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FOREWORD

This thesis started out as a labor of love thagiwaited from the ruminations and dis-
cussions with friends and colleagues of the nabfiteeroes — both super and not — and

what it was about them that attracted them so to us

It began when | started working on my last projaciArcada. My initial idea for the
project — a Batman fan film — was shot down becaises cost and the lack of faith in
the project by the powers that be. At the timeakvineavily into comic books, and be-
gan thinking of conjuring up my own superhero. Tasult appeared in the film script
“Scar”, which | also proposed to be made into rmalffiproject at Arcada. Again, the

script was shot down, again, because of the cogtdvied and the length of the script.

But there was always something more lurking behinascript, something that shaped
the main character — the man known as Scar — thlatdys thought could have served
as food for thought in an academic sense. My aaigimught was then to shed light on
a new heroic archetype — a lone hero, if you wilhat presented a third alternative
while juxtaposing an example of the larger-thaa-liero of the classic monomyth and
an example of the more grounded anti-hero. Theestidpowever, proved too vast and
too complicated a topic to be presented in thisithand therefore awaits a lengthier

dissertation that might do it justice. This is thesis that came out of all that struggle.

| would like to thank everyone who purposefullyettito both help and hinder me dur-
ing the writing of this thesis, and my years at ata as a whole. Those of you who
helped, you were — and truly, still are — greato3éhof you who were a hindrance; |
thank you, too. You showed me that sometimes yoe ha run little, before you can

learn to crawl.

Helsinki, May 2012

Pekka Paalanen



1 THE PURPOSE OF THIS THESIS

In May of 1939 — with the rising popularity of Sup&n — another legend stepped on to
the stage of comic book superheroism. He was adnté3ob Kane and Bill Finger and
debuted in "Detective Comics #27.” The charactezngwally became a hero apart, a

shadowy vigilante, a brooding creature of the night

This legend, of course, was Batman.

What of it?

Scholars have spoken — and written — at greatteoigboth of these characters, often in
broad terms. Superman has always been classifigbdeaarchetypal “hero”, whereas
Batman has been labeled an “anti-hero.” (Spiveyré&Wlton 2008 p. 54).

But doesn’t Batman share certain qualities in commvidh Superman?

On one hand we have the hero of the classical mgtihpnas presented by Joseph
Campbell in his book “The hero with a thousand $até# is the story of godhood, a
coming-of-age story, of initiation into one’s sdgieSuperman’s story — especially in
the 1978 film adaptation of the superhero comiajg&@man” — is that of the hero of the
classic monomyth, a Christ figure who has comeate €£arth. He does not kill, and he

always does the right thing for the right reasons.

In "Myth of the American Superhero”, John Sheltaamlrence and Robert Jewett pre-
sented a new variation on the concept of the hétbeoclassical monomyth. Termed
the "American monomyth”, it does away with the gedus components and the driving
background concepts of initiation and rites of pgss and instead focuses on redemp-
tion — be it societal or personal — while the spperers of the hero merely reflect the
"hope for the divine”, not an implicit religious Istext (Lawrence & Jewett 2002 p. 7).

The purpose of this thesis is to present Batmaa khsro of Lawrence’s and Jewett’s

concept of the American monomyth.



The first several chapters will illustrate Camplsetloncept of the hero of the classical
monomyth, with a clear example of said hero inftren of Superman. The purpose of
this is to familiarize the reader with Campbell@ancepts and ideas, as they are integral
in understanding the difference between the twoanorths. The example of Superman
is meant to provide the readers with a familiar anderstandable character to which
Campbell’'s concepts can be applied. The chapteutathee character also lays the
groundwork for later chapters, where the underlyiliiferences and similarities be-

tween the two monomyths — and the two heroes émesent them — are made implicit.

The last chapters of this thesis will present J&irelton Lawrence’s and Robert
Jewett’s concept of their variation upon Campbetfignomyth — the American mono-
myth — then note how Batman'’s story in ChristopNefan’s “Batman Begins” — with
brief mentions of other films and stories in thanichise — correspond to this variation,
while also noting the differences and similaritietween these two heroes, and thus,

the monomyths they represent.

A final conclusion explains the underlying diffeoeis and considers future variations

on the concept of monomyths.

2 THE CLASSICAL MONOMYTH

"The hero with a thousand faces” — written by Jbs€ampbell — was published in
1949. In it, he described the concept of the atassnononmyth. By drawing parallels
between the origins and the tales of various amndieroic characters, Campbell identi-
fied a classic mythical hero and a central nareatiwth which that said hero is created,
a thought-provoking detailing of the “archetypabtpior heroic action in traditional my-
thologies” (Lawrence & Jewett 2002 p. 5). In shbig concepts pinned down similari-
ties in how this archetypal hero was built; if $tery of whatever hero is presented is
the bildungsroman then Campbell essentially identified the bluenps the building
blocks — on how this mythic hero was and couldreated.



Campbell distilled the very essence of folkloriades and translated and compared
their toils to modern day myths (Campbell 1949(: 3
...The standard path of the mythological adventurtnethero is a magnification of the formula repre-
sented in the rites of passage: separation —tinitia- return: ... A hero ventures forth from the lgor
of the common day into a region of supernatural devnfabulous forces are there encountered and a

decisive victory is won; the hero comes back frbim tnysterious adventure with the power to bestow
boons on his fellow man.

Campbell’s structure describes the journey of temlof the classic monomyth in the
following ways. First, there is the “call to adverd” (Campbell 1949 p. 49), where

hero is presented with a challenge, and is cafieith fand set upon his journey.

This is followed by “refusal of the call” (CampbelB49 p. 59), whereupon the hero
hesitates, unwilling to upset the status quo. Qmxertaking his travail, he may recieve
“supernatural aid” (Campbell 1949 p. 69), he map$s the first threshold” (Campbell
1949 p. 77). He may also experience being trappseitle “the belly of the whale”
(Campbell 1949 p. 90). Second, there is what Cathplescribes as “the initiation”
(Campbell 1949 p. 97), during which the hero undesy‘the road of trials” (Campbell
1949 p. 97), the hero has a “meeting with the gesid@Campbell 1949 p. 109), during
which a female figure may come to represent “woraanthe temptress” (Campbell
1949 p. 120). The hero also undergoes “atonemehttive father” (Campbell 1949 p.
126), rises to “apotheosis” (Campbell 1949 p. 1d®), ultimately, receives “the ulti-
mate boon” (Campbell 1949 p. 172).

