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“… Call to John.”
A Study on the Frontier Myth, Masculinities, and Terminator 2.














Other people, so I have read, treasure memorable moments in their lives: the time one climbed the Parthenon at sunrise, the summer night one met a lonely girl in Central Park and achieved with her a sweet and natural relationship, as they say in books. I too once met a girl in Central Park, but it is not much to remember. What I do remember is the time John Wayne killed three men with a carbine as he was falling to the dusty street in Stagecoach. 
(Percy, W, 1961).












Introduction:
……………………..
[bookmark: _Hlk187187913]Production on Terminator 2: Judgement Day (1991) began with a promise - “we’re going to get the audience to cry for you - the biggest, coldest, motherfucker, machine bad guy in history.” (Empire, 2021). This was the pledge of Writer/Director James Cameron to his nervous star, Arnold Schwarzenegger. 
The seven-time Mr Olympia had portrayed the titular villain in the first film, and was unsure if audiences would accept his heroic turn for the sequel. Cameron stated his intention with a comparison that quelled all doubts:
 “… The ending is going to be like Shane.” (Empire, 2021).
He was referring to little Joey Starrett heartbreakingly shouting, “come back Shane!” as his hero returns to the wilderness. 
Inferring from that specific reference a greater influence, this essay will derive the ways in which Cameron’s film parallels and subverts not only Shane (1953) – but by extension, the source that all the metrics of American manliness stem from - the myth of the West; personified chiefly, by John Wayne, who rose to prominence as:
… the quintessential cowboy hero in a number of Hollywood Westerns, and at the start of the twenty-first century, his cowboy image is still considered by many to be the epitome of American masculinity. (Benshoff, H.M. Griffin, S, 2004).
However, there exists also, a counter consensus that has fundamental antipathy towards the imbrication of repressive, antiquated, and largely fictional masculine norms of the kind embodied by Wayne, with any ‘epitome of American masculinity’ based in reality:
[bookmark: _Hlk187218495]These films are shot through with nostalgia, with an obsession with images and definitions of masculinity and masculine codes of behaviour, and with images of male narcissism and the threats posed to it by women, society, and the law…. The nostalgia, then, is not just for an historical past, for the Old West, but also for the masculine narcissism that Wayne represents. (Cohan and Hark, 1993).


This essay will posit that Cameron’s knowing subversion of traditional Western masculinities, was a reactionary response to – and rejection of – the ‘male narcissism’ encapsulated in the macho American Action Movies of the 1980s; and a final dismissal of the former 1950’s Western star-turned-President, in whose countenance, the revival of the hyper-masculinity of the 1950s had been modelled.





















“… No fate but what we make.” 
Historical Context – How the frontier myth shaped American male identity.
…………………………………………………….

The frontier myth, or myth of the West, is the romanticized retelling of the period of expansion throughout the 17th to 20th centuries as European Americans colonized the edge of civilisation. Pioneer traits like self-reliance and rugged individualism became the whetstone against which Americans sharpened their sense of themselves. Frederick Jackson Turner solidified the concept in the national psyche in his 1893 essay on American culture, The Significance of the Frontier in American History, arguing that nationalism, democracy, and a rejection of European ideals were forged from hardship and bequeathed to the nation by the pioneers – what was unique about Americans, Turner decreed, only became so due to their interaction with the frontier and the West, "to the frontier the American intellect owes its striking characteristics." (American Historical Association, 2025).
The transcontinental railroad, completed in 1869, opened up vast areas of the West for settlement and economic development, and the end of an era was on the horizon; lamented by painter Frederic Remington 1881, “I knew the railroad was coming… I knew the wild riders and the vacant land were about to vanish for ever.”  (Buscombe and Pearson, 1998). Turner concluded his essay by proclaiming the frontier closed, citing the 1890 census as evidence that there was no more land left out West to settle, "The frontier has gone, and with its going has closed the first period of American history" (American Experience, 2025).
The next period of American history would belong to the storytellers, for “the glorification of the cowboy was among the most lasting cultural legacies of the Old West” (American Experience, 2025). Men like Theodore Roosevelt and Owen Wister. Harvard classmates, both tenderfoots (‘city folk’ in Western parlance) who:




