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Enter Bugs Bunny: Matador and Star in Bully for Bugs 

Iﾐ DｷゲﾐW┞げゲ ヱΓヲヲ Laugh-O-Grams cartoon Puss in Bootsが デｴWヴWげゲ ; ゲIWﾐW ; デｴｷヴS ﾗa デｴW ┘;┞ デｴヴﾗ┌ｪｴ ｷﾐ 
which the proデ;ｪﾗﾐｷゲデ ふﾐ;ﾏWS ゲｷﾏヮﾉ┞ けTｴW Bﾗ┞げぶが SWゲヮﾗﾐSWﾐデ ;デ デｴW Kｷﾐｪげゲ Sｷゲ;ヮヮヴﾗ┗;ﾉ ﾗa ｴｷﾏ ;ゲ ; 
match for his daughter, is persuaded by his feline friend Puss to visit the local cinema. There, they 

watch a cartoon billed けRODOLPH VASELINO In THROWING THE BULL In Six Partsげ, the title of which 

unmistakably alludes to RuSﾗﾉヮｴ V;ﾉWﾐデｷﾐﾗげゲ ゲデ;ヴヴｷﾐｪ ヴﾗﾉW ｷﾐ デｴe silent version of Blood and Sand 

(1922). Here, the cartoonalising of Valentino as Vaselino and デｴW ┞ﾗ┌ﾐｪ Hﾗ┞げゲ emulation of this star 

by becoming a masked matador who ends up having to rely on hypnotic help from Puss to defeat 

the bull comically deflates デｴｷゲ ;Iデﾗヴげゲ ヮヴｷ┗ｷﾉWｪWS ゲデ;デ┌ゲ ;ゲ ｴ┌ﾏ;ﾐ ゲデ;ヴ H┞ ヴW-presenting him within a 

form (animation) traditionally regarded as the poor relation to live action cinema. As such, this 

cartoon skit of Valentino in Blood and Sand illustrates ;ﾐｷﾏ;デｷﾗﾐげゲ ヮWﾐIｴ;ﾐデ aﾗヴ けimport[ing] [ぐ] non-

animated movie star trappings to re-ヮWヴaﾗヴﾏ デｴW ;ヴデｷaｷIW ﾗa ゲデ;ヴSﾗﾏげが ┌ゲｷﾐｪ けヮ;ヴﾗS┞ ;ﾐS IヴW;デｷ┗W ヴW-

ヮWヴaﾗヴﾏ;ﾐIWゲ ﾗa さゲデヴ;ｷｪｴデざ ゲデ;ヴSﾗﾏげ.1 

Whilst it refrains from the sharper caricaturing of live action Hollywood stars that Crafton 

traces in Warner Bros. cartoons,2 DｷゲﾐW┞げゲ ヱΓヲヲ Laugh-O-Gram is nonetheless instructive in 

highlighting ;ﾐｷﾏ;デｷﾗﾐげゲ a;ゲIｷﾐ;デｷﾗﾐ ┘ｷデｴ stardom and bullfighting. However, unlike this cartoon or 

1925げゲ Alice the Toreador (one in a series of short films featuring child actor Virginia Davis in an 

animated world), other cartoons devoted to this subject differ in their repeated staging of such a 

spectacle around well-known animated に not human に personalities: Popeye, Porky Pig, Bugs Bunny, 

Goofy, Droopy, Tom and Jerry, the Pink Panther, all appear in cartoons where に whether by intention 

or happenstance に they don the role of matador (or, in the case of Tom and Jerry, matador and bull), 

mostly, but not always, in the bullring. But are these cartoon personalities entitled to be considered 

as stars like Valentino? Crafton notes some of the difficulties in mapping star and performance 

studies approaches onto the study of cartoon personalities. Because much of this work is predicated 

on a tension between on and off-screen ﾉｷ┗Wゲが HWデ┘WWﾐ ヮWヴaﾗヴﾏWS ;ﾐS さヴW;ﾉざ ｷSWﾐデｷデｷWゲが デｴｷゲ IヴW;デWゲ 
; ヮヴﾗHﾉWﾏ S┌W デﾗ けデｴW ヮWI┌ﾉｷ;ヴ ゲデ;デ┌ゲ ﾗa デﾗﾗﾐ HﾗSｷWゲげ.2 As he ﾗHゲWヴ┗Wゲぎ けTｴW┞ ぷデﾗﾗﾐゲへ ;ヴW IﾗヴヮﾗヴW;ﾉ に 

[ぐ] through embodiment, agency and proximal liveness に yet they have no physical body, which 

short-circuits the film theory. If stars must have two bodies, one an artificial construct and one 

さヴW;ﾉがざ デｴWﾐ ┘W ﾏ┌ゲデ ﾉﾗﾗﾆ ;ｪ;ｷﾐ ;デ デｴﾗゲW HWﾉｷW┗WS-in beings, the toonsくげ3 He goes on to add that, 

けAIｴｷW┗ｷﾐｪ ゲデ;ヴSﾗﾏ ぐ ｷゲ Iｴ;ﾉﾉWﾐｪｷﾐｪ aﾗヴ ;ﾐｷﾏ;デWS HWｷﾐｪゲ デｴ;デ Sﾗﾐげデ ｷﾐｴ;Hｷデ ヮｴ┞ゲｷI;ﾉ HﾗSｷWゲ ;ﾐS 
therefore lack the performed body/real body umbilicus that so many acting theories insist on.4 

H;┗ｷﾐｪ ﾐﾗデWS ゲ┌Iｴ SｷaaｷI┌ﾉデｷWゲが ｴﾗ┘W┗Wヴが Cヴ;aデﾗﾐ ヮヴﾗIWWSゲ デﾗ けｷﾐゲｷゲデ デｴ;デ BWデデ┞ Bﾗop [to use his own 

case study] was a movie ゲデ;ヴげ in her own right,5 maintaining that the gap between animated and 

human stars is perhaps less than it might appear given how both are rooted in processes of 

Iﾗﾐゲデヴ┌Iデｷﾗﾐ ;ﾐS ｷﾉﾉ┌ゲｷﾗﾐく Aヴｪ┌ｷﾐｪ デｴ;デ けTﾗﾗﾐ ;ﾐS ｴ┌ﾏ;ﾐ ゲデ;ヴゲ ゲｴ;ヴW デｴW HﾗﾐS ﾗa Hﾗデｴ HWｷﾐｪ ｴｷｪhly 

constructed identities that develop over time, a performativity that extends beyond their acting in 

;ﾐ┞ ヮ;ヴデｷI┌ﾉ;ヴ aｷﾉﾏげ ;ﾐS デｴ;デ けデhe toons had off-screen lives, too, also blatantly designed and 

                                                           
1 Donald Crafton, Shadow of a Mouse: Performance, Belief and World-Making in Animation (Berkeley: 

University of California Press, 2012), p. 85.                                                                                                                                                              

2 Donald Crafton, けTｴW VｷW┘ Fヴﾗﾏ TWヴﾏｷデW TWヴヴ;IWぎ C;ヴｷI;デ┌ヴW ;ﾐS P;ヴﾗS┞ ｷﾐ W;ヴﾐWヴ Bヴﾗゲく Aﾐｷﾏ;デｷﾗﾐげ ｷn 

Reading the Rabbit: Explorations in Warner Bros. Animation, ed. Kevin S. Sandler (New Brunswick: Rutgers 

University Press, 1998), pp. 101-20. 
2 Crafton (2012), p. 85. 
3 Ibid. 
4 Ibid., p. 86. 
5 Ibid., p. 84. 



aｷIデｷデｷﾗ┌ゲげ,6 Crafton even goes so far as to suggest thaデ けデｴW ┘ｴﾗﾉW WﾐデWヴヮヴｷゲW ﾗa ﾏ;ﾆｷﾐｪ デﾗﾗﾐ ゲデ;ヴゲ ｷゲ 
inherently camp in the sense that the performers are living the lives of movie actors vicariously for 

