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1. INTRODUCTION

We all know the story: a damsel in distress, sdwed generous passer-by. A princess locked
in a tower, waiting for a knight in a shining armda save her. Never in the story does the
princess decide to spend her time trying to find ®ven way out instead of dreaming of a
prince or a knight to come to the rescue. Fairgstare a part of our culture, and in the past
decades they have spread from books to new mellénks to Disney, many of us enjoy our
fairy tales in the form of animations. Fairy talets and characters have found their way to

mainstream films, as well.

Fairy tales entertain children and adults alikee®fthe happy endings and saturated colours
of fairy tales convince us of their innocence. RBaity tales are not only entertaining, they
also educate us about the ways of our culture t&yin§ us social scripts and telling us about
the possible consequences of following them. Shgifairy tales therefore makes it possible

to trace changes in the values of a society.

Fairy tales teach us lessons. While some of thessohs are quite easy to decrypt, some are
less apparent. Most of us know, for example, thatiésson in The Little Red Riding Hood is
not to trust strangers, but what is the lessomiomEWhite or in Sleeping Beauty? Fairy tales
have been accused of sustaining patriarchal vdiyeteaching women to be passive and
silent. The idea that such tales might not be beiaéfor women is by no means a new one.
According to Stone (1989: 229-230), even early festiwriters such as Simone de Beauvoir
and Betty Friedan found that fairy tales lead wonmenpassively wait for their “Prince

Charming” instead of taking control of their ownds.

In 2007 Disney published a film called Enchantethadern-day fairy tale that borrows much
of its characters and plot twists from previous rieis classics, such as Snow White and
Cinderella. Enchanted is a partly animated filmuake princess-to-be, Giselle, who is about
to get married, when the stepmother of the priresels Giselle to Manhattan. In Manhattan
Giselle falls in love with Robert, a divorce atteynwho tries to help her find her way back
home. In this study | will look at the represergatof women in Enchanted.



2. THEORETICAL BACKGROUND

In this chapter | will discuss the theoretical bgrund of my study. | will first explain the
central concepts used in my analysis, which sterstljndrom Critical Discourse Analysis
(CDA). Especially the concept of representation #ral view that language constructs our
reality are central to my study. After introducisgme of the main ideas of CDA, | will move
on to discuss feminist approaches to the resedrtifteanedia. The representation of women
has been a central point of interest in FeministlisleStudies since the 1970's. The idea of
language as constructing rather than reflectinitydzas changed the questions that are being
asked in Feminist Media Studies, but the importaoCetudying representations remains
unchanged. Finally, | will introduce the particulgnre under the scrutiny of this study, that
is, the fairytale genre. The data of my study isl&amted, a recent film from the Walt Disney
Company, and it is situated in the genre of fasgg. After a brief look at the functions of
fairy tales, | will discuss the importance and idgy of the Walt Disney Company. | will end
the chapter by presenting some previous studidaigntales and on Disney that relate to this

paper.

2.1. Critical Discourse Analysis and representation

My analysis is grounded in some of the basic vieams concepts of Critical Discourse
Analysis (CDA). Critical Discourse Analysis is appaoach that views language as social
practice, pays attention to the context of language and is interested in the relation of
language and power (Wodak & Meyer 2002: 1-2). CDwide conception of language and its
interest in revealing social inequalities througtageful analysis of language make it a useful

tool for feminist analyses of media texts.

The very basis of my analysis lies in the sociatstrauctionist conception of language. In
CDA, language is considered more than a simpleesystf communicating meanings; it is a
means of constructing reality (Pietikainen & Maregr2009: 12). We use language to express
ourselves and to describe the world around usjradding so we construct our reality. CDA
understands language as more than words; langsage social practice (Pietikdinen &
Mantynen 2009: 12) that encompasses the non-velbatents (for instance gestures and
pictures) of creating meanings as well. In otherdsp language is considered social and

multisemiotic. This view of language is effective the analysis of films because they



construct meanings using a number of semiotic means

Language is used to describe the world, but somseriggions are more widely accepted or
established than others. In CDA, these persistaysvof describing the world in a certain
way and from a certain point of view are calledcdigses (Pietikdinen & Méantynen 2009:
27). Discourses are established ways of speakihgshwcarry with them assumptions about
the world. One of the main functions of discounsespresentation (Pietikdinen & Méantynen
2009: 52). Discourses always represent the woddhfa particular point of view. In each
representation, some views are favoured above#rer some are left out altogether. Hence,
representations can never be neutral. As Faircldlig®7: 136) points out, representations are
merely versions of reality, not reflections of Bince our view of reality can only be
constructed from the representations that we h@pmresentations are important “places of

power” (Pietikdinen & Mantynen 2009: 52) and thnsraportant subject of analysis.

One of the fundamental ideas of CDA is that languaas power and that language is used for
maintaining power relations. Pietikdinen and Maetyn(2009: 53) locate the power of
language in its ability to shape our conceptiothef world and people and represent them as
'real'. According to Fairclough (1997: 25) ideoksioften work through common sense
assumptions and contribute to maintaining or chamnghe relations of power. If the power of
language comes from its ability to represent theldvas real and its power relations as
natural, then ideologies maintain these repredentat For example, promoting the
assumption that men and women are naturally diffeesnd complement each other is a

common way of maintaining and reinforcing heterasgxdeology.

Analysing representations is not straightforwardause representations are constructed at all
levels of language use and because what is notaaitte as important as what is. Fairclough
(1997: 137) suggests that the analysis of repraBens should aim for a description of the
network of choices within which the representatians constructed. According to Fairclough
(1997: 136) attention should be paid to what hantecluded and what has been excluded in
the representation, what has been expressed ¢lypdind what has been expressed implicitly,
what is seen as primary and what as secondarysarmah. In my study | will try to follow
Fairclough's suggestion to not only look at whainiduded or explicit but also at what is

excluded or implicit in the representation of woneiDisney's Enchanted.



2.2. Feminist Media Studies

Feminist media criticism dates back to around tB@0% (Gill 2007: 9). According to Gill
(2007: 9-10), the representation of women in théimbas been an issue of feminist critique
from early on. Although both the media and feminisawve changed in many ways during the
last few decades and new areas of interest hasenarihe issue of representation is still a
significant theme in Feminist Media Studies. Botil$/4(1995: 1) and Gill (2007: 1) assert

that gender representations are an important duljei@search.