Exalted what was left of the American wilderness, especially in the West, as the best place for the development of manhood… the West could rebuild the values of the individual man as it had been the original crucible for the fundamental American values. (Buscombe and Pearson, 1998).
Roosevelt, a native New Yoker who had been a sickly child, plagued by illness and a sense of physical insufficiency was transformed by the frontier, becoming first a cowboy, and then the first self-styled ‘cowboy President’ in 1901. Propelled all the way by his romantic notions of the West gleaned from wood carvings, newspapers, and boyhood adventure books:
Even before the invention of cinema, the iconography and thematic myth of the Western were disseminated through a variety of nineteenth-century media. Dime novels, cheaply made books filled with high adventure, told stories of Western heroes conquering the land and proving the superiority of white American masculinity. (Buscombe and Pearson, 1998).
Wister would channel Roosevelt’s ‘white American masculinity’ into a story that would elevate the dime novel as an artform. Saying of his mentor and future President, that it had been, “he who had been the pioneer in taking the cowboy seriously, and I loved what he said about that bold horseman of the plains.” (NY Times, 1930). He dedicated his novel - The Virginian: A Horseman of the Plains (1902) to his muse, forever cementing the cowboy hero in Roosevelt’s image, as the depiction quickly became archetypal, and then ubiquitous. Its influence was felt almost immediately, in what is considered by many historians to be the first Western film, The Great Train Robbery (1903):
Rather than celebrating modern urban masculinity, this film copied the Western flavour and heroic mythmaking of the dime novel. In this way, urban males who had little contact with the type of outdoor active masculinity championed by Theodore Roosevelt could at least sit in a nickelodeon and fantasize that they were rugged cowboy heroes. (Benshoff and Griffin. 2004).
So began a West of the imagination, where a thousand deified cowboys were cast as martyrs on the cross of American individualism: riding off into celluloid sunsets and towards manifest destiny like fabled knights of the prairie, “have gun, will travel, reads the card of a man” - so goes The Ballad of Paladin, the theme song from popular 50s TV Western, Have Gun - Will Travel (1957) - “a knight without armour in a savage land.” (Western, Boone, Rolfe).

This veneration of male identities, and lack of substantial female presences that originate from outside the male-gaze, was noted by American literary scholar, Jane Tompkins in her book West of Everything: The Inner Life of Westerns, “the Western struggles and strains to cast out everything feminine” (1993). But criticism pertaining to representation in the mythic West, including push-back against narratives of the triumphal progress of [white male] civilisation substituting ones of genocide and environmental destruction, affront many patriotic sensibilities:
The dissemination of these perceptions to a larger public through the Smithsonian’s exhibit ‘The West as America’ led to outrage in the halls of Congress and articles in The New York Times. The West of hardy pioneers, brave cavalry troopers and virginal school-marms that existed nowhere but on cinema and television screens still exercises a powerful hold on the American imaginary. (Buscombe and Pearson, 1998).
This ‘hold’ was depicted in Stand by Me (1986), set in the late 1950s, when boyhood friends sing The Ballad of Paladin as they walk along the train tracks on their quest to find the “dead body of a kid named Ray Brower.” How fitting then, that the bearer of death that instigated their journey - and consequently the loss of their idealism. The thing that killed an all-American boy raised on Western heroes - be a train - the thing that killed the West. Perhaps not entirely coincidentally - around a cowboy campfire late at night - when a creeping doubt sets in that, maybe there’s nowhere to go with the codes of masculinity they have inherited from absent and violent fathers, one of them asks, “Wagon Train's a really cool show, but have you ever noticed they don't really get anywhere? They just keep on wagon-training.” (1986).
Wagon Train (1957) being another long running Western TV show, that at one time starred a young, bit-part player who at the time of Stand by Me’s release, was the latest self-styled ‘cowboy President’.







[bookmark: _Hlk187367995]“…living tissue over metal endoskeleton.”
Societal Context – Masculinity on screen in the Reagan Era.
…………………………………………..

