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Abstract 

This thesis explores how ITV’s Victoria (2016 - ) and Netflix’s The Crown (2016 - ) 

present Prince Albert and Prince Philip as feeling conflicted in their position of royal 

consort,  a role more commonly occupied by a woman, due to their preconceived ideas of 

masculinity. It looks into the historical background of Prince Albert of Saxe-Coburg and 

Gotha (1840 – 1861) and Prince Philip of Greece and Denmark (1921 - ). Albert and 

Philip both married into the British royal family and became the consorts of Queen 

Victoria and Queen Elizabeth II, respectively. The essay also discusses biopics, their 

credibility, and how the biopic series Victoria and The Crown showcase the public and 

private lives of these royals in a credible way and portray the princes’ masculinity crises 

in their roles as consorts.  

Masculinity is learned by children through their society’s rules of behavior, and 

Prince Albert and Prince Philip grew up in a hegemonic masculine society that taught 

them that the husband should be the provider of the family. Victoria shows how this drives 

Albert to struggle with his image as a man since his wife is richer and more powerful than 

he, and has to solve problems on behalf of both of them. Albert slowly grows to resent 

his position and becomes cold and distant towards his wife and children. The Crown 

shows how Philip struggles with becoming the less powerful party in his marriage when 

Elizabeth becomes queen and he loses his naval career and his preferred home, while also 

learning that his children will not carry his name. He gradually becomes bitter and spiteful 

towards his wife and oldest son. Both princes show signs of having disassociated 

themselves from behavior stereotypically considered feminine, such as being scared and 

admitting to shortcomings, and instead they act aggressively towards their spouse and 

family.  
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1 Introduction 

Most people have heard a story of a girl who gets to marry the prince and becomes a 

princess that lives happily ever after; however, we never hear the stories of the boy who 

becomes a prince through marrying the princess. This is to be expected, because until the 

Succession to the Crown Act 2013 British law dictated that only male descendants could 

inherit the crown, even though there was room for exceptions. These exceptions made 

way for men, not in line to be king, to become the queen’s husband. Under normal 

circumstances this role would be called “the King”, but the monarch’s spouse cannot 

seem to be of a higher rank, which may lead to being titled “prince” rather than “king.” 

Prince Albert and Prince Philip are two real life princes who became husbands to two 

beloved and successful queens of the United Kingdom, Queen Victoria and Queen 

Elizabeth II. However, the princes were not always very happy with their roles. The 

monarch’s spouse is expected to be well behaved, keep their opinions private, and be the 

submissive party, as was expected of women in marriage. Being a man taking on this role 

caused trouble for the young royal couples, though not very much is known when it comes 

to their lives behind closed doors. To know exactly what happens behind the closed doors 

of the private rooms in Buckingham Palace one would have to live there or have a close 

relationship with the royals.  

Fortunately, enough historical facts exist, along with letters and interviews with 

friends of the royals, to make filling in the gaps seem realistic. Movies and television 

series have even been made for exactly this purpose. Biopics or TV series have become 

quite popular and the portrayal of historic figures often praised or disputed. England’s 

queens have often been a popular topic of such films and recent series about Queen 

Victoria and Queen Elizabeth II’s reigns have become quite successful. Both Victoria 

(2016-) and The Crown (2016-) focus on the personal lives of Victoria and Elizabeth, as 

well as their public lives, and therefore the lives of their husbands are often in the 

spotlight. Of course, Prince Albert and Prince Philip had to deal with being married to the 

most powerful woman in the country in a patriarchal society where the husband’s 

domination in a family was to be expected. However, this could not always be the case 

for Albert and Philip and they are seen struggling with their respective roles at times, 

leaving a sense that ideas of masculinity at the time may have been an actual problem for 

them. As presented in The Crown and Victoria, Prince Philip and Prince Albert struggled 
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with a crisis of masculinity in their position as the Queen’s husband which became 

problematic for their marriages.  

2 Historical Background 

In the nineteenth and twentieth centuries British law dictated that the heir of the British 

crown should be the first-born legitimate son of the King. However, there were exceptions 

to this rule. To ensure that the crown would not go to foreigners, a female heir was 

permitted to ascend to the crown if the King did not produce a male heir before his death 

(Gill 24 – 25). As the monarch was usually a man, the consort position was considered 

better suited for women “whose primary job was to be a good wife and bear the heirs” 

(265 Leggott). In the case of a female monarch the expectations for the consort position 

were not as clear and “male consorts have historically struggled” adapting to the role (265 

Leggott). Neither Victoria nor Elizabeth II expected to become the Queen of the United 

Kingdom in their early childhood, though both were princesses.  Furthermore, both 

queens ascended even more unusually to the crown, as their fathers were not the first-

born sons of the King either. In Victoria’s case she succeeded her uncles as her father 

passed away when she was a baby and his older brothers had no surviving legitimate 

children (Gill 26 – 27). Elizabeth inherited the crown from her father, who became king 

when his older brother abdicated the throne (Seward 39 – 40).  

