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A Word from the Editors 
Welcome to the first issue of 220 ‘Zine, an online ‘zine for students and 
instructors of undergraduate expository writing.  This issue features the 
work of students enrolled in English 220 at the University of New 
Mexico. Ranging in style from a letter to the editor, to an interview, a 
journal article, movie critique and research paper, these works capture of 
the diversity of topics and rhetorical forms explored by students enrolled 
in UNM’s English 220: Expository Writing. 

Our goal in publishing 220 ‘Zine is to showcase the quality of different 
genres 220 students write and to provide 220 classes with models of 
solid and sharp student work. We hope you enjoy reading their work and 
would appreciate any comments you might have regarding pieces that 
you would like to see in future issues.   

 

Kyle Fiore and Katie Pelletier 
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Dear	  Ms.	  Richardson,	  
	  
I	  am	  writing	  this	  letter	  in	  response	  to	  your	  article	  titled,	  “Play	  Power:	  How	  to	  Turn	  Around	  Our	  
Creativity	  Crisis”	  (The	  Atlantic,	  May	  2,	  2011).	  Your	  argument	  that	  play	  is	  a	  necessity	  for	  our	  
children’s	  educational	  and	  personal	  growth	  is	  one	  that	  cannot	  be	  ignored.	  Without	  the	  
incorporation	  of	  play	  in	  their	  learning	  environments,	  our	  children	  will	  lose	  valuable	  life	  lessons	  
as	  well	  as	  vital	  critical	  thinking	  skills	  .	  	  	  
	  
Integrating	  play	  in	  children’s	  everyday	  experiences,	  whether	  at	  home	  or	  at	  school,	  provides	  
countless	  benefits	  to	  our	  youth.	  Tammy	  R.	  Benson,	  associate	  professor	  of	  education	  at	  the	  
University	  of	  Arkansas,	  points	  out	  the	  physical,	  cognitive,	  social,	  and	  emotional	  benefits	  which	  
take	  place	  when	  play	  is	  utilized	  in	  the	  classroom	  ("The	  Importance	  of	  Dramatic	  Play").	  Of	  
particular	  interest	  is	  the	  cognitive	  growth	  through	  play	  which	  includes	  an	  “increase	  in	  skills	  such	  
as	  problem	  solving,	  creative	  thinking,	  planning,	  organizing,	  language,	  and	  overall	  academic	  
success.”	  Are	  these	  not	  essential	  skills	  that	  all	  children	  should	  acquire	  in	  order	  to	  facilitate	  their	  
success	  in	  adulthood?	  Fortunately,	  schools	  have	  continued	  to	  implement	  science	  experiments,	  
projects,	  and	  group	  work	  which	  target	  these	  skills.	  However,	  many	  schools	  across	  our	  nation	  
have	  eliminated	  “extras”	  such	  as	  art,	  music,	  and	  recess	  which	  are	  fundamental	  to	  developing	  
the	  skill	  set	  referenced	  by	  Benson.	  Educators	  need	  to	  look	  past	  the	  superficials	  and	  evaluate	  
classroom	  opportunities	  for	  the	  deeper	  rewards	  they	  possess.	  	  
	  
As	  a	  mother	  of	  three	  school	  aged	  daughters	  (ages	  10,	  8,	  and	  5	  years),	  I	  can	  see	  firsthand	  the	  
benefits	  play	  has	  to	  offer	  when	  done	  independently	  or	  when	  combined	  with	  an	  educational	  
lesson.	  Turning	  a	  mundane	  and	  simple	  task,	  such	  as	  cooking,	  into	  a	  lesson	  provides	  children	  with	  
an	  opportunity	  to	  practice	  math	  skills	  (ex.	  measuring,	  adding,	  or	  modifying	  ingredients)	  as	  well	  
as	  to	  perform	  a	  science	  experiment	  (ex.	  the	  interactions	  of	  ingredients,	  the	  effect	  temperature	  
has	  during	  the	  cooking	  process).	  All	  children	  are	  thirsty	  for	  knowledge	  and	  are	  able	  to	  grasp	  a	  
deeper	  understanding	  of	  lessons	  when	  presented	  in	  a	  fun	  and	  creative	  way.	  My	  husband	  has	  
recently	  incorporated	  math	  and	  basic	  physics	  lessons	  when	  our	  children	  are	  playing	  soccer.	  It	  
has	  not	  only	  helped	  them	  in	  understanding	  soccer	  but	  has	  aided	  them	  in	  strengthening	  their	  
math	  skills	  as	  well.	  When	  lessons	  are	  filled	  with	  play	  and	  fun,	  children	  are	  more	  likely	  to	  pay	  
attention,	  put	  forth	  more	  effort,	  and	  gain	  a	  better	  understanding	  of	  the	  material	  presented.	  
Additionally,	  they	  will	  develop	  a	  love	  for	  learning	  that	  will	  continue	  to	  blossom	  throughout	  their	  
lives.	  I	  can	  only	  hope	  my	  children	  will	  fall	  into	  this	  category.	  
	  
The	  time	  to	  advocate	  for	  today’s	  youth	  is	  now.	  They	  cannot	  afford	  our	  procrastination	  or	  our	  
inattention.	  I	  implore	  parents,	  teachers,	  counselors,	  child	  care	  providers,	  and	  the	  like	  to	  actively	  
strive	  to	  help	  our	  children	  develop	  a	  love	  for	  learning	  through	  incorporating	  creativeness	  and	  
play	  in	  their	  educational	  endeavors.	  	  
	  
Thank	  you	  for	  your	  time	  and	  consideration	  regarding	  this	  important	  matter:	  our	  children.	  	  
	  
Sincerely,	  
Tanya	  Bevins	  
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A	  Whole	  Other	  Side	  

	  

“What	  I	  had	  to	  do	  was	  have	  a	  helicopter	  low	  level	  just	  over	  the	  tree	  tops,	  that	  way	  they	  

couldn’t	  hear	  me	  coming…”	  

	   In	  the	  warm	  summer	  evening,	  he	  sits	  in	  his	  rocking	  chair	  out	  on	  the	  porch	  in	  the	  

quiet	  Kansas	  farm	  valley	  on	  the	  outskirts	  of	  Leavenworth.	  His	  hair	  is	  all	  white;	  he	  is	  still	  tall	  

and	  rather	  fit	  for	  being	  eighty-‐one.	  The	  fat	  grey	  cat	  stretches	  across	  his	  lap.	  She	  prefers	  his	  

legs	  because	  they	  are	  long	  and	  she	  can	  comfortably	  stretch	  out.	  He	  whittles	  a	  hunk	  of	  wood	  

using	  his	  knife	  to	  carve	  the	  beginnings	  of	  a	  figure.	  Ronald	  Richardson	  is	  my	  grandfather,	  

but	  I	  have	  always	  called	  him	  “Pappy.”	  It	  is	  difficult	  for	  me	  to	  think	  of	  him,	  my	  

compassionate	  grandfather	  with	  a	  cat	  snoozing	  on	  his	  lap,	  as	  marching	  around	  in	  full	  

uniform	  with	  weapons.	  To	  me,	  he	  has	  always	  been	  a	  family	  man,	  letting	  me	  jump	  on	  the	  bed	  

early	  in	  the	  morning,	  watching	  me	  sled	  down	  the	  driveway	  in	  the	  heavy	  winter	  snow,	  or	  

helping	  me	  to	  light	  fireworks	  for	  the	  fourth	  of	  July.	  He	  is	  the	  primary	  source	  of	  care	  for	  my	  

grandmother	  whose	  health	  has	  greatly	  diminished.	  

	   My	  grandfather	  was	  born	  in	  a	  small	  Floridian	  town,	  Apopka,	  in	  1931.	  His	  family	  was	  

not	  very	  well	  off,	  but	  was	  always	  generous	  and	  loving.	  There	  were	  four	  brothers,	  one	  of	  

them	  older	  than	  Ronald	  and	  the	  other	  two	  younger.	  Ronald	  always	  helped	  take	  care	  of	  his	  

younger	  brothers,	  went	  to	  school	  and	  to	  work.	  He	  worked	  hard	  so	  that	  he	  would	  have	  

enough	  money	  to	  keep	  his	  horse.	  He	  has	  always	  possessed	  a	  soft	  spot	  for	  animals.	  At	  

school,	  Ronald	  was	  the	  sports	  star;	  he	  played	  everything	  from	  track	  to	  basketball.	  His	  

athletic	  participation	  taught	  him	  how	  to	  work	  with	  others	  towards	  a	  common	  goal.	  Being	  a	  
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lean	  boy,	  over	  six	  feet	  tall,	  made	  him	  built	  for	  athletics.	  Unfortunately,	  his	  height	  made	  it	  

difficult	  to	  find	  clothes	  that	  would	  fit,	  or	  find	  a	  bed	  that	  he	  could	  sleep	  in	  without	  his	  feet	  

sticking	  off	  the	  end.	  Though	  his	  pants	  only	  came	  down	  to	  his	  ankles,	  it	  did	  not	  stop	  him	  

when	  it	  came	  to	  the	  ladies.	  He	  met	  my	  grandmother,	  Marilyn	  Walters,	  when	  she	  was	  about	  

thirteen,	  and	  he	  was	  about	  fifteen.	  They	  have	  been	  together	  ever	  since	  and	  married	  for	  

sixty-‐one	  years.	  Ronald’s	  talents	  in	  athletics	  gave	  him	  a	  scholarship	  to	  Clemson,	  which	  was	  

a	  military	  college	  at	  that	  time.	  He	  dreamed	  of	  becoming	  a	  veterinarian	  and	  went	  to	  

Clemson,	  in	  part	  because	  it	  was	  an	  agricultural	  school.	  Instead,	  he	  wound	  up	  creating	  a	  

foundation	  for	  his	  future	  career	  in	  the	  military.	  The	  day	  he	  graduated,	  he	  received	  his	  

diploma,	  his	  commission,	  was	  sworn	  into	  the	  army,	  and	  received	  his	  military	  orders.	  

	  

	   The	  Vietnam	  War	  began	  in	  1959,	  (Digital	  History).	  The	  communist	  North	  

Vietnamese	  were	  attempting	  to	  consume	  the	  more	  democratic	  South	  Vietnamese.	  The	  

United	  States	  of	  America	  felt	  it	  necessary	  to	  intervene	  and	  help	  prevent	  the	  spread	  of	  

communism	  that	  was	  about	  to	  be	  imposed	  on	  the	  South	  Vietnamese.	  The	  war	  lasted	  years,	  

but	  finally	  came	  to	  a	  complete	  end	  on	  April	  30th,	  1975.	  “The	  Vietnam	  War	  cost	  the	  United	  

States	  58,000	  lives	  and	  350,000	  casualties.	  It	  also	  resulted	  in	  between	  one	  and	  two	  million	  

Vietnamese	  deaths”	  (Digital	  History).	  

