 SEQ CHAPTER \h \r 1The Writer’s Journey
-I came to believe that the Hero’s Journey is nothing less than a handbook for life, a complete instruction manual in the art of being human

-the Hero’s Journey is not an invention, but an observation.  It is a recognition of a beautiful design, a set of principles that govern the conduct of life and the world of storytelling the way physics and chemistry govern the physical world

-from this model, infinite and highly varied copies can be produced, each resonating with the essential spirit of the form

-the Hero’s Journey is a pattern that seems to extend in many dimensions, describing more than one reality.  It accurately describes, among other things, the process of making a journey, the necessary working parts of a story, the joys and despairs of being a writer, and the passage of a soul through life

-Joseph Campbell’s great accomplishment was to articulate clearly something that had been there all along - the life principles embedded in the structure of stories

-the self-conscious, heavy-handed use of this model can be boring and predictable.  But if writers absorb its ideas and re-create them with fresh insights and surprising combinations, they can make amazing new forms and original designs from the ancient, immutable parts

-at the core of every artist is a sacred place where all the rules are set aside or deliberately forgotten, and nothing matters but the instinctive choices of the heart and soul of the artist

-a certain amount of form is necessary to reach a wide audience.  People expect it and enjoy it, so long as it’s varied by some innovative combination or arrangement and doesn’t fall into a completely predictable formula

-taking this metaphorical system too literally, or arbitrarily imposing its forms on every story can be stultifying.  It should be used as a form, not a formula, a reference point and a source of inspiration, not a dictatorial mandate

-the Hero’s Journey has been criticized as an embodiment of a male-dominated warrior culture

-the warrior is only one of the faces of the hero, who can also be pacifist, mother, pilgrim, fool, wanderer, hermit, inventor, nurse, savior, artist, lunatic, lover, clown, king, victim, slave, worker, rebel, adventurer, tragic failure, coward, saint, monster, etc.  The many creative possibilities of the form far outweigh its potential for abuse

-the thousands of variations on the paradigm, worked out over the centuries, offer endless branches from which infinite webs of story can be built 

-the Shadow archetype operates within the individual as a repository for unexpressed feelings and desires.  It is a force that accumulates when you fail to honor your gifts, follow the call of your muses, or live up to your principles and ideals

-it has great but subtle power, operating on deep levels to communicate with you, perhaps sabotaging your efforts, upsetting your balance until you realize the message these events bring - that you must express your creativity, your true nature, or die

-in this system: Plot Point I = The 1st Threshold.  The Mid-Point = The Ordeal.  The climax of the Second Act = The Road Back

-each act is like a movement of a symphony, with its own beginning, middle, and end, and with its own climax (the highest point of tension) coming just before the ending of the act

-each act sends the hero on a certain track with a specific aim or goal, and that the climaxes of each act change the hero’s direction, assigning a new goal

-straightening out the curves of the circle created sharp, 90 degree turns at the quarter points and revealed drastic changes that may occur in the hero’s objective.  Each straight line represents the hero’s aim in that act

-the journey to understand and articulate these ideas is truly endless.  Although certain human conditions will never change, new situations are always arising, and the Hero’s Journey will adapt to reflect them

Preparing for the Journey
-all stories consist of a few common structural elements found universally in myths, fairy tales, dreams, and movies.  They are know collectively as the Hero’s Journey

-used wisely, these ancient tools of the storyteller’s craft still have tremendous power to heal our people and make the world a better place

-good stories make you feel you’ve been through a satisfying, complete experience.  You finish the story feeling you’ve learned something about life or about yourself.  Perhaps you’ve picked up a new awareness, a new character trait or attitude to model your life on

-Campbell has broken the secret code of the story

-the guardians seem to pop up at the various thresholds of the journey, the narrow and dangerous passages from one stage of life to the next

-instead of attacking these seemingly hostile powers head-on, journeyers learn to outwit them or join forces with them, absorbing their energy rather than being destroyed by it

-challenge these ideas, test them in practice, adapt them to your needs, and make them yours.  Use these concepts to challenge and inspire your own stories

A Practical Guide
-Joseph Campbell’s contribution to the tool kit was to gather the ideas together, recognize them, articulate them, name them, organize them.  He exposed for the first time the pattern that lies behind every story ever told

-the most persistent theme is the myth of the hero.  Campbell discovered that they are all basically the same story, retold endlessly in infinite variations

-the pattern of the Hero’s Journey is universal, occurring in every culture in every time

-the archetypes: constantly repeating characters or energies which occur in the dreams of all people and the myths of all cultures.  Jung suggested that these archetypes reflect different aspects of the human mind - that our personalities divide themselves into these characters to play out the drama of our lives

-he suggested that both were coming from a deeper source, in the collective unconscious of the human race

-the repeating characters of world myth are same as the figures who appear repeatedly in our dreams and fantasies.  That’s why myths and most stories constructed on the mythological model have the ring of psychological truth

-such stories are accurate models of the workings of the human mind, true maps of the psyche.  They are psychologically valid and emotionally realistic even when they portray fantastic, impossible, or unreal events

-stories built on the model of the Hero’s Journey have an appeal that can be felt by everyone, because they well up from a universal source in the shared unconscious and reflect universal concerns

-at heart, despite its infinite variety, the hero’s journey is always a journey

-a hero leaves his comfortable, ordinary surroundings to venture into a challenging, unfamiliar world.  It may be an outward journey to an actual place, a new locale that becomes the arena for his conflict with antagonistic, challenging forces

-there are as many stories that take the hero on an inward journey, one of the mind, the heart, the spirit

-in any good story the hero grows and changes, making a journey from one way of being to the next: from despair to hope, weakness to strength, folly to wisdom, love to hate, and back again.  It’s these emotional journeys that hook an audience and make a story worth watching

-the protagonist of every story is the hero of a journey, even if the path leads only into his own mind or into the realm of relationships

-the way stations of the Hero’s Journey emerge naturally even when the writer is unaware of them, but some knowledge of this most ancient guide to storytelling is useful in identifying problems and telling better stories 

-consider these twelve stages as a map of the Hero’s Journey, one of many ways to get from here to there, but one of the most flexible, durable and dependable

1) The Ordinary World
-most stories take the hero out of the ordinary, mundane world and into a Special World, new and alien.  This is the familiar “fish out of water”

-if you’re going to show a fish out of his customary element, you first have to show him in that Ordinary World to create a vivid contrast with the strange new world he is about to enter

2) The Call to Adventure
-the hero is presented with a problem, challenge, or adventure to undertake.  Once presented with a Call to Adventure, he can no longer remain indefinitely in the comfort of the Ordinary World

-in revenge plots, the Call to Adventure is often a wrong which must be set right, an offense against the natural order of things

-in romantic comedies, the Call to Adventure might be the first encounter with the special bu annoying someone the hero or heroine will be pursuing and sparring with

-the Call to Adventure establishes the stakes of the game, and makes clear the hero’s goal: to win the treasure or the lover, to get revenge or right a wrong, to achieve a dream, confront a challenge, or change a life

-what’s at stake can often be expressed as a question posed by the call

3) Refusal of the Call (the Reluctant Hero)

-this one is about fear.  Often at this point the hero balks at the threshold of adventure.  Refusing the Call or expressing reluctance.  After all he is facing the greatest of all fears, terror of the unknown

-the hero has not yet fully committed to the journey and may still be thinking of turning back.  Some other influence - a change in circumstances, a further offense against the natural order of things, or the encouragement of a Mentor - is required to get him past this turning point of fear

4) Mentor (The Wise Old Man or Woman)

-ths relationship between hero and Mentor is one of the most common themes in mythology, and one of the richest in its symbolic value.  It stands for the bond between parent and child, teacher and student, doctor and patient, god and man

-the function of the Mentor is to prepare the hero to face the unknown. They may give advice, guidance, or magical equipment

-the Mentor can only go so far with the hero.  Eventually the hero must face the unknown alone.  Sometimes the Mentor is required to give the hero a swift kick in the pants to get the adventure going

5) Crossing the First Threshold
-now the hero finally commits to the adventure and fully enters the Special World of the story for the first time by Crossing the First Threshold

-he agrees to face the consequences of dealing with the problem or challenge posed in the call to adventure.  This is the moment when the story takes off and the adventure really gets going

-movies are often built in three acts, which can be regarded as representing 1) the hero’s decision to act 2) the action itself, and 3) the consequences of the action

-the First Threshold marks the turning point between Act One and Two

-the hero, having overcome fear, has decided to confront the problem and take action.  He is now committed to the journey and there’s no turning back

6) Tests, Allies and Enemies
-once across the First Threshold, the hero naturally encounters new challenges and Test, makes Allies and Enemies, and beings to learn the rules of the special World

-bars are also useful to the hero for obtaining information, for learning the new rules that apply to the Special World.  Scenes like these allow for character development as we watch the hero and his companions react under stress

-in many stories, this stage simply represents encounters on the road

7) Approach the Inmost Cave
-the hero comes at last to the edge of dangerous place, sometimes deep underground, where the object of the quest in hidden.  Often it’s the headquarters of the hero’s greatest enemy, the most dangerous spot in the Special World, the Inmost Cave

-when the hero enter that fearful place he will cross the second major threshold.  Heros often pause at the gate to prepare, plan, and outwit the villain’s guards.  This is the phase of the approach

-approach covers all the preparation for entering the Inmost Cave and confronting death or supreme danger

8) The Ordeal
-here the fortunes of the hero hit bottom in a direct confrontation with his greatest fear.  He faces the possibility fo death and is brought to the brink in a battle with a hostile force

-the Ordeal si a “black moment” for the audience, as we are held in suspense and tension, not knowing if he will live or die

-it’s a psychological life-or-death moment.  He survives the Ordeal by refusing to quit, and the Ordeal changes him

-this is a critical moment in any story, an Ordeal in which the hero must die or appear to die so that he can be born again.  It’s a major source of the magic of the heroic myth 

-the experiences of the preceding stages have led us, the audience, to identify with the hero and his fate.  What happens to the hero happens to us.  We are encouraged to experience the brink-of-death moment with him.  Our emotions are temporarily depressed so that they can be revived by the hero’s return from death.  The result of this revival is a feeling of elation and exhilaration

-you’re never more alive than when you’re looking death in the face

-this is also the key element in rites of passage or rituals of initiation.  The initiate is forced to taste death in some terrible experience, and then is allowed to experience resurrection as he is reborn as a new member of the group

-the hero of every story is an initiate being introduced to the mysteries of life and death

-every story needs such a life-or-death moment in which the hero or his goals are in mortal jeopardy

9) Reward (Seizing the Sword)

-having survived death, hero and audience have cause to celebrate.  The hero now takes possession of the treasure he has come seeking his Reward

-sometimes the “sword” is knowledge and experience that leads to greater understanding and a reconciliation with hostile forces

-at this point the hero may also settle a conflict with a parent

-the hero may also be reconciled with the opposite sex.  In many stories the loved one is the treasure the hero has come to win or rescue, and there is often a love scene at this point to celebrate the victory

-from the hero’s point of view, members of the opposite sex may appear to be Shapeshifters, an archetype of change.  Tales of vampires, werewolves and other shapechangers are symbolic echoes of this shifting quality which men and women see in each other

-the hero’s Ordeal may grant a better understanding of the opposite sex, an ability to see beyond the shifting outer appearance, leading to a reconciliation

-the hero may also become more attractive as a result of having survived the Ordeal.  He has earned the title of “hero” by having taken the supreme risk on behalf of the community