デｴWｷヴ a;ﾐゲげ.7 

If performativity, construction and camp are terms central to understanding how stardom 

oper;デWゲ ｷﾐ ;ﾐｷﾏ;デｷﾗﾐが デｴWﾐ デｴW┞ ﾏ;┞ ;ﾉゲﾗ ｴWﾉヮ デﾗ W┝ヮﾉ;ｷﾐ デｴW ゲｴﾗヴデ I;ヴデﾗﾗﾐげゲ ヴWI┌ヴヴｷﾐｪ ;ゲゲﾗIｷ;デｷﾗﾐ 
of its stars with bullfighting. In becoming a matador, not only does the cartoon character act out a 

role (and status) typically assigned to the human star, but in participating in the bullfight this figure 

enters an arena conducive to the performance and display oa ｴｷゲ ふ;ﾐS ｷデ ｷゲ ┌ゲ┌;ﾉﾉ┞ ; けｴｷゲげぶ ゲデ;ヴ 
IヴWSWﾐデｷ;ﾉゲく Tｴ;デ ﾗﾐW ﾗa ;ﾐｷﾏ;デｷﾗﾐげゲ ﾏﾗゲデ ヮﾗヮ┌ﾉ;ヴ ゲデ;ヴゲ ;ヮヮW;ヴs in one of the most successful 

cartoons ever staged around the bullfight is noteworthy in this respect and the rest of this article will 

be devoted to a detailed analysis of Bugs Bunny in the Warner Bros. Looney Tunes short Bully for 

Bugs (Cｴ;ヴﾉWゲ Mく けChuckげ Jones, 1953). By the time this cartoon was released, Bugs Bunny was an 

established cartoon personality whose screen persona had evolved from the late 1930s, with A Wild 

Hare (FヴWS けTexげ A┗Wヴ┞が ヱΓヴヰぶ ┘ｷSWﾉ┞ ヴWｪ;ヴSWS ;ゲ デｴW aｷヴゲデ I;ヴデﾗﾗﾐ デﾗ SWaｷﾐW B┌ｪゲげ Iｴ;ヴ;IデWヴが ゲｷﾐIW ｷデ 
was there that けMWﾉ Bﾉ;ﾐI gave him his classic Bronx/Brooklyn accent and Tex Avery gave him his 

ヮﾉ;┞a┌ﾉﾉ┞ ;ｪｪヴWゲゲｷ┗W ;デデｷデ┌SWげく8 Fﾗﾉﾉﾗ┘ｷﾐｪ A┗Wヴ┞げゲ SWヮ;ヴデ┌ヴW aヴﾗﾏ デｴW ゲデ┌Sｷﾗ ｷﾐ 1942,9 Bob Clampett, 

Chuck Jones and Friz Freleng, who led three different directorial units, each gave their own 

SｷゲデｷﾐIデｷ┗W ｷﾐaﾉWIデｷﾗﾐ デﾗ デｴW ヴ;HHｷデげゲ ヮWヴゲﾗﾐ;ﾉｷデ┞く During the Second World War, a more sadistic Bugs 

Bunny けWﾏHﾗSｷWS デｴW IﾗIﾆｷﾐWゲゲ ﾗa デｴW Iﾗ┌ﾐデヴ┞ ┘ｷデｴ ｴｷゲ ┌ﾐ┘ｷﾉﾉｷﾐｪﾐWゲゲ デﾗ H;Iﾆ Sﾗ┘ﾐ aヴﾗﾏ デｴW WﾐWﾏ┞ 
and his deterﾏｷﾐ;デｷﾗﾐ デﾗ Sﾗ ┘ｴ;デ ┘;ゲ ヴｷｪｴデげく10 Under the creative influence of Chuck Jones in 

particular, the postwar Bugs Bunny matured into a cartoon character who: 

┘;ゲ ﾐW┗Wヴ さﾏｷゲIｴｷW┗ﾗ┌ゲ ┘ｷデｴﾗ┌デ ヴW;ゲﾗﾐくざ HW ┘;ゲ ﾐWｷデｴWヴ ; ヴWHWﾉ ﾐﾗヴ ;ﾐ さｷﾐﾐﾗIWﾐデ 
H┞ゲデ;ﾐSWヴざ H┌デ ┘ｴ;デ Cｴ┌Iﾆ JﾗﾐWゲ I;ﾉﾉゲ ; さIﾗ┌ﾐデWヴヴW┗ﾗﾉ┌デｷﾗﾐ;ヴ┞ざ ﾗヴ ┘ｴ;デ Lﾉﾗ┞S ‘ﾗゲW 
ヴWaWヴゲ デﾗ ;ゲ ; さｪWﾐデﾉWﾏ;ﾐ ;ﾐ;ヴIｴｷゲデくざ B┌ｪゲ ﾏ┌ゲデ ;ﾉ┘;┞ゲ HW ; ┘ｷﾐﾐWヴがざ ゲ;┞ゲ ‘ﾗゲWが さH┌デ ; 
┘ｷﾐﾐWヴ ｷﾐ ; IﾗﾐデWゲデ ｴW IﾉW;ヴﾉ┞ ┗ｷW┘ゲ ;ゲ ｷSｷﾗデｷIくざ HW ｷﾐゲｷゲデゲ ﾗﾐ ┗ｷIデﾗヴ┞ ｷa ┞ﾗ┌ ｷﾐゲｷゲデ ﾗﾐ 
war.11 

Despite these Iｴ;ﾐｪWゲ デﾗ B┌ｪゲ B┌ﾐﾐ┞げゲ ゲデ;ヴ ヮWヴゲﾗﾐ;が デｴWヴW ;ヴW IWヴデ;ｷﾐ WﾉWﾏWﾐデゲ に such as his 

frequent recourse to cross-dressing - that remain fairly constant, ┘ｷデｴ “;ﾐSﾉWヴ ;ヴｪ┌ｷﾐｪ デｴ;デ けB┌ｪゲ 
B┌ﾐﾐ┞げゲ ;Hｷﾉｷデ┞ デﾗ Sｷゲｪ┌ｷゲW ｴｷﾏゲWﾉa ;ゲ W┗Wヴ┞デｴｷﾐｪが ｷﾐIﾉ┌Sｷﾐｪ さ┘ﾗﾏ;ﾐがざ ;IIﾗ┌ﾐデゲ for his enormous 

ヮﾗヮ┌ﾉ;ヴｷデ┞ ﾗ┗Wヴ aｷ┗W SWI;SWゲげく12 This potential for gender aﾉ┌ｷSｷデ┞が IﾗﾏHｷﾐWS ┘ｷデｴ B┌ｪゲげゲ ability to 

subvert (as in all Warner Bros. chase narratives) the predator vs. prey hierarchy through his status as 

a (working-class) underdog of the forest world who invariably gets the better of his gullible hunter, 

endows his wise-cracking screen persona with an anarchic quality that is fundamental to his 

stardom. 

On moving onto Bully for Bugs, then, our twofold aim will be to consider how this popular 

cartoon に in which Bugs Bunny accidentally winds up in a bullfighting ring only to be incited to play 

the part of matador に ;Iデゲ ;ゲ ; ゲデ;ヴ ┗WｴｷIﾉW aﾗヴ デｴｷゲ Iｴ;ヴ;IデWヴが ;ﾐSが Iﾗﾐ┗WヴゲWﾉ┞が ｴﾗ┘ B┌ｪゲ B┌ﾐﾐ┞げゲ 
screen persona (with its potential for disruption) in turn impacts on デｴｷゲ ;ﾐｷﾏ;デWS ゲｴﾗヴデげゲ 
presentation of bullfighting. In the process, we will address the following questions arising from this: 

                                                           
6 Ibid., p. 87. 
7 Ibid., p. 92. 
8 Barry P┌デデWヴﾏ;ﾐが けA “ｴﾗヴデ CヴｷデｷI;ﾉ Hｷゲデﾗヴ┞ ﾗa W;ヴﾐWヴ Bヴﾗゲく C;ヴデﾗﾗﾐゲげ ｷﾐ Reading the Rabbit, pp. 29-37 (p. 32). 
9 Ibid. 
10 KW┗ｷﾐ “く “;ﾐSﾉWヴが けIﾐデヴﾗS┌Iデｷﾗﾐぎ LﾗﾗﾐW┞ T┌ﾐWゲ ;ﾐS MWヴヴ┞ MWデﾗﾐ┞ﾏゲげ ｷﾐ Reading the Rabbit, pp. 1-28 (p. 7). 
11 Ibid., p. 7-8. 
12 Sandler, けGWﾐSWヴWS E┗;ゲｷﾗﾐぎ B┌ｪゲ B┌ﾐﾐ┞ ｷﾐ Dヴ;ｪげ ｷﾐ Reading the Rabbit, pp. 154-71 (p. 171). 



