In a Galaxy Far, Far Away…
Modern Myth and Remediation in Star Wars

Summary

In my master’s thesis, I have worked with the original Star Wars trilogy in order to uncover the mythical structure that George Lucas has applied in the movies. I discuss the theories of Joseph Campbell and Vladimir Propp, who both work with the construction of myth. They both work with the structure within traditional mythical tales where they share some similarities in their ideas about how myth is constructed. Looking at myth from the perspective of the hero’s journey, then Campbell takes a more subjective approach to the mythical structure, as he focuses on the transformation of the hero and the meaning of the different stages of the hero’s journey. Propp focuses on the structure and the functions of the different stages, which causes him to function over meaning. Therefore my analysis is based on Campbell’s theories, because I want to analyse Luke Skywalker as Campbell’s mythical hero on a journey towards transformation. 

Star Wars: A New Hope (1977) contains a complete hero’s journey, as Luke goes through all the stages of Campbell’s myth. However, my analysis reveals that Lucas deviates from Campbell in the way that Lucas employs an ensemble of heroes in order to complete the hero’s journey. In Star Wars: The Empire Strikes back (1980) the hero’s journey is restarted and it is not completed before the end of Star Wars: Return of the Jedi (1983). In these movies, the goal of the hero’s journey is the atonement with the father, which is only achieved through the united effort of the main characters. The efforts of Han Solo and Princess Leia are crucial to the completion of the hero’s journey, as it is through the combined roles of all the heroes that the transformation is achieved. George Lucas has managed to recreate a myth in the original trilogy that maintains its popularity in modern society, as the Star Wars universe continues to expand through remediation.

The myth of Star Wars has relevance in popular culture, which is why I bring in Roland Barthes and Jean Baudrillard with their theories on myth in modern society. Barthes focuses on how myth is displayed through advertising, which can be related to film in the way that it also portrays a meaning. Meaning can be applied to the life of the audience through the use of a sign, which can be consumed on the same level as a commodity. Therefore it is relevant to view Star Wars as a sign in Jean Baudrillard’s theories on simulacra and simulation, because the sign is remediated across any different types of media.

The consumer will use the sign connected to Star Wars in order to apply that meaning to their own life by referencing the myth through the sign. The remediation of Star Wars is evident in the many different new plots scattered across different mediums that seek to expand and improve on the old plot. This process helps build up the sign that symbolises the myth of Star Wars, as it becomes remediated in popular culture to a point where Star Wars becomes a commodity. Star Wars has become a new type of myth that is applied throughout society through the consumption of the sign that represents the mythical meaning embedded in the hero’s journey presented in Star Wars.
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Introduction

When the first Star Wars movie came out in 1977, there would be no way of knowing that the movie would be so well received. It went on to create a franchise that would fan out into many other narratives spread across many different mediums. This resulted in an expanding universe that would constantly elaborate on the original storyline by creating new narratives to improve on the old narrative. The original trilogy would consist of three coherent movies, Star Wars: A New Hope (1977), Star Wars: The Empire Strikes Back (1980) and Star Wars: Return of the Jedi (1983), but later there would also be video games, TV-series, books, action figures and even a prequel trilogy. The success of these expansions of the Star Wars universe suggests that the original trilogy was appealing to its audience, which is interesting to look at in relation to mythology.

George Lucas was inspired by Joseph Campbell’s theory on mythology and the structure of a mythical narrative in his book Hero of a Thousand Faces (first published in 1949). I will compare his theory to that of Vladimir Propp, author of Morphology of the Folktale (first published in in 1958). Both theoreticians work with how myth is structured, which is relevant to how the narrative of Star Wars develops. Looking at how mythology works in movies, I intend to uncover the mythical structure in the original trilogy and relate that to how myth works in modern society. Modern society makes use of symbols in their creation of mythology that applies to a society filled with consumers who wish to establish an identity through the use of signs. Ronald Barthes, author of Mythologies (first published in 1957) has developed a theory around the way that myth is linked with different commodities through advertising, which I will use to argue that films have the same effect by developing signs that demonstrate their moral message. From the perspective of the consumer, signs are used as a way of conveying to the world that they share the same ideology as presented in a mythical narrative. I will bring in Jean Baudrillard’s theories on signs and consumerism, as discussed in Simulacra and Simulation (first published in 1981) and The Consumer Society (first published in 1970), in order to discuss the role of the sign in modern society. In relation to Star Wars, I will discuss how the mythical aspects of the original trilogy may have created a sign that consumers are applying to themselves in order to exhibit their own ideology as connected to that of Star Wars. 

I will analyse the journey of Luke Skywalker, as he ventures out into the world and overcomes trials, before he can atone with his long lost father, Darth Vader. I will try to divide his journey into the mythical pattern put forward by Campbell with perspectives to that of Propp. Furthermore, I will investigate the roles of Han Solo and Princess Leia, as they deviate from the roles of the helpers, as presented in Campbell and Propp’s theories. The role of Princess Leia will be compared to Campbell’s theory on the role of the woman in myth, which she seems to differ from as one of the strong characters in the franchise.

The Star Wars franchise has expanded over several different mediums, creating new narratives that elaborate on the story-world of Star Wars. I will discuss the popularity of the franchise with an eye to the impact of the myth and the moral message in Star Wars, which may have been transformed into a sign that is recognised throughout modern society. By creating a mythical ideology that is scattered across many different mediums, it is possible to reach beyond the medium of film and affect more people. The Star Wars Franchise has been able to communicate the myth across many generations in a way that makes it easily recognised in modern society. The mythical message of Star Wars is boiled down to a symbol that is recognised throughout society as a message that good will always triumph over evil.
Mythology

Society is built upon many norms that are created on the basis of lessons that are taught through mythology, whether one is consciously aware of this or not. When we were young we were taught, through fairy tales and the like, that you should side with the good, since the villains will always be punished for their evil deeds. This is a simplified idea about how mythology works within society and how our morality is affected by it. Today fairy tales are not as widespread as they used to be, but they are often represented through children’s movies. Although these types of mythical tales are usually considered to be intended for children, recent currents in the film industry have attempted to create some mythical tales for grown-ups, such as Avatar (2009), The Hobbit (2012), Oz the Great and Powerful (2013), Alice in Wonderland (2010) and so on. Mythical tales can be directed at both children and adults, because the structure is easily recognised by both, which is why it is possible to recreate myth in modern society. There is the mythical tales directed at children in order to teach them some type of lesson about how to behave, but there is also mythical tales directed at adults, although these are presented in a different shape. 

Mythology has changed according to how society has developed, as myths were assigned more significance in early society. Vladimir Propp, a theoretician in the field of Russian folklore, states that the tale may be influenced by how society is shaped at a certain time, but that the structure will remain the same. (Propp, 1975, 106-7) In the original Star Wars trilogy, George Lucas has rebuilt myth in a new universe that has taken a futuristic approach to an old type of mythology. The mythological aspect of Star Wars is a huge part of the structure in the films, but Lucas keeps the mythological story within an otherworldly universe. A mythical story does not always take place within a magical world, but often there is a magical aspect to such a story, which Lucas has transferred into a science fiction universe. 
The story of Star Wars takes place in a different galaxy, where he keeps the structures that are used in myth, but within different settings compared to the common perception of the fairy tale. Usually, the myth takes place in an older scenery, but Lucas has moved the story into a futuristic scenery, which can make it easier to apply the fantastic elements of mythology. As an example, we can examine Jabba the Hutt as a futuristic version of the medieval dragon and because the dragon seems to belong to another time, it calls for a reinvention of the dragon for it to relate to Lucas’ audience. This implies a rewriting of the classic magical mythological universe, where Lucas tries to recreate myth within a similar, but different universe. 

In Troldspejlet (2010), Brian Iskov writes about how George Lucas attempted to create a mythological story, when he created Star Wars. He saw a need for a story that was relatable to society in the same way that westerns used to be, which he then created by using Joseph Campbell’s theories on myth. (Iskov, 2010, 41-43) The western as a genre, usually contains the fight between the good guy and the bad guy, which is similar to the construction of myths. In Film Art (2001), David Bordwell and Kristin Thompson define the western genre as having a specific iconography, such as cowboys, Indians, desert plains and covered wagons. However, they also argue that the genre applies a certain theme to its narrative, where the hero fights on the side of civilisation against the lawless who resides in nature. (Bordwell, 2001, 101-2) This genre works in favour of the civilisation at a time where the industry was expanding in America at the expense of nature. Looking at the western in terms of myth, the narrative of the genre places the hero on the side of good, which represented the industry, creating a myth where industry was shown as a greater good. Many have compared the plot of Star Wars to that of the classic western, as Lucas has even referred to the movie as “cowboys in space”. Douglas Brode, author of “Cowboys in Space” (2012), argues for the epic western, which seems to draw from the fairy tale structure in its narrative to form a myth that people could relate to. However, people began to turn away from the genre as a reaction to society’s changing moral code, as they began to question the moral correctness of the way that cowboys were eliminating Indian tribes and cutting down forests to make way for civilisation. (Brode, 2012, 1-5) In Star Wars, the western myth has been turned around, so that the hero fights on the side of a less industrialised world in the battle against the machine-like Darth Vader, without eliminating the technology from modern society. This can be seen in the alliance with the Ewoks, which is a tribe of little furry creatures that lives in peace with nature, and this alliance ultimately helps them defeat the Empire. 

When the former western film star Ronald Reagan was elected president in 1981, Star Wars: A New Hope (1977) and Star Wars: The Empire strikes back (1980) had already been released and the popularity of the myth can be seen in the politics of that time. David S. Meyer, author of the article “Star Wars, Star Wars and American Political Culture” (1992), argues that Ronald Reagan promised America “a tougher foreign posture”, “the return to a mythic past of conventional values and Pax Americana.”(Meyer, 1992, 103) Facing a foreign enemy in the shape of Russia during the Cold War, there was a need for a hero to vanquish the evil and keep the country safe. Reagan was once a symbol of the mythical hero in westerns, but he too took that image of the hero and reinvented it to fit into contemporary society. Meyer also points out that Reagan turned to space and science in order to create a strategy to defend his country (Meyer, 1992, 105), which also shows how he adapted to the new myth America needed. Brode writes that the fascination with space would result in a reinvention of “the western by repositioning its essence not on the old frontier but in an entirely different galaxy.” (Brode, 2012, 5) This is where Star Wars comes in to fill the need for a new mythological tale to replace the classic western.
Lucas freely drew from (…) Western epics, with their innocent heroes and jaded antiheroes. Just as gentle Stewart and rough-hewn Wayne come together to fight an evil empire and its death-dealing representative (Lee Marvin) in Liberty Valance, so will idealistic Luke take on Vader in the company of the seasoned noble-outlaw, Han Solo. Everything old is new again, just so long as the special effects are state-of-the-art, and the mythic confrontation of good winning out over evil in the long run is openly presented as what it always was: a fantasy of the way things ought to be, not a true image of the way they once were. (Brode, 2012, 5)
Star Wars’ myth found a place in society by reasserting the belief in the hero that triumphs over evil, which is why the old presentation of myth in the western had to be reinvented in order to fit into modern society. George Lucas managed to mirror some of the mythical aspects of the western in science fiction in order to create a myth that people could relate to, since the relevance of the western had faded. The myth is used to remain positive in an otherwise negative situation, because by using the recognised traits of myth, such as the good hero and the evil tyrant, the audience will believe that all will end well. In the discussion section I will look into the theories of mythology as defined by Joseph Campbell and Vladimir Propp, where the form of the myth has significance to the creation of myth. The narrative pattern commonly found in myths is also present in both the western and the science fiction film, which therefore makes the mythical elements easy to recognise in other genres and mediums. The way that a myth can be recognised through a pattern is similar to Roland Barthes’ theory about the sign in the way that the myth can be tied to a certain item or brand. Myth creates an ideology with values and norms to live by which society needs in order to remain positive in the face of hardship.

As we now know, Star Wars became a huge success, so much so that there are fans who treat the story as religion. In creating this modern mythical story, he managed to captivate his audience, which resulted in a huge fan base that continues to grow. Star Wars as a phenomenon can be seen in the way that most people under the age of 80 recognise the basics of the storyline in Star Wars, whether they have seen it or not. Star Wars is referenced through intertextuality and parody to a point where it seems to be assumed that everyone has got a clue as to what Star Wars symbolises. 

I will argue that most people are able to relate to the story of Star Wars, because it is built as a myth and that the journey of Luke Skywalker has become a symbol of the struggle between good and evil. In this chapter I will take a theoretical approach to mythology in order to discuss the mythology that is built around the Star Wars trilogy. 

The World Navel

I will uncover the inner workings of mythology in order to have a critical approach to how Star Wars is constructed around mythology. The journey of the hero in any given mythological story is important for the development of said hero and in extension thereof, the audience. I will look into the journey of the hero as it appears to be the backbone of every myth, but before I do that, I will first consider the world within which the hero operates.

According to Joseph Campbell, author of The Hero with a Thousand Faces (2008), there is, at the centre of every mythological universe, a force “that yields the world’s plentitude of both good and evil.” (Campbell, 2008, 35) The idea is that this centre is a source of nourishment to everything in the universe, which is a belief that may have caused people to erect churches and temples in order to harness this nourishment. An example of this can be seen in China, where the Temple of Heaven was erected as a place with a close connection between heaven and earth in order to bring the mortal world closer to heaven. Norse mythology describes the source of the life force as the tree Yggdrasil, because it stands at the centre and sustains the worlds of Valhalla, Hell and the human world. This hypothesis of a power that flows from the centre of a mythological universe to nourish everything within that universe can be confirmed when looking at these examples. Although there are myths that do not give the receiver a tangible example of this, Campbell argues that it is still present, but in the shape of a godly entity or even the hero himself. Campbell writes;
… The figure may be that of the cosmic man or woman […]; for the hero as the incarnation of God is himself the navel of the world, the umbilical point through which the energies of eternity break into time. Thus the World Navel is the symbol of the continuous creation: the mystery of the maintenance of the world through that continuous miracle of vivification which wells within all things. (Campbell, 2008, 32)
Regardless of where the power is believed to flow from, it is linked with the hero’s journey. Campbell states that “the effect of the successful adventure of the hero is the unlocking and release again of the flow of life into the body of the world.” (Campbell, 2008, 32) From this idea we can assume that an obstruction in the power that flows through the mythological world is what causes the hero to embark on a journey. It is important to understand the significance of the world navel, as the hero strides out into the world to overcome obstacles in order to release the power that nurtures the mythological universe in question.

The hero embarks on a journey within this mythological universe, where the world is dependent on his success. Vladimir Propp, author of Morphology of the Folktale (1975), bases his theories about folktales around the actions of the hero and the other characters in the folktales. Whereas Campbell concerns himself with the structure of the world that surrounds the hero and his quest, Propp almost solely focuses on the progression of the story itself. (Propp, 1975, 104) The concept of the world navel, as a force that nurtures everything in the mythological world is a way that Campbell differs himself from Propp, which will be of significance in my later analysis of the Star Wars trilogy. The world navel and the flow of energy is not something that Propp deals with, because Campbell is more concerned with the inner workings of mythology. They differ from each other in this way as Campbell is subjective in viewing the journey of the hero, whereas Propp is objective in his observations on the functions of the actions and events in folktales.