Addressing autoworkers in Detroit at the dawn of the 1980s, the then Republican presidential candidate Ronald Reagan described the state of the American Dream as he saw it under President Jimmy Carter:
Do you remember when they used to promise us two automobiles in every garage? Well, we finally got ‘em. They're both Japanese, and they're both out of gas. (Lumen, 2024).
America at the time was adrift in a post-Vietnam, post-Watergate malaise. The erosion of faith in its institutions - wild inflation - the energy crisis - a declining dollar – deindustrialization. All factored into a disillusionment felt so keenly and widely that in 1979, President Carter addressed it in - what would come to be known as - the Crisis of Confidence speech:
It is a crisis that strikes at the very heart and soul and spirit of our national will. We can see this crisis in the growing doubt about the meaning of our own lives and in the loss of a unity of purpose for our nation. (PBS, 2025).
This uncertainty was deepened by the counterculture, civil rights unrest, and the social changes wrought by feminism. The shattering of the ideological consensus that had governed the post-Second World War era reverberated throughout the realm of popular culture, but was especially acute in the diminishing of Hollywood’s most traditionally masculine genre:
The decline of the Western in the mid-70s paralleled the political turmoil and social schism engendered by the Vietnam War… The growing equation of the Vietnamese with the Indians, compounded by anguish over the decade’s political assassinations, and violent racial and anti-war protests and riots, had the subsidiary effect of tainting the Western. (Buscombe and Pearson, 1998).




[bookmark: _Hlk187343668]Yet, the Western had been “influential in helping to create a sense of national identity” (Buscombe and Pearson, 1998) and so, in its absence, arose a cultural void of moral uncertainties which the white hat/black hat, binary coding of the mythical West had once attended to.
Into that void stepped Ronald Reagan. At one time a Western actor during Hollywood’s Golden Age. Now, trading politically on his association with the oldest symbol of American hegemonic masculinity– the cowboy. Reagan presented an image of assuredness pulled from the nation’s collective unconscious; a figurehead from the past that could reconcile anxieties and restore national pride:
At the core of the west, there's a profound and powerful American message. Ronald Reagan took that message of hope, constitution, the validity of the American experience, and returned it to the nation at large… [he] re-nationalized the West. (CBS, 2004).
But with the commercial viability of the Western ground to a halt, Reagan’s “macho and hard policies” (Bruzzi, S, 2005) found their ultimate cinematic paragon in the uber-macho Action Movie, featuring muscle-bound, machine-gun wielding, all-American men of honour. A symbiotic relationship between those movies and the president’s image had been gestating since the start of the decade - as attested to by an article in TIME magazine from 1981, describing the Republican politician in terms evoking images of the characters played by Stallone or Schwarzenegger:
The presidential jeans were trim, the snakeskin boots glistened in the Sunday sun and the white shirt clung flatteringly to Ronald Reagan’s chest… “Here, feel these triceps.” The reporter gingerly tested Reagan’s arm. The muscles were firm. (TIME, 2024). 
Machismo was number one at the Box Office and the Oval Office. 






In Hard Bodies: Hollywood Masculinity in the Reagan Era, Susan Jeffords argues that “the depiction of the indefatigable, muscular, and invincible masculine body became the linchpin of the Reagan imaginary; this hardened male form became the emblem not only for the Reagan presidency but for its ideologies and economies as well.” (1994).
Those ideologies and economies attracted a lot of supporters, his path to the White House had been paved by a landslide victory - the perception being that he was returning the nation back to its glory days; to a “simpler time, when patriotism mattered, when the town square was kept a little cleaner, when everyone seemed to smile a little easier”. (Politico, 2021). 
No smiles came easy however, to the demographics that were looking down the barrel of his “aggressive right-wing policies, bolstered by the demise of women’s liberation and the emergence of a strong Christian Right” (Bruzzi, S, 2005). In Fatherhood in America, historian Robert Griswold identified Charles Murray’s 1984 book Losing Ground: American Social Policy 1950-1980 as an important influence on Reagan’s traditionalism and his systemic attack on the welfare state:
Contained within Murray’s zealously right-wing arguments is an essential tenant of post-feminist masculinity studies: that the Great Society programmes of the 1960s undercut male responsibility and thereby brought on the catastrophic rise in the number of female-headed families, out-of-wedlock births, welfare dependency, unemployment, crime, and poverty. (1993).
This socio-cultural attack on the gains and goals on second wave feminism was committed under the benign-sounding banner of ‘family values’ – which, was in actuality, a reactionary attempt to define ‘real’ or ‘true’ family. “Feminism had threatened the male sense of masculinity, of what was meant by being a man”, suggests author Stella Bruzzi, “the 80s were a time of crisis for masculinity” (2005), and the consequences of which, for women, would be severe: 