The last part of the journey of the hero of thessieal monomyth includes “the refusal
of the return” (Campbell 1949 p. 193). Then come ‘magic flight” (Campbell 1949

p. 196), “the rescue from without” (Campbell 1949207), “the crossing of the return
threshold” (Campbell 1949 p. 217), mastering “the torlds” (Campbell 1949 p. 229)
and, finally, “the freedom to live” (Campbell 1949238).

All these concepts are presented with clear exanpled though these events can take
place in any order, they are still thematic eveéhtd all seem to be prevalent in stories
of myth (Lawrence & Jewett 2002 p. 6):
One can find examples of this plot in the storie®mmetheus stealing fire from the gods to benefit
mankind, of Ulysses undergoing his adventurousneyr of Aeneas visiting the underworld to dis-
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cover the destiny of the nation he would found,Sof George and the dragon, and of Hansel and
Gretel. Campbell incorporates myths, legends, &edfairy tales of many cultures into this frame-
work, suggesting that the archetype is molded atogrto rites of initiation, in which persons depar
from their community, undergo trails, and lateuratto be integrated as mature adults who can serve
in new ways. We see this training for permanentasaesponsibility as an important benchmark in
assessing the American pattern in heroic mythmaking

Campbell described this central narrative and piottomparing old myths and drew
comparisons, for these myths held great power aweient cultures as they heavily
influenced coming-of-age journeys and rites of pges growing up and accepting ones
adulthood; they essentially told the story of dctigrowing up to be an adult, and that
young adult learning to accept his or her respdalitgls in their respective societies.
Campbell was also influenced by renowned psychgah&larl Gustav Jung when de-
veloping these concepts (Alsford 2006 p. 3):

Campbell, drawing as he does upon the work of Hyelwanalyst Carl Jung, argues that the myth of

the hero confronts us with the challenge of trama&gion, the call to develop, to progress, to gupw
by freeing ourselves from the limitations of infgnc

In short, the journey of the hero of the classimanomyth is one that a person might
relate to, as that person undergoes the same ppurtbough less fantastically and
much more subconsciously — on their way of growipg maturing and reaching their

place in adult life.

Campbell himself later dismissed the relevancéhefttero of the monomyth in modern
times out of hand, citing that the hero’s journeylanger applied in a contemporary
society, nor where there any modern exemplars ©iméar nature within modern fic-

tion and myths.

He postulated that the monomythic hero was a dlimythical times and the we — a
modern, industrialized society — were now a postimegl society, and were no longer in
need of such heroes, and should eschew them. I, stcwording to Campbell, the

monomyth hero was no longer relevant (Campbell 1984887, 390):

In the fateful, epoch-announcing words of Nietzssh&arathustra: “Dead are all the gods.” One
knows the tale; it has been told a thousand ways.the hero-cycle of the modern age, the wonder-
story of mankind’s coming to maturity. The spelltbé past, the bondage of tradition, was shattered
with sure and mighty strokes.... and modern man eetkfgpm ancient ignorance, like a butterfly
from its cocoon, or like the sun at dawn from thenvb of mother night. It is not only that there & n
hiding place for the gods from the searching telpscand microscope; there is no such society any
more as the gods once supported. The social undtia carrier of religious content, but an ecormmi
political organization.... Isolated societies, dreaounded within a mythologically charged horizon,
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no longer exist except as areas to be exploited.dayall of these mysteries have lost their force;
their symbols no longer interest our psyche.

Scientific rationalism and the modern thought psses that came with them, Campbell
— and many others, such as psychoanalyst Rolloaddyscholar J.H Plumb (Lawrence
& Jewett 2002 p. 21) — concluded, that there wagplace for myth in a real world

grounded in science, history and logic, that weaaly inhabited a world absent of any
sort of mythic system altogether. It was decideat thur society had been set free from

the grip of myth by scientific advancement (LawreicJewett 2002 p. 21):

It is hard for us, bred on science and rationaligrgrasp how fearsome, how magical, the universe
appeared to earlier societies, how full of wondard portents it was. It could only be controlled by
men and women larger than life. Heroes were nepebsah as gods and as part of the ritual that kept
the external world secure and tolerable... But egimoés such as these essentially belong to rural
worlds, to societies living near the wildernessdAm wonder then that they are dying, particularly
the Western world, where nature has become befigd.Plumb, Disappearing heroes, 1974, p. 50-
51)

Yet we continually encounter characters, storigsraarratives that are veritably steeped

in the traditions and styles that Campbell laidfoutus (Lawrence & Jewett 2002 p. 6):

We see this training [of youth maturing into adatitd through a journey akin to those of myth] for
permanent social responsibility in assessing theerdaan pattern in heroic mythmaking. Since this
aspect of the classical plot is not typically preda the popular materials of contemporary America
many analysts of myth have concluded that we hag®ine a postmythical culture... We disagree.
The widespread current enthusiasm for materiald sisc“The Matrix”, “Rambo”, “Touched by an
Angel”, and the “Star Trek”, “Star Wars” and the€ft Behind” franchises indicates that Americans
have not moved beyond its symbolic call for lifetirmervice to a community’s institutions, allows us
to highlight its absence in the distinctive pattefrvhat we call here the “American monomyth.”

If one observers the popularity of such franchiass'Star Wars”, “The Matrix” and
“Superman” — all which feature powerful protagosjsivho undergo a journey of ad-
venture and exploration fit for myth — one cannelphbut notice, that the hero of the
classical monomyth is, in fact, very much alive &mking in modern times (Lawrence
& Jewett 2002 p. 21-22):

Reputable scholars such as J.H Plumb have repgatedbunced the death of the mythic heroes with
magical powers to redeem the world. This revegdsailiar analytic lag, because it was written i@ th
heyday of superheroic dramas in popular cultur@ushnds of images of heroes and heroines larger
than life, with powers every bit as magical as ¢hegercised in classical mythology, were floating
about in the American entertainment system, yet #pgpear to have been unrecognizable to sophisti-
cated minds. Since the traditional, classical migitnp was no longer popular, its replacement by a
new story form could not be grasped. Perhaps theal/appearance of the modern superheroes and —
heroines made them so familiar in everyday life thay simply became invisible. More likely, the
seedy products of pop culture, produced for priid entertainment, lacked the sheen that had been
gained by traditional myths, hallowed by centuéserious scholarship. One thing is certain, in ou
view: mythology’s death notices were greatly exagtgsl, to use the phrase of Mark Twain.
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Contemporary authors agree. Such contemporaryg stieh as "The Myth of the Amer-
ican Superhero”, "The Psychology of SuperheroesuAauthorized exploration” and —
most of all — "Our Gods wear spandex: The secrbhy of comic book heroes” could

hardly suggest otherwise?

