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[bookmark: _Toc501477546]Introduction
It is the purpose of this dissertation to examine the suitability of Joseph Campbell’s proposed model of essential archetypal structure, the monomyth dubbed “the Hero’s Journey,” to the applications of both analysing and authoring literary or cinematic works that boast an emphasis on narrative. The aim is to identify, if it is present, an underlying structure that exists in a broader range of narratives than those that conform in part or whole to Campbell’s archetypal model, and to question whether this deeper essential structure changes how audiences, theorists and authors should handle the assertion and identification of a work’s textual and subtextual meaning.
To this end, the first chapter will establish the tenets of Campbell’s fusion of neoclassical genre theory and psychoanalysis, and identify the more basic structure that he appears to have overlooked. The second chapter will apply both models to the analysis of 2 thematically-distinct works of horror fiction from the last 200 years. In the third chapter, those models will be applied creatively to the generation of ideas that may be applied to a short film adaptation of The Music of Erich Zann by H.P. Lovecraft.


[bookmark: _Toc501477547]PART 1: The Hero’s Journey and its questionable relevance to contemporary narratives
In simple terms, the Hero’s Journey can be defined as an arrangement of specific archetypal and structural signifiers that mythologist Joseph Campbell asserted represented the essential framework of folklore, mythology and certain social customs of initiation from around the world (Campbell, 1949). Campbell’s concerns were predominantly anthropological in nature; he believed and subsequently proposed that these signifiers defied what he perceived as the limits of cultural and transcultural osmosis, and therefore that their worldwide ubiquity could not be explained as imitation but instead by their rooting in the inherent archetypal structures of what Jung dubbed the Collective Unconscious.
To reinforce this, the observation is made that the structure of the Hero’s Journey and the mythic Initiation appears to parallel at times the common arrangement of dreams:
“Most amazing is the fact that a great number of ritual trials and images correspond to those that appear automatically in dream the moment the psychoanalyzed patient begins to abandon his infantile fixations and to progress into the future.” (The Hero With a Thousand Faces, 1949, p.6)

This is the more traditional field of study emphasised in the theories of Jung and Freud. The archetypal structures of both dream and narrative both reflect the workings of the unconscious of the dreamer/author, hence the supposed ubiquity of Campbell’s archetypal model in folklore and myth that existed prior to the codification of plot syntactics in Poetics (Aristotle) that provided the foundations of what would become neoclassical genre theory (Altman, 1999).
Campbell was then, by his own assertion, attempting to diagnose the reason for the common archetypal makeup of classical myth through a psychoanalytical reading of common signifiers. This approach is structuralist in its characteristics and, in some ways, parallels the methodology of Vladimir Propp, in the sense that it alleges that essential underlying meaning be derived from the recurring patterns in a narrative’s arrangement of sequences and archetypes (Stam, Burgoyne and Flitterman-Lewis, 1992). The Hero’s Journey is the proposed essential language of myth, an amalgamation of syntactic signifiers alleged to be a product of the unconscious mind, rather than a common learned language that self-perpetuates its own commonality and therefore boasts adaptive potential, as a post-structuralist theorist may argue (Belsey, 2002).
The framework of the monomyth in question is divided by Campbell into 3 parts: the Departure, the Initiation and the Return, which are then split further into 5, 6 and 6 sequences respectively.
The first act, the Departure, sees the archetypal protagonist, the Hero, who is symbolic at this point in the tale of the incomplete or ego-driven Self, become motivated to venture beyond the bounds of their normal field of existence by a “Call to Adventure” (Campbell, 2008). They are initially reluctant to act, sometimes even utterly resistant to the Call to such a degree that it renders them entirely passive, but with some “Supernatural Aid” they make the active choice to venture forth. Upon “Crossing the First Threshold” into the outside world, the Hero experiences a symbolic “rebirth,” and so enters the second act.