Reagan had aligned himself with fundamentalist Christian groups such as the Moral Majority as well as fiscally conservative Republicans, and together they formed a powerful voting bloc that sought to curtail programs and policies (such as child-care programs and school loans) that benefited American women and children… Perhaps the most significant blow dealt to the women’s movement during the 1980s was the death of the Equal Rights Amendment (ERA) in 1982. This Constitutional Amendment would have made it a federal crime to discriminate on the basis of sex. (Benshoff, Griffin. 2004).
In Backlash: The Undeclared War against Women, Susan Faludi paints a grim picture of the cultural zeitgeist:
The media’s pseudo-feminist cheerleading stopped suddenly in the early 1980s – and the press soon struck up a dirge. Feminism is ‘dead’, the banner headlines announced all over again. ‘The women’s movement is over,’ began a cover story in the New York Times. (1991).  
And if: “film cycles indicate the presence of topical socio-political trends or anxieties distinctive to their historical moment.” (Buscombe and Pearson, 1998), then the movies of Ronald Reagan’s historical moment were about this reassertion of male dominance amidst shifting cultural factors, in much the same way that the Westerns of his much eulogised, ‘simpler time’ had sought to reassert patriarchal norms:
The brash machismo and the resurgence of the nuclear family during the Eisenhower era, come out not through films about confident breadwinner fathers but more tangentially through films (often Westerns, and so set in the past) about larger-than-life fathers – omnipotent tycoons who rule not just their families but their ranch, town and surrounding countryside. (Bruzzi, S, 2005).
[bookmark: _Hlk187350903]And in the fictional town and surrounding countryside of Castle Rock, Oregon. A 1950s boy pulls a pistol from a rolled up sleeping bag - “You wanna be the Lone Ranger, or the Cisco Kid?” asks River Phoenix in Stand by Me, “was always kinda partial to Roy Rogers actually” answers Bruce Willis in the modern day of Die Hard (1988) -  illustrating that, for decades, young men had been internalising fictious exemplars of manhood from a time when “strong, unemotional, aggressive Western cowboy heroes promoted as a masculine ideal, taught men and boys important lessons about masculinity.” (Benshoff and Griffin, 2004).

Even without the Western as a genre featuring so prominently, Reagan’s presidency had demonstrably coincided with “the ideology of the 1950s seeing a return in the films of the 1980s.” (Bruzzi, S, 2005).
But the future was coming… 


“Come with me if you want to live…”
Connections Across Time
………………………………………………
.

[bookmark: _Hlk187378557]Cultural Critic and historian Richard Slotkin proposes that the Western didn’t ‘die’ in the 1970s, it was just supplanted by Science Fiction - in cinemas and on the small screen. Shows like Star Trek (1966), which was famously pitched as “Wagon Train to the stars!” (CBR, 2021) by its creator Gene Roddenberry - who had made his name as a screenwriter on Have Gun -Will Travel, and movies like Planet of the Apes (1968) and Star Wars (1977) had gained precedence, because at a time when America was reckoning with its past and its place in the world, they “presented… alternatives to the historized spaces of the Western” which could “purchase imaginative freedom… by keeping real historical references at a distance.” (1992). 
Terminator 2 [T2] keeps the historized spaces of the Western at a distance by updating them with a modern sheen; Shane, sees the hero and protector of a young boy first stride into his world on horseback. T2 by contrast, has the lone gunfighter arrive on a Harley. Sometimes though, Cameron directly confronts Western connotations, usually to challenge the tough guy stereotypes commonly associated with the1980s:
In the first film, he obtained his clothes by killing a punk in a vigilante act. Now he strolls into a Country and Western bar, itself a venue of cartoonish toughness. The cowboy parody is overt. (French, S, 1996).