In this thesis, this hero of the classic monomsgthepresented by Superman.

2.1 Superman

(Donner, “Superman” 1978):

You will travel far, my little Ka-El, but we will aver leave you, even in the face of our death. You
will make my strength your own, you will see myelithrough your eyes, as your life will be seen
through mine. The son becomes the father, andatherf the son.

(Donner, “Superman” 1978):

They can be a great people, Ka-El, they wish toTihey only lack the light to show them the way.
For this reason — above all, their capacity fordyed have sent them you, my only son.

Created by Jerry Siegel and Joe Shuster duringewhen the comic book superhero
was ascendant, Superman came to embody the chaaactdrappings of the modern
god-like superhero. With his blue uniform, the itistive S-shield symbol on his chest
and red cape (see Figure 1.), Superman becameysyonas with the word “superhero.”
The character became the benchmark to which atr atinperheroes were — and still are,

in a certain sense — compared.
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Figure 1. “Superman — The Movie” movie poster. WarBros. Pictures 1978

As stated earlier, the reasons for the charactapsilarity was not only his trademark
tights and clothes — only one color away from thliccombination that makes up the
colors of the American flag — but the fact thatréhevas nothing another superhero
could do that Superman could not do better; he strasmger, mightier and faster than a
speeding locomotive, not to mention the fact treiMas able to leap tall buildings in a
single leap, which later evolved into the capabtyflight. His powers overshadowed
those of other personages with superpowers, adtgtMcGlothlin (2006 p. 6-7):
What made Superman different was the combinatiadhede elements... Superman wasn't just capa-
ble of amazing feats of strength, he was also tubbef and could leap over skyscrapers... Not only
did the Man of Tomorrow have powers far above thafs@ortal men, he had abilities far above most
other costumed characters at the time. Moreovdikeumany of his fellows, Superman showed off

his amazing abilities at seemingly every opportunivhen it came to delivering comic-book thrills,
page for page, few could match the Man of Steel.

The time of Superman’s origin was a booming eractomic books, a time when moral
dilemmas were clear-cut, with no gray areas; theotjguys” were good, the “bad
guys”, of course, were bad. This was clearly somgtlthat the comic book-reading
public enjoyed — moral certainties in the facehs# tincertainties of the coming Second
World War — and Superman was no exception. The MaBteel's clear-cut sense of
right and wrong appealed to younger readers, ®rSihperman could do no wrong and
was always right. (McGlothlin 2006 p. 9):

The Axis powers seemed like international bulli@sd bullies were something a lot of comic-book

reading kids understood quite well. What they arahynothers wanted was someone tough enough to
stand up to the dictator powers once and for alil®VAmerica remained hesitant to assume the role
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itself... publishers moved to fill the void with... redhite and blue-costumed heroes. [on the cover of
“Captain America Comics #1"] Captain America, “Sant of our Shores”, was depicted unsubtly
belting Adolf Hitler square in the face...”

But it was not until 1978 that Superman becamentidely-known popular culture icon
he is today. The character had certainly been popuyd to that point, but it was the full-
length feature film “Superman” — directed by Riadh&onner, written by Mario Puzo,
author of "The Godfather” screenplay and novel batid starring Christopher Reeve as
the titular character — that really put the spatlign the character, bringing him to the

attention of more mature audiences.

The film recounts the origin of Superman, the salevivor of the planet Krypton, and
his early exploits, his first encounters with krypite — asteroid debris from his home-
world that have now turned into poisonous greerksaghich renders even Superman
vulnerable — and his first battle with the evil Uexthor, played by Gene Hackman.

If one were to superimpose the structure suggdstetbseph Campbell’s theory of the
hero of the classical monomyth on the film, one lddind striking corresponding notes

in Puzo’s story, as events play out according tari2o’s direction.

Campbell coins several terms in his book. One eifrtlis the term of a "magic flight” —
as mentioned earlier — which is well-suited for pamson with the film when the plan-
et Krypton explodes and Ka-El — soon to be ClarktK&uperman'’s alter ego — is sent

flying through space on his Kryptonian vessel.

Kal-El crashes in the countryside of Kansas, neartown of Smallville, where an el-
derly couple — the Kents — take the boy in anderthe boy as their own. Not only does
this correspond with Campbell’s concept of "restueen without”, but also is a clear
allusion to Biblical events, namely when Moseseascued from the Nile, having been
carried away from his parents, who thought thedckdfer than in their care. This is not
the only time the film makes use of religious atlegs, or draws parallels between Bib-

lical characters and Superman.

As Kal-El — now Clark Kent, as he is yet unawareh® true Kryptonian heritage —

grows up, he begins to question his purpose. lidsebeen bestowed with these powers,
14



should he not use them to score touchdowns andesapyirls? This, however, is not
what he was meant to do. Jonathan Kent — his adofdather — has words of wisdom
for the struggling young man, before suffering talfheart attack (Donner, “Superman”
1978):

... a man gets older, and he thinks very differeritijngs get very clear. And there is one thing | do
know, son, and that is you are here for a reasdrs nat to score touchdowns.

The death of Jonathan Kent sends Clark into arteeial crisis, and he leaves Small-

ville to find his future, answering his “call to\ahture.”

Finding himself at the North Pole, Clark unveilKgyptonian crystal, which grows into

Superman’s famous Fortress of Solitude — a pos$jtiNeetzschean concept — and al-
lows access to his father Jor-El's — played by bfarBrando — vast library of

knowledge. They undertake a journey that lastsvsvgears, finally leaving Clark Kent
in the position to finally don the costume and oesbilities of Superman. This fits the
description pertaining to Campbell’s concept ofgswmnatural aid”, for Jor-El's wis-

doms lie beyond those of mortal men, allowing Kakd&explore vast regions beyond
space and time, as well as matters of the heantramd (Donner, “Superman” 1978):

There are questions to be asked, and it is timgdarto do so... Come with me now, my son, as we
break through the bonds of your earthly confinemiateling through time and space.