Both Albert and Philip were of foreign descent and had strong connections with 

Germany, which was not always ideal because of anti-German sentiments in Britain. For 

Albert it was because Germany was poor and German royalty used marriages to 

strengthen their economic standards (Gill 98-99). For Philip it was because of the recent 

events of Word War II and Seward further explains that: “There is a world distinction 

between being German and being a Nazi, but in those difficult times some chose not to 

make that point” (124). Even though Philip’s ancestry is complicated and usually referred 

to as Danish and Greek, his family was always linked with Germany, and as one ex-

courtier claims: “The kind of people who didn’t like Prince Philip, were the kind of people 

who didn’t like Mountbatten. It was all bound up in a single word: ‘German’” (Eade 181). 

The young couples therefore faced problems such as the Princes not being given the titles 

they desired, which they likely would have gotten if the gender had been reversed. Since 

the custom through the centuries has been that the husband in the marriage should be the 

dominant partner, even though in recent decades this has changed, it was uncommon that 
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the wives would have to solve problems on behalf of their families. Therefore the Princes 

had to deal with complicated feelings when their wishes were denied and their wives 

either solved the problem for them or could not solve it at all. 

2.1 Albert’s Background 

Germany used to be the Holy Roman Empire; however, “by the mid-seventeenth century 

that empire had become a fraying patchwork of sovereign states” (Gill 95) with different 

governing entities. Due to how fragmented Germany was, commerce had become very 

difficult and their industrialization came late. This made German states gradually weaker 

and poorer to the extent that British factory owners were richer than German rulers (Gill 

95 – 96) and German royals were deemed “poor and unimportant” (Gill 98). In the 

eighteenth and nineteenth centuries Germany reached its historical low and its most 

precious assets were the royal children. There was a chance for these children to marry 

into the courts of greater nations and through marriage bring money into the courts of 

Germany. Girls were more likely to bring a powerful connection to the courts of Germany 

as most rulers were men (Gill 99), though the boys were expected to inherit titles and 

estate from their families. According to the Salic laws that still persisted in Germany, 

women were not allowed to inherit money, estate or titles; however, their sons and 

husbands could inherit from the women’s families. For this reason, Queen Victoria was 

not allowed to inherit the Kingdom of Hannover even though she would inherit the 

Kingdom of Great Britain and Ireland. Had she been a man, she would have inherited 

Hannover as well (Gill 96). Prince Albert’s father and his siblings grew up during the 

Napoleonic wars and foreign armies brought with them revolution and democratic ideas 

to the Germans, which would have great influence on the commercial and professional 

classes. After the wars German rulers were determined to regain power for Germany, 

which was also the atmosphere in which Prince Albert grew up (Gill 104 – 105). Through 

successes in wars and marrying well the Coburg family had established themselves in 

high ranking among the German royal families. Albert’s father, Ernest I, Duke of Saxe-

Coburg and Gotha, and Albert’s uncle Leopold and cousin Christian Stockmar “were 

cynical and unrepentant misogynists who traded women like merchandise” (Gill 109), 

and they planned to produce a Saxe-Coburg consort for England. Eventually choosing 

Albert for the role, he should become a man in their own image, except he should be 

chaste (Gill 109).  
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When Albert was three years old, Ernest I was told that his son was confident and 

even aggressive with other children but prone to cry at home, which to Ernest was a sign 

of weakness. As a result, afraid that his son might become a weakling, he fired Albert’s 

nurse and put him and his older brother in the care of a male tutor (Gill 114). According 

to letters written by Queen Victoria, Albert seemed to dislike it when women were in 

charge of him as a child and “he understood that to be the son his father desired, he needed 

to look down on women and abjure their care” (Gill 115). Albert also grew up in an 

unhappy marriage, his father repeatedly away with mistresses and with his mother 

eventually finding love outside the marriage, for which she was banished and never again 

allowed to see her sons (Gill 115). 

2.2 Philip’s Background 

Queen Elizabeth’s husband was born Prince Philip of Greece and was the grandson 

of King George I of Greece, the first king after Greece had broken free from the Ottoman 

Empire (Eade 1 – 2). King George was a Danish prince, and despite his foreign roots, he 

was quite popular with the Greek nation (Eade 3). Greece was a very turbulent country 

and despite his popularity there were several assassination attempts on his life, the last of 

which was successful. His eldest of 8 children, Constantine, then became king (Eade 20). 

World War I broke out and King Constantine insisted on Greece’s neutrality. His nation 

grew restless and political leaders suspected him of favoring Germany in this decision. 

King Constantine eventually bowed to demands that he would abdicate the crown and 

leave the country. His second oldest son, Alexander, was made king. King Alexander’s 

older brother and uncles were sent into exile along with Constantine. This included 

Constantine’s younger brother Andrea, his wife Alice and their daughters, the family into 

which Prince Philip would later be born (Eade 23). King Alexander died in 1920, after 

serving the crown for 3 years (Eade 24). There was an election and the people voted for 

the restoration of the exiled King Constantine (Eade 25). Once the royal family was 

allowed back in Greece, Andrea became a major in the army (Eade 26). He sometimes 

disagreed with his superior officers and during the battle of Sakaria, when told to attack 

Turkish positions, he decided to go against his superiors and keep his men stationed (Eade 

30 – 31). The Greeks lost the war a year later, in August 1922, which marked the start of 

another revolution in Greece. Andrea was arrested and court-martialed (Eade 33 – 36). 

