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Anotace

Tato prace se zabyva postmoderni revitalizaci nwisouvislosti s Glohou
pohadkovych postav v televiznim serialdnce Upon a Time. V porovnani s
puvodnim &elem pohadek, fizpisobeni &chto postav péebam dosglych divaki
Zijicich ve dvacatém prvnim stoleti vede k zasadnmi®nam jak ve vykresleni jejich
osobnosti i vzhledu, tak i v interpretaci jejiéint. Obsah prace je zaiien
predevsim na archetypalni rysyéBaorky a zlé kralovny a to, jak se projevuji v tomto
postmodernim seridlu, kde jsouedstaveny v roli matek. Cilem je ukazat, Ze
archetypalni prvky typické pro klasickou verzi tgtohadky jsou zachovéany i zde,
ale jsou penmenény do podoby, ktera vytvAnovy, moderni mytus oslovujici da$@
divaky. D¥j se drzi struktury mytické cesty hrdiny, a zanoweelrdzi okolnosti Zivota

v sowasné konsensualni realitvéetre frustrace, kterd je vysledkem deziluze

moderni spoknosti.

Kli ¢éova slova:Once Upon a Time, postmoderni, mytus, archetypgtZzsmrt,

pohadka, S¢hurka, zla kralovna, protiklady, daspst, gender, archetyp matky



Annotation

This paper examines the postmodern resurrectiomydt in relation to the role
of fairy tale characters in the TV seri@ce Upon a Time. In comparison to the
original purpose of fairy tales, their adaptatiorthe needs of adult viewers living in
the twenty-first century changes the internal axtéraal depiction of the characters,
along with the interpretation of their actions. 8peally, the thesis focuses on the
archetypal attributes of Snow White and the EvieQu and their manifestation as
mother figures within the plot of the postmodern Béries. The aim is to
demonstrate that the archetypal patterns have meh lwithdrawn, but rather
transformed to create a modern myth that attendsltdt audience and is based on
the themes known from traditional fairy stories. iWWhfollowing the mythical
structure of the hero's journey, the plot reflettte circumstances of life in the
contemporary consensus reality, including the faisin as a result of the

disenchantment of modern society.

Key words: Once Upon a Time, postmodern, myth, archetypés, dieath,

fairy tale, Snow White, Evil Queen, opposites, #uubd, gender, mother archetype
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Introduction

Mythical stories have been fascinating people abbuad the world for
thousands of years. They are stories of great nestaand losses that capture the
essence of the human life, and they have alwaygglan equally important role in
ancient cultures as they do in the contemporariesoet, the modern age radically
changes the way of life, which also impacts thenfoas well as the content of
literature in general. The endless number of neansific disciplines, along with the
invention of motion pictures, bring not only morays of delivering the stories to
the audience, but also more themes for new myths taritten.

In 2011, ABC Studios introduced a new TV seriesedaDnce Upon a Time.
This American fantasy drama was written by Edwartsi& and Adam Horowitz.
The opening episode was released in the USA onb@c®8, 2011, and the show has
been running since then. So far, four seasons Wwevadcast, and it has been
officially confirmed that another season is curkemnt making.

By creating the TV serie®©nce Upon a Time, Edward Kitsis and Adam
Horowitz have revitalized traditional fairy tales a very untraditional way. The
fundamental difference which disrupts the usualgpatis an encounter of the fairy
tale characters with our consensus reality. Théyadlg live in the present-day USA,
and experience the troubles and joys of humanitifeur age. Furthermore, the
original purpose of all the well-known fairy talissput aside, as the series conveys a
message of a different kind to a different targetience. While the purpose of
traditional fairy tales is to guide children andphthem to overcome problems which
they are confronted with while growing u@nce Upon a Time aims to address
adults. It reminds them of the old characters thay used to know as children, and

reveals certain events that caused the charadédpge in the particular situations.
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Unlike the original versions, which are usuallydegithout having to question the
initial condition or ask about the cause of therabgers' present actior®nce Upon

a Time challenges its audience to judge the stories dé@ming about the past

struggles related to love, parenthood, and othejomsocial and psychological

situations. The stories are thus made more persandldeal with struggles that the
spectators can relate to. As a result, this posemmodepiction may provoke the idea
that the traditional perception which is based loa distinction between good and
evil might require some re-evaluation.

Such changes could easily hide the archetypal eatd mythical background
of the original tales and transform the charadteis flat components of a romantic
plot with the mere aim of providing an entertainelgment that is likely to attract
more viewers. | intend to demonstrate, howevet, tia original meaning of fairy
tales is somehow preserved even in this alteresioreof the plots by analysing the
archetypes manifested in the plot of Snow WhitethWpecial attention to the
mother archetype, | aim to prove that Snow White @@ Evil Queen represent two
archetypal figures, while one is a shadow of theeotlt is only the form and
function of the images which is modified, as theg adapted to real-life dramas
people experience in adulthood and react to isswemected with life in the
contemporary world. Thus, the essential princideshe mythical hero's journey
and the typical opposition of good and evil mariteemselves in specific situations

during an individual's lifetime.
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1. Clash of Two Worlds
1. 1. Fairy Tale: The Archetype of Life

Apart from distinctive attributes which make evdryman being a unique
individual, there are forces in the human mind tyarate independently of personal
characteristics or cultural background. Even withmansideration of the significance
of individual conditions, people from all cornerfstioe world are still able to outline
a universally applicable set of principles whichhen followed, are believed to be
the good way to live a life. This concept of the ideal pmral evolution is manifested
in archetypal stories all around the world.

Based on the fact that “cultures widely separatgdydography or time still
have distinctly similar myths” (Klages 2006, 43)pading different aspects of
human existence, Joseph Campbell described a salvsiructure of “The Hero's
Journey”, which he callsnonomyth (2004). This pattern consists of three main
phases that the hero of the journey experiencegpafure, Initiation and Return.
These are further divided into more subcategoitiesacterizing the specific turning
points.

The initial event that changes the current statenaurally, “The Call to
Adventure”. The hero is challenged to abandon mewkn world, and enter the
unknown. As they cross the threshold, their transformakiegins. At this stage, they
need to undergo the road of trials, overcome altaatbes and resist temptations.

After they are tested, they reach the abyss, whkmhld be compared to
purgatory. This point of the journey is charactarisf symbolic death followed by
rebirth and completion of the transformation. Thoe§,course, happens under the
condition that the hero listened to his intuitiveokledge ofthe good way to deal

with challenges in life.
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Finally, the hero experiences atonement, and retbonthe known world,
which, however, will never be the same again.

Myths and fairy tales have been passed on fromrggae to generation. Since
the structure of monomyth mirrors the individuatfmocess of individuals in reality,
it is not a coincidence that it is usually theffiigerary genre that children, who are
only starting to understand the ways life can be @&troduced to. Although
sometimes considered as unrealistic, they arecin‘faarvelous vehicles for gaining
insights and learning about ourselves and our blasman tendencies” (Mitchell
2010, 264), for they reflect the life journey, apdbvide guidance through the

process of self-development leading to the ultingai@ of integrity of the ego.

1.1.1. The Means of Universal Understanding

The fact that it is possible to generalize concepesented in mythical stories
“indicates the existence of definite forms in th&yghe which seem to be present
always and everywhere” (Jung 1981, 42). These farasingrained in the human
mind, and create a “psychic system of a collectiveyersal, and impersonal nature
which is identical in all individuals” (43). Thex®, Jung calls this part of the
psychethe collective unconscious, and adds that it “does not develop individually b
is inherited. It consists of the archetypes, whidm only become conscious
secondarily and which give definite form to certpgychic contents” (43).

Consequently, archetypes are basically “the orgénke psyche [...] through
which we apprehend meaning” (Mitchell 2010, 2656)26but they cannot be
observed directly. “Myths and fairy tales can bewed as collective or universal
dreams that can apply to all of us” (265, 266), s manifestations of how people

understand the world. In other words, they are dingp system used for the
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conversion of the raw material hidden in the cailecunconscious into contents that
can be communicated. Their universal structure,nlio@omyth, reflects the cyclic
nature of life and the inevitable, recurrent preces transformation. Although this
system of symbols is to a great extent limitecsdtves as a frame which shapes
meaning so that it becomes communicable and corapsdbie.

The world, as people experience it, is often urtdedsand described by means
of binary oppositions. There is the feminine pnohej and there is the masculine one.
There is light, and there is dark. There is themand the south, the east and the
west. There is life, and there is death. MoreoViareach binary pair one term is
favored over the other” (Klages 2006, 43). Theinision and preference of one
side, however, is not a result of an endeavournpl#y one's perception of the
world. On the contrary, the very fact that lifenst static originates this vision.
Binary thinking naturally derives from the neverdam movement that one can
observe around them.

Since the world is constantly turning and developinreever stops, it is only
logical that there are always at least two directj@and possibly many more between
those two, for people to identify with. Despite tbatique of many objectors
“arguing that wherever there are polar oppositighgre is dominance” (Elbow
1993, 51), dichotomous thinking creates a certaiaginary structure of the world
enabling people to grasp reality in order to given@aning to it. The expression is
symbolic. It does not mean that the reality isenttA”, or “B”, but it provides a
frame within which it is possible to think and talkout it. Hence, “oppositions are
projected from human minds rather than discovendtie world” (Martin 2012, 27).

Additionally, the usage of binary pairs in mythsddairy tales does not deny

the significance of any of two opposite expressitws rather illustrates the presence
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of (and the importance of some balance between), Hot they are “dramatic
representations of basic psychological procesddstliell 2010, 267). On realizing
that these stories are universally meaningful alieg of “things that we observe and
do in our daily lives” (264), it is important to @&xine the main motives and
principles of the life journey, and “the ways inialinherent instincts and wisdom

can help us follow our unique paths” (264).

1.1.2. The Life Drive

The structure of archetypal stories is based onetkenal struggle between
good and evil, which is analogical to choices peapbake every day. There is always
only one best solution to every problem. One opisdoetter, and the other worse.

To understand a particular person's actions, lifeices, their mistakes and
achievements, one needs to know what motivated.tliemnderstand the motives, it
iIs necessary to have examined the person's characigerament, past experiences,
desires and fears — their personality. Due to thember of variables one has to
consider while drawing conclusions about other pEspmlecisions, or simply trying
to understand them in general, there are as marspmadities as there are people.
Nevertheless, all those personalities constanglgtfbattles, and the ultimate goal,
even if unconsciously, is to find peace.

Therefore, “myths and fairy tales are symbolic datimations of what is basic
in the human personality” (Mitchell 2010, 268). Wis more, “they can serve as
portals to understanding the human condition ineganbut they also touch each of
us individually, and where we are touched opengdtw to our self-understanding”
(268).

However, whatever the fight is, this ideal statdalance of the ego can only
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be reached by makinthe good choices. That is the reality of life that monomyth
shows in asymbolic way, but the answer to what the distinction betwgaod and
bad actually represents, what generates problemsa@mglicates the life journey, or
what affects it the most can be found in closereolsion of the contents of the
human mind.

According to Sigmund Freud, instinctual drives play crucial role in
development of the ego, and he distinguishes twticpkar primary forces that
influence an individual's life significantly. Ond them is the “pleasure principle”,
which does not involve only the tendency to cortbfaseek for pleasure in life, but
it also “includes the reverse: avoidance of unplegls (Dant 2003, 89), where
“unpleasure corresponds to iamarease in the quantity of excitation and pleasure to a
diminution” (Freud 1959, 2: emphasis is original). It is afeterred to as Eros, the
drive of life (Dant 2003, 88). However, this pripla is subordinate to the second
drive, which lies “beyond the pleasure principle’a compulsion to repetition (Freud
1959). This underlying desire to repeat may remtesa universal attribute of
instincts and perhaps of organic life in genera0)( It follows that an instinct isan
urge inherent in organic life to restore an earlier state of things’ (30: emphasis is
original). Ultimately, it is an urge “to return tbe inanimate state” (32), or, in other
words, a drive towards death (Dant 2003, 90).