This second act, the Initiation, is where the Hero undergoes a process of transformation. This phase of the Journey (upper-case lettering here refers to symbolic archetypes) begins, in most cases, with a treacherous journey along a “Road of Trials,” after which the Hero finds comfort upon meeting a “Goddess;” they find themselves once more in a realm of apparent security. The Journey is halted by this until the Goddess is revealed to be, in actuality, a Temptress who leads them astray, and so the Hero returns to the Journey of their own accord.
Their drive to persevere reinvigorated, they reconcile with the Father, and in doing so accept guidance that leads them to the “Apotheosis,” where they are gifted with the “Ultimate Boon” (which Campbell states is typically, but not always, immortality, a symbolic transcendence of a vulnerable, incomplete state).
So begins the third act, the Return, in which the Hero is restored to the realm that they left in the first act. This phase seems to have more room for variation: the Hero may refuse to return, Campbell states, or may be required to flee an antagonist or seek rescue. In the latter two cases, the Hero eventually crosses the “Return Threshold” as the “Master of Two Worlds,” one who can freely cross the Threshold as they choose. The Hero is gifted with “Freedom to Live” as their focus returns from the Journey to their Self.
Campbell’s argument is that the 1st act represents the Departure of the Self from the realm of Ego; the 2nd act the addressing of unconscious complexes as the Hero/Self comes to terms with the challenge of separating themself from the comfort of the Mother and developing a more balanced, reasoned view of the Father; and the 3rd act is the return to the realm of consciousness as the more complete Self. To Campbell, all fiction that incorporates this archetypal structure or its component parts boasts the same essential subtext, regardless of which culture-specific signifiers may be layered on top. The usage of the Hero’s Journey is supposedly an innate unconscious process, variances the assertion of the personal unconscious or the specific semantic signifiers of the author’s culture.
In Into the Woods, a perceived oversight is observed in what Yorke describes as a failure on Campbell’s part to recognise an even more basic structural pattern underlying his psychoanalytical model. Citing George Hegel, Yorke states:
“Truth, [Hegel] argued, could only be found through a journey of continual opposition; an idea is posited, challenged, and a new idea is born. This too is then challenged and the process repeated until a totality, built from fractals, is found. So it is with story.” (Into the Woods, John Yorke, 2013)

Campbell’s text emphasises, as the field of Jungian psychoanalysis at large does, the interplay between the binary structures of the Conscious Self and the Unconscious as overarching themes of the narrative as a whole, and the narrative as the process of the former’s assimilation of the latter. The Hero’s Journey is the process of synthesis between the Hero and the forces of antagonism (the repressed archetypes of the Unconscious) via a departure from the Ordinary World into the Extraordinary World. What Yorke points out is a failure by Campbell to recognise that such binary structures can be observed in the narrative’s component portions: in the scene, the sequence and the act that drive the story as well as the archplot in its entirety.
The interplay between binary archetypes is, in Yorke’s proposed model, the most essential building block of the narrative, and he asserts that such a model mimics an attempt at mediating one’s perceived truth and external information that challenges or runs contrary to that perception via a symbolic variation on the Socratic dialogue. It is, to paraphrase, symptomatic of a potentially-innate desire to impose structure on and make use of information that we perceive as outside of ourself; the usage of binary archetypes is the most straightforward syntactic language that suits this end, the Hero’s Journey a specific arrangement of binaries that developed as a response to social and historical context.
Yorke’s analytical model emphasises the dynamic between the protagonist and antagonist as the central driving force of the narrative, in the sense that the antagonists’ function is to challenge the worldview or progress of the protagonist, who grows by adapting to that opposition. In the scene, the sequence, the act and the plot, the active protagonist assimilates and reacts to new information introduced by the external world and so moves the narrative forward in accordance with their response. If this structural model is indeed representative of the constructed syntax that we use to comprehend the world around us, then the specific forms taken by opposed binary forces are what the reader should derive meaning from. The archplot in its entirety, that is one with a clear and comprehensive resolution, represents the assertion of a more complete perception of truth via a process of mediation between the protagonist and the outside world; this certainly applies more broadly to works that embody the comprehensive definition of narrative proposed in New Vocabularies in Film Semiotics:
“The following definition synthesizes the work of many writers: NARRATIVE can be understood as the recounting of two or more events (or a situation and an event) that are logically connected.” (p.69)

What is interesting to note is that Yorke’s adaptive model applies more readily to works of fiction or non-fiction that do not conform to Campbell’s codified synthesis of neoclassical genre study and Jungian psychoanalysis, as an analysis of Guardians of the Galaxy Vol.2 (James Gunn, 2017) and its direct prequel may demonstrate.