He was found guilty of disobeying an order and acting on his own initiative during the 

battle of Sakaria. He was “sentenced to degradation of rank and banishment for life, 
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escaping the death sentence only” (Eade 37). Andrea and his family therefore had to flee 

the country, with 18-month-old Prince Philip in a crib made from a fruit crate (Eade 38). 

Philip’s family first settled in Paris, though Philip saw little of his parents growing 

up (Eade 51). He was usually in the care of their friends, family, or his nannies. Though 

his various caregivers considered him to be mischievous and boisterous (Eade 49), at 

school he behaved well and often repeated “you shouldn’t slam doors or shout loud” 

which he had learned from his sisters (Eade 53). Philip grew up in a multilingual 

household, as the family travelled often and became separated on multiple occasions. 

They spoke Greek, English, French and German, though their mother emphasized that 

Philip should speak English, as she hoped he would eventually settle in America (Eade 

53). Alice’s mental health declined rapidly and she was committed to a sanatorium on 2 

May 1930, which “marked the end of their family life” (Eade 60). Andrea and Alice’s 

marriage had been strained for years, though they never got divorced. Andrea closed their 

family home and was “drifting between Paris, Monte Carlo and Germany, interspersed 

with sporadic interventions in Greek affairs” (Eade 60). Philip was only 9 years old and 

sometimes met his father on holidays, but was otherwise left in the care of Alice’s family, 

the Milford Havens and the Mountbattens. Philip’s sisters were aged 16 to 25 and would 

all marry within 18 months of their mother’s committal. Philip would often stay with 

them in Germany on school holidays (Eade 60). Philip became fond of his maternal 

grandmother, Victoria, though she only rarely showed warmth to him. Victoria went out 

of her way so that she could supervise Philip’s life. Philip got used to never knowing 

where he would spend his school holidays, though he usually stayed a few days at 

Kensington with his grandmother, where he could keep his things and repack before going 

on his holiday  (Eade 78). In 1935 it seemed like Philip’s life would once again change 

dramatically, as his family was allowed back to Greece after the restoration of the crown, 

with Philip only third in line to become the King of Greece. He was encouraged to enroll 

in the Greek Navy, though he would not do so on account of his father’s experience (Eade 

106), but would instead enroll in the British Navy and remark “England is my home” ( 

Eade 107). Traumatic events kept happening to Philip, for example, when his sister Cecile 

and his uncle George Milford Haven passed away within 6 months of each other when 

Philip was 16 years old. George had acted as a friend and mentor to Prince Philip and was 

one of the few male role models he had at the time (Eade 114 – 115). Prince Philip dealt 

with these tragedies quietly and did not discuss it at the time; Kurt Hahn remarked that 

“his sorrow was that of a man” (Eade 114). George’s younger brother, Louis “Dickie” 
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Mountbatten stepped in at this time and would become a profound presence in the prince’s 

life (Eade 116). 

3 Royalty and Biopics 

Biographical films have existed as long as cinema itself, with recordings of historic 

events. The “biographical motion picture” or “biopic” has been harshly criticized and 

many are hesitant to acknowledge it as a genre. George Custen had a formula for biopics 

so that they could all be unique (Minier and Pennachia 2). They were “based on an 

exceptional individual struggling against the strictures of society and eventually changing 

them,” especially focusing on the individual’s progress and success (Minier and 

Pennachia 2). In the early twentieth century these films were exclusively about men and 

it was argued that biographies of women were of a different genre than those of men, 

because the men’s stories were about celebratory successes while women’s biopics were 

focused on struggle and victimization. With feminism on the rise the genre was 

reinvented, which then happened multiple times with “the constant process of cultural 

negotiations” through history (Minier and Pennachia 3, 4), including the British celebrity 

biopic, which focuses on those who have made an impact on British culture. Biopics allow 

the viewer a chance to get a glimpse into the life of the historical figure in question and 

are sometimes further categorized as “Bio-docudrama”. They are a fuse of history, 

biographies and fiction that “offer an intimate approach to history through the life of a 

notable or historical character” (Pennacchia 34). They closely follow historical facts, with 

a certain freedom of filling in the gaps with educated guesses. The immense popularity 

of such films is to a great extent due to a “contemporary hunger for access to the private 

life of celebrities” (Pennacchia 35). 