Throughout the uncovering of the theories of Propp and Campbell, their differences will become more apparent. Propp deals with the structures of myth, as deduced from a selection of Russian folktales, which can lead to an objective analysis of the construction of myth. He is interested in how one scenario in a given folktale may lead to another within a schema of possibilities. The possibilities of action are carefully arranged in the way that if action A occurs, then it has the opportunity of developing into action B, C or D and then there are multiple other possibilities. Campbell is more concerned with the effects of the different actions in the mythical tales, as his focus is on the development of the characters rather than that of the structures of the tale. Where Propp offers up clear schemata for the folktale to fit into, Campbell recognises that there is a structure in mythical tales, but he does not enforce it as ruthlessly as Propp. Campbell clearly focuses on the journey of the hero and how the journey and the trials transform the hero. Through this focus, it becomes clear that he is more focused on the hero gaining an understanding of the world, which then conveys a message to the receiver. Their differences are seen in how Propp approaches myth from an objective perspective, as he focuses on the functions within the folktale, while Campbell is subjective, as he focuses on the message and the transformation.

Propp argues that there are many different functions within a fairy tale which causes the hero’s journey to take place. (Propp, 1975, 25-26) Propp’s theories on the functional structure of folktales are compiled from his analysis of Russian folktales, but they can still be used to demonstrate how the skeleton of a mythical tale looks like. Campbell’s theories on myth are also built around how certain actions are important for the storyline, but he is more concerned with the effect of the actions, rather than the actions and functions themselves. Propp refrains from using the term “myth” in his studies, but he does recognise the similarities between the structure of the folktale and that of the myth. He recognises that the folktale, or fairy tale, has some basic similarities that make the folktale a representation of myth from a historical point of view. As Propp works with specific functions and stages within folktale, he realises that the basic form of each function is a structure that can be spotted in mythological tales. (Propp, 1975, 90) This is significant in the way that it connects myth and folktale through structural similarities, but according to Campbell the myth has a more flexible structure and the focus is on the development of the hero. Propp studies show that myth and folktale are separated in that the structure of the folktale is much more elaborate, but they are connected on some smaller level. 
What separates the two theoreticians in their studies is once again their different focuses, as Campbell is interested in the message and the symbolic transformation of the hero through a journey. Whereas Propp is interested in structure and function, as I have mentioned earlier, but this is also where their different theories find some common ground in the basic structures. In my perspective, Campbell uses a very basic structure that every mythological tales can fit into, and there is little room for deviations. Propp argues that the structure of the folktale can be split into several different moves within a tale, creating many different stories in one. (Propp, 1975, 93-6) Propp works as the literary critic, where he uses concrete and elaborate functions of the narrative of the folktale, while Campbell tries to make it more flexible in order to help the reader’s understanding of the hero’s journey. Campbell’s focus is on the reader’s understanding of the journey and transformation of the hero, whereas Propp only focuses on the structures of the mythical narrative.

The transformation of the hero is essential in Campbell’s theory of myth, because as the hero learns to understand the world, so does the reader, which is part of how myth delivers a moral message. As mentioned earlier in this chapter, Campbell is the one who is very concerned with the transformation of the hero, and what it may signify, which is what separates Propp and Campbell. In the following chapter about the departure of the hero, I will look at the structures that may show similarities and also how the theories set apart from each other, as the hero makes the decision to venture into the unknown world. 

Departure

The hero departs from his usual surroundings in order to accomplish something that is of significance to the hero’s transition. Campbell argues that the hero has to be called to adventure by some event or presence that requires his aid, before he can depart on his journey. The call to adventure is often accompanied by a herald and forebodes a transition for the hero. (Campbell, 2008, 42-44) In The Hobbit (1937) by J. R. R. Tolkien, Bilbo Baggins is called to adventure by Gandalf and the dwarves who need him in order to complete their quest. Bilbo initially refuses to answer this call, but by refusing the call, he rejects the power of the world navel, which may turn him, the subject, into a victim. (Campbell, 2008, 49) It may also be that in some cases the call for adventure is made several times with increasing power, until it can no longer be denied. (Campbell, 2008, 46-47) Luckily, Bilbo answers the call, when he is called upon a second time, because he feels that he wants to prove himself to the dwarves, to Gandalf and perhaps to himself. For the narrative to progress it is important that the hero answers the call to adventure, because otherwise the hero does not enter the transition that is essential for the moral of the story. 

Propp writes about the starting point of a folktale as the “initial situation”, where the hero is introduced alongside other significant characters. (Propp, 1975, 25) Some type of event then occurs, which urges the hero to take action. This is where Propp and Campbell show some of the same traits, as they both point to the fact that the hero is given one reason or another to venture into the unknown world on a quest. The need for a quest is apparent with both authors, but it differs in the way that they claim a tale is constructed. Propp argues that the folktale has many ways of being constructed, and he offers many different options of action to each stage of the tale. However, Campbell seems to agree with some of the key elements in the narrative structure of folktale. In folktale, the hero is urged to venture out through some sort of interdiction, which the hero then violates and hereby enters the path to adventure. (Propp, 1975, 26-27) Furthermore, Propp supplies several options for possible actions that encourage the hero to travel into the unknown. Although the starting position is very similar in both myth and folktale, there are some differences in how the respective hero starts their journeys. In folktale, there seems to be more emphasis on the many different options of function that can occur in order for the hero to actually leave his home and go on a given quest. The villain may appear early on in a folktale, before the hero has even attempted to leave home and supply the hero with a reason to embark on his journey. On the other hand, if the villain does not enter the story early, then the hero himself or the family may feel a lack in their lives which prompts the hero to go out in search of whatever is missing. (Propp, 1975, 28-38) In spite of Campbell not providing us with clear schemata to fit myths into, like Propp does, he gives us a broad term for the same actions that occur in Propp’s theory on folktale. Campbell simply compresses all of this action into the call for adventure, as what defines the call seems to be similar to the options presented by Propp. 

The pattern of options that Propp argues in favour of fits Campbell’s theory on the call to adventure, where the hero is put in a situation, where he must take action. Propp seems to be more concerned with how and why the call occurs and is answered, where Campbell’s focus is on the journey of the hero and his transformation, which is why it becomes less important to him, how the call is answered as long as it is answered. The answering of the call is a precondition for the transformation, but while Campbell is not as interested about why and how, Propp lists several different functions and patterns taking place long before the call is answered. In an appendix to Morphology of the Folktale (1975), Propp has listed a lot of variables to a stage called “the initial situation” (Propp, 1975, 119-27), where there are a large number of different situations that lead to the hero taking action, which shows that Propp goes more into detail with what happens before the plot has hardly even begun. This just shows the divide between the two, as Campbell simplifies in favour of the reader’s understanding and Propp going into a lot of detail in order to dissect the inner workings of the myth, rather than explaining what it means. Propp’s different variations to answering the call can be used as a background for better understanding why the hero answers the call, but this is not important in Campbell’s theories of mythology, as the most important part of the myth is the transformation of the hero.

When the call to adventure is answered, the hero journeys into the world in a quest for an improvement to his, hers or the world’s situation. He crosses the first threshold into the world with the help of “a protective figure […], who provides the adventurer with amulets against the dragon forces he is about to pass.” (Campbell, 2008, 57) In the case of The Hobbit the protective figure is Gandalf who helps persuade Bilbo to answer the call and protects him throughout the journey. The presence of the helper almost always signifies “the benign, protective power of destiny.” (Campbell, 2008, 59) 

When crossing the first threshold into the world, the hero is confronted with a “threshold guardian”. This guardian is an obstacle demonstrating two opposites (i.e. good and evil) “that crush the traveller, but between which the heroes always pass.” (Campbell, 2008, 73) In Snow White (1854), Snow White changes the huntsman’s plan to kill her through her natural kindness, which makes him put down his weapon and allow her to flee. Campbell argues that once this threshold is crossed, the hero disappears from the familiar world into the belly of the whale and is presumed dead or lost. (Campbell, 2008, 74) When the hero is presumed dead or lost, it is up to him to save himself, sometimes along with the world, by completing the trials that will meet him in the new world he enters.

According to Propp, the helper and threshold guardian seem to be tied together in the course of the trials, as the hero will be tested by a possible helper upon his entrance into the unknown world. This helper is referred to as “the donor”, who tests the hero in some way or aids the hero in his pursuit. (Propp, 1975, 39-50) In Campbell’s theory on myth, the helper and threshold guardian are often assigned different roles, whereas Propp seems to fuse the two together. The trials that are connected with the donor are the trials that lead the hero into a confrontation with the villain or a retrieval of a desired object. (Propp, 1975, 51-5) With both Propp and Campbell there are trials that have to be completed in order for the hero to return home.

The separation of the role of the donor into helper and threshold guardian suggests a need for structure in Campbell’s theory. This trait is a bit perplexing in Campbell’s theory, because it divides the role in order to create a structure within the tale, which is usually a trait seen in Propp’s theory. When looking at the function of the donor in Propp’s theories on myth, one usually finds a lot of structure in how the different actions and functions work within the folktale. The donor is able to assume many different roles and functions, which makes the character more flexible. The donor is able to help, challenge and threaten the hero, however, as it is more about the hero overcoming something in order to continue on his quest. Here, Propp and Campbell seem to switch perspectives, as Campbell’s theory becomes structured and Propp’s theory seems to be more concerned with the narrative function of the donor. Nevertheless, Campbell’s separation of helper and threshold guardian may work as a way of making it easier for the receiver to follow the story, because it is the receiver’s decoding of the message of the mythical story that is essential. Campbell has reduced the many functions of the donor, as presented by Propp, in order for the reader to keep up with the storyline. Whereas Propp presents the donor as a strong mould with many variations, Campbell simplifies it to make it less complicated for the reader. This shows that Campbell puts great emphasis on the importance of the reader’s understanding of the mythical tale, as the understanding of the journey and transformation is the most important part of Campbell’s theories.
The trials that the hero has to go through in order to return to his familiar world can be illustrated by the trials of Heracles in Greek mythology. Heracles killed his son in a state of insanity, caused by Hera, which caused him to seek penance through 12 trials Apollo had set for him. The 12 trials were completed and Heracles received penance, fame and immortality, which made it possible for him to return to his world in an improved state. The trials function as a part of the hero’s transformation, as the hero must overcome these obstacles in order to return to the known world transformed for the better.
This is the favourite phase of the myth-adventure. It has produced a world literature of miraculous tests and ordeals. The hero is covertly aided by the advice, amulets, and secret agents of the supernatural helper whom he met before his entrance into this region. Or it may be that he here discovers for the first time that there is a benign power everywhere supporting him in his superhuman passage. (Campbell, 2008, 81)
In this quote Campbell argues that this phase of the myth is the most interesting, because it tests the hero’s character as a champion of good. The trials are where the hero learns his lessons, which makes this phase an important part of a myth. Just as the hero is learning, so is the reader, and that causes an effect with the receiver of the message. Through the trials of the adventure a message is starting to take form, which only furthers the importance of this stage. Propp shows the same type of stages leading up to a solution to whatever problem has motivated the hero to go on the quest, because the hero acquires necessary help through the trials. From this I am able to argue that both the theorists ascribe importance to this phase of myth as well as folktale. The trials are what make up the pre-phase to the final phase where the moral of the adventure is revealed. 

The hero’s final trial, which has to be completed before he can return home, often requires him to slay a villain or obtain something in order to restore peace in the world. Both Campbell and Propp mention this in their theories, but they treat the subject of the villain differently. As I will discuss later on in the chapter “The Hero”, Campbell has a strong fixation on the villain as a father figure for the hero, whereas Propp simply treats the villain as an evil character that stands in the way of the hero. (Propp, 1975, 76-8) However, the conflicts with the villain have to be resolved in order for the hero to return home safely with his reward.

The Return

Towards the end of the myth, after all the trials have been completed and the hero has learned to master the world, the hero usually receives some sort of reward. Whether this is something tangible in the shape of a Princess or a life lesson, it usually boils down to a moral that the reader is supposed to take away from the story. Both Campbell and Propp places the solution to whatever problem the hero set out to solve at the end of the trials, as the hero finally faces the villain or the last trial in order to return with his reward.

According to Campbell, the hero receives “a life-transmuting trophy” at the end of his trials, which changes the life of the hero in some way. (Campbell, 2008, 167) I argue that if the hero manages to master the world by learning all that is to know about the unknown world through his trials, the hero can never return to his life as it was before his journey. This is why the reward is often something intangible, like a change that happens inside the hero, as is seen with Odin of Norse mythology. He sacrifices his eye in order to gain wisdom at Mimir’s well, which he naturally returns from with a new view on the world, but this also means that the world will never be the same to him. The reward can also be some sort of object or power that is able to restore a broken society to normal, when the hero returns with the reward. Propp agrees that the object attained is able to change the life of the hero, for example it might be “a magical agent (that) overcomes poverty”. (Propp, 1975, 54) However, Propp’s approach is applied in a broader sense, whereas Campbell seems to deal with a much deeper change within the hero, which I have discussed earlier in “The World Navel”.

Campbell argues that there is the risk that the hero does not wish to return, because he has found what he was looking for and wishes to go further into the unknown world. (Campbell, 2008, 167) This is more an exception to the rule, because the hero often returns to the known world, but the journey home can be turbulent. Sometimes the hero needs to flee after he attains the reward, because the powers he has defeated or tricked in order to attain the reward, may try to catch the hero and deprive him of the reward. This is referred to by Campbell as “the magic flight”, because the hero has to use some sort of magic in order to escape the powers that are chasing him. (Campbell, 2008, 174) Propp also argues for the possibility that the hero has to escape by means of some sort of magical aid or action. (Propp, 1975, 56-7) In Harry Potter and the Goblet of Fire (2005) Harry escapes Voldemort by using magic to release the spirits of the people recently killed by Lord Voldemort, which then in turn protects Harry and aids his escape. This is an example of an escape aided by magical intervention, but the hero may sometimes need to be rescued in order to return. The rescue of the hero happens, because the hero may be unable or unwilling to return to the world, but the world will always try to regain those that have left it. (Campbell, 2008, 178-179) Propp agrees with Campbell in that a rescue of a hero might be necessary (Propp, 1975, 57-8) and then he moves into how many different functions the hero’s return can have. 

The many different functions that are triggered by the hero’s return can cause actions that lead to a new quest, but the hero may also face a type of re-entry into the familiar world. Propp lists several ways in which the hero can be reinitiated into the familiar world again, which all deals with some type of change in the hero’s status. (Propp, 1975, 60-4) It is not directly stated, but it seems that the return signifies a change for the hero, which makes him able to re-enter society as either grown, married, a saviour or a vanquisher of evil. Similar to Campbell, Propp’s hero returns changed, and the change can make the return to the familiar world more difficult, because the hero may no longer fit into his familiar life. Campbell distinguishes the familiar and the unfamiliar as the divine and the human, but is aware that they are the same world.
The two worlds, the divine and the human, can be pictured only as distinct from each other – different as life and death, as day and night. The hero ventures out of the land we know into darkness; there accomplishes his adventure, or again is simply lost to us, imprisoned, or in danger; and his return is described as coming back out of that yonder zone. Nevertheless […] the two kingdoms are actually one. The realm of the gods is a forgotten dimension of the world we know. And the exploration of that dimension, either willingly or unwillingly, is the whole sense of the deed of the hero. (Campbell, 2008, 188)
The hero must be able to unite what he has learned when he was away with what he knows about the familiar world he came from, if he forgets either his return fails. (Campbell, 2008, 194) Knowledge of the two worlds and their connection makes the hero able to master them both, as he has passed between them. (Campbell, 196-7) Mastering this passage between both worlds can be viewed as a part of the hero’s journey towards adulthood, towards earning the position of “father”. However, Campbell argues that there is a need for the hero to justify the journey and the choices he has made. The hero may have been in battle where he had to defeat an enemy or stolen something from someone in order to attain his goal, which may have a destructive effect on the hero after his return. Campbell argues that the hero may feel guilty of the deaths he has caused, but he has to learn to reconcile “the individual consciousness with the universal will.” (Campbell, 2008, 205-6) The hero, who chooses to go on living, understands that there is a deeper meaning with life and death. As the theories of myth and folktale begins to contemplate the endings and morals of the stories, the differences between the two is mainly situated in Propp’s focus on the course of action and Campbell’s focus on the hero’s inner conflicts.