The protagonist of the film, Peter Quill (Chris Pratt), can be read as a deliberate condemnation of the usage of the Hero’s Journey; he is a character who has internalised Campbell’s ritualistic process of self-actualisation via his own consumption of popular media, and who unquestioningly treats it as a roadmap for his own growth. In the first film, we see him undergo the Departure during the prologue; he is literally, irreversibly separated from his Mother and the security that she represents. Though the 1st film boasts a contained 3-act structure of its own, it can be said that the 2nd film recontextualizes its cohesive narrative as a sequence in a larger plot. The events of Guardians of the Galaxy (James Gunn, 2014) parallel the archetypal Road of Trials, after which Quill finds new stability as a member of the eponymous pseudo-familial unit. In Campbell’s terms, this is the Meeting with the Goddess.
The 2nd film, then, has Quill, who sees in himself the archetypal Hero, become disillusioned with the Guardians group, after which he seeks guidance from the archetypal Father in the form of his literal father: Ego the Living Planet (Kurt Russell). His treatment of Gamora (Zoe Saldana) becomes abusive; his perception of her as little more than his own Anima is made clear, as is the rooting of that perception in his own self-absorption given direction by the media that informs his worldview.
Guided to the mythic Apotheosis by his Father, Quill is offered immortality, the Ultimate Boon, but at this point Ego’s active part in the death of his Mother is exposed. At this point, Quill becomes conscious of Ego’s destructive influence and rejects his Father, and Campbell’s monomyth is subverted. In this moment, Quill takes a step towards the recognition of the fallibility of his perceived Truth: his Want, the conscious External Desire for a mythic Initiation under the guidance of his Father, is not the Need that he perceived it to be. His true Need, which his actions up to this point have stood in direct conflict with, is for the stability and interpersonal connections that his separation from his Mother deprived him of at a young age. The integrity of the Guardians unit, and the value of the stability offered by the Mother and the archetypal Goddess, is reaffirmed.
So it is that Quill, reflecting on his own self-absorption and his failure to adequately value his relationships with others, asserts in somewhat vague terms at the resolution of the narrative his new Truth, and the conclusive statement of the film’s symbolic dialogue:
“What I’m trying to say here is sometimes that thing you’re searching for your whole life is right there by your side all along, and you don’t even know it.” Guardians of the Galaxy Vol.2 (James Gunn, 2017)

To Campbell, such a creative choice would likely be perceived as symptomatic of the author’s fixation on “the unexercised images of [their] infancy, and [their disinclination] to the necessary passages of our adulthood” (Campbell, 1949, p7). The receptiveness of the audience to this message may be perceived as indicative of the same as a broader collective neurosis endemic to contemporary society.
What can also be observed here, however, is a narrative framework wherein the archetypal structures of the Hero’s Journey are defined primarily as semantic signifiers, and the syntactic language of the film is akin to a dialogue between two opposing worldviews. The positioning of the archetypes within this symbolic exchange of ideas is reversed from Campbell’s model, and so a new meaning distinct from that of the monomyth is generated.
Meaning, in this case, can be said to be derived from the apparent subject of discourse and from the structural positioning of semantic signifiers. Quill, the protagonist whose worldview represents the ‘thesis,’ is confronted with his ‘antithesis’ in the form of various antagonists and engages in an active process of ‘synthesis,’ wherein he processes the external information presented to him and adapts his worldview accordingly. The syntactic devices are simply defined by their function in the exchange; a beat, scene, sequence or act that progresses the narrative does so by changing in some way the relationship between the thesis and the antithesis.