When adapting someone’s life to the big screen one must question what makes the 

biopic believable, because although historical facts are easy to prove, the actors also have 

a great impact. It is therefore crucial to cast the right actors for the respective roles. While 

going for the most experienced actors may seem like the safest choice in the matter, 

knowing they are more than qualified to portray a character sensationally, this could be 

risky as the audience might see a different character made famous by the same actor 

instead (Johnstone 67-68). For example, though the roles are vastly different, people may 

look at Matt Smith, who portrays Prince Philip in The Crown, and see Doctor Who, a 

character he played for three seasons and appeared in some TV specials and video games. 
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It helps that Smith is made to resemble Prince Philip in appearance, but it does not 

completely remove the resemblance with Doctor Who. Smith sells his performance by 

imitating his posture and movements and as a result completely disappears into the role 

(Johnstone 70). In Victoria, the actors have a little more freedom in portraying their 

respective historical figures, as not much footage exists of Queen Victoria and none exists 

of Prince Albert. Fortunately, there is a great deal of written examples of their conduct; 

Queen Victoria herself wrote diaries and described Prince Albert in detail, for example, 

which gives the actor evidence as to how to portray the role. 

Even though the actors portray their roles well, other things are important to add to 

the credibility of the biopic as well. In Victoria, Jenna Coleman and Tom Hughes play 

Queen Victoria and Prince Albert over three seasons, which cover 24 years of the royals’ 

lives. Even though they endure hardships and raise 9 children during this time, they do 

not seem to age at all in the series, causing the audience to question how much time has 

passed and doubt the credibility of the biopic. In contrast, the makers of The Crown 

emphasize how much time passes each season by aging the actors by using make-up, and 

also by recasting actors every second season and hiring actors more age appropriate for 

their roles. Seeing the personas age as multiple events pass them by has the audience 

captivated in the sequence of history, eliminating confusion and doubt because of an odd 

scene where some characters seem to have aged but others have not. A believable biopic 

can have a great deal of power in convincing the audience they know more than historical 

facts portray, since the scenes from the figures’ private lives may suddenly seem facts 

rather than credible suggestions of what happens behind closed doors (Pereboom, chapter 

1). Sam Wineburg is a pshychologist, who “has worked with young people to determine 

how they shape their views of the past and found that many of their ideas correct or 

incorrect, come to them through movies and other electronic media” (Pereboom, chapter 

1). This means that young people may watch a biopic and, without further investigating, 

consider what they learned from doing so as facts, as if watching a documentary. Though 

it is important that the makers of biopics stay true to the facts, it is equally important that 

the viewers know they are watching a bio-docudrama, a genre that uses fictitious 

elements, if they are watching for educational purposes rather than as entertainment 

(Pereboom, chapter 1).  
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4 Masculinity as Presented in Royal Biopics: Victoria and The 

Crown 

The genders are not only based on biology, though genders might not exist without 

anatomy (Connell 1676). Through the centuries, genders have been categorized and 

assigned certain roles through social practices; these roles differ from culture to culture 

and between eras (Connell 1676). The structure of gender order within the society decides 

which part either gender is expected to play when it comes to housework, paid labor, 

child-rearing, sexuality, and more. This structure is decided by the genders in society. In 

a society where the male gender is more dominant, the structure and the gender norms are 

decided by men, this is called a hegemonic patriarchal society (Connell 1677). In 

consequence of being the more influential gender within the society, the male gender 

embodies the more assertive and powerful role, though “in their subjective experience of 

the world, men as individuals do not feel powerful. In fact, they feel powerless” (Capraro 

308). This indicates that men generally feel strained from having to comply with 

traditional masculine roles. As gender roles are learnt growing up and observing the world 

around us, masculine behavior is also often shaped by being humiliated and feeling 

ashamed for behaving in a way that has been socially determined as feminine (Capraro 

309). Consequently, men often avoid expressing feminine behavior, such as being 

nurturing, intimate, vulnerable and emotional, which often results in anxiety and 

depression. Not only does this negatively affect men’s mental health, but also when they 

have disassociated themselves from certain feelings they express them “in indirect ways, 

often through behavior that is destructive to themselves and others” (Capraro 309). This 

translates to how men often treat women in society, as “in objective social analysis, men 

as a group have power over women as a group” (Capraro 308), and therefore men can 

sometimes act out in violence or other destructive manner towards women when 

combatting feelings they may have disassociated themselves from (Capraro 309). 

It seems likely that Prince Albert and Prince Philip may have suffered from strained 

masculinity at certain points in their marriages to women who are more powerful than 

they, or as the real Prince Albert himself reported: “I am only the husband, not the master 

in the house” (Seward 126). As stated above, men sometimes feel strained and powerless 

in having to conform to masculine values. Albert and Philip had acquired their masculine 

values while growing up and learning how men should behave, but then they stepped into 

a role that is most often occupied by a woman, and had to adapt to a new reality while 
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holding to their masculine values. In the TV series Victoria and The Crown, the princes 

are shown trying to apply their superiority when it comes to decisions within the family, 

for instance with views regarding their children’s upbringing, their family name, political 

views and modernization of certain aspects of royal customs and traditions. This is 

sometimes met with their wives reluctantly giving into their will, and then being met with 

the reluctance of the cabinet concerning their wives’ blatant refusal. This is shown to lead 

to Albert’s and Philip’s foul mood and aggressive behavior, though they would never 

become violent. Their difficult upbringing and the ideas concerning gender in the society 

in which they grew up is likely to have made them disassociate themselves from the 

feelings they needed to express, and therefore rendered them unable to explain what they 

were feeling and what they needed. 