Woman in Myth

The female role in myth is often not that of a hero, but that of the hero’s source of happiness and triumph.
She is the paragon of all paragons, the reply to all desires, the bliss-bestowing goal of every hero’s earthly and unearthly quest. She is mother, sister, mistress, bride. Whatever in the world has lured, whatever has seemed to promise joy, has been premonitory of her existence […] For she is […] the soul’s assurance that, at the conclusion of its exile in a world of organized inadequacies, the bliss that was known will be known again […]” (Campbell, 2008, 92)
In this quote Campbell addresses the role of the goddess, which is the most common role that can encompass most female roles. To win the affections of a beautiful woman is often a part of the final reward for all the trials that the hero has overcome. Although this seems to be the most common role for the woman, Campbell also argues that woman, as an image of the mother, can have a malign side to her that frustrates the hero. There are four types which Campbell writes about; the absent mother, the punishing mother, the clingy mother and the desired mother. (Campbell, 2008, 92) The woman can hereby come to pose a threat to the hero through these different roles, but also the source of his happiness. The woman as a villain is called the temptress; however, the temptress does not have to be in the shape of a woman, but may just signify another trial in the shape of a temptation. (Campbell, 2008, 101) 
In Propp’s theory on folktale, he does not assign the same type of life altering knowledge to the relationship between the hero and the woman. By looking through the actions and functions Propp connects to the different stages of folktale, the woman is mentioned as a reward for the hero or the villain. When a hero marries a woman, she is often a princess whom, through marriage, will give him half the kingdom, and if she is not at princess, the price is just to be married. (Propp, 1975, 63-4) This role of the woman is often tied with a lack the hero sets out on a quest to rectify by marriage, as Propp argues that the motivation of the hero can be rooted in this lack or villainy within the tale. (Propp, 1975, 75-7) The woman may also appear in the shape of a villain, as a witch or an evil mother/sister, who will try to hinder the hero’s quest in some way. (Propp, 1975, 74-8) Propp does not analyse the female roles on the same level as Campbell, as he names her the source of all knowledge and happiness. However, the way that Propp positions the female role as being able to encompass both evil and good, it is clear that there is some significance to the role of the woman, but it is not something he directly addresses beyond the aforementioned roles. Campbell goes more into depth with what the role of the woman means for the transformation of the hero, as the entrance of the woman can symbolise the transition from boy to man.

The woman is referred to as the source of everything that is to know, therefore she is the life, which the hero will come to know and master. (Campbell, 2008, 97, 101) When the hero has come to know everything that the woman has to teach him, he becomes an adult and assumes the position of the father. This is reminiscent of the Freudian term of the Oedipus complex, where the child begins to feel an attraction towards the mother and hereby begins to view the father as competition. According to Freud, this crisis has to be resolved in order for the child to be able to have normal personal relations with his parents and also sexual relations with members of the opposite sex later on in life. Freud, 1994, 160-1) It is possible to view this type of hypothesis about myth as an expression of Freud’s psychoanalysis, because the hero assumes the role of the father after becoming aware of the woman and thereby his own sexuality. We will not dive further into the Freudian aspects of Campbell’s theories on mythology, but keep our focus on the theoretical characteristics of mythology.

Campbell argues that in myth, the male hero considers the father as a symbol of “future task”, and for the female hero, he is a symbol of “the future husband”. (Campbell, 2008, 115) The relationship with the father is linked with the separation from the mother, or a beginning of relating to the father.
[…]the father is the initiating priest through whom the young being passes on into the larger world. And just as, formerly, the mother represented the “good” and “evil”, so now does he, but with this complication – that there is a new element of rivalry in the picture: the son against the father for the mastery of the universe, and the daughter against the mother to be the mastered universe.” (Campbell, 2008, 115)
The shift in the relationship happens, when the child comes into adolescence, where he or she is supposed to assume the role of either mother or father themselves. The father or mother (or father/mother-figure) can function as a guide that teaches them all they need to know in order to assume the role of father or mother themselves. According to Campbell, this is an initiation that passes on the role of initiator from the father to the son or mother to daughter and changes the emotional relationship between the two. (Campbell, 2008, 115-116) After the initiation, the hero sees the world as it really is and has gained knowledge that he is to pass on to his own son. However, this is not done easily, as the hero has to sacrifice his innocence in the way that he has to open his mind to the reality of the world and all the terrors within it. With this realisation he is able to unite with the father and understand the world in its true form, as “he beholds the face of the father, understands – and the two are atoned.” (Campbell, 2008, 125)

When the father is no longer with the hero, Campbell suggests an apotheosis of the father figure. The father teaches everything there is to know about the world to the son, which puts him in the position of a god that is all knowing and wise. (Campbell, 2008, 131-148) This argument seems to centre in the position of the father as the head of the society in a given mythological tale, so when the father passes, the son has to assume his position. Therefore, it can be argued that when the father passes on, the son still looks to the memory of the father for how to act. Doing so can imply that the father is still present as the hero as the son may still look to him for guidance. In Shakespeare’s Hamlet, prince Hamlet’s father, king Hamlet, reappears as a ghost in order to guide his son in helping him get revenge for his death. Here the father has knowledge of the afterlife and the life on earth, which he passes on to Hamlet to try and help him. This is an example of an all knowing father that passes information on to the son, so he may make decisions that will help him on his path towards assuming the role of the father. In the next chapter I will elaborate on the relationship between the hero and the father or father figure, while uncovering the character of the hero.
The Hero

The character of the hero is essential to the development in the story as part of a mythology. It is to his or her transformation throughout the story that the receiver relates, which then makes the receiver learn something about life. After all the hero’s trials are done, the hero learns something, such as “You should not steal”, which is then absorbed by the receiver who has followed the hero through his or her trials.

In this chapter, we will abandon Vladimir Propp and his Morphology of the Folktale (1975), as Campbell’s take on the hero’s development from child to adult is more elaborate than Propp. Although, the theory surrounding folktale does concern itself with the motivation of the hero, it views the motivation more as part of what accomplishes the structure of folktale. Campbell concerns himself more with how the hero is transformed by the quest and what it means for his position in the mythological world. The signification of the myth lies in the receiver’s understanding of the message linked to the hero’s quest, as the transformation of the hero serves the purpose of educating the receiver in some way. This is what Campbell is concerned with, whereas Propp is concerned with the structure within the tale, which set them apart from each other. The transformation of the hero from boy to man is important in uncovering another layer in Luke Skywalker’s quest to free the galaxy from the empire. 

The childhood of the hero is often connected with a sort of miraculous birth, where the infant gains the powers that will benefit him as an adult. The place of birth is, for the hero, the navel of the world, from which the adventure begins and his presence sends a ripple effect through the world. (Campbell, 2008, 287) Campbell also argues that the human hero is predestined by the powers given to them as they are born, but are still relatable through their humanity. (Campbell, 2008, 274-5) Being able to relate to the hero, in spite of his possible supernatural powers, is important for mythology as stories to live by. If there is no relation between the receiver and the hero, then the moral of the story will not be received.

Joseph Campbell outlines many different types of hero that may be at work in the myth that are at work in our society. The hero as a warrior encompasses a battle for balance in the world, as the hero fights and defeats the evil of the world. The warrior hero is the key to the end for the tyrant, who holds back the development of the world, thus making the hero a “champion of creative life” in this role. (Campbell, 2008, 289-90) The hero may also be on a quest for a bride, which is the reward in this case, instead of restoring balance to the world. Between the hero and his reward, stands the parent or guardian, who may present the hero with a task in order to become worthy of their daughter or ward.
In stories of this pattern the parent is in the role of Holdfast; the hero’s artful solution of the task amounts to a slaying of the dragon. The tests imposed are difficult beyond measure. They seem to represent an absolute refusal, on the part of the parent ogre, to permit life to go its way; nevertheless, when a fit candidate appears, no task in the world is beyond his skill. (Campbell, 2008, 295)
In this quote Campbell shows that the hero’s journey and transformation is made possible because of destiny, but the goal is here to attain a wife. As mentioned earlier, Campbell argues that the hero will assume the position of the father, which is linked to attaining a bride and thereby becoming an adult. Compared to the role of the warrior hero, this role seems to concern itself less with the balance of the world, but it is rather a journey of self discovery for the hero. The role of the father is discussed throughout Campbell’s The Hero with a Thousand Faces (2008), where the role of the father is deeply connected to experience and knowledge. Campbell argues that the hero becomes the father when he gains knowledge of the world or knowledge about the woman, but sometimes the objective of the hero is to be united with the father.

In this case, the goal of the hero is to discover the father that he has never known. When the hero has conquered the trials and received the blessing of the father, he “returns to represent the father among men”. (Campbell, 2008, 296-7) Again, there is an emphasis on the role of the father, as the hero becomes the father by attaining the knowledge of the father. The father sets trials for the hero as part of the path into adulthood, much like rites of passage, where the father has to accept him as his son in order for him to return as the father himself. Campbell argues that the hero gains power throughout this journey, which can be used to rule as either an emperor or a tyrant. The new powerful role can be changed through circumstances or a decision to rule as good or evil. (Campbell, 2008, 297-8) This representative of the father can become the tyrant, which then has to be usurped from the position of power.

When this happens, Campbell instates “the hero as world redeemer” in order to solve the problem. The entrance of this hero means the slaying of the tyrant and releasing the energy that nurtures the world navel. Restoring balance to the world and reconnecting the bonds to the outside world that the tyrant had disconnected is done when the son slays the tyrant father. The tyrant can be represented as something other than the actual father of the hero, but nevertheless the confrontation between them is inevitable. Through the realisation that they are one and the same, once on the same path, the world must be reset through restoration of the balance. (Campbell, 2008, 299-303) In Greek mythology the titan Cronus was only made king by dethroning his own father, Uranus. Uranus helped create the titans, the evil counterpart to the Olympians, which is what makes him a tyrant ruler. Cronus would be so scared that his own offspring would dethrone him that he took the children from his wife, Rhea, and swallowed them, but she managed to save Zeus. Zeus then grew up to revolt against his own father and become ruler himself. Here, there is a good example of how this particular scenario may be constructed and how it becomes the son’s job to reinstate balance by killing the father. The arguments made by Campbell surrounding the hero and his rise to the position of the father, involves either acceptance by a father figure, killing of the father figure or the father guiding the hero in his life. As mentioned earlier, Campbell connects the relationship with a woman to the hero’s relationship with the father, which makes all his arguments deeply connected to the quest towards becoming the father.

If one, like Campbell, is able to make every enemy of the hero into a symbol of the tyrant father no matter the connection, the construction becomes easy to apply to every mythological story. However, by arguing that this structure is present in almost every mythological battle between the hero and his enemy, it is made clear that this is also a structure that one should be careful in applying. It is not the ultimate answer to every battle ever fought out in the mythological universe. Considering Propp’s theory on myth, the conflicts with the father is only present in a clash with the actual father, otherwise the evil character is simply an evil villain. Propp does not attach any fatherly relations to the conflict between the hero and the villain, unless the villain is actually the father of the hero, but is more concerned with the structure in the development of the conflict between good and evil. This is an alternative way of viewing the mythical tale as a series of functions that occurs in different, yet similar, patterns, which makes it possible to view the story on the basis of the narrative functions rather than viewing it as a journey towards atoning with the father. However, the relation between the father and the hero is relevant to my analysis of Star Wars, as the hero ultimately faces his own father in battle.

The hero can be transformed into a saint at the end of his journey, as Campbell argues that the hero may become, in gaining wisdom of the world, a saint that will leave the world and become part of the godly world. Learning the ultimate truth of the world, the all knowing hero is able to pass through the world and use what he has learned of the world, to become an immortal saint. Here, the lessons the hero has learned seem to have enough power to make him transcend the world of the mere mortals, which may be one way for the hero to transform after his slaying of the father or him becoming the father. (Campbell, 2008, 304-5) In the Chinese legend of Li Tieh-Kuai, the hero resists the temptation of a woman and money, for which he was rewarded with different powers by one of the eight immortals in Chinese mythology. He became a symbol of medicine, as he was known to cure people with the help of a magical gourd filled with medicine. This type of hero seems to help preserve the world by completing challenges brought to him by an immortal being and in the end he keeps the world balanced by helping the needy. This hero then assumes his place among the immortals, which can be seen as a way of uplifting him to the place of his challenger. 

When viewing the journey and transformation of the hero, Campbell sees the transformation of the hero as deeply intertwined with the father. Campbell’s concern with the father-son connection points in a Freudian direction, where the son wants to assume the father’s position, just like in the Oedipus complex. This will become relevant to my analysis of the original Star Wars trilogy, as the narrative is built around a battle between father and son. Another factor in my analysis will be the development of Star Wars as a modern myth that has a strong influence in today’s society. John C. Lyden, author of Film as Religion: Myth, Morals, Rituals (2003), discusses film as modern myths that mirror reality or rather the image of how reality should be;
That film narratives act this way should be clear; the world is claimed to be a certain way, and it is simultaneously claimed that it should be that way. The world is believed to be a place where good conquers evil, for example, as it tends to in all but the darkest of motion pictures (At least, those made in Hollywood). (Lyden, 2003, 45)
As Campbell’s theories are older than those of Lyden, it can be argued that this quote expressed how the myth is still present in our modern society, as an ideal portraying a reality that should be strived for. Star Wars has been remediated and referenced intertextually many times onto many different media platforms, which has only been made possible by a widespread understanding of what Star Wars is. Remediation is the development of new media based on an older medium in order to improve or elaborate on it (Bolter, 1999, 59), much like elaborating on one story by creating a new storyline that takes place in the same fictional world or are based on the events in the old story. This can be related to semiology, in the way that a text within a medium may use different signs to create meaning, which then is transferred to another through the use of the same semiology. (Bolter, 1999, 57) This theory can be used to create similar stories in different mediums, whereas intertextuality functions as bringing in a fragment of another text or narrative in order to facilitate a meaning or message within another narrative. Graham Allen, author of Intertextuality (2011), defines the term as one text borrowing meaning from another in order to generate a meaning, because the meaning has come to exist “between a text and all the other texts to which it refers and relates.” (Allen, 2011, 1) This can be seen in how other types of media borrows from Star Wars, e.g. when Brad Pitt’s character in Se7en (1995) uses a reference to Yoda in order to describe something about a serial killer. By saying that “just ‘cause the fucker has got a library card, that doesn’t make him Yoda”, he is using the reference to Yoda and the symbol of him as a wise man to illustrate that the serial killer is not smart. These types of intertextual references to Star Wars are common, either as parody or simply to borrow meaning, just like in Se7en (1995). These intertextual references to Star Wars are successfully done, because the trilogy is common knowledge in the modern society. There are those, who have never seen Star Wars, but are still able to know what it is all about, which can be due to it being remediated until a point where Star Wars has become a sign that represents certain values. In the following chapter, I will look into the mythical structure of Star Wars in preparation for a discussion of the remediation and semiology of the franchise. 