	   All	  this	  occurred	  years	  before	  I	  was	  born,	  in	  1992.	  When	  I	  think	  of	  the	  Vietnam	  War,	  

protests	  and	  hippies	  come	  to	  mind,	  along	  with	  all	  the	  classic	  Hollywood	  portrayals	  of	  men	  

trudging	  through	  unforgiving	  jungles	  and	  incessant	  rain,	  while	  committing	  unspeakable	  

acts	  and	  dying	  horrific	  deaths.	  I	  am	  not	  alone,	  in	  my	  generation,	  in	  feeling	  so	  far	  removed	  
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from	  the	  war.	  The	  images	  I	  associate	  with	  it	  come	  from	  Hollywood’s	  interpretations	  and	  

exaggerations.	  I	  know	  the	  war	  was	  a	  sore	  subject	  for	  many	  Americans	  who	  lived	  during	  

that	  time.	  

	  

	   My	  grandfather	  went	  to	  Vietnam	  in	  1968.	  He	  was	  a	  Lieutenant	  Coronel	  in	  command	  

of	  an	  Infantry	  Cavalry,	  consisting	  of	  roughly	  2500	  troops.	  His	  responsibility	  was	  to	  guide	  

the	  battalions	  and	  tell	  them	  what	  daily	  operations	  should	  be	  done	  so	  they	  could	  all	  work	  

together.	  He	  left	  his	  wife	  and	  two	  children,	  ages	  thirteen	  and	  sixteen,	  back	  in	  Colorado	  

Springs.	  The	  family	  would	  correspond	  through	  letters	  and,	  on	  rare	  occasions,	  would	  get	  to	  

talk	  through	  the	  Trans-‐Oceanic	  Telephone.	  My	  grandmother	  described	  the	  separation	  as	  

“stressful”	  and	  “terrifying.”	  His	  wedding	  ring	  was	  one	  of	  the	  most	  meaningful	  things	  he	  had	  

with	  him,	  as	  well	  as	  some	  photographs	  of	  the	  family.	  He	  was	  stationed	  outside	  of	  Chu	  Lai,	  

which	  was	  south	  of	  Nang	  Peninsula.	  “The	  fire	  bases	  we	  had	  established	  were	  in	  a	  very	  bad	  

area…which	  was	  where	  all	  of	  Vietnam	  started.”	  	  

	   Everyday	  he	  was	  picked	  up	  early	  by	  a	  UH1	  Huey	  Helicopter	  and	  flew	  around	  for	  the	  

duration	  of	  the	  day,	  following	  the	  on-‐going	  situations	  and	  getting	  the	  troops	  whatever	  they	  

needed.	  “What	  I	  had	  to	  do	  was	  have	  a	  helicopter	  low	  level	  just	  over	  the	  tree	  tops,	  that	  way	  

they	  couldn’t	  hear	  me	  coming…The	  enemy	  couldn’t	  tell	  from	  the	  helicopter	  engine	  where	  

we	  were…I	  could	  be	  on	  top	  of	  them	  before	  they	  could	  even	  shoot	  us.”	  Not	  only	  did	  my	  

grandfather	  demonstrate	  his	  ability	  and	  intelligence	  to	  assess	  situations	  and	  maneuver	  in	  

high	  combat	  areas,	  he	  also	  exemplified	  courageous	  compassion.	  “If	  I	  could,	  without	  creating	  

any	  problem,	  I	  would	  go	  down	  and	  pick	  them	  (the	  injured	  soldiers)	  up	  myself	  and	  take	  
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them	  to	  the	  hospital.	  I	  wasn’t	  supposed	  to	  do	  that	  because	  we	  had	  medical	  helicopters	  that	  

were	  on	  call	  to	  come	  and	  do	  that	  for	  them.	  I	  could	  get	  them	  to	  the	  hospital	  quicker,	  so	  I	  took	  

them.”	  Ronald	  was	  breaking	  protocol	  in	  attempts	  to	  save	  his	  troops,	  while	  endangering	  his	  

own	  life.	  

	   His	  caring	  character	  was	  recognizable	  when	  he	  regaled	  me	  about	  Christmas	  in	  

Vietnam.	  The	  cooks	  had	  prepared	  a	  traditional	  Christmas	  dinner	  of	  turkeys,	  dressing,	  and	  

sweet	  potatoes.	  “All	  the	  officers	  and	  myself	  went	  down	  to	  serve	  Christmas	  dinner	  to	  the	  

troops.”	  A	  small	  amount	  of	  Christmas	  spirit	  made	  it	  to	  that	  far	  miserable	  land	  of	  turmoil	  

and	  blood.	  

	   One	  evening	  when	  the	  sun	  began	  to	  dwindle	  but	  dark	  had	  not	  yet	  taken	  over,	  he	  

arrived	  on	  the	  firebase	  where	  his	  Brigadier	  General	  was	  located.	  They	  were	  unaware	  that	  

“the	  enemy	  had	  set	  up	  a	  border	  close	  enough	  to	  us	  that	  they	  could	  fire	  on	  our	  base.”	  The	  

Vietnamese	  began	  firing	  mortar.	  He	  remembers	  the	  smell	  of	  gunpowder	  and	  the	  weapon’s	  

firing;	  the	  sound	  of	  snaps,	  clangs,	  and	  bangs	  resonating	  from	  weapons	  going	  off	  and	  

explosions,	  with	  their	  dangerous	  results,	  colliding	  with	  everything.	  Managing	  to	  maintain	  

his	  thoughts,	  he	  scrambled	  to	  assist	  the	  General	  to	  his	  helicopter.	  He	  seemed	  to	  care	  more	  

about	  other’s	  lives	  than	  his	  own,	  as	  the	  instinct	  to	  protect	  and	  survive	  took	  over.	  “I	  was	  out	  

running	  around	  when	  I	  shouldn’t	  have	  been.	  A	  mortar	  round	  went	  off	  close	  to	  me.	  It	  hit	  me	  

in	  the	  leg	  and	  killed	  one	  of	  my	  soldiers	  right	  next	  to	  me.”	  He	  paused	  as	  he	  was	  recounting	  

the	  story	  to	  me,	  trying	  to	  cover	  his	  emotions	  and	  coughed	  to	  regain	  control	  of	  his	  voice	  

again.	  I	  cannot	  help	  but	  wonder	  if	  his	  leg	  ached	  with	  the	  echo	  of	  recalling	  that	  painful	  event.	  

I	  do	  not	  dare	  to	  ask	  about	  it	  or	  the	  details	  and	  inflict	  further	  pain	  to	  the	  physical	  and	  
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emotional	  scars	  he	  still	  bares.	  My	  grandfather,	  who	  calls	  me	  “sweetie	  pie,”	  has	  seen	  

gruesome	  deaths	  right	  before	  his	  eyes,	  knowing	  it	  could	  have	  been	  him.	  I	  do	  not	  think	  I	  will	  

ever	  be	  able	  to	  comprehend	  what	  he	  felt	  and	  saw.	  I	  almost	  do	  not	  believe	  it	  happened	  at	  all,	  

as	  though	  it	  was	  just	  a	  story	  or	  a	  movie.	  How	  could	  my	  Pappy	  have	  been	  involved	  in	  

something	  so	  traumatic?	  “I	  got	  the	  General	  off	  and	  away…	  but	  the	  soldier	  killed	  in	  the	  

attack	  right	  close	  to	  me;	  that	  was	  the	  worst	  part	  of	  the	  whole	  ordeal.”	  His	  battalion	  surgeon	  

dug	  the	  shrapnel	  out	  of	  his	  leg	  and	  he	  returned	  to	  his	  duties.	  I	  asked	  him	  “So,	  they	  didn’t	  

send	  you	  home	  because	  of	  your	  injuries?”	  He	  responded	  as	  if	  the	  question	  was	  unheard	  of	  

and	  never	  even	  considered:	  “Oh	  no!	  I	  wouldn’t	  have	  gone	  anyway.	  They’d	  have	  had	  to	  have	  

blown	  my	  leg	  off	  before	  I	  would	  have	  left…I	  just	  kept	  goin’.”	  My	  grandmother	  told	  me:	  “He	  

didn’t	  tell	  me	  about	  his	  injury	  until	  he	  got	  back.”	  I	  could	  not	  help	  but	  feel	  proud	  of	  his	  

courage	  and	  in	  awe	  of	  the	  entire	  experience	  he	  shared	  with	  me.	  	  

	   Ronald	  came	  home	  in	  July	  of	  1969.	  He	  was	  reassigned	  to	  Washington,	  D.C.	  to	  work	  

for	  the	  Pentagon.	  He	  told	  me:	  “I	  asked	  to	  go	  back.	  I	  wanted	  to	  go	  back	  and	  be	  with	  my	  guys.”	  

His	  heart	  still	  wanted	  to	  continue	  protecting	  and	  caring	  for	  “his	  guys.”	  He	  felt	  helpless	  that	  

he	  could	  not	  be	  there	  with	  them.	  He	  was	  told	  he	  had	  done	  enough	  and	  would	  not	  be	  

returning	  to	  that	  position.	  

He	  retired	  in	  1982	  after	  30	  years	  of	  service.	  He	  received	  a	  Purple	  Heart	  for	  the	  

injury	  he	  received	  in	  Vietnam.	  “He	  was	  a	  great	  soldier	  and	  we	  are	  very	  proud	  of	  him”	  my	  

grandmother	  told	  me	  when	  she	  talked	  about	  his	  return	  and	  success	  in	  the	  military.	  He	  

informed	  me	  of	  his	  current	  thoughts	  about	  the	  war:	  “Satisfaction,	  of	  being	  in	  a	  very	  combat-‐	  

oriented	  situation	  and	  the	  fact	  that	  I	  think	  I	  was	  able	  to	  care	  for	  my	  troops	  and	  keep	  them	  
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as	  safe	  as	  I	  knew	  how	  and	  as	  I	  could…I	  think	  my	  ability	  to	  provide	  for	  them	  and	  care	  for	  

them	  saved	  a	  lot	  of	  them.”	  	  