The understanding of the relationship between sgprtation and reality has changed in the
past decades. Early feminists strongly opposed suintige representations of women in the
media because they felt that these representatieres distorted and unrealistic reflections of
'real'’ women.However, as Paasonen (2010: 44) points out, quesgothe accuracy or

actuality of representations is rather futile begaall representations have their specific
perspective and they all limit the subject theyrespnt. There is, in fact, no such thing as a

“correct” representation of women nor can there &econe.

The present day approaches of Feminist Media Sualie no longer concerned with how
realistic a representation is. This is due to tbstystructuralist idea that instead of reflecting
reality, representations construct it (Gill 20072).1 Therefore, the “truthfulness” of
representations is not only impossible to definé &lso insignificant, as representations
nevertheless construct reality. For instance, dardisgs (1987: 18) sees the media as a
technology of gender, which constructs our (selfpjesentations through its representations
of gender. The ways we “perform our gender” (see Butler 1990) are adaptations of the
ways we see gender being performed (in the mediaetsewhere) by others. Gender is as
much a matter of social construction as is anyrothéegorization of people. That it appears
as a natural division, the self-evident assumptibthe difference between men and women

only goes to prove the power of the ideologicat#obehind the discourses in action.

The binary opposition of men/women or masculinggifninity extends beyond a simple
division of people according to their bodily, gerete characteristics. As Mills (1995: 47-8)
points out, the “basic sexual difference” is seen aaroot of numerous other binary
oppositions in our culture. That is, a number ofabies are seen as highly gendered. Such

binaries include for example activity/passivity,ltave/nature and intelligibility/sensitivity
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(Cixous 1981b:90 in Mills 1995: 47). Each pair leé tbinary is considered positive when it is
in accordance with the person's perceived gendérthizs does not mean that the pairs are of
equal value in a society. According to Mills (1998), these binaries are hierarchical: one
pair of the binary is valued more than the othewd @éhe valued pair is nearly always
connected to masculinity. This means that binarposgions are not a neutral way of
categorizing and representing the world. The us¢he$e kinds of gendered, hierarchical
binary oppositions creates representations oftyealhere women are different from, and

worth less than, men.

2.3. The Social function of fairy tales

According to Bottigheimer (1989: xi), fairy taleste at least three distinct functions in a
society: they function as illusion, as allusion asdparadigm. Bottigheimer (ibid.) suggests
that fairy tales create illusions of a world thahdtions quite differently from our everyday
lives, and that Disney's representation of womées \iiell under the category of such an
illusion. In their illusionary capacity, fairy tadell us that a true love's kiss has the power to
bring the princess back to life, for example. Irckanted, both Andalasia and Manhattan are
situated in this kind of an illusionary world.

Fairy tales also function as a source of sharedvledge within a society and can be used
allusively for numerous purposes (Bottigheimer 1989xii). Enchanted uses allusions to
previous Disney fairy tales in terms of charactaensl plot development. Because of the
allusive elements of the story, the viewers aresetqal to know what it means when a fallen
slipper fits a maiden's foot or what the evil stepmer wants. As paradigms, fairy tales help
us understand the rules of our communities and teyus how we should behave as
individuals within those communities (Bottigheini&89: xii). In fairy tales, certain traits, for
example cunning or beauty, lead the hero or theiherto success while other traits (often the
ones possessed by the villain of the story) areleomed and punished. By rewarding some
traits and punishing others, fairy tales represembe ways of being and behaving as more
preferable than others. All fairy tales therefovdn their lessons to teach us, whether the
lessons are explicitly stated or not. Accordind.igberman (1987, quoted in Bell 1995: 111-
2) Disney's fairy tales represent beauty, depereland passivity of the heroine as traits that

often function as "catalysts and rewards for destimarriage and money". In other words,
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fairy tales promote beauty, passivity and depenelexsc preferred traits of a woman, since
they affect the plot and are rewarded.

2.3.1. Disney's fairy tales

Walt Disney's effect on the distribution of fairglés in the modern world is undeniably
enormous. Disney's adaptations have replaced prewviersions of fairy tales in many cases
and helped transform them from literally and orafgnsmitted texts into the modern media.
Disney's access to vast audiences guaranteeshiatpresentations brought forth by the
Disney company are seen and heard worldwide. Bielgs and Sells (1995:6) state that the
vastness of Disney's "political and economic reaxtén goes unnoticed due to its apparent
innocence. Disney's fairy tales are viewed as @, sgfolitical and simply entertaining, which
makes them almost impervious to critique (Bell et1895: 4). Nevertheless, Disney is far
from innocent or apolitical. For example, Zipes942939) claims Disney's fairy tales stabilize
and reinforce the outmoded views and values ofespcihe apparent innocence of Disney
and its products, connected to its widespread aodg necessitates a critical examination of

Disney films and the values they promote.

As is to be expected, Disney's versions of trad#iofairy tales have had their share of
criticism. For example, Disney has been criticibadits representation of women already for
decades. In an early essay Stone (1975) critiés®sey for promoting the passivity of fairy

tale heroines and representing women in a gooddogtbtomy. Stone (1975: 44) accuses
Disney of reinforcing “the already popular sterguyf the innocent beauty victimized by the
wicked villainess”. Also Zipes (1995: 37) recogrizéhe antithesis between the active

villainesses and the helpless heroines of Disney.

It has been claimed that the Disney heroines haveldped since the Walt Disney era. For
example Do Rozario (2004: 57) argues that the “n@®isney princesses such as Ariel,
Jasmine and Pocahontas differ from earlier prireess they decline household chores and
obligations and even function as the force thatugis the status quo of the patriarchal
kingdom they live in. In contrast, Kelley (1994arhs that the changes in Disney heroine are
superficial. Kelley compares Disney's Cinderella &retty Woman (produced by Disney's

Touchstone Pictures, thus making Vivian one of By&h heroines) and discovers numerous
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similarities in the two stories. Kelley concludelsatt no real development in gender
representations has occurred.