Star Wars as Myth

It is known that George Lucas was inspired by Joseph Campbell’s theories on myth, when he created Star Wars. In Adam Roberts’ book The History of Science Fiction (2005), George Lucas is mentioned as using Campbell’s theory on archetypes as presented in The Hero with a Thousand Faces. (Roberts, 2005, 280) It is further emphasised in Leah Deyneka’s article “May the Myth be With You, Always” (2012), where she names Campbell as a friend and mentor of George Lucas. (Deyneka, 2012, 31-32) Her reference is to the work The Power of Myth (1988), where Joseph Campbell confirms this relationship. However, the influence of Campbell’s theories in Lucas’s work is something that I will investigate in my analysis in order to establish the extent of his influence.
I will analyse the original trilogy in order to uncover how George Lucas may employ and deviate from Campbell’s theories on mythology in his creation of Star Wars. As I have established, Campbell’s theories are built around the transformation of the hero and the significance of the story as derived by the audience, in comparison with Vladimir Propp’s structural theories on mythology, which makes it possible to recreate the traditional myth. Arthur Berger, author of “Is Star Wars a Modernized Fairy Tale?” (2012), uses Propp’s theories in his own analysis of the mythical structure of Star Wars: a New Hope (1977), showing that the pattern still applies to modern narratives. (Berger, 2012, 16-7) This just shows the relevance of Propp’s theories in an analysis of the original trilogy and in relation to myth’s influence in modern society. Propp’s theories on myth are based on a structural approach to the functions of mythical folktales, which stands in contrast to Campbell’s more subjective approach to myth. In my discussion on myth, Propp has supplied an elaborate structure to myth, which can be used as a framework for Campbell’s subjective view on myth.
George Lucas has managed to employ Campbell’s ideas by taking the devices of traditional myth and using these in recreating it in the shape of a science fiction film. As mentioned earlier in this chapter, Leah Deyneka draws parallels in Lucas’ work on Star Wars and his relationship with Campbell, claims that;
(…) In modern times the archaic values of mythology don’t seem to have a place in society, at least until they are reinterpreted. The original Star Wars saga is modern mythology at its best (…). (Deyneka, 2012, 45)
The need for a reinterpretation is based in the modifications that the myth has undergone in modern society, as I will discuss later in the chapter “modern myth.” A new use of myth is found in its transformation into a discourse within advertising; however, the structure of myth has remained the same since the ancient myth, as seen in fairy tales, folk tales and religious tales. The myth of Star Wars has been repackaged as science fiction, but the structure of the myth remains the same, when looking at the pattern according to Campbell and Propp’s theories. The structure of the myth remains the same, but the myth has been given a more modern look, when it is presented through a science fiction narrative, such as Star Wars. Adam Roberts, author of The History of Science Fiction (2005), roughly describes science fiction as; 
(…) Stories of travel through space (to other worlds, planets, stars), stories of travels through time (into the past or into the future) and stories of imaginary technologies (machinery, robots, computers, cyborgs and cyber-culture). (Roberts, 2005, viii)
According to Roberts, by applying these to a text, one should be able to distinguish science fiction from other genres. By recreating the mythical tale as science fiction, Lucas was able to keep some of the mythical elements that normally reside in fairy tales. The story is able to retain some of the fantastic trademarks of the myth, such as the knightly sword in the shape of a lightsaber and the Force as a type of magic that is used by the Jedi, not unlike how a wizard might use it. In order for Lucas to keep these elements and create a mythical narrative perfect for the transformation of the hero, he had to move the narrative into a genre that would appeal to people and still work with some type of fantastic elements. As I will argue in the following chapter, Lucas employs some basic mythical elements from the beginning of the trilogy in the iconic intro of the films. 

In a Galaxy Far, Far Away

All the films in the original Star Wars trilogy start with the words; “a long time ago, in a galaxy far, far away”, which appear very similar to the common words heard in most fairy tales, “once upon a time in a land far, far away”. This is the first indication of mythical traits and by presenting the story in this way, the viewer will be able to adjust his or her expectations for the storyline. From this the viewer may begin to digest that this is a story that has some type of mythical quality to it, since Star Wars takes place in another time and in a different world much like other mythical tales. Star Wars takes place in space, in a galaxy with advanced futuristic technology, but by placing the plot in another galaxy in another time, it sets itself apart from the viewer’s tangible reality. However, it becomes relatable through the recognisable traits of mythology in the story, which we will look into in my analysis of the original trilogy. In Star Wars, the battle between good and evil is not what sets it apart, as it is an occurring theme in most narratives, but there are other traits that helps define Star Wars as myth. The use of magic, or rather the Force, is something that is usually only present in epic tales and the presence of wizards who utilised this magic, Yoda and Obi-Wan, furthers the mythical aspect of the plot. These few things seem as if they have been taken out of ancient fairy tales and recreated for a more modern audience, which is also the case with the mythical structure.
The universe of Star Wars goes much deeper than what the viewer is presented with in the movies, which has significance to the viewer’s understanding of the plot. Even before the last movie in the Star Wars trilogy had had its run in 1983, the universe of Star Wars was beginning to expand and would come to include television series, books, video games, toys, comic books and even spin-off movies. (Iskov,2010, 43-5) This meant an expansion into several other types of stories that took place in the same universe, which only puts an emphasis on the depth of the universe, as it is possible to base all this on this single universe consisting of different worlds and creatures on different planets in the same galaxy.

When looking at the universe of Star Wars, it is possible to draw on David Bordwell and Kristin Thompson’s ideas on the concept of story and plot. David Bordwell and Kristin Thompson are authors of Film Art: An Introduction (2001), in which they write about theories and terms that are able to assist in analysis of film both as art and narrative. In a cinematic narrative time and space has an impact on the development of different events throughout the movie, but also the recognition of the things that go on outside of the movie’s storyline. Bordwell’s definition of narrative is “a chain of events in cause-effect relationship occurring in time and space”, where events are identified and linked together by the actions and the reasons behind them. (Bordwell, 2001, 60-1) However, there is a need for the viewer to infer other events and actions that are not presented directly, but takes place outside of the plot, in order for a better understanding of the narrative. The term “plot” signifies everything that is visible and audible to the audience, whereas the term “story” signifies every event and action that is inferred or presumed by the audience. Some of the elements of “story” are explicitly presented in “plot”, which is where the two terms overlap each other, as they are both part of the same narrative. (Bordwell, 2001, 61-2 In the beginning of Star Wars: A New Hope (1977), right after the audience is told that this takes place “a long time ago in a galaxy far, far away”, there is an opening where the audience is given information via text flying through space.  The audience is placed in the middle of an intergalactic conflict through this text and does not need them to infer anything in the beginning of Star Wars: A New Hope (1977). However, as mentioned earlier in this chapter, the story of the galaxy in which the plot of Star Wars unfolds, expands further than just this plot, as there are other plots that take place in the Star Wars universe. 

Looking at the introduction with the text flying through space from a mythical perspective, this is what establishes the background of the myth and it gives background for the motivation of the hero. The similarities between the beginning of Star Wars and that of a fairy tale, implies that there is a strong relation to mythical tales. In order for the hero to venture out, there must be some kind of motivation that forces the hero to take action and this initial introduction to the universe has the function of alerting the audience to some of the motivation.

The separation of story and plot is viewed through the remediation of the Star Wars universe, as the audience is given access to more of the story world through other plots that are based on the same story. As mentioned in the beginning of this chapter, there are many different plots that have been created based on the Star Wars universe, which lets the audience infer the connection between these and the plot of Star Wars. The different plots that are all derived from the same story, gives the impression that there is a much larger story world that connects them all. The audience is able to infer that there is a species that is called “a Wookie” that resides on another planet in the galaxy, and they are aggressive in nature, which implies that there is a whole other story surrounding the Wookie. The audience accepts these things, because they become aware of an expanding universe, where there are other creatures, things and planets that are not necessarily presented directly in Star Wars. This is where the separation of story and plot is important, because the audience has become able to view the movies as part of a bigger universe. The different plots all refer back to the same story world, which hereby only expands further and seems inexhaustible. This expansion of the Star Wars universe is what makes it special, as the continuing expansion of the universe enables remediation into other plots in other types of media.

When viewing science fiction the audience is aware that they will be presented with concepts that do not exist in their own world and they accept it as a part of the genre. Christine Cornea, author of Science Fiction Cinema: Between Fantasy and Reality (2007), argues that science fiction is a defamiliarisation of reality, as science fiction makes the audience look at their own world from a distance by distinguishing their own reality from fiction. Furthermore, science fiction’s use of fantastic elements often results in the creation of bizarre worlds that exists outside of the rational reality.(Cornea, 2007, 2-3) The audience therefore knows how the genre works and is expectant of such creations, because the genre uses fantastic elements that does not belong in the known world. Accepting the existence of Wookies, robots, spaceships, etc. is possible, because the audience knows the traits of the genre.  The assumption that there is a story that started long before the plot of Star Wars and will go on long after is made on the basis of all the things that are implied to exist outside the plot of the trilogy. The world of the Ewok is one of the examples of how the story goes much deeper, as we are presented with a tribe that has existed a long time before the encounter with Leia. The audience accepts the Ewok as a part of the Star Wars universe, but it has existed before the plot of the movie. After the end of Star Wars: Return of the Jedi (1983), the Ewoks’ story continue in the two movies Caravan of Courage: An Ewok Adventure (1984) and Ewoks: The Battle for Endor (1985), where the Ewoks continue their story, but not as a sequel. Although the audience is typically aware that the lifespan of the characters does not end when the movie ends, these movies about the Ewoks are good examples of how the expanding story world of Star Wars works. The movies are two coherent plots that are derived from the same storyline which the plot of all of the coherent Star Wars-movies are derived from without being sequels or prequels. The movies about the Ewoks exhibit an unusual expansion of an already established story-world at that time in the way that the movies do not work as sequels, but as different stories that take place in the same story-world as Star Wars. It adds to the understanding of the Star Wars universe without involving the main characters of the original trilogy, which essentially makes it a remediation that improves the audience’s understanding of the story-world outside the narratives. Besides the movies about the Ewoks, many other plots are created on the basis of the expanding story world of Star Wars, where the audience’s acceptance of the fantastic elements are important for their further understanding of the depth of the Star Wars universe.

The understanding of the larger story world that exists behind the plot is shown through the different things and creatures that have a basis in other events and cultures on different planets. By addressing the nature of a Wookie, as a type of common knowledge, Han Solo helps the audience to infer the story that lies before, alongside and after the plot of Star Wars. It is things like this that indicate the story within the plot, and also opens up to the remediation into several other plots that plays out on different media platforms. The most iconic element of Star Wars, which is a common denominator in all the different movies based on the Star Wars universe, is the Force. In the following chapter I will look into the Force as an element derived from Campbell’s theory, but used in a more literal sense in the Star Wars universe. This is one of the most fantastic elements used in Star Wars, but in spite of the abstract approach that Campbell applies, they have managed to turn the power of the world navel into something concrete.
The Force as the World Navel

The Force is what gives the Jedi his power. It’s an energy field created by all living things - it surrounds us and penetrates us. It binds the galaxy together. (Obi-Wan Kenobi)
In this quote Obi-Wan explains to Luke that the Force is an energy that flows through the galaxy and is the source of the Jedi’s power, which can be related to the energy of the world navel. In Campbell’s theories on myth, he argues for the existence of a powerful source of energy in every mythological universe, called the world navel. This definition seems to be very similar to that of the Force, as it also flows through everything and is the source of both evil and good. The Force, as it is presented in Star Wars, is the power that enables the Jedi to fight evil powers, but it is also the source of the evil that tries to rule the galaxy. This is called “the Dark Side”.
Yes, the Jedi’s strength flows from the Force. But beware of the Dark Side. Anger, fear, aggression; the Dark Side of the force are they. Easily they flow, quick to join you in a fight. If once you start down the dark path, forever it will dominate your destiny, consume you it will, like it did Obi-Wan’s apprentice. (…) A Jedi uses the Force for knowledge and defence. Never for attack. (Yoda)
Here, Yoda illustrates how the Dark Side of the Force exists alongside with the good side of the Force, although the Dark Side is more easily accessed. The Force works in similar ways to the world navel, as it powers the two opposite sides of the same world and it grants the hero the strength to know which side to choose. The Jedi is essentially supposed to use the Force for good, as it in return will grant the Jedi strength to overcome evil. In Star Wars: A New Hope, the Force is a complex type of power, as John C. McDowell argues in his book The Gospel According to Star Wars;
Because the Force is portrayed as that which is ultimate, if it is power, then power is the ultimate truth of all things. Consequently, the battle between good and evil would be little more than a conflict between two ways in which one can choose to shape life. If the heart of the difference can be reduced to simply one of personal choice, or perhaps personal instinct, then there seems to be no moral or theological reason for preferring the good over the evil (…) (McDowell, 2007, 24)
This poses a problem to the depth of the narrative, because if Darth Vader had chosen to be evil just because he is evil, then narrative of Star Wars would have lacked impact as a myth. This is redeemed by introducing Yoda, who adds morality and responsibility to those who utilise the Force, which can also be seen in the quote above. The good and the bad side of the Force is one side of the same matter, but Yoda separates them by making the user responsible for the balance of the Force that sustains the universe. McDowell also touches upon the responsibility that comes along with the Force, as “all things and events are interconnected in some way in a complex way, and to exploit any aspect of that arrangement for one’s own gain, is to risk the delicate balance of life.” (McDowell, 2007, 29) The myth of Star Wars works because of this complexity of the Force, as the temptation of the Dark Side only works when there is a responsibility to it that can be disregarded by those who wish to use it for their own gain. The temptation lies in the gain and the evilness lies in the willingness to risk the balance of the well-being of all living things. This argument sets the Force apart from the world navel, as the energy of the world navel cannot be utilised in the same way. 