As a result, the aim of life is death (Freud 1958). That of course creates a
paradoxical situation. While the death drive is amservative instinct leading to
inertia, life is on principle the opposite of stagon. The life journey requires
progress. Without change and development, thereldnvbe no journey towards
death, and no culture to pass its symbolic reptagen from generation to

generation. Rather, there would be nothing but'¢aglier state”. It can be assumed,
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then, that the basic premise of experiencing &fe] fulfilling one's humanity, is the
very awareness of its nature, and the will to liVhus, a person driven solely by
instincts cannot be able to experience life, deast not as described above.
Therefore, | propose that the archetypes of thieacdle unconscious function

as self-preservation and moderate the death doivessure that an individual will
follow their “own path to death” (Freud 1959, 33n initial state from which the
living entity has at one time or other departed smarhich it is striving to return by
the circuitous paths” along which their developmieaids (32). Archetypes are the
source of the will to live, which is dependent aopés, dreams, and faith in the
future, and they are thus essential for peopleambie driven by inertia and give up
on life.

Consequently, it might not be the pleasure primgiput monomyth, the archetype
of life journey reflected in mythical stories, whatthe drive of life. While Eros is a
drive supporting stagnation by simple avoidancergdleasure, the archetype of the
life journey motivates to follow higher goals, atitus promises a deeper, long-

lasting feeling of satisfaction.

1.2. Black and White Vision

As stated above, mental operations are conditiobgdknowledge of a
language. Through a language, the world can berstwdel as a system of concepts
(although sometimes merely seemingly) opposite @ammg, which work in ways
one has to master in order to pass trials of lifecessfully. Fairy tales, as well as
myths, arearchetypal stories illustrating how these divergent foraganerally
operate in the life of one individual — the heroheroine of a particular tale. The

black and white depiction of different charactard aituations is thus not unrealistic,
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but rather shows a great variety of elements wiighman life includes through
symbols and images that resonate with the archetypthe collective unconscious.
This way, they can be brought to consciousnessuma@rstood, which raises the
chances of resolving personal struggles and makeéaegsions in favour of life, since
“recognition indicates the possibility of a healiagzareness through discovery of

processes imaged in the stories” (Mitchell 201d,)26

1.2.1. Fairy Tale versus Reality

Provided that fairy tales are allegorical manifestes of typical situations that
arise during an individual's development, therens need to compare these
archetypal stories, whose plots often deny phydemabk of this world, with what
people go through in their everyday lives. It i4 necessary, or even relevant, to
critically analyse the differences. People knowt thase stories are not supposed to
give a faithful picture of what can happen in oris like, for example, realistic
fiction does. As the fairy tale world provides ardplic depiction of the nature of
human life, it does not exist on its own. For ins&® the enchanted forest is most
likely not an actual place one could visit, and thaders understand that. @mce
Upon a Time, however, fairy tale characters come to life. They not just a product
of human imagination, but a part of an alternateaity. They have a world of their
own. Consequently, the plot is not limited to opedfic tale, but includes most of
the fairy tale characters that the series' audienaware of.

Additionally, magic is not a feature of a mythie@drld view in the TV series.
Instead, it is an indispensable attribute of armotveld which is parallel to ours. The
authors of the series basically borrowed the el¢snafithe classical fairy tale reality,

but they treat it not as a product of human imagina but as another world living
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by different rules. They brought it to existencaedaut it in stark contrast to our

reality.

1.2.2. The Curse

The storyline is built on confrontation of the twrlds, and it begins right
where the well known fairy tale about Snow WhitedenWhile the princess is
getting married to her Prince Charming, the Evie®u decides to take revenge and
cast a powerful curse on the whole enchanted fdtastthis action that brings those
two separate worlds together, and thus initiateeatires the viewers learn about
later on. The Evil Queen's vengeance consistseinmiprisonment of all of the fairy
tale characters in the present-day consensusyreald causing them to lose the
memory of everything before that point, includihgit true identity.

Within the first minute of the very first episodé ©nce Upon a Time, the
writers give a brief summary describing the natanel purpose of the curse, the
cornerstone of the plot: “There was an enchanteéstdilled with all the classic
characters we know. Or we think we know. One da&y tlound themselves trapped
in a place where all their happy endings were stoleur World” (Kitsis and
Horowitz 2011a, dir. Mylod, SO1EO1 00:00:07). Hentlee two places are put in
opposition to each other. Based on these openmeg,lithe characterization of “our
world” is obviously not very flattering. The choicéd words suggests a significant
level of darkness present in this world, sinceeahse supposedly no happy endings
any more.

The status of the contemporary world is clearlyaated when the Evil Queen
interrupts Snow White and Prince Charming's weddmdper speech foreshadowing

what is about to happen, she promises that: “Sewerything you love, everything
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all of you love will be taken from you, forever. Aiwut of your suffering will rise my
victory. | shall destroy your happiness, if it ietlast thing | do” (S01E01 00:03:41).
Although it is not explicitly stated whether thauffering” is a result of living a life

in this particular world, or leaving home, forgegithe past and not recognizing their
beloved, all these reasons are connected with liaeacters’ departure from the
known world and entering the land without magicegemted as a place with no
promise of a better future. It is this world whér@pes and dreams are neglected,
instead of being nourished as powerful vehicleskemg people to find their own

paths towards self-fulfilment and happiness.

1.2.3. Lack of Free Will

It almost seems like the writers attempt to revithee magic in the
contemporary world by bringing the fairy tale claeas to the consensus reality and
making them a part of the 2tentury society. They live in a fictional town time
USA called Storybrooke. Each episode begins wighftlowing words: “There is a
town in Maine where every storybook character yguéwver known is trapped
between two worlds” (OUT 2011-2012, season 1). Qheecurse is broken and they
have realized who they really are, the main plaabsut their endeavour to find a
way back home. This state might as well be reag@ina@nalogy of the crisis modern
civilization experiences. In that case, the charattstories would represent what
people actually experience in the modern world, rehgeople get easily detached
from their human nature, their deepest needs aats,fainder the influence of
phenomena negatively affecting contemporary so@agh as consumerism, which
has the potential of limiting their lives to merangval by promoting the

materialistic lifestyle rather than spiritual vadue
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From this perspective, the series can be unders&soa critique of the
contemporary society. This message is clearly stgdean the introductory episode,
but is not directly referred to in the rest of gexies. As individual stories develop,
the tragedy of the characters’ new lives in ourseosus reality may not be that
obvious. They contentedly follow their daily rows) and treat Storybrooke, Maine
as their home. Nevertheless, the price they pathtocomfort of this small-town life
is the collective oblivion and indifference towarddat is actually happening to
them. The environment is being poisoned by negatifreences that are superior to
individual characters and pervade more or lesaralis of Storybrooke life. The Evil
Queen, in the consensus reality referred to maislRegina Mills, is an embodiment
of this dangerous power. Her character represdmgsorigin of certain socio-
pathological and psychopathological phenomena whithbe discussed in more
detail within the next chapters of this paper.

Consequently, the subversive impulses come fronvémg core, as it is the
town's mayor whose corrupt actions dominate thesliof the residents. As a result,
they have no real freedom. They continue to livarthives without much visible
hardship or violence, but they only do so becabseg have no other choice. In the
series, their imprisonment is manifested in thambility to physically leave the
town. As a part of the dark curse, whenever ontheffairy tale characters tries to
cross the border, something unfortunate happerexeidre, they are de facto stuck
in Storybrooke, and it is exactly this lack of fig# that makes their situation tragic.
Since blind tolerance of evil does not equal haggsn it cannot be claimed they are

genuinely happy until they know the truth.
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1.3. A Postmodern Spectator

1.3.1. The Human Dimension

Having been modified and extended as the fairystalethis series are, their
role is undoubtedly more complex and can be viefueoh different angles. While
the original stories serve as fantastic allegooiedevelopmental and psychological
struggles that children can relate to, the postmode/ show attends to adult
audience. This has several specific implicatiorst tmight reveal the intentions
behind creatingOnce Upon a Time. One of them is the above suggested
interpretation regarding the series as a commergarthe character of life of the
modern society, where the concept of fairy talessexd to demonstrate that our world
is disenchanted. This message does not only opefirgh episode. It pretty much
constitutes the whole series. It creates the essehthe central plot, and brings all
the particular tales within the series togetheother words, it sets out the context.

Nevertheless, there is another level of meaningishaimed to appeal to adult
spectators. After they are introduced to the conoépentering the world of fairy
tales yet again, the individual characters' stosiest to develop. Thus, the main
focus shifts from problems that the society as alavis facing to particular personal
dramas. They make the show suspenseful and intiatause the spectator can
identify with them. Plots of fairy tales are traditally interpreted as universally
applicable, symbolic representations of the humamdnm typical developmental
situations. Their altered version @nce Upon a Time, on the other hangyrovides
more extensive characterization and explanatiandiwidual characters' actions.

One of the consequences of this modification ig tha heroes of the old
stories still remain powerful and speak to the ende, even though the viewers are

not children any more. When building an opinion whe plot of a certain fairy tale,
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adults will probably see more than just the obvibaskground and the result in form
of a happy or tragic ending. They are more likalytdke the circumstances that
might have an impact on the characters' behaviutor gonsideration, or even use
their previous knowledge and personal experiencd,imagine what events might
have led to the present state of things depictetthenstory. Hence, it may not be
enough to present them with an obviously marketindison between good and evil
deprived of more detailed background informaticecause they are already familiar
with this concept. Rather, they might be more {iked be absorbed by a story
presented within a context of real life. Unlike Idnén, who have little life
experience and therefore have to be provided wehrcexamples without much
ambiguity, they have been through (or witnessed)yntd the life crises themselves,
and they do not need the act of judging the charsicactions to be done for them.
Adults are aware of ambiguity being naturally prese the world. Thus, having
already learnt certain patterns of behaviour, tieey to base their understanding of
other people's personal struggles on their ownréxpee. Therefore, the series does
not leave them with the basic storyline and memggestion of what might have
preceded it, but it includes specific situationg @an encounter in reality, and thus

makes the fairy tale plots easier to identify wahadult viewers.

1.3.2. Postmodern Renaissance

All in all, these alterations of the original faitgles, which are the essence of
the TV seriesOnce Upon a Time, reflect the postmodern approach to revitalize
traditional and archetypal stories. According taodkv Kudnir, the aims of

postmodern literature are:
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to give critique of the traditional 'objective’, itary vision of reality
mediated by traditional narrative techniques, ussabktly in popular
genres, which evoke a make-believe, mimetic reptatien of reality. In
addition, another aim of postmodernist literatigea give a critique of
popular culture as a product of consumerism; asst|, laut not least,
through the use of intertextual and metafictionaategies it aims to
point out a sensibility of contemporary postmodgtriculture influenced

by visual and popular culture. (2004, 34-35)

Along with the intentions behind reusing old litgravorks and giving them a new

meaning, he describes the phenomenon as follows:

In postmodernist literary work, various narratiteategies, conventions,
and myths are reconsidered, transformed, or redytte show the
connection between cultural products (includingylap culture), social
reality and cultural codes representing particaldtures. Such a strategy
breaks the illusion of newness; reality is perceéiaad understood as a
copy, as a collection of images which had alreaglnbused in the past.
[...] These images, copies, and reproductions aretlyn@®nveyed
through mass media and popular cultural forms. Ttlisyort people's
vision of reality and relativize the difference ween fact and fiction,

between morality and immorality. (35-36)

Postmodern adaptations thus display the invarighkspervade our culture and lay

the foundations of universally accepted values, @rallenge the ways conventional
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perception of reality is manifested in the tradiaibliterary work.

