· If you want to talk about an archetypical hero, you need to define one. You refer to things as fitting ‘a Jungian perspective’, but you’ve said very little about Jungian ideas about myth. You need to lay out your theoretical framework in the introduction more clearly.
· [bookmark: _GoBack]You need to explain why using theoretical frameworks that are c. 100 years old is valid. We no longer use many medial techniques from that period, why would we use psychological ones? A significant part of the reason for the persistence of Freudian and Jungian approaches to myth in contemporary scholarship is the increasing use of the scientific method in later work, which makes the findings and methods of more recent psychological work less accessible to those working in the humanities.
· So far you have a lot of blank footnotes and not a lot of supporting evidence.
· This includes Jung. There are no references to his work; this gives the impression of writing about what people have said about him, rather than using his theoretical lens to interpret the work. 
· The section where you move onto Disney’s Hercules becomes quite descriptive; avoid retelling the story.

Focus on clarifying the structure and making sure the introduction lays out the methodological framework in enough detail. This will help make the relevance of the case studies clearer. 


Herculean efforts: Analysing the characterisation of Hercules in media, through a Jungian lens
This will work will seek examine how ancient heroic narratives involving Hercules have been drafted by modern traditions of film. Additionally, the film’s characterisation of Hercules himself will be examined under the lens of Jungian psychology, namely the model of the archetypes, and close textual analysis of the relevant piece of media will be given to ascertain whether or not they conform to the concept of Jungian archetypical models. The advantage in this is the fact that certain character principles are resurrected into something commonly drawn on in modern media which originally were found in both Jungian and Freudian psychology.[footnoteRef:1] Moreover, it will discuss whether one can reasonably argue, that Jung’s archetypical role struck a cultural note that has snowballed into what has dominated western media for the last century – the narrative of the archetypical hero.[footnoteRef:2]  [1:  Csapo 1998:202.]  [2:  Csapo 1998:93; Jacobi 1959: 34] 

Jung himself, and several those who have used and adapted his model have identified the quintessential properties of the archetypical hero:
“The archetypical hero’s main feat is to overcome the monster of darkness: it is the long-hoped-for and expected triumph of consciousness over the unconscious.”[footnoteRef:3] [3:  ] 

In this regard then, the ‘darkness’ is representative of the dangerous, hyper (ir)rationality[footnoteRef:4] of the psyche.[footnoteRef:5]   [4:  ]  [5:  ] 

Additionally, in respect to which adaption is under discussion, the question of whether Hercules manifests different archetypical roles, thereby changing the underlying message and themes of the movie is evident.  The objective in drawing parallels between the psychoanalytic model of the unconscious and myth is not one born from Jung himself, or from Freud as some have misinterpreted, but from their teacher – Nietzsche. Nietzsche articulates the unconscious immaterial world as the product of dream states, which are representations of material manifestation of universal symbolic and metaphorical a priori truths.

[bookmark: _Hlk508800568]“Believe me, the truest illusion of mankind Is revealed to him in dreams: All poetic art and poeticizing Is nothing but interpreting true dreams.” [footnoteRef:6]
 [6:  Nietzsche, F, Tanner, M, Shaun Whiteside1993: 5] 

While Freud chose to articulate myth as a degradation of civilised culture, based on the childlike wish for freedom of expression, Jung successfully expanded the concept of universal architypes based on myth significantly further than Freud, seemingly due to his own, arguably unfounded,[footnoteRef:7] ethical misgivings. Significant criticism has been levelled at Jung’s universal archetype model, in no small part to the fact it directly contradicts the world view of several post-structuralist’s most significant figures, namely Foucault[footnoteRef:8] and Derrida,[footnoteRef:9] in that they are diametrically opposed to the concept of universal application and “incredulity towards grand narratives”[footnoteRef:10] which becomes consistent in post modernity.[footnoteRef:11]  [7:   Precisely how far Jung actually agreed with the universality of certain unconscious archetypes is mostly unknown due in part to Freud’s own extant method and relationship to Jung. However, it seems to reasonable to argue that he did believe in some form of intermediary point between the personal and the universal (Jacobi 1959: 30). Several postmodernists from the Neo-Marxist school of thought have engaged in the rhetoric of imagining him completely at odds with Jung or going so far to imagine him a cultural relativist, Marxist thinker Zizek being chief among this number (Zizek 2005:61).]  [8:  While Foucault supported the state of dreams as having some connection to phycological states, he denied both their universality, and in the case of Freudian psychoanalytic argument for the unconscious, their innate sexually charged origin (Csapo 1998:81-85).]  [9:  In that Derrida’s main principle of hierarchical conception of society hinges on the argument that societal values hinge only on the unconscious or conscious intention to marginalise. The archetype model would however, break the internal logic of pathology that Derrida claims to be inherent in all societies (Xu & Peterson 2017: 59). ]  [10:  Lyotard 2001: 143]  [11:  Jung & Hull 1980: 23] 

