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1 INTRODUCTION

Being a princess is the dream of many young gimts @ven in adulthood the desire for
luxury, beauty and admiration seem to drive sommamforward. The popularity of the
princess fantasy is partially due to the succes#/alt Disney Company, who decade
after decade has introduced an ongoing line ofcpaa characters. THisney princess

is already a cultural concept, an icon of femiyiniwho has inspired women all around
the world since the release of the first film irethate 1930s, and will most likely

continue to do so in the future as well.

As the Disney princesses are well-recognized waddvand therefore also a significant
contributor to modern-day girl culture, the culiurdluences of the characters have been
studied quite a lot. Researchers such as Wohlw28d9), England et al. (2011) and
Rothschild (2013), among many others, have stuttiedtcharacteristics and attributes of
the Disney princess, examining how the Princessachers portray the women of their
time of release, but also how these characters imfiluenced the future generations of
women exposed to the stories. These researcheeschacluded that, indeed, alongside
social changes there seems to be a curve of ewolutithe princess characters from a
happy housewife-to-be to a more androgynous adtern more suitable to reflect the
modern woman. However, the process has been ititeraas the Disney princesses
have influenced their target audience, similarlg teal-life women have inspired the

creators of the characters.

Although there are plenty of studies related torépesentations of femininity in Disney
films, the agency of the Disney heroine has yebdostudied. Therefore, the present
study aims at filling this gap by observing how wenis agency is depicted in Disney
lyrics, thus examining if the traditional damseldistress has indeed evolved into & 21
century queen: a woman who does not just wait toeeseued, but is in charge of her

own life.



2 DISNEYAND FEMININE IDENTITY

2.1 Walt Disney Company andthe Disney heroine
2.1.1 Disney as an entertaining, educational and commeiali force

The Walt Disney Company (henceforth referred tdDaney and its frontman Walt
Disney have had a tremendous impact on childrenlture since the late 1930s.
According to Cheu (2008: 48-54), even the earlyoniof Disney was to take on the role
of a public educator and a cultural guardian in teited States by offering
entertainment that would also serve as a tool éonektic education. In fact, in the 1980s
the National Parent Teacher Association togethdr thie U.S. President Ronald Reagan
endorsed the Disney Channel as “informative, emit@rtg and wholesome family
entertainment” (Cheu 2008:48-54).

As studied by Cheu (2008:49-51), Disney storieskamvn to often revolve around dark
themes, such as social discrimination, death, ga@eldcruelty, but are also always sure
to have a happy ending, thus creating a safe anwieot for the process of experiencing
diverse emotions. The stories usually have intenaedal lessons, which could be
divided into five categories. First of all, theme stories that encourage continuing in life
in spite of occasional confusion, such as Alic&Manderland (1951), where the child is
surrounded by a world of strange and illogical rappgs. In films like Pinocchio
(1940), the child is introduced to the strangersss awkwardness of growing up, as
well as the feelings of being out of control of @eody and mind. Some films, such as
Bambi (1942), deal with the loss of a loved ond,diso emphasize that there is always a
way of coping with hardship and complexity. Dumi®41), for instance, is a story of
an elephant who is discouraged by his peers dbelyening but finally reaches his full
potential through self-realization. Lastly, thesetihe Cinderella fantasy (1950), which
begins with hostile circumstances, yet ends witke las a reward.

Alongside of cultural and educational aspiratiddgney is also a notable commercial
force in children’s lives. According to Wohlwend 0@9:57) and England et al.
(2011:555), the company has launched a wide rahgeechandise, such as toys, video
games, books, makeup sets and costumes, totajiig aver $4 billion in global retail



sales in 2007, thus promoting consumerism amongigyaudiences. England et al.
(2011:555) and Cheu (2008:52-54) also mention #ftabugh Disney is originally an

American phenomenon, the company has gained mmmational presence through the
release of ethnic stories, such as Aladdin, LiongKithe Hunchback of Notre Dame,

Pocahontas, Mulan and Hercules.