2.3.2. Feminist criticisms of fairy tales

Although fairy tales might not be a feminist fiediresearch per se, they have been a subject
of much interest in feminist writing. In the pastcades, feminist approaches to fairy tales
have varied from criticising damaging role-modeisd ariting feminist versions of fairy tales

to emphasizing the “subtle strengths” of traditiofaary tale heroines and highlighting the
strong female characters of old myths and lessewhknfairy tales (Stone 1989: 229-230).
Representations of women and the effect of thoseesentations have been among the most

common feminist criticisms of fairy tales (see &tpne 1989, Kelley 1994).

The beauty of fairy tale princesses is almost eeifient, especially when it comes to Disney.
The feminine beauty ideal of fairy tales is notwewer, unproblematic. Baker-Sperry and
Grauerholz (2003) argue that fairy tales functiom a paradigm that emphasises the
importance of feminine beauty and connects it tmenous other positive features such as
goodness and industriousness. According to Bakerrmnd Grauerholz (2003: 711), the
idea that “physical attractiveness is one of wosi@most important assets” is an oppressive
form of normative social control of women. Insteafd explicit limitations such as laws,
individuals' behaviour can be controlled implicitlyith social norms that are distributed
through, for example, fairy tales. In its simpléstm, the internalized values of feminine
beauty ideal may lead women to shy away from daithat may threaten their
attractiveness in any way (Baker-Sperry and Graler2003: 723). In addition, if women are
showered with stories where being beautiful leadsutccess in life, whether it be finding true
love or simply receiving help from a stranger, tlaeg bound to believe that the easiest way to

social power and personal satisfaction is througking oneself attractive.

Perhaps the most criticised feature of fairy tadeoines is their passivity. Only few heroines
of traditional fairy tales manage to escape the odlpassively waiting for a prince to come
and save them. In Disney's versions this passisigven further emphasized. Stone (1975)
compares Disney's fairy tale heroines to thoserimf's versions and in oral folk tales. She
concludes that Disney's versions present heroisesvan more passive than others (Stone

1975: 44). Stone (ibid.) points out that in Dissefairy tales, the stereotypically passive
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heroine is often antagonized by an equally stepeody, active and evil villainess. The actions
of the heroine do not necessarily account for eittex success or peril, but her appearance
and other innate features are what count. As S(b8eé5: 45) writes, the success of the
heroine is dependent on her kind nature and coplegsical appearance: she succeeds by

being, not by acting.

Quite often the princesses are not only passivelifing to be saved by the prince of their
dreams, they are also constantly dependent on #he &of others. Zipes (1995: 37)
encapsulates the stereotype of beautiful, passneé leelpless Disney princesses when
describing them as "helpless ornaments in needatégtion”. Kelley (1994: 90) claims that
features such as beauty, passivity, dependencehelpiessness are all considered to be
traditionally feminine. Thus a feminine heroine cde expected to possess the
aforementioned features. In Disney's versions,ihesoare helped by animals, godmothers,
dwarves, princes and so on, and Enchanted is repégo.

Most of the aforementioned criticisms only applytiie heroine of fairy tales. The villainess
on the other hand, is usually represented as tpesie of the heroine in many respects.
Zipes (1995: 37) argues that the active villainess® in fact often seen as more interesting
than the helpless and passive princesses. In @rbeauty, the villainess is not very different
from the heroine. Instead, as Zipes (ibid.) poous the eroticism of Disney's witches is often
a part of their appeal. Murphy (1995: 128) desaithe archetypical Disney villainess as an

independent and a strong woman.

3. THE PRESENT STUDY
In this chapter | will state my research questigmesent my data and discuss the methods |
used in conducting my research. | will first statel discuss the questions | will try to answer
in my analysis. Then | will move on to present matad | will address the reasons for
choosing Enchanted as my target of analysis arelashort description of the plot. Finally, |
will explain the methods of conducting the research

3.1. Research questions

The aim of this study is to analyse the represemtaif women in the Disney feature film
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Enchanted. Because of the limited size of thisystudill concentrate on analysing some of
the most commonly recognised and criticised featwkwomen's representation in fairy
tales. The features | have decided to analyse eaety passivity and dependence. These
features are also commonly seen as the femining péicertain gendered binaries. In my
analysis, | will pay attention especially to thetagonist, Giselle, and antagonist, Narissa. |
will also include Nancy, Robert's girlfriend, in nayalysis. Using the theoretical framework
of CDA, | will try to answer the following questien

« Are women represented as beautiful, passive or rikge in Enchanted? By
answering this question | hope to find out, whetBechanted reproduces or reinforces
some of the core features of the much criticiseztestypical representations of
women in fairy tales.

« To what extent are the aforementioned stereotypiepresentations challenged?
Fairclough (1997: 136) states, that when lookingeptesentations, it is important to
look at what is excluded from the representatiat, only what is included in it. By
trying to locate challenges to beauty, passivitg dependency, | hope to be able to
map out some of the choices made in the represamiatwomen. If challenges of the
stereotypical representations are found, it miglassiply mean that Disney's
representation of women is changing.

* What kinds of effects do these features (or thppasites or the lack of both) have in
the story? By looking at the narrative importanE®&@auty, passivity and dependence
| hope to find out whether said features are seeghakinds of traits that are rewarded
or punished. If the features are narratively imgutitthat is, affect the outcome of the
story, it is quite likely that they are a part ¢ietsocial paradigm of desirable or

undesirable femininity promoted by the fairy tale.

3.2. Data

In this study, | will analyse Disney's feature filBmchanted, which was published in 2007.
The film was chosen mainly because of its simiksitwith Disney's earlier princess fairy
tales and because of its recent release date. drherous allusions to previous Disney fairy
tales make Enchanted an interesting piece to loak terms of representation. The recent
release date is important for this study in two svelirst, according to my knowledge there
are no studies published about Enchanted so fazonBle since | will examine the

representation of women, it is good to have a copteary film to look at. In doing Ciritical
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Discourse Analysis, one must always pay attentmnhe social and historical context in
which texts are produced. The roles expected frach available for women have changed
much since the publication of the first Disney aaiions. As a contemporary, American film,

Enchanted can reasonably be expected to resomatalires of a modern, western society.