The energy of the world navel is an abstract thing that Campbell only addresses as a theoretic concept, as it is never made concrete in the mythological tale, whereas the Force is a concrete presence in Star Wars. The Force has a narrative function, as the characters are able to utilise and control it, but the world navel energy is simply a tool that helps explain the motivation of the hero and the effects of the world surrounding him or her. Looking at Campbell’s theory, the energy of the world navel should exist in all fairy tales, such as Cinderella, Rapunzel, etc., but it is never directly addressed in the same way as the Force. Adam Roberts argues that science fiction takes the magic in fantastic stories and converts it to science fiction by turning the fantastic into technology. (Roberts, 2007, x-xi) Here, turning the world navel energy into the concrete power of the Force can be seen as a way of turning the world navel from mythical trait into an element of science fiction. The Force is not turned into technology, but it is turned into something tangible that the characters can learn to master and use for either good or evil. I would like to argue that by applying the world navel energy to the narrative of Star Wars, it may have been made more concrete in order for it to fit the genre. Since science fiction is built around science and technology, where the aim is to establish facts and create, the abstract world navel energy is made concrete in order for this type of fantastic trait to function in a science fiction movie.
The Journey of Luke Skywalker
At the centre of the plot of Star Wars, stands Luke Skywalker as the champion of good, the hero who faces a journey towards adulthood. 
A New Hope

In the beginning Luke lives with his foster parents, his uncle Owen and aunt Beru, on a farm, but he wants to go to the Imperial Academy to train to become an Imperial pilot. However, he is held back by his foster parents, who seem afraid that the Force will affect him in the same way it did his father. Luke Skywalker begins his journey as a hero when he and his uncle acquire the droids, C-3PO and R2-D2, because R2-D2 carries the call to adventure in the shape of a holographic message of Princess Leia asking Obi-Wan Kenobi for help. As Luke takes the droids through the desert to see Kenobi, he has his first encounter with threshold guardians in the shape of Tusken Raiders. The hero can meet several threshold guardians up until the crossing of the threshold, which is also the case with Luke Skywalker. The encounter with threshold guardians only emphasises the call to adventure, when Obi-Wan Kenobi helps Luke pass them. Here, he embodies the role of the helper in Luke’s journey and when he asks him to come with him to aid Princess Leia, he presents a more explicit call to adventure. Obi-Wan assumes the role of the protective figure, as he aids the hero and provides him with knowledge of the Force, as he hands Luke his father’s lightsaber. Luke believes that he is needed at his uncle’s farm, which makes him refuse the call at first. According to McDowell, the refusal of the call is a testament to Luke’s strong morality, because an immediate acceptance of the call would have consequences for his family. (McDowell, 2007, 7) Since it is already known that Luke Skywalker embodies the mythical hero, he must act accordingly and be goodhearted, which his initial refusal only supports. However, besides the Tusken Raiders, Uncle Owen and Aunt Beru may also function as threshold guardians, as they are the cause for Luke’s refusal of the call. The act of refusing the call is a sign of Luke’s good morality, but his foster parents hinder him in going on his hero’s journey, and they ultimately have to be passed in order for him to answer the call. The death of Uncle Owen and Aunt Beru is the crucial factor to Luke altering his choice, since Luke finds their cremated bodies and as a result of this immediately decides to go with Obi-Wan, as there is “nothing left for [him].” 

The meeting with the different threshold guardians lead up to the hero crossing the threshold into the unknown world, where his trials will begin. The death of his foster parents by the hand of the Imperial storm troopers can be argued to be the crossing of the threshold, as there is no longer any reason for him to refuse the call after their passing. This event then pushes him out into the unknown world to fend for himself, which is much like what Campbell signifies as the crossing of the threshold. However, Leah Deyneka, author of “May the Myth be With You, Always” (2012), argues that their entrance into Mos Eisley marks their crossing of the threshold, as Obi-Wan uses the Force to deceive a group of storm troopers, who act as the final threshold guardians. Luke has accepted the call to adventure and leaves the familiar world behind as he enters Chalmun’s Cantina, which represents the dangerous and unknown world with all the strange creatures inside. The violent meeting with Ponda Baba is also an expression of the danger that lies ahead of them, where power is determined by force. (Deyneka, 2012, 34-5) Both arguments make sense in terms of Campbell and Propp’s theories on myth, but Luke does not enter an unknown world before he enters Mos Eisley. Although the death of Luke’s foster parents makes it impossible for him to return to the unknown world and therefore prompts him to answer the call, it can also be argued that their death is simply a way of removing them as threshold guardians. Also, in spite of Luke finding his home burned down by storm troopers, he has not yet had any interaction with the Empire. The first encounter with the Empire in the shape of storm troopers happens at the entrance to Mos Eisley, which hints at the upcoming conflict with the Empire. The storm troopers at the entrance to Mos Eisley are easily passed by the help of Obi-Wan performing his duties as the helper, as he aids Luke in his crossing of the threshold. According to Campbell, the helper aids the hero in his crossing of the threshold, which is why Mos Eisley seems to be the most valid threshold. As Luke answers the call, crosses the threshold and Obi-Wan makes a bargain with Han Solo, they are made completely unable to return to the familiar world, much like the cinematic “point of no return”. By entering Mos Eisley they have crossed the threshold into an unfamiliar world filled with many dangers, which Luke must now learn to cope with as the mythical hero.

It is important to note how Luke tends to be passive in some of the important stages of his hero’s journey. Luke refuses the call, because he feels obligated to his aunt and uncle, and after their death he answers the call, but it does not seem like there was any other choice to make. Obi-Wan is the one who uses the Force in order to gain entrance to Mos Eisley, while Luke sits idly by and simply follows Obi-Wan. This is only emphasised when they are in the Cantina, because it is Obi-Wan who takes action against Ponda Baba and the interaction with Han Solo is primarily done through Obi-Wan. This passivity of Luke Skywalker renders him less nuanced as the mythical hero, as he seems to just follow his helper through the different stages of the journey. He never actually defeats any of the threshold guardians, but it is all done for him, rendering him passive in the first part of the movie.

They meet the dubious character of Han Solo, a self-absorbed smuggler, and his bad-tempered Wookie companion, Chewbacca. Obi-Wan makes an offer to pay them a lot of money to take him, the droids and Luke to Alderaan, which Han quickly accepts. Afterwards, when Han is left alone in the Cantina, he is confronted by Greedo, a bounty hunter sent by Jabba the Hutt, whom Han owes a lot of money. This is a further indication of Han’s dubious character, and as he shoots Greedo without a warning, it only emphasises his position further. However, shortly after he helps Luke and his companion escape a group of storm troopers on-board the Millennium Falcon. In comparison, Han stands opposite to Luke as a morally condemnable character that the audience can have some trouble establishing as helper or villain. The audience begins to worry about the journey, when it is revealed that they are dependent on Han to travel to Alderaan. 
The audience learns that Darth Vader and governor Tarkin are threatening to destroy Leia’s home planet of Alderaan, if she does not reveal the location of the rebel base, but in spite of her cooperation they destroy it anyway. Aboard the Millennium Falcon, Obi-Wan is working as the supernatural helper, as he teaches Luke how to feel and use the Force. Obi-Wan feels “a great disturbance in the Force”, which is quickly revealed to be caused by the destruction of Alderaan. The destruction has caused an imbalance in the Force, because the Dark Side has gained an advance in destroying a solely peaceful planet. As I discussed earlier, the Force can be viewed as a concrete interpretation of the world navel, which again bleeds into the Force. One of the traits of the world navel is the balance between good and evil, and when the evil energy becomes dominant, the mythical hero must take action to reinstate the balance. The disturbance works as a way to point our hero towards the problem that is causing the imbalance, which becomes clear as they reach their destination. As they come nearer, they see the Death Star is hovering ominously at the spot where Alderaan used to be, when the Millennium Falcon is caught in the Death Star’s tractor beam and drawn into its port. It is clear that the Empire is the thing that causes the imbalance in the Force, which means that the hero must now create balance by defeating the Empire.

Luke and Han manage to steal two storm trooper uniforms, which enables them to infiltrate the Death Star in search of Leia. Han becomes reluctant to continue their quest, but due to Han’s mercenary character, Luke is able to persuade him by claiming that Leia will give him a reward. The rescue is the first trial for Luke, which is in keeping with the mythical quest to save the Princess in distress. Both Propp and Campbell mention the woman as something that must be sought after and won in some way, which the narrative of Star Wars: A New Hope seems to follow, as Luke is on a quest to rescue the Princess. In a traditional fairy tale there are certain expectations of their relationship, as one of the common perceptions is that the hero and the Princess inevitably fall in love. When Luke embarks on the journey to save the Princess, the audience expects the same of this relationship, but here Princess Leia goes against the expectations. Princess Leia deviates from Propp and Campbell’s idea of a woman in need of being rescued by the hero, as she immediately takes charge of her own rescue upon Luke opening her cell door. Looking at Princess Leia’s role from a historical perspective, her role as a strong woman emerges during the last years of second wave feminism in America. Her role portrayed a strong woman that clearly makes her own choices unconcerned with what is expected of her role as the Princess in distress. I do not think that Lucas intended to make a statement about feminism, as Leia may rather have been a product of contemporary society. Due to Lucas drawing inspiration from Campbell, he may have wanted her to be the typical damsel in distress, as she is a representative from the peaceful planet of Alderaan, where they do not even have weapons. However, she does not shy away from using force in the quest for peace, as we learn throughout the original trilogy. She is the only female protagonist among a number of male protagonists, which means that she would have to assert herself as a hero on the same level as her male companions. This is also seen when the storm troopers have them cornered and Leia blasts a hole in the wall, allowing them to escape through a garbage chute down to a trash compactor.

Leah Deyneka relates this event to Campbell’s theory on the belly of the whale and argues that Luke and his companions’ entrapment in the trash compactor is an expression of the hero disappearing further into the belly of the whale, where they are presumed lost. By escaping, she claims that the characters experience a type of rebirth, as Han Solo and Chewbacca emerges as changes, when they, with no regard for their own safety, manage to distract the storm troopers, so that Luke and Leia can escape. (Deyneka, 2012, 36) According to Campbell, the hero may go out into the world and become lost in the unknown world, where he has to save himself by completing the trials presented to him. I agree with Deyneka, that when Luke, Leia, Han and Chewbacca become trapped in the trash compactor, they are at a point where all hope seems lost, but when they overcome this trial, they emerge ready to complete the trial of saving the Princess and themselves. There has been a type of transformation, which could be called a rebirth, as they come close to being crushed to death as the walls close in around them. This is a trial in itself, as the hero’s journey is dependent on the hero overcoming his fall into the belly of the whale, because Luke experiences a change that puts him on the path towards transformation.

When they emerge from the trash compactor, they have been changed, as if they now have become more accepting in viewing the unfamiliar world they have entered. Escaping the trash compactor, Han has become more involved with their cause as he sacrifices himself to help Luke and Leia escape by distracting the storm troopers. The worries that the audience may have had regarding Han Solo are not as prominent after he makes a sacrifice for a cause, suggesting that he now has invested himself in spite of his earlier fixation on money. Furthermore, the relationship between Leia and Han begins to develop through their romantic banter, which continues throughout the original trilogy. The change in Leia is more difficult to detect, but she does begin to care for Luke and Han after their escape. According to Campbell, one of the ways that the hero can be transformed occurs when he gains knowledge of the woman and thereby is able to assume the position of the father. When they emerge, both Luke and Han are put on the way towards gaining knowledge of the woman, Leia, which will develop throughout the trilogy. Also, it would seem that Luke has left his passivity behind in the belly of the whale, as he now leads Leia away from the action. They have all changed in the way that they have become more connected to each other and to the same cause, which is not apparent to Han yet but will become so later, when he helps Luke destroy the Death Star. I agree that there is a shift in the characters that show, when they emerge, as their experience of surviving nearly being crushed have bonded them all together, which is also what causes Han to act to save Luke and Leia. 

Another important event transpires shortly after their emergence from their disappearance into the trash compactor, as Darth Vader has sensed Obi-Wan’s presence, and he confronts him. Darth Vader kills Obi-Wan in a duel with lightsabers. As Darth prepares to give the final blow, Obi-Wan says;
You can’t win, Darth. If you strike me down, I shall become more powerful than you could possibly imagine. (Obi-Wan Kenobi)
The death of Obi-Wan is followed by his apotheosis, as he is able to speak to Luke from beyond and travel between the world of mortals and immortals. This is seen throughout the original trilogy, when he continuously appears to give Luke advice on his hero’s journey. According to Campbell the apotheosis can be achieved through a hero’s transformation, but Obi-Wan is not the obvious hero of Star Wars. However, it is possible to argue that since Obi-Wan has assumed the role of the protective figure, he can also function as a father figure, since it is he who teaches Luke about the Force. Obi-Wan’s transformation as a hero has ended, and he has now assumed the position of the father, as he has functioned as a father figure for Luke. When Darth strikes him with his lightsaber, and Obi-Wan vanishes into thin air, he has transcended the mortal world into the status of an immortal saint. This fits Campbell’s theory on the hero’s uplifting to the status of saint, after having gained the knowledge of the father and thereby having become the father himself. In Propp and Campbell’s theories, there is only one hero, but Lucas has chosen to use an ensemble of heroes, where each character is on a hero’s journey, and they all come together in the battle against evil.

Lucas shows a divergence from Campbell’s pattern, as there are more heroes than just one and therefore several other journeys than just Luke’s. Obi-Wan’s self-sacrifice marks the completion of his transformation and the beginning of Luke’s, which opens up the possibility for more heroes within the same plot. This is different from the patterns presented by both Propp and Campbell, as they consistently only work with one hero in their mythical patterns. It would not be acceptable to their patterns, as it is uncommon for multiple heroes to appear in a mythical tale. By creating a narrative with several heroes, it shows that the role of the hero as well as the transformation is achievable for anyone. In Star Wars, there is a great divergence in the way that the role of the hero is shared by several characters, whereas Campbell only focuses on one hero. The mythical journey towards conquering evil is dependent on the actions and transformations of all the characters involved, e.g. the way that Han Solo has to change into a hero in order for the mythical journey to transpire. In the chapter “Filmanalyse” (2009), Helle Kannik Haastrup argues that it is important for the audience to get involved with the characters, otherwise the premise of the movie might not come across. For the audience to get involved with the character, the character has to live up to the audience’s ideal person, which will then lead to emotional involvement. (Haastrup, 2009, 241-2) The involvement is important for the narrative, but since there are several characters in focus here, then there has to be an involvement with all of them in order for the narrative to have impact as a myth.  Having several heroes instead of one means that the audience has to become involved with several characters at the same time, which may seem to be complicated and inconvenient. However, the narrative of Star Wars may be borrowing from another popular type of narrative, the fantasy novel. Since I am working with the mythical structure in Star Wars, it is not a far stretch from one type of myth to another. George Lucas may have been influenced by the books of his teen years, such as J. R. R. Tolkien’s Lord of the Rings (1954-5) and C. S. Lewis’ Chronicles of Narnia (1950-6).  Both Tolkien and Lewis have several characters in one narrative, which works in the way that they work towards a shared goal. Since these novels have been popular years before Star Wars came out, it is possible to argue that the involvement with several characters is not uncommon for an audience. Judging by the success of the original trilogy, there seems to be no problem with getting involved with several characters working and growing individually, while also collaborating against a common threat. The different characters all experience their own hero’s journey, but they are all connected towards one common goal to restore balance to the Force by destroying the Empire. It is therefore possible for Obi-Wan Kenobi to function as a hero on the same level as Luke Skywalker without damaging the audience’s involvement in the character.

Obi-Wan is able to guide Luke from the beyond as a type of ghostly presence in connection with the Force and that makes it possible for him to aid Luke even better than before. From a Freudian perspective, Obi-Wan can be seen as a part of Luke’s subconscious where he works as a fatherly guide that gives Luke advice on his journey. Obi-Wan becomes a presence that Luke is able to interact with, but in the eyes of Freud the subconscious is something intangible that is out of reach for the character. As I have mentioned earlier, the science fiction genre has a tendency to take abstract concepts and make them into something concrete. Obi-Wan appears as a ghostly presence that interacts with Luke, because his presence as subconscious guide has to be made tangible in the world of science fiction.