1.3.2.1. Snow White and Gender

Cristina Bacchilega discusses the issue of germtepeoposes that the purpose
of the Queen's mirror, as well as other mimetiatetgies used in the fairy tale of
Snow White is partly ideological, since its judgemis presented as “unquestionably
authoritative” (1999, 33). The mimesis, she says, o value-free or essential
distillation of human destiny, but a 'special effferf ideological expectations and
unspoken norms”. What is more, in some versiorhefstory, “the patriarchal frame
becomes visible” (29, 33). Later on, Bacchilegdestahat postmodern re-visions of
this fairy tale challenge the ideological naturettu§ metaphor, and states that: “If
the fairy tale symbolically seeks to represent sameguestionable natural state of
being, postmodern fairy tales seek to expose this's generic and gendered “lie” or
artifice” (1999, 35).

Bacchilega adds: “Assuming that a frame alwayscsgleshapes, (dis)places,
limits, and (de)centers the image in the mirrostpwdern retellings focus precisely
on this frame to unmake the mimetic fiction” (35-3Blarrative strategies used in
Once Upon a Time correspond with this characteristic. The inclusainthe extra
information about the characters' past actionsiv@®tand their attitude towards the
current state of things provokes questions abdigbikty of the “unquestionable
natural state of being” (35). By personalizing théividual stories, even the magic
mirror gains specific human characteristics, wibcbaks the original impression of
its objective authority. Instead of regarding thigran as the ultimate judge without
guestioning the source of its power, the TV seoiésrs a more realistic depiction of

human nature. It reveals the previous life of thennbehind the frame, formerly
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addressed as the Genie of Agrabah, and the ciranoest of his current role. In
Bacchilega's reading of the traditional versionSbiow White, the mirror is one of
the mimetic strategies “that works hard at, amortigero things, re-producing
“Woman” as the mirror image of masculine desired)(2n the series, however, he is
presented as a victim of his own desire. The quesen the Genie's devotion, and
took his freedom away from him. The frame thus doesonly give the viewers
information about the queen, or women in genenal,rbpresents the mirror's own
imprisonment. His life is limited as a result ofshblind affection. The mirror's
dependence on the Evil Queen's will manifestsfiisehis status in our consensus
reality. As Sidney Glass, which is his Storybrooleane, he represents a reporter for
a local newspaper calléithe Daily Mirror, and thus basically continues to serve as a
spy for Regina Mills, the town's mayor.

Also, the revelation of particular characters’ peed plights and different
perspectives disrupts the “powerful narrative stygtthat stands as one of the
narrative rules for fairy-tale production: an er@ror impersonal narrator whose
straightforward statements carry no explicit mafkhoman perspective — gender,
class, or individuality”. “[...] rejecting the exteah invisible narrator, the strategy
that sustains the mirror's authority” is, accordingBacchilega, another feature of
postmodern rewritings of fairy tales (34, 38).Once Upon a Time, the tales are told
from the point of view of the central figure whoatiges based on which character's
story individual episodes focus on. No matter dithrole in the original fairy tales is
as important as that of Snow White, or whetherrtpart is marginal, they are the

main characters of their own stories.
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1.3.3. Awakening the Soul

The TV series' screenwriters somewhat liberatedfdivg tale characters as
well as the audience. They are freed from the shafrthe prescribed scripts, strict
guidance in the form of some predetermined waysiarpretation, and possibly
from the underlying enforcement of social convamiand ideological expectations.
In a way, postmodern authors have adopted a manaimstic approach. As a result,
these modifications add a more realistic dimengmrthe fantastic stories. Or, in
Simona Gruian's words, the postmodern resurrectbnmythical stories is
characterized by the transformation “from the falbslto human hero” (2011, 115).

Adapting fairy tale characters in this manner, hesve has the potential to
eliminate not only the problematic stereotypes gaaable in the plots, but also
typical characteristics essential to who theseatttars actually are and what they are
supposed to represent. Therefore, the questionhether their depiction in this
particular TV series follows the original archetlypatterns of behaviour, or if they
have been just transformed into members of theecombrary society, while the only
thing that distinguishes their personalities frdm test of the population living in
our consensus reality are their storybook names.

In spite of the ambiguity and a considerable ddseeaism, the fundamental
function and the nature of the fabulous storiesduseOnce Upon a Time seem to
have remained unchanged. The archetypes have bedenked with earthly matters,
and modified so that they suit specific examplessitfiations in lives of adult
spectators. That notwithstanding, the characters their stories still fulfil the
purpose of providing archetypes of human behavidire two main female
characters, formerly known as Snow White and thé Queen, deserve special

attention in this respect. Although their indivitlij@rneys are more complicated and
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their correlation is manifested more than in tlaglittonal versions of the fairy tale,
the typical features have not been withdrawn.

On the contrary, the typical characteristics thase two women represent
have been stressed in their new, unconventionalgyat, freed from the influence of
certain social norms, e.g. the superiority of pattal authority and other cases of
restriction leading to imbalance in society. “Whiae@ Grimms first published the
tales”, for instance, “they altered the female abtars so they would convey
conventional gender ideals” (Tautz 2008, 169).His respect, Gilbert and Gubar
describes this model in their analysis of the tradal fairy tale as “submissive
femininity”, where Snow White learns “essentialsiess of service, of selflessness,
of domesticity” (1984, 40). Such characteristic @ais the true nature of the human
life, because “the masculine and feminine pring@ist in all of us, both men and
women®, and, moreover, “the two cannot be foundasse in nature* (Mitchell

2010, 274, 275).

1.3.4.0nce Upon a Time: The Present Past

To better understand and summarize the main cleaistat features of
postmodern rewritings of traditional fairy talesdatiheir relation to the currently
popular TV seriesOnce Upon a Time, it may be useful to examine Gruian's
description. She concludes that: “The postmodeseris nothing else but an
attempt of bringing into modernity the past worl@ruian 2011, 114). Indeed, the
opening and the main theme that brings all theadhears in the TV show together
does suggest this. The encounter of the mythidhl the contemporary world unifies
the individual episodes dealing with different ster In fact, the purpose of the

characters' mission within the central plot andhef possible message that is being
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delivered to the audience are identical: both thieevg' and their fictional characters'
aim is to bring magic back.

This magic-seeking reflects the state of contenrgdidestern society and its
spiritual needs that are not being met due to theel tendency to enforce some
unitary standards or universally accepted modesebfaviour for people to follow
regardless of their true nature. As Bacchilega mest “within modernity, the
cause-and-effect logic of science and rationalisas expected to explain away the
unexpected or astounding, replacing it with its harmade wonders” (2013, 194).
Furthermore, “clear, rational thinking is the maok science, while totemism
(involving metaphor, confusion, and thinking by@sation) is the mark of religion”
(Martin 2012, 28). This only proves the existenod andicates the significance of
the another way of thinking, different to ratiosali — a tendency that dogmatically
insists on doubting everything that is not tangiBlerthermore, “our very distinction
between societies that have totems and our so@idtizch, by contrast, is scientific)
is itself totemic”, and, consequently, “the markssoience and religion are merely
totems, and projected ones at that” (27, 28). hewotwvords, it can be concluded that
science and myth, when seen as contradictory ctscae yet another example of
the tendency to use language to create binary dmpwss and thus simplify
communication. With discrimination of one of themlents, however, the imbalance
inevitably leads to frustration.

When Jung discusses this issue, he says:

The idea of an all-powerful divine Being is presesterywhere,
unconsciously if not consciously, because it isamthetype. There is in

the psyche some superior power, and if it is noiscmusly a god, it is
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the "belly" at least, in St. Paul's words. | therefconsider it wiser to
acknowledge the idea of God consciously, for, if deenot, something
else is made God, usually something quite inapmtgpand stupid such

as only an "enlightened" intellect could hatchtio(L966, 71)

The cause-and-effect logic of science can thenye&sl to explain unconscious
processes in the psyche, which are highly indiVided, and not even directly
observable. Mythical thinking, on the other handn e viewed as a symbolical
expression of the human nature in a collective esemgile it also mirrors the
significance of individual development of differgreople's innate natures.

Therefore, the modern trend described above neglmne phenomena that
create an indispensable part of the human lifenanst be acknowledged. Relying on
something external cannot lead to self-fulfilmentsatisfaction of one's spiritual
needs, because it does not originate within oneblehce, the external authorities
can never compete with one's awareness of the tnumér;, which lies in one's own
realization of who they are and what they need. é&foiy as a world view
generating a specific lifestyle which is charast@ei of the insistence on rational
justification of one's actions ignores the impoctiof intuition, and creates dis-ease
in society. An objective perspective cannot be usectklation to individual lives,
which are subjective in principle.

Under the influence of such detached, science-egntnindset, people are
often challenged to repress their inherent idesjtand thus deny the truth about
themselves. Lyotard says: “Modernity, whenevepjpiears, does not occur without a
shattering of belief, without a discovery of theKaf reality in reality — a discovery

linked to the invention of other realities” (1998). The frustration then naturally
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awakens an interest in, or even fascination withagdand concepts that are in
harmony with the nature of the Self, and that erage an individual to find their
purpose and follow their own unique paths. Fartastories, and fairy tales in
particular, inspire people to listen to the inneice and pay attention to their dreams.
By using the powerful images that have the capdaoitgapture the essence of the
human life, they give people hope that those dreamnght, under the right
conditions, come true.

Therefore, not the objective application of lodout the logic derived from
one's individual condition can serve as a progiedple's dreams and hopes being as
realistic as anything else present in this worklren if they do not have materialistic
existence and are not perceivable through theHurean senses. For no matter how
naive or irrational it may seem in the eyes of apic, dreams reflect one's true
nature.

The allure of fairy tales, in fact, lies in expagirthe truth. It is not a
coincidence that the main plot, often presentethenform of a quest an individual
needs to accomplish, is usually centred on fightiegeption and injustice, and
celebrates such qualities as loyalty, fair behavand, above all, honesty. As these
stories were originally written specifically for idren, they create a new, more
specialized type of this universal phenomenon. Walatthe versions of the
archetypal hero's journey have in common is they thave always been “the living
inspiration of whatever else may have appearedobtite activities of the human
body and mind”. Campbell continues the charactBomaas follows: “Religions,
philosophies, arts, the social forms of primitived ahistoric man, prime discoveries
in science and technology, the very dreams thateblsleep, boil up from the basic,

magic ring of myth” (2004, 3).
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People recognize their own struggles, losses actones in these tales, and
they bask in the heroes' stamina and determinatWhether knowingly or
subconsciously, they want to become them in tispaet. As Campbell says, “they
will resurrect the 'lost stories’ in new ways trestore their depth and surprise — that
are capable of uplifting, testing, and altering pisgche” (4). After all, even the mere
act of observing and identifying with the charastean be empowering enough to
inspire the viewers to fight for the truth despmleobstacles and doubts that get in
the way. Thus, the stories endorse one's own desiré dreams, which are not laden
with other people's expectations, whether it ispeal beliefs of another individual
or social stereotypes.

Once Upon a Time manages to do exactly that. It is one of many podam
adaptations of fabulous stories that revitalize #émeient symbols of mythology,
which Campbell also refers to as “spontaneousymtiohs of the psyche” (3), and
bring them to life within the context of contempgraonsensus reality. What is
more, this happens on two different levels. On loaed, the necessary co-existence
of these two worlds, or rather, the presence ofpides world in the present one is
demonstrated directly in the plot — by putting yaiale characters in real-life drama
situations that a contemporary man can actuallyeapce. On the other hand, it is
the act of delivering a show about fairy tale chtees to adult audience is a result of
this postmodern tendency. Based on the assumpgtainthis idea was the primary
impulse that constitutes the series both expliathyg implicitly, Gruian's statement
seems to be adequate.