Enchanted begins almost like any typical fairy jaleere is the evil stepmother (of the
prince), Narissa; Edward, the prince longing talfa princess; and Giselle, the peasant girl
who dreams of a prince. Edward saves Giselle fromble, they fall in love at first sight and
decide to marry. When Narissa hears about thisgekiewy she disguises herself as an old hag
and tricks the princess-to-be in order to preveatrharriage. Narissa then pushes Giselle into
a magic well, which sends her to Manhattan, NevkY@‘hen Edward hears that Giselle is in
trouble again, he and Giselle's chipmunk friend Righ to save her. In order to prevent
Edward from bringing Giselle back to Andalasia, iSlsat sends her lackey Nathaniel to Kill

Giselle.

In New York, the lost and confused Giselle wandemind the streets trying to find her way
back to her wedding in Andalasia. This is when Rplzecynical divorce attorney, finds and

saves Giselle, who is in trouble once again. Robaed his daughter, Morgan, give Giselle
shelter for the night. Just like Snow White, Gisetleans and cooks in exchange for the
shelter. Robert tries to help Giselle find her visagk to Andalasia and the two end up falling
in love. However, they deny their feelings beca@sbert has a girlfriend, Nancy, and Giselle

is to marry Edward.

Things escalate when Edward finally finds Gisdlarissa decides to come to New York and
finish the job she sent Nathaniel to do. Reunitétl @dward, Giselle realizes that living in a
fairy tale with him might not be what she wantsnirtife after all. Giselle talks Edward into
going to the Kings' and Queens' ball, where thegtnRobert and Nancy. Narissa comes to
the ball disguised as an old hag once again ardsoBiselle a poisoned apple. Giselle takes a
bite from the apple, hoping to forget her love Rwbert, and falls unconscious. The only
antidote to the poison apple is true love's kidsictv turns out to be a kiss from Robert, not
from Edward. When Giselle is awakened, Narissasthrself into a dragon and takes Robert
to the roof of a skyscraper. Giselle follows Naaisdropping a shoe in a Cinderella-like
manner. Finally Narissa falls to her death and K&saves Robert. Meanwhile, Edward finds

Nancy sitting sad on the floor of the ballroom. Edetries Giselle's shoe on Nancy and it
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fits. The two run to Andalasia and get married.eBésstays with Robert and Morgan in New
York and everyone lives happily ever after.

3.3. Methods

Because my research questions deal with represenfabm the point of view of CDA, |
believe that qualitative methods can best answergomgstions. My method of analysis is
founded mainly on two sources. First, | used P#tien and Mantynen's (2009:110)
suggestion to examine the plot when analysing &.sto my analysis, | tried to look at how
the features | concentrate on effect the plot efdtory. Second, some of the questions asked
by Baker-Sperry and Grauerholz (2003: 716) guidgdd®cisions when forming my own
guestions. For example, Baker-Sperry and Grauer{ibld.) asked whether there was a
connection between beauty and other positive tgith as goodness. They also decided to
pay attention not only to beauty per se, but tceapgnce in general, which included all kinds
physical traits and clothing (Baker-Sperry and @rholz 2003: 716).

My process of analysis included a number of stagest, | watched the film through a few
times in order to familiarize myself with it. Foasger referencd made a transcript of the
film. This was done by downloading subtitles from htipaiv.subsearch.org, removing the
timestamps from the subtitles, rearranging the teass into coherent pieces, adding the
speakers and checking the result by watching the dnd simultaneously comparing the
transcript. After deciding which features to cortcate on in this study, | then watched the
film more carefully through, pausing between scenesrite down notes. | also read through
the transcript | had made in order to concentratehe textual level only, and watched the
film without sounds in order to concentrate on visual level only. This way | was able to
experience the different levels of meaning makisgeparate as possible. | also found this to
be a good way to obtain some distance from my dath discover details that would

otherwise have been lost.

In my analysis, | will look specifically at the negsentation of Giselle, Nancy and Narissa.
Giselle and Narissa are classic Disney women: aacent heroine and a wicked villainess
(see Stone 1975: 44). Based on previous findingsy lassuming that | will find differences
between the representation of the heroine anditlagness, but am unaware what | will find

in regards to Nancy, who is on one hand an obstactee heroine's happiness, but on the
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other hand a "good" character who gets a happygndihis unawareness of what | will find

is one of the reasons why | decided to include Mameny analysis even though she is a side
character in the story. Another reason is thatadé@ represents the women of the "real world"
in Enchanted. When 1 refer to "all women" in my lgses, | mean only these three women,
not the side characters, who | had to exclude fnoyranalysis due to the limited length of the

study.

| will approach my data with the assumption thatcdinstructs at least two kinds of
womanhood: positive and negative. The positive,irdee womanhood is constructed
through the representation of the good women, eslpeGiselle, the protagonist of the story,
and also Nancy, who also ends up living happilyreaier. The villainess of the story,
Narissa, represents the negative, undesirable woooain which is punished by death in the
course of the story. Thus Enchanted offers a pgnadif a desirable or positive womanhood,
which is rewarded and a paradigm of an undesirabl@anhood, which is punished. In my
analysis, 'good women' refers to Giselle and Namty | see as the examples of preferred
womanhood. | will use the term 'bad woman' to réfeNarissa, who represents unpreferred
womanhood. The terms 'good’ and 'bad' are thusaloe judgements on the characters but

refer to the social scripts of preferred and urgnretd womanhood.

In order to answer my research questions, | askeddilowing questions from my data: In
what situations is the beauty, passivity or depeodeof women significant in terms of the
plot? Is beauty, passivity or dependence seenlar eielf-evident or important in some way?

Is beauty, passivity or dependence challenged ynvaay? If so, what are the effects of the
challenge? | paid attention to any signs of beapagsivity and dependence, concentrating on
the narrative level of the story but not excludingual and textual levels. | also looked for
signs of intelligence (and unattractiveness), @gtand independence, which | consider to be
the gendered binary opposites of beauty, passivitydependence. Helplessness was seen as
an equivalent of dependence: a person who neefdsshakually a person who is dependent

on others.

4. RESULTS

In this chapter | will present and discuss my firgdi. | will also relate them to earlier findings

and studies written on the subject. My analysid ¥atus on three commonly criticised
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features in the representation of women in failgstaThese three features are beauty,
passivity and dependence and they will all be dised separately. | will first look at how
relevant the feature in question is for the nareatdf the story. This means that | will
concentrate on looking how the feature affects log of the story. Then | will discuss
whether the feature in question is seen as impobadiaaven self-evident by the characters of
the story. As Fairclough (1997:25) points out, idgees tend to naturalize their effects and
thus make their products seem self-evident. Far idson | tried to pay special attention to
the situations where beauty, passivity or deperglemere consistently unquestioned. After
that, | will look at the ways in which the featurequestion is challenged in the story and
what are the consequences of the challenge. Finalil relate my main findings to previous

research.