This	  portrays	  the	  type	  of	  man	  my	  grandfather	  is.	  He	  does	  everything	  to	  the	  best	  of	  

his	  knowledge	  and	  ability	  to	  care	  for	  and	  protect	  the	  people	  he	  loves.	  That	  compassion	  has	  

been	  evident	  throughout	  his	  life,	  starting	  with	  his	  younger	  brothers	  and	  now	  his	  children	  

and	  grandchildren.	  He	  was	  able	  to	  maintain	  his	  compassionate	  nature	  through	  the	  horrors	  

and	  trials	  of	  combat.	  I	  struggle	  to	  imagine	  him	  in	  a	  war	  which	  killed	  millions,	  while	  a	  

content	  cat	  sprawls	  across	  his	  lap	  and	  he	  gently	  scratches	  her	  chin.	  I	  am	  proud	  and	  grateful	  

to	  know	  that	  he	  courageously	  put	  his	  life	  in	  danger	  to	  help	  his	  fellow	  man	  in	  such	  a	  horrific	  

situation.
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Spunky Kid: The Presence of the Funny Girl in Popular Culture  

Archetypes are all around us. Though they’re recognized best in popular culture, their 

presence is not limited to the fictional world. They’re found in our friends, family, and 

ourselves. In the simplest terms, archetypes are blueprints for characters, or “recurring 

personalities” found in the world. Archetypes are instantly recognizable, and enable writers 

to create vivid characters that evoke the emotions of viewers (Cowden, LaFever, & Viders 

xii). One recognizable female archetype is the Spunky Kid. She’s a wholesome, funny, kind 

individual (Cowden, LaFever, & Viders 65); in some ways, she’s the average Jane, the girl 

that everyone loves because she loved them first.  

The Spunky Kid appears to be a relatively modern archetype, as she doesn’t conform 

to the more traditional female roles. Her emergence is due in part to the movements of 

feminism and post-feminism, during which women were encouraged to take on new roles and 

assert their independence like never before. These factors have led to the Spunky Kid’s 

presence in popular culture today, as well as my own identification as a Spunky Kid.  

Before we can look at the factors that helped influence the emergence of the Spunky 

Kid, we must first better define this archetype. Her three best qualities are her funny 

personality, her dependability, and her supportive nature. On the other hand, her three vices 

are her sarcastic attitude, her overall lack of self-confidence, and her somewhat cynical 

outlook on life (Cowden, LaFever, & Viders 65-66). These qualities and vices contribute to 

the life experiences of the Spunky Kid.  
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The Spunky Kid is a creative extrovert, a girl who likes being around people, but 

doesn’t enjoy being the center of attention. When growing up, she didn’t achieve scholastic 

greatness, but she didn’t fail, either; she “walked the middle of the road”. When it comes to 

her physical appearance, she’s a bit of a tomboy. As Cowden says, she can dress to kill, but 

“feminine frivolity is just playing dress-up for her” (65). Perhaps this tendency to dress for 

comfort rather than fashion is one of the reasons she has trouble in love. She’s usually seen as 

a friend rather than a girlfriend, when deep down, she years for her prince charming 

(Cowden, LaFever, & Viders 65-67). When it comes to her job, she prefers something fast-

paced where she can be around people, rather than being an isolated worker (Cowden, 

LaFever, & Viders 74). All of these traits and experiences combine in different ways to form 

three subtypes of the Spunky Kid; though these subtypes retain the Spunky Kid’s key 

qualities and vices, they each emphasize a particular trait that sets them apart as a unique 

character.  

The first subtype under the Spunky Kid is that of the Tomboy. This subtype fully 

embraces the tendency of the Spunky Kid to dress for comfort, as well as her difficulty in 

romantic relationships. In fact, the Tomboy takes these two traits to the extreme. She’s a bit 

mannish, to the extent where she probably doesn’t wear makeup or own a dress. While the 

Spunky Kid might dress up for fun every once in a while, the mere idea of dressing up 

sounds like a punishment to the Tomboy. The masculine tendencies of the Tomboy even 

extend to her personality, causing her to be ‘one of the guys’. She probably has a lot of male 

friends, but has never had a boyfriend. Her lack of love secretly saddens her; she longs for 

her true love to appear and make her feel like a princess (Cowden, LaFever, & Viders 67). 

The Tomboy is quite different from the next subtype under the Spunky Kid—the Girl Next 

Door.  
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Cowden describes the Girl Next Door as an optimistic, helpful individual (67). She’s 

bright and sunshiny, and always has a good word for everyone in need of encouragement. 

This is the girl that everybody loves, the one that was popular in school simply because she 

was nice to everyone. She’s a people-pleaser, a supportive friend and encourager for those 

who are down. When it comes to love, the Girl Next Door believes that “your soul mate is 

your best friend” (Morris 55). In popular culture, the Girl Next Door is often the one who 

grew up next door to the hero. She was his best friend for years, and somewhere along the 

way, romantic feelings developed. Either she loved him or he loved her first, but usually, 

they end up together in the end. This subtype often finds her prince charming, but her sister 

subtype, the Working Girl, isn’t always so lucky.  

The Working Girl makes her own opportunities, has a great sense of humor, and has a 

strong work ethic (Cowden, LaFever, & Viders 68). She makes her own luck, and when it 

comes to the working world, this girl never gives up. If she wants to be a news anchor, she’ll 

start in an unpaid internship to get there some day. She has an inherent drive to do her best 

and give life her all. Her sense of humor enables her to poke fun of others and herself, which 

makes others like her and allows her to lighten any dark situation instantly. Love isn’t the 

Working Girl’s priority. If it happens to fall into her lap, she’ll take it happily, but she doesn’t 

daydream about finding her soul mate; she’s too busy working to achieve her goals. The 

independence and modern roles taken on by the Working Girl and her fellow Spunky Kids 

are relatively new concepts to the realm of female archetypes, and the movements of 

feminism and post-feminism are partly responsible for their existence.  

Traditionally, there were only four roles that women could take on: the old wise 

woman, the mother, the virgin, or the whore (Jackson 3). Indeed, women in stories and real 

life were expected to move through these roles as they lived their lives. A woman would start 

out as the virgin, become a whore or skip straight to the mother, and end up as an old wise 
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woman before she died. There was no room for women to express themselves any other way. 

However, in America in the mid-1800s, the school of feminist thought came into existence. 

Feminism, as defined by Merriam-Webster, is the “theory of the political, economic, and 

social equality of the sexes”, or the “organized activity on behalf of women’s rights” 

(“Feminism”). While small feminist organizations gathered well into the 20th century, it 

wasn’t until World War II that women truly joined the work force, and they haven’t left the 

work force since. The movement for women’s equality turned radical in the 1960s and 70s, 

and has since become integrated as a part of our American culture, (“The Women’s 

Movement—Our History”). However, from the late 20th century and up to now, the face of 

feminism has changed, and the present movement is referred to as post-feminism. Simply 

put, post-feminism asserts that “feminism as a political movement with a mass following has 

waned” (Whelehan 2). According to post-feminism, the feminist doctrine, while admirable 

for its time, now needs to be expanded upon to be applicable to modern women of all 

backgrounds and ethnicities (McRobbie). Women in America, for the most part, no longer 

have to fight for their right to work or having a choice of whether or not to marry; now, “girls 

must have a lifeplan” (McRobbie 261), and post-feminism aims to encourage them to live out 

the independence that they fought for in every aspect of their lives. Today, thanks to these 

social movements, women don’t have to ascribe to one of the four traditional roles. The 

Spunky Kid is one example of a role opened up to females through these social movements; 

she’s outspoken, is not confined by a feminine dress code, and is an important member of the 

work force. In addition, popular culture and the media as a whole have played a large part in 

defining sex roles, and have furthered the social change brought about by feminism and post-

feminism (McRobbie 258). Therefore, it’s important to examine some of the Spunky Kid’s 

found in pop culture today.  

There are numerous examples of the Spunky Kid archetype and its three subtypes in 
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popular culture. The Tomboy Spunky Kid can be found in the comedy, Miss Congeniality. At 

the center of this story is Gracie Hart, a tomboy FBI agent who goes undercover as a 

contestant in a beauty pageant. The key traits that make Gracie a Tomboy are her lack of 

femininity, her sense of humor, and her unassuming personality.  

When the movie starts, Gracie is a manly FBI agent; she wears no makeup, eats like a 

pig, and doesn’t even own a hair brush (Miss Congeniality, 2000). However, when a terrorist 

threatens the Miss United States pageant, Gracie is called to go undercover as a contestant 

because she’s the only female agent available for the job. As a result, she has to undergo an 

entire makeover, turning her from a frumpy female to a lovely lady. Nonetheless, Gracie 

feels horribly out of place in her new attire, and when it comes time for the swimsuit 

competition, she’s utterly mortified at parading around in front of the audience.  

Gracie’s sense of humor is another trait that characterizes her as a Spunky Kid. Her 

dry, dorky humor and snorting laugh enable her to make uncomfortable situations bearable; 

she laughs both at herself and at others. For example, when she brings pizza and beer into the 

hotel where she and her fellow contestants are staying, she commits a true faux pas (Miss 

Congeniality, 2000). The ladies chastise her, saying they can’t eat that kind of food because 

of the calories. Gracie just laughs and asks what the big deal is—they’re just going to throw it 

up anyway. The ladies laugh, shrug, and end up hanging out at a club that night, eating pizza 

and drinking. Therefore, Gracie’s sense of humor acts as a social buffer, through which she 

can make friends and help the people around her feel comfortable.  

Finally, Gracie continually underestimates her own abilities, particularly when it 

comes to her physical appearance. Her insecurity in her beauty is present throughout the 

movie, amplified to its fullest extent because she’s competing with dozens of other gorgeous 

women. This insecurity that Gracie has in her looks is so intense that, if she can’t conquer it, 

it could even keep her from doing her duty as an FBI agent; if she can’t find some confidence 
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in her appearance and stay in the competition, the terrorist targeting the pageant will get her 

way, causing many people to die. Thankfully, this Spunky Kid does surmount her 

unassuming nature and, with her sense of humor and moxie to help her, stops the attack and 

saves the day (Miss Congeniality, 2000).  

Another example of a Spunky Kid in popular culture can be found in the PlayStation 

game, Final Fantasy VII (FFVII). More specifically, the Girl Next Door subtype can be 

found in the character of Tifa Lockhart. Tifa is a friend of the hero, Cloud Strife. Cloud and 

Tifa belong to a group of resistance fighters called Avalanche, who traverse the earth fighting 

bad guys, and eventually face the ultimate evil villain, Sephiroth (FFVII, 1997). The traits 

that make Tifa a Girl Next Door in this story are her tendency to be viewed as a friend rather 

than a girlfriend, her team spirit, and her tomboy behavior.  