However, it is not just “an attempt of bringingantodernity the past world”
(Gruian 2011, 114) what defines postmodernism, thrgdparticular piece of work.

The story of Storybrooke charactersOnce Upon a Time indicates that the show is
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also about bringing modernity into the past woBy. eliminating the stiff social
stereotypes, it provides a new perspective on timeentional way of depicting the
archetypal characters, their stories, and lifdfitse

In fact, the contemporary world is not exclusivetted mythical. The mythical
is ever-present, as it is derived from the concsfused in the human mind, which
Carl Gustav Jung calls the collective unconsciduee plot of the series then just
reminds the viewers of its existence, fights adaitssrepression, and consolidates
the timeless images with the circumstances of tasgmt-day life.

After all, once the fairy tale characters haveired who they really are, the
central storyline revolves around their endeavodimid a way back home — the fairy
tale land. Their journey, however, requires the tse@mingly separate worlds to
cooperate. This only stresses the interconnectsdsfesur consensus reality and the
mythical — not only within the TV show, but alsorgality, as it could be a figurative
expression of its inevitability. The intentionality presenting the fairy tale land not
as an imaginary place, but a different reality thatecessary to be taken seriously, is
obvious. In order to restore balance, the two veoneed to acknowledge one another
and work together. They are present in each otéinerdependent on each other.

Analogously, there is no mythical world without pé&® because the images
can only arise from the human mind. The concepffitepresents a way of thinking.
The individual stories where this mode of percepémd reflection manifests itself
then illustrates a variety of typical human expeces. By contrasting the archetypal
adventures with the contemporary way of living, flet of Once Upon a Time
demonstrates how a touch of enchantment can helplgopeemember what is truly
important in their lives, and prevent them fromtiget detached from their human

nature. All things considered, | regard the sesies reflection on psychological and
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social struggles people encounter in adulthood thadnegative aspects of modern

life.

1.4. A Magical Guide Through Adulthood

1.4.1. The Fairy Tale Reality

In fiction, a narrative traditionally demonstratesw different characters cope
with their own lives determined by individual dbites, which include past
experiences, personality characteristics etc. Tmecondition itself may already
reflect mistakes in development of the ego causegast conflicts between forces
operating in the psyche that were not managed weleft unresolved. As a result,
all characters have their own unique stories 1o Thle main plot follows their effort
to make the best decisions due to their indivigitalktions and take the right turns in
life, but the essence of their inner struggles madves of their actions do not have
to be obvious to the reader, or spectator.

The distinction between “good” and “evil” occurring fairy tales symbolizes
the danger of making a wrong move in critical pasklife by misinterpreting the
temptation to listen to some urges more, and otlesssin ways that are harmful to
psychic harmony and that do not lead to the necgss@gress in personality
development. It does not imply actual existencenities making purely good, or
purely bad choices — quite the contrary. While imgpa fairy tale, one can feel the
injustice of curses and other practices used by'dae side”, inevitably having a
major impact on the good and absolutely innocearatters, who did not deserve
any of that hardship. The fact is that the evargsbpposition of good and evil
forces is not the truth of the external world, the truth of the inner condition within

an individual. It follows that the goal of the in@tiuation process is to achieve “the
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wholeness or totality that transcends oppositesitahll 2010, 272). Mistakes
people make in real life arise from their inability reach balance by making the
opposites work together.

Consequently, “if we think of the personality asmised of a very large set
of definable parts or principles, which can be espnted by images, then fairy tales
can be viewed as dramatic and dynamic interactaoneng combinations of those
personality parts or components” (267). A fairyetéd an archetype of a particular
spiritual journey, and that is where the truthhaltgh depicted in miraculous ways,
lies. There is no need to wonder, for example, whyhe villain determined to
remain so wicked, and what it is exactly that makeshero so unquestionably pure.
The story is told from the hero's, or heroine'sispective. That is to say, from
human perspective. They are always in the centre, ahdratharacters somewhat
rotate around them. At the same time, each compaofethe plot represents an
inseparable part of the life journey, and playsats in the individual struggle.

Meredith B. Mitchell concludes:

To analyze a fairy tale, | consider the settinghef story as an indication
of an initial condition of the personality — a cdmah that can be
transformed. The story's exposition speaks of thecgss of
transformation leading to a new — generally monescmus — condition.
A story then reaches its climax, following whichtle lysis or outcome,
which usually (but not always) indicates a moresooous condition. A
few stories depict regression. (277)

All aspects of a specific human condition manifdgtethe structure of a fairy tale

are transformed into images. These images then t@féhe ability to interpret the

truth hidden in the unconscious so that it can eeoded and brought to light. |
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consider this unconscious material which carriesktsic truths about life to be the
life drive originating in the collective unconsc&u

On the whole, “telling a fairy tale is, in essenwgerbalizing an allegorical
story, the representational process of which isvdrérom a vast list of human
conditions and experiences” (Mitchell 2010, 269halunites them is the perpetual
struggle for life, and the permanent threat of kiedVhatever the individual
condition is, happy ending, the ultimate aim ofedperiences in life, thus requires
reaching a balanced state of being, for life, byéry nature, is not one-sided. It has
two direction, and death is a natural part of ife lhas to be accepted as it it — full of
contradictions, where one defines and is depenaierthe other. In order to follow
one's own path to the end, conflicts need to becowee instead of making them
destructive by giving in to dark forces which wagainst personality development
and prevent the ego from achieving stability.

In every phase of human life, there is a confactioubt, an obstacle one has to
overcome. Allegorically depicted struggles of diffiet heroes and heroines in fairy
tales reflect what it is that complicates one'sirde® live happily ever after. An
example of self-destructive behaviour in contraghwhe ideal process of self-
development is Snow White's story, which is the maacus of the following

chapters.

1.4.2. The Leading Women of Storybrooke

Once Upon a Time presents a great number of heroes and heroindésinvifie
central storyline, however, the writers pay speeintion to one particular fairy
tale. Snow White has a major part in the seried,the main plot revolves around her

story. There are more possible ways to explairchiwéce of this particular fairy tale,
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whether it is the notoriously archetypal ending,tloe contrast between the good
princess and the vicious queen. The concept is asedtool — an imaginary frame,
one might say — to convey a specific message withenpostmodern series to the
adult audience. In the end, it all comes down taatwthe story, and individual
components of the story, represent.

| regard Snow White and the Evil Queen as two wbffié versions of one
woman driven by opposing forces operate in the mumad. Namely, | consider
these forces to be equivalent to the progresstedernergy that encourages
individuation, which Jung also referred to as “sauperior power“ (1966, 71), and
death-oriented instincts that, if not integratedyntause regression. In ideal case,
these contents of the psyche would be consolidatedmoderated in order to work
in harmony, and thus become constructive rathem thestructive. Therefore, it is
mainly the characters' motivation what determings mature of their individual
journeys. The choices they make reflect what draresdominant in each of the two
psyches. Due to the archetypal characterizatioowSHhite tries to make the right
decisions, humbly accepts all challenges to bestommed and to elevate her state of
being. The queen, on the other hand, is only obdessth herself. In terms of
Freud's theory concerning the development of tlee slge chooses stagnation over
progress, as she lets the death drive to be inralooit her decisions. Hence, “the
central action of the tale — indeed, its only r@etion — arises from the relationship
between these two women”. This interpretation thesomes similar to Gilbert and
Gubar's description of the characters as “the awgetan and the monster-woman”
(1984, 36). In other words, they embody two cornttady personalities, whose
distinction depends mainly on the origins of thecés that they let have the biggest

impact on their actions. As a result, the prindesss happiness, while the queen is
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stuck in a permanent state of desperation. Thatsay, Snow White is rewarded for
beinggood, and the queen is punished for begxi.

Ultimately, this division reflects the black-and-teh depiction of the
characters. As a typical feature of archetypalies$oit has a specific function and its
meaning is allegorical. The characters represeritgu and the concept thus
captures the true nature of an individual personas well as the nature of life in
general. After all, “archetypes in general are sehe artificially separated for
purposes of discussion and examination, daitd and parent go together, as do
mother and father and all positive and negative aspects of the pdggical
principles” (Mitchell 2010, 275: emphasis is origin Since the goal of the life
journey, which can be identified with Jung's “indvation process”, is an integrated
personality, the duality must be overcome. In respethe universal concept of the
hero's journey, Campbell writes the following: “$hquestion at the beginning of a
story — or at any point along one's own life lingrants the seeker a bar to measure
against, to see then what directions to take mmasit@bly in order to find one's own
answers. The transformative question grants a smalevhich to weight which
portion of each learning one might most fruitfukgep, and which parts or pieces
can be bypassed or left behind ballast, as onenc@st on the quest” (2004, 12).
Accordingly, the plot exposes the inevitable preseof opposites, and implies how
to work with them successfully in order to reachd austain balance. In case of
Snow White and the Evil Queen, it is a story of pravsonalities where the former is
an example of a successful transformation, whike lditer represents regression,
which is a result of the psyche's failure to adapt.

As a consequence of the above described charattenzSnow White and the

Evil Queen can be understood as a personificatfamvo essentially different life
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choices that make the princess play the role optb&gonist and the queen that of
the villain. Yet, their parts in the story are eljuaignificant. Whereas, for example,
in Bruno Bettelheim's reading of the original fable, Snow White's story “tells
how a parent — the queen — gets destroyed by @aloluher child who, in growing
up, surpasses her” (1976, 195), the plot has, o, fa much deeper agenda.
Bettelheim's statement presumes the objective atythad a male perspective, as he
claims that the relationship between the two wonsetietermined by “the voice of
the looking glass”, which “sets them against eattter (Gilbert and Gubar 1984,
38). The interpretation based on the Jungian utatedsg of the human mind and its
development, which | present in this paper, is miiader. From this perspective,
the way the queen represents a character thatilidwnature, and her role lies
essentially in being the princess's natural oppor@ansequently, the Evil Queen
relationship with Snow White is not determined ley Jealousy, but her repression of
her own shadow.

The narrative strategies (@nce Upon a Time only reinforce this scheme, and
thus prove its validity. Without regard to the idbat the war between Snow White
and the Evil queen is a reflection of oedipal temes and jealousy, Bettelheim's
observation related to the ultimate goal and pwpiisthe story is relevant, and the
concise formulation goes as follows: “The fairyetaliews the world and what
happens in it not objectively, but from the perspecof the hero, who is always a
person in development” (203), where fairy talesegaltly “deal imaginatively with
the most important developmental issues in alllvas” (194). Then, however, he
concludes that: “Since the hearer identifies witho® White, he sees all events
through her eyes, and not through those of thergu@83). This is not true in the

TV series. It does not only allow the audience ¢e the events from the villain's
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point of view, but, what is even more importantpwh the queen as a person in
development, as well. Hence, Snow White's jourmel/the queen's journey are two
separate stories, which are, however, closely tinlend the relationship between
them is much more intimate than it might seem ittdigeim's one-sided analysis of
the original fairy tale. In the series, the dethileharacterization shows two
contrasting versions of personality developmerdt th, two examples of the hero's
journey with diametrically different outcomes, atftus maintains the mythical
features. The TV show's effort to depict the ch@racwithout discriminating the
antagonists in terms of paying enough attentiothéar stories does not change their
nature and what their actions symbolize. It isthet act of development that makes
someone a hero, but its process and the finaltreSal despite the postmodern
depiction, the Evil Queen is still not portrayed agrotagonist, because of her
inability to take a step forward. As a consequeate&pecific circumstances that
negatively influence her life, she took the wronms and failed.