10) The Road Back
-the hero’s not out of the woods yet.  We’re crossing into Act Three now as the hero begins to deal with the consequences of confronting the dark forces of the Ordeal

-some of the best chase scenes spring up at this point, as the hero is pursued on The Road Back by the vengeful forces he has disturbed by Seizing the sword, the elixir, or the treasure

-this stage marks the decision to return to the Ordinary World.  The hero realizes that the Special World must eventually be left behind, and there are still dangers, temptations, and tests ahead

11) Resurrection
-the hero who has been to the realm of the dead must be reborn and cleansed in one last Ordeal of Death and Resurrection before returning to the Ordinary World of the living

-this is often a second life-and-death moment, almost a replay of the death and rebirth of the Ordeal.  Death and darkness get in one last desperate shot before being finally defeated. It’s a kind of final exam for the hero, who must be tested once more to see if he has really learned the lessons of the Ordeal

-the hero is transformed by these moments of death-and-rebirth, and is able to return to ordinary life reborn as a new being with new insights

12) Return with the Elixir

-the hero Returns to the Ordinary World, but the journey is meaningless unless he brings back the Elixir, treasure, or lesson from the Special World.  The Elixir is a magic potion with the power to heal.  It may be a great treasure or it simply might be knowledge or experience that could be useful to the community someday

-sometimes the Elixir is treasure won on the quest, but it may also be love, freedom, wisdom, or the knowledge that the Special World exists and can be survived.  Sometimes it’s just coming home with a good story to tell

-unless something is brought back from the Ordeal in the Inmost Cave, the hero is doomed to repeat the adventure.  Many comedies use this ending, as a foolish character refuses to learn his lesson and embarks on the same folly that got him in trouble in the first place

-the Hero’s Journey is a skeletal framework that should be fleshed out with the details and surprises of the individual story. The structure should not call attention to itself, nor should it be followed too precisely.  The order of the stages given here is only one of many possible variations.  The stages can be deleted, added to, and drastically shuffled without losing any of their power

-the values of the Hero’s Journey are what’s important.  The images are just symbols of universal life experiences.  The symbols can be changed infinitely to suit the story at hand and the needs of the society

-the Hero’s Journey is easily translated to contemporary stories, by substituting modern equivalents for the symbolic figures and props of the hero’s story

-the Hero’s Journey grows and matures as new experiments are tried within its framework

-the basic figures can be combined, or each can be divided into several characters to show different aspects of the same idea

-the Hero’s Journey is infinitely flexible, capable of endless variation without sacrificing any of its magic, and it will outlive us all

The Archetypes
-archetypes, meaning ancient patterns of personality that are the shared heritage of the human race

-fairy tales and myths are like the dreams of an entire culture, springing from the collective unconscious

-an understanding of these forces is one of the most powerful elements in the modern storyteller’s bag of tricks

-the concept of archetypes is an indispensable tool for understanding the purpose or function of characters in a story

-the archetypes are part of the universal language of storytelling, and a command of their energy is a as essential to the writer as breathing

-the universality of these patterns makes possible the shared experience of storytelling.  Storytellers instinctively choose characters and relationships that resonate to the energy of the archetypes, to create dramatic experiences that are recognizable to everyone.  Becoming aware of the archetypes can only expand your command of your craft

-archetypes are not rigid roles but functions performed temporarily by characters to achieve certain effects in a story.  Looking at the archetypes in this way, as flexible character functions rather than as rigid character types, can liberate your storytelling

-the archetypes can be thought of as masks, worn by the characters temporarily as they are needed to advance the story

-another way to look at the classic archetypes is that they are facets of the hero’s (or writer’s personality).  The other characters represent possibilities for the hero, good or ill

-a hero sometimes proceeds through the story gathering and incorporating the energy and traits of the other characters.  He learns from the other characters, fusing them into a completer human being who has picked up something from everyone he has met along the way

-the archetypes can also be regarded as personified symbols of various human qualities.  Like the major arcana cards of the Tarot, they stand for the aspects of a complete human being personality.  Every good story reflects the total human story, the universal human condition of being born into this world, growing, learning, struggling to become an individual, and dying.  Stories can be read as metaphors for the general human situation, with characters who embody universal, archetypal qualities, comprehensible to the group as well as the individual

-the archetypes that occur most frequently in stories, and that seem to be the most useful for the writer to understand are: Hero, Mentor (Wise Old Man), Threshold Guardian, Herald, Shapeshifter, Shadow, Trickster

-there are many more archetypes, as many as there are human qualities to dramatize in stories

-two questions are helpful for a writer trying to identify the nature of an archetype 1) What psychological function or part of the personality does it represent? and 2) What is its dramatic function in a story?

Hero
-the word Hero is Greek and means “to protect and to serve”

-a hero is someone who is willing to sacrifice his own needs on behalf of others.  At the root the idea of Hero is connected with self sacrifice

-in psychological terms, the archetype of the Hero represents what Freud called the ego - that part of the personality that separates from the mother, that considers itself distinct from the rest of the human race.  Ultimately, a Hero is one who is able to transcend the bounds and illusions of the ego, but at first, Heros are all ego: the I, the one, that personal identity which thinks it is separate from the rest of the group.  The journey of many Heroes is the story of that separation from the family or tribe, equivalent to a child’s sense of separation from the mother

-the hero archetype represents the ego’s search for identity and wholeness.  In the process of becoming complete, integrated human beings, we are all Heroes facing internal guardians, monsters, and helpers.  In the quest to explore our own minds we find teachers, guides, demons, gods, mates, servants, scapegoats, masters, seducers, betrayers, and allies, as aspects of our personalities and characters in our dreams.  All the villains, tricksters, lovers, friends, and foes of the Hero can be found inside ourselves.  The psychological task we all face is to integrate these separate parts into one complete balanced entity.  The ego, the Hero thinking he is separate from all these parts of himself, must incorporate them to become the Self

-the dramatic purpose of the Hero is to give the audience a window into the story.  Each person hearing a tale is invited, in the early stages of the story, to identify with the Hero, to merge with him and see the world of the story through his eyes.  Storytellers do this by giving their Heroes a combination of qualities, a mix of universal and unique characteristics

-they are people propelled by universal drives that we can all understand: the desire to be loved and understood, to succeed, survive, be free, get revenge, right wrongs, or seek self-expression

-stories invite us to invest part of our personal identity in the Hero for the duration of the experience.  We project ourselves into the Hero’s psyche, and see the world through his eyes.  Heroes need some admirable qualities, so that we want to be like them

-Heroes should have universal qualities, emotions, and motivations that everyone has experienced at one time or another.  But Heroes must also be unique human being, rather than stereotypical creatures or tin gods without flaws or unpredictability

-we want stories about real people.  A real character, like a real person, is not just a single trait but a unique combination of many qualities and drives, some of them conflicting.  And the more conflicting, the better.  A character torn by warring allegiances to love and duty is inherently interesting to an audience.  A character who has a unique combination of contradictory impulses, such as trust and suspicion or hope and despair, seems more realistic and human than one who displays only one character trait

-it’s the particular combination of qualities that gives an audience the sense that the Hero is one of a kind, a real person rather than a type

-another story function of the Hero is learning or growth.  Heroes overcome obstacles and achieve goals, but they also gain new knowledge and wisdom

-another heroic function is acting or doing.  The Hero is usually the most active person in the script.  His will and desire is what drives most stories forward 

a frequent flaw in screenplays is that the Hero is fairly active throughout the story, but at the most critical moment becomes passive and is rescued by the timely arrival of some outside force

-at this moment above all, a Hero should be fully active, in control of his own fate.  The Hero should perform the decisive action of the story, the action that requires taking the most risk or responsibility

-sacrifice is the true mark of a Hero.  Sacrifice is the Hero’s willingness to give up something of value, perhaps even his own life, on behalf of an ideal or a group.  Sacrifice meas “making holy”

-at the heart of every story is a confrontation with death.  If the Hero doesn’t face actual death, then there is the threat of death or symbolic death in the form of a high-stakes game, love affair, or adventure in which the Hero may succeed (live) or fail (die)

-Heroes show us how to deal with death.  They may survive it, proving that death is not so tough.  They may die (perhaps only symbolically) and be reborn, proving that death can be transcended.  They may die a Hero’s death, transcending death by offering up their lives willingly for a cause, an ideal, or a group

-true Heroism is shown in stories when Heros offer themselves on the altar of chance, willing to take the risk that their quest for adventure may lead to danger, loss, or death

-the most effective Heroes are those who experience sacrifice.  They may give up some cherished vice or eccentricity as the price of entering into a new way of life

-great cultural Heroes like Martin Luther Kind or Gandhi gave their lives in pursuit of their ideals

-ideally, every well-rounded character should manifest a touch of every archetype, because the archetypes are expressions of the parts that make up a complete personality

-interesting flaws humanize a character.  We can recognize bits of ourselves in a Hero who is challenged to overcome inner doubts, errors in thinking, guilt or trauma from the past, or fear of the future.  Weaknesses, imperfections, quirks, and vices immediately make a Hero or any character more real and appealing

-flaws also give a character somewhere to go - the so-called “character arc” in which a character develops from condition A to condition Z through a series of steps.  Flaws are a starting point of imperfection or incompleteness from which a character can grow

-in most modern stories it is the Hero’s personality that is being recreated or restored to wholeness.  The missing piece may be a critical element of personality such as the ability to love or trust

-audiences love watching Heroes grapple with personality problems and overcome them

-the Hero is a flexible concept that can express many kinds of energy

-although usually portrayed as a positive figure, the Hero may also express dark or negative sides of the ego

-it’s usually best for an unwilling Hero to change at some point, to become committed to the adventure after some necessary motivation has been supplied

-an Anti-hero is not the opposite of a Hero, but a specialized kind of Hero, one who may be an outlaw or a villain from the point of view of society, but with whom the audience is basically in sympathy

-Anti-Heroes may be of two types: 1) character who behave much like conventional Heroes, but are given a strong touch of cynicism or have a wounded quality, or 2) tragic Heroes, central figures of a story who may not be likeable or admirable, whose actions we may even deplore

-these are flawed Heroes who never overcome their inner demons and are brought down and destroyed by them.  They may be charming, they may have admirable qualities, but the flaw wins out in the end

-Loner Heroes’ stories begin with the Hero estranged from society.  Their natural habitat is the wilderness, their natural state is solitude.  Their journey is one of re-entry into the group (Act One); adventure within the group, on the group’s normal turf (Act Two); and return to isolation in the wilderness (Act Three)

-some Heroes begin as loners and end as group-oriented Heroes who elect to stay with the group

-Catalyst Heroes are central figures who may act heroically, but who do not change much themselves because their main function is to bring about transformation in others.  Like a true catalyst in chemistry, they bring about a change in a system without being changed themselves

-Heroes are symbols of the soul in transformation, and of the journey each person takes through life.  The stages of that progression, the natural stages of life and growth, make up the Hero’s Journey

 Mentor: Wise Old Man or Woman
-the Mentor is usually a positive figure who aids or trains the hero.  Campbell’s name for this force is the Wise Old Man.  This archetype is expressed in all those characters who teach and protect heroes and give them gifts

-Mentors often speak in the voice of a god, or are inspired by divine wisdom.  Good teachers and Mentors are enthused, in the original sene of the word.  “Enthusiasm” is from the Greek en theos, meaning god-inspired, having a god in you, or being in the presence of a god

-in the anatomy of the human psyche, Mentors represent the Self, the god within us, the aspect of personality that is connected with all things.  This higher Self is the wiser, nobler, more godlike part of us