The depiction of this learning process in this film is fairly literal; the thematic principles embodied by the thesis and the antithesis are outlined on a textual level as the subject of Quill’s internal growth. In a narrative that doesn’t define its themes in the dimension of internal conflict, the syntactics of discourse can be observed nevertheless: when Perseus (Harry Hamlin) battles Medusa in Clash of the Titans (Desmond Davis, 1981), for example, the conflict is framed as largely external. The hero in this case does battle with his enemy, his antithesis, and overcomes her via a synthesis of his own ingenuity and his shield, a previously-established, once-external plot device that he ‘internalised’ and learned to employ. The scene itself is a contained microcosm of the narrative as a whole, at once a symbolic dispute between two binaries and a turning point in the plot’s overarching conflict.
A key difference between Clash of the Titans and Guardians of the Galaxy Vol.2 is that in the former the base thesis embodied by Perseus is consistently affirmed and never challenged to such a significant degree that the protagonist must completely alter his thinking lest he be stripped of agency. All he needs to do is develop in a linear fashion via the assimilation of external devices until he is equipped to wholly overwhelm his antithesis.
In proposing the model of binary dialogue as the essential unit of the narrative, Yorke implies that the archetypal framework of the Hero’s Journey is not ahistorical, though he does not attempt to explain in concrete terms the reason for its supposed global ubiquity. Indeed, Campbell’s own assessment depends upon the recognition of a shared condition of the historical contexts of the myths that he analyses: the cultures from which they emerged were not fully equipped for cultural and transcultural osmosis or the acquisition of more comprehensive knowledge.
Given this shared characteristic, one could speculate that rather than being a reflection of innate unconscious structures, the Hero’s Journey as an arrangement of semantic and syntactic signifiers is for some reason the most logical symbolic dialogue that a society with limited access to external information can construct to understand the comparatively restricted world that they were equipped to perceive. Perhaps the structure of the family unit was such a common experience that it resulted in a near-uniform structural language across cultures. This notion is, of course, pure supposition without much to substantiate it.
Campbell’s model of the Hero’s Journey, then, may be said to be losing its once-widespread relevance in a world where transcultural exchange and the acquisition of knowledge are increasingly viable and the codified models of neoclassical narratives are subject to varying degrees of scrutiny and subversion. Ultimately, as Yorke himself states, the notion of the rooting of the monomyth in the archetypes of the collective unconscious is at once unfalsifiable and unprovable. Yorke’s proposal is likely the same in this regard. However, the model of symbolic dialogue driven by conflict between opposing archetypes that is at once observable in texts that do and don’t adhere to a codified mythic framework seems more suited to analysing a wider variety of contemporary post-structuralist narratives on top of classical myth and modern psuedo-myth.



[bookmark: _Toc501477548]PART 2: The Journey or the Dialogue in Horror Narratives
In the 3rd chapter of The Seven Basic Plots, the author describes in fairly dogmatic terms a supposed “disintegration” (Booker, 2004, p.348) of the dramatic form, a trend that he perceives as increasingly pervasive in the narrative fiction of the last 200 years. The text in its entirety represents something akin to an expansion upon the theories and methodology outlined by Campbell: the archetypal structures of the Hero’s Journey, he argues, are present to varying degrees in seven basic, rounded plot frameworks, and all plots share the same underlying structure. The archetype of the Light, the completed Self, overcomes the Shadow that represents some aspect of, or the totality of, the Ego, and is therefore symbolic of the overcoming of neurosis. This is the Universal Plot, Booker proposes. It is the most essential form a narrative takes when the innate archetypes of the unconscious mind are permitted to freely govern the story’s direction.