Do the specific conditions of the bullfight prompt any significant adjustments or negotiations with 

regard to B┌ｪゲげゲ ゲIヴWWﾐ ｷSWﾐデｷデ┞? Hﾗ┘ SﾗWゲ デｴW I;ヴデﾗﾗﾐげゲ ゲデ;デ┌ゲ ;ゲ ; ゲデ;ヴ ┗WｴｷIﾉW aﾗヴ B┌ｪゲ B┌ﾐﾐ┞ 
;aaWIデ デｴW aｷﾉﾏげゲ SWヮｷIデｷﾗﾐ ﾗa Hﾗデｴ H┌ﾉﾉ ;ﾐS ｴ┌ﾏ;ﾐ ﾏ;デ;Sﾗヴい Considering the oft-quoted anecdote 

that Bully for Bugs ┘;ゲ ﾏﾗデｷ┗;デWS H┞ デｴW ;ﾐｷﾏ;デﾗヴゲげ ヴWa┌ゲ;ﾉ デﾗ ;IIWヮデ デｴWir producer Eddie Selzerげゲ 
SｷIデ┌ﾏ ﾐﾗデ デﾗ ﾏ;ﾆW けany ヮｷIデ┌ヴWゲ ;Hﾗ┌デ H┌ﾉﾉaｷｪｴデｷﾐｪげが ﾗﾐ デｴW H;ゲｷゲ デｴ;デ けデｴWヴWげゲ ﾐﾗthing funny about 

H┌ﾉﾉaｷｪｴデゲぁげが13 to what extent does this I;ヴデﾗﾗﾐげゲ non-realist properties (as a work of animation) 

sanction greater freedom from the realities of bullfighting? And, finally, how is the dramatic sphere 

of the bullfighting ring inflected in this cartoon, where, in the absence of the wider storyline and 

romance plot associated with seminal bullfighting movies like Blood and Sand, it becomes the 

exclusive focus of interest and a fictional arena aﾗヴ B┌ｪゲ B┌ﾐﾐ┞げゲ ゲデ;ヴヴｷﾐｪ ヮWヴaﾗヴﾏ;ﾐIW? 

 

Enter the Arena: Bullfighting as a Star Vehicle 

The opening image of Bully for Bugs に a wide shot of the arena from above, as the matador 

approaches its centre に establishes the two traits of the bullring which have made it an ideal venue 

for exhibiting the antics of countless cartoon stars: its clearly visible boundaries mark it as an 

enclosed space, and the presence of the pacing torero and the cheering crowd mark it as a site of 

performance. Each of these attributes is key to the way Bugs and his cumulative star persona are 

depicted in the film, and their impact is particularly felt in the way that the rabbit is positioned as a 

disruptive force in relation to the institution of bullfighting. Firstly, the limited space that the bullring 

affords to its cartoon combatants offers a suitably minimalist setting to showcase the repetitive 

back-and-forth attacks that comprise the narrative of the typical chase cartoon. In his extended 

SWaｷﾐｷデｷﾗﾐ ﾗa デｴW Iｴ;ゲW I;ヴデﾗﾗﾐが Nﾗヴﾏ;ﾐ KﾉWｷﾐ ﾗaデWﾐ Wﾏヮｴ;ゲｷゲWゲ デｴW ｪWﾐヴWげゲ ゲｷﾏヮﾉｷIｷデ┞く HW ｷSWﾐデｷaｷWゲ 
the emergence of the form in the late 1930s as a trend towards けさ;ﾐデｷ-ゲデﾗヴ┞ざが ; ヴW;Iデｷﾗﾐ ;ｪ;ｷﾐゲデ 
I;ヴデﾗﾗﾐ ﾏWﾉﾗSヴ;ﾏ;げ,14 and reduces its story to けデｴW Iﾗﾉﾉｷゲｷﾗﾐ ﾗa ｷﾏヮヴﾗH;HｷﾉｷデｷWゲ ﾏWWデｷﾐｪ ﾗﾐ ; aｷWﾉS 
┘ｴWヴW ﾗﾐﾉ┞ ｪヴWWS ;ﾐS ｷﾐ┗;ゲｷﾗﾐ ﾗヮWヴ;デWげ.15 Tｴｷゲ けaｷWﾉSげ I;ﾐ デ;ﾆW デｴW aﾗヴﾏ ﾗa デｴW SWゲWヴデが デｴW ┘ﾗﾗSゲが ﾗヴ 
a domestic living rooﾏが ┘ｴｷﾉW デｴW けｪヴWWSげ ﾏﾗゲデ ﾗaデWﾐ ﾏ;ﾐｷaWゲデゲ ;ゲ デｴW ｴ┌ﾐｪWヴ ﾗa ; ヮヴWS;デﾗヴが ┘ｴﾗ 
けｷﾐ┗;SWゲげ デｴW ｴﾗﾏW ﾗヴ ｴ;Hｷデ;デ ﾗa デｴW ヮヴWy. In the late 1940s, leading up to Bully for Bugsげ IヴW;デｷﾗﾐが 
KﾉWｷﾐ ｷSWﾐデｷaｷWゲ ; ﾏﾗ┗WﾏWﾐデ デﾗ┘;ヴSゲ け; ﾏﾗヴW WヮｷI ┗;ヴｷ;ﾐデ ﾗa デｴW W;ヴﾉｷWヴ Iｴ;ゲWが more simplified, even 

ﾏﾗヴW ゲデヴｷヮヮWS Sﾗ┘ﾐが ｷﾐ ゲﾗﾏW I;ゲWゲ ヮ;ゲデ デｴW ｪW;ヴゲげが16 with which he credits Chuck Jones (as well as 

Tex Avery).  

Iﾐ JﾗﾐWゲげ ┘ﾗヴﾆ デｴｷゲ SWSｷI;デｷﾗﾐ デﾗ ﾏｷﾐｷﾏ;ﾉｷゲﾏ ｷゲ HWゲデ W┝WﾏヮﾉｷaｷWS H┞ デｴW Cﾗ┞ﾗデW ;ﾐS ‘ﾗ;S 
‘┌ﾐﾐWヴ ゲｴﾗヴデゲが HWｪｷﾐﾐｷﾐｪ ┘ｷデｴ ヱΓヴΓげs Fast and Furry-ous, in all of which the action revolves entirely 

;ヴﾗ┌ﾐS デｴW ヮヴWS;デﾗヴ Iｴ;ゲｷﾐｪ ｴｷゲ ヮヴW┞ デｴヴﾗ┌ｪｴ デｴW SWゲWヴデ ┘ｷデｴ デｴW ｴWﾉヮ ﾗa ┗;ヴｷﾗ┌ゲ けACMEげ 
contraptions, which inevitably backfire. Jones later revealed a list of rules に けNﾗ ﾗ┌デゲｷSW aﾗヴIW I;ﾐ 

ｴ;ヴﾏ デｴW Cﾗ┞ﾗデWげが けNﾗ Sｷ;ﾉﾗｪ┌W W┗Wヴげが けTｴW ‘ﾗ;S ‘┌ﾐﾐWヴ ﾏ┌ゲデ ゲデ;┞ ﾗﾐ デｴW ヴﾗ;Sげ に designed to limit 

the scope of the action in order to inspire and enhance the comedy.17 Although some, including 

                                                           
13 Chuck Jones quoted in Chuck Jones Conversations, ed. by Maureen Furniss (Jackson: University Press of 

Mississippi, 2005), p. 140. 
14 Norman M. Klein, Seven Minutes: The Life and Death of the American Animated Cartoon (London: Verso, 

1996), p. 162. 
15 Ibid., p. 164. 
16 Ibid., p. 178. 
17 Chuck Jones, Chuck Amuck: The Life and Times of an Animated Cartoonist (London: Simon & Schuster, 1989), 

pp. 224-225. 



writer Mike Maltese, have claimed that these rules are apocryphal,18 they nonetheless accurately 

SWゲIヴｷHW デｴW ﾉｷﾏｷデ;デｷﾗﾐゲ ﾗa デｴW I;ヴデﾗﾗﾐゲ ;ﾐS ヮヴﾗ┗ｷSW ;ﾐ ｷﾐゲｷｪｴデ ｷﾐデﾗ JﾗﾐWゲげ ;ヮヮ;ヴWﾐデ SWゲｷヴW デﾗ ﾉﾗI;デW 
his chases in as austere a context as possible. Bully is another example of this push for further 