After returning from this voyage through the st&tark Kent returns to Earth, and be-
comes Superman. After initially revealing himselfthe world and after a budding ro-
mance with Lois Lane is established, things talkera for the worse, as Lex Luthor’s
insidious plan begins to take shape. Luthor remmgr two nuclear missiles and re-
trieves a shard of kryptonite, two pieces that fdlner cornerstones for a plan to not only

destroy Superman but to make Luthor a very powentarh.

When Superman finally wises up to Luthor and hisestes, Superman confronts Lu-
thor in his lair, an underground base beneath tifleets of New York. But before the
men are able to meet, face to face, Superman nagst through a gauntlet of gunfire,

flamethrowers and ice blasts.
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This very much coincides with Campbell’'s concepths “road of trials”, though it is
even more applicable later on, when Superman nagst against time to stop two nu-
clear missiles, save a bus filled with childrerspaeding train and stop an entire region
of the United States — California — from breakirifjflom the main continent and sink-

ing beneath the ocean.

With the kryptonite, Lex Luthor brings Superman dolew. As the missiles streak to-
wards their targets, Luthor chains the kryptonit&tperman’s chest and leaves him for
dead at the bottom of a watery depth. Campbellavgte of the “belly of the whale”

would be an apt comparison.

But once freed from the clutches of the krypton8aperman takes to the skies to stop
the missiles, one of which was aimed at the SanrédasdFault. Superman manages to
dispatch the first of the missiles — aimed at auteted area — but the second hits home,

causing the San Andreas Fault to begin to coll&@adiornia into the Pacific Ocean.

In addition to several other heroic acts, in a tkr@n display of strength — the visuals
highly reminiscent of Atlas lifting the globe — Sarman dives into the San Andreas
Fault, lifting tons of rock, essentially repairirtige terrain, making the San Andreas

Fault whole.

Unfortunately, in the chaos, Lois Lane is killedef&sing to surrender, all the while
going against the rules of his father, forbiddimg firom interfering with the history of

humankind, Superman reverses time itself, alloviardher rescue. All of this, serves to
establish Superman’s rise to "apotheosis.” All tlailsd more, serve to further drive the

point across regarding the Christ allegory of tharacter.

After saving California and dropping Luthor offaprison, Superman then flies off into
the sky, following Campbell’s description in thense that Superman is now allowed to

go on with his "freedom to live.”

In short, Superman’s story touches upon most -etifali — of Campbell’s concepts for
the hero of the classic monomyth.
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3 THE AMERICAN MONOMYTH

Lawrence’s and Jewett’'s American monomyth is basedCampbell’s concepts, but
presents a variation, one based on more contemppogular culture, rather than on
ancient tales. The description of the American nmaoyth is as follows (Lawrence &
Jewett 2002 p. 6):

A community in a harmonious paradise is threatdnedvil; normal institutions fail to contend with
the threat; a selfless superhero emerges to reecu@ngptations and carry out the redemptive task;
aided by fate, his decisive victory restores thmmmnity to its paradisiacal condition; the supeoher
then recedes into obscurity.

Where the focus of Campbell’'s monomyth was on riepassage and initiation, the
American monomyth is based no longer on finding®péace in the world, but instead
on redemption, be it of a personal kind or a maeegalized, societal redemption. Fur-
thermore, they suggest an underlying differenceanonly the narrative, but the char-
acters themselves (Lawrence & Jewett 2002 p. 6-7):
Whereas the classical monomyth seemed to reftest of initiation, the American monomyth derives
from tales of redemption. It secularizes the Judaknstian dramas of community redemption that
have arisen on American soil, combining elementthefselfless servant who impassively gives his
life for others and the zealous crusader who degstewil. The supersaviors in pop culture functisn a
replacements for the Christ figure, whose credibilias eroded by scientific rationalism. But their

superhuman abilities reflect a hope for divine,eragdtive powers that science has never eradicated
from the popular mind.

The religious allegories and subtext have beeracepl by a more subtle subtext that
allows for free interpretation, or at least ond tkanot clearly and consciously religious.
The superhuman capabilities of the hero no longeve from sources with overt reli-
gious connotations, but often are explained away \wcience, technology or simple
human ingenuity. There is also a difference in atare in terms of the antagonists of
the story (Lawrence & Jewett 2002 p. 152-153):

Since the 1980s, however, a more pessimistic stodirtie monomyth has emerged: in this strand
government itself is the oppressive, irredeemablyupt Other. Rather than being an Edenic paradise
corrupted by outsiders, the community shown inllerfiacondition linked to evils within its own lead-
ership. The mythic solution thus lies in confrogtih with the... violence previously dealt to intrud-
ers, a violence that will break the rhythm of oadingovernment.

The enemy in these American tales is no longeraaating from without; it is lodged
within, in the form of corruption and decadenceortie were to fight evil and injustice,
one had not to look beyond one’s shores. In conteanp films and stories, this evil

injustice most often comes in the form of crimintlat society’s laws — or more specif-
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ically, those who uphold those laws — are unableotdend with. It is up to the hero of

the story, selfless and sacrificing, to take tigatfito them.

Lawrence and Jewett also suggest that since thisridéan monomyth exists in a realm
closer to reality, this myth is presented as adbks$o ordinary people, via a concept
called “mythic massage” (Lawrence & Shelton 2002 16):
Mythic massagés a process of assuring viewers that the gapdmtunyth and reality can be bridged.
In “Death wish” the vigilante actions of the modesuperhero solve the knotty problem of urban
crime. Mythical redemption works out in everydafe laccording to mythical expectation. Complex
social problems are neatly solved with a singldwgestangled human relations are sorted out and re
solved; evil is eliminated with a single heroicogk. In “Death Wish” the elements of mythic massage

touch the fate of villains and vigilantes, the asfeiment of justice for the community, and the re-
demptive impact on the world.

The film mentioned — “Death Wish”, released in 197#lls the story of an unassuming
architect who becomes a vigilante, killing crimimain the streets of New York. It bears
an important mention, because the bridging of #a world and the mythical word,

fiction and reality, was no more apparent thanh@ 1984 subway shootings in New

York City perpetrated by a Bernard Goetz.

