powerful,
autonomous and ‘wild’ woman, is vain, selfish, avdedy. In his song, Roger identifies her
as an ‘inhuman beast,’” so that the human femabegantst, with no interest in animals except
for their fur, is identified more strongly with nbmman nature — apparently predatory and
rapacious” (128). Disney animators managed to pmunither evil nature with her looks; her
constant desire to wear animal coats and the lfatthter hair, half white, half black, is meant
to match her animalistic outfits, underlies Bellaéts comment on Cruella’s rapacious and
beastly personality. Especially considering the that the protagonists of the story, the dogs,
actually appear human in the way they behave, thi®m of socialised behaviour comes to
the fore. Bell et al. note:

This human/inhuman dichotomy is reinforced in vasi@ender-stereotypic ways. As
good females, Perdita and the housekeeper are tpsdronly to take initiative when

doing so in defense of the pups. The other prontifeenales are the dairy cows who
provide milk to the hungry pups. Only as motheeslror surrogate, are females
depicted as doing anything positive in this filmdaof course, they do it instinctively.
(129)

In this context, Bell et al. further mention th&01 Dalmatians“isolates evil as the
personification of the independent woman, who fssaot only to cruelty but also theft.
While reinforcing patriarchy and androcentrism, tise of the isolated female also enables an
escapist, rather than allegorical, viewing of tie'f (129). As Cruella’s rejects the life of a
good housewife, society immediately also expectstdiée prone to other evil thoughts and
acts, marking her desire to be alone as the sadifver wickedness.

Bell et al. also point out that “Cruella’s wearifilgs and blowing smoke are, like her
loud, brash voice, symptomatic of her individuatess and aggressiveness rather than a class

or cultural problem; [...] Cruella remains a uniquelasolated figure” (129). Her smoking is
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a disgusting, un-ladylike habit that is hated bergene, which is underlined by Disney
animators in the way they portray her “leavingal of green, foul-smelling cigarette smoke”
(Cruella de Vil, Disney.wikia.com) no matter whesiee goes. This smoking habit could be
interpreted as a hint to her name, which is a tianiaof the worddevil, and as Satan is

usually pictured with smoke coming out of his nitstdeaving a foul, rotten smell behind

him, so does Cruella’s smoking.

Her bodily appearance leaves no doubt that her sigaind her diet are anything but healthy,

as can be spotted in figure 11.

Figure 11

Cruella is extremely thin, which, again, opposes image of the healthy, good-looking
American type of girl that Disney animators likegizture their heroines in. Her physique is
haggard, her hips edgy, as if her pelvic bones westick out, and her breasts are small and
pointy, which both add to her extreme, and unfeng@nbok. Her skin looks pale and has a
greyish touch to it, although one can monitor asodlte interest in beauty on her part, which
is why her complexion most probably is merely aesiffect of her unhealthy lifestyle. Her
hands and head appear huge in contrast to her iigh gives her an anorexic look, adding

anew to her noxious mode of living.
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Just as her body, also her face looks pointy, slitarp edges, which makes her look both ill
and dangerous, for it is unusual and scary. Heeldh@nes and chin both stick out, her lips
are thin, but her mouth is big, and her eyes lookolw, however, she highlights those

features by applying make-up to her face; her egdmlv is green, underlying the colour of
her earrings, and her slim lips are painted redetying the colour of her long gloves. Her
eyebrows form an extremely high arch, accentuaiimge more the edgy look of her face and
giving her a permanent mean look. Her hair, asadlranentioned, is half black, half white,

which both are technically no colours and add toummatural appearance.

As already pointed out, Cruella is extremely prémé&urious outbursts, which can come about
abruptly, as they are closely tied to her emotidsssoon as that happens, everything about
her seems to become inhuman, both her actionsamddks are manic and frantic, as can be

viewed in figure 12:
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Figure 12

In this scene, Cruella is driving her car, whichwigy the wind blows through her hair and
makes it stick out and lets her resemble Medusa f@@reek mythology. Her face looks
animalistic; she bared her teeth, as if being retadgink her teeth into someone, like a
predator on the hunt, her nose is similar to aspigise, her ears seem as big as a bat’'s ears
and her eyes are huge and orange, with a hyprptediect, resembling a snake’s stare.
Cruella thinks herself superior, larger than liéad by focusing the viewer's eye on her
predatory nature, one tends to believe that shighs, that she can actually get things done
her way and that everything that comes her wayoiaggto be eliminated. In short, her

appearance is scary, dangerous, and evokes feelifigar on the part of the audience, which
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is most probably precisely the kind of effect titasney animators had in mind with her
portrayal.

Bell et al. finally note that the film is about thestinction between good and bad, stating that
“the conflict is limited to that between individugdodness and individual wickedness” (129),

and Cruella de Vil is most definitely one of theshaccurate portrayals of a wicked woman.

3.5.3. Disney’s stepmothers

Although only one stepmother is going to be analyigethis section, the chapter is still in
plural, for there is another one that has alreagBnbmentioned in this thesis, Snow White’s
stepmother, the Wicked Queen. However, as this imgyedominantly known for her status
as queen, the only real stepmother that is renoiaredeing simply that is Lady Tremaine,

Cinderella’s stepmother in the fil@inderellafrom the year 1950.