4.1 Albert’s Masculinity in Victoria 

Marrying into the royal family is intimidating for anyone. For Prince Albert, it may have 

been even more so because he was marrying the Queen and the gender roles were 

therefore reversed, as Queen Victoria had seniority as the Head of State. In Victoria Tom 

Hughes portrays Prince Albert’s struggle with straying from the social procedures when 

he is courting Victoria. Not only does the audience see him struggle with the idea of 

marrying the most powerful woman there is, but we also see him realize that he may not 

be able to control her behind the scenes. In “The Clockwork Prince,” Albert criticizes the 

people Victoria surrounds herself with and that they do not truly know what is happening 

with the lower classes. When she defends herself and tells him she does not need him to 

tell her what to think he replies “No, that is Lord Melbourne’s job” (0:36:28- 0:36:32) 

and leaves. In this interaction Hughes invites us to feel the disdain Albert has for Lord 

Melbourne; he seems both jealous that Victoria trusts Lord Melbourne and disappointed 

that he himself might not be able to influence the decisions of his possible future wife, 

like he could expect to do if he married anyone other than Queen Victoria. It seems Prince 

Albert is already feeling the strain on his masculinity before the marriage, yet he manages 

to find ways to shift the dynamic in his favor as well. It was customary that the man would 

propose marriage to his wife, but Albert could not, since Victoria was the head of state. 

In “The Clockwork Prince,” Albert accepts Victoria’s marriage proposal on the condition 

that he can first kiss her, essentially turning the proposal around, making Victoria the one 

who has to accept the kiss in which his acceptance is sealed. With this shift of dynamic 

Albert is also assured that even though Victoria is more powerful than him and outranks 
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him in social status, he too has power over his future wife. This seems likely to have been 

important to the real Prince Albert, as he reportedly disliked being in the care of women 

and was also brought up with an idea of women being beneath him in social ranking. 

In “An Ordinary Woman,” Albert and Victoria are faced with problems regarding 

Albert’s status. He wants more political power, a higher ranking title and more allowance 

than has been granted to him, and therefore he hangs about like a “stroppy motherless 

pup angsting at the castrating impact of his fiancee’s far greater wealth” (Rees). In a scene 

where Albert and his brother are discussing that he will not get any of the things he 

desires, Albert fears he will have the same role in Victoria’s life as her dog, Dash. 

Implying that without a title and more money he will not be happy, given the fact that 

males were predominantly the providers of their families, he is afraid of being completely 

dependent on his wife, which his ideas of masculinity imply is embarrassing. The real 

Prince Albert grew up in an environment where women had no power, and they were not 

even allowed to inherit family heirlooms, titles or estate. Being the younger of two 

brothers also put him in a position where he was unlikely to inherit much, since his family 

was poor. Aware that other princes in Europe were richer than him and held to a higher 

esteem, marrying the most powerful woman in Europe was his chance to outrank them, 

though that would also have to include more money and power. It therefore seems natural 

that if his only advancement through marrying Victoria would be a title, one that would 

not even outrank the other princes in Europe, then he would be afraid that others thought 

of his position as similar to that of the dog in Queen Victoria’s life. These negative 

feelings portrayed by Hughes towards Albert’s future position lead to fights with Victoria, 

who eventually soothes him by assuring him that on their wedding day she will not walk 

down the aisle as the Queen of England, but as a normal woman who will promise to love, 

honor and obey Albert. Hearing this makes Albert happy, especially Victoria’s 

declaration that she is not just a queen but will also be his wife, meaning that he will have 

the upper hand in some aspects of their life. This scene indicates that Victoria does not 

look at herself as just a queen, but sees it as one of the many roles in her life, and that in 

her role as a wife she is happy to be the submissive party. It also indicates that Albert 

does not only marry Victoria for economic and social advancement, but also loves 

Victoria. During the conversation he seems to let go of his worries about being financially 

dependent on his wife as she promises to fulfill her duties as a wife, which implies he can 

be happily married to Victoria, even if he has to let go of his expectations. 
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In “The Queen’s Husband,” Albert’s  masculine pride is hurt once again when the 

royal couple continue to struggle with balancing the conventions of the crown and the 

conventions imposed by traditional gender roles. They want to be able to make an 

entrance side by side, but they are not allowed to do so, because Albert is a prince of 

foreign descent, and is therefore outranked by British nobility. Victoria eventually finds 

a way for them to do this, but this is not met with much joy on Albert’s part. Albert’s idea 

of masculinity is that the husband should provide for his family, not only economically, 

but that the male should be able to get his family out of a pickle. Still learning that his 

wife is fulfilling most of the male roles within their family likely makes him feel 

insignificant. His discomfort with this new dynamic in his life as portrayed in the series 

is also deeply rooted in his upbringing, as the real Prince Albert was mainly raised by 

misogynistic men, having no motherly figure in his life from the age of five. 

Albert becomes very concerned with his son Bertie in the third season of Victoria. 