According to England et al. (2011:555), Wohlwen®(2:57) and Cheu (2008:54),
Disney seems to have set out to target young girisarticular. In 2001, the Disney
Princess line was created as an advertising antetirag campaign for 3 to 5 year-old
girls, which is one of the most successful brana®ray Disney toys today. The line
consists of eight Princesses: Snow White, JasrBiekg, Pocahontas, Mulan, Cinderella,
Ariel and Aurora, as well as collectibles and appagelated to the Princesses and their
stories. Disney also offers princess merchandissvéens, a market group of pre-teen
girls (10 to 12 year-olds), such as live actiomfiland makeup sets. An example of a
tween film isThe Princess Diarie§2001) starring Anne Hathaway, a fantasy in which
an ordinary girl turns out to be a princess of evay land. In addition to princess
stories, Cheu (2008:54) points out that Disneydias launched programmes that depict
the princess fantasy in a more modern way. For gigmmany of the live-action
programmes targeted to teenagers revolve aroundrdgamns of stardom, for example

careers in fashion design, music and hairstyling.

2.1.2 The evolution of Disney heroines

Wohlwend (2009:59-60), England et al. (2011:556)%681 Rothschild (2013:55-59), all
of whom have studied the characteristics and atet of a typical Disney princess,
point out that the traditional Disney princess msianocent and happy homemaker-in-
waiting, who is longing for a royal husband to flpagive her life a purpose. The
traditional princess is also beautiful, talks abbatuty and fashion and has feminine
body movements; she twirls, curtseys and wearsniemimakeup. She is helpful and
nurturing, and always romantically linked to a penfigure in the film. Most Disney
heroines are also isolated from other humans aedeaposed to evil and powerful
women. For example, Rapunzel is grounded in heetdw an evil witch who pretends

to be her mother and Cinderella is a domestic skavke house of her evil step-mother.



All princesses are, however, good and kind by ratas Disney has removed any vanity

and psychological games of the original stories.

The evolution of Disney heroines is usually chaeaséd as a series of three waves, as
has been reported by Rothschild (2013:2,54) andIWéstd (2009:65). The first wave
includes the three earliest princesses (Snow Whitederella and Sleeping Beauty),
who were featured in the only three Disney prin@ssnated films heavily supervised
by Walt Disney himself. These three princesses allefhe more traditional and
patriarchal gender roles, as the princesses age sfiown doing housework and act as
objects of display to their princes. These threeadso beautiful, yet passive, as they are

simply waiting to be rescued and rewarded by romanc

According to Cheu (2008:52-54), Rothschild (2013:84d England et al. (2011:564),
Disney made adjustments to their female protagerasbngside the civil rights and
feminist movements in the 1970s and introducedcarsg wave of heroines who were
more independent, including Ariel (Little Mermaidpelle (Beauty and the Beast),
Pocahontas and Mulan. These princesses are nohstmng domestic work, but instead
they pursue non-traditional paths. For exampleglAtefies her father's command, Belle
takes a stand against the values of surroundingtypd®ocahontas tries to reconcile
between two belligerent nations and Mulan disguisgself as a man to join the army in
her father’s place. However, as Wohlwend (2009@5its out, these heroines could be
seen only superficially different from their predesors, as there are still traces of
traditional gender roles visible. For example, mites of Ariel strongly standing against
her father, she becomes demure and silent in &bher prince. Similarly, Belle rejects

Gaston, a macho suitor, yet ends up as the misifessastle.

The most salient feature of the third wave heroisebeir aspiration to gain control of
their identities and lives, as stated by Cheu (Z008 For example, Princess Tiana (The
Princess and The Frog 2009) is determined to be@mantrepreneur, which was a non-
traditional career choice for an African-Americanman in the 1920s. Princess Merida
(Brave 2012) in turn refuses to be married off dights for her own hand in a
tournament, therefore swapping from the role ofriagess to the prince of the story.

Lastly, Princess Elsa (Frozen 2013), later corahatequeen, is driven to act as the main



villain of the story (although unwillingly), thushaking the stereotypical setting of the

princess representing the absolute good and virtue.

Moreover, whereas the earlier heroines, espediadyfirst three princesses, show more
feminine characteristics, England et al. (2011:568) point out that the third wave
heroines are expected to carry both feminine andcuolime attributes, such as being
athletic, assertive and brave, yet affectionate emdtional at the same time. However,
romance is still a key element in the stories, ibutontrast to the older films, newer

films develop romances in a longer period of time.