Goetz — a 37-year old electronics repairman —ifg¢inidated by four subway panhan-
dlers. Goetz pulled the gun he was carrying anchegdire. The two men who escaped
the first volley, he shot in the back. Since hifaxs mirrored Kersey’s actions in the
previously mentioned film, the press labeled hirmne“tDeath Wish’ killer” and "the
'Death Wish’ vigilante” (Lawrence & Shelton 200219):
... Goetz was lionized by many Americans as the ¢jvircarnation of the “Death Wish” scheme. For
many, his behavior — regardless of the facts —imasediately assimilated into the mythic story of th
righteous gunman purging the city of its evildogdse citizen said: “I don't give a damn where he

shot ‘em [sic] or how he did. Those lousy punksetesd to die. God bless that man. We he pulled
that gun, he was shooting for all of us.”

In short, the variation upon Campbell’s monomythawrence’s and Jewett’'s — is one
of a more realistic bent, more accessible to copteary audiences, perhaps even to the
point where one could seek to emulate the samearseherhe tale of this American
monomyth is not one of finding one’s self througk of passage, but rather rising up to

defend society from an internal threat and themfadto legend.
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3.1 Batman

(Nolan, “Batman Begins” 2005):

A vigilante is just a man lost in the scramble licg own gratification. He can be destroyed, or &tk
up. But if you make yourself more than just a miipou devote yourself to an ideal, and if they 'tan
stop you, then you become something else entirelylegend, Mr. Wayne.

Created in the wake of Superman, during the ripiogularity of superheroes by artist
Bob Kane and writer Bill Finger, “The Bat-man” tookany different incarnations, as
the character wasn't quite formed yet. Ultimatéhgugh, he became that “weird crea-
ture of the night” (McGlothlin 2006 p. 8) that wawe all come to recognize.

A creation as old as that of Superman himself, Battaps into more of the darker as-
pects of human nature, but still maintains muchexadrthe larger-than-life epic myth
that Superman represents.

Within DC Comic’s shared universe, Batman is comsd the opposite number of sorts
of Superman. The flip side to Superman’s coin;up&man is the light, Batman is the
dark. It is this minor, but quite noticeable, diface that both characters’ popularity is
built upon, and has provided much entertainmenth @s in the form of the animated

film “Superman/Batman: Public Enemies.”

It was the character’s different approach to criiighting — pretty much everything
else, too — that made him popular. Superman ftiesroad daylight, without a mask,
battling evil in the open, and once the work is&ldme leaves the criminals in the hands
of the police, takes a moment to bask in the gtdrg grateful and awe-inspired popu-
lace, before taking flight into the sky again.

Meanwhile, Batman prowls the rooftops at night,ning hard-faced criminals into
whimpering cowards with his fear-inducing scow! aaavl. He fights criminals in dark
alleys, leaving them tied up for the police befavéhdrawing into the night that
spawned him. Batman’s approach is one steepeinVi¢hile his own personal code of

honor will not allow for killing his opponents, lggasps that in order to succeed he must
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be something more than just a man, something tilbsend criminals fleeing into the

night in terror.

While the character has had many incarnationsudaty the well-known and well-

received Tim Burton 1989 feature film adaptatioratiBan” — and its sequel, "Batman
Returns” — | have chosen to focus on the most-teftem adaptations by Christopher
Nolan. While there are many reasons for this cheitecluding personal taste and the
freshness of the material — the main reason idattethat one of the core fundamental

aspects of Batman has been respected in these Betrman does not kill.

In Tim Burton’s adaptation, Batman — played by MiehKeaton — shows little to no
remorse when he drops the Joker — played my Jadholdion — off the roof of a church,
to his death. In the sequel — "Batman Returns” #d@us Batman shows little to no
hesitation when fighting a thug, he straps a bomithe thug’s chest and drops him

down a sewer pipe. Batman even throws in a smatksahile he does it.

While there is a body count in Nolan’s first film'‘Batman Begins” — this body count is
only marginally influenced by Batman himself, andtBan himself does not actively
attempt to kill anyone in the film. In the film’'sguel — "The Dark Knight” — he even
actively rescues the Joker from certain death,itketie countless people the Joker has

killed. This is an essential and fundamental asfuettte character.

This does not, however, mean that Batman is indapaibtaking a life, or rather, of

leaving an enemy to face his death. This will lszdssed later in this chapter.

“Batman Begins” — the first in Nolan’s trilogy —lteethe origin of Batman, the sad tale
of the tortured Bruce Wayne — played here by ClansBale — and how he becomes the
man in the cloak and cowl. It tells how he is tesrby a man named Henri Ducard — in
reality Ra’s al Ghul, the film’s antagonist, playleg Liam Neeson — and the League of
Shadows, and how Batman ultimately foils Ducardanpgo poison Gotham City with a

fear-inducing poison.

20



While there are certain bits of the story here tbdlow Campbell’'s concepts — Bruce
Wayne finding his role as Batman and realizing destiny through doing so, etc. —
much of the story here follows Lawrence’s and Jéwetoncept of the American

monomyth.

As the story begins, we meet an imprisoned andesisnBruce Wayne, who is taken in
by the League of Shadows to be trained as a saldigreir service. The young Bruce
Wayne has yet to comprehend his true destiny -spaci that the character shares with
Superman, a hero of the classical monomyth — bwihsoon grow into his own, as he
begins to realize that the League harbors much rsimister motives and deals with
criminals by killing them. This is a sentiment Waydoes not share. After a harrowing
training session with Ducard, Wayne notices a maa bamboo cage, a prisoner of the
League of Shadows. When prompted, Ducard makestenstnt that is decidedly cold-
blooded — and sinister — in its simplicity. Thisgehadows the split that will occur be-
tween the two men, and their differing conceptgustice (Nolan, “Batman Begins”
2005):

He was a farmer. Then he tried to take his neighdand and he became a murderer. Now he is a

prisoner. [When asked of the prisoner’s ultimate]fdustice. Crime cannot be tolerated. Criminals
thrive on the indulgence of society’s understanding

While training with Ducard, we learn that Ducardankelf has lost someone — just as
Wayne did — and that his plight is not entirely ymgpathetic. In fact, his loss of a wife
might resound with some as an entirely reasonaiglengent for taking definite, lethal
action against evil. But to Wayne, this is out loé tquestion, as evidenced by a later

scene in the film.