Obviously, the way Kitsis and Horowitz use the aion suggests that the
whole project is far from what defines fairy taliesthe traditional sense. Due to
adapting the TV series' characters for a speailie that requires them dealing with
the contemporary life, the depiction of their atgpal nature moves to another level
— one that is even further from the sheer formgmasd by Jung. Their integration
into the extensively revised stories based on tpular fairy tales, which resemble
realistic fiction, makes the expression of theseages much more subtle. In
comparison to the traditional fairy stories, th@ianifestation within the narrative is
less obvious.

This, nevertheless, does not contradict the arplaetyature of the series. After

all, Campbell describes how various archetypalietocan differ in terms of the
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target audience, the nature of the quest andgtsfsiance: “Typically, the hero of
the fairy tale achieves a domestic, microcosmigniph, and the hero of myth a
world-historical, macrocosmic triumph. Whereas tfemer—the youngest or
despised child who becomes the master of extraanglipowers—prevails over his
personal oppressors, the latter brings back frosnadiventure the means for the
regeneration of his society as a whole” (2004, Fjnilarly, the meaning and
purpose of the stories included in the TV showtshib a different level. That is to
say, instead of following one particular charastgourney that is analogical to a
specific situation in the life of an individual tdhi the protagonist(s) of the central
plot have to face a threat of a collective manaed pursue a quest that is universally
beneficial. Therefore, it could be considered &md of a contemporary myth which
resonates with a postmodern spectator's troubldsspimitual needs. At the same
time, the postmodern spectator is represented tlyasacter named Emma Swan.
Although she is Snow White's daughter, she hasgl limethe present-day consensus
reality basically since she was born. In spite @f ihitial scepticism, she becomes a
heroine of the central plot. Her detachment froen fiiry tale land and her journey
back to realization of her origin and destiny miayst symbolize the condition of the
contemporary world. In regard to to negative aspetimodern life, Campbell marks
that “the lines of communication between the camsxiand the unconscious zones
of the human psyche have all been cut, and we Ibhese split in two” (359). Emma's
role then lies in the effort to overcome this abydthough Bettelheim's view of the
inner contradiction is reduced to the Freudian ggliei between the id and the
superego, his description of the inner conditiothimi an individual psyche is valid,
regardless of the particular components' origirgoks as follows: “Complex as we

all are — conflicted, ambivalent, full of contralbims — the human personality is
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indivisible” (1976, 118). Since her mission in thest season is primarily to break
the queen's curse, Emma needs to open her mindtaridoelieving that there are
forces of which she may not be consciously aware.

Although the modern age comes with modern possdsliand different
problems, but the nature of myth stays untoucheldeMit appears projected on to
the life in the twenty-first century the way it do Once Upon a Time, it is just one

of its many forms. As Campbell explains:

Whether the hero be ridiculous or sublime, Greekaybarian, gentile or
Jew, his journey varies little in essential plaop#ar tales represent the
heroic action as physical; the higher religionsvslioe deed to be moral;
nevertheless, there will be found astonishinglylelitvariation in the
morphology of the adventure, the character roleslued, the victories
gained. If one or another of the basic elementh@frchetypal pattern is
omitted from a given fairy tale, legend, ritual,rayth, it is bound to be
somehow or other implied — and the omission itsati speak volumes

for the history and pathology of the example [..3p€36)

Thus, if the usual depiction of the particular etders seems to be disturbed by, for
instance, letting the audience see the eventsdhrawillain's eyes, the very act of
providing this new perspective may serve to denmatestor specify what kind of
behaviour led the antagonist astray. In the cagenoé Upon a Time, the fairy tale
characters do not set an example to children tp thedm find their way out of the
typical developmental crises. The series providésok into the characters' private

lives with little or no censorship. In additiongtipurpose is to demonstrate how the
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two archetypal concepts — good versus evil — manifeemselves in the life of an
adult individual with regard to issues that arevaht to contemporary society.

The original fairy tale featuring two contrastingrchetypal female figures
serves as a source of inspiration, or a means winamication that enables the
writers to express their message in an engagingtiatypeople universally respond
to. Even though their characterization may not ectfl the original sharp
differentiation between good and evil, the mythicahcept of the life journey is
evident. Snow White is an example of a fairy taleeve the plot follows the structure
of the hero's journey and captures the crucialestatpgether with their sequence,
accurately. Therefore, there is a lot of potentiaterms of its use within various
contexts. The adaptation of the characters in ¢hes then concerns primarily the
endeavour to demonstrate their relevance outsidectimtext of fairy stories for
children, and to apply the connotation of thesesqafied symbols in association
with the adult life in the present-day society. c&@ir'in the products of fantasy
primordial images are made visible, and it is et the concept of the archetype
finds its specific application” (Jung 2003, 11)ethim of this transformation is to
awaken people's awareness of the mythical cone@pitsheir intuitive recognition of
the life-sustaining, progress-oriented forces imparison to influences causing the

development to be pathological.
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2. The Conflicted Heroine

2.1. Three Mothers

The postmodern modifications that change the viswsarception of the fairy
tale characters in the TV series impact their mderas well as external
characterization. The latter basically refers & abvious — in other words, what the
spectator can see and hear, along with the cooadsishey can draw based on these
attributes. In this respect, it is the charactgpgearance, and the setting of the story
what the audience are not used to from the origia@y tales. Therefore, these
alterations inOnce Upon a Time concern primarily the characters' presentation in
Storybrooke. In comparison to their natural envinemt, their new home in Maine
requires the characters to change their dresses, liehaviour and lifestyles in
general. Nevertheless, together with their gestysesture etc., these adjustments
indicate their status in the plot which is in actzorce with their original purpose in
the traditional stories. Hence, not only do thelfilftheir archetypal role in the fairy
tale land, but their characteristic features showhe contemporary consensus reality
too, despite the fact that they are not even awatheir fairy tale identities, or at
least not from the beginning. Yet, their integratimto the present-day society

naturally brings even more roles for them to adopt.

2.1.1. The Challenges of Adulthood

As Joseph Campbell's monomyth represents a univstirseture of the life
journey shared by archetypal stories all aroundwbed, it applies to plights of
heroes and heroines experiencing a variety oftssuswhich are typical and crucial
for human life. It is a pattern unifying human cdimhs, and, in doing so, it defines

humanity. Different phases of life, however, comighwdifferent challenges and
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dilemmas to be resolved. Since an individual'srijeyrthrough life is a long process
and consists of numerous struggles, there are miamgnsions of ego development.
Due to the multiplicity of individual stories anojpicsOnce Upon a Time includes, it
becomes an extensive portrayal of the human conditi

Spiritual growth depends on cultivating particulakills, and happens
gradually. In his model of the life cycle, Erik Esbn formulates eight stages of
development, each of which is characteristic opec#ic psychosocial crisis. The
two poles of experiencing life as a human beingpesitive one, and a negative one
— vary, depending on the stage one is currentlygythrough (Capps 2012, 270).

“There are as many archetypes as there are typitadtions in life” (Jung
1981, 48). Erikson's psychosocial crises represaote specifically defined
dilemmas one experiences in life, but they are emsally relevant. “Endless
repetition has engraved these experiences intgsyehic constitution, not in the
form of images filled with content, but at firstlgras forms without content” (Jung
1981, 48: emphasis is original). Fairy tales thevige concrete images as a way of
articulation of different forms associated with ibgd human situations, while
following the general structure of mythical storidsescribed by Campbell. With
respect to the TV series version of Snow White téiee characters, Snow White and
the Evil Queen, do not refer to the same situatrothe human life which they
represent in the original fairy tale any more. Galig Snow White's character, as
depicted inOnce Upon a Time, somewhat grows up and moves on to a new phase in
her life. Her adventures are no longer a story gbang girl who only becomes
familiar with the concept of maturity. She is canmfted with new challenges that are
connected with the next stage of the adult lifee Skercame the crisis identified

with adolescence, that isidentity versusidentity confusion, and perhaps even the

45



dilemma betweenntimacy and isolation that is connected witlyoung adulthood.
Now, she performs the role of a mother figure, a&l.wn reference to Erikson's
perspective on adulthood, in the series experiebgdabth Snow White and the Evil
Queen, is characterized by the conflict betwgererativity andstagnation. In order
to successfully resolve this struggle, it is neagsto develop the ability toare,
which refers to “the widening concern for what hasen generated by love,
necessity, or accident; it overcomes the ambivaleadhering to irreversible
obligation” (Capps 2012, 270, 273).

Snow White's character in Storybrooke is preserdsd Mary Margaret
Blanchard. Her new name seems to be just as syrabalé the traditional one. Her
first name evokes virgin Mary, a character knowonfrone of the most popular
myths in the world. The biblical connotation coblel based on at least two possible
motives. Referring to a woman who conceived a childle staying a virgin, the
association implies Mary Margaret's innocence. Aappurpose of this comparison
could be recognition of her character as a motheh® saviour. In addition, her
surname — Blanchard — also denotes her originalitgeas it is most likely derived
from the French expression of the adjective “whitghich usually signifies purity.
Her former status in the fairy tale land, where wlas a princess, changes. In Maine,
her occupation is teaching young children.

Unlike Snow White (and a majority of the characierfhe Evil Queen
remembers her history, and she basically kept herenfrom the time before her
transformation into the evil character she represanthe traditional tale. In
Storybrooke, she is known as Regina Mills. “Regirgaher real first name that she
was given when she was born, and her surname tefdrsr mother origin, as she

was a miller's daughter. Along with using her oldm®, Regina continues to
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accumulate power and use it to her own benefit,sanshe makes herself a mayor of
the town. Thus, so long as the other charactersirepassive and oblivious of this
situation, she is in charge of their lives.

The archetypal attributes of the two female figuessdescribed in the previous
chapter,The Leading Women of Storybrooke, echo in their Storybrooke identities. At
the same time, as Mary Margaret and Regina MHigirtcharacters correspond with
Jung's concept of “the mother archetype” (Jung 2008). As Jung states,
“mythology offers many variations of the mothertaetype”, and its symbols “can
have a positive, favourable meaning or a negaéve,meaning” (14, 15). He then
mentions “the witch” as one of the examples of syihbols. He further defines this

archetype as follows:

The qualities associated with it are maternal galile and sympathy; the
magic authority of the female; the wisdom and sjali exaltation that
transcend reason; any helpful instinct or impuldethat is benign, all
that cherishes and sustains, that fosters growdhfeatility. The place of
magic transformation and rebirth, together with timelerworld and its
inhabitants, are presided over by the mother. @nnigative side the
mother archetype may connote anything secret, hiddiark; the abyss,
the world of the dead, anything that devours, sesluand poisons, that is

terrifying and inescapable like fate. (2003, 15)

Both of the characters represent influential worwith great responsibility to other
people. With regard to Jung's characteristic, h@nyeWlary Margaret could be

associated with the positive aspect, while Regiclaéggacter resembles the negative
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aspect of the mother archetype. In fact, both efitthappen to perform maternal
role, but their attitudes toward this obligatioe &ery different.

Developing the ability to care means transcending'soown interests and
investing energy into creating something bigget ttmuld contribute to well-being
of others or be beneficial to humanity in genedsiter establishing one's own
identity, securing the ego in puberty, and learnimghave deep feelings for other
people, it is time to surpass boundaries of the ago use its unique qualities
productively — for example by helping others filgit own paths. Mary Margaret's
(or Snow White's) adult life could serve as an etgpal allegory of this
development. When she grows up, she is almost inatedg confronted with death.
As she passes the trials and finds true love, gercomes the abyss between life and
death. Her adulthood begins with a symbolical tabiHer reunion with Prince
Charming is then followed by her giving a birthher daughter, Emma. This new life
represents the creative forces and simultaneousigwa hope for all the fairy tale
characters living in Storybrooke.