Recently however, the Jungian psychoanalytic school has seen significant resurgence in fields of clinical psychology, sociology, and political history c.1920-Modern era, in no small part to the efforts of clinical psychologist Jorden Peterson, arguing for the modern significance of Jungian archetypical theory and their constant reference in cinema and myth.[footnoteRef:12]  Jung’s archetypical concept of inherited human consciousness arose from his classical background, and interest in religion, more specifically the metaphoric ‘Christ figure’, which occurs in prophetic religious narratives. Hence, the archetypes consistently represent universal patterns and images that occur in, and facilitate, the collective unconscious and conscious model of phycology. Furthermore, to argue for the advantageousness of psychoanalytic thought in service of further understanding the origins of myth and certain narratives; thus, the two seem irrevocably joined in an advantageous service to the other, as Csapo writes: “psychoanalysis is indispensable to myth analysis, but myth analysis is also of great importunate to psychoanalysis”.[footnoteRef:13]  It is certainly an interesting tool of the classicist to use psychoanalyst thought in relation to examining mythic narratives, to reverse reengineer certain themes to ascertain any origin or commonality. To a certain extent this has already been the tradition of modern scholars to ascertain a chronology of though based on a pre-existing meta narrative or canon that begins to appear throughout a theme or sub-narratives’ lifecycle.[footnoteRef:14] For example, the tradition of Epic, with its routes in pre – Homeric oral poem, to its acceptance in the Greek intellectual zeitgeist, and the slow procedural changes it underwent through to the Hellenistic era, whereupon the genre and whose who wrote inside its boundaries began to develop drastic changes, that an individual aware of the meta-progression of the genre could appreciate the subtle changes.[footnoteRef:15] Debatably, the eventually result was the introduction of sub-genres of Epic, like the ‘Epyllion’ – or little Epic.[footnoteRef:16] A genre, at least in respects to the extremely small selection that we have available, almost entirely focused on condensing the long form format of Epic, but keeping intact dactylic hexameter, the meter of Epic, and with additional attention placed on the audience knowing past renditions of both myth and the poetic classics. For example, Catullus 64, being conceived in the late Hellenistic period, builds on many staples of mythic traditions which readers would be familiar with through past works – Ostensibly, the marriage of Peleus and the sea-nymph Thetis, which is also featured in an entirely different manner in the Argonautica, the last great surviving Epic.[footnoteRef:17] Consequently, psychoanalytic thought can be used in understanding the development of genre, and how ‘metas’ of classical works emerged.   [12:  A full discussion of the archetypical nature of film can be found in Hirsh & Peterson, 2009:525 and Peterson.1999: 21.]  [13:  Csapo 1998:95, 203.]  [14:  Konstan 1993: 62.]  [15:  Lyne 2007: 112. ]  [16:  Konstan 1993: 59.]  [17:  Hutchinson 1988: 301-310.] 

To argue this point further, it not reasonably possible to create a comprehensive narrative without an archetypical figure, as there is no narrative thread upon which an individual can relate to which is a common element in how beings communicate.[footnoteRef:18] This consistently manifests itself in the form in folk-lore, and fairy stories.[footnoteRef:19]  Interestingly, even Hercules himself, as a mythic figure, imbibes the archetypical Christ figure in some narratives; as early modern renditions, created by Robert Graves considers there to be three Hercules’ imbodying different personals – one of which is actually crucified in the vein of the mythic narrative involving Christ himself.[footnoteRef:20] 