This then, makes T2 a crucial transitional text in the shift from 1980s Reagan Hard Body masculinity to its more modulated form in the 1990s, and marks Cameron as:
Symptomatic of some crucial shifts in American masculinity from the ethos, ideology, and policies of Reagan to those of Bush, who famously spoke of wanting a “kinder, gentler” nation, and implicitly, national character. (Keller, A, 2006)
By giving the T-100 - the unstoppable killing machine from the original film, not only the mission of now protecting John Conner, but the ability also to learn human behaviours and ethics. Cameron doesn’t solely move the needle on portrayals of masculinity and violence in Action movies, he also gains the opportunity to subvert the traditional patriarchal archetypes of the Western. In 1953, it was Shane that instructed young Joey in lessons on morality:
Shane: 
I gotta be going on.
Joey: 
Why, Shane?
Shane: 
A man has to be what he is, Joey. Can't break the mould. I tried it and it didn't work for me. Joey, there's no living with... with a killing. There's no going back from one.
In T2, the young John Connor is afforded the role of teacher, with the hyper-masculine killer who can’t ‘break the mould’ now echoing the incessant questioning of the bright-eyed Joey: 
John Connor: 
You just can't go around killing people.
The Terminator: 
Why?
John Connor: 


What do you mean why? 'Cause you can't.

The Terminator: 
Why?
John Connor: 
Because you just can't, OK? Trust me on this.
By giving the T-100 this ability, Cameron attributes to him an innocence and childlike curiosity. This relinquishes him – even though he’s the male hero - from conventions of traditional heroic genres. Shane had achieved the same end by different means, as Kim Newman points out, the audience expectations are that:
The hero might be seen to put down roots during his adventuring, more specifically to make way for a romantic finale with the heroine. Shane did not even do that, achieving a sort of abstraction, suggesting that he has wandered out of a clean-cut Western of the 50s, and into a moralistically complex scenario populated by believable characters and mixed motives, where he can never survive. (1990).
Sean French, writing about the first Terminator film (1984) for the BFI, comments on this paradigm shift in masculinities, “after the terminator of the Reagan years, this is evidently the kinder, gentler Schwarzenegger of the Bush administration. (1996). 
Susan Jeffords, however, argues that the film’s reckoning with toxic masculine traits was surface level and still belied male hypocrisy in the unaccountability of its protagonist – a literal construct of systemic male rage.
The film manages to reveal the ‘new’ masculinity/father, but to excuse the ‘old’ one as well. For though the Terminator must sacrifice itself in order to prevent a destructive future, the films plot makes it clear that… it’s not his fault… The Terminator has to sacrifice itself not because it was ‘bad’ or harmful or even useless but because others around it misused its components. Comparably, audiences can conclude that the aggressive and destructive 1980s male body… may not have been inherently ‘bad’ but only… misunderstood, just like the Reagan policy of 

SDI and increased military armaments. And who does understand this obsolete but lovable creature? None other than John Connor, the ‘new’ man himself. (1994).
Perhaps though, her assessment would benefit from a comparative watching of Shane, and in particular, the scene where he justifies the use of weapons:
Shane:
A gun is a tool, Marian; no better or no worse than any other tool: an axe, a shovel or anything. A gun is as good or as bad as the man using it. Remember that.
Overlaying Shane’s gun philosophy on top of T2; it’s apparent that the terminator is the ‘tool’ - only ‘good’ because John is ‘the man using it.” So, the terminator doesn’t sacrifice itself out of innate goodness, it sacrifices itself because it’s learned to value human life and the precious fragility of the human condition through John.
The perpetually worried Marian, stands in stark contrast to Sarah [of this film], another subversion of expectations by Cameron that resounded dually, in the immediate film space, and echoing off the call sheets of the past: 
Marian Starrett: 
Guns aren't going to be my boy's life!
Sarah Conner:
“You two, you’re on weapons detail.”
Much has been written about how “The reprogrammed terminator is cleverly portrayed as an ideal father-figure for John.” (French, S, 1996). The thematic emphasis on the surrogate father-figure role has led some to claim that Sarah is sidelined at best, rejected at worse:
Indeed, Conner’s physique exists as it does entirely to protect her son, yet the film tacitly disapproves of this kind of physical self-absorption in women, seeing a narcissism in it that it does not see in the Terminator’s body maintenance. (Keller, A, 2006). 
This disapproval of female-narcissism is present in Shane too, as the men wait for Marian to leave the house:

Joe Starrett:
That's one thing a married man has got to get used to, is waitin' for women.
Joey:
Hurry up, Ma!