Perhaps the most essential trait of the Girl Next Door is her belief that “your soul 

mate is your best friend” (Morris 55). She often grows up next door to her friend, the hero, 

and the two develop a romantic relationship. Indeed, Tifa falls for her best friend, Cloud. She 

grew up with Cloud, and was oblivious to his feelings for her when they were kids. However, 

when she’s grown up and is reunited with him after a long period of separation, she falls for 

him. Their positions reverse, however—Cloud is now the one ignorant of her love. As a 

result, she has difficulty breaking through from ‘friend’ to ‘girlfriend’. Her problem with 

expressing her love for Cloud is further confounded because he has feelings for another 

woman, Aeris, for a large part of the game. Tifa’s struggle to be seen as more than a friend to 

Cloud is with her throughout the game, and part of the reason for this struggle is her desire to 

keep her team together, rather than risk causing drama.  

Tifa’s team spirit makes her a reliable, supportive friend. She lets Avalanche, the 

group of freedom fighters she belongs to, use the bar she owns as their secret base (FFVII, 

1997). In addition, she takes care of her friend Barrett’s daughter, Marlene, when he’s off on 
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certain missions with Avalanche. But perhaps the most powerful display of her support for 

her friends is her willingness to risk her life by fighting with them. She is a strong asset to the 

group, both because she would never leave one of them behind, and because her fighting 

skills help them win battle after battle. It is her skill in battle that also makes her a bit of a 

tomboy.  

Tifa is an impressive marital artist, and while this makes her a valuable teammate, it 

also causes her to be seen as a bit masculine. After all, according to the traditional roles of 

women in society, ladies don’t fight with their fists. However, Tifa is a Spunky Kid, and is 

therefore empowered to fight with the big boys. The way Tifa dresses also paints her as a 

tomboy; she wears combat boots, a simple black skirt and white T-shirt, and ties her hair 

back so it’s out of her way (FFVII, 1997). However, her short skirt and large bust size have 

made her a sex symbol to gamers today. Nonetheless, Tifa seems to be unconcerned with her 

physical appearance, and if her good looks make her enemies underestimate her and give her 

an edge, she’ll take it.  

An example of the final Spunky Kid subtype, the Working Girl, can be found in the 

original, live-action movie, Teenage Mutant Ninja Turtles (TMNT). April O’Neil, the only 

female character in TMNT, is a news reporter. After being rescued by one of the turtles, 

April becomes friends with them and aids them when their mentor, Splinter, is kidnapped 

(TMNT, 1990). Her goal throughout the film is to uncover the truth behind a Japanese group 

of thieves, called the Foot Clan, who are terrorizing not only her turtle friends, but New York 

City at large. April’s work ethic, her love for her friends, and her dependability characterize 

her as a Working Girl.  

The most obvious and key feature of a Working Girl is a strong work ethic. April 

loves her job as a news reporter, and takes it extremely seriously. After publicly criticizing 

the NYPD for failing to stop the Foot Clan from stealing, the police chief threatens her and 
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tells her to stop badmouthing him; she’s not intimidated, and continues on with her duty to 

tell the truth as she has before (TMNT, 1990). When her boss orders her to stop investigating 

the Foot Clan, hinting that she might lose her job if she doesn’t, April remains strong yet 

again (TMNT, 1990). April’s job is immensely important to her, and nobody can make her 

stop working.  

April’s love for her friends is another of her Spunky Kid traits. She cares for the ninja 

turtles like they were her brothers. When their mentor, Splinter, is kidnapped, she lets them 

stay in her apartment and helps them find Splinter (TMNT, 1990). She cares for these turtles 

deeply, while many people would be hesitant to approach them; after all, they’re mutant 

turtles. In the end, their appearance doesn’t matter to April, and she does whatever she can to 

take care of them.  

Finally, April is a dependable person. When she tells the turtles that she’ll help them 

find Splinter, she follows through. Even when the men who have Splinter captive come after 

her and burn down her home, she keeps her promise to aid the turtles; she lets them stay at 

her family’s old estate outside of the city while they prepare for the battle that will decide 

their fate, and the fate of their master (TMNT, 1990). This Working Girl keeps her promises, 

and her reliability makes her an irreplaceable friend.  

The Spunky Kid is an admirable archetype, and I’m therefore proud to identify 

myself as a Spunky Kid. This archetype and I have many things in common. First of all, we 

both have a sense of humor that often dominates our conversations, and enables us to please 

other people. I continuously make jokes, some witty and others dorky; I take joy out of 

making people laugh. Second of all, we’re both supportive of our friends and family. For 

example, my husband has been very stressed out with grad school lately. I do my best to 

make the other areas of his life easy, by cooking him a meal, listening as he vents his 

frustration, etc. His happiness is of the utmost importance to me, and I do what I can to 
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support him. The Spunky Kid and I are also both rather skeptical; we share a tendency to 

look at life realistically, rather than too optimistically. For example, when I finish a big 

assignment for school, my reaction isn’t celebration for finishing the task, but anticipation of 

the next assignment I have to get done. Finally, like the Spunky Kid, I didn’t date much. 

Back in high school, I went on one date, and even that one was a mistake. My standards were 

simply very high, and as a result, I waited for my dream man and didn’t waste time dating all 

the wrong ones. Thankfully, like a true happy ending for any Spunky Kid, I met my dream 

man and married him almost a year ago today.  

While I have many things in common with the Spunky Kid, we’re not exactly the 

same. For example, I’m a scholastic overachiever, while the Spunky Kid doesn’t care about 

being at the top of her class. If I get a B on a test, I’m extremely disappointed. In addition, an 

A isn’t exceptional, but just makes me feel normal. Another difference between me and the 

Spunky Kid is my introverted nature. The Spunky Kid loves being around people, especially 

at her work; it energizes her. I, on the other hand, feel drained after an extended period of 

socializing. My introversion would suggest that I’m never the leader in a group setting, but 

the opposite is true. It turns out that the Spunky Kid is “never the leader”, but I somehow end 

up leading groups (Cowden, LaFever, & Viders 67). This tendency is not due a need to be in 

charge, but rather, due to the fact that I hang out with people who are even more introverted 

than me. As a result, I end up having to decide what we’ll do for fun and making all of the 

plans. Finally, I’m secure in myself, while the Spunky Kid is traditionally not. The Spunky 

Kid doubts her own abilities or physical appearance, but I’m confident in my abilities and my 

looks. Perhaps my confidence is largely due to my caring family and friends, who tell me I’m 

beautiful and capable to do anything I set my mind to.  

The importance of the Spunky Kid and her fellow, modern female archetypes in 

popular culture cannot be overstated. The social movements of feminism and post-feminism 
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brought about a new way of thinking for women. Feminism in America helped women 

achieve equality with men. Post-feminism now encourages women to grab hold of the 

independence and role choice feminism brought about. Modern women can be whatever they 

want, whether that’s a Crusader, a Free Spirit, or a Spunky Kid (Cowden, LaFever, & 

Viders). Were it not for the emergence of new female roles, women would still be confined to 

the traditional roles of virgin, whore, mother, and old wise woman (Jackson 3). Personally, 

after studying the Spunky Kid, I now have a better understanding of who I am, as well as an 

appreciation for my freedom to be whatever I want.  
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Abstract 
This article suggests that humans find 
androids unsetting not only because of our 
primal fear of death, but also because of our 
culturally guided understanding of otherness. 
This hypothesis is 

at which lifelike constructions become too real 
for comfort.  Several studies are used which 
examine the reaction of human observers to 
the appearance and movement of both 
industrial robots and androids.  Such 
research is then used to outline just how 
human psychology influences are opinion 
and understanding of android robots.  Social 
psychology and popular culture are also 
considered as influences to our consideration 
of robots as potential parts of social and 
domestic life. 

 
I N T R O D U C T I O N  

refers to a 
Freudian concept of something that is both 
familiar and foreign.  It may also suggest 
something inexplicable or supernatural.  The 
uncanny valley, then, describes a point in the 
timeline of robotic development at which 
robots, the foreign, become too human, the 
familiar. 

I propose that the root of the uncanny 
valley lies in human psychology as 

constructed through both evolution and 
culture.  That is, we find the android 
unsettling not only because of our primal fear 
of death, but also because of our culturally 
guided understanding of death and otherness.  
To understand these implications, it is 
important to further examine our expectations 

androids subvert those expectations to create 
the uncanny valley.  I will then discuss 
appearance of the robot relative to function, 
and whether or not lifelike robots are truly 
necessary.  

 
T H E  U N C A N N Y  V A L L E Y  

The pioneering roboticist Masahiro 
Mori was the first to explore the relationships 

 

the uncanny valley. 
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between humans and robots.  He observed that 
industrial robots, designed only to support 
their function, did not elicit a human reaction.  
Robotic toys, however, were given human 
attributes like faces, body shapes, and limbs to 
elicit a sense of familiarity in children.  This 
familiarity reinforces the emotional bond a 
child may form with the object.   

If the ultimate goal of robotics is to 
accurately emulate human beings, there is a 
point in which realism works against the 
android.  Prosthetic limbs serve as excellent 
examples of this phenomenon (Mori, 1970).  
The user of an unrealistic prosthetic may elicit 
sympathy, as their disability is immediately 
noticed and contributes to the impression 
made by another observer.  As the appearance  
of prosthetics changes to emulate actual 
human skin, its effect on the outside observer 
changes.  A prosthetic hand, for example, may 
have achieved such an accurate degree of 
human likeness that a difference is not 
discernable.  We are then shocked by it when 
we notice; it is as though we have been 
deceived.  It is at this moment in which we 
recognize falseness that the uncanny valley 
presents itself.  

 
T H E  H U M A N  R E SP O N S E  

To understand the deeper contributing 
factors of the uncanny valley, it is first 
necessary to describe the response humans 
have to androids.  The subtle flaws observed 
in humanoid robots inspire a feeling of 
eeriness or unease in the human observer.  The 
MacDorman 

these feelings to a violation of our 
expectations of human appearance and 
behavior. While a still photo or nonmoving 
android will still cause trepidation, movement 
amplifies our fear.  This has been indebted to 
several different factors. 

At least one study (Saygin, 2011) has 
shown that, as Mori suggested previously, 
prolonged exposure to the android contributes 
to the creation of the uncanny valley.  Human 
neurologic systems respond to the familiar; 
the actions of an industrial robot and a human 
being are perceived the same way.  Android 
robots, however, create a predictive error in 
our action perception system. An explicit link 
between the uncanny valley and this 
neurologic research has not been drawn, but it 

 

Still images from the video stimuli used by Saygin, et al., in their study The thing that should not be: Predictive 
coding and the uncanny valley in perceiving human and humanoid robot actions. 

22



 R O B O T I C A     3  
 

offers some potential for understanding the 
uncanny valley on a deeper neurologic level. 
Many scientists consider the studies exploring 

any basis in hard scientific fact, but the Saygin 
study offers a deeper look at the biological 
implications. 