-Mentor figures stand for the hero’s highest aspirations.  They are what the hero may become if he persists on the Road of Heroes.  Mentors are often former heroes who have survived life’s early trials and are now passing on the gift of their knowledge and wisdom

-the Mentor archetype is closely related to the image of the parent.  Many heroes seek out Mentors because their own parents are inadequate role models

-teaching or training is a key function of the Mentor

-giving gifts is also an important function of this archetype

-the gift or help of the donor should be earned, by learning sacrifice, or commitment.  Fairy-tale heroes eventually earn the aid of animals or magical creatures by being kind to them in the beginning, sharing food with them, or protecting them from harm

-the best advice is worthless if you don’t take it

-some Mentors perform a special function as a conscience for the hero.  They try to remind an errant hero of an important moral code

-another important function of the Mentor archetype is to motivate the hero, and help him overcome fear.  The Mentor shows the hero something or arranges things to motivate him to take action and commit to the adventure

-a Mentor may need to give a hero a swift kick in the pants in order to get the adventure rolling

-a function of the Mentor archetype is often to plant information or a prop that will become important later

-a plant is meant for the audience to note but to forget about until the climatic moment where the gadget becomes a lifesaver.  Such constructions help tie the beginning and end of the story together, and show that at some point everything we’ve learned from our Mentors comes in handy

-a sexual initiator (a Shakti in India) a partner who helps you experience the power of sex as a vehicle of higher consciousness

-there may be a shadow side to Mentors who lead a hero down a dangerous road of obsessive love or loveless, manipulative sex

-like Heroes, Mentors may be willing or unwilling.  As with Heroes, dark or negative sides may be expressed through this archetype

-this is psychologically true to life, for often we must overcome or outgrow the energy of our best teachers in order to move to the next stage of development

-some Mentors are still on a Heroes Journey of their own.  They may be experiencing a crisis of faith in their calling.  Perhaps they are dealing with the problems of aging and approaching the threshold of death, or have fallen from the hero’s road

-mentors are useful for giving assignments and setting stories in motion

-a hero may be trained by a series of Mentors who teach specific skills

-multiple Mentors may be needed to express different functions of the archetype

-mentor figures in stories are closely related to the idea of the shaman: the healer, the medicine man or woman of tribal cultures.  They travel to other worlds in dreams and visions and bring back stories to heal their tribes.  It’s often the function of a Mentor to help the hero seek a guiding vision for a quest to another world

-the Mentor or donor is not a rigid character type, but rather a function, a job which several different characters might perform in the course of a story

-what the character does will often determine what archetype is being manifested at the moment 

-in some cases the hero is an experienced hardened character who has no need for a Mentor of guide.  He has internalized the archetype and it now lives within him as an inner code of behavior

-a code of ethics may be a disembodied manifestation of the Mentor archetype guiding the hero’s actions

-the energy of the Mentor archetype also may be invested in a prop such as a book or other artifact that guides the hero in the quest

-Mentors may show up early in a story, or wait in the wings until needed at a critical moment in Act II or Act III

-Mentors provide heroes with motivation, inspiration, guidance, training, and gifts for the journey.  Every hero is guided by something and a story without some acknowledgment of this energy is incomplete

Threshold Guardian
-all heroes encounter obstacles on the road to adventure.  At each gateway to a new world there are powerful guardians at the threshold, placed to keep the unworthy from entering.  They present a menacing face to the hero, but if properly understood, they can be overcome, bypassed, or even turned into allies

-many heroes encounter Threshold Guardians, and understanding their nature can help determine how to handle them

-Threshold Guardians are usually not the main villains or antagonists

-there is often a symbiotic relationship between a villain and a Threshold Guardian

-these Guardians may represent the ordinary obstacles we all face in the world around us; bad weather, bad luck, prejudice, oppression, or hostile people.  But on a deeper psychological level they stand for our internal demons: the neuroses, emotional scars, vices, dependencies, and self-limitations that hold back our growth and progress

-it seems that every time you try to make a major change in your life, these inner demons rise up to their full force, not necessarily to stop you, but to test if you are really determined to accept the challenge of change

-testing of the hero is the primary dramatic function of the Threshold Guardian.  When heroes confront one of these figures, they must solve a puzzle of past a test

-heroes can turn around and run, attack the opponent head-on, use craft or deceit to get by, bribe or appease the Guardian, or make an Ally of a presumed enemy

-if they resist you, it’s important to realize they are simply functioning as Threshold Guardians, testing you to see if you are really resolved to change

-successful heroes learn to recognize resistance as a source of growth

-ideally, Threshold Guardians are not to be defeated but incorporated.  Heroes learn the Guardians tricks, absorb them, and go on.  Ultimately, fully evolved heroes feel compassion for their apparent enemies and transcend rather than destroy them

-the message is: Those who are put off by outward appearances cannot enter the Special World, but those who can see past surface impressions to the inner reality are welcome

-the energy of the Threshold Guardian may not be embodied as a character, but may be found as a prop, architectural feature, animal, or force of nature that blocks and tests the hero

Herald
-often a new force will appear in Act One to bring a challenge to the hero.  This is the energy of the Herald archetype.  Herald characters issue challenges and announce the coming of significant change

-typically, in the opening phase of a story, heroes have “gotten by” somehow.  They have handled an imbalanced life through series of defenses or coping mechanisms.  Then all at once some new energy enters the story that makes it impossible for the hero to simply get by any longer.  A new person, condition, or information shifts the hero’s balance, and nothing will ever be the same.  A decision must be made, action taken, the conflict faced.  A Call to Adventure has been delivered often by a character who manifests the archetype of the Herald

-Hermes appears everywhere as the messenger or Herald of the gods, performing some errand or bearing a message from Zeus

-Heralds have the important psychological function of announcing the need for change.  Something deep inside us knows when we are ready to change and sends us a messenger.  This may be a dream figure, a real person, or a new idea we encounter

-something inside us has been struck like a bell, and the resulting vibrations spread through our lives until change is inevitable

-Heralds provide motivation, offer the hero a challenge, and get the story rolling.  They alert the hero (and the audience) that change and adventure are coming

-the Herald may be a person or a force

-often the Herald is simply a means of bringing news to the hero of a new energy that will change the balance 

-the Herald may be a positive, negative, or neutral figure.  In some stories the Herald is the villain or his emissary, perhaps issuing a direct challenge to the hero, or trying to dupe the hero into getting involved

-in other stories the Herald is an agent of the forces of good, calling the hero to a positive adventure.  The Herald’s mask may be worn temporarily by a character who mainly embodies some other archetype.  A mentor frequently acts as a Herald who issues a challenge to the hero

-the Herald archetype may come into a play at almost any point in a story, but is most frequently employed in Act I to help bring the hero into the adventure

Shapeshifter
-heroes frequently encounter figures, often of the opposite sex, whose primary characteristics is that they appear to change constantly form the hero’s point of view

-Shapeshifters change appearance or mood, and are difficult for the hero and the audience to pin down.  They may mislead the hero of keep him guessing, and their loyalty or sincerity is often in question

-Wizards, witches, and ogres are traditional Shapeshifters in the world of fairy tales

-an important psychological purpose of the Shapeshifter archetype is to express the energy of the animus and anima.  The animus is Jung’s name for the male element in the female consciousness, the bundle of positive and negative images of masculinity in a woman’s dreams and fantasies.  The anima is the corresponding female element in the male unconscious.  In this theory, people have a complete set of both male and female qualities which are necessary for survival and internal balance

-historically, the female characteristics in men and the male characteristics in women have been sternly repressed by society.  This can lead to emotional and even physical problems

-an encounter with the anima or animus in dreams or fantasy is considered an important step in psychological growth

-we may also confront the animus and anima in reality.  By nature we look for people who match our internal image of the opposite sex.  Often we imagine the resemblance and project onto some unsuspecting person our desire to join wi th the anima or animus

-often our main experience of the opposite sex is their changeability and their tendency to shift attitudes, appearances, and emotions for no apparent reason

-the animus and anima may be positive or negative figures who may be helpful to the hero or destructive to him.  In some stories it’s the task of the hero to figure out which side, positive or negative, he is dealing with

-the Shapeshifter archetype is also a catalyst for change, a symbol of the psychological urge to transform.  Dealing with a Shapeshifter may cause the hero to change attitudes about the opposite sex or come to terms with the repressed energies that this archetype stirs up

-these projections of our hidden opposite sides, these images and ideas about sexuality and relationships, form the archetype of the shapeshifter

-the Shapeshifter serves the dramatic function of bringing doubt and suspense in a story

-Shapeshifters appear with great frequency and variety in the film noir and thriller genres.  Detectives confronting Shapeshifting women whose loyalty and motives are in doubt

 -a common type of Shapeshifter is called the femme fatale, the woman as temptress or destroyer

-the fatale aspect is not always essential to this archetype.  Shapeshifter may only dazzle and confuse the hero, rather than try to kill her.  Shapeshifting is a natural part of romance.  It’s common to be blinded by love, unable to see the other person clearly through the many masks they wear

-this archetype may also be expressed through changes in behavior or speech, such as assuming different accents or telling a succession of lies

-sometimes a hero must become a Shapeshifter to escape a trap or get past a Threshold Guardian

-villains or their allies may wear the Shapeshifter mask to seduce or confuse a hero

Shadow
-the archetype known as the Shadow represents the energy of the dark side, the unexpressed, unrealized, or rejected aspects of something

-Shadows can be all the things we don’t like about ourselves, all the dark secrets we can’t admit, even to ourselves.  The qualities we have renounced and tried to root out still lurk within, operating in the Shadow world of the unconscious

-the Shadow can also shelter positive qualities that are in hiding or that we have rejected for some reason

-the negative face of the Shadow in stories is projected onto characters called villains, antagonists, or enemies.  Villains and enemies are usually dedicated to death, destruction, or defeat of the hero.  Antagonists may not be quite so hostile - they may be Allies who are after the same goal but who disagree with the hero’s tactics

-the Shadow can represent the power of repressed feelings.  Deep trauma or guilt can fester when exiled to the darkness of the unconscious, and the emotions hidden or denied can turn into something monstrous that wants to destroy us

-if the Threshold Guardian represents neuroses, then the Shadow archetype stands for psychoses that not only hamper us, but threaten to destroy us.  The Shadow may simply be that shady part of ourselves that we are always wrestling with in struggles over bad habits and old fears.  This can be a powerful internal force with a life of its own and its own set of interests and priorities.  It can be a destructive force, especially if not acknowledged, confronted, and brought to life

-thus in dreams, Shadows may appear as monsters, demons, devils, evil aliens, or other fearsome enemies

-the function of the Shadow in drama is to challenge the hero and give her a worthy opponent in the struggle.  Shadows create conflict and bring out the best in a hero by putting him in a life-threatening situation.  It’s often been said that a story is only as good as its villain, because a strong enemy forces a hero to rise to the challenge

-Heroes themselves can manifest a Shadow side.  When the protagonist is crippled by doubts or guilt, acts in self-destructive ways, expresses a death wish, gets carried away with his success, abuses his power, or becomes selfish rather than self-sacrificing, the Shadow has overtaken him

-the Shadow is a function or mask which can be worn by any character

-Shadows need not be totally evil or wicked.  In fact, it’s better if they are humanized by a touch of goodness, or by some admirable quality

-Shadows can also be humanized by making them vulnerable 

-suddenly the villain is a real human being with weaknesses and emotions.  Killing such a figure becomes a true moral choice rather than a thoughtless reflex