In an earlier chapter it has been mentioned thand®j heroines often lack a mother, some of
them have no mother anymore, whereas to some af 8fe is only absent (like it is in
Aurora’s case), however, there is this third grafipmother figures, namely the stepmother,
which can be viewed irSnow Whiteand Cinderella Davis notes on this issue that
“particularly in the cases of Snow White and Cirdler, what is left for the main character is
a ‘maternal’ figure in the form of a step-motheromMs openly against the young girl in her
care, doing everything she can to oppress theagdlkeep her from finding love” (103). She
further mentions that only stepmothers are consial@s evil in Disney animations, whereas
the mother, though mostly missing, is a nice amihgaone, as a mothering personality is

basically regarded as a good character trait ioman (see Davis 103).

On the issue of the evil stepmother, Davis intr@sudeanine Basinger who describes the
figure of the stepmother as a “destructive motl{#03) and quotes:

Mothers who are destructive are either interfeiimgheir children’s love lives or in
their careers. Where love is concerned, they asayal trying to stop it, and where
career is concerned, they are always trying to puahead. This further endorses the
idea that a woman’s proper choice in life is loéher mother blocks it, an audience
can see she is destructive. If she is trying tdfhes daughter into a career, she is also
blocking love. Bad mothers of men are always tryiaglock love, since a man is
allowed a career, and his mother wants him to loareée (qtd. in Davis 103).
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Considering the fact that a mother’s role is tackebher offspring a valid lesson about life,
especially with regard to proper gender behavianr.evil stepmother who teaches all the
wrong lessons is not only considered as a bad wpimainhas a destructive effect on her
daughter as well, as she makes her believe in gmnder rules and hence puts her in an
antisocial position. Hence, the consequences oéwdnstepmother’s vicious acts are vast,

which makes her even more diabolic and therefaypiaal Disney villainess.

Lady Tremaine

In Snow Whiteand Cinderellg there is much the same parent-child set-up: the
heroines’ natural parents are dead, and they hacle lgeen left in the care of an evil,
domineering, jealous woman who has taken over tineehand rights that should have
been the heroines and usurped them for herselthé&unore, the evil step-mother
actively threatens and thwarts the heroine in tage’, and will stop at nothing to
destroy the heroine and her chances for a hapggpendent life. (Davis 104)

This citation basically sums up the plot Ginderellaand explains the role of her wicked
stepmother, Lady Tremaine, who is going to be awalyin this chapter, and furthermore
touches on the similarity betwedinderella and Snow White which is also going to be

discussed.

On the latter issue, Davis mentions that the twmdiappear to have various identical
features, the most obvious being the plot structwiech is very much alike: “once evil has
been suppressed and the more ‘feminine’ woman oedawith love and happiness, the
world is shown as having been righted and the éém end on a happy note” (125). However,
also with regard to characterisation one can detsanilarity toSnow Whiteas Davis further
points out:

Cinderella and her Step-Mother [...] are technic#ilg heads of the household, since
the Step-Mother is the maternal head and the hisusefact Cinderella’s, since she
should have inherited it from her father. Both take cafethe running of the
household, the Step-Mother in the social and firdrsense (albeit not terribly well)
and Cinderella in the care-taking sense (clearfieegling the animals, and so on).
(125-126)

Both heroines have lost their parents, have indgntealth and a high social position, and
both are being tortured and wished dead by theprsbthers, as they have taken the heroines’
places within the household and intent on keepindpat way. Both girls being good and
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sound female protagonists, they behave gender-agserding to social rules and passively
endure all the vicious acts that their stepmotheysose upon them instead of fighting for

their rights, as they wait for a heroic prince tone and save them.

Hence, Davis mentions that next to Snow White, €ialla is one of the “least active and
least dynamic characters” (102), which is why hgpanent, the stepmother, is able to stand
out do to her high level of activity which, gendeise, is naturally regarded as a negative trait
in a woman. This disposition to activeness is agi what Lady Tremaine’s wickedness
comes down to; unlike Cinderella, she fights foratvehe desires and does not veer away
from radical methods while doing so.

Her intentions for implementing wicked actions oinderella are actually rather good
ones, as they come down to her role as a mothely Teemaine wants the best for her own
daughters, which basically shows her good, mothyeside, however, her way of dealing with
those feelings remain questionable. Knowing that desughters are not as beautiful and
gracious as Cinderella, she becomes jealous anddeall her hatred onto the young heroine
and is willing to sacrifice her stepdaughter’s iied happiness for her own. Again, the mad
jealousy that is focused on the heroine and thaeslithe stepmother to wicked actions is a

similarity that bothCinderellaandSnow Whiteshare.

Douglas Brode points out that both films warn “aigaithe Beauty Trap” (184), elaborating
that only because women are extradited to the gete, they seek to be the most beautiful
one of them all, which is when jealousy and othemkcemotions come to surface and allow
evil women to behave viciously. Disney.wikia.consalindicates that Lady Tremaine is
“motivated by jealousy of Cinderella's beauty, asdrves to accentuate the ugliness and
awkwardness of the stepmother's own daughters”y Tinther mention that next to Lady
Tremaine’s high level of activity, her desire foora social power is another indicator of her
evilness by stating that “Lady Tremaine is also@alite, determined to gain higher status by
marrying one of her daughters to Prince Charmihgt§ Tremaine, Disney.wikia.com). Her
plan basically revolves around getting her daughtemmarry a wealthy man, if possible, the
prince. Though, knowing that her daughters lackubeand grace, she hides Cinderella’s
charming and pleasant appearance to the royal yfahmlping that this shabby lifestyle will

conceal her beauty.