“The only question is whether the central figure is identified with the light, in which case he or she ends up liberated and whole; or whether they have fallen irrevocably into the grip of darkness, in which case they are destroyed. But, whatever the fate of the central figure, the real underlying purpose of the process has been to show us how, in the end, light overcomes the darkness. Such is the archetypal pattern around which our human urge to imagine stories is ultimately centred.” (Booker, 2004, p.227)

A key example of the “disintegration” that Booker refers to is alleged to be a pattern of narratives wherein the absolute victory of Light is subverted in some capacity: the Journey ends in failure or uncertain victory; the archetype of the Anima is not properly assimilated; or no actual growth on the part of the Hero takes place, to describe a few of the possible manifestations of this alleged phenomenon. Such works represent not our instinctive model of psychological maturation but rather symbolic expressions of personal neuroses:
“One of [this trend’s] conspicuous features… was the way the stories became more like personal dreams, reflecting the particular psychological inadequacies and imbalances of their creators.” (Booker, 2004, p.412)

Certain theoretical frameworks for the study of the horror genre emphasise similar differences to those between texts that do conform strictly to the neoclassical narrative framework of the Hero’s Journey and/or the Universal Plot, and those works that don’t (Gledhill, 2007). Noted in Gledhill’s summary of the various analytical models applied by theorists in the act of defining the horror genre is, for example, an asserted distinction made by W.H. Rockett between ”the horror produced by suggestion - the terror of the unimaginable - and the guignol effect of things seen” (Gledhill, 2007, p.349). The former, the object of fear which the medium of the text is unequipped to adequately depict, Rockett calls “the Ultimate Horror;” the latter, horror that that can be comprehended and wholly overcome, he deems more immediately dramatic but less enduringly potent in its affect.
This particular analytical model emphasises the significance of the aesthetics/semantics of horror as the source of the genre’s impact, rather than the syntactic signifiers that form the underlying plot. Nevertheless, it mirrors Booker’s differentiation. In the case of what might be called the structural equivalent of ‘guignol horror,’ the archetypal Monster is subject to rational rules, and by learning those rules the Hero gains the means to overcome it. The narrative, then, can and often does reach a comprehensive resolution that sees Light overcome Shadow. This structure can be observed in Dracula (Bram Stoker, 1897), which conforms to Campbell’s monomythic structure more so than many other examples of 19th century horror. Jonathan Harker, given the necessary tools and guidance by the archetypal Father in the form of Abraham Van Helsing, slays the titular Monster at the novel’s climax and liberates Mina (the Anima) from the vampire’s curse. It is, in this respect, a fairly conventional Hero’s Journey. No question is left unanswered, the Monster is defeated and the Hero is rewarded.
In the alternative, the Ultimate Horror cannot be fully understood or provably overcome, bringing the narrative closer to what Booker calls the Dark or Lesser Dark variations on the Overcoming the Monster plot. For instance, The Shining (Stanley Kubrick, 1980) does not portray a wholly comprehensive archplot: the audience sees the immediate conflict undergo a resolution as the murderous Jack Torrance (Jack Nicholson) is evaded and left to die, but with the final shot the viewer is left with a question that the story has not equipped them to answer. The truth of how exactly the Overlook Hotel influenced Jack, as well as whether or not the bloody cycle will be repeated once again, remains veiled. The integrity of the victory is uncertain.
In terms preferred by Campbell and Booker, Dracula’s plot depicts in full a symbolic struggle between archetypes of the Self and the Ego, in which the Self accepts the Father’s support, emerges victorious and, via assimilation with the Anima, is made whole. By comparison, The Shining depicts the Self, who is in this reading embodied by Jack, falling prey to the neurotic constructs of the Ego to such a degree that he is driven to madness and ultimately destroyed. Gledhill, citing Stephen Snyder, describes a line of psycho-sociological analysis that argues that The Shining, among other horror films of its time, reflects an unconscious response to the stifling, repressive nature of the traditional family structure, as well as anxieties about how that repression might manifest outwardly (Gledhill, 2007, p.351). Such an interpretation is not without a textual basis: the film sees Jack’s ego-induced madness, catalysed by his environment, become directed violently at his family, and from then on the audience witnesses that mania from the perspective of the victimised wife and son.
How, then, might one choose to interpret such texts when perceiving them as constructed mediations of binary ideas? The 3-act structure in which ‘thesis is challenged by antithesis and undergoes synthesis’ is evident in both examples, and the key difference here is the varying degrees to which the two works in question offer a satisfactory closure to their respective symbolic dialogues.