There has also been criticism toward the representaof women in Disney films.
According to England et al. (2011:556) and Wohlwef{&D09:59,65), especially
feminists have argued that the portrayal of womremisney animation is often racist
and sexist, as most princesses have pale skimyantist and delicate limbs, yet full
breasts. Also, all the Disney Princess Barbie do#ige hourglass-shaped bodies, long
lashes and heart-shaped faces regardless of thaica background. In addition to the
heroines, Disney seems to portray older women reaieloving mothers, evil femme
fatales or ugly hags.

2.2 Womanhood in modern society
2.2.1 Constructing feminine identities through language

Although early gender and language research sadegemd biological sex as parts of
the same continuum, today the definitions of thessens are much more complex.
According to Coates (2001: 8288-8291) and Litois@D06:9-24), gender is no longer
given at birth, but is a fluid and variable attiiuhat is created and recreated through
social processes, such as culture, social classakerientation and ethnicity. However,
a distinction between men and women, male and fersaekes and femininity and

masculinity has been made among most, if not allures.

As discussed by Litosseliti (2006:9-24), the theoirgender and language pays attention
to biases in language use, such as generic pronexpsessions, sex specifications and
lexical gaps, as well as which language tendenareslinked to which gender. In

accordance to Litosseliti, Coates (2001:8288-828frpduces the idea that in some



languages, there are clear phonological, lexicaymtactic contrasts between genders,
whereas in others there are mere tendencies for grder to use specific forms. For
example, the languages spoken in many non-indlizé&th countries are more often
gender-exclusive, meaning that exceeding the |edcaindaries of one’s gender is
strongly condemned by society. In many industredizountries, however, linguistic
differences could be seen as preferential, but amelhwomen simply have a tendency to

use different forms.

Coates (2001: 8290-8291) and Talbot (2006: 7419 discuss the linguistic choices
made and encouraged by surrounding society, whieove ha great impact on the
formation of a gender identity. There are two papuapproaches to viewing the
linguistic variation between men and women: the Damce Approach, which sees
linguistic usage as acts of dominance and subardmaand the Difference Approach,
which in turn explains the linguistic differencestiveen men and women to be caused
by growing up as members of two different subceluiThe early work on language and
gender usually focused on language as a domin&ardimate relationship, according to
which men usually dominate conversations by infgmg, delaying responses, being
silent or preventing others from participating kalking too much. However, the
approach was later criticised as placing men’s dpees the norm, whereas women’s
speech was seen as deviant. The Difference Appraacthihe other hand, sees that
genders are constructed in discourse and as boygids are often separated and treated
differently, they adopt the behaviour and linguistepertoire linked to their genders.
Boys, who usually play in large groups with hiehacal social structure, learn to value
status and become power-focused. Girls, on ther dthied, who tend to play in small
groups, learn to value intimacy and solidarity. fEfiere, men and women could be seen
as members of two distinct subcultures and the conication between the genders as

an intercultural communication event.

According to Litosseliti (2006:92-99), the mediasha significant role in creating the
genders, as it has the power to represent bothamérnvomen in a particular way. In the
media, the key factor in the formation of a femenidentity seems to be the relationship
a woman has with her body, which becomes appar&einwooking at the topics of
magazine articles and advertorials targeted to vmom®st of these offer advice and tips

on beauty, sex, health and relationships, thusstrg the idea of a feminine identity



being achieved through the consumption of fashiod heauty products, but also
through talking about them. Women’s bodies are rofpassed as objects needing
constant work, thus encouraging women to estalalistery practical relationship with
themselves as things. Women are also often podrayeelation to others, such as
mothers, wives, sex objects and even victims, vwd®enmmen are often depicted as
independent and confident. However, at the same fins difficult to know how these

messages have influenced individuals exposed tm#tha.

2.2.2 Agency and women

According to Hewson (2010:13), agency could be lesd as actions of doing, making
things happen, exerting power and controlling teiagd events. On the contrary, lack of
agency is letting things happen to oneself, beimg dbject or being controlled or
constrained. Therefore, agency is tightly linked gower and as power is often

distributed unevenly: some people have greater@gesmpared to others.

Hewson (2010:13-14) also explains how the ideageinay has changed and evolved
through time. In Ancient Greece, agency was reghefethe privilege of the wise and
therefore was also limited to the few. Later onMadieval Christian doctrines, human
agency was completely replaced by a divine ageasysalvation was only available
through the agency of God and not through humamseBuring the Renaissance,
however, the ideology of humanism gained populaggin and more emphasis was put
on human actions. As a result, people started lievaethat events could be altered and

circumstances changed through one’s actions.