111

However, next to striving for power and being highktive, Lady Tremaine does not, like
many other Disney villains, deal with witchcraftetyfurther, her activeness does not even
include any sort of factual cruelty, as she necéunally touches Cinderella; Disney.wikia.com
notes that she “doesn't harm her stepdaughter gadilysi but seeks to destroy her
psychologically”. Lady Tremaine never lays a fingen Cinderella, she merely
psychologically exploits her stepchild and playswier longings and yearnings, for example
when she promises her to join the others to thalrbgll as soon as she has finished all her
work, but then lets her daughters destroy her doesshen she locks her into her room when
the King’s captain searches for the girl who fite glass slippers. Especially this latter scene
accentuates her enormous cruelty towards Cinderiia is “maltreating her stepdaughter
even when there is no material gain to be madelastes Cinderella in her tower room when
she knows her own daughters won't fit the glaggsli’ (Lady Tremaine, Disney.wikia.com),
so basically her only intention is to harm Cindieréh this moment, and not to help her own

daughters in the process.

Evil women, whose emotions are usually tied torthwétked actions, are basically not known
for strategic thinking which is considered a magtt The fact that Lady Tremaine has a plan
and does not let her feelings control her acti@wkls to her unfeminine appearance. Her
daughters Anastasia and Drizella, however, are amtself-controlled as their mother;
throughout the film, they consistently help theiother and physically abuse Cinderella by
hitting and slapping her, or by tearing her dresstlie ball into pieces. This scene serves as
the peak of cruelty and maltreatment towards thengcheroine in the story, as it combines
both the stepmother's mental, and the daughtergsipdl abuse and makes the audience
shudder at this huge iniquity, as the antagonistal emotions and personalities come to

surface.

Lady Tremaine’s personality can be described asnfpogery cold, calculated, bitter, and
ruthless” (Lady Tremaine, Disney.wikia.com). Shedastrayed as a crafty, devious and frosty
woman, although her intentions are actually sincamne upright when it comes to her
daughters, however, the audience perceives hebad atepmother who mentally abuses the
female protagonist.

She possesses a lot of male traits, one of whishalraady been mentioned, namely
her ambitious nature that is expressed in her elésirher daughters to marry a rich or royal

man, and she refuses her plan to be thwarted kgnanyhe furthermore can be considered as
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very self-reliant because she has always beenrilyeperson responsible for her daughters.
What happened to her first husband is unknown,shet marries another man, Cinderella’s
father, in order to make sure that her daughters hasecure and warm home. After his death,
she finds herself looking after three girls and ttasnanage how to get along with this new
situation. There is no doubt that by enslaving $tepdaughter she takes the wrong step,
nevertheless we realize that she is well able wiw on her own, which makes her a

modern, independent woman.

Also, she can be considered as enormously seligantf Throughout the film, she

hammers out evil plans in order to make Cinderslitier and almost always gets what she
wants and according to her facial expression, ghemeven assumes that her plans could
possibly fail. Another male attribute is her dominance. She iomtrol of every situation that
she manipulates and she clearly wants to be cominmrahd authoritative. This can be
viewed in the way she treats Cinderella, for examglery morning, when she orders her
what housework has to be done on the day. In eesedmere Cinderella stands at the side of
stepmother’s bed, we see the young girl in theighihthat shines through the window, while
the evil stepmother’'s body is still in the shadowd dooks dark and intimidating. The only
bright item about her are her piercingly white eyieat seem to pester Cinderella while
commanding her the daily instructions. This harsht@ast of extreme colours makes the
stepmother look evil and unnatural. However, irs tituation, she gives her orders in a very
calm way, which again refers to her self-confidermé when Cinderella interrupts her for a
moment, Lady Trumaine raises her voice, sharpenddme, and gives her stepdaughter a
wicked look. This scene clearly points out how daamit she is and that she does not allow
anyone to interrupt her while speaking.
Ultimately, she is also be described as a veryesgijre and violent woman, who loses her
temper and is filled with anger and hatred. AltHosbe normally is a calm and self-confident
woman who believes she is superior to all othdrs,takes action against others if required in
order to carry out her initial plan.

While all these characteristics make her conteraglas analewoman by society and show
her superiority over men, her personality is alsorared in her physical complexion in
various ways. Although her body looks healthy bseawnlike most villainesses she is
neither too slim nor too fat, her face gives awa&y true vicious nature; her mimics are

spiteful, malicious, and miserly, leaving no doabher wicked plans.
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Disney.wikia.com describes her as follows: “Ladgfiaine appears to be old, but has
aged well. She has gray hair shaped like two bgregn earings and a red gown” (Lady
Tremaine, Disney.wikia.com), as can be observefigure 13. It can be seen that her body
has actually aged well and the way she dressggpi®jariate for her time and social status,

and shows her good taste and the fact that she fessinine side.

Figure 13

However, the way she wears her hair can be corsides rather masculine; although she has
actually long, very feminine hair, she always weaat®und up, however, not into a ponytail,
but basically only high up, which makes it look ghand stresses her male appearance anew.
In addition to all these features, the way she ra@an also be considered as very manly; she
embodies power and wants to manifest this in heraments. She walks slowly in order to
emphasize that the others have to follow her arep keer pace; also her hand gestures are

slow and well-thought and draw attention to her pow

Powerful and dominant evil females in Disney filmiten look like a twisted and crooked
version of a woman, however, Lady Tremaine seemigetdthe exception of this rule. She
actually looks like a healthy-nurtured woman, hoarexthe only thing that spoils her rather
beautiful appearance is her age which has, nayutaken away her youthful, radiant shine.
As Disney animators tend to exaggerate bodily fesatin order to make an evil woman look
according to her dark personality, Lady Tremairage can be viewed in the deep lines of her

face, which become obvious in close-ups, as efigume 14.
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Her wrinkles, though they are not that many becaasealready mentioned, Lady
Tremaine has aged well, seem to be unusually danich intensifies her evil appearance,
because dark lines and shadows, or basically armgythiat is obscure and eerie, radietd,
which makes viewers feel uncomfortable. Hence,ittnasons where she makes evil plans,

her face seems even darker than usually, makindaleeal expressions seem even crueller,

which gives her a vile look whenever she has a &dqgiian.