ゲｷﾏヮﾉｷaｷI;デｷﾗﾐが ｷﾐ デｴ;デ ｷデ ヴWﾏﾗ┗Wゲ けｪヴWWSげ aヴﾗﾏ デｴW Wケ┌;デｷﾗﾐく B┌ｪゲ ｴ;ゲ けｷﾐ┗;SWSげ デｴW ゲヮ;IW ﾗa デｴW 
bullring, yes, but neither he nor the bull desire anything from one another: they fight simply because 

that is, as the audience is likely aware, what a brave bull is bred to do in this context. The bullfight 

scenario is familiar enough in the anglosphere that the conflict requires no detailed explanation; the 

hostility between matador and bull is as self-evident as that between cat and mouse, or hunter and 

rabbit, an ideal set-up for a seven-minute cartoon. The arena, as an enclosed, largely empty space, is 

one of the most stripped-back settings in which Bugs has ever done battle. The filmげゲ aﾗI┌ゲ ｷゲ 
therefore exclusi┗Wﾉ┞ ﾗﾐ ┘ｴ;デ KﾉWｷﾐ ｷSWﾐデｷaｷWゲ ;ゲ デｴW IﾗヴW ﾗa デｴW Iｴ;ゲW I;ヴデﾗﾗﾐが けデ┘ﾗ デｴｷﾐﾆｷﾐｪ 
adversaries taking turns に ゲIｴWﾏｷﾐｪが SヴW;ﾏｷﾐｪが ﾏｷ┝ｷﾐｪ ｪヴWWSが ﾐ;ｷ┗Wデ┞が ゲ;Sｷゲﾏが ;ﾐS ヴW┗WﾐｪWげが19 with 

minimal plot, set-up, set-dressing or outside forces to obstruct the back-and-forth exchange around 

which the comedy is built. 

 

 

The seemingly closed system of the arena also serves, by the very fact of its permeability, as 

; ゲ┞ﾏHﾗﾉｷI I;ﾐ┗;ゲ ┌ヮﾗﾐ ┘ｴｷIｴ B┌ｪゲ I;ﾐ ┘ヴW;ﾆ ;ﾐ;ヴIｴ┞く WｴｷﾉW JくPく TWﾉﾗデデW IﾗヴヴWIデﾉ┞ ﾐﾗデWゲ デｴ;デ けｷデゲ 
formal entranIWゲ ;ﾐS W┝ｷデゲ ;ヴW ┌ゲWS デﾗ ゲデヴ┌Iデ┌ヴW デｴW ;Iデｷﾗﾐげが20 ヴWaWヴヴｷﾐｪ デﾗ デｴW a;Iデ デｴ;デ ; Iｴ;ヴ;IデWヴげゲ 
position inside or outside of the space is used as a marker of status throughout the short, its 

informal access points are more important in this regard, as the rabbit both enters and exits the 

stadium via unconventional means before he ever uses its purpose-built door. In particular, the 

rabbit-hole through which Bugs enters both the ring and the film, a method of transportation 

synonymous with the character, is used here to signify his incursion into a culture and an institution 

to which he does not belong. AIIﾗヴSｷﾐｪ デﾗ Cｴ┌Iﾆ JﾗﾐWゲが ﾗﾐW けｷﾏヮﾗヴデ;ﾐデ ヴ┌ﾉW ぷﾗa B┌ｪゲ B┌ﾐﾐ┞ 
I;ヴデﾗﾗﾐゲへ ┘;ゲ デｴ;デ ┘W ;ﾉ┘;┞ゲ ゲデ;ヴデWS ｴｷﾏ ﾗ┌デ ｷﾐ ;ﾐ Wﾐ┗ｷヴﾗﾐﾏWﾐデ ﾐ;デ┌ヴ;ﾉ aﾗヴ ; ヴ;HHｷデげく21 Bully for 

Bugsげ ゲWデデｷﾐｪが ｷﾐ ; H┌ﾉﾉヴｷﾐｪ a;ヴ ;┘;┞ aヴﾗﾏ B┌ｪゲげ ┘ﾗﾗSﾉ;ﾐS ｴ;Hｷデ;デが ゲWWﾏゲ デﾗ ヴWﾐSWヴ デｴｷゲ ｷﾏヮﾗゲゲｷHﾉW, 

but the cartoon deftly conforms by having the rabbit mistakenly burrow his way into the arena and 

appear out of his usual rabbit-hole. While some cartoon stars, like Droopy and the Pink Panther22, 

                                                           
18 Mike Maltese, interviewed by Michael Barrier in the commentary for Fast and Furry-ous (1949) on the 

Looney Tunes Golden Collection Vol. 1 DVD (2003).  
19 Klein, p. 167. 
20 J.P. Telotte, Animating Space: From Mickey to WALL-E (Lexington: University Press of Kentucky, 2010), p. 

172. 
21 Jones, quoted in Furniss (ed.), p. 125. 
22 Señor Droopy (1949); Bully For Pink (1965). 



begin their onscreen adventures in the bullring employed as matadors, the majority に Popeye, Goofy 

and Porky, to name a few23 に are outsiders, entering into the bullfight either by accident or for 

personal gain, and bringing with them their unique style of humour and mayhem. B┌ｪゲげ ヮWﾐWデヴ;デｷﾗﾐ 
of the enclosed arena through his ubiquitous tunnel is the quintessential example of the cartoon 

ゲデ;ヴげゲ WﾐIヴﾗ;IｴﾏWﾐデ ﾗﾐデﾗ ; aﾗヴWｷｪﾐ ｷﾐゲデｷデ┌デｷﾗﾐ ヴｷヮW aﾗヴ ヮ;ヴﾗS┞ and subversion, with the rabbit-hole 

;ヮヮW;ヴｷﾐｪ ;ﾉﾗﾐｪゲｷSW ｴｷﾏ ｷﾐ ;ﾉﾏﾗゲデ ;ﾉﾉ ﾗa ｴｷゲ ﾏｷゲ;S┗Wﾐデ┌ヴWゲ ;ゲが ｷﾐ TWﾉﾗデデWげゲ ┘ﾗヴSゲが け;ﾐ ┌ﾐSWヴｪヴﾗ┌ﾐS 
Iﾗﾐゲデヴ┌Iデ デｴ;デ I;ﾐ デヴ;ﾐゲaﾗヴﾏ ;ﾐ┞ ヮﾉ;IW デｴ;デ ｴW ゲ┌ヴa;IWゲ ｷﾐデﾗ ; ゲWデ aﾗヴ IﾗﾏｷI ;Iデｷﾗﾐげく24 In this way, the 

discrete and conventional image of the bullring that greets audiences in the establishing shot is 

quickly and clearly undermined by the incursion of the tunnel, its slow emergence lingered upon 

;Iヴﾗゲゲ デ┘ﾗ ゲWヮ;ヴ;デW ゲｴﾗデゲく Tｴｷゲ ｷゲ ┘ｴ;デ EヴｷI “;┗ﾗ┞が ｷﾐ ; ゲ┌ヴ┗W┞ ﾗa B┌ｪゲげ ┗;ヴｷﾗ┌ゲ ﾗﾐゲIヴWWﾐ Wﾐtrances, 

ヴWaWヴゲ デﾗ ;ゲ けthe elaborate ritual of the hole as tunnelげが ｷﾐ ┘ｴｷIｴ けthe panoramic gaze of the camera 

ぷぐへ prolongs our pleasure of W┝ヮWIデ;デｷﾗﾐげく25 Here, as in many Bugs cartoons, the suspense is broken 

with the bathetic image of the rabbit, visibly lost and oblivious to the action around him, wondering 

;ﾉﾗ┌S ┘ｴWデｴWヴ ｴW ﾏ;SW デｴW ┘ヴﾗﾐｪ デ┌ヴﾐ ;デ けAﾉHWヴ-koik-WWげく Iデ ｷゲ ｴｷゲ ｪWﾐｷ;ﾉ ﾗHﾉｷ┗ｷﾗ┌ゲﾐWゲゲが ; ﾏ;ヴﾆ ﾗa ｴｷゲ 
outsider status, which is his undoing, as he is accosted by the bull while asking the terrified toreador 

for directions. After a brief altercation, the bull catapults him from the arena (an extremely common 

occurrence in bullfighting cartoons), causing him to leave the space in as unconventional a manner 

as he entered it. In just over a minute of screen-time, Bugs twice transgresses the once-stringent 

established boundaries of the arena, foreshadowing his dismantlement of the rituals of the sport. 
 