Most other studies offer an explanation 
rooted in human psychology.  This seems to 
be the most likely contributor to the uncanny 
valley, as both psychological environment and 
cultural standards have shown to have a 
significant effect on our perception and 
understanding.. 
 
T H E  PS Y C H O L O G I C A L  R O O T S 

There has been some research into the 
relationship between cognitive and emotional 
reactions to android robots.  A 2008 study by 
Chin-Chang Ho examined the associations of 
words used to describe androids with their 
basis in either emotion or analysis.  The words 
generally attributed to our sense of unease are 
those also associated with a visceral response, 
such as eerie and creepy; those descriptors 
have also shown associations to reactionary 
feelings like fear and disgust.  This indicates a 
strong connection between our emotions and 
our reactions to androids.   

The emotional response fear was the 
one most often selected by participants in the 
Ho study, again suggesting a strong basis in 
human psychology.  Fear is an emotion 
stemming from one of our most basic 
instincts: survival.  The most common 
psychological explanation attributed to our 
fear of androids is the fear of death, the 
termination of survival.  Humans are unique in 
our understanding of death, and the 
development of culture has effectively created 

a lens through which to view death and cope 
with it.  

MacDorman 
states that androids serve as reminders of 
mortality and challenge worldviews intended 
to lessen anxiety about death by explaining it.  
Unconscious thoughts of death, as caused by 

 a preference 
for visuals that 
worldview.  However, something very 
interesting happens when the human and robot 
roles are reversed. 

While robots and androids exhibit 
lifelike behavior and actions, they cannot, 
under traditional definitions, be considered 
living.  Most people recognize this fact, yet a 
landmark study by Christoph Bartneck, 
inspired by the Stanley Kubrick film 2001: A 
Space Odyssey, challenges the traditional 
understanding of life and death.  Bartneck 
introduces the topic of ethics in his human-

[2001
although in self-defense, or simply conducted 
a necessary maintenance act, is an essential 

question refers to the scene in which 
protagonist, Bowman, is forced to terminate 
the sentient (and murderous) robotic program, 
HAL. 

The study began with volunteers 
playing a game with a robot.  Afterwards, 
people were asked to turn off the robot, called 
iCat; iCat, meanwhile, attempted to convince 
the participants to leave it switched on.  In 
other words, the robot was capable of begging 

 (Bartneck, 2007).  The variables 
of the experiment included the expressiveness, 
intelligence, and attitude of the robot.  While 
it was not human-like, the robot did resemble 
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a cat, and was capable of emoting through 
moving features including eyes, eyebrows, 
and a mouth.  In one filmed segment, after the 
participant was instructed to begin, iCat asked, 

you?  You can decide not to switch me off.  I 

turn him off, iCats speech slows and his 
features begin to sag e
still change your the 
participant hesitates for about 30 seconds 
before turning the robot off  but she clearly 
warns the robot beforehand. 

   
 
  

While iCat did not reside in the 
uncanny valley as Mori describes it, there is 
another emotional force at work.  Participants 
were given the opportunity to work with the 
robot and to understand its personality.  Those 

version of iCat took nearly three times longer 
to turn it off than those who worked with any 
other version (Bartneck, 2007).  This seems to 
evidence that humans have some ability to 
perceive a 
appears agreeable to a person in some way.   
 
 

T H E  C U L T U R A L  E F F E C T  
Technology has revealed a uniquely 

human fascination with the self.  Human 
attributes are applied to objects that otherwise 
function perfectly well without them: phones 
can now hold conversations without another 
person on the line, and the front ends of cars 
resemble human faces.  This is not a new 
concept, however; Homer wrote of 
mechanical servants to the gods, and it seems 
the automaton has been ubiquitous to human 
imagination and innovation ever since 
(Buchanan, 2005).   
 The significance of the android has 
changed tremendously over time, however, 
and still varies greatly.  Cultural references 
and science fiction have guided this for the 
greater part of the twentieth century.  Isaac 
Asimov has most notably contributed to the 
assimilation of robots into popular culture; his 

 
1. A robot may not injure a human being 

or, through inaction, allow a human 
being to come to harm. 

2. A robot must obey the orders given to 
it by human beings, except where such 
orders would conflict with the First 
Law. 

3. A robot must protect its own existence 
as long as such protection does not 
conflict with the First or Second Laws. 

From this, other criteria have been recently 
established for androids potentially occupying 
a space shared by humans.  These rules are 

 

useful tasks or functions. 

 

The iCat robot in an image taken from the filmed 
study Daisy, Daisy, Giv  
Switching Off a Robot. 
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It must carry out these tasks or functions 
in a manner that is socially acceptable and 
comfortable for people it shares the 

 
These conditions anticipate the assimilation of 
androids into daily life.  Other cultural 
phenomena suggest a reluctance to do this, 
and betray the human tendency to fear what 
we cannot dif
humans.  Then why is it necessary to emulate 
the human form?  It has become clear that, 
when interacting with a very lifelike robot, the 
human is uncomfortable.  Yet Bartneck 
proved that, like the child playing with the 
robot toy, people are more capable of 
empathizing with robots that have an 
emotional quality of life  not just those that, 
on the surface, attempt to be lifelike. 
 
C O N C L U S I O N  
 There is substantial data to reinforce 
the suggestion that our fear of androids is 
innate.  While some studies have shown a link 
between neurologic processes and our ability 

psychology similarly suggests a response 
based on survival; our instincts inspire 
negative responses rooted in fear.  Yet it is 
clear that the ideal of the robotic assistant is 
not going away.  What must be addressed then 
is how human beings can reconcile their 
innate fear of the android with their desire to 
have one.  The most apparent solution seems 
to lie in addressing the social and emotional 
aspects of human-robot interactions, rather 
than the cosmetic.   
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The Shadow of Patriarchy in Lotte Reiniger’s The Adventures of Prince Achmed 
 

The first examples of film animation were predominately made and produced by men. 

The films consisted of short gaffs and jokes that preceded a full-length film usually lasting no 

more than ten minutes. In the book From Mouse to Mermaid: the Politics of Film, Gender, and 

Culture  Elizabeth Bell, Lynda Haas, and Laura Sells explain the male complex within 

animation, “a Freudian or Lacanian reading [of early animation], for the artist is always 

threatening to take away their [creations’] ‘lives’ while they, in turn, seek to deprive him of his 

pen (phallus) or creative inspiration so that they can control their own lives” (Bell 29). In 

contrast, the filmmaker of one the first full length films was a woman and she greatly challenged 

the phallus god complex discussed above through her influential work. Rachel Palfreyman, in 

her article “Life and Death in the Shadows: Lotte Reiniger's German Life and Letters,” explains 

why Reiniger was the ultimate female pioneer in animation: “[What] Reiniger does not share 

with all animators is the fact that her figures are cut, made with the use of scissors. One might 

see her as a kind of seamstress, mistress of a feminine textual art, one that recalls the Fates, or 

the three textile workers of Greek mythology. Reiniger is universally acknowledged as a kind of 

goddess of the scissors” (16). Her use of scissors and seamstress like talent added technique that 

separated her from her male contemporaries and added depth and complexity to the genre 

allowing it to be more respected as a full length art form.  
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As K. Vivian Taylor discusses in her dissertation Nationality, Gender, and Genre: The 

Multiple Marginalization of Lotte Reiniger and The Adventures of Prince Achmed (1926) 

Reiniger’s film caused the public to view animation in a different way (2). It became recognized 

as a valuable art form in itself, not just for jokes or as preambles to movies. Reiniger’s film The 

Adventures of Prince Achmed (original German title: Die Abenteuer Des Prinzen Achmed) made 

in 1926, is considered to be one of the first animated full length features. It predates Disney’s 

Snow White and the Seven Dwarfs, often advertised as the first animated film, by eleven years. 

Lotte Reiniger broke new ground in animation and paved the way for future animators with new 

techniques and the inspiring imagery in her films.  I will illustrate her progressive nature in 

technology through her work on the first animated film and contrast that this with her patriarchal 

and repressive portrayal of the principle female characters; Dinasarde and Pari Banu in The 

Adventures of Prince Achmed. 

     The Adventures of Prince Achmed is different from typical early animation because it was not 

drawn with a pen. Instead, Reiniger spent three years cutting out 250,000 individual figures and 

stringing parts together like paper marionettes.   Many characters had multiple marionettes in 

varying sizes to account for different size shots so the camera would not have to move.  In 

Milestone Film’s press release for the re-release of the film, the institute explains Reiniger’s 

process in selecting a few stories out of Arabian Nights: 

  “Their decision was based on the idea that the action should show events that could not 

 be performed by any other means. So from all the 1001 stories they sorted out all the 

 events which fell into that category; the flying horse, magic islands, fantastic birds, 

 djinns, sorcerers and witches, transformations and all there is to be found in abundance in 
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 these tales. It was out of these items that they formed the script, which would eventually 

 take the form of The Adventures of Prince Achmed.” (Milestone.com) 

Through this explanation of Reiniger and her team’s process we can see her use of silhouettes as 

evidence of bridging the gap between modernity and the old world. Paper cut silhouettes were a 

facet of the old European world and were used to retell fairy tales; making them was a skill 

Reiniger perfected as a child growing up in Weimar Germany.  Her use of this media in one of 

the first animated films combined elements of storytelling familiar to the public with new awe 

inspiring techniques and reaching further populations than ever before. 

From the outset, even though the film was made in the silent era, Reiniger and her team 

worked closely with composer Wolfgang Zeller to create sound effects and music for the 

film.  Reiniger and her team timed each sound piece and tried their best to use it to punctuate the 

movement on screen (Reiniger 14).  Unfortunately, as explained in William Moritz’s animation 

database article, this is not the music in circulation with the film today: 

 Our current prints of Prince Achmed were "restored" in 1954 with a new rather kitschy 

 musical score by Freddie Phillips.  In this new version, the images move faster than they 

 should (18 frames-per-second silent speed versus 24 frames-per-second sound speed). 

 The original symphonic score by Wolfgang Zeller, one of the great film composers, more 

 correctly supports the drama with its thrilling grandeur, exciting suspense and lush 

 romanticism” (Moritz).   

All copies of Reiniger’s three full length films were destroyed during the bombings of WWII, 

however many of her short films have survived.  The existing print of The Adventures of Prince 

Achmed used today is a colored nitrate positive found at the British Film Institute.  It is not a 
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copy of the film but a type of negative with instructions of how to produce copies of the film and 

is the only known copy in existence.   