He notices that Bertie may be a slow learner and fears that Bertie will be stupid. As he 

continuously tries to help, it seems the father and son only grow more resentful towards 

one another, as Bertie’s behavior worsens. Albert himself was a scholar and here he is 

shown to wish his son, the future king, to become one too. Voicing his concerns to his 

uncle Leopold in “A Coburg Quartet,” he says: “No matter what I do, Bertie will be my 

legacy, I love him so very much but, can you imagine him as King?” (0:09:27- 0:09:39) 

This suggests that Albert’s investment in the wellbeing of Bertie is partly selfish. Albert’s 

concern for Bertie suggests that Albert is afraid that if Bertie turns out to be a bad king, 

this will determine how Albert is remembered in the future. For an ambitious man like 

Prince Albert, it must feel emasculating that his life’s work may turn out to be a failure 

and feeling unable to rectify that. This leads to a stern and cold attitude towards his son 

and wife, both of whom doubt whether Prince Albert truly loves them anymore. Bertie 

has mainly been in the care of women his whole life unlike Albert and he may therefore 

think that this is the reason for his son’s behavior and ineptitude. Albert eventually hires 

a professional to diagnose whether Bertie’s shortcomings might rather be a hereditary 

birth defect. The expert’s conclusion confirms this, explaining that “the prince’s anterior 

lobe, the seat of the intellect, is sadly underdeveloped while the lobes of confidentness, 

destructiveness and self-esteem are most prominent” (0:20:36-0:20:51). He also says that 

King George III may have suffered from this too, suggesting that this defect comes from 

Victoria’s side of the family. The proud Albert is relieved at thinking that Bertie’s 

condition is not his fault. In a discussion with Victoria, Albert suggests that “like Bertie, 
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I think your character has been over-developed in the area of self-esteem” (0:48:01-

0:48:04), as she is being emotional. Victoria is hurt by Albert’s comment and hits him 

across the face, asking him why he is so cold to her, to which he replies that it is the only 

way for him to deal with her temper. One critic considers Albert lucky to get away with 

a slap as he could have been sent to the tower for that comment (O’Donovan). Albert’s 

confession further proves that his ideas regarding masculinity have disassociated him 

from the emotions his wife and son tend to show, rather than hide, and therefore he 

distances himself and hurts them further in the process.   

4.2 Philip’s Masculinity in The Crown 

Unlike Prince Albert, Prince Philip did not marry the Queen of England, but the Princess 

of Wales. Furthermore, in order to marry Princess Elizabeth, he renounced his title as His 

Royal Highness Prince Philip of Greece and Denmark, and George VI “arranged for him 

to be created Duke of Edinburgh, Earl of Merioneth and Baron Greenwich” (Eade 199). 

The Duke of Edinburgh and Princess Elizabeth expected to have ample time together 

before she became the Queen. Philip therefore assumed he would already have a career 

and have made a name for himself before he would simply become the Queen’s husband, 

and do “what countless wives of public figures do unnoticed every day – putting their 

own careers second to that of their spouse and keeping him company as he works” 

(Leggott 261). In The Crown, Matt Smith portrays Prince Philip as “a fundamentally good 

(if gaffe-prone from the start) man struggling to fulfil an unexpected duty that emasculates 

him at every turn” (Mangan). As the first season progresses Philip’s struggle is shown 

through increasing spite and bitterness, his toxicity manifesting as he goes through 

“challenges as a man and a husband” (Leggott 271). In “Hyde Park Corner,” King George 

VI dies and Elizabeth becomes the Queen of England. Suddenly Philip is not allowed to 

walk side by side with his wife, as the Monarch should make her entrance first. When he 

is being told to walk behind his wife out of the plane, their eyes meet and without words 

Philip is shown to realize that Elizabeth has become something more than just his wife, 

and Elizabeth is represented by Claire Foy as slightly frightened of the dramatic change 

in her life. This does not seem to be undermining Philip’s masculinity or make him 

insecure, because as of this moment, it is not only his wife but the Queen of the United 

Kingdom who depends on him. This realization seems to be empowering rather than 

discouraging and his masculine empowerment is shown through silence (Leggott 268) as 
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he confidently runs after her and is seen compassionately standing by her during the rest 

of the episode.  

In “Windsor,” Philip tries to assert some power for himself as he wants his family to 

take his name, Mountbatten, and he wants to live in Clarence House as he had spent time 

decorating it and making it their home, more specifically his first proper home since he 

was nine years old. When he is denied these wishes he looks deeply hurt and says: “Am 

I to be the only man in this country whose wife and children don’t take his name?” 

(0:54:15-0:54:19). This emphasizes Philip’s unique position as inferior to his wife. 

Though not included in The Crown, the real Philip was aware that he was not being treated 

as well as Prince Albert, whose descendants bore his last name, Saxe-Coburg-Gotha 

(Seward 125). As Philip’s foreign descent and his connection with Germany made him 

an unpopular match for the Queen, this is likely to have further weakened Philip’s 

confidence in taking on his new role, especially since he did not yet have many official 

responsibilities and his naval career was now behind him. In this particular episode of the 

series, when Philip tells Elizabeth how important making Mountbatten the royal family 

name is to his uncle, he is obviously deflecting his own feelings. This situation is making 

him emotional, which is considered feminine behavior, and further, since the real Philip 

is not known to express himself emotionally when met with hardships, the fictional Philip 

is clearly portrayed as uncomfortable in this instance based on readings of situations in 

the Prince’s real life. In the past he would rather stay quiet and move on, but in this scene 

Smith portrays him realizing that he is stuck and completely powerless in this situation. 