In the case of Dracula, the protagonist Harker is imprisoned early in the tale after falling prey to the erotic advances of the vampire’s wives: an act of infidelity into which he is manipulated by Dracula, a symbolic ideologue who may be read as representing godlessness and sexual excess. So it is that the thesis, at the beginning of the text, is found wanting in the face of his antithesis; if he wishes to prove himself the victor, Harker must better himself. Interesting to note is the degree to which the semantics of the text mimic those of Christian dogma. Dracula is demonic in nature, and therefore it may be implicit that the specific ideas that he symbolises are the ‘evil’ in a strict moral order (Derry, 1977). ‘Sexual decadence’ and ‘evil’ are synonymous then, and with the slaying of Dracula the goodness of the traditional values of monogamy and Christian faith are reaffirmed. Such a dialogue might have represented an effort on Stoker’s part to counter a perceived society-wide decline in moral values with regard to sexuality in the 19th century, or it may have been an attempt at reflection on a more personal digression. Either way, whatever Truth that the text asserts in the end is framed as absolute by the unquestionable defeat of the Shadow by the Light.
The Shining may be said then to have acknowledged and called attention to the potential shortcomings of its own symbolic dialogue with the film’s final moments. The immediate conflict in this case reaches an apparent resolution; Wendy and Danny escape their maddened patriarch and he freezes to death in the Overlook Hotel’s maze. What remains a mystery even after the film ends is the degree to which Jack’s insanity was induced or catalysed by the Overlook’s supernatural influence, or in other words whether the hotel drove him to madness or simply enabled the release of an already present but normally repressed aggressive inclination. Certainly, the Overlook exerts some unexplained influence over his psyche, and it is implied at numerous points in the film that it is not the first time it has done so, either to Jack himself in a previous cycle of some temporal loop or to a different person entirely:
[referring to the Donner Part] “They were a party of settlers in covered-wagon times. They got snowbound one winter in the mountains. They had to resort to cannibalism in order to stay alive.” (Jack Torrance in The Shining, Stanley Kubrick, 1980)

“Mr. Grady, you were the caretaker here. I recognise you. I saw your picture in the newspapers. You chopped your wife and daughters up into little bits. And then you blew your brains out.” (Jack Torrance in The Shining, Stanley Kubrick, 1980)

In the terms of a more literal academic discourse, it is stated in the conclusion that the information available does not allow for the assertion of an absolute answer, and that any new information may call into question the adequacy of the conclusion itself. More specifically, Kubrick may be said to be questioning the capacity to determine with certainty via discourse whether a man or society at large are more responsible for any act of violence or abuse that the man commits, with Jack functioning as an archetypal representation of the man and the Overlook his environment. The deliberate failure of this film’s symbolic dialogue to reach a secure resolution may be said to be what lends the text the enduring potency that Rockett argues is induced by the vaguely-defined Ultimate Horror. If, as Yorke proposes, the psychological function of the creation or consumption of a narrative is to mediate in some way two binary ideas so as to reach a more complete understanding of Truth, then the potential fallibility of the process of discourse and the ultimate Truth that it reaches calls into question our capacity to ever sufficiently understand the world around us.
The psychoanalytical models favoured by Campbell and Booker and the dialogue model favoured by Yorke both offer fairly distinct readings of the texts in question, and indeed any narrative work that they are applied to in an effort to discern meaning. The former may be reinforced by an analysis of the psychological state of the author at the time of writing; if the archetypal structures present in the text reflect in some capacity the workings of the author’s psyche, then perhaps that may be indicative of the value of the psychoanalytical reading. The alternative, meanwhile, depends upon which ideas the audience associate with the basic archetypes that are present in the text, and their relative positioning to one another as ‘thesis’ and ‘antithesis.’