Due to the Evil Queen's revenge, however, Snow &\ikés forced to abandon
her child, as she had been said to be the only hapéhe future of the whole
enchanted forest. As difficult as it was for Snovhi¥y, she decided to make this
sacrifice, as she explained to her husband: “We habelieve that she'll come back
for us. We have to give her her best chance” (Kisid Horowitz 2011a, dir. Mylod,
SO01E01 00:31:28). Consequently, Emma was raiseédeircontemporary consensus
reality in the USA, far away from her mother.

In Storybrooke, the archetypal characteristics athlof the fairy tale female
characters are indicated quite clearly verballywali as visually. The first episode

invites the audience to get oriented in the inigidiation, and marks the distinction
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between good and evil so that is it very obvioustwioles the characters play and
what they specifically refer to. The honest andutidful character of Mary
Margaret, dressed in light colours, contrasts wiéiceitful Regina, who typically
wears dark clothes. Furthermore, while Mary Marghves in a humble apartment,
Regina owns a big house with a beautiful garderarafpom the obvious symbol in
form of an apple tree, which Regina cherishesctimeept of a garden itself could be
an allegory related to the mother aspect, as “thbetype is often associated with
things and places standing for fertility and frulitiess: the cornucopia, a ploughed
field, a garden. It can be attached to a rock\e,catree, a spring, a deep well, or to
various vessels such as the baptismal font, oessel-shaped flowers like the rose
or the lotus” (Jung 2003, 15). Although this symimltypically evokes the vital
forces, its connection with the character of thé Bueen is not contradictory. There
are other examples of mythical stories, the Bibdendp one of them, where this
archetype occurs in association with the trickstgure, who initiates the hero's
transformation.

Moreover, though equally important, their occupagioor rather the ways they
perform them, are essentially different. Whereagifeassigned herself the post of
the town's mayor, Mary Margaret works as a primsefiool teacher. Thus, she
actually fulfils her maternal role, despite herliearseparation from her own child.
Even in adulthood, her character is an example h&f positive personality
development and determination. The very messagbeoflV series is articulated
when she explains to Emma the significance of fatgs, together with the reason
why she gave Henry, one of Mary Margaret's studehts is also Emma’s biological
child, a story book to read: “What do you thinkrste are for? These stories are

classics. There’s a reason we all know them. Tleeg'way for us to deal with our
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world. A world that doesn’t always make sense. $nry hasn't had the easiest
life” (Kitsis and Horowitz 2011a, dir. Mylod, SO1E®O0:28:55). Later on, she gives
a conclusion that is self-explanatory: “Look, | gatie book to him because | wanted
Henry to have the most important thing anyone carehHope. Believing in even
the possibility of a happy ending is a very powktfing” (SO1E01 00:29:33). Her
speech correlates with Campbell's words when Hessthat “one fine way parents,
teachers, and others who cherish the minds of thk@g can rebalance and educate
modern children's psyches is to tell them, shownthand involve them in deeper
stories, on a regular basis” (2004, 3). Hence, MAaygaret embraces her new role
as an adult, and passes on the ancient truths dhonanity in the form of a
storybook, as well as her own actions.

Regina's activities, on the other hand, represgntything Mary Margaret
fights against. As a mayor, she still controls pe@vound her. She abuses her power
to manipulate others, so that she reaches heslsgfials. Although the Storybrooke
residents do not particularly respect her authority one really questions it either.
This situation is discussed between Emma and Maayghtet, as Emma wonders

what makes the people want Regina in the office:

Emma: What is her deal? She's not a great peopdemehow did she get elected?
Mary Margaret: She's been a mayor as long as reraember. No one's every been
brave to enough to run against her. She inspiriés gubit of... Well, fear.

(Kitsis and Horowitz 2011b, dir. Beeman, SO1E026(B0)

That exposes the existence and consequences sfigejwonnected with corruption

in politics not just in Storybrooke, but it mighs avell be analogical to issues that
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currently provoke discussion in the society beythalfictional town.

2.1.2. Emma’s Cross

In the series, Emma Swan represents a rather aousgemale character with
a complicated history. She finds herself on a cozss in her life, and the most
significant journey in her life is yet to come. Anow White's daughter and the
potential saviour of the fairy tale land, she pwe have a strong sense of justice,
and inclines to serving the good side. Moreoveariafsom the common personality
gualities, she was born with a special power, winnanifests itself as the ability to
recognize with absolute certainty whether peopke telling the truth or not. Yet,
some negative consequences of the separation feormabther are reflected in the
depiction of her character as a very independeut, socially and emotionally
deprived woman, having abandoned her own childeffendien she was younger.

After Emma renounced her role as a mother and gavson up for adoption,
Regina accepted the responsibility instead. Sheedeher chance to prove her
capability of unconditional love and experience Imeohood while raising Henry.
Although his upbringing is rather comfortable inmnte of materialistic provision,
Regina's capacity to let go bér interests and give Henry the love and support a
child deserves while paying attention to his spaitneeds and fears is still in
guestion. According to Bettelheim, the charactethaf Evil Queen in the original
Snow White warns against narcissism, and he nb@schildren “must gradually
learn to transcend this dangerous form of selflvemment” (1976, 203). Based on
her overall behaviour, is seems that Regina coesinto struggle with this
pathological condition in the TV series. It is rastly her treatment of other people

that shows a considerable degree of bitternesslaokdof compassion. She also
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appears to have adopted Henry for selfish reasoasnly to compensate her
loneliness, since she constantly tries to contiel Iie without taking his own
feelings, ideas and his character in general iotwsicderation. Snow White, on the
other hand, would have been a loving mother tachid, but unselfishly gave her up
for the greater good.

Emma is challenged not only to face her role asaher, but was also
predestined to be a saviour — not just to save HigEom Regina's influence, but to
rescue the whole society in Storybrooke, as shitbasone who has the power to
break Regina's curse. In order for that to happlea,has to decide to leave her self-
preservative distance and sceptical perspectivintbeland believe the seemingly
impossible. In the end, it is her son who helpsdwarcome her deprivation, as he
makes her return to her real family and tries t&kenlaer believe that fairy tales are
not just imaginary stories, but they are actuallet As conflicted as her character is
at the beginning of the series, Emma tells himsthecause you believe something
doesn't make it true” (Kitsis and Horowitz 2011a, Mylod, SO1EO01 00:11:58), to
which Henry replies: “That's exactly what makesue. You should know more than
anyone” (SO1EO1 00:12:01). Consequently, Henngshimg to Emma and making
her come to Storybrooke represents the initiatidmeo journey as a heroine.

Hence, her journey is not a tale of one woman'seldgwment. Being a
representative of our consensus reality, she symdmolthe need to remember
unresolved conflicts, realize one's true, individigentity and fight to restore
balance, since “it is not society that is to guated save the creative hero, but
precisely the reverse. And so every one of us shthesupreme ordeal — carries the
cross of the redeemer — not in the bright momeikssatribe's great victories, but in

the silences of his personal despair’ (Campbel¥2@®2). Emma's task is to turn
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this despair into victory. Eventually, she decitiedollow her intuition and accepts

the quest. This is demonstrated during Emma'’s draroanversation with Regina

when she states: “I don't care what happens tolydon't care what happens to me.
All | care about is what happens to my kid” (Esmen2012, dir. Edwards, SO1E19
00:41:47). Then, she adds: “You're a sociopatly, [gdu tried to take away someone
that | love. And now... I'm going to take away somegmu love. | am taking back

my son” (SO1E19 00:42:00).

However, the outcome of her journey is still unartand depends solely on
her actions. Despite being Snow White daughter,ittentions are not always as
pure. Thus, she somewhat creates a bridge betwaen Wargaret and Regina, and
is yet to choose her path. This, among other signsymbolized by her status once
she decides to stay in Storybrooke. As she becarsasriff of the town, her position
and responsibility reflect her dual nature. On ¢dine hand, she fights injustice and
catches criminals. On the other hand, she basivaihs for Regina, whose actions
are far from moral. Emma, therefore, still needpass the trials of adulthood and
transcend the conflict between generativity andrstion. By developing the ability
of unconditional love and controlling the selfigmdélencies, she can compensate the
unjust loss of her family that she suffered whiening it into a progress-oriented
drive, similar to Snow White's upbringing withouerhmother. The absence of
maternal love is, in fact, a connective feature wmm to the history of each of the
three women's lives. The consequences in the fdritiheo destructive tendencies
observable in Regina's behaviour are, howeverunatoidable. Not Snow White,
but Emma is the heroine who needs to awake, tad@onsibility for development

and fulfil her purpose.
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2.2. From Darkness to Light

As a consequence of the changes in the internabctesization, the main
focus is on the characters rather than the mythiatlre of their journeys as they are
depicted in the original fairy tales (Naoreen 2042). The adaptation consists in the
extension of their personal experiences, which amdshe complexity of their
personalities, and displays them with all their Bomtraits, desires and fears.
Individual episodes obnce Upon a Time gradually unveil what happened earlier in
the characters' lives, and the audience learns whants brought them in the
situations they were formerly known for. In otheords, spectators are given an
insight into the characters' individual strugglediich resemble real-life situations
that they can identify with. Thus, different perabaxperiences somewhat clarify, if
not justify, the characters' behaviour in the pnesehether it is the heroes', or the
villains' actions.

Although partly hidden behind the real-life drantiae archetypal motives in
the plot as well as in the individual characters still recognizable. What is more,
the ambiguous aspect of the story only underlinbstws typical about human
nature, and the similarities between Snow Whitetsthe Evil Queen's lives actually
strengthen their archetypal features. Assumingtti@two characters represent two
essentially different life choices, the TV serigggerves this depiction and further
develops the concept of good and evil by providirgmples of the way it manifests
itself in personal lives of individuals. Though peated as two women with equal
potential, Snow White follows the right path, whikee Evil Queen chooses the dark
side. This division demonstrates the significantéhe individual characters' own

responsibility for their actions and consequenddkase actions.
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2.2.1. The Queen as a Victim

As mentioned above, even though the ploBaote Upon a Time is not limited
to one particular fairy tale, Snow White, and teationship between the two main
female characters, is the keystone of the collecfourney that all the fairy tale
heroes and heroines have to undergo together. [@nécation of the past events,
which caused Snow White and Regina to be enemies,irdtiated the queen's
revenge, is therefore crucial for understanding ¢batral plot. The audience is
provided with information from the past which camange their perception of the
characters' personalities. The more complex chenaation requires a more
thorough reflection on the events in order to skether the archetypal depiction of
the story has been preserved in this new interfowataOne of the most significant
moments when the traditional view of the two femetaracters is disrupted comes
with the revelation of the story of young Regini#s before her marriage to the
king.

Regina is presented as an intelligent, loving and kwoman, who is also very
beautiful. Her life is, however, still very com@i®ed, because she has a hard time
coping with her parents. The young woman, the alalyghter of prince Henry and
princess Cora, strives for their acceptance andggkes with their expectations.
Although Henry is a loving father, his opinions wmiat play an important role, as it is
Cora, also known as the Queen of Hearts, who ddgesna the family and Regina's
life.

Looking at her former status and the backgrounch@f adventurous life,
Regina has got everything a heroine of a greaty steeds. One could almost
compare her to Snow White as the protagonist obler fairy tale. She is innocent,

she is likeable, and she has got a villain to figite question thus is how a person
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generally known to bevil can be perceived as thenocent one, and what went
wrong.