The current perception of the nature of agencydsed on the ideas of a British
sociologist Anthony Giddens (1992:5-24), who disass the relationship between
agency and structure, arguing that the rules asdurees of surrounding society limit
agency, thus preventing the individual from expreg®ne’s free will. For example, the
voice of an individual may not be heard becausdisfor hers socio-economical or
ethnic background, or simply because of the absehaecommunicative channel.

According to Hewson (2010:13), there are threeedtifit types of agency distinguishable
in human interaction. Firstly, there is amividual agencywhich refers to individuals

acting and making decisions. Secondly, humans &sm act on behalf of others, for
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example officials who are authorized by the govesntnmor employees representing their
employers, which is often referred to@®xy agencyHowever, proxy agency does not
rule out individual agency entirely, as free willlnables independent decision-making.
Thirdly, acollective agencyefers to groups of individuals acting togethegtsas firms,

states or even social movements.

According to Charrad (2010:517-521), women’s agehay been restricted across the
history in the contexts of democratization, labmarket, state bureaucracy and national
debates on citizenship, only to name a few. Sombeothallenges have been not having
access to communicative channels through whichakentheir voices heard, but also not
having the platforms to confront the power holdefkerefore, women have found
international organizations related to human rightsmen’s rights, cultural rights and
minority rights to make claims. Women’s agency ealiéf from country to country and
therefore the levels of agency should be assessealation to the social contexts. For
example, as third world countries are often assediavith poverty, lack of education
and strong traditions, also the women in third @wacbuntries are often portrayed as
victims, not agents. Their status and role in dgcie seen as domestic and sexually

constrained, unlike the women in industrializedrdoes.

As Gonzales Ramos and Torrado Martin-Palomino (Z)1&nd Charrad (2010:519)
point out, in spite of the large number of womenhigher education and political
positions today, there is still discrimination agsi women in the professional world.
Women have more difficulties in career progressaod therefore there are also fewer
women in senior positions. In addition, there i atpay gap between male and female
employees and women tend to receive lower recagstfor their contributions. This
has been explained with the tendency of women ¢ptathhe dominant rules and norms
of patriarchal society. In other words, women le#wnuse their agency within the

parameters of society, thus functioning at thelkeaecessible to them.
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3 GOALS,MATERIALS AND METHODS

3.1 Research questions

The aim of the study is to analyse how agency aochanhood are represented in two
selected Disney songs, both sung by the heroitieeo$tory. After the analysis, the next
step is to compare the earliest and the latestepidreroines in terms of how the
approaches to agency and femininity have evolveah fihe late 1930s to the present day.
In practise, the focus will be put on agency makand the choices of words and
metaphors in the texts, through which the diffeesnand similarities of the two Disney

heroines will be studied.
The questions the study is interested in are thewong:

1. What sorts of agents are the heroines depicted theisong lyrics?
2. How is womanhood represented through the seleofiavords?

3.2 Materials and data

Because of the limitations of the extent of thedgiuthe data for the present study
consists of the lyrics of two Disney son@&ome Day My Prince Will Conieom Snow
White and the Seven Dwarfs (1937) dret It Gofrom Frozen (2013). The selection of
these two songs as the points of comparison was rdad to them representing the
earliest and latest heroines of Disney producfidre data for the analysis was collected
by retrieving song lyrics from the official Disn&ing-Along videos and the films. In
addition, multiple websites were consulted to eaghat the lyrics are as close to the
original as possible.

These two songs will be analysed in terms of wigahay markers are present, as well as
how the lexico-syntactic choices portray feminidentity and womanhood. Lastly, the
two Disney heroines will be compared to each othesrder to see whether the early
Disney heroines are significantly different froneithmodern-day equivalents.
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3.3 Method of Analysis: Critical Discourse Analysis (CI))

Critical Discourse Analysis (CDA) is a qualitativeethod of analysis, which is
interested in how language is used in social castéXDA covers not only linguistics,
but also social sciences, and is based on the ptacdhat language and the world are
in a constant state of interaction with each othérereas language usage shapes and
builds the surrounding world, the world affects theguage usage respectively. CDA
focuses especially on language as a tool of congeigieologies and practising power,
which is why it is a popular method in studying tiepresentations of various ethnic and
gender identities. (Lehtonen 2014; Jgrgensen ailipB2002: 60-64.)