Figure 14

Figure 14 is moreover a good example of how extrefpee-ups manage to aggravate a
villain’s evil aura. It has been mentioned befdrattBell et al., who quote Mary Ann Doane,
touch on this issue, describing the face as bdiagmost open space of the body via which
one can see another person’s personality, depititmgver-representation dke instance of
subjectivity” (qtd. in Bell et al. 116). The viewdras no other choice but to meet Lady
Tremaine’s gaze, whose face covers the whole screeking herself the centre of attention
and clearly dominating the scene.

With respect to the depiction of her face, it carshid that Disney artists clearly had only one
intention, namely to make her look mean. Her eyabrare especially thin and curvy due to
her permanent vicious glances. The mouth, withhits lips, looks harsh too and is, together
with the eyebrows, most responsible for her sinisfgpearance. Her teeth are unnaturally
white, intense and sharp, and contrast the darkdmhy rest of the face. She wears red
lipstick and green earrings, which point to hersegenf fashion, as both these colours are
featured in her dress and brooch. With respedtgmtercingly white eyes and teeth, one can
detect a reference to animalistic features, likestnmdher female villains own. The eyes that

focus on their prey and the teeth that are readigtoatively rip apart anything that gets in
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their way both have predatory powers and evoke girii@ars. Disney also provided Lady
Trumaine with an unusually long, thin and edgedeneghich as well adds to the angular,
shadowy look to her face and, as well as to hedgioey look.

Again, Disney animators have beautifully captureid tvicked woman'’s evil personality
by underlying her character traits with a menadouk that frightens both the antagonist of

the story, and the young audience.
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4. Conclusion

The thesis examined the cultural and social backgt@f Disney animations, as well as their
influence on children all around the globe withpes to gender thinking. In various chapters
| pointed out in what way the company manages teagptheir beliefs on appropriate female
behaviour and their notions of femininity. It haseb further elaborated how evil women,
who generally embody femininities gone wrong, #uk, and perform according to Disney

and in how far their depiction has changed througlioe years.

My goal was to find a structure and a concept m wWay Disney animations portray their
female protagonists and antagonists and in howh&se concepts have changed throughout
the years. | found out that Disney heroines reprteige good and pure girl, free of evil
thoughts, entirely passive and naive, in shorty fhartray the image of the perfect female.
Wicked women, however, strive for more than thaeytdesire power, knowledge, beauty,
strength, and are willing to actively fight for thevishes, which is precisely what marks them
as evil within the patriarchal Disney world. Hendeie to their unfeminine behaviour, their
appearance is adjusted to their malicious perdmsliresulting in atypical female bodies,

mimics, and gestures.

In spite of the altering evil women’s portrayal aridual depiction, | surprisingly found their
motives to remain the same through time: they abwagnt something the good girl has and
since they are no good girls themselves, they hmeeme and get it.

Also, although Disney has kept in mind alteratiohspinions on this issue within, especially
how the women’s movement has changed the view aneman society over the last decades,
their concept is still the same: as long as a wodwes not behave according to the hidden
rules on gender, she is portrayed as the evil antagof the story, teaching the audience not
to desire the things that these women strive fat thereby exerting their influence among

generations of viewers.



117

5. Bibliography

5.1. Literature

Adkins, Lisa.Gendered Work: Sexuality, Family and the Labour ké¢arBuckingham: Open
University Press, 1995.

Banner, LoisAmerican BeautyChicago: University of Chicago Press, 1983.

Barthel, Diane.Putting on Appearances: Gender and AdvertisiRdiladelphia: Temple
University Press, 1988.

Bell et al. From Mouse to Mermaid. The Politics of Film, Genderd Culture Bloomington:
Indiana University Press, 1995.

Benjamin, JessicalThe Bonds of Love: Feminism, Psychoanalysis, amd Rfoblem of
Domination.London: Virago, 1988.

Bing, Janet et alRethinking Language and Gender Research: TheoryPaadtice.London:
Longman, 1996.

Bordo, Susan.Unbearable Weight: Feminism, Western Culture & tBedy Berkeley:
University of California Press, 1993.

Brode, DouglasMulticulturalism and the Mouse. Race and Sex innBysEntertainment.
Austin: University of Texas Press, 2005.

Buchbinder, DavidMasculines and Identitiedlelbourne: Melbourne University Press, 1994.

Comfort, Alex.Sex in Society.ondon: Duckwort, 1963.

Connell, Robert WGender and PowelCambridge: Polity, 1987.

Cranny-Francis, Anne et aGender Studies. Terms and Debatdew York: Palgrave
Macmillan, 2003.

Davis, Amy M.Good Girls & Wicked Witches. Women in Disney’s BeafAnimation Herts:
John Libbey Publishing Ltd, 2006.

Davis, Kathy.Reshaping the Female Body: The Dilemma of Cosretigery New York:
Routledge, 1995.