[bookmark: _Hlk187419069]After a significant moment where “she has a gun to someone’s head and finds that, in front of her son, she can’t pull the trigger – her re-inscription as someone with humane instincts is understood to be equal to her resurrection as a mother” (Keller, A, 2006), when the terminator wants to sacrifice itself, but its protocols prevent it from self-terminating, it’s to Sarah Connor it turns to become its terminator. Thus, specific issues of pro-life and pro-choice stances in U.S culture in the early 1990s and “women’s autonomy and rights over their bodies subsumed into more general anxieties bearing on technology’s impact on individual self-determination and the status of the body.” (Willis, S, 1997).
If Sarah is inwardly battling against anxieties around women’s autonomy and the status of the body, then Cameron manifests those anxieties perfectly in the outer threat she must face, “the liquid metal man of Terminator 2 exposes ambiguities in the American body politic that have existed for over three hundred years” (Larson, 1997). Similarly, her fears around technology mark the film as “anti-capitalist” according to Sean French, “It is made clear that the disastrous nuclear annihilation was the result of a collaboration between big government and big business” (1996).







Shane too, is “down on big business” featuring “capitalists rather than outlaws as the villains.” (Newman, K, 1990). And “the T1000, in its ability to morph, also rejects (in a way the T101 does not) the more traditional idea of the head of state as head of the national body politic. (Keller, A, 2006). This rejection of traditional ideas of the head of state can be seen in Cameron’s choice of semiotics for his villain – “dressing him throughout in a purloined police uniform - great pain was evidently taken to ensure that no misplaced sympathy went the way of the T1000 (French, S, 1996).
The Sheriff, traditionally representing sound morals and civic duty in many Westerns (certainly of the 50s variety) is here, twisted, to represent the formulation that, in late capitalism, consumer choice “takes the place of significant political choice” (Keller, A, 2006).
The original T101’s threat is that of the military industrial complex turning against its creators, The T1000 is, instead, the facelessness of retail consumerism… Its antecedents are not in production but in retail consumption (Larson, D, 1997). This is rendered in real time when the T1000 pauses in a shopping mall to consider its likeness in a chrome mannequin: 
I have noted that we identify with Arnold because, like Kyle, he is vulnerable to wear and damage… and records this damage in his own material body… Arnold is subject to time and the existential status of his own history. But the Liquid Metal Man is himself the popular face of consumerism… 
Now suburban housewife, now policeman, now shining cutlery, now checkered floor, now security guard, now mother, he represents commodities, consumers, and the security apparatus that protects private property. In one morphing gestalt, he is the mass consumer/commodity nexus and a guard against its undisciplined indulgence… (Larson, D, 1997).
In spite of its “strongly leftist anti-nuclear stance - the film remains conservative at the level of racial politics”. (Keller, A, 2006). Myles Dyson, the man responsible for Skynet, and therefore the near destruction of Mankind being black was considered a problematic, but not entirely surprising choice, as even when “racial difference is not explicitly on the screen, it is strongly implied, not only in Cameron’s films, but in so many films of the Reagan Era.” (Keller, A, 2006).


And the movie opening just four months after the vicious, racially motivated beating of Rodney King by LA police officers, “certainly put its representation in the context of a national concern with that event and its larger implications about race relations.” (Keller, A, 2006)
But whereas “humanity was the common denominator that erased racial difference in the first film.” The T-101 and Myles were able to forge an alliance for the benefit of their ‘children” because now, “fatherhood erases the difference between all ‘new’ men, whether machine or human - masculinity transcends racial difference!” (Jeffords, S, 1994). 
Together they give human life to the world. Yet, in keeping with the racial imbalance that mark Hollywood films of this period, “the [white-skinned killing machine] terminator leads the way in this crusade, with the [dark-skinned benevolent] scientist learning from it and following its lead”. (Jeffords, S, 1994).

                                      “… I know now why you cry,”
                                                      Conclusion:
                               ……………………………………………………….
“I ORDER YOU NOT TO GO!” shouts a tearful John Connor as the T-100 readies itself to be lowered to destruction. John’s cries recalling Joeys - “SHANE! COME BACK! WE WANT YOU!”
Marian Starrett had pledged “We'd all be much better off if there wasn't a single gun left in this valley - including yours.” She got her wish, and so did Sarah Conner; Judgement Day was averted and there no more guns (terminators) in the valley.
In the world of the story, and in our world of heroic genre film and TV, “the historical prior is no longer the cultural fundamental.” (Larson, D, 1997) 
Audiences wept for the personification of a ‘Reagan Hard Body’. 
James Cameron had fulfilled his promise, 
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