While Wayne trains with Ducard, we catch glimpséSMayne’s background, and the
origin of the man who will become Batman. The stofryBatman’s origin is that much
darker than that of the Man of Steel. The sole teethe Wayne family fortune after the
death of his parents, victims of street crime, Bréayne has wandered the world, aim-

less, an angry young man seeking purpose.

After his training with the League of Shadows hame to an end, we return to the

caged and imprisoned murderer. After being dosel wifear-inducing poison — that
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reveals Wayne's fear of bats, and the associatedames of his father — Bruce Wayne
must prove himself to his peers by killing the ilspned murderer, to be an executioner
of the League’s judgment. By killing, Wayne woulbye himself not only worthy of
fighting crime alongside the League of Shadows, vborthy of leading a group of his
peers to Gotham, to destroy the city — now a cardgm of decadence — by what the
League considers an act of true justice. In a fatalof determination, Wayne states he

will not kill, not for the League or anyone elseo{Bin, “Batman Begins” 2005):

I will go back to Gotham and | will fight men likkis, but | will not become an executioner.

With that, Wayne must fight the men he once comeifiallies, an alliance shattered by
differences in opinion. As the stronghold of theagee of Shadows burns in the after-
math of the battle, Wayne saves an unconsciousi Hrroard from a certain death,

choosing not to take a life, and also choosingtmatlow a death to occur, an important

point that will be discussed later in this chapter.

Once the League is seemingly beaten, Wayne retor@stham, where he begins build-
ing the legend of the Batman. Here he will assuhgediter ego identity of Batman.
Here he will become a vigilante, working outside taw to fight crime, and will often

be at odds with the very police forces he triekdip.
Returning to his father's company — Wayne Entegsris he seeks the aid of Lucius
Fox, who helps him with the technical aspects afding his superhero persona. Fox

essentially being the Q to Wayne’s James Bond.

It is here we see one of the clearest differeneésden Batman and Superman, namely,

the costume (Nolan, “Batman Begins” 2005):
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BATMAN BEGINS

@
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Figure 2. "Nolan, “Batman Begins” movie poster. Wir Bros. Pictures 2005

When it comes to comic book characters, the clotledimitely make the man; they are
an extension of the character’s persona. Supernoautfs is a bright amalgamation on
cheerful colors. Batman’s classic costume is aafavlriation of the garish, traditional
superhero “long underwear’-look (McGlothlin 20067%). Batman’s original outfit con-
sisted of a dark gray suit, with a blue-black capd cowl and a yellow equipment belt.
The color scheme of this uniform has varied over yhars — even going completely
black, save for the gray bat-symbol on the chdstit-the message is clear; Batman is

quite a different hero from the likes of Superman.

In “Batman Begins” (see Figure 2.) the dark colalette is dialed to even darker tones;
the Bat-suit now consists primarily of shades aick| including the cape and cowl. The

yellow equipment belt has been kept, however.

The second difference, while also cosmetic, is @stian of the character’'s respective
capabilities and superpowers. Superman’s othenlyopddwers of incredible strength,
speed, his capacity to see through solid wallsalirihe clear marks of an otherworldly
being. Batman has no superpowers, relying simphhisninnate ingenuity, his honed
physique and detective skills to win the day. Hertnal arts skills — not supernatural at
all — are more suited to the postmythic world, teishno-gadgetry a variation on the
otherworldly powers of Superman, powers rootedhendcience of today. He is also not
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merely a fighter reliant on technological wizardhg is also a thinker. Indeed, this
Batman, this “Dark Knight”, is additionally knowrs &The Detective” (Vietti, “Batman:
Under the Red Hood” 2010); which means to say Heatshares many attributes in

common with the traditional gumshoe detective.

Once the habitus of Batman has coalesced, it is fonBatman to take his fight to the
streets of Gotham. His approach is one of fear.iddgabeen imprisoned and once a
would-be criminal himself, he has a firm understagdof the criminal mind. Also,
while his own personal code of honor will not allbvm to directly kill his opponents —
something that differentiates Batman from Ducatw-€does not mind borrowing a page
from the guide book of how the League of Shadowslégo about their business. That
is to say, he grasps that in order to succeed s beusomething more than just a man
in the eyes of the criminals he intends to figbmsthing that will send criminals flee-
ing into the night in horror (Nolan, “Batman Bedir2905):

People need dramatic examples to shake them @pathy and | can’'t do that as Bruce Wayne. As a

man, I'm flesh and blood. | can be ignored, | cardestroyed, but as a symbol... | can be incorrupti-
ble, | can be everlasting... Something elemental etbimg terrifying.

Batman'’s tactics during the events of the film eliftompletely from Superman’s tac-
tics. In the Donner’s 1978 film adaptation, Supeniadirst appearances involve stun-
ning and public feats of bravery — rescuing Lois¢.drom a crashing helicopter, arrest-
ing a cat burglar, etc. — that he follows up withreonest meeting with Lois Lane that —
despite the scene’s romantic subtext — clearlySwggerman presenting himself to the
world as a straight-up, honest guy, who only wisteekelp. In “Batman Begins”, Bat-
man’s first appearance is a down-and-dirty dustaigh drug dealers at the Gotham
docks, and later in the film, the shadowy vigilaistehased by police forces through the
streets — and rooftops — of Gotham. Superman’soagprseems to be one of forthright
and transparency. Meanwhile, Batman moves in tedahis, operating in secrecy.

This is not merely a gimmick for the charactersSaperman’s home turf — the cheery
Metropolis — and approach to working with governinaficials differs quite a lot from
Batman’s relationship with the authorities of hisamy hometown of Gotham City.
While Superman has always remained apolitical ef government’s policies, he has

always operated within the guidelines and decrédhengovernment. In short, he has
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never quite been a vigilante, as he has been &hélnd, seldom criticizing the status
quo (Jewett & Shelton 2002 p. 152):
In the innocence of the axial decade, for examle,Lone Ranger and Superman always turn over

the bad guys they capture to the sheriff or thécpel and remain mute about the incompetence that
demanded their assistance. (Myth of the Americgreghero, Lethal Patriots Break the Rhythm)

This does not mean, however, that Batman has gipeon society altogether. As evi-
denced by his actions in “Batman Begins”, he semkshe help of James Gordon and
attorney Rachel Dawes, because they are the oolyigdée can turn to in the corrupt
city of Gotham. He could take his fight to the anal underworld entirely by himself,
he could go on a vigilante rampage, but he stliees that the system works, provided
that the people making the decisions are not cargtman sees that the law is true. It
is merely the instruments of that law — the peopl® enforce it — that are lacking.
Once the balance has been restored, once the systerbeen made to work again,
Batman seeks to end his nightly excursion into @otls underworld, an ending fitting

a hero of the American monomyth.