One thing the audience is constantly reminded ofamby in Once Upon a
Time but in other versions of fairy tales is that iise's ability to truly love and be
loved what makes them human, and allows them fd tokir humanity. It might
very well be exactly this principle what changeswers' perception of Regina's
character before and after she becomes the queespit® the malicious and
heartless antagonist her character representg imatiitional fairy tale, the TV show
reveals that she once cared about a man with whenwvas romantically involved.

Earlier in her life, Regina was in love with Danialstable boy working for her
family. While she was still living in her parentsalace, young Regina and Daniel
were having an affair. However, Regina's mother ldiawever approve of their
relationship, and they had to keep it a secretth& beginning of an episode
dedicated to the story of her past life (Kitsis &tatowitz 2012, dir. White, SO1E18),
Regina is presented as a heroine who is deterninégdht for her love. Moreover,
she even shows her capacity to care about peomeavehcomplete strangers to her.
Regina saves Snow White's life after her horse gttgled, and their very first

encounter ends with Snow White's expressing héitypla:

Regina: It's okay, dear. You're safe.

Snow White: You saved my life.

Regina: Are you alright?

Snow White: Yes. But I'll never ride again.

(Kitsis and Horowitz 2012, dir. White, SO1E18 007®
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At the same time, Regina's response again demtesstitee contradiction between
her character as depicted in the traditional féatg, and the impression she makes
due to the addition of the information about th&tdry of her personal life in the TV
series. Her wise words perfectly express the q@snciple of the life journey — one
that she soon fails to abide by herself. Sincke IlBhow White feels discouraged by
her frightening experience, Regina tells her: “Norse. The only way to overcome
fear is to face it. To get back on that horse as sas possible” (SO1E18 00:09:33).
Despite the accuracy of the statement and the apeity of Regina's way of saying
it, she did not really try to solve her own strigdly facing her mother. While
discussing the issue with Daniel, he tries to eregel Regina to be brave enough to

deal with the situation:

Daniel: Regina, tell her. She’ll get over it. Witah she do?

Regina: Have you not seen her magic? The realigudst what can’'t she do?
Daniel: Who cares about magic? True love is thetmpowerful magic of all. It can
overcome anything.

(S01E18 00:08:25)

As Regina shows her fear of her mother's powemétere of her love for Daniel, or
her ability to truly love in general, becomes utaier Cora's strong influence on
Regina's personality could have some serious, egainsequences.

Cora embodies everything that contradicts the idezher figure. In respect to
her lack of empathy, Cora is a manipulative androimg woman, who does not
show consideration for anyone else but herself.sAsh, she could never really

accept her maternal role, which would require mmounditional love. Ultimately, her
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relationships with other people are based on herre&d¢o gain more power. She
demands perfection of others in terms of meetingdwen expectations, and this is
particularly true in relation to her daughter. &ctf, Cora projects her own ambitions
onto Regina, and never shows any compassion. Wherc@amments on Regina's

riding, for example, she says:

Cora: You ride like a man. A lady should be gratefau should use a saddle.
Regina: | was just having fun.

Cora: Well, you're getting a little old for fun. WI$ going to want to marry you
when you behave like a commoner?

(S01E18 00:03:13)

Shortly after Cora expresses her displeasure wathdaughter's behaviour, Regina

tries to fight back, and starts arguing:

Regina: Why do you always have to criticize me?

Cora: I'm not criticizing you — I'm helping you.

(Regina goes to leave.)

Cora: Don't you walk away from me.

(Cora uses her magic to lift Regina off of the grd@and bring her closer.)

Regina: Mother! You know | don't like it when yose magic.

Cora: And | don't like insolence. I'll stop usingagic, when you start being an
obedient daughter.

Regina: Why can't | just be myself?

Cora: Oh, because you can be so much more. If yjostdet me help you...
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(SO1E18 00:04:00)

With regard to her justification, Cora is convincdit her merciless treatment is
absolutely appropriate, and her authority shouldrenebe questioned. Her
pathological arrogance escalates when she intesvane Regina's romantic
relationship in order to make her marry the kingj takes Daniel's life.

Naturally, Regina is destroyed by her lover's deatid her grief can be
understood as a necessary part of the healing ggodé&en, however, she lets her
anger take control of her life. She is not ablentove on, as she starts blaming
everyone else for her misfortune. She does not @éct her mother once and for
all. When she realizes that it was the little pese who told Cora about her intention
to marry Daniel, Regina turns against Snow White vadl. Thus, Regina's
confrontation with this fatal incident casts a nigyihit on her character. It becomes
apparent that she is not capable of forgivenesseder, her spite reveals her
inclination to trickery. Regardless of her maintaghdisdain for Snow White, she
decides to fake sympathy with the purpose of beinlg to increase her power, and
get her revenge one day. Cora, having observednRqgietending kindness and
feelings of love for Snow White's family, pronouscgords of appreciation: “Well
played, dear. You're learning” (Kitsis and Horowi912, dir. White, SO1E18
00:38:53). Consequently, Regina's character aetiteof her story becomes more
and more sinister, as her statement referring tditst encounter with Snow White
clearly demonstrates. She says: “l should havédetdie on that horse” (SO1E18
00:39:39). She has no mercy any more. Thus, sheadligdollows in her mother's
footsteps, despite the fact that Cora was a peRsgina would never want to

become.
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As a consequence, Regina starts being cold arahtli§he becomes a prisoner
of her own past, as she closes her heart to everganept for her lover, who is
already dead. However, her inability to accept BPsdeath only makes her deprive
herself of living. She eventually gives in to damagic. It becomes her addiction
analogous to a drug that she uses as a way ofiegcdye reality of her situation.
She refuses to take responsibility and admit hetngafailed to handle amorous
affair with Daniel — which also raises the questidrthe real nature of her feelings
for him — whether it was the true love Daniel hithseferred to, or rather her
fleeting infatuation. In all, she is constantlyitry to avoid her problems instead of
facing them, which prevents further developmenthef personality. Thus, she
chooses stagnation over progress.

In reference to the classical fairy tale, Bettathalaims: “We do not know
why the queen in “Snow White” cannot age gracefalhd gain satisfaction from
vicariously enjoying her daughter's blooming inttoeely girl, but something must
have happened in her past to make her vulnerabtbatoshe hates the child she
should love” (Bettelheim 1976, 195). By unveilinget background of the Evil
Queen's life, the TV series somewhat clarifiesahgmas surrounding her character
as Bettelheim describes them. Her need to reaskarself of her youthful
appearance signifies her stagnation, which is petedlly a result of her fear of
death. Focusing on the origin of her bitternessthedcause of her hostility towards
Snow White, however, is not necessary.

The question is to what extent, if at all, it iso8nWhite's fault, and how much
has Cora influenced Regina's (in)ability to deathwobstacles in her life, and

ultimately her inevitable mental disintegration. r&ohas failed to adopt the
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responsibility that naturally arises from every @nater with another human being —
mutual respect.

In a way, Regina is a victim of her mother's heagltreatment. Yet, no matter
how difficult and, in terms of emotional supportsufficient her upbringing was, she
has the power to transform this deficiency inta@dpctive force that helps to repair
the damage. Therefore, she is in fact a victimesfdwn actions. She is the one who
decides whether the failure to fight the dangefous of self-centredness, and treat
other people with sincere love and care, whichagd&yond maternal duty, is passed
on to her, or whether she breaks the chain. Farétis no change from darkness to

light or from inertia to movement without emotiof@ung 2003, 33).

2.2.2. Snow White's Atonement

The revelation of Snow White's involvement in thegedy that contributed to
Regina's transformation into the Evil Queen canpaate the spectators' perception
of her as an archetypal protagonist. In fact, liegnte markedly resembles the plot of
a novel by lan McEwarmtonement (2002), which belongs to the category realistic
fiction books. It is a story of a thirteen-year-ofgirl, Briony Tallis, whose
misconception of her sister's love affair dramdiijcahanges lives of everyone
involved — an error eventually resulting in fatahsequences for both lovers.

Both characters, Snow White and Briony, thus somebomplicated other
people's chances to get their happy endings beadubeir engagement in matters
which they as children did not fully comprehend.Snow White's case, however, it
was a misjudgement of Cora's character, becausbelieyed her to be a good and
loving mother. Therefore, the fault was not re&llyow White's. Briony, on the other

hand, recklessly used her imagination to createtaopother people's story.
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In Once Upon a Time, Snow White comes to the stable at night, and sees
Regina and Daniel kissing (Kitsis and Horowitz 20d@2. White, SO1E18 00:17:20).
Similarly to Briony's reaction, she gets confused apset, and runs away. However,

Regina runs after her, and stops her so that shexgaain the situation:

Regina: Your father, King Leopold, he’s a kind dad man... But | don’t love him.
Snow White: | don’t understand. Why not?

Regina: Love doesn’t work that way. Love, true loiemagic. And not just any
magic — the most powerful magic of all. It credtappiness.

Snow White: And that man in the stables... You loveh

Regina: With all my heart.

(Kitsis and Horowitz 2012, dir. White, SO1E18 00118

Although Snow White's inquiry is rather naive astfi then she expresses surprising
understanding. Still, Regina worries about the equnsnces of her secret being
revealed. More then anything, she is terrified @ Imother's reaction to her

relationship with Daniel, and thus tries to asshes it will not happen:

Regina: | need you to be certain. You can nevealsé this. And, above all, you
mustn’t tell my mother. Will you do that for me?
Snow White: Yes, | promise.

(S01E18 00:19:59)

While she broke her promise, Snow White was defen@egina and Daniel's

love, hoping that her clarification could help take them happy. She only told the
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truth which Regina had been trying to hide, and timbended to make things right.
She did not interpret what she had seen wrongly,ishe did, then it was not a
result of the power of her wild imagination. Sheswt left to create a theory about
what had happened on her own — Regina was theegpiain the situation. Thus,
when Snow White spoke to Cora, she did not finteitessary to be concerned with
particular details of what she had been able tonsdeher eyes. Rather, she tried to
see beyond that, and get to the core of the affhich, as Regina had explicitly said
to Snow White, were the feelings between the tweils.

Snow White's good intentions, as well as Coraisgme, are obvious in their

conversation:

Cora: I'd do anything to make her happy.

Snow White: You'd do anything?

Cora: Of course, dear. You know, | talked to thad<about your mother. He told me
how much she loved you. Losing her must’'ve beenasd.

Snow White: It was.

Cora: Hearing him, | realized he might as well hde=n talking about me and
Regina. | don’t want us to lose each other. If dntpuld show her how | feel. That,
no matter what, all | want is her happiness.

Snow White: Then, don’t make her get married.

Cora: I'm sorry?

Snow White: She doesn’t love my father. She lovameone else. She made me
promise not to tell... But she’ll lose you. She cdode her mother. No one should.
Cora: Oh, sweet Snow. It’s alright. She won't lose. You can tell me. You must tell

me.
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(Kitsis and Horowitz 2012, dir. White, SO1E18 00ZH

Snow White's inability to keep the secret was godel outcome of her effort to end
the unbearable frustration of hiding the truththirefore, there was some falsehood
that led to the tragedy, it was Regina’s.

Yet, shortly before she forces Snow White to eatgbisoned apple years later,
Regina assuredly declares: “he died because of (fEgafienson and Goodman 2012,
dir. Cheylov, SO1E21 00:31:06). Her continuous sieln is a result of her failure to
take responsibility for her actions, learn from ha@stakes, and thus find a way to
live a fulfilled life. Even though both women haseffered a loss of their beloved,
they deal with trials and obstacles very differgniiVhile Snow White accepts
change as a natural part of life and uses her toafnel her life drive, whether it
results in her discovery of true love or her endeavo help other people find it,
Regina tries to take it away from them. That, airse, cannot generate happiness in
any way, not even hers.