The Adventures of Prince Achmed was the first animated feature Reiniger produced and 

she developed many techniques still in use today. One technique, for example is the multi plane 

camera.   Each layer of glass holds a different part of the shot, and each layer can be manipulated 

independently.  It is common when a character is moving forward to move the background 

backward on a lower plane and the character slightly forward to achieve the appearance of a 

forward motion. The multi plane camera revolutionized early animation, and is still in use today 

by many large animation studios, one prime example being Disney Studios. 

Some such techniques were perfected by one of Reiniger’s assistants, Bertold 

Bartosch. In 1926 no one was using lighting as an effect in their animation. Bartosch 

experimented with making waves, twinkling lights and shadows to create primitive special 

effects in a time when no one else was using these techniques. His experiments were quite 

technical. In Eric White’s 1931 critique of The Adventures of Prince Achmed  he describes this 

process: 

 For an effect of stars he will take a piece of cardboard, pin prick it and photograph it 

 moving slowly before the camera with a strong light behind. He will then take the same 

 piece of cardboard upside down, move it in a different direction and at a different 

 direction and at a different speed, and superimpose the second shot upon the first. The 

 result is a sky of stars moving slowly and (apparently) in different directions and at 

 different speeds, nothing could be simpler or more effective… For years Bartosch has 

 experimented with waves, making them out of superimposed pieces of semitransparent 

 tissue paper. These he moves with such consummate skill as to convey the impression of 
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 the sea’s natural sway and surge. Moonlit water he depicts by means of silver paper, in 

 this case the waves overlap broadly, and the scene has to be lit from the front 

 (above). (Milestonefilm.com 16). 

The effects used in The Adventures of Prince Achmed were original often taking days to develop 

and make workable. Today, because of this initial groundbreaking work, many of these effects 

are common in animated films.  In the press release for the re-release of this film Milestone 

Films explains that Reiniger’s work serves as an encyclopedia of animated special effects for 

future films (Milestonefilm.com 13).   

Palfreyman and Moritz comment on the surprising patriarchal and misogynistic views 

present in The Adventures of Prince Achmed, despite Lotte Reiniger’s position as a pioneer 

woman in film.  Palfreyman asserts that this perhaps contributes to Reiniger’s lack of notoriety 

despite the fact that her films have been widely distributed (10).  The film’s story line is 

unchanged from its original source- Arabian Nights, however it leaves out the female narrator 

Scheherazade, whose character fools the king by telling him a story each night to avoid her 

death. Each portrayal of the ideal female character in The Adventures of Prince Achmed places 

women in a less than progressive light.  Taylor argues that the difference between the Pari Banu 

and the witch highlight the interchangeability of male and female identity and thus does show 

feminist views that are unseen by other scholars (83).  Palfreyman’s viewpoint discredits 

Reiniger’s progressive version of Carmen, a lost film that supposedly revised and redefined the 

opera into a more feminist portrayal (Moritz).  Furthermore, Palfreyman argues that a feminist 

message is not apparent because “Reiniger ... did not see herself as a gender pioneer, even 

though it was a great achievement for a woman to make a feature in Germany in the mid-1920s” 
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(10).  Despite being a women behind the camera in early film, Reiniger did not consider herself a 

feminist and thus changing the story would not have been in line with her personal vision. 

First, I think it is important to discuss the male gaze in considering the patriarchal 

overtones of the film. In Andi Zeisler’s Feminism and Pop Culture, she asserts that the “male 

gaze” is an important perspective in constructing a feminist analysis of media (Zeisler 7).  The 

“male gaze” is the theoretical point that explains media as an extension of the male point of 

view.  Zeisler simplifies the concept with “Men look at women. Women watch themselves being 

looked at.  This determines not only most relations between men and women but also the relation 

of women to themselves” (Zeisler 7).  The “male gaze” controls the view of the story and limits 

the action and the story to project a particular message.   The central point of the gaze is that it 

puts women at the center of the male perception and assigns them a passive role. The first scene 

that truly highlights the male gaze in Reiniger’s film is when Prince Achmed lands on the island 

of Wak Wak. The Prince stumbles upon the harem of attendants to Pari Banu.  The ornate cut 

outs and costumes of the attendant’s costumes are clearly influenced by the Middle Eastern 

iconography.  The women swoon at Ahmed’s appearance tripping over themselves and fighting 

each other to get near him.  I think this is a particularly revealing scene because it shows the 

direct objectification of women. The women are portrayed as sex starved women as they fawn 

over Achmed.  At one point one attendant dances on a table to gain Achmed's attention as two of 

the attendants are duped into kissing each other because Achmed dodges out of the way.  This 

harem fantasy is common in many films and it is inherently sexist towards women and places 

women as the center of the male gaze.  Achmed as the male has the ability to gaze upon the 

women and treat them as objects but the women are only to be used by him.  They do not have 

the ability to be seen outside of the harem fantasy scene.  
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The music in this scene is very western and seems out of place—very much more modern 

sounding then the visual aesthetic of the film. It seems to trivialize or make light of the scene. 

The replacement of Zeller’s original music with modern western music accounts for this. I think 

Moritz’s description of kitschy is an accurate description for the music in this scene.   The music 

is very clearly added after the fact and composed much later than the rest of the film. In the 

Harem scene the new composition especially sticks out as an awkward point in the film, the 

music is so western and seemingly belittling to the characters in the film. From what I have read 

on the original music, we can assume it was much more fitting and dynamic in this scene not so 

artificial acoustically. 

Prince Achmed escapes the ballet of swooning beauties on his magic horse and comes 

upon a serene blissful lake, surrounded by an enchanting forest.  Moments after his landing, three 

beautiful birds artfully descend from the sky.  The detail in the three birds’ costumes, which the 

viewer sees as each bird lands, is astounding. The most exquisite bird is Pari Banu, dressed in a 

costume reminiscent of a peacock, with embellished long bowed feathers. As they land the 

Prince conceals himself beneath a bush and the birds undress to reveal gorgeous naked women, 

the tallest again, Pari Banu. As opposed to the harem in the preceding scene Prince Achmed is 

now actively gazing upon the women without their knowledge. This degrades the women even 

further and allows Achmed to literally gaze upon them while he is concealed and they are unable 

to gaze   back at him.  Furthermore, Achmed takes advantage of the bathing women and steals 

the most beautiful of the three, Pari Banu’s bird costume.  After bathing in the lake Pari Banu 

surfaces, and begins to frantically search for her bird attire, Achmed quickly emerges clutching 

her clothes and actively pursuing her through the trees.  Ultimately Pari Banu cannot outrun 

Achmed and gives up, to which Achmed responds by kidnapping her on the back of his magical 
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horse. As personified in this scene women in the film are simply passive property of the men, 

they are to be gazed upon, taken and married based on the will of the active male. 

This attitude towards women is apparent throughout the film beginning with the opening 

scene, in which we are introduced to the beautifully veiled Princess, Dinasarde and her father the 

sultan.  As the scene opens Dinasarde is perched in an ornate carriage and the Sultan stands 

below directing and dividing her birthday presents brought by the villagers between her and her 

brother Prince Achmed.  After Pari Banu’s first kidnapping, she is traded across the world for 

gold and her beauty. Dinasarde is also traded to various suitors repeatedly in the film. The 

principle female characters have no choice in the film. They are simply the property of the male 

characters and are permitted to be traded, bartered and stolen.  The exception to this is the 

African Witch.  However, I would argue that she is not really seen as a female character. Gaye 

Tuchman explains in the book that there are two types of female characters- ideal females and 

non- ideals, the non ideals are often women that appear as the maid or secondary non-threatening 

and not sexually competitive to the ideal characters. Clearly the ideal, being slender, delicate and 

beautiful Dinasarde and Pari Banu are not in competition with the curvaceous, hairy and beast-

like witch.  The witch appears more like a beast rather than a woman. For example, when she is 

first seen by the prince she is scratching her chest like an ape and is clearly not a threat to the 

Prince’s love of Pari Banu.  Her beast-like demeanor is what ultimately allows her to triumph 

over the male sorcerer. 

Although Reiniger was very advanced in special effects and animation techniques this 

film seems to suffer from a very restrictive view of women as demonstrated by the two above 

scenes. Palfreyman argues that in retelling select stories from Arabian nights Reiniger 

intentionally omitted the strong female storyteller Scheherazade from the original tale showing 
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her reliance on patriarchal portrayals of women. As Moritz argues, Reiniger did not see her self 

as a feminist or a pioneer, and so her films also do not reflect this until much later. The stories 

selected were used because of their fantastical nature, the storyteller Scheherazade is not as 

dynamic as the flying horse story and so she was omitted from the film. Reiniger sought to bring 

art to the world unburdened by a sociological message, thus some of her characters fall to 

patriarchal norms set forth in the original story. I would argue that this patriarchal and 

domineering behavior present in this film’s male characters is still widely present in current fairy 

tales in which Disney Princesses seem to have as their sole purpose a desire to forsake their 

families and get married.  I think in largely patriarchal societies or our current voyeuristic society 

it is hard to find a fairy tale with strong active females capable of choice, thus Reiniger’s 

portrayal of women in her film is common and conventional even by today’s standards.  I think 

because Reiniger is a female filmmaker from 1920s Weimar Germany, who pioneered early 

animation we expect her to produce a more dynamic female message as one of the first female 

animators.  In researching her work I believe that this is not how Reiniger saw her own work and 

thus such interpretations are unfounded, she was simply retelling fairy tales which are inherently 

patriarchal.  
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The Violent Press: A Critical Discourse Analysis of Propaganda During the French Wars of 

Religion 

 The French Wars of Religion, erupting in strings of massacres, assassinations and military   

struggles from 1562 to 1598, comprise a particularly disquieting example of religious civil 

violence in Early Modern Europe.  As many historians are apt to note, however, an increasingly 

vicious and no less religious battle ran parallel to the violence raging in Paris and echoing 

throughout the provinces; Catholic and Huguenot polemicists waged a war of the presses, vying 

for the allegiance, and in many instances, the souls, of a divided public. The resulting pamphlets, 

woodcuts and various writings serve as a paper trail of the struggle, a multiplicity of distorted 

and contradictory histories revealing more about contemporary modes of persuasion than 

objective happenings. Printmakers and propagandists on both ends of the conflict used various 

strategies of dehumanization, sensationalization, and selective framing to other the opposition, 

often adapting pre-existing cultural scripts to suit their purposes. Oppositional constructions of 

the Other slowly emerged from the Catholic and Huguenot propaganda. While the Catholic 

polemic construed the Huguenot identity as synonymous with upheaval and subversion, the 

Protestant polemic aligned Catholicism with complacency and oppression.  