In the present study, CDA functions as an assigtid) for examining the lexical and
grammatical choices in the selected song lyrics @ardlleling them with the theses of
the studies on gendered language and agency. Aduadiic characteristics analysed to
interpret the acts of agency and portrayals of wdmad will follow the tools of text
analysis proposed by Fairclough (1992), includihg tbservation of interactional
control (the relationship between speakers), efhasv one’s identity is constructed
through language usage and aspects of the bodygphws, wording and grammar. In
practise, word choices will be assessed in termwladt they signify, why they were

chosen and how they reflect the identity of theagpe and the social processes behind it.

4 FROMA PRINCESSIOA QUEEN

4.1 Some Day My Prince Will Come

Snow White and the Seven Dwarfs (released in 183fHe first princess animation film
from Disney and it is based on a German folktalé&snmmm’s collection of fairytales.
Snow White, the beautiful and kind-hearted princéless into a forest when her jealous
stepmother, the Queen, tries to kill her for beimgfairest one of all. In the forest, she is
befriended by seven dwarves, who she takes carelafiever, eventually the Queen
manages to trick her into biting a poisonous applé her fate is to wait for her prince to
save her with a true love’s kiss. (Disney Offical14.)
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Some Day My Prince Will Come sung twice during the film by the protagonisio®

White, first after recalling her meeting with thenge, and second while baking a pie
with the help of her animal friends. The lyrics Mok analysed in two parts. First, the
agent markers will be discussed, after which theite be an analysis on the lexico-

syntactic choices in the lyrics. The lyrics carsben in Appendix 1.

4.1.1 Agency

As agency derives from the ability to act, exenvpoand control, the first step is to look
at person deixes, which indicate both the activeé passive parties. IBome Day My
Prince Will Come(see Appendix 1), there are three agent partiesewSWhite, the
prince and the collective agent group formed byéhevo togetherwe). The princess
seems to show agency mostly in the form of possesas she uses the termg prince
andmy dreamsMy princeindicates that either there is just one princehtan, or that the
prince in question does not belong to anyone elgehbr. Also,my dreamgefer to a
personal experience of wanting something, thusuebat) the wants of others. On the
contrary, instead of a shared home, she wishee t@aken tdhis castle which in turn
assigns the control, even responsibility, of thiing to the prince. This could be an
echo of the patriarchal norms of the late 1930srwivomen quite literally joined the
families of their husbands, or it could be duelte time period of the story. The only
direct act of agency is in verse Bkhow), which shows her certainty in them being

happy together for eternity.

On the other hand, the prince, although possesgeithieb princess in the eyes of the
princess, seems to be the stronger party of theRwst of all, the prince is in control of
the arrival (ny prince will comeand, therefore, it is worth questioning whethee t
princess will wait forever if the prince does natnme. Secondly, in verse 9 it is also
suggested that her dreams, including wedding la@lts love, depend on the prince. In
other words, even though the story is told fromphespective of the princess, the prince
Is a notable agent.

The collective agency is the most visible partyrasst of the activities are done\as.
However, most of these cases occur naturally asghactivities e’ll meet, we’ll go

and therefore there is necessarily no bias in dmguage selection in favour of any
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gender. The only distinct case is in verse 6, wkiegeprincess determinedly includes the
prince in the act of finding their love anew. Insticase the princess acts as the voice of

both parties, thus deciding that the prince shéegtithe same way.

In conclusion, the princess does not seem to b&oag agent, mainly because the
fulfilment of her dreams and happiness depend$iemtince. This reflects the feminine
representations of the media discussed above, wimreen are often shown in relation

to others.

4.1.2 Representations of womanhood

In Some Day My Prince Will Con{see Appendix 1), femininity is constructed by the
use of soft themes, such as love and a weddingalbata sense of fantasy, which is

manifested through the use of metaphors and vageedeixes.