Doane, Mary AnnFemmes Fatales: Feminism, Film Theory, Psychoamaly¢ew York:
Routledge, 1991.

De Lauretis, TeresaTechnologies of Gender: Essays on Theory, Film &imnction.
Bloomington: Indiana University Press, 1987.

Eagleton, MaryA Concise Companion to Feminist Theddxford: Blackwell, 2003.

Fetterley, Judith.The Resisting Reader: A Feminist Approach to Araari¢iction.
Bloomington: Indiana University Press, 1978.

Fish, Stanleyls There a Text in this Class? The Authority okidptetive Communities.
Cambridge MA: Harvard University Press, 1980.

Gilbert, Sandra M. and Susan GubEne Madwoman in the Attic: The Woman Writer and the
Nineteenth-Century Literary ImaginatiorNew Haven, Conn. and London: Yale
University Press, 1979.

Glover, David, and Cora KaplaGenders London: Routledge, 2000.

Grill, Frith. Women, Writing and Language: Making the SilencegalspEd. Diane
Richardson and Victoria Robinson. London: The MdtaviiPress LTD, 1993.

Kolodny, Annette. “Reply to Commentaries: Women ths, Literary Historians, and
Martian Readers'New Literary Historyll (1979): 587-592.

Krasniewicz, LouiseWalt Disney: A BiographySanta Barbara: Greenwood, 2010.

Lakoff, Robin.Language and Women’s Pladéew York: Harper and Row, 1975.

LeGuin, Ursula KThe Left Hand of DarknesSt. Albans: Panther, 1977.



118

Marshment, MargarefThe Picture is Political: Representation of WomanCiontemporary
Popular Culture Ed. Diane Richardson and Victoria Robinson. Londdhe
MacMillan Press LTD, 1993.

Mills, Sara. “Language”A Concise Companion to Feminist TheoBd. Mary Eagleton.
Oxford: Blackwell, 2003.

Mulvey, Linda.Visual and Other Pleasuresondon: Macmillan, 1989.

O’Barr, William and Bowman Atkins. “Women’s langga’ or ‘powerless language’?”.
Women and Language in Literature and Sociég. Sally McConnell-Ginet, Ruth
Borker and Nelly Furman. New York: Praeger, 1980.

Richardson, Diane, and Victoria Robinsdntroducing Women’s Studies: Feminist theory
and practiceLondon: The MacMillan Press LTD, 1993.

Riviere, Joan. “Womanliness as Masqueraddéie International Journal of Psychoanalysis
10 (1929).

Shevelow, KarthrynWomen and Print Culture: The Construction of Femiigiin the Early
Periodical London: Routledge, 1989.

Showalter, ElaineA Literature of Their Own: British Women Novelistem Bronté to
Lessing 1977. London: Virago, 1978.

Showalter, Elaine. “Towards a Feminist Poeti®&bmen Writing and Writing about Women.
Ed. Mary Jacobus. London: Croom Helm, 1979.

Sontag, Susamgainst Interpretation and Other Essajdew York: Delta, 1966.

Stoller, Robert JSex and Gender: On the Development of Masculinitg Bemininity
London: Hogarth Press, 1968.

Trumbach, Randolph. “Sodomitical subcultures, satioat roles and the gender revolution
of the eighteenth century: the recent historiogyapfTis Nature’s Fault Ed. Robert P.
Maccubin. Cambridge: Cambridge University Pres$,719

Tucman, Gaye, and Nina E. FortEedging Women Out: Victorian Novelists, Publishensg
Social ChangeNew Haven CT: Yale University Press, 1989.

Vance, Carole SPleasure and Danger: Exploring Female Sexualityndon: Routledge &
Kegan Paul, 1984.

Warhol, Andy.The Philosophy of Andy Warhol (From A to B and BAghin). New York:
Harcourt Brace, 1977.

Weeks, JeffreyComing Out: Homosexual Politics in Britain, fronetNineteenth Century to
the PresentLondon: Quartet, 1977.

Wollstonecraft, Mary.The Wrongs of Woman, or Mariaondon: Oxford University Press,
1976.

5.2. URL

Coca, Andreea. “A Reflection on the DevelopmenGehder construction in ‘classic’ Disney
films.” Amsterdam Social Science 3.1(2011): 5-18. 19 January 2012.
<http://www.socialscience.nl/SocialScience/applmaiupload/files/Vol3_Is1 fullcorre
cted.pdf>.

“Cruella de Vil". The Disney WikiWikia Entertainment. 8 May 2005. Web. 18.04.2012.
<http://disney.wikia.com/wiki/Cruella_De_Vil>

Divorce Magazine 2011. Divorce Marketing Group & Segue Esprit Ii27.01.2012.
<http://www.divorcemag.com/statistics/statsWorldhskr

“Lady Tremaine”.The Disney WikiWikia Entertainment. 8 May 2005. Web. 20.04.2012.
<http://disney.wikia.com/wiki/Lady_Tremaine>

Leach, Ben. “Disney characters portray ‘beautysdgstereotype.TheTelegrapt3l
October 2010. 05.02.2012



119

<http://www.telegraph.co.uk/culture/culturenews/8093/Disney-characters-portray-
beauty-is-good-stereotype.html>.