The presence of Obi-Wan also changes Luke, as he becomes better at controlling the Force through the help of the subconscious Obi-Wan and through this he is able to destroy the Death Star at the end of Star Wars: A New Hope (1977). At the end of this movie, the journey has just begun for Luke Skywalker, as there are more trials ahead of him in the next movie, where Luke’s journey continues to follow Campbell’s pattern. However, the first movie sets itself apart from the others in that it is able to function as an independent journey, as the ending shows that Luke is able to vanquish evil and in a way is able to atone with the father figure that is Obi-Wan Kenobi, as he is now part of Luke’s subconscious. Although the hero’s journey seems vague and less elaborate in comparison with the following movies, it does come full circle in the first movie. This can be viewed as an expression of the doubts at the beginning of the trilogy, as the continuation of the trilogy was dependent on the success of the first movie. Therefore, Luke has managed to complete a transformation into a young aspiring Jedi, and if the trilogy had never been completed, it may seem that Luke has learned to master the Force. Practically this may have been a clever strategy, because Geroge Lucas would be unable to predict the success of the first movie, making it possible to make a complete trilogy. As Luke uses the Force to blow up the Death Star, the audience may interpret that as him assuming the place of Obi-Wan, emphasising the atonement with the father and the completion of the hero’s journey in Star Wars: A New Hope. This is further recognised, when Leia rewards them all with medals, as they have restored the peace and from a mythical perspective, this marks Luke’s return to the known world.
The second movie starts up where the first journey of Luke has left off, creating a more elaborate and detailed hero’s journey by adding to it. Lucas creates a more complete representation of Campbell’s theories on mythical structure in the shape of Luke’s journey in Star Wars: The Empire Strikes Back (1980) and Star Wars: Return of the Jedi (1983). By creating a successful story, Lucas was given the means to create two more movies, but that meant that he had to restart the myth in order for it to follow Campbell’s pattern. Since the first movie contained a completed hero’s journey, it was necessary to go through the same pattern again in Star Wars: the Empire Strikes Back (1980) and Star Wars: Return of the Jedi (1983). 

The Empire Strikes Back
Star Wars: The Empire Strikes Back (1980) restarts Luke’s journey, as he has already completed one in the first movie, which then required that the journey would start over. In The second movie the Empire is also revived to reinstate the imbalance in the Force and the mythical journey is recreated with greater detail than in the first movie. Luke is able to continue his training in controlling the Force with the help of Yoda, who will help him get ready for the final confrontation with the Empire. The conflict of the last two movies is centered on Luke and his biological father, Darth Vader, which is a direct portrayal of Campbell’s notion of the atonement with the father.

The second movie opens up on the ice planet of Hoth, where Luke, Han, Leia and the rest of the companions have joined the rebellion. Luke becomes lost in the ice desert, where his mythical journey is restarted by a new call to adventure put forward by an apparition of Obi-Wan. Obi-Wan appears as a herald that urges Luke to continue his journey and travel to the Dagobah system, where Yoda will teach him more about the Force. The rebellion is attacked by the Empire, and they are forced to evacuate the planet, where Luke and R2-D2 travel to the Dagobah system in search of Yoda. Since Luke’s journey has been restarted, there is also the need for a new helper, as Obi-Wan has been elevated to the status of an immortal saint. Yoda may work as an extension of Obi-Wan, as he continues Luke’s training and aids him on his road to becoming a Jedi knight. The first impression of Yoda is that of a small mysterious creature, and it is unclear what his intentions are, as he seems a bit threatening in appearance despite his size. The character of Yoda differs from Obi-Wan in the way that he is not in any way a father figure to Luke, which is seen in his reluctance to take Luke on as an apprentice. Yoda’s refusal to train Luke may point toward Yoda as a threshold guardian that Luke must pass in order to continue on his journey.

Upon Luke’s landing on the planet of Dagobah, he is met by a foggy swamp infested with strange creatures and overgrown with plants. Leah Deyneka compares the Dagobah system to that of the enchanted forest in a fairytale, as the system is a sanctuary of nature, and argues that Luke’s entrance to this dreamlike world is a crossing of the threshold. (Deyneka, 38-9) Luke has crossed the threshold into an unknown world with strange creatures and mysterious forests, which fits into Campbell’s theories on the beginning of the hero’s journey. Campbell states that once the threshold is crossed, “the hero moves in a dream landscape of curiously fluid, ambiguous forms, where he must survive a succession of trials.” (Campbell, 2008, 81) This fits with Luke’s entrance into Dagobah, just as Deyneka argues, marking the crossing into an unknown world according to Campbell’s mythical pattern. The swamp has many similarities with the dreamlike world that is described by Campbell, which establishes that he is standing on the threshold. As mentioned, he must first pass Yoda by convincing him to take Luke on as an apprentice, and then Luke must train with Yoda, before being able to return to the familiar world.

Luke is taught the most important lesson in the tree cave, where he faces the Dark Side of the Force in the shape of Darth Vader. Yoda urges him not to bring his lightsaber, because inside the cave there is “only what you take with you” (Yoda), however as Luke’s trust in the Force is not yet established, he takes the lightsaber with him anyway. His bringing the lightsaber with him is a sign of aggression, which is one of the characteristics of the Dark Side. His action is an indication of Luke’s difficulties in completely rejecting the Dark Side and the inner conflicts as a result thereof. His experience in the cave can be viewed as an expression of the Freudian subconscious, where the suppressed emotions and events reside. (Thielst, 1978, 41-2) The cave only contains what you take with you, which suggests that what he finds in the cave is the suppressed thoughts in Luke’s mind. What he is presented with in the cave is hinting at a connection between Vader and him, but it is something hidden in his subconscious as a suppressed memory. The Freudian undertones in this event only emphasise the presence of Campbell, as I have compared Campbell’s theory on atonement with the father to the oedipal phase in Freudian psychoanalysis. Luke confronting his father in the cave of the subconscious shows that he is on the way to completing his journey and become transformed by atoning with the father. It can also be simplified by looking at it as a reaction to his own fear, which leads to a mistake, because when he brings in the weapon expectant of hostility, he is met with just that. 

Even though Luke is advised otherwise, he acts on the impulse of his fear, and he is punished by this. Within the cave he faces Darth Vader and manages to cut off his head, but only to reveal that the face of Darth Vader is his own, which indicates a connection between the two. Deyneka argues that this confirms one of Luke’s fears, that the Dark Side of the Force is a part of him. (Deyneka, 2012, 39) As the Force encompasses both good and evil, this can be seen as a necessary realisation for Luke in order for him to resist the Dark Side of the Force. In Campbell’s theories, he discusses the hero as tyrant, because the hero may also turn evil and become the tyrant that a new hero must vanquish. (Campbell, 2008, 297-9) This fits with how Luke has to stay on the good side of the Force, however tempting it is to give into the Dark Side, because otherwise he will become a tyrant like his father. Luke Skywalker becomes his own enemy in the fight against the Dark Side, because he has no control over his feelings, including the feelings associated with the Dark Side. It may also be a representation of the temptress that tries to tempt him to stray from his destiny. A more obvious connection is of course that of father and son, because the relationship between the two has a great deal of importance to the understanding of Star Wars according to Campbell’s ideas on mythology. However, this is still unknown to the audience and Luke, which is why this event first seems to symbolise the Jedi’s connection to both good and bad in the Force. There is a double function in the events that transpire in the cave, as it shows how the Force is both evil and good. It is a symbol of how he must accept this fact in order to resist the Dark Side, but later it becomes more than that. Lucas uses the scene with the cave to show a connection between Luke and the Dark Side, and then later the connection is cemented in the revelation of Darth Vader as Luke’s father. The action in the cave is a foreshadowing of what is to come, but the audience does not know that until later, which only adds to Luke’s conflicted feelings about the Dark Side. 
Luke’s departure from the Dagobah system is instigated by Luke sensing that his friends are in danger, which he cannot ignore as the hero. However, Yoda encourages him to stay and finish his training, as Luke only risks the possibility of restoring balance to the Force by leaving without being ready. In spite of how Luke’s wish to depart from Dagobah to save his friends can be seen as expected from the mythical hero, Yoda still thinks that he is jeopardising their lives even more by going. Luke is a slave of his emotions, which are also what puts him in danger of giving in to the Dark Side, as this new call to adventure becomes a temptation that he must resist. Although Yoda warns him of this, he still departs from Dagobah to save his friends and therefore he actually fails in his Jedi-training with Yoda. Luke arrives in Cloud City too late to save Han Solo, but he makes it in time to confront Vader, allowing Leia and the others to escape. This confrontation between Luke and Vader has a great importance to the mythical pattern of the trilogy, because the tyrant of the tale reveals himself to be Luke’s father, after cutting off Luke’s hand, which will later to replaced by a robotic hand. He makes a daring escape from the confrontation, as he is able to contact Leia through the Force, securing his rescue. From a mythical perspective, this occurrence marks a beginning transformation for Luke into adulthood, which is clearly visible as he emerges as a more mature man in Star Wars: Return of the Jedi.
Return of the Jedi

In the beginning of the third and final movie, there is no call to adventure, because the two last movies are more coherent in their mythical structure, as discussed earlier in the chapter on “A New Hope”. When the movie opens up, Luke Skywalker is continuing on the road of trials towards his transformation, because the mythical pattern is simply picked up where Star Wars: the Empire Strikes Back left off. It is also revealed that there is an impending conflict, as the Empire is constructing a new Death Star. The revival of the Death Star means that it has to be destroyed again, setting up the plot to repeat itself from the Star Wars: A New Hope (1977). The repetition of the conflict may be a way for the two last movies to emphasise the conflict between the hero and the father, which then underlines the mythical structure of the original trilogy.

Luke and his companions are on a quest to rescue Han Solo from Jabba the Hutt. After the droids have failed in their attempt, and Leia has failed at hers, Luke arrives at Jabba’s palace as a changed man from when the audience last saw him. It is suggested from Chewbacca’s short conversation with Han in Jabba’s prison that Luke is now a Jedi knight, which Han only dismisses as Luke having “delusions of grandeur.” This conversation functions as a way of informing the audience of what has transpired between the plot of Star Wars: the Empire Strikes Back and the plot of Star Wars: Return of the Jedi.
 However, when Luke enters Jabba’s palace, it becomes apparent to the audience that he has gone through a change, as he easily manages to gain entrance to the palace.  He is in better control of his powers, as he is now able to neutralise Jabba’s guards through the power of the Force, and he seems confident in his new powers in front of Jabba. From the second to the third movie, it is clear that Luke has undergone a transformation after the confrontation with Darth Vader, as if the truth has matured him into a true Jedi knight for the final part of his journey. The time gap between the two movies can be seen as a part of the journey, as the audience may be able to infer that Luke overcomes more trials in order to achieve maturity.

Jabba the Hutt can be viewed as the mythical dragon that holds the Princess in captivity, which is made literal by the chaining of Leia to his throne. Leah Deyneka argues that Jabba is “a modern interpretation of the Dragon” as he “hoards treasure and captures maidens.” (Deyneka, 2012, 41) The appearance of Jabba is also dragon-like, as he is massive, covered in reptilian skin and has a long tail, which only gives strength to the idea of him as a representation of the mythical dragon. By putting Luke up against a type of dragon, his role as a mythical hero is further enhanced for the audience. When Luke confronts Jabba and threatens him not to underestimate his powers, then Jabba sends him through a trapdoor into a dungeon. Here, Luke stands to face the terrifying Rancor, which could be argued to work as an extension of Jabba as a dragon. Luke overcomes this trial by tricking the enormous beast and finally crushing it underneath a massive door.
By overcoming this trial, Luke has shown that the enormous and frightening monster is no match for him, since his powers have increased significantly. This only angers Jabba more and he immediately sentences them all to be executed by throwing them into the Carkoon pit, where they will be slowly digested by the horrific Sarlacc over a period of thousand years. Once again, Luke remains confident in his own powers and gives Jabba a last chance to let them go, which he still refuses. After Jabba’s refusal, a fight breaks out between Luke accompanied by his allies and Jabba the Hutt, which can be seen as a fight between good and evil. The fight between the two sides is a thrilling action sequence that also functions as a way to highlight the development of the characters in the gap between the second and third movie. In mythical tales the dragon is usually slain by the hero, but in this tale, Princess Leia manages to kill her own captor by choking him with the chain attaching her to his throne. In spite of Luke saving Leia from Jabba’s ship, it is still unusual behaviour for the Princess in a mythical perspective, which I will address later in the chapter “Princess Leia”. By starting the third and final movie of the trilogy with a trial like this, it is to show how Luke has developed during the time that has gone by between the two movies, as a way of establishing his position as the strong hero. After the trial is completed, Luke departs for Dagobah and the others return to the rebel base with a rescued Han Solo. 

Upon Luke’s arrival at Yoda’s home in the Dagobah system, he discovers that Yoda is sick and dying at the age of 900. Luke is unravelled by this, because he still feels that he needs more training, to which Yoda replies that he has learned everything he needs. Yoda then points out that the only way that Luke can finish his training as a Jedi is to confront Darth Vader, the tyrant father. Yoda points out that Luke was not ready to confront Vader and learn the truth about his heritage at the end of Star Wars: the Empire Strikes Back, but now it is the final trial, before he can complete his transformation into a Jedi knight. Yoda seems to know that the confrontation of the father is what is required for Luke to complete his transformation as a mythical hero, just as Campbell argues in his theories on myth. The end of a myth is usually signified by the hero slaying a dragon and saving a Princess, but since this is done with the dragon Jabba the Hutt early in Star Wars: Return of the Jedi (1983), it is unclear how the confrontation with Vader fits into the structure. In a normal mythical structure the dragon would be the final trial for the hero, but here it simply works as a way of establishing that the story is on its way towards resolution of the conflict. Since Luke never actually has a romantic connection with Leia, it is important for the mythical structure that Luke atones with his actual father in order to assume the position of the father. Therefore, the confrontation with the dragon as Jabba is a mythical formality that points towards the impending restoration of balance to the Force.
Furthermore, Yoda tells Luke that the Force is particularly strong with his family and that “there is another Skywalker”. Yoda then dies and evaporates into thin air, as he becomes one with the Force, just as Obi-Wan did. The conversation with Yoda makes it clear, what needs to be done in order for Luke to complete his transformation, cementing Campbell’s theory on the atonement with the father. This phase of the myth must be completed in order for Luke to become a Jedi, just like his father was before him. However, the conversation with Obi-Wan’s apparition outside Yoda’s hut portrays Luke’s refusal to destroy Vader, as he mentions the possibility of another Skywalker. The revelation that Leia is his sister gives Luke something to fight for in the shape of a family, which is why he chooses to confront Vader himself and spare Leia. The romantic relationship between Luke and Leia is now impossible, rendering Luke oddly asexual for a hero, having to achieve atonement with the father without any indication of him becoming a father himself. The only knowledge of the woman that Luke gains is that of a sister, which is what prompts him to try to save his remaining family by confronting Vader. When he initially left Tatooine, he lost the only family he knew, and now his only hope of restoring it lies with the confrontation of Vader. The divergence from the mythical structure, where here the woman falls in love with the helper, and the hero, Luke, remains asexual in this, is due to the multiple characters in the narrative. As mentioned earlier in the chapter “A New Hope”, Lucas seems to use an ensemble of heroes that have their individual journeys that all come together in one complete mythical structure.