As the legend of the Nolan, “Batman Begins” to sgehe recruits allies and meets new
enemies, but little does he know that Ducard asd_keague of Shadows are still very
much alive and that they are still proceeding wfithir own plans for Gotham. As Bat-
man first appears, people begin questioning theralie of having a costumed vigilante
on their streets. Even Bruce Wayne himself questtbe sanity of his alter ego (Nolan,
“Batman Begins” 2005):

Well, a guy who dresses up as a bat clearly hassss

Here we see another difference between the chesasteSuperman and Batman. It is
the question of choice. Superman’s path was deksiee his arrival on Earth. Bat-
man, in many respects, never chose to become wihavhat he is. His origin can be
traced back to a tragic and senseless act of welemitnessed as a child; the death of
his parents, Thomas and Martha Wayne (Geda, “Batayond: Return of the Joker”
2000):

Behind all the sturm and bat-a-rangs, you're judittie boy in a playsuit, crying for Mommy and
Daddy! It'd be funny if it weren’t so pathetic. Olvhat the heck. I'll laugh anyway.
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While one may question whether this event was tie iason for Bruce Wayne don-
ning the cape and cowl of the Dark Knight, it ceriais the most compelling and is the
one that writers seem to come back to, again aatha@/hile many stories and itera-
tions of Batman have raised the question of Batsaahity or lack thereof, this thesis’
purpose is not to do so, but it should, howevendmearked, that even this questioning
of Batman’s sanity marks another differentiatingesxs of the types of heroes they rep-

resent.

As the League plots and schemes, we see Batmarthakeght to the criminal under-
world of Gotham. While the Gotham City that is meted to us here is far from the
"harmonious paradise threatened by evil” (Lawre&cdewett 2002 p. 6), it is much
more in line with the more pessimistic tales of kiegoes of the American monomyth,
where "the community is shown in a fallen conditiimked to evils within its own
leadership” (Lawrence & Jewett 2002 p. 152). Indeedruption has spread so far into
Gotham City, that an the external threat — presehtethe League of Shadows — is all
but inseparable from the internal threat — theugarpolicemen, judges and doctors of

Gotham. As Ducard states (Nolan, “Batman Begin€30

You are defending a city so corrupt... we have irdtkd every level of its infrastructure.

As “normal institutions fail to contend with thisreat” (Lawrence & Jewett 2002 p. 6),
it is therefore Bruce Wayne'’s role — upon assuntirggcloak and cowl of Batman — to
be the “selfless superhero” to rise up and restioeecommunity to its “paradisiacal

condition.”

In “Batman Begins”, as things take a turn for therse, Ducard and his men show up at
Wayne’s home, a prelude to a final showdown in @wotls infamous Narrows, from
which the League intends to start its assault oth&n. Their weapon is fear, the very
same weapon that the Batman himself has been uButgtheir fear-inducing poison
will not only strike fear into the citizens of Gattm, it will cause a mass panic that will
tear the city apart, something that the Leaguehaid8ws considers an act that will “re-
store the balance” (Nolan, “Batman Begins” 2005):

[When told that millions of lives will be lost] Opla cynical man would call what these people have

“lives,” Wayne. Crime, despair... this is not how maas supposed to live. The League of Shadows
has been a check against human corruption for #mulssof years. We sacked Rome, loaded trade
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ships with plague rats, burned London to the grofvery time a civilization reaches the pinnacle of
its decadence, we return to restore the balance.

Bruce Wayne — now Batman — on the other hand vasyaclear response. For while he
understands that the city of Gotham has grown ptrrioe believes that the system
works, and that it is only the corrupt who haveetakontrol that must be knocked off

their perches in order to true justice to prevablan, “Batman Begins” 2005):

Gotham isn’'t beyond saving.

Also, when confronted of the clashing ideals of &dcand Wayne, Ducard has a very
simple solution to those who would dare opposevigw of fighting evil, what he con-
siders “true justice” (Nolan, “Batman Begins” 2005)

Create enough hunger and everyone becomes a ckimifiad this time no misguided idealists will

get in the way. Like your father, you lack the age to do all that is necessary. If someone stends
the way of true justice, you simply walk up behthdm and stab them in the heart.

After the League enacts its diabolical plot to d®stGotham City, Batman rushes to the
rescue, aided by James Gordon — played here by @dmgan — to thwart the League’s

plans.

Batman faces down Ducard aboard a train that meistelailed or stopped in order to
fully stop the League’s plan. A fight ensues, asdtlae train begins to disintegrate
around them, Ducard is soundly beaten. He asks @gtmhether he has now finally
learned to “do what is necessary” (Nolan, “BatmagiBs” 2005), whether he is now

ready to kill Ducard.

It is here we can now return to the point raisedWgyne’s earlier rescue of Ducard
during the destruction of the League of Shadow'sngthold. While Wayne has stated
he would never take a life, he also did not allouc@xd to die. By this point, must have
realized, that Ducard’s death might have stoppedLg#mgue’s plans from developing

this far. Yet he has vowed not to take a life.

Here we return to the question of use of deadlggand whether it is an acceptable
choice while dealing with their sworn enemies. Agadt is a question of choice. Super-
man — the true-blue boy scout of all heroes — s a clear-cut hero for a time when

clear-cut morality tales were the order of the dapero of the classic monomyth. Bat-
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man himself, a hero of the American monomyth, psoraich more complicated than
that.

The best example of the difference here is wheortes to choosing whether to kill or
let an enemy die. In the television show “SmalillClark Kent not only saves Lex
Luthor time and again — a man who has been a doggenhy for years — but berates
Oliver Queen — Green Arrow — for killing Lex Luth¢®&mallville, “Requiem” 2009).
Would Superman kill Lex Luthor? No. Would Supernteave saved Lex Luthor from

certain death? Yes.