4.1. Beauty: Relevance to the story

Women's beauty is a significant factor in the rareaof Enchanted and affects the fates of all
the characters. More specifically, all the womeinthanted benefit from their appearance in
some way. When Robert first takes Giselle in hisdeoto warm up, he believes she is a
'seriously confused woman' and decides to sendoheher way. However, Robert has a
change of heart and lets Giselle sleep on his colifiat causes Robert to change his mind is
a long glance at the peacefully sleeping princedsetwhile he is already calling for a taxi.
Hence Giselle is able to gain Robert's trust aecabn with only her looks and without
uttering a word. Nancy, then, also benefits from fieysical appearance. At the end of the
film, Edward asks Nancy to try on a fallen shoec&ese the shoe is 'a perfect fit', Edward
marries Nancy. The correct size of the foot (amdsiiared understanding of the importance of
such a fact) is apparently the only feature Nanegds in order to be eligible to marry a
prince. Nancy's beauty might also be a factor ingar Edward's decision to marry her, as it is
complemented by Edward right before trying on thees In the beginning of the film,
Edward complements Giselle's beauty right afterdileg to marry her. The two incidents of
proposal right next to a declaration of the brideauty suggest a clear connection between
the two.

Unlike Giselle and Nancy, Narissa uses her beanbowingly to her benefit. Nathaniel, the
servant, is in love with Narissa. Nathaniel does$ explicitly state what he loves about

Narissa. He does, however, fondle her picture, sstyrg that it is her looks that attract him.
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Towards the end of the film, it becomes clear tathaniel does not share Narissa's values or
even know her too well, but is simply infatuatedh®y. This also suggests that it is Narissa's
looks that attract Nathaniel to help her. Narisseegy Nathaniel hints of a possible shared

future if he does what she asks him to, and thetuated Nathaniel complies due to Narissa's

beauty.

4.1.1. The importance of beauty

Giselle, Narissa and Nancy can all be describdzkbastiful. They all have long hair, big eyes,
great skin, narrow waist and so on. Narissa isrdltEn Giselle and Nancy, just as one would
expect a stepmother in a Disney story to be. Tlaeityeof female characters is no news, when
it comes to Disney or to the film industry more ggily. Although all the women are
beautiful, only Giselle and Nancy are complememtedheir beauty by men. In fact, most of
the complements given to the good women are abwit tooks, with only a couple of
mentions about their merits other than beauty. Bad woman, Narissa, is most often
described as 'evil' and 'selfish’ and her beaulgfisinmentioned. This could be partly due to
the fact that Narissa is older, which could meat #ine is less attractive in the eyes of others.
However, because Narissa does have an admireraiNaththe lack of complements on her
appearance is likely to be the result of somethitiger than unattractiveness. In their
research, Baker-Sperry and Grauerholz (2003) fdahatl written fairy tales often make a
connection between beauty and other positive feafwuch as goodness. In Enchanted, good
women are complemented on their looks, but thedrmedis not. Thus, at least on the verbal
level (but not on the visual or narrative levels)connection between beauty and goodness

exists.

The good women value beauty and are interested. iAlli the women use evaluative
sentences to describe people, objects and sitgafidrese evaluations reveal that beauty is
very important to Giselle, who frequently complertsepeople and objects on their beauty.
She also appreciates kindness and sweetness. Blavaluative sentences are more about the
inner qualities, but she does appreciate the beafutlye flowers she receives. Nancy's and
Giselle's evaluations about the world around thbowsthat they are positive and appreciate
both inner and outer beauty. Narissa's evaluagwesices are mostly negative and not about
appearance, but she does address Robert as 'haidgloem she captures him, although her

tone is rather condescending.
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The good women's appreciation of beauty becomesrapp through their interests and
activities as well as through their evaluationstioé world around them. Giselle cleans
Robert's house, that is makes it beautiful, tre fiming when she wakes up. The clean house
is immediately noticed by Nancy. Giselle makes &léis new dress every day from Robert's
curtains and is interested to hear what other gethyphk of her clothes, while prince Edward
wears the same clothes almost through the wholg. stdhen Edward finally finds Giselle,
she wants to know how she looks before rushinghid@arms. When Giselle ends up going to
the Kings' and Queens' ball, the biggest worry e@n imind is what to wear. Also the
occupational choices of the good women reflectrtimerest in appearance. Nancy works in
the clothing industry, and when Giselle decidestay in Manhattan, she also finds herself

working in fashion.

4.1.2. Challenges to beauty

The importance of beauty was occasionally challdngeEnchanted. The feminine beauty

ideal was challenged especially by Narissa, but &ebert's relationship to Nancy shows

some resistance. At least through the eyes of RoNancy could certainly be seen as an
intelligent person. When Robert first speaks abidancy, he refers to her reasonable nature
and calls her 'nice'. He also compares her to wdikerRosa Parks and Marie Curie. Robert

thus seems to appreciate the intelligence and otleatal features of Nancy above her looks.
In the end, however, Robert falls in love with drestwoman who lacks most of the attributes
(Giselle is emotional instead of reasonable andkinewledge of the "real” world is very

limited) Robert seems to appreciate in Nancy.

Narissa actively challenges the feminine beautglidehe does not show much interest in her
appearance and is probably the only character wles dot change her clothes a single time
in the course of the story, except for when shaislisguise. For Narissa, changing her
appearance is just a means to an end, not a fogalibéxpression, for example. She smiles
and acts sweet to get Nathaniel to kill Giselld,ibunot afraid to turn herself into an ugly old

hag or a terrible dragon to get to her goal. Narissready to sacrifice her beauty, at least
temporarily, in order to gain power or deceive otheNarissa is also represented as an
intelligent, resourceful woman: she plots to gdtaf Giselle, who is in the way of her goals.