The most prominent feature in the lyrics is theklat precision. For example, the most
repeated time deixisome dayis quite ambiguous as it refers to an unknownidaie
future, which may or may not come. Another exangsla vague time deixis is in verse
4 (to be happy forever, | kngwwhereforever brings a sense of fantasy to the song.
Prolonged time deixes, such faseverandever after are often used in the endings of
fairytales as signs of a reward after the hardshipthe story, even though in reality
emotions and moods are known to fluctuate. Althotlghsense of fantasy is in keeping
with the context of a fairytale, there is also thalerlying question of whether it also

contributes to the portrayal of women as naive degmiers out of touch with reality.

The prince is mentioned only by his title, which @rasises the significance of the
deeper meaning of the title. On one hand, the royalseems to be in keeping with the
setting and milieu of the story, in which case Wd choice is not significant. On the
other hand, as the princess repeatedly claims BmoWwn (ny princé, the title could be
referring to a larger concept of an ideal man @utare husband. Regardless, the person
of the prince seems slightly irrelevant in the dgriIn many fairytales, becoming a part
of a royal family seems to be the dream of man iyalty represent better life, luxury,
freedom and power, whereas the rest of the poputacs settle for conditions that are
less appealing. That is why in this case the tilethe prince could simply be the

deliberating force to banish all the hardships ftbmlife of the princess.
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There are also several nature metaphors. Firs,ad@ing is often used as a metaphor
for a new beginning, as it is the time of the yedren the nature revives from
hibernation with renewed spirits. Spring is als@kn as the season of love, not only
due to Valentine’s Day in February, but also beeaofvarious spring rites. Singing
birds could be a metaphor for happiness and freedhormnalso depict delicateness and

grace, as birds are often regarded as gracefullaintly creatures.

The theme of dreaming about a wedding reflectsequaditional views on the role of a
woman. The princess seems to be a future homemakiéng for the day that is the
beginning of hehappily ever afterimplying that marriage is the end of all suffgriand
the key to happiness the same way as Heaven is dépicted as the blissful reward
after death. Once again the lyrics emphasize timstogction of a feminine identity in
relation to others, in this case the prince.

4.2 LetltGo

Frozen (2013) is the latest film from Disney featgrprincesses and it is based on Hans
Christian Andersen’s The Snow Queen. In Frozemdess Anna of Arendelle sets off
on an epic journey to find her sister Queen Eldag Wwas run away after accidentally
freezing the entire kingdom with her magical, yatantrollable powers. Elsa, having
had to hide her powers from others since beintfla girl, wishes to be left alone as she
does not want to hurt anyone by accident, but exehd the love between the sisters
allows her to control her powers and return bacRrendelle. (Disney Official Website
2014.))

Let It Gois sung by Elsa when she flees Arendelle aftesiogupanic in her coronation

by almost hurting people with her command overaiod snow. The musical sequence is
accompanied by impressive visual effects, whiclthiremphasize the evolution of the
character. In terms of analysis, the procedure failbw the same pattern as in the case
of Some Day My Prince Will Combkence focusing first on the agency and secomally o

the representations of femininity. The lyrics cansieen in Appendix 2.
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4.2.1 Agency

In Let It Go(see Appendix 2), the acts of agency could beddiviinto three phases. In
the first phase (verses 1-12), Elsa is shown a& aed lacking in agency, as she seems
disappointed in herself for not being able to kbep powers as a secret. Especially in
verses 8-12, the voice commanding her to keepebple away seems to be an echo of
the words said by her father in the early stageb®fanimation film. The second phase,
the liberation, is in verse 13 where Elsa respdadser father’s voice by stating that her
secret is outWell now they knoy This line is the breaking point of the song,aéter
this Elsa takes the agency and shows empowerméhthenend of the song, this being

the third phase.

Throughout the song, there seems to be a battieebatthe voices of Elsa and the others,
thus making the song multilayered and complex. @hare voices that represent
surrounding societyyou’ll never see me cjy Elsa’s fatherqonceal, don't fe¢land Elsa
herself. At the beginning of the song, the perseireas related directly to Elsa are weak
('ve tried, looks like I'nm), whereas the other utterances are without a @gant or

imperative forms.

However, towards the end of the song Elsa starthd&e bold statements about her
status in the world and in relation to other pepmensequently gaining control of
herself and simultaneously silencing the voiceothiers. This can be seen from the
clusters of first person deixes towards the enth@®fksong. For example, phrases such as
don’t care I'm free andhere | stand and here I'll stagonvey the idea that Elsa has

moved from lacking agency into owning agency.