Due to this realization it is likely that the uncertainty of what his role in the future will be 

makes him uncomfortable, as is shown in what follows when Elizabeth delivers him more 

bad news. Aggrieved, he accuses Elizabeth of having taken everything away from him, 

his home, his career, and his name. These three things were customarily provided to the 

family by the husband. The fictional Philip is therefore likely to feel isolated, not only 

due to being the only man whose children do not have his name, but also the only man 

without a sense of purpose as a husband. Finally, in an attempt to reassert some power 

over his wife, Smith’s Philip remarks that he thought he and Elizabeth were in this 

together, and then walks away. Feeling betrayed in this situation, being able to accuse 

Elizabeth of his deprivation and hurt her feelings in the process, is a sign of his inner 

conflict regarding his and Elizabeth’s reversed gender roles, as she now occupies the male 

role of the decision maker.  
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In the episode “Smoke and Mirrors,” Philip is shown to continue to struggle with his 

ideas about masculinity and gender, feeling powerless in face of his situation. Although 

the real Philip oversaw all royal estates, improved their efficiencies, and reorganized 

Buckingham Palace, according to The Crown it seems that the Queen’s coronation was 

his first important role after Elizabeth became Queen. Being an ambitious man, he is 

portrayed as excited to have an important job to do, and he decides to modernize and 

televise the coronation, which he thinks is fitting for the queen. It seems like this is the 

first time in a long while that he can be proud of his own public accomplishment. While 

in reality Philip is said to have supported Elizabeth in not wanting to televise the 

coronation, he is indeed credited for convincing her that televising the coronation would 

unite the nation and bring the people and the crown closer together (Eade 278). In this 

episode, having to kneel to his wife is a new source of discomfort for Philip’s male ego, 

as it will make him “feel like a eunuch” (0:39:49-0:39:50). Furthermore, as the coronation 

is to be televised, the whole nation would in fact see him kneeling before his wife and so 

it would be publicly confirmed that he was not playing by traditional ideas regarding 

gender roles, leaving him humiliated in front of the British public. It is very credible that 

the real Prince Philip may have felt this way, as Eade describes it: “Formally dedicating 

his life to playing the supporting role to his wife went against the grain of his overtly 

masculine character” (277). The temper tantrum Philip is shown to have in this episode 

clearly dramatizes the situation for entertainment purposes, but also elevates Queen 

Elizabeth and portrays her as an empowered woman as she is able to firmly put Prince 

Philip in his place and question his masculinity (Leggott 270), telling him that a strong 

man would be able to kneel to both his wife and his queen. At the coronation, Matt Smith 

tells a story of a thousand words with only his look. This is the story of Philip watching 

the moment when his wife becomes divine, and how powerless he has become compared 

to his wife. The coronation is shown as less than a joyous occasion for the married couple 

and implies that Philip could have been more supportive and even as excited as he was 

when he took charge of the coronation. However, his feelings of masculine pride cause 

him to hurt his wife and dwell on his own misfortunes. In real life, Philip is reported to 

have been more excited about the Union Jack having reached Mount Everest on the 

morning of the coronation, than attending the ceremony (Seward 92). He also had not 

taken the rehearsal ceremony too seriously, rushing through his participation and was 

scolded by the Queen who made him repeat it properly, though he performed well during 
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the actual ceremony (Seward 94). This behavior implies that Philip was in fact struggling 

in real life, much like the representation of him in this episode.  

The Crown shows the royal couple gradually growing apart after the coronation, with 

Philip feeling disrespected by Her Majesty’s government and stripped of his freedom, 

while Elizabeth conforms to the role she has been prepared for. In light of this, Philip 

“becomes a frustrating pain in the arse in the second season” according to Saraiya. In 

“Lisbon,” Philip has been sent out to sea for a five-month-long tour, along with his friend 

and secretary Parker. During this tour Parker’s wife files for a divorce, fueling rumors 

that Philip’s behavior was also inappropriate. Philip, who has done nothing wrong, feels 

once again disrespected and patronized like a child, which is exactly what Elizabeth 

accuses him of being when they meet again. By this time they have been married for 10 

years, five of which have been spent trying to adapt to each other as the monarch and 

consort, in reversed gender roles. Elizabeth seems to have dealt with the past five years 

by giving Philip everything she thinks he wants, while keeping the integrity of the crown 

intact. Philip’s desires are to be considered a peer and respected by his contemporaries, 

which Elizabeth may not yet have understood. These unfulfilled desires are likely the 

result of the real Philip’s lifetime of rejection and tragedies. His Greek family were 

repeatedly banished from Greece, his mother was unable to take care of him and his father 

abandoned him. He drifted between countries, being sent from boarding schools to 

various family members each holiday. His life never reached a normal stable condition, 

though Philip got used to this lifestyle (Seward 35). Philip’s getting used to never staying 

in the same place for too long is likely to play a part in Philip’s restlessness, which 