“Maleficent”. The Disney WikiWikia Entertainment. 8 May 2005. Web. 23.03.2012.
<http://disney.wikia.com/wiki/Maleficent>

“The Queen”The Disney WikiWikia Entertainment. 8 May 2005. Web. 09.04.2012.
<http://disney.wikia.com/wiki/The_Queen>

“The Queen of HeartsThe Disney WikiWikia Entertainment. 8 May 2005. Web.
14.04.2012. <http://disney.wikia.com/wiki/The_Queeh Hearts>

“Ursula”. The Disney WikiWikia Entertainment. 8 May 2005. Web. 29.03.2012.
<http://disney.wikia.com/wiki/Ursula>

5.3. Films

101 DalmatiansScreenplay by Bill Peet et al. Dir. Clyde Geronghial. VHS. Walt Disney
Productions, 1961.

Alice in WonderlandScreenplay by Ted Sears et al. Dir. Clyde Geromtral. VHS. Walt
Disney Productions, 1951.

Cinderella.Screenplay by Ken Anderson et al. Dir. Clyde Geroret al. VHS. Walt Disney
Productions, 1950.

Sleeping Beautyscreenplay by Ted Sears et al. Dir. Clyde Geroeinaill. VHS. Walt Disney
Productions, 1959.

Snow White and the seven dwaBsreenplay by Ted Sears et al. Dir. David D. HafdS.
Walt Disney Productions, 1937.

The Little MermaidScreenplay by Ron Clements and John Musker. in Rlements and
John Musker. VHS. Walt Disney Productions, 1989.

5.4. Figures

Figure 1: http://maedchenmannschaft.net/disneysefraild

Figure 2: http://disney.wikia.com/wiki/File:384412&1 2c7eb7516e_o.jpg

Figure 3 : http://disney.wikia.com/wiki/File:Sle@eg _beauty movie_image_walt_disney.jpg

Figure 4 : http://disney.wikia.com/wiki/File:300px-
Draft_lens2195860modulel11741373photo_12224497 7Ruflisam-jetsom.jpg

Figure 5 : http://disney.wikia.com/wiki/File:Ursuld/icked-_1280x800.jpg

Figure 6 : http://disney.wikia.com/wiki/File:Snowwéqueen.jpg

Figure 7 : http://disney.wikia.com/wiki/File:Wicke@ueen-_1280x800_copy.jpg

Figure 8 : http://www.cuckoocomics.com/animation/@rimage/WitchApple.jpg

Figure 9 : http://disney.wikia.com/wiki/File:32776267 _2be9b93046.jpg

Figure 10 : http://disney.wikia.com/wiki/File:Aliegisneyscreencaps_com-7771.jpg

Figure 11 : http://disney.wikia.com/wiki/File:Cr@g

Figure 12 : http://disney.wikia.com/wiki/File:Cr20g

Figure 13 : http://anatomyofevil.files.wordpressn@d011/12/ladytremaine.jpg

Figure 14 : http://top5s.net/wp-content/uploadsZ104/435.jpg



6. Index

A

active 5, 7, 14, 16, 19, 20, 22, 23, 24, 26,
33, 39, 40, 43, 44, 46, 47, 48, 49, 50, 51,
53, 54, 67, 70, 86, 87, 93, 100, 110, 111

activity 11, 17, 18, 51, 67, 75, 83, 110

American 3,5, 6, 7, 10, 18, 29, 35, 37, 47,
49, 51, 63, 64, 65, 70, 80, 84, 97, 106,
117

animations 1,5,7,9, 10, 11, 13, 16, 18,
20, 22, 29, 42, 44, 47, 49, 50, 51, 52, 56,
57, 58, 61, 63, 65, 80, 86, 98, 104, 108,
116

antagonist 82, 94, 100, 102, 105, 115, 116

appearance 6, 11, 12, 14, 16, 25, 27, 28,
29, 30, 32, 34, 35, 37, 38, 39, 63, 65, 70,
72,73, 84,91, 97,102, 103, 104, 106,
107,110, 111, 113, 114, 116

Ariel 16, 24, 26, 29, 34, 35, 37, 39, 44, 49,
52,53, 54,57, 61, 62, 64, 79, 80, 87, 88,
89, 90, 91

attractiveness 26, 29, 31, 32, 36, 38

Aurora 16, 17, 22, 24, 35, 36, 37, 39, 43,
53,61, 64,71, 74,76, 79, 83, 86, 108

B

beautiful 5, 6, 29, 30, 32, 33, 34, 35, 36,
37, 38, 39, 40, 41, 47, 48, 53, 57, 71, 72,
75, 81, 82, 84, 85, 87, 94, 95, 96, 97, 98,
99, 110, 113

Belletal 2,5, 10, 23, 28, 30, 34, 37, 44,
62, 63, 64, 65, 67, 68, 69, 70, 71, 72, 73,
74,76, 77,79, 80, 81, 82, 85, 88, 89, 90,
96, 97, 105, 108, 114, 117

Belle 24, 28, 30, 37, 40, 46, 57, 58, 61, 64

Brode 2, 16, 34, 35, 36, 42, 65, 67, 68, 69,
71,76, 78, 110, 117

Butler 1, 41, 43, 51, 59, 65, 70, 88

C

changes 3, 8, 10, 16, 25, 37, 49, 51, 53,
54, 57, 58, 101

Cinderella 11, 16, 17, 22, 23, 24, 26, 35,
36, 37, 39, 43, 46, 47, 53, 61, 64, 69, 71,
72,73, 75,76, 79, 80, 108, 109, 110,
111, 112, 119