-most Shadow figures do not think of themselves as villains or enemies.  From his point of view, a villain is the hero of his own myth, and the audience’s hero is his villain.  A dangerous type of villain is “the right man,” the person so convinced his cause is just that he will stop at nothing to achieve it

-a Shadow may be a character or force external to the hero, or it may be a deeply repressed part of the hero

-some Shadows may even be redeemed and turned into positive forces

-the Shadow in a person’s psyche may be anything that be been suppressed, neglected, or forgotten.  The Shadow shelters the healthy, natural feelings we believe we’re not supposed to show.  But healthy anger or grief, if suppressed in the territory of the Shadow, can turn to harmful energy that strikes out and undermines us in unexpected ways

-the Shadow may also be unexplored potential, such as affection, creativity, or psychic ability, that goes unexpressed.  “The roads not taken,” the possibilities of life that we eliminate by making choices various stages, may collect in the Shadow, biding their time until brought into the light of consciousness

Trickster
-the Trickster archetype embodies the energies of mischief and desire for change.  All the characters in stories who are primarily clowns or comical sidekicks express this archetype

-Tricksters serve several important psychological functions.  They cut big egos down to size, and bring heroes and audiences down to earth

-by provoking healthy laughter they help us realize our common bonds, and they point out folly and hypocrisy.  Above all, they bring about healthy change and transformation, often by drawing attention to the imbalance or absurdity of a stagnant psychological situation

-they are the natural enemies of the status quo.  Trickster energy can express itself through impish accidents or slips of tongue that alert us to the need for change.  When we are taking ourselves too seriously, the Trickster part of our personalities may pop up to bring back needed perspective

-Trickster serve the dramatic function of comic relief.  Unrelieved tension, suspense, and conflict can be emotionally exhausting, and in even the heaviest drama an audience’s interest is revived by moments of laughter

-an old rule of drama points out the need for balance: Make ‘em cry a lot; let ‘em laugh a little
-Tricksters may be servants or Allies working for the hero or Shadow, or they may be independent agents with their own skewed agenda

-a Trickster Hero who survives by his wits against physically stronger gods or giants (i.e. Loki)

-Tricksters like to stir up trouble for its own sake

-Tricksters are often catalyst characters, who affect the lives of others but are unchanged themselves

-the archetypes are an infinitely flexible language of character.  They offer a way to understand what function a character is performing at a given moment in a story

-awareness of the archetypes can help to free writers from stereotyping, by giving their character greater psychological verity and depth

-the archetypes can be used to make characters who are both unique individuals and universal symbols of the qualities that form a complete human being.  They can help make our characters and stories psychologically realistic and true to the ancient wisdom of myths

Stage One: The Ordinary World
-“a here ventures forth from the world of common day into a region of supernatural wonder” -Joseph Campbell

-the opening of any story has some special burdens to bear.  It must hook the reader or viewer, set the tone of the story, suggest where it’s going, and get across a mass of information without slowing the pace.  A beginning is, indeed, a delicate time

-the opening moments are a powerful opportunity to set the tone and create an impression.  You can conjure up a mood, an image, or a metaphor that will give the audience a frame of reference to better experience your work

-the mythological approach to story boils down to using metaphors or comparisons to get across your feelings about life

-a title is an important clue to the nature of the story and the writer’s attitude.  A good title can become a multi-leveled metaphor for the condition of the hero or his world

-the metaphoric title and imagery allow many interpretations and help to make a story a coherent design

-the opening image can be a powerful tool to create mood and suggest where the story will go.  It can suggest the theme, alerting the audience to the issues your characters will face

-some stories begin with a prologue section that precedes the main body of the story, perhaps before the introduction of the main characters and their world

-a prologue can serve several useful functions.  It may give an essential piece of backstory, cue the audience to what kind of movie or story this is going to be, or start the story with a bang and let the audience settle into their seats

-a prologue that is a  little disorienting may hint that the movie is going to be about extraordinary events that may strain credibility

-an old rule of initiation: disorientation leads to suggestibility
-in storytelling, getting the audience a little off-base and upsetting their normal perceptions can them into a receptive mood.  They begin to suspend their disbelief and enter more readily into a Special World of fantasy

-such prologues cue the audience that the balance of a society has been disturbed.  A chain of events is set in motion, and the forward drive of the story cannot cease until the wrong has been righted and the balance restored

-a prologue is not necessary or desirable in every case.  The needs of the story will always dictate the best approach to structure

-because so many stories are journeys that take heroes and audiences to Special Worlds, most begin by establishing an Ordinary World as a baseline for comparison.  The special World of the story is only special if we can see it in contrast to a mundane world of everyday affairs from which the hero issues forth.  The Ordinary World is the context, home base, and background of the hero

-in life we pass through a succession of Special Worlds which slowly become ordinary as we get used to them.  They evolve from strange, foreign territory to familiar bases from which to launch a drive into the next Special World

-it’s a good idea for writers to make the Ordinary World as different as possible from the Special World, so audience and hero will experience a dramatic change when the threshold is finally crossed

-the hero’ problems and conflicts are already present in the Ordinary World, waiting to be activated

-writers often use the Ordinary World section to create a small model of the Special World, foreshadowing its battles and moral dilemmas

-foreshadowing can help unify a story into a rhythmic or poetic design

-another important function is to suggest the dramatic question of the story.  Every good story poses a series of questions about the hero

-the dramatic questions hook the audience and involve them with the emotions of the characters

-every hero needs both an inner and outer problem

-characters without inner challenges seem flat and uninvolving, however heroically them may act.  They need an 

inner problem, a personality flaw or a moral dilemma to work out

-audiences love to see characters learning, growing, and dealing with the inner and outer challenges of life

-as writers we can give our heroes an entrance by thinking about how the audience first experiences them.  What are they doing, saying, feeling?  What is their context when we first see them?

-what is the character doing at the moment of the entrance?  The character’s first action is a wonderful opportunity to speak volumes about his attitude, emotional state, background, strengths, and problems.  The first action should be a model of the hero’s characteristic attitude and the future problems or solutions that will result.  It should define and reveal character, unless your intent is to mislead the audience and conceal the character’s true nature

-you are trying to entrance the audience, or produce in them a trance-like state of identification and recognition.  One of the magic powers of writing is its ability to lure each member of the audience into projecting a part of their ego into the character on the screen

-in a very real sense, a story invites us to step into the hero’s shoes, to see the world through his eyes.  To make his magic work you must establish a strong bond of sympathy or common interest between the hero and the audience

-the opening scenes should create identification between audience and hero, a sense that they are equals in some ways.  Create identification by giving heroes universal goals, drives, desires, needs 

-heroes have a common denominator.  They are lacking something, or something is taken away from them

-fairy tales are about searching for completeness and striving for wholeness, and often it’s a subtraction from the family unit that sets the story in motion

-these missing elements help to create sympathy for the hero, and draw the audience into desiring her eventual wholeness

-it can be very effective to show that a hero is unable to perform some simple tasks at the beginning of the story

-among them is one tragic flaw or hamartia that puts them at odds with their destiny, their fellow men, or the gods.  Ultimately it leads to their destruction

-every well-rounded hero has a trace of this tragic flaw, some weakness or fault that makes him thoroughly human and real.  Perfect, flawless heroes aren’t very interesting, and are hard to relate to

-sometimes heroes are wounded heroes.  These wounds of rejection, betrayal, or disappointment are personal echoes of a universal pain that everyone has suffered from

-in a larger sense we all bear the wound of separation from God or the womb of existence.  We are forever separate from our source, isolated and wounded

-to humanize a hero or any character, give him a wound, a visible, physical injury or a deep emotional wound

-your hero’s wounds and scars mark the areas in which he is guarded, defensive, weak, and vulnerable

-the wound may never be openly expressed to the audience - it can be a secret between the writer an the character.  But it will help give the hero a sense of personal history and realism, for we all bear some scars from past humiliations, rejections, disappointments, abandonments, and failures

-for readers and viewers to be involved in the adventure, to care about the hero, they have to know at an early stage exactly what’s at stake.  What does the hero stand to gain or lose in the adventure?  What will be the consequences for the hero, society, and the world if the hero succeeds or fails?

-make sure the stakes are high - life and death, big money, or the hero’s very soul

-the Ordinary World is the most appropriate place to deal with exposition and backstory.  Backstory is all the relevant information about a character’s history and background - what got him to the situation at the beginning of the story.  Exposition is the art of gracefully revealing the backstory and any other pertinent information about the plot.  Exposition is everything the audience needs to know to understand the hero and the story

-it’s usually better to put the audience right into the action and let them figure things out as the story unfolds

-the audience will feel more involved if they have to work a little to piece together the backstory from visual clues or exposition blurted out while characters are emotionally upset or on the run

-much is revealed by what people don’t do or say

-the Ordinary World is the place to state the theme of your story.  What is the story really about?

-theme is close in meaning to premise.  Both words mean “something set before,” something laid out in advance that helps determine a future course.  The theme of a story is an underlying statement or assumption about an aspect of life

-knowing the theme is essential to making the final choices in dialogue, action, and set dressing that turn a story into a coherent design

-heroes may have no obvious missing piece, flaw or wound.  They may merely be restless, uneasy, and out of sync with their environment or culture.  They may have been getting by, trying to adjust to unhealthy conditions by 

using various coping mechanisms or crutches such as emotional or chemical dependencies

-but sooner or later, some new force enters the story to make it clear they can no longer mark time.  That new energy is the Call to Adventure

Stage Two: The Call to Adventure
-various theories of screenwriting acknowledge the Call to Adventure by other names such as the inciting incident or initiating incident, the catalyst, or the trigger.  All agree that some event is necessary to get a story rolling, once the work of introducing the main character is done

-the Call may simply be a stirring within the hero, a messenger from the unconscious, bearing new that it’s time for change.  Prophetic or disturbing dreams help us to prepare for a new stage of growth by giving us metaphors that reflect the emotional and spiritual changes to come

-the hero may just get fed up with things as they are.  An uncomfortable situation builds up until that one last straw sends him on the adventure

-a string of accidents or coincidences may be the message that calls a hero to adventure.  This is the mysterious force of synchronicity.  The coincidental occurrence of words, ideas, or events can take on meaning and draw attention to the need for action and change

-the Call to Adventure may summon a hero with temptation

-the Call to Adventure is often delivered by a character in a story who manifests the archetype of the Herald.  A character performing the function of Herald may be positive, negative, or neutral, but will always serve to get the story rolling by presenting the hero with an invitation or challenge to face the unknown

-they have been just barely getting by, using an arsenal of crutches, addictions, and defense mechanisms.  The job of the Herald is to kick away these supports, announcing that the world of the hero is unstable and must be put back into healthy balance by action, by taking risks, by undertaking the adventure

-the Call can often be unsettling and disorienting to the hero

-it symbolizes the new energy of the adventure, which tastes like poison compared to the addictions he’s been used to, but which ultimately will be good medicine for him

-Adventure is disorienting and distasteful to the hero, but necessary for his growth

-in some stories, the Call may be the hero simply running out of options.  The coping mechanisms no longer work, other people get fed up with the hero, or the hero is placed in increasingly dire straits until the only way left is to jump into the adventure

-they may also be dire warnings of doom for tragic heroes

-the Call is a process of selection.  An unstable situation arises in a society and someone volunteers or is chosen to take responsibility

Stage Three: Refusal of the Call
-this halt on the road before the journey has really started serves an important dramatic function of signaling the audience that the adventure is risky.  It’s not frivolous undertaking but a danger-filled, high-stakes gamble in which the hero might lose fortune or life