  

 

After being launched beyond its boundaries, Bugs eventually ﾏ;ﾆWゲ ┌ゲW ﾗa デｴW ;ヴWﾐ;げゲ 
formal entrance, and in doing so signals the beginning of his engagement with the ring as a 

performative space. Upon declaring, in mid-air, デｴ;デ けデｴｷゲ ﾏW;ﾐゲ ┘;ヴげ, the rabbit is evidently 

determined to take on the bull within the set parameters of the sport; he re-emerges from a large 

Sﾗﾗヴ ﾏ;ヴﾆWS けC┌;Sヴｷﾉﾉ;ゲげが dressed as a matador and with cape in hand, to the sound of a fanfare and 

audience cheers. Never mind that his observation of the formalities of bullfighting is short-lived (his 

cape conceals an anvil, that most archetypal of cartoon weapons, as the bull finds out to his cost); 

B┌ｪゲげ ゲWIﾗﾐS Wﾐデヴ;ﾐIWが SWﾉｷHWヴ;デW ;ﾐS I;ﾉI┌ﾉ;デWSが ｷゲ ; ゲデ;デWﾏWﾐデ ﾗa ｴｷゲ ｷﾐデWﾐデ デﾗ ゲ┌H┗Wヴデ デｴW ヴﾗﾉW ﾗa 
the matador by inhabiting it. From the moment of his re-entry, the power balance has utterly shifted 

and, owing to the status of the arena as a performative space, it has done so in a way which 

ヮヴｷ┗ｷﾉWｪWゲ B┌ｪゲげ ゲデ;ヴ ケ┌;ﾉｷデｷWゲく In a performative space like the bullring, stardom equals power. The 

battle between the bull and the matador, and later, of course, Bugs, is a battle for control of the 

                                                           
23 Bulldozing the Bull (1938); For Whom the Bulls Toil (1953); The Timid Toreador (1940). 
24 Telotte, p. 171. 
25 EヴｷI “;┗ﾗ┞が けTｴW “ｷｪﾐｷa┞ｷﾐｪ ‘;HHｷデげが Narrative, Vol. 3, No. 2 (May, 1995), 188-209. p. 196. 



audience and of the arena; to be successful is to be cheered, and to fail is to be ejected from the 

space. To begin with, the bull enters with much cheering and fanfare, more than the matador is 

afforded, and claims victory when his cowardly opponent climbs over the side of the ring and into 

デｴW Iヴﾗ┘Sく “ｷﾏｷﾉ;ヴﾉ┞が デｴW H┌ﾉﾉげゲ ﾏﾗゲデ WﾏH;ヴヴ;ゲゲｷﾐｪ SWaW;デ IﾗﾏWゲ ┘ｴWﾐ B┌ｪゲ デヴｷIﾆゲ ｴｷﾏ ｷﾐデﾗ ヴ┌ﾐﾐｷﾐｪ 
out of the arena and into the hills, and both Bugs and the bull are at various times sent crashing 

through the arena walls. Meanwhile, victory for either competitor is lauded with cheers and the 

throwing of flowers. The film tends to linger on these latter moments, giving the fighters time to 

bow and revel in the appla┌ゲWき B┌ｪゲ W┗Wﾐ ヮ;┌ゲWゲ デﾗ ゲﾏWﾉﾉ ; aﾉﾗ┘Wヴが ┘ｷデｴ ; ゲﾏ┌ｪ ゲｷｪｴ ﾗa けAｴが ﾏW 
ヮ┌HﾉｷIぁげく It is clear that the adulation of the crowd is as coveted here as success in battle. 

Ia ゲデ;ヴSﾗﾏ Wケ┌;ﾉゲ ヮﾗ┘Wヴが デｴWﾐが ｷデ ゲデ;ﾐSゲ デﾗ ヴW;ゲﾗﾐ デｴ;デ デｴW ;ゲゲWデゲ ┘ｴｷIｴ ｴ;┗W ﾉWS デﾗ B┌ｪゲげ 
cartoon stardom also lead to his victory in the ring, in a very literal way. As Paul Wells notes, cartoon 

Iｴ;ヴ;IデWヴゲ ;ヴW けゲ┌ゲデ;ｷﾐWS ｷﾐ デｴWｷヴ ゲデ;デ┌ゲ ;ゲ ゲｷｪﾐｷaｷWヴゲが ﾏﾗ┗ｷﾐｪ ヮｴWﾐﾗﾏWﾐ; ;ﾐS ゲ┞ﾏHﾗﾉｷI IｷヮｴWヴゲ aﾗヴ 
Sﾗﾏｷﾐ;ﾐデ ;ﾐS ヴWヮW;デｷﾐｪ Iｴ;ヴ;IデWヴｷゲデｷIゲげが ;ﾐS デｴWヴWaﾗヴW けWaaWIデｷ┗Wﾉ┞ HWIﾗﾏW けデ┞ヮWゲげ ┘ｴﾗ ﾏ┌ゲデ 
thereafter be adapted to the choreographies of their cartoons, and most explicitly so the case of 

ゲヮﾗヴデｷﾐｪ ヮヴ;IデｷIWゲげく26 However, when it comes to a sport に or perhaps, more appropriately, a 

spectacle に as focussed ﾗﾐ ヴｷデ┌;ﾉが ﾐ;ヴヴ;デｷ┗W ;ﾐS ;WゲデｴWデｷIゲ ;ゲ H┌ﾉﾉaｷｪｴデｷﾐｪが ﾗﾐﾉ┞ ﾏｷﾐｷﾏ;ﾉ け;S;ヮデ;デｷﾗﾐげ ｷゲ 
ヴWケ┌ｷヴWS デﾗ デヴ;ﾐゲヮﾉ;ﾐデ B┌ｪゲ ｷﾐデﾗ デｴW ﾐW┘ ゲIWﾐ;ヴｷﾗき ｴｷゲ ヮWヴaﾗヴﾏ;ﾐIW ;ゲ ; けデﾗﾗﾐ ;ﾐS ｴｷゲ ヮWヴaﾗヴﾏ;ﾐIW 
as a matador are inextricably entwined. The audience cheers each time he outwits the bull, and thus 

his cunning, wiles and charisma have very tangible benefits in and of themselves: in addition to 

allowing him to physically defeat his opponent, they also help him to win the crowd. His antics, while 

always in a sense a performance for the real-life viewers, are here simultaneously a performance 

SｷヴWIデWS デﾗ┘;ヴSゲ デｴW SｷWｪWデｷI ;┌SｷWﾐIWが ;ﾐS デｴW デ┘ﾗ ｪヴﾗ┌ヮゲげ ヴW;Iデｷﾗﾐゲ (theoretically) run parallel to 

one another. In this way, the bullring is the perfect venue for Bugs to display the attributes which 

ﾏ;ﾆW ｴｷﾏ ; ゲデ;ヴが ヮWヴｴ;ヮゲ W┝ヮﾉ;ｷﾐｷﾐｪ ┘ｴ┞ Cｴ┌Iﾆ JﾗﾐWゲ ﾏｷｪｴデ IﾗﾐゲｷSWヴ ｷデ デﾗ HW けデｴW ┌ﾉデｷﾏ;デW B┌ｪゲ 
B┌ﾐﾐ┞ aｷﾉﾏげく27  

 

  

 

Bugs and the Bullfight: Masculinity and Morality 

                                                           
26 Paul Wells, Animation, Sport and Culture (Basingstoke: Palgrave Macmillan, 2014), p. 66. 
27 Jones, quoted in Hugh Kenner, Chuck Jones: A Flurry of Drawings (Berkeley: University of California Press, 

1994), p. 55. 