Before this is possible, he has to reunite with his friends on the rebel spaceship and decide on a plan of action, as the completion of the new Death Star is at hand. Their plan to destroy the Death Star is that they will disable the protective shield, which is powered by a small bunker on the forest moon of Endor. Lando Calrissian will lead the attack on the Death Star, leaving it up to Han and the others to disable it in time for the attack. This final battle will be the final trial for many of the characters and mark the completion of their transformations. They plan to sneak by the Death Star by using an Imperial shuttle, but as they pass Vader is clearly able to sense Luke. However, he lets them pass, showing Darth Vader’s inner conflict with going against his own son and trying to turn him over to the Dark Side. Upon his arrival to the Death Star, the Emperor senses that Vader wants to confront Luke, which to the audience could indicate some conflicted feelings. Although Vader exhibits a desire to be united with his son, he only thinks that that is possible if Luke gives himself over to the Dark Side. This shows his desire to be with his son, but because he is so deeply influenced by the Dark Side, he knows that it will be difficult to fulfil that desire. Furthermore, it is clear that Darth Vader senses Luke as he and his companions pass the Death Star in an Imperial shuttle, taken to disguise their presence. However, Vader does not reveal that Luke is on the shuttle, which can be partly due to the Emperor’s advice, but it can also be due to Vader’s conflicted feelings surrounding his son. Here, the villain Darth Vader diverts from the mythical tyrant, as the audience get emotional insight into Vader’s conflict. In traditional fairy tales, there is not any insight into the feelings and thoughts of the villain, but here the audience is allowed to share the villain’s perspective. By viewing the conflict through the eyes of the villain, it will be easier to comprehend the development of Darth Vader, as he faces his own son in battle.

Luke and his companions land on Endor, where Leia and C-3PO will help the group befriend a tribe of Ewoks, which will become valuable in their final battle against the empire. As the group enjoys the company of the Ewoks, Luke steps outside and Leia follows him to learn what is wrong. Luke answers by telling her that Vader is his father and that Leia is his twin sister. Uneasy about the upcoming confrontation, he tells her that she is strong with the Force as well and if he fails, she will be the last hope. Luke still insists on trying to redeem Vader just as he has done in the conversation with Obi-Wan earlier, and as Luke and Leia part it is unclear whether they will ever see each other again. This is the final part of Luke’s journey and just like Campbell’s hero of a thousand faces, so is Luke off to face his father for the final confrontation. Luke goes into this confrontation with the hope of turning him back to the good side and thereby reconciling with him. The character of Darth Vader is described as being “more machine than man” by Obi-Wan Kenobi, which hints at Vader’s loss of humanity, when he gave himself over to the Dark Side. However, as John C. McDowell argues in “From Sky-walking to Dark Knight of the Soul” (2012), Luke still has hope for his father’s redemption and as a Jedi he assumes the responsibility for his father, because anything else would be against the Jedi way. (McDowell, 2012, 161) Luke’s dedication to the ways of the Jedi is apparent in his final confrontation with Vader, where he must overcome the temptation of the Dark Side and redeem his father. In spite of Luke’s hope that there is still good in his father, Darth Vader is persistent in his beliefs and turns him over to the Emperor. However, it is important for Luke to stay on the path of the Jedi and believe in the good in his father, which is how Luke will ultimately become atoned with his father.

The conversation between Luke and Vader marks an important realisation for Luke, as he is rejected by his own father and forced to take dramatic action in order to atone with him. Darth Vader takes Luke to the Emperor, where they will try to turn him over to the Dark Side. Luke is confident that his friends will be able to destroy the Death Star and declares that the Emperor shows his weakness in his overconfidence, to which the Emperor states that Luke’s confidence in his friends is his weakness. The Emperor declares that he has foreseen everything and advices Luke to give in to the Dark Side, since the Rebellion is doomed. The Emperor gives the orders to destroy one of the spaceships in the rebel fleet, which has now arrived outside of the Death Star, which only adds to Luke’s anger towards the Emperor. He senses the hatred in Luke and tries to make him go against Yoda’s advice about not giving into his dark feelings, by encouraging him to pick up his lightsaber and strike him down. Luke becomes overwhelmed by anger and swings to strike the Emperor, but he is blocked by Vader. By trying to strike the Emperor, Luke has shown that he is still subject to his own emotions and therefore also his dark emotions. 

As mentioned earlier in my discussion of the role of the woman, the mythical hero may be tempted to turn evil, which is brought up again as Luke takes on the last trial, where he must confront and overcome evil in the shape of the Dark Side of the Force. This conflict has a basis in Luke’s relationship with his father, as he cannot help but mirror himself in his father’s actions and therefore thinks that he might share the same faith. This is apparent in Luke’s struggle to stay on the path of the Jedi, which can be seen when Luke cuts off Vader’s hand in anger to reveal a robot hand much like his own. The anger was brought about by Vader mentioning that Leia might be easier to convert to the Dark Side, as a threat to Luke’s family, but at this moment he is reminded that Vader is also part of that family. It is then that the Emperor forces Luke to choose between replacing his father as the Emperor’s right hand or dying as a Jedi. This is when Luke makes the final decision to resist the Dark Side by casting his lightsaber aside and declaring that he is “a Jedi, like (his) father before (him).” McDowell discusses how throwing away the lightsaber is a symbol of how Luke lets go of the desire for power, and his refusal to answer violence with more violence is a way of showing that he has finally understood Yoda’s teachings. (McDowell, 2012, 162) Luke puts his own life at risk for the sake of his father’s redemption, which means that he has given himself completely over to the good side of the Force, where he also believe his father still belongs. The Emperor begins to torture Luke with his powers, which shoot out of his hands like lightning, when he begins to appeal to his father for help. By asking his father for help, he proves that he still believes that there is good in his father and tries to bring out Vader’s old self, Anakin Skywalker. By killing the Emperor, Vader has turned back to the good side, and he has renounced his position as the tyrant. In myth, it is normally the hero who kills the villain, but this is left up to Darth Vader, who redeems himself and kills the Emperor, thereby eliminating the imbalance of the Force. When the hero of the myth is not the one who restores the balance, it points towards the point I made earlier about the multiple heroes on one journey. Luke completes his journey by believing in the good in his father to a point where he is risking his life, so when Vader throws the Emperor into a deep abyss within the Death Star, it is indirectly Luke’s doing. 

On Endor, Han Solo and the others manage to disable the protective shield surrounding the Death Star, and Lando is able to lead the rebel fleet in the attack. Onboard the Death Star Luke is trying to escape with his father, as Lando is getting closer to the core of the Death Star from where he will blow up the entire ship. As Luke is trying to get his father into an Imperial shuttle, Anakin collapses and asks Luke to remove his helmet. This is an important scene in the movie, because this is a literal way of portraying the atonement with the father. As mentioned earlier in the chapter on myth, Campbell describes this phase as where the hero beholds the face of the father, understands and they are atoned. (Campbell, 2008, 125) This is the atonement, where Anakin Skywalker passes away and leaves Luke to carry on as a Jedi knight with the responsibility of re-establishing the Jedi order. Just as described by Campbell, the helmet is removed to reveal the true Anakin Skywalker, Luke forgives and they have been united as a family. As he dies, Luke becomes the only man left in the Skywalker family, which means that he will now be head of the family as protector, much like a father should. After his passing, Luke assumes the position of the father, as a powerful Jedi knight and head of the family. Luke is able to rewrite his father’s history by becoming a Jedi and bringing Anakin Skywalker back to the good side of the Force.

Luke gives his father a hero’s burial, as they burn him on a huge funeral pyre and celebrate with a huge party back at the Ewok village. Luke will now experience the return of the hero, as he is greeted by his friends and Leia, showing that he is now able to be a family with his sister. Away from the festivities, Luke sees the spirits of Obi-Wan and Yoda being joined by the spirit of his father, having now experienced the same apotheosis as them. Anakin Skywalker is also on a journey as the mythical hero, which only adds to my earlier argument that there are several other heroes working towards a common goal. Luke has returned to the safe world as a transformed man, and he has won back his family, which puts him back into a known world. Luke has undergone a transformation from young insecure man to a powerful Jedi knight, where he has managed to resist temptation to turn evil and atone with his father. Although it is impossible for Luke to return to the same status, as when we found him living with his uncle and aunt, it is now possible for him to return to an even better status with his true family. 

The mythical journey of Luke Skywalker follows the mythical structure that Joseph Campbell has detected. In Star Wars: A New Hope Luke undergoes the different stages of a myth, as he is called to adventure, completes the trials at hand and manages to defeat the evil Empire and assume the position of the father figure, Obi-Wan Kenobi, as a Jedi. In Star Wars: The Empire Strikes Back and Star Wars: Return of the Jedi there is a more elaborate and detailed mythical structure. Here, Luke is again called to adventure and undergoes the transformation to Jedi by completing the trials on his path, before he is atoned with his father and able to return to a familiar status as part of a family. The narrative of the first film shares similarities with the two last movies combined, as the objective of the journey is again to destroy the Empire by blowing up the Death Star. 

At the centre of this mythical narrative stands Luke Skywalker, depicting Campbell’s hero of a thousand faces. Luke is the warrior hero, as he is predestined to become a Jedi knight, since his lineage is strong with the Force, and he is therefore the hero that must fight against evil to keep the balance of the Force. In the final confrontation with Darth Vader, he also becomes the world redeemer, as he restores the good in Vader, causing him to eliminate the Emperor. By throwing away his lightsaber and believing in the Force, as a Jedi should, he becomes a true Jedi by instigating Vader’s redemption. He is therefore able to eliminate evil as a true Jedi knight, the peaceful way without tapping into feelings of anger, fear or aggression. Based on this, it can be argued that Luke is the hero saint, because of the strong commitment to the Force that can be seen in Luke’s role in the redemption of Darth Vader. Luke is the last fully fledged Jedi knight, which is also why it is up to him to teach others about the Force, making him out to be a type of religious disciple in space. However, Luke differs from Campbell’s hero in the way that he never gains knowledge of the woman, besides that of a sister in Leia. Although Luke atones with the father, he never actually assumes the position of the father through a romantic connection with a woman, as Campbell argues is part of being the mythical hero. Luke’s journey has been about atoning with the father and perhaps also that of creating a new known world for himself in the shape of a family, as he cannot return to his foster parents. Campbell’s Hero of a Thousand Faces (2008) is focused on the fatherly relation of the hero, which fits with Luke’s journey, but he still differs in the way that he is not the hero as lover. Since he is not able to achieve this final trait of the hero, he does not completely live up to the image of the mythical hero. However, through the use of several heroes in one plot, Lucas is still able to achieve the mythical structure and complete the hero’s journey through their joined journeys. Han Solo gains the knowledge of the woman as lover and therefore becomes the father, which, in combination with Luke, makes a whole mythical hero.

Just as film is designed to convey a premise to the audience in order to teach them something, so is myth, which is why it is important for the plot of Star Wars to have the hero’s journey. The hero’s journey teaches the audience that we must always believe in the good and do good in order to always triumph over evil. We have been taught this lesson before, first as children reading fairy tales and then as adults watching movies such as Star Wars. The recognisable story about the hero who overcomes all his trials must therefore hold certain comfortable associations, which appeals to the child inside who learned a lot about morality by reading fairy tale books.
Han Shot First!

In the Star Wars trilogy, I have established that there are many other heroes besides Luke Skywalker. Obi-Wan Kenobi and Anakin Skywalker have begun their journey in the prequel trilogy, but they do not complete the journey and undergo the transformation until the plot of the original trilogy. As I have mentioned throughout my discussion of Luke Skywalker’s journey and transformation, the character of Han Solo holds an equal importance as a mythical hero.

Han Solo is introduced at Luke’s crossing of the threshold, where he is presented as a lawless smuggler, who is in a lot of trouble with a type of galactic mafia run by Jabba the Hutt. From a mythical perspective, Han has every characteristic to be a threshold guardian, which he can easily be mistaken for at first, or a lesser villain in the story. In spite of signs to show the contrary, Han will experience a hero’s journey, as he will go through the same stages of a mythical story as Luke Skywalker.

Han’s journey begins with a call to adventure, as Leah Deyneka argues, by Obi-Wan and Luke’s arrival at Mos Eisley. (Deyneka, 2012, 35) They involve him in their quest by employing him as their captain by offering him a lot of money, which he does not even consider refusing. This action involves him in the hero’s journey and therefore marks the beginning of his trials. The meeting with Greedo, who threatens to end Han’s Journey, before it even begins, is an obstacle that must be overcome for him to take part in the journey. Deyneka also names Greedo as the first threshold guardian, which Han then disposes of in a cold manner. (Deyneka, 2012, 35) However, in the light of Lucas’ use of an ensemble of heroes on the same journey, Han only meets with a threshold guardian in order to share the hero’s journey, as there can be several threshold guardians in a hero’s journey. His part in the journey shares similarities with that of Luke, as they all take part in the same hero’s journey as an ensemble of heroes. Han has to pass Greedo to become part of the journey, but it is also done to point towards his character, as the audience becomes doubtful of his character, as he shoots Greedo without warning.

Han’s shooting of Greedo has been the basis for a massive discussion among fans, because the original Star Wars: A New Hope (1977) displays the interaction between the two differently than the restored version from 1997. In the original Han shoots Greedo before the bounty hunter has any time to react, which makes Han look like a heartless criminal, whereas the new version has made digital alterations to make it look like Greedo shot first, making Han look less bad. There are both pros and cons to this alteration as the intention of the alteration most likely was done in order to make it easier for the audience to view Han as a hero. The original displays Han as a criminal, thus giving his transformation a bigger impact by creating a stronger contrast between Han Solo in the beginning of the first movie to the Han Solo at the ending of the last movie. One can argue for and against this alteration, but John C. Lyden, author of “Whose Film is it Anyway?” (2012), cites George Lucas as saying that it had always been the intention to have Greedo shoot first. (Lucas 2012 in Lyden, 2012, 778) However, the original scene puts emphasis to the inspiration from old westerns, as the audience has to accept heroes such as Clint Eastwood, who shot first and asked questions later. As I mentioned in the chapter “Mythology”, George Lucas initially wanted to create a movie that would take the old westerns and repackage them in order to bring the western into a contemporary society. Having this in mind, the original scene works best, if the audience is to view Han as a reinterpretation of the antihero of the western film.

The character of Han Solo is established as a self-absorbed and ruthless outlaw, which is also seen in his first encounter with the Force. As Obi-wan is teaching Luke the ways of the Force onboard the Millennium Falcon, Han laughs at Luke’s attempts to utilise the Force and mocks their belief.
Hokey religions and ancient weapons are no match for a good blaster at your side, kid. (Han Solo)
Han does not believe in anything but himself, and therefore he renounces himself of anything that demands that he be part of some type of community. He sets himself apart from those who believe in the good, in the Force, making him seem cynical in comparison with the goodhearted Luke Skywalker. However, he does not proclaim himself as belonging to the Dark Side, he walks the line between the two and therefore avoids having to take a stand or take any action towards either. John C. McDowell, who argues for a parallel between the Force and other religions, calls Han Solo secular pragmatic as he mocks the Force in the quote above. He adds that Lucas’ aim was to make young people contemplate spirituality again, as he thinks that a successful life requires a type of belief system. (McDowell, 2007, 16-9) By introducing Han as a non-believing scoundrel who turns into a believing hero in the same league as the main character, he shows his audience that a belief system will induce meaning to your life. Han functions as an image of the modern viewer, as modern society has begun to turn away from religion, Lucas could use Han to point out that one needs some type of ideology. Han’s character improves, as he becomes more and more involved with the Force and the rebellion.