She also manipulates Nathaniel to help her and@etdle to bite the poisoned apple.
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4.1.3. Relation to previous research

In Enchanted, therefore, women are represente@adiful and beauty is seen as a valuable
characteristic for a woman. Baker-Sperry and Giaaler(2003) claim that beauty and social
power seem to have a connection in many fairy tdleey also argue that in reality, women's
power through appearance is often power dependenhen and thus problematic (2003:
712). In my data, all the women benefit from thegdpearance socially. One gets a place to
sleep, one marries a prince and one wins the affecff a willing helper because of their
beauty. Beauty gives women in Enchanted a changettahead in life, whether they benefit
from their beauty deliberately or not. However, yotthe bad woman consciously uses her
appearance to get what she wamtsall cases the benefits of beauty are gained faomh

depend on men. My findings thus support Baker-§pamd Grauerholz's arguments.

Furthermore, Baker-Sperry and Grauerholz (2003yssigthat there seems to be a connection
between beauty and goodness in fairy tales. In atg,chowever, the connection is not as
simple as beauty equals goodness. Rather, it séleatsthe character's beauty is only
appreciated if she is beautiful 'on the insidevall. In addition, only the good women seem
to invest their time and efforts in beauty, whitke tbad woman only uses her appearance as a

tool to achieve her goals.

4.2. Passivity: Relevance to the story

One of the frequent criticisms of fairy tales istthhey represent women as passive. This
criticism only concerns the heroines of the staviljereas the villainess is often an active
character. Stone (1975: 44) argues that espedifiyey princesses are very passive. Do
Rozario (2004: 57) on the other hand assertsthiedtiter Disney princesses are in fact not so
passive, but pursue their dreams actively. In Entdth the good women seem to be mostly
passive, whereas the villainess is very active. Plassivity of the good women is
compensated for by the activity of men.

Giselle's passivity in pursuing her dreams is @védr the narrative of Enchanted. Giselle's
actions are not what lead her to find “the hapeler after” she dreams of. This happens

rather through her passivity. Throughout the st@iselle's fate is in the hands of other
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people. She is antagonised by Narissa and protegtédiward, Robert and Pip. Her passivity
in trying to find a way back to Andalasia gives lamd Robert time to fall in love. Giselle's
passivity is contrasted with the activeness of $éariand compensated for by the activeness of
Edward, Robert and Pip.

In Enchanted, passivity leads to finding true lo@selle wins Robert over for good by
falling into a completely passive state. In onetld last scenes of the film, it seems that
Giselle will leave to Andalasia with Edward and Rdbwill stay together with Nancy. Then
Giselle bites a poison apple given to her by dsgdiiNarissa. Giselle becomes unconscious
and can only be awaken by 'a true love's kiss'.W\\Ed@ward's kisses don't wake Giselle, he
asks Robert to try. "It's not possible. It could®@tme. I've only known her for a few days." is
Robert's first reply. He does not believe in troel not until his kiss wakes Giselle. Arguably,
falling into absolute passivity is the only way @le can unequivocally prove her love to
Robert.

4.2.1. The importance of passivity

The good women of Enchanted are mostly passiversung their dreams and their passivity
goes completely unquestioned. Although many of K&'seviews seem ’‘lovey-dovey' and
strange to Robert due to their different culturathkgrounds, the fact that Giselle decides to
passively wait for Edward is never questioned byp&b He only questions Edward's ability
or interest to find and save her and in fact ofterkelp Giselle himself. All the characters of
the story assume that Giselle can only find her Wwagk to Andalasia if Edward finds and
saves her. Moreover, Giselle is not passive onlyhenlevel of narrative, but shows signs of
passivity on the visual level of the story as wéliselle's passivity can be seen in the way she
is constantly being pushed and pulled by peoplaumerous scenes, Robert simply pushes
Giselle further away from something or pulls hethwihim somewhere. This pushing and
pulling is not seen as threatening or even notimedny of the characters. Also Narissa pulls

Giselle when she guides her to a magical well arghes her in it.

Nancy, too, is passive in pursuing her dreams. Marappreciation of romance is apparent
from her comments. She admires Robert for beingsites, is excited about Robert's
unusually romantic gesture of sending her flowaid @mplements Edward's romantic words

about Giselle. Nevertheless she dates Robert, @whnot recognize her hunger for romance.
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Instead of either trying to make their relationsinipre romantic or trying to find a romantic
man, Nancy keeps on dating Robert and waits foptoposal. When Robert is asked to kiss
Giselle in order to wake her up, Nancy allows itthout any resistance. Afterwards,
heartbroken Nancy stays in the ball instead ohsitay out. This is when Edward asks Nancy
to try on Giselle's fallen shoe. Because it fitgnbly and Edward run to Andalasia together
and marry. Had Nancy actively shown her emotionghogwing a tantrum or storming out
after losing the man she had dated for years, shaddwnever have married prince Edward, a

man able to fulfil her romantic aspirations.

The good women in Enchanted are passive in profgsgieir romantic emotions and in
making decisions about their relationships. In Emtld, there is a number of scenes that
have to do with marriage, commitment and showingawotic emotions. Prince Edward
"proposes" twice. First, when Giselle falls intoviadd's arms, Edward exclaims that they
"shall be married in the morning" without askings@le's opinion, which seems to be self-
evident for both of them. The second time, Edwaskisao try a shoe on Nancy's foot and
when it fits, no words are needed to profess thay tare to marry. Robert talks about
proposing, and Giselle does a musical number thgins with the words “How do you show
her you love her” in order to encourage Roberthows his feelings to the woman he loves.
Robert tells Giselle, that he has known Nancy fee fears. To this, Giselle exclaims “And
you haven't proposed? No wonder she's angry.” Nenissa talks Giselle into biting the
poison apple, she promises that the apple will takay the pain of “never being with the one
you love, doomed to be with another”. In all of $fwenes described above, male activity in
deciding on relationships and showing one's rornaethotions is seen as a norm or
encouraged and female passivity is seen as se&léetviand is not questioned. Both of the
good women leave the decisions of breaking and mgakelationships to the men and are
rewarded for it through finding their true love.

4.2.1. Challenges to passivity

All of the women in Enchanted offer some challenigegassivity. Especially Narissa is active
in pursuing her dreams, although hers differ fréva dreams of the good women. Narissa's
activeness is important on the level of narratimd apparent on visual and textual levels of
the story. Whereas Giselle is pushed and pulledrardy people (and doesn't seem to mind

or even notice it), nobody pushes Narissa. Wherceh®es to Manhattan, she even stops the
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cars on the streets by raising her hand and caatspell. Narissa actively tries to retain her
crown and her social power by trying to prevent stepson from marrying. She manipulates
Nathaniel to help her keep Edward from ever meehisgtrue love, pushes Giselle into a
magical well and sends Nathaniel to make sure IBiséll not return. When Nathaniel fails

in his attempts to kill Giselle, Narissa decidesltothe job herself. Narissa's activeness leads
to her death and is thus punished.