In conclusion, the song shows an evolution in tharacter of Elsa from a timid girl to
an independent woman. In contrast to Snow Whitea Eloes not want to be seen in
relation to others but as an individual, therefateo possessing the power to change
herself and alter the circumstances. These atésbwill be further discussed in the next
chapter.
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4.2.2 Representations of womanhood

Let It Go(See Appendix 2) is a musical sequence, whichctiepivo distinct processes
in the evolution of the heroine. The first one béde processes is the shift from an
insecure individual to a strong and confident cbimma The second process is the
liberation from being mentally and physically captl to finally deciding to live by

one’s own rules.

As the story of Frozen (2013) revolves around anyitheme in accordance to its name,
it is no wonder that the lyrics also have many nexiees to snow and ice. Therefore,
although these forces of nature could be seen as masculine than feminine, there is
not necessarily any bias towards any gender iséhection of these elements. However,
due to Elsa being one with these forces, they tesemething about the way she

perceives herself as an individual and a woman.

By observing the behaviour of wintry elements ie gong, the emotional journey of
Elsa from a scared, overwhelmed individual to argir independent woman becomes
evident. At the beginning of the song, the eleman¢sdescribed as ominous forctse(
wind is howling like this swirling storm insid®&) that have taken control over Elsa.
However, as soon as Elsa accepts her powers asfgeet self (am one with the wind
and sky 31), the forces suddenly become her strengtlségeB7-39). Especially the last
two verses of the chorutdt the storm rage on, The cold never bothered nysvay)

represent Elsa’s victory over the circumstances.

Let It Gois also a story of not having to please everydse & the expense of one’s true
self. For example, in verse 10 Elsa sings abouahexys having tte the good ginvho

does what she is told. In verse 44, however, shkecadedges the role she was pushed
upon and declardbe perfect girlgone. In the same way, in verses 26-29 she retoses
live by the rules set by others and in turn decimestart using her powers instead of

hiding them.

As can be seen, the present analysis on represastaf womanhood in language usage
is concordant with the analysis on agency, as botly show a curve of changes in the

character. Queen Elsa, the controller of the icksamow, is not a damsel-in-distress but a
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powerful being, who realizes that Heappily ever aftestems from her own perceptions

of herself.

4.3 Comparison between the Princess and the Queen

When comparing the lyrics dbome Day My Prince Will Comand Let It Gg the
progress of a Disney heroine over the course of @g/ears is easy to see. Snow White,
the earliest princess, seems to represent the tremigional and patriarchal ideas on
femininity, whereas Queen Elsa goes through a foamstion from a restrained

character to a sovereign individual.

In terms of agency, Snow White seems content wathdituation as the waiting party
whereas Elsa feels anxiety in being controlled bieoforces and searches for freedom.
In Some Day My Prince Will Comihie person deixes show that Snow White forms her
identity in relation to the prince, who is the sagmg force in charge of all the changes,
including the happiness of the princessLét It Gq in contrast, Elsa frees herself from
other people and finally starts to see herselhaskey to happiness. This interpretation is
supported by the clusters of first person deixe&tds the end of the song, accompanied

by powerful choice of wordd’(n free, | don’t caré.

Concerning the representations of femininity, SMhite is more of a daydreamer, who
fantasizes about her wedding and all the magieshehts related to the day. There is no
transformation in the character, as she seemdtte s& the situation she is in. Elsa, on
the other hand, is tired of being treated as a teorad goes through a mental (and a
physical) transformation during the song. Inste&diding, she decides to own the
powers she has, therefore turning her curse intasset. This could be seen as a

metaphor for accepting oneself and using the iddizi differences as one’s strength.

5 CONCLUSION

The goal of the present study was to observe he@m@gand womanhood are depicted
in the lyrics of two iconic Disney songSpme Day My Prince Will Confeom Snow
White and the Seven Dwarfs (1937) dret It Gofrom Frozen (2013). As the selected
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two songs were released 76 years apart and thersgiood as the two ends of a spectrum,
it was also possible to examine the evolution Bfigsney heroine from the late 1930s to

the present day.