-the pause to weigh the consequences makes the commitment to the adventure a real choice in which the hero, after this period of hesitation or refusal, is willing to stake his life against the possibility of winning the goal.  It also forces the hero to examine the quest carefully and perhaps redefine its objectives

-a common ground for Refusal is past experience.  Heroes claim to be veterans of past adventures which have taught them the folly of such escapades.  The protest continues until the hero’s Refusal is overcome, either by some stronger motivation which raises the stakes, or by the hero’s inborn taste for adventure or sense of humor

-there is charm in seeing a hero’s reluctance overcome, and the stiffer the Refusal, the more an audience enjoys seeing it worn down

-excuses are temporary roadblocks, usually overcome by the urgency of the quest

-looking backward, dwelling in the past, and denying reality are forms of Refusal

-continued denial of a high Calling is one of the marks of a tragic hero

-heroes may have to choose between conflicting Calls from different levels of adventure.  The refusal of the Call is a time to articulate the hero’s difficult choices

-Refusal of the Call is usually a negative moment in the hero’s progress, a dangerous moment in which the adventure might go astray or never get off the ground at all

-to answer a higher Call to express ourselves, we artists may have to refuse the Call of what Campbell terms “the blandishments of the world”

-when you are getting ready to undertake a great adventure, the Ordinary World knows somehow and clings to you.  It sings its sweetest most insistent song

-there are others who don’t hesitate or voice any fear.  They are willing heroes who have accepted or even sought out the Call.  The are “seekers” as opposed to “victimized heroes”

-the Refusal of the Call will find expression even in the stories of willing heroes.  Other characters will express the fear, warning the hero and the audience of what may happen on the road ahead

-doubt is more interesting than knowing that the hero will rise to every occasion

-it’s not unusual for a Mentor to change masks and perform the function of a Threshold Guardian.  Some Mentors guide the hero deeper into the adventure; others block the hero’s path on an adventure society might not approve of, an illicit, unwise, or dangerous path

-heroes inevitably violate limits set by Mentors or Threshold Guardians, due to what we might call the Law of the Secret Door.  These stories are symbols of human curiosity, the powerful drive to know all the hidden things, all the secrets

-Refusal may be a single step near the beginning of the journey, or it may be encountered at every step of the way, depending on the nature of the hero

-Refusal of the Call can be an opportunity to redirect the focus of the adventure.  An adventure taken on a lark or to escape some unpleasant consequence may be nudged into a deeper adventure of the spirit

-a hero hesitates at the threshold to experience the fear, to let the audience know the formidability of the challenges ahead.  Eventually fear is overcome or set aside, often with the help of wise, protective forces or magical gifts, representing the energy of the next stage, Meeting with the Mentor

Stage Four: Meeting with the Mentor
-preparation might be done with the help of the wise, protective figure of the Mentor, whose many services to the hero include protecting, guiding, teaching, testing, training, and providing magical gifts

-its precise function is to supply the hero with something needed on the journey.  Meeting with the Mentor is the stage of the Hero’s Journey in which the hero gains the supplies, knowledge, and confidence needed to overcome fear and commence the adventure

-even if there is no actual character performing the many functions of the Mentor archetype, heroes almost always make contact with some source of wisdom before committing to the adventure.  They may seek out the experience of those who have gone before, or they may look inside themselves for wisdom won at great cost in former adventures.  Either way, they are smart to consult the map of the adventure, looking for records, charts, and ship’s logs of that territory

-for the storyteller, Meeting with the Mentor is a stage rich in potential for conflict, involvement, humor, and tragedy.  It’s based in an emotional relationship, usually between a hero and a Mentor or advisor of some kind, and audiences seem to enjoy relationships in which the wisdom and experience of one generation is passed on to the next.  Everyone has had a relationship with a Mentor or role model

-Mentors in stories often show that they are connected to nature or to some other world of spirit

-the term Mentor comes from the character of that name in The Odyssey

-a good teacher of Mentor is enthused about learning.  The wonderful thing is that this feeling can be communicated to students or to an audience

-Mentors in stories act mainly on the mind of the hero, changing his consciousness or redirecting his will

-functions of Wise Old Women and Men are well known from thousands of stories, and it’s easy to fall into cliches and stereotypes.  To combat this and keep your writing fresh and surprising, defy the archetypes.  Stand them on their heads, turn them inside out, purposely do without them altogether to see what happens

-audiences don’t mind being misled about a Mentor (or any character) from time to time.  Real life is full of surprises about people who turn out to be nothing like we first thought

-you can make the audience think they are seeing a conventional, kindly, helpful Mentor, and then reveal that the character is actually something quite different.  Use the audiences expectations and assumptions to surprise them

-the Mentor-hero relationship can take a tragic or deadly turn if the hero is ungrateful of violence-prone

-these stories teach us that not all Mentors are to be trusted, and that it’s healthy to question a Mentor’s motives. It’s one way to distinguish good from bad advice

-Mentors can be regarded as heroes who have become experienced enough to teach others

-the progression of images in the Tarot deck shows how a hero evolves to become a Mentor.  A hero begins as a fool at various stages of the adventure rises through ranks of magician, warrior, messenger, conqueror, lover, thief, 

ruler, hermit, and so on.  At last the hero becomes a Hierophant, a worker of miracles, a Mentor and guide to others, 

whose experience comes from surviving many rounds of the Hero’s Journey

-most often, teaching, training, and testing are only transient stages of a hero’s progress, part of a larger picture.  The Wise Old Man is a passing influence on the hero.  But the Mentor’s brief appearance is critical to get the story past blockades of doubt and fear

-Mentors spring up in amazing variety and frequency because they are so useful to storyteller.  They reflect the reality that we all have to learn the lessons of life from someone or something.  Whether embodied as a person, a tradition, or a code of ethics, the energy of the archetype is present in almost every story, to get things rolling with gifts, encouragement, guidance, or wisdom

-Mentors can provide humor or deep, tragic relationships

-when writers get stuck, they may seek the help of Mentors just as heroes do.  They may delve deep inside themselves to the real sources of inspiration in the Self, the dwelling place of the Muses.  The best Mentor advice may be so simple

-like Mentors, writers teach with their stories and give of their experience, passion, observation, and enthusiasm.  Writers, like shamans and Mentors, provide metaphors by which people guide their lives - a most valuable gift and a grave responsibility for the writer

Stage Five: Crossing the First Threshold
-the real movement, the most critical action of Act One, still remains Crossing the First Threshold.  It is an act of the will in which the hero commits wholeheartedly to the adventure

-heroes typically don’t just accept the advice and gifts of their Mentors and then charge into the adventure.  Often their final commitment is brought about through some external force which changes the course or intensity of the story.  This is equivalent to the famous “plot point” or “turning point” of the conventional three-act movie structure

-internal events might trigger a Threshold Crossing as well.  Heroes come to decision points where their very souls are at stake, where they must decide “Do I go on living my life as I always have, or will I risk everything in the effort to grow and change?

-often a combination of external and inner choices will boost the story towards the second act

-Threshold Guardians may pop up to block the way and test the hero at any point in a story, but they tend to cluster around the doorways, gates, and narrow passages of threshold crossings

-the task for heroes at this point is often to figure out some way around or through these guardians.  Often their threat is just an illusion, and the solution is simply to ignore them or to push through them with faith

-other Threshold Guardians must be absorbed or their hostile energy must be reflected back onto them.  The trick may be to realize that what seems like an obstacle may actually be the means of climbing over the threshold.  Guardians who seem to be enemies may be turned into valuable allies

-we must take the leap of faith into the unknown or else the adventure will never really begin

-the audience will still experience a noticeable shift in energy at the Threshold Crossing.  A song, a music cue or a drastic visual contrast may help signal the transition.  The pace of the story may pick up.  Entering a new terrain or structure may signal the change of worlds

-the actual Crossing of the Threshold may be a single moment, or it may be an exaggerated passage in a story

-the Crossing takes a certain kind of courage from the hero.  He is like the Fool in the Tarot deck: one foot out over a precipice, about to begin free fall into the unknown

-that special courage is called making the leap of faith.  The act is irrevocable.  There’s no turning back now.  The leap is made on faith, the trust that somehow we’ll land safely

-heroes don’t always land gently.  They may crash in the other world literally or figuratively

Stage Six: Test, Allies, Enemies
-now the hero fully enters the mysterious, exciting Special World which Joseph Campbell called “a dream landscape of curiously fluid, ambiguous forms, where he must survive a succession of trials.”  

-it’s a new and sometimes frightening experience for the hero

-the audience’s first impressions of the Special World should strike a sharp contrast with the Ordinary World

-even if the hero remains physically in the same place throughout the story, there is movement and change as new emotional territory is explored

-a Special World, even a figurative one, has a different feel, a different rhythm, different priorities and values, and different rules.  Things are often more dangerous, and the price of mistakes is higher

-the most important function of this period of adjustment to the Special World is testing.  Storytellers use this phase to test the hero, putting him through a series of trials and challenges that are meant to prepare him for greater ordeals ahead

-the Tests at the beginning of Act Two are often difficult obstacles, but they don’t have the maximum life-and-

death quality of later events

-the Test may be a continuation of the Mentor’s training.  Many Mentors accompany their heroes this far into the adventure, coaching them for the big rounds ahead

-the Tests may also be built into the architecture or landscape of the Special World.  This world is usually dominated by a villain or Shadow who is careful to surround his world with traps, barricades, and checkpoints.  It’s common for heroes to fall into traps here or trip the Shadow’s security alarms.  How the hero deals with these traps is part of the Testing

-another function of this stage is the making of Allies and Enemies.  It’s natural for heroes just arriving in the Special World to spend some time figuring out who can be trusted and relied upon for special services, and who is not to be trusted.  This too is a kind of Test, examining if the hero is a good judge of character

-heroes may walk into the Test stage looking for information, but they may walk out with new friends or Allies

-a sidekick, an Ally who generally rides with the hero and supports his adventures

-these close Allies of the hero may provide comic relief as well as assistance (comical sidekicks)

-such figures may freely cross the boundaries between Mentor and Trickster, sometimes aiding the hero and acting as his conscience, sometimes comically goofing up or causing mischief

-the Testing stage may also provide the opportunity for the forging of a team.  Many stories feature multiple heroes or a hero backed up by a team of characters with special skills or qualities.  The early phases of Act Two may cover the recruiting of a team, or give an opportunity for the team to make plans and rehearse a difficult operation

-the strengths and flaws of the team members are revealed during Testing

-in a romance, the Testing stage might be the occasion for a first date or some shared experience that begins to build the relationship

-heroes can also make bitter enmities at this stage.  They may encounter the Shadow or his servants.  The hero’s appearance in the Special World may tip the Shadow to his arrival and trigger a chain of threatening events

-enemies may perform functions of other archetypes such as the Shadow, the Trickster, the Threshold Guardian, and sometimes the Herald

-a special type of Enemy is the rival, the hero’s competition for love, sports, business, or some other enterprise.  The rival is usually not out to kill the hero, but is just trying to defeat him in competition

-the new rules of the Special World must be learned quickly by the hero and the audience

-the watering hole is a natural congregating place and a good spot to observe and get information

-the crossing of the first Threshold may have been long, lonely, and dry.  Bars are natural spots to recuperate, pick up gossip, make friends, and confront Enemies.  They also allow us to observe people under pressure, when true character is revealed