Elizabeth complains about in a scene where the couple discuss how to mend their 

relationship, as divorce is not an option for them. Elizabeth, who is keen on finding a 

solution to make Philip happy, seems to finally understand how degrading it is for Philip’s 

male ego to be a father who is outranked by his eight-year-old son. Even though she 

knows that Philip understands the conventions of the crown, she understands that he 

cannot be happy when feeling this humiliated. She therefore agrees to give Philip a title 

which demands the respect that he feels he needs. Unfortunately for Philip, he does not 

feel more respected after being granted his new title; he even seems to have lost respect 

for himself since he tells Parker that he sold out. Historically, it is quite within the realm 

of possibility that this is the way it happened. However, at the time of the royal couple’s 

rumored rift they published a statement, blatantly denying it (Seward 134). Furthermore, 

no reason was given why Philip received the new title of His Royal Highness The Prince 
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Philip, Duke of Edinburgh, though his previous status as His Royal Highness Prince 

Philip of Greece and Denmark, before becoming a British citizen, as well as Albert’s title 

as Prince Consort, granted to him in 1857, may have played a part in the decision. It is 

unknown whether Prince Philip was given his title in order to appease him.  

In the beginning of “Paterfamilias,” Prince Charles is described as “different” 

(0:01:06) because he is “uncommonly shy. Sensitive. Delicate” (0:01:11-0:01:19). These 

words are not usually used to describe men and imply that Charles’ masculinity may be 

weak. To contrast the father-son relationship, Smith uses “Philip’s public-school 

education and old-chap athleticism to create a devastating portrait of poisonous masculine 

pride” (Saraiya). Philip presumably wants Charles to be more masculine so that he will 

not be ridiculed and humiliated; furthermore, he thinks that the next King of England 

should not be a weakling. It is immensely important for Philip that Prince Charles attend 

his old school Gordonstoun, far away from his parents and the luxury of being royal. 

Philip implies to Charles that he has to toughen up and that in order to grow up properly 

he has to go to Gordonstoun. However, Charles feels tormented at school, though he stays 

there to please his father and even participates in a challenge that he cannot finish. This 

tells us that Charles is already feeling the influence of Philip’s ideas of masculinity and it 

torments him that he cannot fulfill his father’s expectations. On their flight back home 

Philip tells Charles that he showed courage by participating and that the outcome does 

not matter. These fatherly and loving words are then almost immediately overshadowed 

by Philip’s outburst over how scared Charles is of the flight’s turbulence. Philip shouts 

that it is just air and that Charles has to toughen up, since otherwise he will not succeed 

in life. Philip disapproves that Prince Charles reveals this softer and more feminine side 

by being scared. Philip’s outburst is probably the result of his complicated feelings at this 

point, not only because of his disappointment with his son’s cowardice. This episode also 

shows Philip remembering his time at Gordonstoun, which includes memories of his 

sister and her family dying in a plane crash. Through a flashback in the episode Philip’s 

father, Andrea, is shown blaming Philip for her death. Just before his outburst, Philip 

implies that he believes this too, which further suggests his inability to work through his 

emotions and adds to the complexity of Philip’s emotional state as he lashes out at 

Charles.  
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5 Conclusion 

The Crown and Victoria portray Prince Philip and Prince Albert struggling with 

preconceived ideas of masculinity in their position as the monarch’s consort. This causes 

them to behave badly towards their wives, though living generally happy lives. Many 

men feel strained when having to comply with certain standards of masculinity, and this 

arguably also applied to Prince Albert and Prince Philip, considering the era and society 

in which they were brought up and the fact that both had to adapt to a role normally 

occupied by a woman. Both princes had to make a lot of compromises and suffered losses 

in their gender-reversed role as the royal consort. They felt that their masculinity was 

compromised, as they had to depend on their wives to provide them with things that the 

husband normally provided. Both princes show signs of having disassociated themselves 

from behavior that is considered feminine, and instead act out aggressively towards their 

family. Their struggles are portrayed by Tom Hughes and Matt Smith as developing from 

those of happily married men whose increasing bitterness at their compromised masculine 

power makes them evolve into cold and spiteful men.  

Both Victoria and The Crown showcase the public and private lives of the royals 

and are credible biopics regarding their treatment of historical facts. As a result, these 

television series may impact younger viewers’ interpretation of the private lives of these 

historical figures to the extent that the series may be seen to represent the truth. Although 

biopics follow history and biographies very closely, the extent of what is known to have 

happened within private conversations between individuals does not reach far. However, 

there are letters written by the royals themselves and reports from friends and 

acquaintances of the royals that may help with understanding what may go on in their 

lives behind closed doors. These series present stories that are uncommon in the historical 

context, that is, stories of princes who marry the queens. Therefore, it is due to Albert and 

Philip’s ideas of masculinity and finding themselves in almost unprecedented situations 

that they are left riddled with conflict in their roles as royal consorts.   
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