The study shows that in terms of the portrayaleshihinity and agency, Snow White
and Elsa are quite the opposites of each other.r&eeSnow White shows qualities
traditionally regarded as more feminine and seansetlacking in agency, Elsa shows
more masculine attributes and acts as a strong.dgesome Day My Prince Will Come
the views on women are quite traditional; a wombou&d be a feminine, delicate
homemaker, who is passively waiting for her weddiag. The responsibility of freeing
her from a stressing situation is trusted uponphece, who rescues the princess and
offers her everlasting happiness. In general, SWivite seems to construct her identity
in relation to others. In contrast, the themé.eff It Godoes not revolve around love but
the release from and victory over an oppressiweasdn. At the beginning of the song
Elsa seems to be under the pressure of surrousdrigty as she is being forced to hide
what makes her different, thus lacking in agencgwelver, over the course of the song
she decides to set herself free from the standsetdby others and take control over her
own identity and life. As for the representation womanhood, Elsa is more
androgynous due to there being fewer elementslitilathe character to any gender in
particular. The emphasis in the lyrics is put oif-discovery and the struggle for
independence, which depict a picture of a strodgvidual who wishes not to be defined
by other people.

As the extent of the study was limited to only taongs, these results act as mere
guidelines and more in-depth studies should be wtted in order to examine how well
these characters represent not only the womeneaftilme, but also women in general.
Fictitious characters, especially animated, arewkndo often depict a somewhat
stereotypical, exaggerated and even unrealistigéntd their source of inspiration and
therefore it can be argued whether the princessee s1s adequate points of comparison
when analysing womanhood and femininity. Nevertb®&las the exchange of influences
between the princess characters and real-life wdmasnbeen constant for decades, the
echoes of certain attitudes and perceptions on whow are surely to be found in these
characters. Also, due to Critical Discourse Anaylseing a method that is unable to

exclude subjectivity entirely, these results canmmtgeneralized. Therefore the present
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study functions as a continuation to a vast argasgarch, thus offering another view on

the nature of the Disney princess.

Overall, the present study shows the opposite ehdgimeline of 76 years, thus leaving
room for further examination of the phases in betwelso, as the long line of Disney
princesses is still ongoing, the direction of thebaracters will offer material for future

analyses as well. For now, based on the resuliiseo$tudy, the differences in the royal
titles of Snow White and Queen Elsa seem to besq@ppropriate; whereas the women
in the 1930s might have been just princesses wattnbe rescued, the modern-day

women are the sovereign queens of their own lives.
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APPENDICES

Appendix 1.

Some Day My Prince Will Come

A WNBEF

©O© 00 ~NO Ol

Some day my prince will come
Some day we'll meet again
And away to his castle we'll go
To be happy forever | know

Some day when spring is here

We'll find our love anew

And the birds will sing

And wedding bells will ring

Some day when my dreams come true
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Appendix 2.

Let It Go

[ —

The snow glows white on the mountain
tonight

Not a footprint to be seen.

A kingdom of isolation,

and it looks like I'm the Queen

The wind is howling like this swirling storm
inside

Couldn't keep it in;

Heaven knows I've tried

apbrhwnN

~N O

8 Don'tletthemin,

9 don't let them see

10 Be the good girl you always have to be
11 Conceal, don't feel,

12 don't let them know

13 Well now they know

14 Letit go, letit go

15 Can't hold it back anymore

16 Letit go, letit go

17 Turn away and slam the door

18 I don't care

19 what they're going to say

20 Let the storm rage on.

21 The cold never bothered me anyway

22 It's funny how some distance

23 Makes everything seem small

24 And the fears that once controlled me
25 Can't get to me at all

26 It's time to see what | can do

27 To test the limits and break through
28 No right, no wrong, no rules for me,
29 I'm free!

30 Let it go, letit go

31 | am one with the wind and sky
32 Letit go, letit go

33 You'll never see me cry

34 Here | stand

35 And here I'll stay

36 Let the storm rage on

37 My power flurries through the air
into the ground

38 My soul is spiraling in frozen
fractals all around

39 And one thought crystallizes like
an icy blast

40 I'm never going back, the past is
in the past

41 Letit go, letit go

42 And I'll rise like the break of
dawn

43 Letit go, letit go

44 That perfect girl is gone

45 Here | stand

46 In the light of day

47 Let the storm rage on

48 The cold never bothered me
anyway!