-requests for aid on the road should be honored with an open heart

-the phase of Tests, Allies, and Enemies in stories is useful for “getting to know you” scenes where the characters get acquainted with each other and the audience learns more about them

Stage Seven: Approach to the Inmost Cave
-heroes having made the adjustment to the Special World, now go on to seek its heart.  They pass into an intermediate region between the border and the very center of the Hero’s Journey.  On the way they find another mysterious zone with its own Threshold Guardians, agendas, and tests.  This is the Approach to the Inmost Cave, where soon they will encounter supreme wonder and terror.  It’s time to make final preparations for the central ordeal of the adventure

-as heroes near the gates of a citadel deep within the Special World, they may take time to make plans, do reconnaissance on the enemy, reorganize or thin out the group, fortify and arm themselves, and have a last laugh and a final cigarette before going over the top into no-man’s-land

-the Approach can be an arena for elaborate courtship rituals.  A romance may develop here, bonding hero and beloved before they encounter the main ordeal

-some heroes boldly stride up to the castle door and demand to be let in.  Confident, committed heroes will take this approach

-they face a series of obstacles and challenges that will bond them as a group, and prepare them for the life-and-death struggle yet to come

-the message for the hero is clear: Don’t be seduced by illusions and perfumes, stay alert, don’t fall asleep on the march

-past experience on the journey may be the hero’s passport to new lands.  Nothing is wasted, and every challenge of 

the past strengthens and informs us for the present.  We win respect for having made it this far

-heroes know they are facing a great ordeal, and are wise to make themselves as ready as they’ll ever be, like warriors polishing and sharpening their weapons

-it’s good for heroes to go into the main event in a state of balance, with confidence tempered by humility and awareness of the danger

-heroes may find good-time companions fading away when the going gets tough

-the credentials of experience may have to be presented repeatedly at successive rungs of power.  When delayed by obstacles, heroes do well to get acquainted with their fellow adventurers and learn of their hopes and dreams

-sometimes, when the passport of experience no longer works to get you past a gate, an emotional appeal can break down the defenses of Threshold Guardians.  Establishing a bond of human feeling may be the key

-it’s tempting to think you can just march into foreign territory, take the prize, and leave.  Heroes are challenging a powerful status quo, which may not share their dreams and goals.  That status quo may even live inside them in strong habits or neuroses that must be overcome before facing the main ordeal

-the status quo might be a aging generation or ruler, reluctant to give up power, or a parent unwilling to admit the child is grown.  We must all pass tests to earn the approval of parental forces

-as heroes Approach the Inmost Cave, they should know they are in shaman’s territory, on the edge between life and death

-heroes may have disheartening setbacks at this stage while approaching the supreme goal.  Such reversals of fortune are called dramatic complications.  Though they may seem to tear us apart, they are only a further test of our willingness to proceed.  They also allow us to put ourselves back together in a more effective form for traveling in this unfamiliar terrain

-another function of the Approach phase is to up the stakes and rededicate the team to its mission.  The audience may need to be reminded of the “ticking clock” or the “time bomb” of the story.  The urgency and life-and-death quality of the issue need to be underscored

-there are some places where our Mentors can’t go and we are on our own

-this may be the last chance to relax and crack a joke because things are about to get deadly serious in the Supreme Ordeal phase

-we must get into the minds of those who seem to stand in our way.  If we understand or empathize with them, the job of getting past them or absorbing their energy is much easier

-no matter how heroes try to escape their fate, sooner or later the exits are closed off and the life-and-death issue must be faced

-it often brings heroes to a stronghold of the opposition, a defended center where every lesson and Ally of the journey so far comes into play.  New perceptions are put to the test, and the final obstacles to reaching the heart are overcome, so that the Supreme Ordeal may begin

Stage Eight: The Ordeal
-now the hero stands in the deepest chamber of th Inmost Cave, facing the greatest challenge and the most fearsome opponent yet.  This is the real heart of the matter, what Joseph Campbell called the Ordeal.  It is the mainspring of the heroic form and the key o its magic power

-the simplest secret of the Ordeal is this: Heroes must die so that they can be reborn
-the dramatic movement that audiences enjoy more than any other is death and rebirth.  In some way in every story, heroes face death or something like it: their greatest fears, the failure of an enterprise, the end of a relationship, the 

death of an old personality

-most of time, they magically survive this death and are literally or symbolically reborn to reap the consequences of having cheated death.  They have passed the main test of being a hero

-heroes don’t just visit death and come home.  They return changed, transformed.  No one can go through an experience at the edge of death without being changed in some way

-the Ordeal is a major nerve ganglion of the story.  Many threads of the hero’s history lead in, and many threads of possibility and change lead out the other side

-it should not be confused with the climax of the Hero’s Journey - that’s another nerve center further down near the end of the story 

-the Ordeal is usually the central event of the story, or the main event of the second act.  Let’s call it the crisis to differentiate it from the climax (the big moment of Act Three and the crowning event of the whole story)

-a crisis is defined as “the point in a story or drama at which hostile forces are in the tensest state of opposition”

-sometimes things have to get worse before they can get better.  An ordeal crisis, however frightening to the hero, is 

sometimes the only way to recovery or victory

-the placement of the crisis or Ordeal depends on the needs of the story and the tastes of the storyteller

-the most common pattern is for the death-and-rebirth moment to come near the middle of the story

-a central crisis has the advantage of symmetry and leaves plenty of time for elaborate consequences to flow from the ordeal.  Note that this structure allows for another critical moment or turning point at the end of Act Two

-however, an equally effective structure can be built with a delayed crisis that comes near the end of Act Two, about two-thirds to three-quarters of the way into the story

-the delayed crisis structure matches closely with the ideal of the Golden Mean, that elegant proportion (approximately three to five) that seems to produce the most pleasing artistic results.  A delayed crisis leaves more room for preparation and Approach and allows a slow buildup to a big moment at the end of Act Two

-whether the crisis is at the center of the story or nearer the end of Act Two, it’s safe to say every story needs a crisis moment that conveys the Ordeal’s sense of death and revival

-you can look at the three act structure as a dramatic line stretched across two major points of tension, the act breaks

-the crisis at the halfway point is a watershed, a continental divide in the hero’s journey, that acknowledges the traveler has reached the middle of the trip.  Journeys naturally arrange themselves around a central event

-everything in the trip has been leading up to this moment, and everything after it will be just going home.  There may be even greater adventures to come - the final moments of a trip may be the most exciting or memorable - but every journey seems to have a center: a bottom or a peak, somewhere near the middle

-a crisis is an event that separates the two halves of the story.  After crossing this zone, which is often the borderland of death, the hero is literally or metaphorically reborn and nothing will ever be the same

-the reality of a death-and-rebirth crisis may depend upon point of view.  A witness is often an important part of this stage, someone standing nearby who sees the hero appear to die, momentarily mourns the death, and is elated when the hero is revived

-the witnesses stand for the audience, who are identifying with the heroes and feeling the pain of death with them.  Its bitter flavor makes life taste sweeter.  The nearness of death make life more real

-adventure films and stories are always popular because they offer a less risky way to experience death and rebirth, through heroes we can identify with

-human emotions, it seems, have certain elastic properties.  In any story you are trying to life the audience, raise their awareness, heighten their emotions.  The structure of a story acts like a pump to increase the involvement of the audience.  Good structure works by alternately lowering and raising the hero’s fortunes and with them, the audience’s emotions

-emotions depressed by the presence of death can rebound in an instant to a higher state than ever before.  This can become the base on which you build to a still higher level.  The Ordeal is one of the deepest “depressions” in a story and therefore leads to one of its highest peaks

-a dynamic series of events leading up to and trailing away from a central moment of death and rebirth

-the emotions ride higher for having been brought down so far

-they love to see heroes cheat death.  Identifying with a hero who bounces back from death is bungee-jumping in dramatic form

-to a shaman, death is a familiar threshold that can be crossed back and forth with relative ease

-the hero may be a witness to death or the cause of death

-by far the most common kind of Ordeal is some sort of battle or confrontation with an opposing force.  It could be a deadly enemy, villain, antagonist, opponent, or even a force of nature.  And idea that comes close to encompassing all these possibilities is the archetype of the Shadow.  A villain may be an external character, but in a deeper sense what all these words stand for is the negative possibilities of the hero himself.  In other words, the hero’s greatest opponent is his own Shadow

-as with all the archetypes, there are negative and positive manifestations of the Shadow.  A dark side is needed sometimes to polarize a hero or a system, to give the hero some resistance to push against.  Resistance can be your greatest source of strength.  Ironically, what seem to be villains fighting for our death may turn out to be forces ultimately working for our good

-generally the Shadow represents the hero’s fears and unlikeable rejected qualities: all the things we don’t like about ourselves and try to project onto other people.  This form of projection is called demonizing  
-people in emotional crisis will sometimes project all their problems in a certain area onto another person or group who become the symbol of everything they hate and fear in themselves

-the Devil himself is God’s Shadow, a projection of all the negative aspects and rejected potential of the Supreme Being

-usually the Shadow can be brought out into the light.  The unrecognized or rejected parts are acknowledged and made conscious despite all their struggling to remain in the darkness

-the Shadow’s desire is to remain unexplored

-villains can be looked at as the hero’s Shadow in human form.  No matter how alien the villain ‘s values, in some way they are the dark reflection of the hero’s own desires, magnified and distorted, his greatest fears come to life

-the action may move from the physical arena to a moral, spiritual, or emotional plane

-death should be real, and not a mere plot convenience 

-the hero may wound the villain at the Ordeal or kill the villain’s underling.  The chief villain escapes to be confronted once again in Act Three

-in their own minds they (villains) are right, the heroes of their own stories.  A dark moment for the hero is a bright one for the Shadow.  The arcs of their stories are mirror images: When the hero is up, the villain is down.  It depends on point of view

-you should know your characters well enough that you can tell the story from the point of view of everyone.  Each is the hero of his own story

-in the classic hero myths the Ordeal is set up as a moment in which the hero is expected to die.  Many have come to this point before and none have survived

-Ariadne’s Thread is a potent symbol of the power of love, of the almost telepathic wiring that joins people in an intense relationship

-Ariadne’s Thread is an elastic band that connects the hero with loved ones

-the Ordeal can be a crisis of the heart

-“the ultimate adventure...is commonly represented as a mystical marriage...the crisis at the nadir, the zenith, or at the uttermost edge of the earth, at the central point of the cosmos, in the cosmos, in the tabernacle of the temple, or within the darkness of the deepest chamber of the heart.”  