The classic example of archetypical figures in modern cinema is perhaps Disney’s ‘The Lion King’, which the main character Simba, who at the start of the narrative is weak willed, quick to emote, and shirks his responsibility as future king, and consequently, a disappointment to his father, and future spouse. His transformation in something resembling the archetypical hero exemplified and founded in antiquity is present here also. When a series of events force him to accept the chaotic consequences that his inaction and sloth has caused, his ark of taking on responsibility, and forcibly realigning his kingdom, and by extension himself, into order unfolds.[footnoteRef:21] The same is also true in Disney’s “Hercules”, which repeats the archetypical narrative in a form easily digested and observable – an incarnation of ancient heroic myth. There have many incarnations of Hercules in both literature and modern film, the prior mentioned 1997 Disney film ‘Hercules’ being the most well-known and prominent, there have been many more before and after.[footnoteRef:22] Moreover, the majority of them share similar plot points – preferring to exemplify his more heroic feats – skating away from the glaring issue of his more infamous mythic narratives, namely his fall into insanity and the destruction of his oikos.[footnoteRef:23] It is to no surprise however, that the themes portrayed in the original mythic narratives do not make appearances in modern media purely because it does not serve as a profitable venture to alienate the audience, which is primarily targeted at, and made up of children.[footnoteRef:24] 

This work will extend the model of Jung’s archetypes to encompass the modern heroic narratives involving Hercules (listed in order of critical success in relation to both critical and financial merits), and how they are resurrected or malformed into modern interpretation. It is perhaps an irony that the archetypical lens should be applied back to classical narratives, when Jung himself was heavily influenced on characteristics first displayed in ancient narratives, as well as very word ‘archetype’ originating from the Greek arché (ἀρχή). 	Comment by James Riddihough: Fix strange spacing [18:  ]  [19:  Peterson 1999: 32.]  [20:  ]  [21:  Peterson 1999: 146.]  [22:  ]  [23:  Eur. Her. 1086]  [24:  infoscout.co. (2018). ] 

Additionally, Plato makes use of the term, in relation to his theory of forms using arché to represent particular forms or concepts which hold a metaphysical presence within his own metaphysical realm of forms. This concept of certain metaphysical ‘universal’ truths was extended by Yung, into the form of certain ‘collective unconsciousness’ which he argued to be universally applicable. In short, Jung seems to use a set of almost Platonic principles to explain his model of psychoanalytic thought, in that unconscious archetypes do rely on internal phenomena, and are imagined to be universal and immutable.[footnoteRef:25] [25:  ] 

At least in relation to Hercules’ ancient persona, a Jungian lens is extremely useful in showing the dualistic aspects of Heroic characters; often plagued with phycological torment or madness, and Hercules in particular, is chief among those who exemplify this state of ancient heroic characterisation. Consequently, one may attempt to show what archetypes make up the unconscious of these characters to classify what makes the archetype that Hercules presents so appealing. At first glance, Hercules is best described as a brutish, uncivilised animal even compared to other earlier heroic figures, and in many representations[footnoteRef:26] a lion skin draped over himself, representing the dualistic nature of the bestial and the classically noble man.[footnoteRef:27]
 [26:  Foucault & Hurley 1998: 43]  [27:  ] 

 “The mirror does not flatter, it faithfully shows whatever looks into it; namely, the face we never show to the world because we cover it with the persona, the mask of the actor.”[footnoteRef:28] 
 [28:  Jung, C.G.1935: 43.] 

 His quest brings him much glory however, Hercules’ darker persona manifests itself, at the wrong time, when he destroys his own oikos, murdering his own wife and child – an atrocity punished by gods and men alike.[footnoteRef:29] Thus, the archetypal role of Hercules both to modern and ancient readers is the warning of unbridled ferocity and the failure to cage one’s own darker self. It is perhaps startling then, that Hercules above others, has been singled out so many times in modern renditions of ancient myth to star as the protagonist – despite his deeply problematic past. Arguably then, its attractiveness is found both in its generic plot and character traits – in the Herculean tasks, and his prowess as a warrior, or more specifically his great strength. In this regard, the Hercules persona is perhaps less important in itself, than to his general applicability and reduction to a tabula rasa state, whereupon any plot, characterisation, or context can be implemented. This is easily indicated in the Disney rendition, where little or no remnants of Hercules’ original mythic narratives remain, save for the general concept of the Herculean labours, which are reduced to fragmented montages, designed to show the passage of time in the narrative, as well his abnormal strength and his half-god status. Likewise, the 1995 serialised rendition of Hercules,[footnoteRef:30] despite its far longer run-time, offers no additional original characteristics save for the ones already described.  Consequently, we can observe that modern representations are generally unable to reconcile Hercules’ darker plot points, with a plot which is generally aimed at children.  [29:  Eur. Her. 1086.]  [30:  Hercules: The Legendary Journeys] 