Actually, the archetypal manifestation of Snow WIsitpositive development is
her death, which is not permanent, but rather Sagmna transition. IrOnce Upon a
Time, the circumstances of this part of the story éghty modified, and the act is
preceded by a dialogue between the two crucialachers, who reach the following

resolution:

Regina: Did you know that apples stand for heatith\wisdom?
Snow White: So, why do | get the feeling that onghkill me?
Regina: It won't kill you. No, what it will do isafr worse. Your body will be your

tomb, and you’ll be in there with nothing but dresaformed of your own regrets.
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Snow White: And you're going to force me to eat it.

Regina: Of course not. It wouldn’t work anyway. Tdteice is yours. It must be
taken willingly.

Snow White: And why would | do that?

Regina: Because, if you refuse the apple, yourcBripour Charming, will be killed.

(Espenson and Goodman 2012, dir. Cheylov, SO1EZ1 (BP)

This negotiation clearly reflects the true natufeeach of the two characters and
their symbolically divergent parts in the plot. p#s the drama complicating their
relationship and the complexity of the plot in geahetheir typical characteristics are
manifested in the ways they deal with obstacleg {ireen's viciousness is a result
of her desperate effort to compensate Daniel'shddastead of forgiveness and
acceptance, she chooses revenge. Furthermorey; tiadimeshowing respect for other
people and their personal freedom, she uses blackonget what she wants. In
contrast to Regina's inability to move on to thatregage in her life, Snow White's
acceptance of death demonstrates her abilifpd® her fear and master the virtues
that allow her to become an adult woman. Hencear titéitudes towards crucial
situations in life show their essentially differe@ipacity for personality development
that leads to integrity, which Erikson considersb® in opposition to the state of
despair (Capps 2011, 270).

Due to the symbolical function of her charactergiRa's presence, together
with the impact of her actions, is crucially imgort in the story. This particular
scene serves as an allegorical depiction of thessalby the hero's journey, which
signifies a critical point preceding their transf@tion. The queen gives Snow White

the apple, which is going to be one of the bigghsilenges testing the true nature of
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her relationship with Prince Charming. The conaegimilar to the connotation of
the fruit from the tree in the Garden of Eden. Ajamith the villain's trickery comes
the moment of revelation, when the truth must bgosgd. Regina confronts Snow
White with her regrets, and threatens to kill hefoled if she refuses to eat the
apple. When reading this situation as a universailylicable analogy to the human
condition, the trickster figure simply figurativelgrticulates the truth about the
human life saying that if Snow White refuses toeta&sponsibility, her dreams (or
true love) will die. Moreover, the Evil Queen statbat “apples stand for health and
wisdom” (SO1E21 00:31:52) — a virtue Snow Whitedset® have adopted not only
to transcend the interests of her own ego, buttalsegard death as a part of life. As
she willingly eats the apple, well aware of the sgmuences, and thus sacrifices
herself for another person, she proves her albdifgce regrets and repent.

In the end, the decision to act morally requiresvbry, meaning generally the
will to fight one's fear. This also appears to be the main themes of Snow White's
and the Evil Queens' stories@nce Upon a Time, as well as the original versions of
the fairy tale. In the originghow-white by the Grimm brothers, for instance, “when
the poor child found herself quite alone in thedwiloods, she felt full of terror, even
of the very leaves on the trees, and she did notvkmhat to do for fright. Then she
began to run over the sharp stones and througthdtine bushes, and the wild beasts
after her, but they did her no harm” (Jacob anch&ith Grimm 1882, 214). In Walt
Disney's animated variation of the fairy tale, thexhausted after her journey
through the dark forest, Snow White finds hersgiid on the ground and crying.
Suddenly, she is surrounded by wild animals, who ggared of her, and she
explains: ,Please, don't run away. | won't hurt.ykm awfully sorry. | didn't mean to

frighten you. But you don't know what I've beenotigh. And all because | was
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afraid. I'm so ashamed of the fuss I've made” (H&8d87, 00:07:50). All these
examples present fear as a deadly force, whiledheage to face is an essential part
of the will to live, which enables the heroine towe forward. As a consequence,
Snow White's death does not actually represengildeof her life, but it is a symbol

of her development, signifying a new beginning.

2.2.3. Death, Rebirth and the Self

As fairy tales are traditionally connected with gedfic stage of personality
development, they basically depict the typical p®gocial crises described by
Erikson. The adventures of the fairy tale heroesnthmeflect the necessity to
overcome these conflicts, where dismissal of trgatiee aspects and identification
with the positive ones is achieved by developingc#c human strengths or virtues.
Among these, Erikson lists the following: hope,Iwilurpose, competence, fidelity,
love, care, and wisdom. They unfold chronologicatiythis exact order, and one is
contingent on the other. Capps expresses theiifiseymce in human life by stating
that “the human strengths that develop in childhadthe basis, collectively, for the
formation of what | am callinghe resourceful self” (Capps 2011, 279: emphasis is
original). Among various selves we possess, fdoeurceful self is critical not only
for personal survival but also for the sense thae's life has meaning and
purpose”(269: emphasis is original). To put thisaapt of “the resourceful self’ into
the context of the collective unconscious, archesypould be seen as the original
source that generates the strengths or virtueshwdtimmulate one's humanity and
enable an individual to act in accordance withdbkective pre-knowledge of what
is good, and what is wrong. Thus, the stories séxvelemonstrate how they speak

not only of what goes on within the human psyche how transformations can take
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place so that we can lead more fulfilling livesietito the promptings of the Self and
soul” (Mitchell 2010, 279).

The fairy tale about Snow White is originally ategbry of the transition from
childhood to adulthood, which is marked by the hexs rebirth. In the TV series,
her symbolical death is equally archetypal, butdtery is not limited to one phase
of a young girl's life. Both the traditional versiand the TV one display her ability
to love, which is the human strength that mustdspimed in order to enter the stage
of young adulthood. This transformation is explcilustrated by the moment when
Prince Charming kisses her, and she is reborn. ,Télus literally awakens into
adulthood. The reference to the power of love isommonly used metaphor, as
“finding true love quite literally means resurrecti (Tautz 2008, 171).

Among four different forms of manifestation of tlachetype concerning
rebirth, Jung presents this phenomenon as a commonturring symbol
representing a positive transformation within andividual's personality

development:

The fourth form concerns rebirth in the strict gernbat is to say, rebirth
within the span of individual life. The English wibrebirth is the exact
equivalent of the Germawledergeburt, but the French language seems
to lack a term having the peculiar meaning of “rigbi This word has a
special flavour; its whole atmosphere suggestsidiea of renovatio,
renewal, or even of improvement brought about bygioe means.
Rebirth may be a renewal without any change ofdgemasmuch as the
personality which is renewed is not changed iregsential nature, but

only its functions, or parts of the personalitye a&ubjected to healing,
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strengthening, or improvement. Thus even bodily ithay be healed

through rebirth ceremonies. (2003, 54-55)

In other words, rebirth symbolizes a step forwarddeveloping the “resourceful
self”. Jung states that: “Nothing can exist with@stopposite; the two were one in
the beginning and will be one again in the end.gCmusness can only exist through
continual recognition of the unconscious, just @srghing that lives must pass
through many deaths” (2003, 33). In the series,wShdhite has overcome the
contradiction between life and death, isolation emtichacy, and enters the next stage
of the human life.

Therefore, the depiction of the Evil Queen and Shghite in Once Upon a
Time provides a more comprehensive reflection on aiviehaal's spiritual growth,
while focusing on the characters' adulthood. Ittnadis their personalities at that
point in their lives when the typical personal dileas, along with the human
strengths that need to be mastered, move to anletred. Thus, the series follows
both women's gradual transformation towards intggend the audience can see
how successful each of them is in achieving thenale goal of the life journey,
where the completion of the resourceful self rezpiifwisdom”, described as
“detached concern with life itself, in the faced#fath itself” (Capps 2011, 273). The
characters continue to follow two different patbee of which represents progress
and leads to happiness, while the other is an ebeaofipegression. At the same time,
the series emphasises the ambivalent nature ofatitk the role of choice in the
characters movement from darkness to light. Inethet everyone has the capacity to
be both good and evil. Conflict represents theressef the hero's journey, and the

characters' archetypal behaviour depends on théityao resolve each struggle by
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controlling the conflicting forces and restoringldrece. The original depiction of
Snow White also includes this aspect, using a muoegaphorical expression while
focusing on her external characterization. As “angges containing opposites can
also symbolize totality” (Mitchell 2010, 274), tlipieen gave birth to a daughter
“with a skin as white as snow, lips as red as hl@d hair as black as ebony, and
she was named Snow-white” (Jacob and Wilhelm Grib882, 213). Her dark black
hair and white skin do not create a conflict, butrkwvtogether in perfect harmony,

and thus make her the fairest of them all.
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Conclusion

Myths have always been an essential part of humaAichetypal stories
include a variety of more specialized genres, lfluteflect the universal pattern of
the hero's journey, which is analogical to the d&asivariable principles of the
process of development and applicable to a greabeuof human experiences. As
such, it can be perceived as an archetype of th@huife which consists of images
derived from the collective unconscious. It mirrtine process of individuation and
the divergent forces operating in the psyche, wiserae enhance integrity, while
others prevent it. Depending on the particular getive archetypes gain a more or
less specific form that is communicable throughgleage. Fairy tales are then an
example of a more specialized variation of monomwthere archetypal images are
adapted to children's experiences, as well as tognitive skills. In the TV series
Once Upon a Time, fairy tales are adapted for different purposeth e aim to
inspireadult audience, and the communication of the universatepts is therefore
even more complicated.

The adventures of fairy tale characters depicteithénseries are not restricted
to typical crises related to particular stages ichdd's development, but rather
provide a more general picture of the life journl&ystrating the relevance of these
struggles to further personality development in ltdod. In respect to this
description, the plot of Snow White creates thetragrstoryline. Since the classical
story imaginatively demonstrates the aspects oftthesition from childhood to
adulthood, the writers ddnce Upon a Time use the theme and components of this
fairy tale to design a more complex piece of wdfkrthermore, the plot of the
original version is essentially built on the coct#id nature of the human mind,

which is traditionally represented by the archekygiatinction between good and
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evil. The two concepts are personified in two feanetharacters who are driven by
different motives, where one is an opponent todtheer. The series then uses the
potential of this illustrative model and develobe tharacters' roles further.

As a result, the extensively altered characteomatin this postmodern
adaptation radically affects the meaning and pwemdshe stories, but the archetypal
patterns have not disappeared, as the essence ofigimal images serves to convey
a different message. As the characteristic ateoof both Snow White and the Evil
Queen as adult women are manifested in the new thkt come with adulthood,
their characters i®nce Upon a Time represent the positive and the negative aspects
of the mother archetype. The different paths ed¢hesn chooses show what virtues
are necessary to be consolidated in order to ligwad life as opposed to traits
generating pathological behaviour, and how theynzagifested in real-life situations
that relate to lives of contemporary adult specsatdlso, within the endeavour to
reveal the true nature of the human mind, the vaitghisplays its ambiguity and
present duality as an indispensable aspect of life.

Moreover, as a postmodern narrative, it uses thtioal features of the stories
to draw attention to the significance of these vemgges, and thus emphasises the
role of the collective unconscious in individuadgiritual growth, which is often
undermined due to the influence of secularizatibrthe modern societyThe TV
series characters' symbolical awakening thus emsaiie universal fascination with

magic and encourages the audience to embracestheiuality.
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