To Superman his capacity for violence ends at thied blow; it is a line that he will
not cross. Superman has no choice; to him, alldieacred. Batman, however, is caught

in between the terminator line of lethal and nahdéaction.

Batman is not arbitrary in his actions; he doeseghe Joker from certain death at the
end of “The Dark Knight”, after all. But the fadtat the Joker’s fall was a direct result
of Batman’s actions would suggest that the chaickett someone die is not something

Batman does cavalierly or on a whim.

In “Batman Begins”, Batman is faced with Ra’s alugta man he has saved already at
an earlier time. Faced with killing Ra’s al Ghuletman that was — indirectly — respon-
sible for the death of his parents, Batman choose$o. But when he gets the chance to
save Ra’s al Ghul from an imminent death agairgHmoses not to do so, either. Would
Batman kill Ra’s al Ghul? No. Would Batman haveeshwa’s al Ghul from certain
death? No.

In “Batman Begins”, at this critical moment of cbej Batman’s response is terse. He
will not take Ducard’s life, but neither will he abse to save it, either (Nolan, “Batman
Begins” 2005):

I won't kill you, but | don’t have to save you.
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As the railway begins to topple, Batman dives duthe disintegrating train, leaving
Ducard to his fate. Thus, a “decisive victory” (&iv& Shelton 2002 p. 6) has been

won.

Once the dust settles, the story looks to the éutiibecomes abundantly clear to us that
Bruce Wayne has become the mask that Batman wearsBut it is also implied that
there is still hope that once Gotham no longer séesdguardian and protector, Wayne
may hang up his cowl and return to an ordinary ke stated by Rachel Dawes (Nolan,
“Batman Begins” 2005):

Your real face is the one that criminals now f8dre man | loved — the man who vanished — he never

came back at all. But maybe he’s still out theoanewhere. Maybe someday, when Gotham no longer
needs Batman, I'll see him again.

But until that day comes, Batman must return tollaekness of night, to fight in the

shadows for a better tomorrow.

The fact that our hero cannot form any sort of roticaand serious attachment to any-
one is not a only a common trope in comic bookiditt but it also falls in line with
Lawrence’s and Jewett’s ideas regarding the Americemnomyth. After all, for the
“selfless hero” (Lawrence & Jewett p. 6) to emeage perform his “redemptive task”
(Lawrence & Jewett p. 6), he must “renounce tengoat (Lawrence & Jewett p. 6).
Therefore, Batman cannot get involved with anyooemantically, until after he has
saved Gotham (Lawrence & Jewett p. 154):

Women are desirable partners for the life-afteterioe — once the community is safe again.

Also, until Gotham is safe again — cleansed oftkieats that cloud the horizon — Bat-

man cannot “fade into obscurity” (Lawrence & Jewet6).

While “Batman Begins” does not provide the textbamnding that falls in line with
Lawrence’s and Jewett's concept of the Americanonoyth in terms of endings — the
film was meant to be the first in a new franchiaier all — future installments have
hinted that an ending suitable to an American moytbris on its way. As Harvey Dent
— the District Attorney that is said to be GothafWhite Knight” — states in “The Dark
Knight”, the film’s sequel (“The Dark Knight 2008):
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[When asked who appointed the Batman] We did. Aliwho stood by and let scum take control of
our city... Whoever the Batman is, he doesn’'t wandaathis for the rest of his life. How could he?
Batman is looking for someone to take up his mantle

In short, once Gotham has been rid of its enemestpred to its “paradisiacal condi-
tion” (Lawrence & Jewett p. 6) — the incapable omilling collective redeemed by the

selfless superhero — Batman hopes to recede “gousity” (Lawrence & Jewett p. 6).

In the end, though, both of these heroes — andhttr@myths they relate to — represent
hope. Superman represents the promise of a bettertow. This promise is even ex-
emplified in his nickname, “The Man of Tomorrow.biHf everyone would be like Su-
perman — well-intentioned, strong and never dadeitfwouldn’t tomorrow just be that
much more super? In short, what Superman is, wesoayeday become and his rite of
passage, his quest and achievement of findinglacepn the world, is one that we all
share.

Batman himself also stands for hope, but in thengrer, more realistic sense of the
practical American monomyth. This is poignantlygirated in a scene with James Gor-
don and Batman at the end of “Batman Begins.” sngbene, Gordon says that Batman
has succeeded in bringing hope to the streets tifaBoand that the movement towards

a better tomorrow for the city has begun (NolamatfBan Begins” 2005):

... you really started something. Bent cops runntayed, hope on the streets.

4 CONCLUSION

As stated earlier, the purpose of this thesis wagrésent Batman as a hero of Law-
rence’s and Jewett’'s concept of the American moribnlhis was done by first provid-
ing the reader with a basic understanding of Catlipliéassic monomyth — and a rep-
resentative hero of said monomyth — then Lawrenae@ Jewett's American mono-
myth, and compare said American monomyth to thecgire of how Batman'’s story
was told in Christopher Nolan’s film adaptation.imarisons of both heroes — and the
monomyths they represented — were also inevitaeddedifferences and similarities
brought further definition.
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All of this was done not only to point of the vatidof Lawrence’s and Jewett’s claims,
but also point out that there are different categoof heroes, and that while a certain
concept — Campbell’s monomyth — might remain vatiditations and variations on that

base template may arise, and indeed have appeared.

Fictional narratives — be they comic books or filmsadaptations of one to the other —
are ever-evolving concepts, and the heroes withase narratives evolve, too. If the
archetypal hero of the classic monomyth — and ¢teed narrative — has changed once,
into the variation of the American monomyth, pehdipe American monomyth may

evolve — or is already evolving — into somethingeel

Until that day comes, future research into suchrgmg heroic figures is encouraged, if
only to keep an eye out for any emerging new moribimpermutations — archetypal or
no — that might appear, like lone heroes on the&bor

4.1 “Scar”

As part of this thesis, | have included the feafine script “Scar.” It is the modern day
retelling of the Biblical story of Cain and Ablestsn the world of motorcycle gangs.

The main character — Scar — is based around siidgas that touch upon the concepts

of Lawrence’s and Jewett's American American montbhmyhis is what was intended

when the script was written.
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6 APPENDICES

Figure 1. “Superman — The Movie” movie poster. WarBros. Pictures 1978
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Figure 2. "Batman Begins” movie poster. Warner Br&sctures 2005