To return briefly to Bully for Bugsげ ┌ゲW ﾗa デｴW ゲヮ;IW ﾗa デｴW H┌ﾉﾉヴｷﾐｪが ｷデ ゲｴﾗ┌ﾉd go without 

ゲ;┞ｷﾐｪ デｴ;デ デｴW aヴWケ┌Wﾐデ デヴ;ﾐゲｪヴWゲゲｷﾗﾐ ﾗa デｴW ;ヴWﾐ;げゲ Wゲデ;HﾉｷゲｴWS Hﾗ┌ﾐS;ヴｷWゲ ｷゲ ｷﾐ SWaｷ;ﾐIW ﾗa デｴW 
rituals of the art, ; ﾆW┞ ヮヴWﾏｷゲW ﾗa ┘ｴｷIｴ ｷゲ デｴ;デ デｴW H┌ﾉﾉ ｷデゲWﾉa けｷゲ ヮｴ┞ゲｷI;ﾉﾉ┞ Iﾗﾐデ;ｷﾐWSが [ぐ] unable to 

escape に something it might well want to do に and it is therefore forced to defend itself に something 

ｷデ SﾗWゲ H┞ ;デデ;Iﾆｷﾐｪ デｴﾗゲW ┘ｴﾗ ;デデWﾏヮデ デﾗ Wﾐｪ;ｪW ｷデげ.28 Aゲ TWﾉﾗデデW ﾐﾗデWゲが けデhese repeated movements 

around, through, and outside the ring obviously send up the formal action of bullfighting, [at the 

same time] Wﾏヮｴ;ゲｷ┣ｷﾐｪ デｴW ﾐ;デ┌ヴW ﾗa デｴW さゲWデがざ デｴW ;ヴデｷaｷIW ﾗa デｴｷゲ ヴW;ﾉｷデ┞げ.29 The bullfight is itself, in 

ｴｷゲ ┘ﾗヴSゲが け; ゲデ┞ﾉｷ┣WS ヮWヴaﾗヴﾏ;ﾐIW ﾗa ヴW;ﾉｷデ┞げが30 an artistic display with its own diegesis, narrative, and 

dramatis personae, which Bugs necessarily disrupts by the very fact of his presence. Just as when he 

inserts himself into the opera, the baseball game, and the gangster film,31 the highly ritualised 

conventions of the format are warped around his persona, finding themselves deconstructed by his 

mischievous influence, and reconstructed to accommodate his particular characteristics and 

narrative role. In this case, the main disruptive effects of his appearance are the subversion of the 

ﾏ;デ;Sﾗヴげゲ ヴﾗﾉW ;ﾐS デｴW ﾏﾗヴ;ﾉ ヴW;ﾉｷｪﾐﾏWﾐデ ﾗa Hﾗデｴ H┌ﾉﾉ ;ﾐS bullfighter. 

With regards to the role of the matador, B┌ｪゲげ ゲ┌H┗Wヴゲｷ┗W ｷﾐaﾉ┌WﾐIW ｷゲ aWﾉデ W┗Wﾐ HWaﾗヴW ｴW 
enters the film. Introduced in the centre of the ring and with an arch, pompous expression, the 

H┌ﾉﾉaｷｪｴデWヴげゲ IWﾐデヴ;ﾉ デヴ;ｷデゲ ;ヴWが ｷデ ｷゲ ゲ┌ｪｪWゲデWSが ; SWft command of the cheering crowd and an earnest 

approach to his art, touching on arrogance. JﾗﾐWゲ Iﾉ;ｷﾏゲ デｴ;デ デｴW Iｴ;ヴ;IデWヴげゲ ;ヮヮW;ヴ;ﾐIW ｷゲ ｷﾐゲヮｷヴWS 
by iconic matador Juan Belmonte,32 but instead of confronting the bull with the deftness that that 

would imply, he flees in terror, and is reduced to a cowering wreck as the animal pursues him 

around the arena. The abrasive emasculation of the noble bullfighter, cast in the image of one of the 

;ヴデ aﾗヴﾏげゲ ﾏﾗゲデ a;ﾏﾗ┌ゲ ゲデ;ヴゲが ｷゲ デｴW aｷヴゲデ ゲｴﾗデ aｷヴWS ｷﾐ デｴW H;デデﾉW Hetween the integrity of the ritual 

and the pervasive burlesque of the Bugs cartoon. To add further insult, when the rabbit finally 

WﾏWヴｪWゲが ｴW SﾗWゲﾐげデ ゲWWﾏ デﾗ ヴWIﾗｪﾐｷゲW デｴW ゲｷｪﾐｷaｷI;ﾐIW ﾗa ｴｷゲ ゲ┌ヴヴﾗ┌ﾐSｷﾐｪゲが ヴWa┌ゲｷﾐｪ デﾗ ;Iﾆﾐﾗ┘ﾉWSｪW 
either the threat posed by the bull or the elevated status of the matador. He wanders through the 

arena obliviously, like the lost tourist he apparently is, referring to the terrified toreador ;ゲ けデｴｷゲ ｪWﾐデ 
ｷﾐ デｴW a;ﾐI┞ ﾆﾐｷIﾆWヴHﾗIﾆWヴゲげが ;ﾐS ヮ;┌ゲｷﾐｪ ﾐﾗデ デﾗ ｴWﾉヮ ｴｷﾏ but to ask him fﾗヴ SｷヴWIデｷﾗﾐゲ デﾗ けデｴW 
Coachella V;ﾉﾉW┞が ;ﾐS デｴW Hｷｪ I;ヴヴﾗデ aWゲデｷ┗;ﾉ デｴWヴWｷﾐげく Tｴｷゲ ゲｴﾗ┌ﾉS HW ゲWWﾐ ;ゲ ;ﾐ ;ｪｪヴWゲゲｷ┗Wが ヴ;デｴWヴ 
デｴ;ﾐ ヮ;ゲゲｷ┗Wが ;Iデぎ H┞ ﾉﾗ┌Sﾉ┞ ｷｪﾐﾗヴｷﾐｪ デｴW H┌ﾉﾉaｷｪｴデWヴげゲ ヮﾗゲｷデｷﾗﾐ ;ﾐS ヮﾉｷｪｴデ に and doing so in front of a 

baying crowd, no less に Bugs actively diminishes his status, effectively removing him from the star-

IWﾐデヴｷI WIﾗゲ┞ゲデWﾏ ﾗa デｴW ;ヴWﾐ; ;ﾐS ヮヴWIｷヮｷデ;デｷﾐｪ デｴW ヴ;HHｷデげゲ ;ゲゲ┌ﾏヮデｷﾗﾐ ﾗa ｴｷゲ ヴﾗﾉWく 

                                                           
28 Garry M;ヴ┗ｷﾐが けOﾐ BWｷﾐｪ H┌ﾏ;ﾐ ｷﾐ デｴW B┌ﾉﾉaｷｪｴデげ ｷﾐ The Animals Reader: The Essential Classic and 

Contemporary Writings, ed. by Linda Kalof and Amy Fitzgerald (Oxford and New York: Berg, 2007), pp. 197-208 

(p. 200).  
29 Telotte, p. 172. 
30 Ibid. 
31 Wｴ;デげゲ OヮWヴ;が DﾗIい (1954); Baseball Bugs (1946); Bugs and Thugs (1954). 
32 Jones, quoted in Furniss (ed.), p. 100. 



 

 “┌Iｴ けヴﾗﾉW ヮﾉ;┞げ ｷゲ ﾗﾐW ﾗa B┌ｪゲげ ﾏﾗゲデ Iﾗﾏﾏﾗﾐ ヴWIﾗ┌ヴゲWゲ ｷﾐ ｴｷゲ Waaﾗヴデ デﾗ ﾗ┌デ┘ｷデ ｴｷゲ WﾐWﾏｷWゲが 
whether disguising himself as an attractive female to disarm his male opponents, or as something 

completely incongruous as part of a bizarre distraction. Often, as in this case, he adopts the 

appropriate iconography of the situation in which he has found himself in order to subvert its 

customs from within. Crucially, however, his star persona persists, and indeed this fluidity and 