-in stories of love, the crisis may be either a love scene or a separation from a loved one

-in stories with emotional and psychological depth, the Ordeal may bring a moment of mystic marriage within a person, a balancing of opposing inner forces

-heroes may acknowledge their hidden qualities, even their Shadows, and join with them in a sacred marriage.  Heroes are ultimately seeking a confrontation with their animal, their soul, or the unrecognized feminine or intuitive parts of their personality

-women may be seeking the animus, the masculine powers of reason and assertion that society has told them to hide

-in a moment of crisis, a hero may get in touch with all sides of his personality as his many selves are called forth en masse to deal with his life-and-death issues

-in a Sacred Marriage both sides of the personality are acknowledged to be of equal value.  Such a hero, in touch with all the tools of being a human, is in a state of balance, centered, and not easily dislodged or upset.  Campbell says the Sacred Marriage “represents the hero’s total mastery of life,” a balanced marriage between the hero and life itself

-every archetype has both a bright positive side and a dark, negative side.  The dark side of love is the mask of hate, recrimination, outrage, and rejection

-a crisis may come when a shapeshifting lover suddenly shows another side, leaving the hero feeling bitterly betrayed and dead to the idea of love

-sometimes in the journey of our lives we confront negative projections of the anima and animus.  This can be a person who attracts us but isn’t good for us, or a bitchy or bastardly part of ourselves that suddenly asserts itself

-the Ordeal can be defined as the moment the hero faces his greatest fear.  The family scene is the core of most serious drama, and a confrontation with a parent figure can provide a strong Ordeal

-the challenging of the older generation by the younger is a timeless drama, and the Supreme Ordeal of standing up to a forbidding parent is as old as Adam and Eve

-Fairly-tale struggles with wolves and witches may be ways of expressing conflicts with parents

-the smoldering combat that ignites in the Ordeal may be an inner struggle between an old, comfortable, well-defended personality structure and a new one that is weak, unformed, but eager to be born.  The new Self can’t be born until the old one dies or at least steps aside to leave more room on the center stage

-“Atonement with the Father” sometimes a hero, by surviving an Ordeal or by daring to challenge the authority of a parental figure will win the parent’s approval and the seeming conflicts between them will be resolved

-the Ordeal in myths signifies the death of the ego.   The hero is not fully part of the cosmos, dead of the old, limited vision of things and reborn into a new consciousness of connections.  The old boundaries of the Self have been transcended or annihilated

-the hero facing an Ordeal has moved his center from the ego to the Self, to the more godlike part of himself

-a hero risks individual life for the sake of the larger collective life and wins the right to be called “hero”

-our heroes have gone face-to-face with death and can walk away to tell about it.  After a moment of being stunned, they are elated

Stage Nine: Reward
-encountering death is a big event and it will surely have consequences.  There will almost always be some period of time in which the hero is recognized or rewarded for having survived death or a great ordeal.  

-great many possibilities are generated by living through a crisis, and Reward, the aftermath of the Ordeal, has many shapes and purposes
-heroes may have the equivalent of a party or barbeque at this stage in which they cook and consume some of the fruits of victory.  Strength is needed for the return to the upper world, so time is given for rest, recuperation, and refueling

-many stories seem to have campfire-type scenes in this region, where the hero and companions gather around a fire or its equivalent to review the recent events.  It’s also an opportunity for jokes and boasting.  There is understandable relief at having survived death

-there may be conflict over the campfire, fighting over spoils

-a campfire scene may also be a chance for reminiscence or nostalgia.  Having crossed the abyss of life and death, nothing will ever be the same.  Heroes sometimes turn back and remember aloud what got them to this point.  A loner hero might recall the events or people who influenced him, or speak about the unwritten code by which he runs his life

-these scenes serve important functions for the audience.  They allow us to catch our breath after an exciting battle or ordeal.  The characters might recap the story so far, giving us a chance to review the story and get a glimpse of how they perceive it

-it’s a “getting-to-know-you” scene, built on the intimacy that comes from having survived an Ordeal together

-these quieter or more lyric passages are important for making a connection with the audience

-the aftermath of a Supreme Ordeal may be an opportunity for a love scene.  Heroes don’t really become heroes until the crisis; until then they are just trainees

-I also call this unit of the journey Seizing the Sword because often it’s an active moment of the hero who aggressively takes possession of whatever was being sought in the Special World.  More frequently the hero takes possession of a treasure or even steals it

-the image of the sword, as portrayed in the Tarot deck’s suit of swords, is a symbol of the hero’s will, forged in fire and quenched in blood, broken and remade, hammered and folded, hardened, sharpened, and focused to a point
-Campbell’s term for it is the “Ultimate Boon”

-elixir means a medium or vehicle for medicine

-an elixir can also be a medicine that heals every ill, a magical substance that restores life.  In alchemy the elixir is one of the steps towards the philosopher’s stone which can transmute metals, create life, and transcend death.  This ability to overcome the forces of death is the real Elixir most heroes seek

-heroes emerge from their Ordeals to be recognized as special and different, part of a select few who have outwitted death

-Joseph Campbell’s overall name for what we are calling Act Two is “Initiation,” a new beginning in a new rank

-heroes may find that surviving death grants new powers or better perceptions

-after transcending death, a hero may even become clairvoyant or telepathic, sharing in the power of the immortal gods.  Clairvoyant means simply “seeing clearly.”  A hero who has faced death is more aware of the connectedness of things, more intuitive

-insight might be of a deeper type.  Heroes can sometimes experience a profound self-realization after tricking death.  They see who they are and how they fit into the scheme of things. They see the ways they’ve been foolish or stubborn

-others may see in their changed behavior signs that they have been reborn and share in the immortality of gods.  This is sometimes called a moment of epiphany: an abrupt realization of divinity

-one of the rewards of surviving death is that others can see that heroes have changed

-there is a chain of divine experience: from enthusiasm, being visited by a god, to apotheosis, becoming a god, to epiphany, being recognized as a god

-epiphany is a moment of realizing you are a divine and sacred being, connected to all things

-James Joyce expanded the meaning of the word epiphany, using it to mean a sudden perception of the essence of something, seeing to the core of a person, idea, or thing.  Heroes sometimes experience a sudden understanding of the nature of things after passing through an Ordeal.  Surviving death gives meaning to life and sharpens perceptions

-heroes may suffer from an inflation of the ego.  In other words, they get a swelled head. They might turn cocky ro arrogant.  Their self-esteem sometimes grows too large and distorts their perception of their real value

-another error heroes may make at this point is simply to underestimate the significance of the Supreme Ordeal

-heroes may just let off some steam after the Ordeal, expressing justifiable resentment over having been made to face death

-heroes may also overestimate their own importance or prowess after a duel with death

Stage Ten: The Road Back
-heroes face a choice: whether to remain in the Special World or begin the journey home to the Ordinary World.  Although the Special World may have its charms, few heroes elect to stay.  Most take The Road Back, returning to the starting point or continuing on the journey to a totally new locale or ultimate destination

-this is a time when the story’s energy, which may have ebbed a little in the quiet moments of Seizing the Sword, is not revved up again.  We are still down in the basement and it will take some push to get us back up into the light

-in psychological terms this stage represents the resolve of the hero to return to the Ordinary World and implement the lessons learned in the Special World

-like the Bodhisattvas of Buddhist belief, they have seen the eternal plan but return to the world of the living to tell others about it and share the elixir they have won

-the Road Back marks a time when heroes rededicate themselves to the adventure.  A plateau of comfort has been reached and heroes must be pried off that plateau, either by their own inner resolve or by an external force

-inner resolve might be represented by a scene of a tired commander rallying dispirited troops after a battle.  An external force might be an alarm going off, a clock ticking, or a renewed threat by a villain.  The heroes may be reminded of the ultimate goal of the adventure

-the Road Back is a turning point, another threshold crossing which marks the passage from Act Two to Act Three.  Like crossing the First Threshold, it may cause a change in the aim of the story

-the propellant that boosts the story out of the depths of the Special World may be a new development or piece of information that drastically redirects the story.  In effect, the Road Back causes the third act.  It can be another moment of crisis that sets the hero on a new and final road of trials

-often heroes are motivated to hit the Road Back when the forces they have defied in the Ordeal now rally and strike back at them.  If the elixir was stolen from the central forces rather than given freely, there may be dangerous repercussions

-an important lesson of martial arts is Finish you opponent.  Heroes often learn that villains or Shadows who are not completely defeated in the crisis can rise up stronger than before

-an avenging force may strike a costly blow to the hero’s fortunes, wounding him or killing one of his cohorts

-in the theatre, this stage is called “racing for the curtain,” a time when you want to pick up the pace and build momentum for the finish

-transformation is often an important aspect of chases and escapes.  Modern heroes may simply assume a disguise in order to escape a tight situation.  In a psychological drama, a hero may have to escape a pursuing inner demon by changing behavior or undergoing inner transformation

-a chase that involves a whimsical transformation of objects, known as the magic flight motif

-Campbell suggests the motif stands for a hero’s attempts to stall the avenging forces in any way possible, by throwing down “protective interpretations, principles, symbols, rationalizations, anything to delay and absorb their power”

-what the hero throws down in a chase may also represent a sacrifice, the leaving behind or something of value

-an unusual variant of the chase is pursuit by admirers

-another chase scene variant is the pursuit of an escaped villain.  A Shadow captured and controlled in the Ordeal escapes at this stage and becomes more dangerous than before

-another twist of The Road Back may be a sudden catastrophic reversal of the hero’s good fortune.  Things were going well after surviving the Ordeal, but not reality sets in again.  Heroes may encounter setbacks that seem to doom the adventure.  For a moment, after great risk, effort, and sacrifice, it may look like all is lost

-this moment in the story, the climax of Act Two, may be the Delayed Crisis.  It could be the moment of greatest tension in Act Three

-the Road Back at the end of Act Two may be a brief moment or an elaborate sequence of events.  Almost every story needs a moment to acknowledge the hero’s resolve to finish, and provide him with necessary motivation to return home with the elixir despite the temptations of the Special World and the trials that remain ahead

Stage Eleven: The Resurrection
-now comes one of the trickiest and most challenging passages for the hero and the writer.  For a story to feel complete, the audience needs to experience an additional moment of death and rebirth, similar to the Supreme Ordeal but subtly different.  This is the climax (not the crisis), the last and most dangerous meeting with death

-heroes have to undergo a final purging and purification before reentering the Ordinary World. Once more they must change.  The trick for writers is to show the change in their characters, by behavior or appearance rather than just talking about it.  Writers must find ways to demonstrate that their heroes have been through a Resurrection
-the trick is to keep the wisdom of the Ordeal, while getting rid of its bad effects

-a new self must be created for a new world.  Just as heroes had to shed their old selves to enter the Special World, they now must shed the personality of the journey and build a new one that is suitable for return to the Ordinary World.  It should reflect the parts fo the old selves and the lessons learned along the way

-one function of Resurrection is to cleanse heroes of the smell of death, yet help them retain the lessons of the ordeal

-the central crisis or Supreme Ordeal is like a midterm exam; the Resurrection is the final exam

-to learn something in a Special World is one thing: to bring the knowledge home as applied wisdom is quite another

-at the simplest level, the Resurrection may just be a hero facing death one last time in an ordeal, battle, or showdown.  It’s often the final, decisive confrontation with the villain or Shadow

-danger is usually on the broadest scale of the entire story.  The threat is not just to the hero, but to the whole world.  In other words, the stakes are at their highest

-heroes can get surprise assistance, but it’s best for the hero to be the one to perform the decisive action; to deliver the death blow to fear or the Shadow; to be active rather than passive, at this of all times

-in Westerns, crime fictions, and many action films, the Resurrection is expressed as the biggest confrontation of the story, the showdown or shootout

-duels or shootouts are not fully satisfying unless the hero is taken right to the edge of death

-conventionally heroes survive this brush with death and are Resurrected

-if the hero perishes; the audience survives, and remembers the lessons a tragic hero can teach us

-another possibility for a Resurrection moment may be a climatic choice among options that indicates whether or not the hero has truly learned the lesson of change

-a difficult choice tests a hero’s values: will he choose in accordance with his old flawed ways, or will the choice reflect the new person he had become

-the Resurrection usually marks the climax of the drama.  Climax is a Greek word meaning “a ladder.”  For us storytellers it has come to mean an explosive moment, the highest peak in energy, or the last big event in a work.  It may be the physical showdown or final battle, but it can also be expressed as a difficult choice, sexual climax, musical crescendo, or highly emotional but decisive confrontation