From a Jungian perspective, this characterisation of Hercules simply represents the arc of the archetypal hero, who rises up, must engage in hardship which transforms him from what is essentially an undisciplined and useless individual, to a competent heroic figure, leading to reintegration of his ‘shadow’ – or darker self, which allows him to establish himself and defeat the similarly archetypical antagonist Hades.[footnoteRef:31] The 1997 film ‘Hercules’ begins by setting up the cosmic hierarchy while also setting up the plot. The gods remain dominant, but are outmatched by their primordial, older generation – the Titans. The protagonist Hercules’ is ‘devolved’ from godhood and reduced to human by Hades, a cowardly figure, resenting the more powerful, but oblivious Zeus – the king of the gods. Transitioning to Hercules’ adolescence, who is unable to properly socialise due to his amorphous strength, leading to his alienation.  [31:  The antagonists of Disney films are universally applicable to archetypical models, and all share the same character traits in more or less the same contexts. The antagonists in all cases are zealous but cowardly, usurping power through insidious means, and falling victim in stand-alone conflicts (Hirsh & Peterson 2009:530).  ] 

[image: ]

A thorough examination of the facial animation of Hercules also shows much of Hercules transformation from a wide-eyed exuberant, but immature child,[footnoteRef:32] into a man taking upon the burden of responsibility manifesting in his self-sacrifice in the underworld. At the start of the film, we see young – Hercules as child with no control over himself – in regard to his strength inherited from his God-like birth, as his playful and friendly nature overrules his ability to think rationally, ending in catastrophe for those around him. This good-natured idiocy is manifested in fantastic animation work which represents Hercules’ character and mood. Throughout most of the work, Hercules’ playful weakness and openness to susceptibility is articulated by his open expressions – eyebrows raised and mouth ajar.[footnoteRef:33]  [32:  Hercules 1997: 0:18:24, 026:28.]  [33:  Hercules 1997: 0:18:24, 0:29:00.] 

The appearance of Zeus himself rouses Hercules from his self-centred state, offering him a path to regain his godhood through the path of the ‘true hero’.[footnoteRef:34] With what is a deliberately vague and ill-defined objective, Hercules’ only path takes him to a jaded ‘trainer of heroes’ Philoctetes, who besides representing the popular modern archetype of positive foil to Hercules, trains him, at least in body, to be a hero. Hercules’, as an individual however, is still juvenile and self-indulgent, unable to properly integrate himself with his heroic role, or in the given context of the film, save the ‘damsel’ Megara, leading to his partial rejection.[footnoteRef:35] Arguably in this way, Hercules’ character, though physically much more imposing, is still immature and unable to enact the transition to integrate with his shadow. Further evidence of this is given by Hercules’ facial stasis, with his facial expressions remaining the same from his physical transformation.[footnoteRef:36]  [34:  Hercules 1997: 0:24:23]  [35:  Hercules 1997: 0:35:14.]  [36:  Hercules 1997: 0:34:06.] 

The second act involved Hercules’ struggle to properly act out in the world what is expected of him, defending the downtrodden city Thebes from the harassment of mythical creatures, further indicating that Hercules, as a character, must engage in hardship and prove his competency, to be worthy of respect. Eventually, drunk from his earlier success and unaware of Hades’ own plans, Hercules is tricked and left powerless, leading to the total domination of his father’s kingdom. Towards the conclusion, Hercules successfully throws off his immaturity, allowing him to defeat Hades and the Titans, completing his character arc.[footnoteRef:37] By this time, Hercules, through several hardships, has been forced to accept responsibility, which is further represented in his darker persona and use of more serious facial expressions.[footnoteRef:38]  Retrospectively, the characterisation of Hercules in this adaption, and from a Jungian perspective, is that of a child like figure, struggling to enact the path shown to him to tread the path of archetypical hero, or God in this case. Given the films audience, Hercules’ childlike demeanour is partially enacted for the benefit of a younger audience however, trace elements of immaturity are present past the question of age group, such as his attempts to woo Meg, exposing his sexual inexperience, commonly found in children.[footnoteRef:39]   [37: Hercules 1997: 1:22:00]  [38:  Hercules 1997: 1:22:00]  [39:  ] 