 Despite its conventional connotation, it must be noted that the term propaganda does not 

necessarily imply intentional deception or defamation. Rather, propaganda merely denotes work 

intended to further the interests of a certain group or promote a particular position.1 This 

                                                
1 .  Luc Racaut, Hatred in Print: Catholic Propaganda and Protestant Identity during the French  Wars of 
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distinction is crucial to an analysis of propaganda during the French Wars of Religion: the mass 

of propaganda produced during the period served a variety of different purposes, reflected the 

interests of various Huguenot and Catholic affiliates and ranged from subtle dogmatic critiques to 

incendiary blood libel. The contrast between the allegorical Protestant undertones of Georgette 

de Montenay’s Emblems ou Devises Christiennes and the explicit gore of Richard Verstegan's 

Horrible Cruelties of the Huguenots in France is a good indication of this range; while Montenay 

reinforces Huguenot values of justification and resistance through cryptic visual metaphors, the 

Catholic Verstegan makes his argument against Protestants by way of exposed intestines. 2 Most 

instances of Huguenot and Catholic propaganda, however, whether subtle or overt, engage in 

some form of othering. Propagandists on both sides emphatically sought to establish rigid 

identity boundaries between the true faithful and their perceived antagonists. As Karim H. Karim 

elaborates in “The Historical Resilience of Primary Stereotypes: Core Images of the Muslim 

Other, ” othering is a complex sociocultural process requiring more than just a recognition of 

dissimilarity. The othered group is typically reduced to a series of core myths or “thematic 

clusters,” often with the intent of marginalization.3 Othering not only establishes difference but 

also hierarchy, frequently using stereotypes to undermine the Other's agency. 

  Throughout the French Wars of Religion, these strategies of othering are evident. 

Catholic and Huguenot polemics each centered on core myths of lust and violence to scandalize 

the other side. Protestant woodcuts, such as Le Renversement de la Grande Marmite (1562), 
                                                                                                                                                        
Religion,  
      (Burlington: Ashgate Limited, 2002), 44. 
2   "French Emblems at Glasgow," Glasgow University, Accessed November 29, 2011. 
3  Karim H. Karim, “The Historical Resilience of Primary Stereotypes: Core Images of the Muslim Other” 
The  
    Language and Politics of Exclusion: Others in Discourse, Ed. Stephen Harold Riggins (Thousand Oaks: 
Sage  
    Publications, 1997), 153.  
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depict blatantly pregnant nuns and ruminate on the burnings of fellow Huguenots.4  In turn, 

Catholic propagandists used the secrecy of  Protestant services to foster rumors of blood libel and 

orgiastic rituals. Claude Haton's A Catholic View of Clandestine Protestant Services describes 

scenarios of Huguenots exchanging wives under the pretext of “fraternal charity” and 

characterizes the spread of Calvinism in terms of seduction rather than conversion.5  These 

thematic clusters of lust and violence are especially effective othering strategies. Propagandists 

of both Catholic and Huguenot affiliations were able to undermine the pious integrity of the 

opposing group by linking their religious practices with the stigma of biblical sins. Notably, 

propagandists focused their accusations on areas of difference, singling out key features 

particular to each religion. Protestant propagandists directed their allegations of lechery at clergy, 

monks and church hierarchy while Catholic propagandists crafted gruesome hypotheses about the 

Huguenot Mass, where Catholic notions of transubstantiation were doubted. Common features of 

the religions are downplayed or absent in the propaganda, creating an exaggerated suggestion of 

difference. Interestingly, Catholic polemicists also weighted their accusations of Huguenot 

promiscuity with a heavy commentary on its social impropriety, indicating that the debauchery 

was not only irreligious but also that this violation of social norms was willfully subversive.      

 Another core myth barreled back and forth amongst polemicists was that of religious  

hypocrisy. Catholic and Huguenot propagandists constructed elaborate repertoires of symbols 

and metaphors to expose the fraudulence of sinful heretics and indulgent clergy, respectively. A 

                                                
4  The French Renaissance in Prints from the Bibliotheque Nationale de France, (Los Angeles: Grunwald 
Center for  
    the Graphic Arts, 1994), 108. 
5   Barbara B. Diefendorf,  The Saint Bartholomew's Day Massacre: A Brief History with Documents, (New 
York :  
     Bedford/St. Martin's, 2009), 50.  
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central trope was the marmite, a large, covered cooking pot. According to Philip Benedict's 

essay, Of Marmites and Martyrs, “since one could not see the contents of a covered marmite, the 

word came to signify a hypocrite.”6 Initially used by Huguenot propagandists, the marmite soon 

became a focal symbol in a series of Protestant attacks and Catholic reprisals.7 The 

aforementioned woodcut, Le Renversement de la Grande Marmite, exemplifies the usage of the 

marmite in Protestant propaganda. The image depicts the overturning of an enormous marmite, 

overflowing with papal vestments and other Catholic paraphernalia. Despite the efforts of 

multiple priests and monks to keep it upright, the vessel splinters and its contents spill onto the 

ground below; the raging fire beneath the pot is kept alight with the bodies of Huguenot martyrs, 

their heads encircled in halos.8  The toppling of the oversized marmite, no longer able to conceal 

its ostentatious bounty of bishops' caps and papal bulls, is echoed by the fall of the pope in the 

top left corner; the size of the marmite likely alludes to the excess and oppressive authority of the 

Catholic power structure. For Protestant polemicists, this dramatic overturning of pot and pope 

alike signified the fall of the clerical hierarchy, literally crumbling beneath the weight of its own 

corruption.  

 While Catholic polemicists, too, emptied the marmite on their opponents, another 

metaphor is more revealing of Catholic constructions of religious hypocrisy. In his analysis, 

"Faisant ce qu'il leur vient a plaisir: The Image of Protestantism in French Catholic Polemic on 

the Eve of the Religious Wars," Wylie G. Sypher makes note of the frequent framing of 

Protestantism as “a pretended religion” in Catholic propaganda. Sypher cuts to a metaphor at the 

heart of the anti-Huguenot polemic when he quotes a Catholic propagandist: “The thing to fear 
                                                
6  The French Renaissance in Prints,109. 
7  "The “Marmite cycle,”" University of Virginia Library, Accessed November 30, 2011.  
8  The French Renaissance in Prints, 110. 
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most, is that the wolf will disguise himself, and being covered in sheep's clothing will enter the 

sheepfold.”9  Using biblical symbolism, Catholic propagandists insinuated that Protestantism was 

a mere pretense for indecent behavior, debauchery hiding in the woolen skin of piety. Far from 

the enormous frothing marmite of Le Renversement de la Grande Marmite, this Catholic 

construction of  religious hypocrisy has been tailored to reflect the minority status of Huguenots 

in France. The image of the wolf, ravenous and lying in wait amongst the flock of unsuspecting 

faithful, implies that this disparity in numbers was no comfort to Catholics; the threat of 

anonymous, lurking heresy was imminent. As an othering strategy, the accusation of religious 

hypocrisy seems especially effective in both undermining the agency of the opposing group and 

increasing social distance. The emphasis on establishing one true faith permeates both Catholic 

and Protestant propaganda. Polemicists on both sides set up a dichotomy, in which one group is 

heralded as genuinely devout and the other as willfully heretical; notably, this arrangement leaves 

no room for tolerance or mediation. It should also be noted that this dichotomy extends social 

distance past the dogmatic differences of Catholicism and Protestantism, creating new boundaries 

of Christian and not Christian, piety and hypocrisy.      

 What most distinguishes earlier allegorical or dogmatic propaganda from later polemical 

depictions of war events, is the latter's emphasis on strategies of dehumanization, 

sensationalization and selective framing. At the onset of the conflict, the opposing side was often  

constructed as non-Christian or immoral; two decades later, their very humanity was in question. 

Furthermore, dogmatic differences and accusations of heresy were no longer the only point of 

                                                
9   Wylie G. Sypher, "Faisant ce qu'il leur vient a plaisir: The Image of Protestantism in French Catholic 
Polemic on  
      the Eve of the Religious Wars," The Sixteenth Century Journal 11 (1980), 65.  
 

41



  

contention. The violent events of the wars had perpetuated the polarization. The propaganda on 

each side responded by ruminating on casualties and justifying retaliation. A Catholic woodcut 

from this period,  The Cruel Martyrdom of the Most Reverend Cardinal of Guise (1588), 

illustrates this shift. Depicting the assassination of a major Catholic figure, the image capitalizes 

on the tragic features and grisly details of the act.10 The Cardinal of Guise stands center-frame, 

one arm defensively covering his face, the other flailing blindly. His Protestant assassins 

approach from all sides, ruthlessly impaling him on their spears. A fallen book, presumably a 

bible, lies by the Cardinal's feet, implying an ambush. This image reveals the tendency of 

Catholic and Huguenot propagandists to selectively frame events of one-sided violence. 

Assassinations, executions and massacres are common depictions throughout the pamphlets;  

evidence of short-lived attempts at peace is glaringly absent. The black-and-white 

characterizations of  innocent victim and malicious aggressor depicted in the image also display a 

key dehumanizing strategy. Removed from the context of ongoing warfare, the violence seems 

unwarranted and the nonchalance with which the assassins impale the Cardinal, disturbingly 

inhuman. This strategy of dehumanization is pushed to extremes in Richard Verstegan's Horrible 

Cruelties of the Huguenots in France (1587), which depicts Protestant soldiers gleefully torturing 

and disemboweling priests.11  

 Selective framing, dehumanization and sensationalization are also abundant in the 

Huguenot propaganda of this period, particularly that centering around the St. Bartholomew's 

Day Massacre. Francois Dubois' Painting of the Saint Bartholomew's Day Massacre in Paris 

constitutes the one of the most recognizable depictions of the event. The painting provides a 

                                                
10  The French Renaissance in Prints, 421.  
11  Diefendorf,  The Saint Bartholomew's Day Massacre, 143.  
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gruesome, panoramic view of Paris, the streets spattered with blood. All of the day's events are 

compiled into one scene, producing a dramatic effect: the assassinated Admiral Coligny slumps 

from a second-story window on the right, Hugenots, dragged from their homes, are butchered in 

the foreground and the Seine bobs with discarded  bodies on the left. The illusion of simultaneity 

is overwhelming, meant to inspire horror and disgust. While not all Parisian Catholics engaged in 

the violence (and a rare few may have even sheltered Huguenots), the painting is framed to 

depict only the perpetrators. Here the dichotomy of innocent victim and malicious aggressor 

reemerges. This omission homogenizes Parisian Catholics, giving the impression of a unified 

Catholic opposition and justifying further resistance, if not retaliation. Interestingly, this 

incorporation of historical events into the propaganda reveals the extent to which ideology 

colored interpretation on both sides. By selectively and defensively framing key events, Catholic 

and Protestant polemicists created divergent histories of the wars, each catering to their own 

inherent biases. Assuming that the public did, perhaps, accept these histories as constructed by 

the polemicists, it is understandable why a peaceful resolution to the conflict proved so difficult.   