;S;ヮデ;Hｷﾉｷデ┞ ｷゲ ; ﾆW┞ ヮ;ヴデ ﾗa デｴ;デ ヮWヴゲﾗﾐ; ｷデゲWﾉaく “;ﾏ AHWﾉ ｷSWﾐデｷaｷWゲ デｴｷゲ ;ゲ ;ﾐ ;ゲヮWIデ ﾗa デｴW ヴ;HHｷデげゲ 
ゲｷｪﾐ;デ┌ヴW けI;ﾏヮげが ﾐﾗデｷﾐｪ デｴ;デ けHy slipping in and out of a variety of roles ぷぐへ Bugs becomes the critic, 

the rebel, at once in and out of the social norm. He manipulates identity as a weapon, defiant of the 

social expectation of identity stabilityげ.33 Here, he is both toreador and manic trickster, immersing 

himself in the customs of the bullfight but refusing to play by its rules. In contributing to the 

emasculation of the matador and subsequently not only inhabiting his role, but investing it with his 

trademark camp ebullience, Bugs ridicules the earnestness of the entire institution. Included in this 

is the dignity of the bull, who unlike the matador is afforded an exaggerated masculinity, and 

allowed to retain it for the duration of the conflict. Although he is introduced as a wild, thrashing 

animal with few overt signifiers of human gender, as the gleefully anthropomorphic Bugs emerges as 

his primary foe he too begins to take on human traits. Specifically, he displays the arrogance and 

showmanship of a champion boxer: he threatens the rabbit as much with his bulging biceps and 

clenched けfistsげ as with his horns, and he celebrates victory by standing and bowing, sporting a smug 

expression. Though he clings to his dignity, masculinity and courage throughout the film, Bugs 

repeatedly degrades him by drawing him into his camp displays, engaging the dazed bull in a 

humiliating dance routine, and casually demeaning him with patronising slaps to the face. In addition 

to subjecting an ostensibly brave animal, the respected icon of the corrida, to extreme ridicule, these 

routines are thoroughly disruptive of the established ritual of the sport. Not once does Bugs exhibit 

any recognisable bullfighting techniques, instead queering and otherwise subverting the institution 

of bullfighting each time he breaks into dance, utilises inappropriate weaponry, or shifts into an 

incongruous outfit, such as the comically large sombrero he adopts midway through the fight. 

Indeed, Abel writes that for Bugs, particularly in his moヴW けI;ﾏヮげ ｷデWヴ;デｷﾗﾐゲが けデヴｷ┌ﾏヮｴ ヴWゲ┌ﾉデゲ aヴﾗﾏ ; 
IﾗﾏヮﾉWデW ┌ゲ┌ヴヮ;デｷﾗﾐ ﾗa ヮﾗ┘Wヴげき34 IWﾐデヴ;ﾉ デﾗ B┌ｪゲげ ヮWヴゲﾗﾐ; ;ゲ ; ゲデ;ヴ ｷゲ デｴW ゲ┞ゲデWﾏ;デｷI deconstruction 

of the institutions which he finds himself faced with. Although his entrance into the ring may have 

been an accident, the emasculation and usurpation of the matador, the humiliation of the bull, and 

                                                           
33 “;ﾏ AHWﾉが けTｴW ‘;HHｷデ Iﾐ Dヴ;ｪぎ Camp and Gender Construction in the American Animated Cartoonげが Journal 

of Popular Culture, vol. 29, issue 3, 1995, 183-202 (p. 193). 
34 Ibid., p. 192. 



the consistent disregard of the rules and boundaries of the fight are very deliberate steps toward 

this goal. 

  

 

 Bugs and Warner Bros. further disrupt the bullfighting tradition by complicating に or 

uncomplicating に its moral configuration, restructuring the conflict between bull and matador to fit 

the standard template of a Bugs short. In a real bullfight, while the bull is absolutely aggressive and 

dangerous, the audience is always on some level aware that it has been trained for the purpose of 

the fight, and that the actions of the toreadors are often designed to agitate it. Thus, the question of 

who is the ultimate aggressor in this situation is a complex one, if not irrelevant to many of the 

ヮWヴaﾗヴﾏ;ﾐIWげゲ ゲヮWIデ;デﾗヴゲく Cｴ┌Iﾆ JﾗﾐWゲ ｴｷﾏゲWﾉa Wﾉ┌IｷS;デWゲ デｴｷゲ IﾗﾏヮﾉW┝ｷデ┞ ┘ｴWﾐ ヴWI;ﾉﾉｷﾐｪ ; ヴWゲW;ヴIｴ 
trip to a Mexican bullfight: 

I went down here prepared to defend the bull, until I saw this matador standing out 

デｴWヴW ;ﾉﾉ H┞ ｴｷﾏゲWﾉaが ｴWげゲ ;Hﾗ┌デ ヵ aデく ヵが ;ﾐS ﾏ;┞HW ┘WｷｪｴWS ヱヲヵ ﾉHゲが ;ﾐS デｴｷゲ デｴｷﾐｪ 
ﾗヮWﾐWS ┌ヮ ;ﾐS デｴｷゲ ンがヰヰヰ ﾉHゲ ;ﾐｷﾏ;ﾉ I;ﾏW Iｴ;ヴｪｷﾐｪ ﾗ┌デ ぷぐへ Iデ ｴ;S デｴWゲW ゲヮｷﾆWゲ ゲデｷIﾆｷﾐｪ 
out, razor sharp, and I thought けwait just a min┌デWぁげ35 

In reducing the bull to a cartoon character, with no life beyond the frame and an undeniable 

essential aggression, Bully for Bugs WaaWIデｷ┗Wﾉ┞ けaﾉ;デデWﾐゲげ デｴｷゲ IﾗﾏヮﾉｷI;デWS ﾏﾗヴ;ﾉ ゲデヴ┌Iデ┌ヴWく TｴW H┌ﾉﾉ ｷゲ 
literally a two-dimensional character, and his arrogance and rage place him in line with such classic 

Bugs rogues as Yosemite Sam and the Tasmanian Devil. Bugs specialises in turning the tables on 

these kinds of foes: “;┗ﾗ┞ Sｷゲデｷﾉゲ デｴW けH;ゲｷI ヮ;ヴ;Sｷｪﾏげ ﾗa ;ﾉﾉ デｴW ヴ;HHｷデげゲ I;ヴデﾗﾗﾐゲ デﾗ けデｴW ｷﾐデWヴ┗Wﾐデｷﾗﾐ 
of ┘ｷﾉ┞ デヴｷIﾆゲデWヴｷﾐｪ ｷﾐ デｴW ﾗHゲWゲゲｷ┗Wが HﾉｷﾐSﾉ┞ SWゲデヴ┌Iデｷ┗Wが SWゲｷヴW ﾗa ｴｷゲ ﾗヮヮﾗﾐWﾐデゲげが36 and an equally 

recurrent aspect of the B┌ｪゲげ typical narrative, as developed by Chuck Jones,37 is that he never 

ｷﾐｷデｷ;デWゲ デｴW IﾗﾐaﾉｷIデ ｴｷﾏゲWﾉaが ﾗﾐﾉ┞ SWIﾉ;ヴｷﾐｪ け┘;ヴげ ﾗﾐIW ｴW has been sufficiently provoked. The bull is 

unambiguously the chief aggressor here, with Bugs responding in kind. The casting of Bugs, as 

initially innocent as ever, in the role of the matador, with the bull as one of his typically aggressive 

and overconfident adversaries, drastically simplifies the complicated real-world relationship 

between the two parties, and with it their relative moral standing, as it reshapes them to 

;IIﾗﾏﾏﾗS;デW B┌ｪゲげ ゲデ;ヴ ヮWヴゲﾗﾐ; ;ﾐS ｷデゲ ;デデWﾐS;ﾐデ ゲデﾗIﾆ ﾐ;ヴヴ;デｷ┗Wく 

                                                           
35 Chuck Jones, interviewed by Michael Barrier in the commentary for Bully for Bugs on the Looney Tunes 

Golden Collection Vol. 1 DVD (2003). 
36 Savoy, p. 196. 
37 Jones, quoted in Furniss (ed.), pp. 49-50. 