Although Giselle and Nancy are mostly passive, thatyr have their few moments of activity
in the film as well. Nevertheless, the successkgnd# some of their active deeds is arguable.
When Giselle first comes to Manhattan, she trieméoe or less actively find her way back to
Andalasia, but fails in her attempt. Later, Gisefleps Edward from dispatching Robert and
then asks Edward to take her on a date and tol dd&f@lre returning to Andalasia. Without
this deed, Giselle could not have ended up witheRolGetting to the same event with Robert
is not enough to bring Robert and Giselle togethewever. Giselle is about to leave the ball,
but decides to bite the poison apple and falls necious. In the ball, Nancy actively cuts in
Robert's and Giselle's dance and is thus activediaiming her date. Of course, she loses him
to a sleeping Giselle only a few moments later.yQadker finding her true love, Nancy
manages to be active in showing her emotions; w@ncy and Edward marry, she bends
him to her arm and kisses him. When Narissa captobert, Giselle runs after them with a
sword and is able to stop Robert from falling fomament and then catches him when he
falls. All of Giselle's active deeds were done raftealizing she loved Robert. This is
significant in terms of the message that is bemrg.sGiselle is active in protecting her love
but not in finding it.

4.2.3. Relation to previous research

The division of passivity and activity between tfaracters in my data suggests that Stone's
(1975: 44) argument about Disney reinforcing theresitype of an "innocent beauty
victimized by the wicked villainess" still holdsh& good women of the story are passive in
making any decisions regarding their life or esgkécitheir relationships. They do not
actively search for the things that make them happy only dream about them. The bad
woman of the story is not only active in regardfi¢o own life, but actively affects the lives
and relationships of other people as well. Narelsa works actively to achieve her goals.

Towards the end of the film, however, Narissa ftadeer goals and acts on a personal grudge.
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Capturing Robert and threatening Giselle afterrehéonger poses a threat to Narissa's crown
can only be explained if the bad woman's desiteutd the good one exceeds her other goals.

Enchanted thus represents bad women first and fisteas harmful to good women.

Good women's passivity is represented as a natymabsition to men's activity. Passive

women's lives only proceed through the actionshefrhen in their lives. Stone's (1975: 45)
view that women succeed by being (beautiful anddguatured) instead of doing (something
to succeed) is supported by my findings to a cenpaint. Women are allowed to be active
after they find their love, but not much beforetth&/omen's attempts at activity before

finding their true love fail consistently. Do Romas (2004: 57) view of the new, active

Disney princess does not find much support in mia.d@ihis might perhaps be due to a
change in values (in this case, a return to olttjgyzahal ones) or simply a by-product of the
fact that Enchanted mostly alludes to the oldem®ysfairy tales and less to the new ones.
Although Giselle and Nancy challenge the stereaglppassivity at moments, their passivity

in the course of the story is still overwhelming.

4.3. Dependence: Relevance to the story

Numerous fairy tales represent the heroine as digmeon others. The villainess, on the other
hand, is typically seen as an independent womanrdMu1995: 128). Kelley (1994: 90)
asserts that helplessness and dependence are séediionally feminine features. Also
Stone (1975) recognizes the stereotype of a hslpteEpendent princess. Although passivity
and dependence are separate features, they aneraftewined. For this reason many of the
scenes that were exemplary of female passivity skhoaiso the most signs of dependence or
helplessness. In Enchanted, Giselle is extremgbgmdgent on the help of others and Narissa
is an independent woman. Interestingly, Nancy haweéy also independent although she is

considered a good woman in the story.

In terms of narrative, Giselle's dependence onrqibeple is crucial. Giselle's passivity is not
enough to create the plot of the story, but it mhesiconnected to her need for help. Giselle
requires a lot of saving. First, she falls out drege when escaping a troll and is saved by
prince Edward. After being sent to Manhattan, Gasisl saved by Robert, who decides to help
her. Although Giselle complicates Robert's life, daes not have the heart to leave her in

trouble. Giselle's dependence gives men a posgibdibe active and it also functions as a
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significant factor in Giselle's romances.

4.3.1. The importance of dependence

Of the three women in Enchanted, Giselle is thg onke who is clearly dependent on others.
Giselle's dependence and helplessness are veryeapmm both visual and textual levels.
Giselle frequently asks help from people and arsm8he clings to Robert when Nathaniel
tries to kill Pip and she hides behind Robert whieay are threatened by Narissa. Her

dependence on others is never questioned andntwally leads her to find her true love.

Giselle's dependence on others has clear, gendayedotations. Giselle seems to be
dependent almost exclusively on men and only méar & help her. Even Pip, the chipmunk
who helps Giselle on numerous occasions, is mdle. dnly exception to this rule is when
Morgan takes Giselle shopping. However, they pa&yr tburchases with Robert's credit card,
which means that Morgan's help is in fact enablgdnimle resources, too. Giselle's
dependence and men's willingness to help her ade meevant in connection to love at least
on two occasions. First, when Giselle falls to Edi\saarms after escaping a troll, it is clear
for both that they will marry. After all, in fairfales the prince does usually marry the maiden
he saves. Second, Giselle realizes she is in latle Robert right after he openly doubts
Edward's ability or interest in saving Giselle agresses his own willingness to help her.

For Giselle, being helped seems to be a prerequsiove and commitment.

4.3.2. Challenges to dependence

Although Giselle's dependence is seen as self-elyidependence is not a necessary trait for
good women. As passive as Nancy might be in pugstnar goals in life, she is an
independent woman, nevertheless. She works andisgene on her own (that is, without
Robert). This makes her independent both econolyiaatl socially. When Narissa turns into
a beast, Nancy stands behind Robert and Gisellsamas weary but does not appear to be
hiding behind anyone's back. Nancy does not nekx her does she ask for it. Despite her
independence, Nancy will end up finding her trueeldlhis suggests that independence is not
a feature of only bad women. In fact, all of thermem are represented as more or less

economically independent.
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Like many villainesses before her, Narissa is regméed as an independent woman. She is
royalty and is thus likely to be economically indedent. Narissa is also socially
independent. In most of the scenes she acts ailbvee or with Nathaniel, who is her servant.