 The cultural context of sixteenth-Century France is also vital to an understanding of these 

documents. In Hatred in Print: Catholic Propaganda and Protestant Identity during the French 

Wars of Religion, Luc Racaut proposes that polemicists adapted pre-existing scripts from 

medieval works regarding heresy and sainthood to further their arguments.12 These pre-existing 

religious scripts are evident in the iconography of propaganda images. An emphasis on 

matyrdom pervades the polemic of Catholics and Huguenots alike; deaths are not merely 

casualties of war but sacrifices to a holy cause. In terms of Catholic propaganda, The Cruel 

Martyrdom of the Most Reverend Cardinal of Guise displays a recognizably saintly suffering on 
                                                
12  Racaut, Hatred in Print, 55. 
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the Cardinal's part. As Philip Benedict's Of Marmites and Martyrs observes, the iconography of 

his assassination draws an inevitable comparison with Saint Sebastian's martyrdom, the multiple 

spears piercing his torso being reminiscent of arrows. 13 Dubois' Painting of the Saint 

Bartholomew's Day Massacre in Paris reveals the Protestant usage of matyrdom as justification 

for resistance in the aftermath of the massacre. The events at the painting's center unfold much 

like a medieval depiction of hell, a sprawling scene of suffering with Catholics assuming the role 

of demons, subjecting their captives to a variety of bizarre and sordid tortures. Dubois, however, 

makes sure that these captives are not mistaken for condemned sinners; the iconography of 

martyrdom is abundant. A Huguenot, just right of center, kneels in prayer beneath a Catholic 

preparing to dispatch him with a sword. Another man, near the border of the Seine, looks 

heavenward with his hands clasped in prayer while a Catholic soldier stabs him in the back. 

These religious undertones insinuate that the dichotomy of  innocent victim and malicious 

aggressor can ultimately be viewed as a dichotomy of  sainthood and demonization, in which 

social and political conflicts have been incorporated into the larger, biblical struggle between 

good and evil. Catholic and Protestant propagandists both display a tendency to canonize their 

figureheads and literally demonize their enemies. This tendency serves as a reminder of the 

inextricable ties between politics and religion throughout the French Wars of Religion and in 

sixteenth-Century Europe as a whole.     

 According to Racaut, themes of blood libel, too, have their basis in pre-existing religious 

scripts. He clarifies that “having been used against pagans, Christians and Jews, the accusation of 

ritual murder became the mark of the heretic.”14 Accusations of blood libel had long been used to 

                                                
13 The French Renaissance in Prints, 421.  
14  Racaut, Hatred in Print, 55. 
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dehumanize and justify violence against unfavorable groups, cropping up noticeably in European 

depictions of New World inhabitants in the early sixteenth-Century. Richard Verstegan's 

pamphlet Horrible Cruelties of the Huguenots in France, with its portrayals of Huguenot soldiers 

slaying infants and roasting Catholics on hot grates, bears a striking resemblance to depictions of 

cannibalistic rituals in the New World.15 Thus, it is more indicative of a historically-structured 

insult than a series of actual, objectively-recorded events. Overall, it is difficult to determine how 

much of the contemporary propaganda is structured by such pre-existing scripts and how much is 

truly reflective of the events of the French Wars of Religion. In addition to Verstegan's work, the 

bloodied infants foregrounded in Dubois' Painting of the Saint Bartholomew's Day Massacre in 

Paris suggest that these scripts embedded themselves in both Catholic and Huguenot histories. 

An inseparable fusion of history and myth seems to have occurred, making it likely that 

accusations of blood libel were as genuinely believed as any other news from the wars.  

 While Catholic and Huguenot polemicists used many of the same strategies, two 

oppositional constructions of the Other eventually emerged from the propaganda on each side. 

Over the course of the French Wars of Religion, the propaganda became increasingly reflective 

of the power dynamic between Catholics and Huguenots, revealing political as well as religious 

tensions. Protestants were by far the minority in France and at odds with the papal power 

structure. Huguenot polemicists reflected this disenfranchisement in their attacks, accusing the 

Catholic Other of religious persecution and political oppression. Conversely, Catholics, in the 

majority and representative of the status quo, painted Huguenots as treasonous and heretical, 

upsetters of the social order. Claude Haton's account of the St. Bartholomew's Day Massacre, The 

Catholic Response to a Huguenot Plot, encapsulates this construction of the Protestant Other. 
                                                
15  Diefendorf,  The Saint Bartholomew's Day Massacre, 143.  
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Here the events of St. Bartholomew's Day are not recounted as a massacre of innocents. Rather, 

Catholics are portrayed as defending themselves and their monarchy against a rumored Huguenot 

coup. Haton goes so far as to suggest that the violence was merely an attempt to “anticipate the 

Huguenots and the day they had decided on for massacring the king, princes and Catholics.”16 As 

Barbara Diefendorf notes in "Prologue to a Massacre: Popular Unrest in Paris, 1557-1572," 

Catholics conceived of Protestants as “an infection that polluted the social order,” a spark of 

religious, political and social insurrection that had to be stamped out before it could spread.17 For 

Catholics, the small size of the Huguenot population only made detecting the threat more elusive. 

Resistance literature among the Huguenot propagandists reflects the opposing construction of the 

Catholic Other. In the aftermath of the St. Bartholomew's Massacre, thought to be sanctioned by 

the king, stirrings of Constitutionalism flourished in Huguenot camps. The Wake-Up Call for the 

French and Their Neighbors and other such works lambasted Charles IX, whom, it was implied, 

no longer had “ the good of his people and its safeguard always before his eyes.”18 This critique 

of the king mirrors the Huguenot conceptualization of the pope and the Catholic majority as a 

whole: an archaic power structure, grown fat with corruption and in need of overturning. As 

Kathleen A. Parrow's "From Defense to Resistance: Justification of Violence during the French 

Wars of Religion" summarizes, this Protestant resistance theory “asserted the right of the people 

to defend themselves against 'bad' kings” and ultimately against Catholic authority.  19 

 Strategies of othering, pre-existing scripts and oppositional constructions of the Other are 

                                                
16   Diefendorf,  The Saint Bartholomew's Day Massacre, 97.  
17 Barbara B. Diefendorf, "Prologue to a Massacre: Popular Unrest in Paris, 1557-1572," The American Historical 

Review 11 (1980), 1072. 
18 . Diefendorf,  The Saint Bartholomew's Day Massacre, 139. 
19  Kathleen A. Parrow, "From Defense to Resistance: Justification of Violence during the French Wars of   
      Religion," Transactions of the American Philosophical Society 83 (1993), 14.       
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easily identified throughout Catholic and Huguenot propaganda contemporary to sixteenth-

Century France. It is far more difficult, however, to assess the degree to which such propaganda 

reflected popular opinion or influenced violence during the French Wars of Religion. It would 

seem that the public largely did have access to these works. Both Catholic and Huguenot 

propagandists made substantial use of the printing press and eventually adapted their work to the 

vernacular in an effort to reach wider, literate audiences.19 As much of the propaganda assumed 

the form of woodcuts and other imagery, it is quite possible that illiterate members of the public 

may have also received the message. Additionally, as Luc Racaut mentions in "Nicolas 

Chesneau, Catholic Printer in Paris during the French Wars of Religion," there is evidence that 

printers, under economic pressure, tailored the formatting and even the content of their pamphlets 

in order to meet public demand.20 While Catholic and Huguenot propaganda was mass-circulated 

and likely well-read, any connections between such works and the violence of the French Wars 

of Religion remains purely speculative. That being said, some interesting parallels do arise 

between the violence in print and the violence in the streets. In her analysis of the St. 

Bartholomew's Day Massacre, Natalie Zemon Davis emphasizes the prevalence of ritual 

violence. Davis suggests that these “rites of violence” stemmed largely from biblical traditions 

and were “intended to purify the religious community and humiliate the enemy and thus make 

him less harmful.”21 Her observation of this purgative tradition highlights that pre-existing 

religious scripts not only influenced how heretics were portrayed in propaganda but also how 

they were punished in society. Davis also recognizes “a distinction between Catholic and 
                                                
19  Sypher, "The Image of Protestantism,"59.  
20  Luc Racaut, "Nicolas Chesneau, Catholic Printer in Paris during the French Wars of Religion," The 
Historical      
     Journal 52 (2009), 40.  
21  Racaut, Hatred in Print,  24. 
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Protestant violence in that the Catholics attacked the physical body of their victims whereas 

Protestants were more interested in objects and symbols.”22 This distinction corroborates with the 

Catholic and Huguenot  constructions of the Other in the contemporary polemics. It follows that 

Huguenots, seeking to undermine the corrupt authority of the Catholic Other, would attack 

symbols of power, engaging in iconoclasm and threatening regicide. Whereas Catholics, who 

viewed the Huguenot Other as a social disease, were more likely to direct their violence toward 

civilians in an attempt to purge their society completely of heresy.  

 Throughout the French Wars of Religion, Catholic and Huguenot polemicists sought to 

undermine one another with accusations of lust, hypocrisy and blood libel. In a battle waged with 

symbols and metaphors, fought in the context of pre-existing scripts, these propagandists each 

constructed their vision of the Other and, in doing so, largely revealed their own religious, 

political and social biases. It remains difficult to directly interpret the effect of these polemics on 

the course of the French Wars of Religion. However, if anything is to be gained from an analysis 

of the propaganda of this period, it is a recognition of the inextricable nature of religion in all 

aspects of sixteenth-Century French society. In the eyes of many polemicists, not only was their 

livelihood at stake in the battle of the presses but the salvation of the public also hung in the 

balance.23 The devil, for many Catholic propagandists and, doubtless, many Catholics, assumed 

the form of social upheaval and political subversion. For Huguenots, it took the shape of an 

oppressive and complacent power structure. These woodcuts, pamphlets, paintings and accounts, 

with their myriad distortions and agendas, may never yield an objective view of the happenings  

of the French Wars of Religion but they do hold a glimpse of the religious, historical and cultural 

                                                
22  Racaut, Hatred in Print, 24. 
23  Racaut, "Nicolas Chesneau,"29.  
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context in which those events took place. In the final analysis, the influence of the religious, 

political and social mores of the period on the contemporary polemicists and their propaganda 

remains as fascinating as any reciprocal effect the propaganda may have had on them.  
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