-the climax need not be the most explosive, dramatic, loud, or dangerous moment of the story.  There is such a thing as a quiet climax, a gentle cresting of a wave of emotion.  A quiet climax can give a sense that all the conflicts have been harmoniously resolved, and all the tensions converted into feelings of pleasure and peace

-stories may need more than one climax, or a series of rolling climaxes.  Individual subplots may require separate climaxes.  The Resurrection stage is another nerve ganglion of the story, a checkpoint through which all the threads of the story have to pass.  Rebirth and cleansing may have to be experienced on more than one level

-the hero may experience a climax on different levels of awareness in succession, such as mind, body, and emotion

-when a hero takes a decisive action, his whole world can be changed at once

-a climax should provide the feeling of catharsis; meaning a purifying emotional release, or an emotional breakthrough

-in psychoanalysis, catharsis is a technique of relieving anxiety or depression by bringing unconscious material to the surface.  The climax you are trying to trigger in your hero and audience is the moment when they are the most conscious, when they have reached the highest point on a ladder of awareness.  You are trying to raise the consciousness of both the hero and the participating audience.  A catharsis can bring about a sudden expansion of awareness, a peak experience of higher consciousness

-catharsis works best through physical expression of emotions such as laughter and crying

-laughter is one of the strongest channels of catharsis.  A comedy should crest with a gag or a series of gags that create a virtual explosion of laughter, jokes that relieve tension, purge sour emotions, and allow us a shared experience

-a catharsis is the logical climax of a hero’s character arc.  This is a term used to describe the gradual stages of change in a character: the phases and turning points of growth.  A common flaw in stories is that writers make heroes grow or change, but do so abruptly, in a single leap because of a single incident

-more commonly people change by degrees, growing in gradual stages from bigotry to tolerance, from cowardice to courage, from hate to love

Character Arc




Hero’s Journey

1) Limited awareness



Ordinary World

2) Increased awareness



Call to Adventure

3) Reluctance to change



Refusal

4) Overcoming reluctance


Meeting with the Mentor

5) Committing to change


Crossing the Threshold

6) Experimenting with first change

Tests, Allies, Enemies

7) Preparing for big change


Approach the Inmost Cave

8) Attempting big change


Ordeal

9) Consequences of the attempt


Reward (Seizing the Sword

      (Improvements and setbacks)



10) Rededication to change


The Road Back

11) Final attempt at big change


Resurrection 

12) Final mastery of the problem

Return with the Elixir

-the Resurrection is the hero’s final attempt to make major change in attitude or behavior

-sometimes heroes drop the ball at the last moment just before reaching their goal

-a pretender or false claimant suddenly steps forward questioning the hero’s credentials or claiming that he, not the hero, achieved the impossible.  For a moment it looks like the hero’s hopes are dead.  To be reborn, the hero must provide proof that he is the true claimant

-providing proof is a major function of the Resurrection stage

-a common fairy-tale motif is that proof brought back from the magic world tends to evaporate

-this motif signifies that spiritual and emotional experiences in a special world are hard to explain to others

-Resurrection often calls for a sacrifice by the hero.  Something must be surrendered, such as an old habit or belief

-something must be shared for the good of the group

-sacrifice comes from the Latin meaning “making holy.”  Heroes are often required to sanctify a story by making a sacrifice, perhaps by giving up or giving back something of themselves

-resurrection is an opportunity for a hero to show he has absorbed, or incorporated, every lesson from every character.  Incorporation literally means he has made the lessons of the road part of his body

-the higher dramatic purpose of Resurrection is to give an outward sign that the hero has really changed.  The old Self must be proven to be completely dead, and the new Self immune to temptations and addictions that trapped the old form

-the trick is for writers to make the change visible in appearance or action

-the audience must be able to see it in his new dress, behavior, attitude, and actions

-it’s apparent from every choice on the screen that he has changed, that in some way he has hit bottom, died, and been emotionally reborn

-he has changed, in appearance and action, in ways you can see on the screen and feel in your heart

Stage Twelve: Return with the Elixir
-having survived all the ordeals, having lived through death, heroes return to their starting place, go home, or continue the journey.  But they always proceed with a sense that they are commencing a new life, one that will be

 forever different because of the road just traveled

-if they are true heroes, they Return with the Elixir, from the Special World; bringing something to share with others, or something with the power to heal a wounded land

-Returning with the Elixir means implementing change in your daily life and using the lessons of adventure to heal your wounds

-another name for the Return is denouement, a French word meaning “untying” or “unknotting.”  A story is like a weaving in which the lives of the characters are interwoven into a coherent design.  The plot lines are knotted together to create conflict and tension, and usually it’s desirable to release the tension and resolve the conflicts by untying these knots

-that’s why it’s important in the Return to deal with subplots and all the issues and questions you’ve raised in the story.  All the old questions should be addressed or at least restated.  Usually writers strive to create a feeling of closing the circle on all these storylines and themes

-there are two branches to the end of the hero’s of the Hero’s Journey.  The more conventional way of ending a story, greatly preferred in Western culture and American movies in particular, is the circular form in which there is a sense of closure and completion 

-the other way; more popular in Asia and in Australian and European movies, is the open-ended approach in which there is a sense of unanswered questions, ambiguities, and unresolved conflicts.  Heroes may have grown in awareness in both forms, but in the open-ended form their problems may not be tied up so neatly

-the most popular story design seems to be the circular or closed form, in which the narrative returns to its starting point.  In this structure you might bring the hero literally full circle back to the location or world where he started

-the original statement of the theme may be re-evaluated at the Return

-many musical compositions return to an initial theme to rephrase it at the ending

-the “happy endings” of Hollywood films link them with the world of fairy tales, which are often about the achievement of perfection.  Fairy tales frequently end with a statement of perfection, like “and they live happily ever after.”  Fairy tales bring the shattered family back into balance, back to completion

-weddings are a popular way to end stories.  Marriage is a new beginning, the end of an old life of being single and the beginning of a new life as part of a new unit.  New beginnings are perfect and unspoiled in their ideal form

-once in a while a few loose ends are desirable.  Some storytellers prefer an open-ended Return.  In the open-ended point of view, the storytelling goes on after the story is over; it continues in the minds and hearts of the audience, in the conversations and even arguments people have in coffee shops after seeing a movie or reading a book

-writers of the open-ended persuasion prefer to leaver moral conclusions for the reader or viewer.  Some questions have no answers, some have many.  Some stories end not by answering questions or solving riddles, but by posing new questions that resonate in the audience long after the story is over

-Return is similar to Reward in some ways.  Both follow a moment of death and rebirth and both may depict

consequences of surviving death.  Some functions of Seizing the Sword may also appear in the Return, such as

taking possession, celebrating, sacred marriage, campfire scenes, self-realization, vengeance, or retaliation.  But 

Return is your last chance to touch the emotions of the audience.  It must finish your story so that it satisfies or provokes your audience as you intended

-a Return can fall flat if everything is resolved too neatly or just as expected.  A good Return should untie the plot threads but with a certain amount fo surprise.  It should be done with a little taste of the unexpected, sudden revelation

-the Return may have a twist to it.  This is another case of misdirection: You lead the audience to believe one thing, and then reveal at the last moment a quite different reality

-a specialized job of Return is to hand out final rewards and punishments.  It’s part of restoring balance to the world of the story, giving a sense of completion

-punishment should fit the crime and have the quality of poetic justice.  In other words, the way the villain dies or gets his just comeuppance should directly relate to is sins

-heroes should get what’s coming to them as well.  The reward should be proportionate to the sacrifice they have offered

-the real key to the final stage of the Hero’s Journey is the Elixir.  What does the hero bring back with him from the Special World to share upon his Return?

-like everything else in the hero’s Journey, returning with the Elixir can be literal or metaphoric

-if a traveler doesn’t bring back something to share, he’s not a hero, he’s a heel, selfish and unenlightened.  He hasn’t learned his lesson.  He hasn’t grown.  Returning with the Elixir is the last test of the hero, which shows if 

he’s mature enough to share the fruits of his quest

-love is, of course, one of the most powerful and popular Elixirs.  It can be a reward the hero doesn’t win until after a final sacrifice

-another aspect of the Elixir is that the wisdom which heroes bring back with them may be so powerful that it forces change not only in them but also those around them.  The whole world is altered and the consequences spread far

-a common and powerful Elixir is for heroes to take wider responsibility at the Return, giving up their loner status for a place of leadership or service within a group.  Families and relationships get started, cities are founded.  The hero’s center has moved from the ego to the Self, and sometimes expands to include the group

-sometimes the Elixir is heroes taking a rueful look back at their wrong turns on the path.  A feeling of closure is created by a hero acknowledging that he is sadder but wiser for having gone through the experience.  The Elixir he bears is bitter medicine, but it may keep him from making the same error again, and his pain serves as fair warning to the audience not to choose that path

-either he never sees the error or he goes through the motions but has not really learned the lesson.  Even after enduring terrible ordeals, he slides back to the same behavior that got him in trouble in the first place.  He is sadder but no wiser

-for this is the penalty for failing to return with the Elixir: The hero, or someone else, is doomed to repeat the Ordeals until the lesson is learned or the Elixir is brought home to share

-there may also be a need for an epilogue that follows the bulk of the story.  An epilogue or postscript on rare occasions can serve to complete the story, by projecting ahead to some future time to show how the characters turned out

-it’s easy to blow it in the Return.  Many stories fall apart in the final moments.  The Return is too abrupt, prolonged, unfocused, unsurprising, or unsatisfying.  The mood or chain of thought the author has created just evaporates and the whole effort is wasted

-another pitfall is that writers fail to bring all the elements together at the Return

-a rule of thumb: Subplots should have at least three “Beats” or scenes distributed throughout the story, one in each act.  All the subplots should be acknowledged or resolved in the Return.  Each character should come away with some variety of Elixir or learning

-on the other hand, the Return should not seem labored or repetitive.  Another good rule of thumb for the Return phase is to operate on the KISS system, that is: Keep It Simple, Stupid
-a Return can seem too abrupt, giving the sense the writer has quit too soon after the climax.  A story tends to feel incomplete unless a certain emotional space is devoted to bidding farewell to the characters and drawing some conclusions

-a Return may feel out of focus if the dramatic question, raised in Act One and tested in Act Two, are not answered now

-the final function of Return is to conclude the story decisively.  The story should end with the emotional equivalent of a punctuation mark

-one way or another, the very ending of a story should announce that it’s all over

-a good story, like a good journey, leaves us with an Elixir that changes us, makes us more aware, more alive, more human, more whole, more a part of everything that is.  The circle of the Hero’s Journey is complete

Looking Back on the Journey
-it’s possible to write good stories that don’t exhibit every feature of the Hero’s Journey; in fact, it’s better if they don’t.  People love to see familiar conventions and expectations defied creatively.  A story can break all the “rules” and yet still touch universal human emotions

-Remember: The needs of the story dictate its structure.  Form allows function
-your beliefs and priorities, along with the characters, themes, style, tone, and mood you are trying to get across will determine the shape and design of the plot

-sometimes a combination of metaphors is needed to illuminate different facets of the human journey

-it’s probably best to acquaint yourself with the Hero’s Journey ideas and then forget about them as you sit down to write

-it’s only by getting creatively lost, beyond the boundaries of tradition, that new discoveries can be made

-any element of the Hero’s Journey can appear at any point in a story
-all stories are composed of elements of the Hero’s Journey, but the units can be arranged in almost any order to serve the needs of your particular story