Although Narissa has a stepson, she does not hlanrsband.

Even Giselle shows some signs of independence.t&{es charge of cleaning Robert's
apartment, prepares breakfast and makes her ovgsedeOf course, domestic capability is
not a new or unusual trait for traditional Disneyrdines. For example, both Cinderella and
Snow White earn their keep by doing chores. Atehe of the story, when Giselle decides to
stay in Manhattan, she is shown in a place calldddalasia Fashions” suggesting that
Giselle has her own fashion boutique and is thusn@wically independent. Socially,

however, Giselle shows no signs of independence.iShlways accompanied by animals or

other people. The few times Giselle is alone, sHest and unhappy.

4.3.3. Relation to previous research

My findings suggest that the representation of wormas dependent and helpless is still
preferred, since the protagonist is very dependarthe help of men. However, dependence
and helplessness are not necessary features ofoé \yoman in Enchanted; Nancy is
independent economically and socially and she doeseed a man to protect her. According
to Kelley (1994: 90), helplessness and dependemcsesn as traditionally feminine features.
This might still be the case although one of thedgwomen was represented as independent.
Nevertheless, the woman who was the most exprestiver feminine qualities (for example,
her clothes were more feminine, the pitch of heceavas higher and so on) was also the one
who was dependent on men. Zipes' (1995:37) viewishey princess a helpless girl who
needs to be protected was challenged by Nancyubutincorporated by Giselle. Murphy's
(1995: 128) view of the villainess as an indepehdeman is supported by my findings, but
as mentioned, independence is no longer a feafurelp bad women. In fact, all the women

in Enchanted are represented as economically imdiep.

5. CONCLUSION

Fairy tales, especially Disney's versions of théwaye commonly been criticised for their
representations of women as passive and dependédrfoapromoting beauty as one of the
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most important assets of women. The criticism cfspaty and dependence only applies to
the heroines of fairy tales; the villainesses aresented as independent and active. In my
research | wanted to find out if Enchanted, onéD@ney's latest fairy tales, continues to
represent women in a way that has been seen toopeomequality between the sexes by
denying female activity and independence and byosimg the feminine beauty ideal. My
findings suggest that Enchanted promotes the femibeauty ideal by representing all the
women as beautiful and benefiting from their appeee. The good women are also
interested in beauty and fashion. For the bad worappearance is only a tool that can be
used to manipulate others. The feminine beautyl idenot significantly challenged in the
representation of the good women. Passive/activarpidivides the women most clearly into
two categories. The good women of the story arsipasn pursuing their dreams, in making
decisions about their relationships and in professheir emotions. Women's passivity is
highlighted against men's activity. Men are exfiiciencouraged to show their positive
emotions towards women, while women's emotionatroband passivity is rewarded. Only
after they find their true love, are they allowedbe active. The bad woman actively pursues
her dreams, is in charge of her relationships antepses her (negative) emotions frequently.
She is also very independent. However, independisniget necessarily an unpreferred trait.
All the women in Enchanted are more or less inddpsheconomically. In addition, only the

heroine is dependent on the help of others, whieother good woman is independent.

Fairy tales function as paradigms. They offer uslehgtories, social scripts on how the world
works and how we are expected to behave. Throwglgabd and bad female characters,
Enchanted offers us a paradigm of a good, desinableanhood and a paradigm of a bad,
undesirable womanhood. Through its representafievomen, Enchanted promotes passivity
and beauty as important traits of desirable womadhwhile especially activity seems to be a
trait of an undesirable woman. Dependence on mereferred, as the heroine of the story is

very dependent. It is not, however, an obligatoait for a good woman.

Cultural products such as films, fairy tales andeocan be seen as technologies of gender.
They offer us representations of gender and thess gg material from which we construct our
own gendered ways of being. Representations do omby reflect the views of the
environment in which they are produced, but alstively construct reality. Hence,
representing desirable women as passive and hinginiggthe importance of their beauty is

not only reflecting the views of our present sociéitconstructs a reality in which women are
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rewarded for not pursuing their goals in life amor fletting men decide about their
relationships, for instance. It also encourages amto spend time, money and effort in being

beautiful by suggesting that beauty is one of tlstimportant assets of a woman.

In Enchanted, good women's passivity was compethshie the activity of men, and
especially Giselle's dependence was contrasted math's independence and desire to help
her. The women's passivity in making decisions abelationships lead to men's activity in
deciding. Men and women were thus often represembedinary opposition and as
complementary to each other. Mills (1995: 48) assiat binaries like activity/passivity are
hierarchical and subordinate women. In Enchantezlgbod women do not decide about the
course their lives. This is not seen as problemaince the men automatically seem to know
what the women want from their lives and want thme things. This illusion, however, only
applies to the world of fairy tales. In a modernesdférn society, reinforcing the idea of
women as naturally passive (in contrast to natenak activity) can only aim at taking away

their power to be in control of their own lives.

In this study, | tried to discover whether Enchdntepeats or challenges some of the
commonly criticised features of women's represenain fairy tales. My findings suggest
that while in terms of beauty and passivity, nagigant changes are seen, there are some
challenges of dependence. Since my data is limdeal single film, it is impossible to draw
any general conclusions about women's representatiDisney's fairy tales. Also, because of
the limited length of this study, | was only abdeldok at a few features of the representation
of women. Nevertheless, the representation of wooeetainly does not limit itself to the
three features | looked at, but is far more complExe decision to choose the analysed
features based on earlier findings instead of geeimat arises from my data was a difficult
one. It is possible that the features | looked ateanot the most prominent ones in my data.
However, | wanted to see how the representatiomooien in my data was situated in regards
to earlier fairy tales, and this was easiest tdogdooking at the features found relevant in
previous studies. Further research on the submdtide made by looking at what kinds of
representations of women arise from the data itemsifead of searching for signs of the
features selected beforehand. Also, looking ar¢peesentation of men in this particular film
would make an interesting study. New Disney faalg$ are brought to the market constantly
and they, too, provide new opportunities for theeexch of representations of gender in fairy

tales.
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