[bookmark: _Toc501477549]PART 3: Application to Professional Practice – The Music of Erich Zann
The as-of-yet unfinished film project that is to be discussed in this third chapter is to be an approximately 10-minute long adaptation of the short horror story The Music of Erich Zann (Lovecraft, 1922). For the purposes of this practical application of analysis, it should be noted that my role within the project is that of the primary screenwriter, and that I was requested to participate after a rough outline of the project’s direction had already been established. This means that I have been working in accordance with a brief that imposes a small number of fairly strict limitations, and have been required to give final say regarding the implementation of all creative decisions to the producer/director.
The brief given to me by the producer/director emphasises, partly as a response to perceived practical constraints, a change in locale from the 19th/early-20th century French setting of the Rue D’Auseil to a comparatively modern hotel, and all current drafts of the script conform to this. Furthermore, the hope is for the film to serve as the proof-of-concept and/or possible pilot in an anthology series of short adaptations of H.P. Lovecraft’s works. Given this fact, few significant changes to or subversions of the plot will be made in the process of adaptation.
The source material itself boasts a narrative that Christopher Booker would likely describe as a ‘Lesser Dark’ incarnation of ‘Overcoming the Monster,’ representative as it is of the so-called “disintegration” of the archetypal narrative that he perceived in so much fiction of the 19th and 20th centuries. Nowhere is this more apparent that in the climax of the text: confronted with the unknowable horror that exists outside of Zann’s window, the protagonist flees Rue D’Auseil in manic terror rather than challenging and defeating it. The true nature of the street and the cosmic void that the narrator perceives, as well as the ultimate fate of the titular musician, remain unsolved mysteries, though the protagonist’s successful escape provides an immediate resolution to the narrative itself.
Applying Campbell’s model of archetypal psychoanalysis to the scrutiny of the plot, a possible underlying subtext is relatively simple to discern. The important thing in applying such methodology is to examine where the archetypes and their structural arrangement have deviated from the Hero’s Journey; those deviations, Booker would argue, provide the reader insights into the neurotic workings of the author’s mind (Booker, 2004). It is reasonable to interpret the narrator, thrust as he is into a situation that is extraordinary, as the Lesser Dark Hero who fails at the climax to self-actualise when confronted with the Shadow beyond the curtain, the symbolic representation of the ego. Erich Zann may be viewed as the archetypal Father, but he is mute, ill-equipped and unsuited to offering the guidance that the Hero needs in order to emerge victorious. As the narration clarifies almost immediately, the Hero fails to become ‘Master of the Two Worlds;’ he has searched for years for a means of accessing once again the symbolic realm of his unconscious, but the Rue D’Auseil and Erich Zann are seemingly lost forever. Having missed his opportunity, the Hero can never again attempt the mythic Initiation and come to understand himself.
With such an examination of the tale, one might discern a neurotic fixation on the inadequacy of the both the Self and the Father, and a sense that the author perceives himself unconsciously as trapped in the middle of the process of emotional maturation. No reference is made to the Mother or any realm of security; he has undergone the Departure and does not seem inclined to Return empty-handed. Nevertheless, the realm of the extraordinary and the guidance of the Father are forever closed off to the Hero, and so he cannot overcome the Shadow or assimilate with the archetypes of his unconscious. The Music of Erich Zann, then, may be seen as an unconscious expression of frustration at the author’s own perceived immaturity, and the lack of a suitable guiding hand to help him overcome that flaw.
Viewed on the other hand as a symbolic dialogue, what should take precedence in the act of interpreting the text are the literal semantic forms of the protagonist; Erich Zann; and the cosmic void. The former, the ‘thesis’ is a student of metaphysics, one whose mission it is to comprehend the underlying truths of the universe. The second is a cellist fending off the third, the ‘antithesis,’ an incomprehensible entity that defies rational understanding, with his music. The protagonist is an aspiring scientist, Zann an unrivalled artist, and both prove wanting in the face of an antagonist that cannot be comprehended. What is cast into focus by the numerous questions that remain unanswered after the resolution is our debatable capacity to ever truly make sense of the realities of the world around us when confronted with something truly undefinable, however much we might through art and science try to do so. A reasonable interpretation may be that the text is an example of Ultimate Horror because it suggests with its inconclusive discourse that there is information we can never understand, and therefore no absolutely secure understanding of Truth can ever be reached.