In contrast, the 2014 rendition breaks this tradition of using the Hercules figure as more of a tabula rasa, implementing family friendly characteristics of their choice.[footnoteRef:40] Although the plot itself is of relatively original content, the context given prior to this makes use of Hercules more mythic narrative arcs, mainly centred on his relationship with the goddess Hera, and the destruction of his oikos – his wife and children, and his atonement in the form of the twelve labours.[footnoteRef:41] In this case, it is not clearly established that the myths surrounding this rendition Hercules are true, and many in-film characters are sceptical despite his freakish strength.  To this extent, the Hercules found in this current representation is perhaps the closest to the original ancient persona that gradually grew from different narratives, eventually blending into a relatively stable canon,[footnoteRef:42] then any other, as it is clear that Hercules, despite his ‘heroic’ past, is not in full control of himself. The film blends what is undoubtably supposed to be interpreted as Hercules’ failing mental state with mythic manifestations, the three-headed dog Cerberus being a prime example.[footnoteRef:43] From a Jungian perspective, this could be interpreted to  Hercules’ unconscious self is attempting to resolve the issues of the rather timely amnesia that Hercules’ suffers from, thereby allowing himself to let go of the guilt he feels at the slaughter of his family – obviously a reference to the true mythic narrative, whereupon Hercules is actually guilty of the destruction of his oikos – and complete his arch as the hero of the narrative.[footnoteRef:44] Additionally, the film interacts with the concept of mythic narrative as a psychological manifestation of delusion, rather than corporeal entity.[footnoteRef:45] We as the audience jointly view the labours Hercules’ undergoes through the lens of popular perception, with him fighting mythic beasts alone and unaided. This particular representation is designed to juxtapose and exemplify the main truism of the film, in that you cannot trust the mythic narratives that storytellers orally craft.[footnoteRef:46] In Hercules’ later dream-state, we get a primary source of events, seeing that what Hercules’ actually fought were mere humans dressed as mythical, not monsters. Firstly, this indicates the film is intentionally establishing that the monsters of the film are overblown or excessive manifestations of fear or illusion, in the case of the Hydra for example, it is revealed that Hercules’ did not fight a mythical creature, but bandits with Lizard head affixed to their own.[footnoteRef:47]  [40:  ]  [41:  ]  [42:  ]  [43:  ]  [44:  ]  [45:  ]  [46:  ]  [47:  ] 

The concept of the ‘monstrosity of man’ is decidedly Jungian,[footnoteRef:48] and has also undeniably become a staple of cinema, with many films concentrating on the ‘the shadow’[footnoteRef:49] of the individual; the capacity for cruelty – or the consequences of societal breakdown, resulting in chaos, or even the recently resurgent popularity of the anti-hero.[footnoteRef:50] One may argue that the reason cinematic media has become so enamoured with Jungian conceptual archetypal narratives, is due to their consistent resonance within the psyche of popular culture as appealing narratives to tell.[footnoteRef:51] Despite their formulaic structure, many ‘genre films’ will re-tread the same narrative points regardless of commonality for the simple reason that it continues to sell. The tale of the heroic figure, who dwells between realms of chaos and order, having the capacity to do great harm but restraining himself, is a tale commonly retrodden, for one only need look at an edict from the Bible to exemplify this:  [48:  More evidently in Jung’s conception of the ‘shadow’ and ‘the persona’, in that human beings present the model of themselves which best fit the conceived opinions and bias of others (Jung 1935: 217). ]  [49:  ]  [50:  ]  [51:  ] 

“Blessed are the meek: for they shall inherit the earth”[footnoteRef:52] [52:  Beatitudes, Matthew 5:5] 

This clandestine concept of Jungian doctrine, even in late antiquity, is present here. At first glance, one may imagine that this interpretation holds little relevance to Jung’s conception of the shadow however, relatively recent advancement in linguistics have brought new, more accurate transliterations of this didactic principle, showing that the word ‘meek’ in the modern English sense is a misunderstanding of its ancient function and context. Theologian James Strong argued that the Greek word praus (πραύς) meaning mild or gentle,[footnoteRef:53] does not suggest the indication of weakness, but instead the way power is understood, as the conception of meekness as a synonym of weakness is later paralleled. Additionally, further translations have refined the phrase to "strength under control" or “Those who have sword but keep them sheathed”.[footnoteRef:54] The case then, that even in antiquity, someone who was aware of their capacity for violence, but kept himself under control was a noble conception. Consequently, if ancient didactic principles have endured so persuasively into modern religious dogma, it is no surprise that said archetypes can be translated into successful cinematic narratives; as Hercules’ strength, but tragic past ensures that his constant application in all form of literature and media, for his exceptional archetypical model.[footnoteRef:55] 