120

Coca 1, 4,5, 10, 16, 23, 24, 26, 27, 28, 29,

34, 39, 43, 44, 46, 61, 63, 64, 70, 118

concept 1, 2, 3, 4,11, 12, 15, 17, 18, 32,
33, 34, 35, 36, 40, 42, 48, 50, 51, 60, 62,
63, 67, 80, 93, 104, 116

conceptions 1, 26, 32, 80

Cranny-Francis 1,5, 7, 8, 11, 12, 18, 19,
20, 21, 22, 25, 26, 27, 30, 31, 32, 33, 41,
44, 60, 117

Cruellade Vil 13, 72,73, 79, 94, 104,
106, 108, 118

cultural 1, 2, 3,5, 6,9, 11, 12, 16, 30, 31,
32, 33, 34, 41, 50, 51, 57, 65, 70, 76, 77,
80, 82, 105, 116

culture 1, 4,5, 10, 11, 12, 13, 16, 17, 22,
23, 24, 25, 32, 41, 43, 46, 57, 60, 64, 65,
119

D

Davis 2,5, 6,7,9, 10, 14, 16, 17, 18, 19,
20, 22, 26, 29, 35, 36, 37, 42, 43, 46, 47,
48, 49, 50, 51, 52, 53, 54, 55, 56, 57, 58,
59, 61, 63, 65, 66, 67, 73, 74, 75, 78, 79,
80, 81, 82, 86, 87, 91, 92, 94, 96, 100,
108, 109, 110, 117

de Lauretis 1, 4,5, 6, 7, 10, 11, 30, 31, 65

E

entertainment 9, 16, 34

F

fairy tale 5, 10, 17, 18, 23, 27, 36, 40, 42,
43, 45, 63, 69, 104

femaleness 26, 31, 46

femininity 1, 3, 6, 7, 10, 17, 18, 27, 31,
32, 33,60, 66, 68, 71, 72, 77, 78, 82, 84,
85, 86, 88, 90, 99, 116

femme fatale 70, 72, 73, 74, 77, 96

G

gaze 16, 29, 30, 31, 32, 33, 34, 36, 69, 72,
77,99, 110, 114
gender issues 2



gender messages 4

gender role 4,11, 60

gender studies 1, 3, 31, 38, 41, 65, 71, 74,
84, 99

godmother 39, 76, 78

Grimm 34, 35, 76

heroine 79

identification 7, 30, 31

identify 7, 25, 30, 31, 37, 44, 57

identity 1, 4, 16, 21, 32, 45, 48, 59, 60, 62,
88, 97

image 12, 15, 17, 21, 22, 27, 32, 34, 35,
50, 57, 58, 63, 72, 77, 80, 86, 88, 90, 91,
97, 99, 100, 102, 106, 116, 119

individual 4,5, 7, 8, 11, 12, 13, 14, 15, 18,
30, 31, 32, 41, 54, 60, 105, 108

intelligence 11, 23, 26, 40, 45, 66, 67, 82,
96

J

Jasmine 16, 21, 22, 23, 29, 34, 37, 40, 46,
49, 50, 52, 54, 55, 59, 61, 62, 64

L

looks 15, 25, 26, 27, 29, 30, 31, 36, 39,
40, 44, 45, 49, 58, 61, 71, 81, 85, 86, 91,
93, 96, 97, 99, 101, 102, 103, 105, 106,
107, 112, 113, 114

M

madness 2, 20, 75, 82, 84, 87, 90, 94, 101

Maleficent 71, 72, 73, 74, 75, 76, 79, 80,
82, 83, 84, 85, 86, 87, 92, 98, 99, 105,
119

maleness 12

Marshment 5, 21, 22, 27, 31, 32, 118

masculinity 12, 27, 33, 63, 66

121

P

passive 15, 18, 19, 20, 21, 22, 24, 26, 29,
30, 33, 39, 42, 43, 47, 49, 52, 55, 66, 68,
86, 88, 116

passivity 11, 18, 51, 66, 67

patriarchal 1,7, 8, 11, 12, 14, 18, 20, 22,
23, 24, 26, 27, 28, 31, 33, 42, 43, 44, 45,
48, 59, 60, 68, 69, 70, 89, 90, 93, 116

physical 4, 6, 12, 27, 28, 29, 31, 35, 38,
59, 77,111, 112

Pocahontas 16, 21, 23, 24, 34, 37, 46, 49,
51, 52, 55, 61, 63, 64

political 6, 15, 40, 50, 51, 55, 60, 90

powerful 3, 4,12, 13, 14, 15, 24, 28, 45,
61, 69, 72, 73,74, 76, 78, 79, 80, 84, 87,
88, 89, 90, 93, 95, 96, 104, 105

princess 12, 17, 26, 27, 39, 40, 43, 47, 50,
52, 53, 54, 55, 75, 83, 93

protagonist 7, 27, 31, 42, 44, 63, 65, 73,
94, 100, 104, 111

Q

queen 14, 20, 36, 39, 40, 45, 47,55, 71
72,74, 81, 87, 88, 91, 93, 94, 95, 96, 97,
98, 99, 101, 102, 103, 104, 108

Queen of Hearts 48, 72, 79, 94, 100, 102
104, 119

queer 1, 60, 61

R

representation 1, 4,5,6,7, 8,11, 14, 18,
25, 31, 32, 60, 65, 72, 77, 114
Robinson and Richardson 1, 13

S

sexual 3,11, 12, 13, 14, 15, 16, 19, 20, 32,
34, 36, 52, 67, 68, 69, 71, 78, 92, 95