In the process of penning a relatively faithful adaptation of the story, I am not in a position to revise the plot so as to have it conform to a more conventional mythic structure, even if I wished to. Thinking of the plot as symbolic dialogue is the more practical creative model to apply to this project. From there, two distinct approaches are apparent.
In adapting The Music of Erich Zann as discourse, no significant changes need to be made to the semantic language of the main plot. Instead, extra emphasis will be placed on the framing device that is not explicitly referenced in the original text: the story is told to us as a reflective account by its protagonist. So it is that I have chosen to actually employ as a framing device the writing of the tale, and frame the plot not as Truth but as a recounting of perception. By doing this, the film emphasises the telling of the story by the protagonist as a means of mediating and making sense of an inexplicable experience. When the Writer, as he is referred to in the script, concludes his tale, it is hinted that the same nightmarish void now dwells beyond his curtain; the attempt at comprehension has not eased his existential fears, and he has not escaped the void as he perhaps wanted to believe.
The alternative, without changing the plot itself, would be to assert literally in the film’s semantic language the archetypal structures that Campbell would presumably read as underlying Lovecraft’s story, so as to turn the film into a psychoanalytical deconstruction of its source material. The same framing device as above is employed, but perhaps Zann appears the same as the fatherly figure in a photo in the Writer’s room. When the younger Writer peers beyond Zann’s curtain he sees not a void but the archetype of his unconscious mind given literal form; his Anima stands before him as an actual woman, and he recoils from her. The trappings of immaturity, like toys or childish books, are shoved in the corner of his room, but not wholly discarded. The relationship between the narrative and the Writer’s unconscious neuroses is exposed by the film’s visual symbols.
Ultimately, this psychoanalysis-based practical approach would nevertheless emphasise a tenet of the dialogue model: meaning is derived not from underlying, essential archetypal structures but from the semantic signifiers and their relative positioning in the text’s binary discourse. Regardless of whether or not I ultimately choose to pursue this latter direction, the syntactics of dialogue will be evident in the plot. Given this, my creative process should not neglect the film’s semantics if I hope to convey the intended meaning effectively.


[bookmark: _Toc501477550]Conclusion
In both analysis and professional application, viewing narrative as structurally akin to a symbolic dialogue is more useful than confining oneself to a focus on the archetypal models preferred by Campbell and Booker.
What Joseph Campbell observed and codified in the Hero’s Journey was a recurring pattern of how specific semantic archetypes and plot devices were positioned within the binary discourse that is the essential driving force of the narrative. The Heroes, the theses, tended in classical myth to take the same form, undergo similar tests and encounter archetypes that appear to boast the same qualities. Campbell asserted the ahistorical, psychological significance of such structures, arguing that they were to a psychoanalyst like dreams: a window into the workings of the author’s unconscious and a symbolic roadmap to a more complete Self. The Hero’s Journey is simply an innate product of our deepest psyche.
Ultimately, Campbell’s theories are unfalsifiable, but even in them we see the extraction of meaning from myth via a specific interpretation of the narrative’s archetypal figures and their changing relationships throughout the narrative, which mimics at a basic level a testing of thesis against antithesis in an effort to achieve synthesis. If one changes the positioning of those same archetypes, as James Gunn did with Guardians of the Galaxy Vol.2, then their meanings and the meaning of the text as a whole changes.
What matters then is the idea associated with each individual archetype by any given member of the audience, and how the binary conflict of protagonist vs. antagonist plays out and comes to be resolved (or possibly doesn’t, as was the case with The Shining).  A narrative proposes Truth, either as something factually absolute or as the fallible conclusion of a flawed or limited discourse. With regard to creative application, this seems a more basic and versatile foundation to construct a narrative upon, regardless of what the author wishes to communicate.
Indeed, it may be reasonably argued that without those binary conflicts as the driving force, the narrative itself does not take shape.
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