Finally, our last example demonstrates circumstances where the figure of Hercules has been used to poor effect. “Hercules: A legend is Born” perhaps represents the work garnered the least favour critically and financially, and is consisted a significant failure in every respect.[footnoteRef:56] This is partly due to matters of film-making competency, and general lack of vision however, Hercules himself appears consistent with his earlier Disney counterpart, in that his name only serves as a backdrop to a tabula rasa, blank slate for the actor to inhabit, with almost no illusion to any Herculean mythic lore. Additionally, the films critical failure also could indicate that the over-saturation of movies employing the archetypes in generic fashion, without evolving or otherwise distinguishing their narratives from anyone else’s, has reduced several archetypical narratives to relative indifference.[footnoteRef:57]  [53:  In contemporary Greek meaning “mild” was used in the context of mil.]  [54:  ]  [55:  ]  [56:  ]  [57:  ] 


The archetype of the ‘hero with a thousand faces’ is one such example, where in the Disney incarnation – due probably to its younger audience and seventeen-year gap in release window – was deemed a success, while in the Renny Harlin adaption it appeared as a lazy excuse to introduce character development. It also indicates that the use of the mythic name was for no other reason than It appeared easily identifiable, arguably because of his relatively common appearance in cinema.[footnoteRef:58] The plot of the film follows a generic plot in line with Joseph Cambell’s Jungian model of the ‘Heroes Journey’,[footnoteRef:59] following the stages, which contain many other multifaceted conceptual paradigms,[footnoteRef:60] of: departure,[footnoteRef:61] when this incarnation of Hercules is betrayed and subsequently shamed into a campaign in Egypt. Initiation, where Hercules learns of his true parentage, and his capacity to retake his kingdom and attain the mantle of ‘hero’, and finally, the in the ‘return’ arch, he forms and army and storms the palace of the antagonist and kills him, fulfilling his destiny. While the generic narrative is most definitely not the work’s only shortcoming, it does present an opportunity to contrast what constitutes a ‘successful’ narrative, with one that isn’t – in this case, the Renny Harlin adaption. While our second case study, the 2014 Hercules incarnation featuring The Rock, is the only incarnation of a Hercules narrative which does not employ the archetype of the heroes journey, instead employing a much closer textuality to Hercules’ ancient mythic past.[footnoteRef:62] In contrast, both the Disney and Renny Harlin incarnations employ tabula rasa characters wearing the skin or ‘persona’ of Hercules, rather than embodying him entirely. While this works in the favour of the Disney adaption for a number of reasons – it’s accessibility to children being priority, allowing for a more inclusive narrative.[footnoteRef:63] 

In conclusion, the character of Hercules lends itself exceptionally well as an archetypical figure, to be co-opted by further narratives of literary genre and film. To argue against the success of Jungian archetypical ideas as presented in Hollywood for example, is practically impossible, as some of the most famous pieces of cinema are based off direct Jungian apparatus’ such as the archetype of the heroes’ journey to considerably cultural and critical acclaim.[footnoteRef:64] To say then, that the Jungian psychoanalytic model has had profound, long reaching consequences in relation to all fields of philosophy and literature is an understatement, as it seems to outline certain principles upon all narratives must kneel at, be it ancient, modern, or a combination of both.[footnoteRef:65] Jung’s decidedly platonic themes allowed his theories to bridge the gap between psychoanalytic thought and philosophical circles, giving Jung significantly more longevity than Freud, (who has become almost synonymous only with his ideas about the sexualisation of the unconscious)[footnoteRef:66] in ‘New Age’ circles of Humanist and Transhumanist flavours of Psychology and science.[footnoteRef:67] Whether Jung’s application in both film and literature is intention is difficult to analysis, as the few that do merely offer little more than lip service.[footnoteRef:68] [58:  ]  [59:  ]  [60:  ]  [61:  ]  [62:  For example, the stage of ‘Initiation’ can be divided further into the trials a hero must incur, the aid of items which help him start his journey, women as a curiosity or barrier to success, an resolution with the father figure (in this case, Zeus), which leads to his subsequent penultimate success (Campbell 1968: 30).]  [63:  ]  [64:  StarWars]  [65:  ]  [66:  ]  [67:  ]  [68:  ] 
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