There is an argument to be made that the conflict in this particular short is more nuanced 

than it appears, and somewhat more ambiguous than the average bout between Bugs and, say, 

Yosemite Sam. After all, the rabbit technically strikes the first blow here, striking the bull with a light 

ゲﾉ;ヮ デﾗ ゲデﾗヮ ｷデ けゲデW;ﾏｷﾐｪ ┌ヮ ぷｴｷゲへ デ;ｷﾉげく MﾗヴW ｪWﾐWヴ;ﾉﾉ┞が Abel also ;ヴｪ┌Wゲ デｴ;デ SWゲヮｷデW JﾗﾐWゲげ Iﾉ;ｷﾏ デｴ;デ 
けhe always begins his Bugs cartoons with the central character minding his own business ぷぐへ B┌ｪゲげゲ 
さｷﾐﾐﾗIWﾐデざ HWｴ;┗ｷﾗ┌ヴ ｷゲ ﾗaデWﾐ a┌ﾐS;ﾏentally subversiveげが38 and while we have seen earlier in this 

article that this is indeed the case, the two are far from mutually exclusive. Enough focus is placed 

ﾗﾐ デｴW ;IIｷSWﾐデ;ﾉ ﾐ;デ┌ヴW ﾗa B┌ｪゲげ ;ヴヴｷ┗;ﾉ ;ﾐS ｴｷゲ ヮ;ゲゲｷ┗W ゲデヴﾗﾉﾉ デｴヴﾗ┌ｪｴ デｴW ヴｷﾐｪが ;ゲ ┘Wﾉﾉ ;ゲ デｴW H┌ﾉﾉげゲ 
┗ｷﾗﾉWﾐデ ;デデ;Iﾆ ;ﾐS デｴW I┌ゲデﾗﾏ;ヴ┞ SWIﾉ;ヴ;デｷﾗﾐ デｴ;デ けデｴｷゲ ﾏW;ﾐゲ ┘;ヴげが デｴ;デ デｴW ゲ┌HゲWケ┌Wﾐデ IﾗﾏヮﾉWデW 
travesty of bullfighting as an institution is framed purely as a response to a perceived injustice. 

Aﾉデｴﾗ┌ｪｴ けｷﾐﾐﾗIWﾐIWげ ﾏay be the wrong word, given the glee with which Bugs torments his 

opponent, this framing preserves his essential morality, and with it his likability. Several other 

a;Iデﾗヴゲ ゲWヴ┗W デﾗ IﾗﾏヮWﾐゲ;デW aﾗヴ デｴｷゲ ;ヮヮ;ヴWﾐデ ;ﾏHｷｪ┌ｷデ┞ ｷﾐ B┌ｪゲげ ﾏﾗデｷ┗Wゲく Fｷヴゲデﾉ┞が Jones seems to be 

working extra hard here to establish the bull as a viable threat. In addition to its dramatic entrance 

;ﾐS デｴW ﾏ;デ;Sﾗヴげゲ デWヴヴｷaｷWS ヴWゲヮﾗﾐゲWが デｴW H┌ﾉﾉ ﾏ;ﾐ;ｪWゲ デﾗ ｷﾐaﾉｷIデが ;ゲ TWﾉﾗデデW ヮ┌デゲ ｷデが け;ﾐ ┌ﾐ┌ゲ┌;ﾉ 
ﾐ┌ﾏHWヴ ﾗa ﾉ┌ﾏヮゲげ upon Bugs,39 ┘ｴﾗ ﾉﾗゲWゲ ;ゲ ﾏ;ﾐ┞ けヴﾗ┌ﾐSゲげ as he wins.  Jones attributes this to his 

understanding of デｴW ｷﾏヮﾗヴデ;ﾐIW ﾗa Wﾏヮ;デｴ┞ ｷﾐ IﾗﾏWS┞ ;ﾐS デｴW ﾐWWS けデﾗ ┌ﾐSWヴゲデ;ﾐS WｷデｴWヴ ゲｷSWげが 
ﾗHゲWヴ┗ｷﾐｪぎ けTｴ;デげゲ ┘ｴ┞ Bully for Bugs was a particularly good Bugs Bunny, because the losses were 

Wケ┌;ﾉﾉ┞ ゲｴ;ヴWSく B┌ｪゲ ｴ;S ;ﾉﾏﾗゲデ ;ゲ ﾏ;ﾐ┞ ヮヴﾗHﾉWﾏゲ ;ゲ デｴW H┌ﾉﾉ SｷSげく40 The rabbit, who has elsewhere 

remained calm in the face of vampires, alien invaders, and the business end of a rifle, even seems 

genuinely frightened for his life as he is pursued by the bull, now endowed with the ability to fire 

bullets from his horns following a trap gone awry. Further, the fact that the bull is not only drawn 

but also caricatured and to a SWｪヴWW ;ﾐデｴヴﾗヮﾗﾏﾗヴヮｴｷゲWS IヴW;デWゲ ; ヮﾗデWﾐデｷ;ﾉ けH┌aaWヴげ aﾗヴ AﾐｪﾉﾗヮｴﾗﾐW 
;┌SｷWﾐIWゲ ┘ｴﾗ ﾏ;┞ aｷﾐS ヴW;ﾉ H┌ﾉﾉaｷｪｴデゲ Sｷゲデ;ゲデWa┌ﾉき ;ゲ H┌ｪｴ KWﾐﾐWヴ ヮﾗｷﾐデゲ ﾗ┌デが けｷa ┘W Sﾗﾐげデ デｴｷﾐﾆ ﾗa ; 
bull the cartoon gets trivial, whereas thinking of a beast in pain expels us from the cartoon world. 

B┌デ デｴ;デ ｷゲ ﾐﾗデ ; HW;ゲデが デｴWヴWaﾗヴW ﾐﾗデ ｷﾐ ヮ;ｷﾐき ｷデげゲ ; ┘ﾗﾐSヴﾗ┌ゲ ;ヴヴ;ﾐｪWﾏWﾐデ ﾗa ﾉｷﾐWゲ ;ﾐS Iﾗﾉﾗヴ ;ﾐS 
ﾏﾗ┗WﾏWﾐデげく41 Tｴｷゲ ┗ｷW┘ ﾐW;デﾉ┞ ゲ┌ﾏﾏ;ヴｷゲWゲ デｴW けaﾉ;デデWﾐｷﾐｪげ ;ヮヮヴﾗ;Iｴ Bully takes to the ambiguities of 

the art form it co-opts for its comedy. Watching a real bullfight one may make the decision, as Jones 

initially did, to sympathise with or support the bull, or at least to acknowledge the moral 

complexities and debates surrounding the institution. Bully for Bugs, as a cartoon, though, and, more 

specifically, as a Bugs Bunny cartoon, cannot allow for any other reading without compromising the 

established persona of its star. 
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The cartoon depicts the battle between Bugs and the bull, but it is also the site of a conflict 

between two highly ritualised cultural forms: the bullfight itself, and the Bugs Bunny cartoon, a 

aﾗヴﾏ┌ﾉ;ｷI ﾐ;ヴヴ;デｷ┗W H┌ｷﾉデ ;ヴﾗ┌ﾐS デｴW ヮWヴゲﾗﾐ; ﾗa ｷデゲ ゲデ;ヴく Cヴ┌Iｷ;ﾉ デﾗ デｴｷゲ aﾗヴﾏ┌ﾉ;が ｴﾗ┘W┗Wヴが ｷゲ B┌ｪゲげ 
success, and as such he is granted both the moral high-ground and victory over his enemy. Because 

his victory must be predicated on the ridicule of his opponents and the subversion of cultural 

conventions, it necessitates the almost complete dismantlement of the bullfight, with the defeat of 

the bull being the only point where the Bugs Bunny cartoon and bullfighting narrative converge. In 

the performative space of the arena, victory is also inextricable from stardom, and so the audience 

cheer and reward Bugs for his mockery of the art form they have turned out to see. Faced with a 

baying crowd, Bugs enacts his cartoon star persona, and the bullfight has no choice but to buckle 

HWﾐW;デｴ ｷデく TｴW ヴ;HHｷデげゲ Iﾗﾐデヴﾗﾉ ﾗ┗Wヴ Hﾗデｴ デｴW ;ヴWﾐ; ;ﾐS デｴW I;ヴデﾗﾗﾐ ｷゲ ﾏ;SW W┝ヮﾉｷIｷデ ┌ヮﾗﾐ ｴｷゲ 
victory, when he commands the film to finish simply by holding ﾗ┌デ ; I;ヮW WﾏHﾉ;┣ﾗﾐWS ┘ｷデｴ けTHE 
ENDげく TｴW ヴ┌ﾉWゲ ﾗa H┌ﾉﾉaｷｪｴデｷﾐｪが IｷﾐWﾏ; ;ﾐS ヴW;ﾉｷデ┞ ;ヴW ﾏW;ﾐｷﾐｪﾉWゲゲ デﾗ ; Iｴ;ヴ;IデWヴ ┘ｴﾗゲW ヴWa┌ゲ;ﾉ デﾗ 
conform is his defining trait. 
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