Snow White 9, 11, 13, 16, 21, 22, 23, 24,
26, 28, 29, 30, 34, 35, 36, 37, 39, 40, 43,
47,53, 55, 57, 61, 63, 64, 71, 72, 74, 75,
78, 79, 80, 81, 82, 87, 94, 95, 97, 100,
101, 102, 108, 109, 110, 119

social rules 3,5, 7, 11, 17, 25, 41, 42, 45,
60, 89, 110



122

stepmother 13, 24, 36, 39, 62, 63, 71, 72, \
73, 81, 94, 95, 108, 109, 110, 111, 112 o
T villain 12, 28, 45, 67, 73, 74, 78, 85, 86,

87, 90, 91, 97, 98, 99, 101, 102, 114
traditional 15, 42, 52, 54, 57, 79, 87, 97 villainess 101, 109
Tremaine 105, 108, 109, 110, 111, 113,

114, 118
U w
ugly 17, 28, 35, 80, 81, 99 wicked 1, 12, 20, 39, 43, 46, 63, 65, 70,
Ursula 13, 14, 15, 71, 72, 74, 79, 80, 86, 71, 75,76, 77,79, 81, 85, 93, 96, 97, 99,
87, 88, 89, 90, 91, 92, 93, 98, 99, 102, 108, 109, 110, 111, 112, 114, 115
117, 119 Wicked Queen 78, 79, 94, 99, 100, 101,
102, 104, 108

witch 13, 14, 39, 53, 71, 74, 75, 79, 80,
81, 82, 84, 86, 90, 92, 93, 95



123

7. Zusammenfassung

Die Diplomarbeit beschéftigt sich mit Frauenbildeamd wie sie im amerikanischen
Filmkonzern Disney in deren animierten Filmen datglt werden. Zeichentrickfilme in

Spielfilmlange gibt es von Disney seit dem Jahr7198s Schneewittchen und die sieben
Zwerge in den Kinos der westlichen Welt verotffentlicht nda. Seit damals ist der
amerikanische Konzern ein fleiBiger Produzent &heli Filme, wo Marchen und
Legendengeschichten verschiedenster Kulturen zmiarten Filmen verarbeitet werden.
Diese Zeitspanne, von 1937 bis hin zur Vertffehtlimg des FilmsArielle — die kleine

Meerjungfrauim Jahre 1989, wurde in dieser Arbeit untersucid auf die charakterliche
Verwendung der guten und bdsen Frauenbilder, salgien zeichnerische Darstellung,

analysiert.

Der erste Teil der Arbeit setzte sich mit dem Béggender studiesin sich auseinander; es
wurde versucht eine Art stereotypisches Regelbucarewickeln, wie sich laut einer Kultur

oder einer Gesellschaft — in diesem Fall die anaeigche Gesellschaft — eine Frau zu
benehmen hat und welche Grundlagen diese Annahrabanh Diese Klischees wurden
aulRerdem mit dem Medium Film in Verbindung gebracid es wurde untersucht inwiefern
das Kino eine Auswirkung auf die gender-WahrnehmdeigZuschauer der westlichen Welt
hat.

In weiterer Folge wurden verschiedenste weiblicienByprotagonistinnen auf ebendiese
Stereotypen untersucht und es wurde versucht, fi@éndiese Gender-Regeln, wie z.B.
Passivitat, Gestik, Sexualitat, und vor allen Dmg@eissehen, ein Beispiel aus der Disneywelt
zu bringen. In diesem Bereich erkennt man aul3erdesonders gut die bereits erwahnte
Verénderung von diesen Regeln und Annahmen wie leiaa sich zu benehmen hat und

welchen Einfluss die verstreichende Zeit auf neusjerne Frauenbilder hat.

Der letztlich grof3te Teil der Arbeit befasst siclit cen Antagonistinnen dieser weiblichen
Hauptpersonen, namlich den bdsen Disneyfrauen.atiaar Weiterentwicklung der guten

Frauenbilder ging eine Verédnderung der Ansicht ea® Frau bdse werden lasst einher,
jedoch auf verschiedensten Ebenen.

Es wurde erkannt, dass die Motive der Frauen, alie Westlicher Gesellschaft auf Abwege

gekommen sind, durchaus noch dieselben sind widmifiang des 20. Jahrhunderts und dass
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es diesbeziglich wenig einschneidende Veranderuiggén Es sind weiterhin die bdsen
Stiefmutter, die Kindern Angst einjagen, beziehuvgjse die Hexen, die alle Welt
einschuchtern, aber trotz aller Entwicklung aucé nidchtigen Frauen — wobei hier kein
Unterschied gemacht wird ob eine Frau eine Konigtn oder eine beruflich erfolgreiche
Frau, wie Cruella de Vil — die vor allem Mannerigezn lassen.

Dennoch, die Darstellung die Disney diesen Frau&ommen lasst, zeigt eine Alternierung
auf, Frauen werden nicht mehr nur als unweiblisbndern gar als grotesk weltfremd
portratiert, um zu unterstreichen, dass diese Ammistjnnen durch ihre Handlungen jegliche

weibliche, aber auch gréf3tenteils ihre menschlidbigenschaften verloren haben.

All diese Untersuchungen zeigen auf, wie sich dastiche Frauenbild im Verlauf des
20.Jahrhunderts verandert hat und welche Ansickteiterhin bestehen. Die Conclusio
erfolgte indes, dass die Ansicht dessen, was vorGasellschaft akzeptiertgute Frauen
machen durfen, im letzten Jahrhundert eine akfemjnistische Veranderung erfahren hat,
wahrend das, was eine Frdagse macht, weiterhin besteht und offenbar unverandert

universell glltig ist.
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