When they enter the Death Star, Han is still only in it for the money, as he refuses to help save Leia, until Luke tells him that she is very rich, and she will probably reward him. He is still only out for himself, until they become trapped in the trash compactor, which marks a beginning transformation for all of them. Focusing on Han Solo, he experiences being plunged into the belly of the whale with his companions, where they are swallowed by the unknown together, shortly after the crossing of the threshold at Mos Eisley. Han experiences a transformation after the close brush with death, which is expressed through how he risks his life to distract the storm troopers, allowing Leia and Luke to escape. Leah Deyneka argues that Han realises his own potential as a hero, when he emerges and performs this selfless act. (Deyneka, 2012, 36) He acts as the self-sacrificing warrior hero, showing the audience that he has undergone a transformation when the trial in the trash compactor has been completed.  A final testament to his transformation in the first movie is when Han returns to aid Luke in the destruction of the Death Star, and he receives the same adulation as a proper hero, proving that they are all heroes who have completed one shared journey.

Han’s journey continues through Star Wars: The Empire Strikes Back and Star Wars: Return of the Jedi, where he continues to assert himself as a warrior hero, but also as the hero lover through his relationship with Leia. However, Han never achieves atonement with the father, and ultimately it is not him alone who restores balance to the Force, but it is done in collaboration with the other heroes, as he helps Luke destroy the Death Star in the first movie. Furthermore, he and Luke together portray all the traits of a mythical hero, but individually they do not live up to Campbell’s mythical hero, which shows how Lucas has diverted in the creating of an ensemble of heroes. On the ice planet of Hoth, Han contemplates leaving to pay off his debt with Jabba the Hutt, but he involves himself in the journey again, when Luke needs his help and he afterwards stays with the rebellion. The small display of resistance could work as a way of reminding the audience of Han’s selfishness, but that is quickly forgotten as he saves Leia and the droids, when the Empire attacks the rebel base on Hoth. While Luke is training with Yoda, Han experiences one trial after another, as they escape the Imperial fleet, survives the encounter with a huge space worm and finally experiences the betrayal of Lando Calrissian.

After these trials, Han once again falls into the belly of the whale, as he is encased in carbonite and taken away by Boba Fett to be delivered to Jabba the Hutt. He is released from Jabba’s clutches through the help of his friends, but it is ultimately Leia who frees him from the carbonite going against Campbell’s theories on the role of the woman in myth. Han’s part in the battle against Jabba the Hutt is rather comical, but here Han again shows how he has transformed into a different man. When Lando, the friend who betrayed him, is in trouble, Han saves him without hesitation. This is another event that shows how Han now has given himself over to the good side of the Force, since - as I argued earlier in my discussion of Darth Vader’s redemption - that means believing in the good in others. Han puts their controversy aside and chooses to redeem Lando of his betrayal, because that is the way of the Force as Yoda presents it. He has had another transformation, which is expressed when he leads their mission to Endor and when he is triumphant, we see a strong Han Solo emerging from the bunker with Leia at his side to the sound of cheer from the Ewoks. 

Han establishes himself as the warrior hero in the myth of Star Wars, but his character also differs from the typical hero in the beginning of Star Wars: A New Hope (1977), where he seems morally flawed. In Star Wars: the Annotated Screenplays (1997), George Lucas states that Han Solo was meant to stand in contrast with Luke as a “cynical world-weary pessimist.” (Bouzereau, 1997, 46-7) This could work in the way that it emphasises the differences in their individual journeys and it is important that they play different parts in their common journey. As mentioned earlier, Han Solo is the hero as lover through his relationship with Leia, but also the warrior hero as he takes charge of the final battle on Endor. Han and Luke together make up a whole mythical hero, as Han completes the roles that Luke cannot and vice versa. 

Han has assumed the position of the father by gaining the knowledge of the woman, which is something that Luke cannot do due to the lack of a romantic interest. Their play individual parts as heroes, but the hero’s journey is only completed in their combined efforts to restore balance. This is a diversion from Propp and Campbell’s theories on mythical structure, which can be due to the way that Lucas, needed to repackage the myth to fit into the contemporary culture. Such a diversion may point towards the current structure in other epic myths at the time, such as the Lord of the Rings trilogy, which contains one primary hero in Frodo, whom has many helpers. However, these helpers turn out to carry as much importance as the main hero, making them go on their own individual journeys towards the common goal of destroying the evil Sauron. This is how Star Wars manages to have a complete hero’s journey by combining several heroes to fulfil all the stages of the mythical structure.

Another main character that enables the mythical structure through the use of multiple heroes is Princess Leia. Han and Leia’s relationship is presented as a type of modern courtship with their banter, but during the last movie he finally confirms to her that he loves her. When he is encased in carbonite, and when he is saved by Leia, it is her who expresses her love to him, but in the end of the last movie it is finally him who tells her that he loves her. By finally giving in to his feelings for Leia, their relationship becomes cemented and as a hero, he gains the reward of marrying a Princess. 
Princess Leia

Princess Leia is the only prominent female character, and if I am to keep to Campbell’s theories on mythology, then there are only a few roles for the woman in the mythical universe. In most fairy tales the Princess must be rescued and engage in marriage with her rescuer, however Leia is an exception to Campbell’s theories.

From the beginning of the movie, the audience is presented with a strong rebellious Leia, who is not afraid to stand up to the Empire. Throughout the movies, Leia is not afraid to take on leadership, and she is seen as a strong woman who speaks her mind. McDowell puts forward the argument that “she clearly is not the stereotypical ‘damsel in distress.’”, as she matches both Han and Luke in leadership qualities. He goes on to point out that the importance of Leia’s role goes against Campbell’s theory of the woman in myth, since she is revealed to be a Skywalker and therefore strong with the Force, but he still assigns her to the role of goddess in Campbell’s terms. (McDowell, 2007, 91) Although Leia in many parts of the trilogy places her in situations where she is in need of rescue such as her initial situation, where she is imprisoned on the Death Star, she is not without courage and ability. She is not afraid to go into battle on the same terms as both Han and Luke, but she also embodies the role of “mother, sister, mistress (and) bride.” (Campbell, 2008, 92) These are the qualities that the hero meets in the goddess, for she represents the benign image of the mother. However, in the original trilogy Leia does not encompass all these roles for just one hero; she is Luke’s sister, but she is the bride and mistress to Han Solo, while in some sense or other portrays the mother to both. She is the future mother of Han’s children, while she proves to be Luke’s only link to his mother, as Leia reveals that she remembers their mother. Leia embodies all the traits of the mythical goddess, but only through the combination of Luke and Han as equal heroes. Lucas has diverted from Campbell’s ideas of the mythical goddess, because he has made the roles of the goddess concrete, as is common in science fiction. Lucas has taken it too far with turning abstract terms into concrete things, as the role of sister and mother is no longer seen as abstract roles, but actual physical roles. This diversion is caused by the collision between science fiction and myth, as the abstract elements of myth have been pulled into the world of science fiction. However, the role is still achieved, but because of Lucas has made it concrete, the role has been altered to fit a different genre.

In the first movie, Leia is drawn into the journey when Luke enters her cell, removes his disguise and says “I’m Luke Skywalker and I’m here to rescue you.” Leia then answers the call by taking charge of her own rescue, although they are sent into the belly of the whale by her hand, it is by following Leia’s leadership that Han and Luke go there. Leia does not seem to undergo a transformation in this movie, but she will during the last two movies. Leia’s development through the movies is accentuated by her attempt to rescue Han from Jabba on her own. Despite her attempt being unsuccessful, it should be noted as a sign of Leia’s strong will. Although Luke ends up having to rescue all of his friends, Leia is still the one who slays the dragon in the shape of Jabba the Hutt. 
As mentioned earlier, Jabba can be viewed as a symbol of the mythical dragon, which means that Leia shortly assumes the position of the mythical hero. She strangles her own captor, proving to be just as capable as her male companions and a hero in her own way. However, in “Star Wars: an Imperial Myth” (1988), Koenraad Kuiper puts forward the argument that Leia has less personal strength compared to Luke, because it is him who goes to face their father. He also states that Leia as a woman is “vulnerable” and “acts as a support for warriors.” (Kuiper, 1988, 80) I disagree with his assessment of Leia as a vulnerable woman who acts as a support for Han and Luke, as she has continuously proven herself to be a strong character. By asserting herself through her leadership and capability, she breaks out of the confinement of the role of the mythical woman. Campbell does not put the woman in the role of the hero, which is why Leia is different, as Han and Luke’s success as heroes are dependent on Leia’s actions. In Star Wars: A New Hope (1977) Leia is portrayed as a rebel leader who is not afraid to assume leadership of her own rescue. Although it plunges them into the belly of the whale, it is an important part of the hero’s journey, and as she takes them there, she exhibits that she is also on a journey. George Lucas even comments on Leia as being a leader “and even though she gets captured, the guys are the ones who are fumbling around and being in trouble.” (Bouzereau, 1988, 14) Their inability to actually save Leia is a strong testament to her strong position in the story, where she shows that she is not the typical damsel in distress. Another example of this can be seen in Leia’s meeting with the Ewoks, where she is able to befriend them instantly, while Han and Luke are close to becoming their dinner. It is thanks to Leia and C-3PO that the Ewoks decide to fight on their side, showing Leia’s strength as the goodhearted leader. 

One could argue that Leia’s journey is towards becoming the mythical goddess in her relationships with both Han and Luke. However, Leia learns that she has potential as a Jedi knight, which makes it possible to argue that her journey is towards realising her own potential beyond that. As Leia learns of her potential as a Jedi, her strength is only emphasised further, and it also asserts her as a hero, because it could have been her instead of Luke. This should not be overlooked, because it is evidence to prove her status as a heroic character. 
Leia’ strength, femininity, and power are cresting as she learns of her potential jedi abilities and acknowledges that her greater destiny is something she has somehow always known was within her. Now that Luke and Leia have found out the truth about their lineage and bonded, they are free to blossom into ideal heroes, combining feminine/masculine and light/dark aspects of their psyche to find balance within and without. (Deyneka, 2012, 43)
In this quote, Deyneka highlights Leia’s strengths on the basis of her newly discovered potential as a Jedi, which may not come as a surprise, since Leia has been portrayed as a strong character throughout the trilogy. She is able to embody the mythical role of the woman through her relationship with both Han and Luke, but she is also a hero herself. She is an exception to Campbell’s theories, while also fitting into the pattern of his myth, which can be seen as a necessary way of repackaging the woman to fit into modern culture. 

The roles of Han Solo and Princess Leia work together with the role of Luke in accomplishing the hero’s journey as an ensemble of heroes that all make up Campbell’s hero with the thousand faces. They all play their role in the myth of Star Wars, which has been customised to appeal to the modern society. The narrative of Star Wars deviates from the mythical structure that Propp and Campbell has uncovered, but it applies its own mythical structure derived from the traditional theoretical mythical patterns that has been uncovered. Although Star Wars deviates by using an ensemble of heroes rather than one, it is still classified as myth, but a new type of myth that fits into the modern society. Delivering a mythical message in a modern society requires adjustment from the traditional myths of earlier societies in order to create a mythical structure that is relevant to the modern audience. In modern society, the myth has taken many different shapes, as myth has become a part of how the individual creates their own identity through the use of commodities tied to the myth. The myth has become something personal that the individual can use as a signal to tell the world about their personal ideology, which can be seen in how modern myths become a part of popular culture. The myth is present in the consumers’ everyday life, as they dress and act to reflect a personal myth about themselves. In the next chapter I will discuss how myth works in a modern society by applying the theories of Ronald Barthes and Jean Baudrillard, whom both work with myth as a meaning embedded into objects.
Modern Myth

In a modern society, the influences of myth may not be as clear as shown in the theories just discussed, but are still intertwined within our culture. It is possible to recognise similarities between myth and basic storylines presented to us through various media. Mythical traits are not only present within fairy tales and Disney movies, but also in products that are advertised to us on regular basis. Disney movies draw on the traditional fairy tales and myths to create animated narratives, such as Hercules (1997) and The Sword in the Stone (1963). A recent current in modern society has been a resurrection of old fairy tales and myths in live action movies, which shows a revival of the interest in the myth. With new adaptations such as Mirror Mirror (2012), Red Riding Hood (2011) and Snow White and the Huntsman (2012), it can be argued that the mythical fairy tale is coming back into popular culture. 
I will discuss the theories of Ronald Barthes, as he works with the myth within advertising, which relates to modern society in the way that the consumer has become important in the creation of popular culture. I will later relate his theories to myth in film, as that too has become a commodity endowed with mythical meaning. Ronald Barthes, author of Mythologies (1993), argues that myth has become a language, in the way that it is “[…] a system of communication, that it is a message.” (Barthes, 1993, 109) He goes on to argue that mythical speech assigns meaning to objects, which then creates a certain message around the item. (Barthes, 1993, 110) From Barthes’ perspective, this way of looking at myth as a type of language that can endow any given object with meaning, creates a theory that is easy to apply to advertising. In advertising, one must essentially pick any commodity and create a story around it, which then creates a reason for the target audience to want it. Take for example a typical household commodity like an electrical whisk, which does not immediately seem necessary for the consumer. Then the language of myth will be applied in the shape of an advert, where a young beautiful woman is making whipped cream for the cake she is about to serve to her friends at her party and it only took 10 seconds thanks to the electrical whisk. Everyone shares the cake with a smile on their faces, and the party is a huge success. Here, the language of myth is apparent, as there has been created a story around the whisk, which then prompts the consumer to buy it, because of their wanting to be part of a similar story. This is a basic idea of what advertising does to the consumer, which then shows how we are naturally more drawn to things that are endowed with meaning, as it continues to work in our society.
[...] we are no longer dealing here with a theoretical mode of representation: we are dealing with this particular image, which is given for this particular signification. Mythical speech is made of a material which has already been worked on so as to make it suitable for communication: it is because all the materials of myth (whether pictoral or written) presuppose a signifying consciousness, that one can reason about them while discounting their substance. (Barthes, 1993, 110)
Here, Barthes illustrates my point, as he puts emphasis on the importance of meaning within images and objects. Mythical speech communicates messages through the story told through images, objects and writing, which makes Barthes’ perception of myth relatable to that of Propp and Campbell. In advertising, objects are linked to certain lifestyles, which the consumers then buy so that when they use it, they will be associated with that lifestyle. You might say that the consumer uses the product to tell his or her surroundings something about them, much like using the product to tell a story about themselves. The use of a product by a certain brand to construct a story around the consumer is much like how the audience will associate a lightsaber with Star Wars. There is a story attached to the item, which is then borrowed by those who dress up as Luke Skywalker for Halloween, and this can be put onto other products as well. If a consumer buys a t-shirt with the Star Wars logo on it, the consumer is trying to display to others that they liked the story and by doing that, they try to instate some of the premise onto themselves. This is how a consumer creates a myth surrounding themselves by borrowing from other myths, whether they are presented in books, movies, music or advertising. 

Myth works as a way of expressing what ideologies one abides by, but myth is also a social construction, as some mythical messages are best understood in a social group where all share the same frame of reference. Joseph Campbell agrees that the individual was once highly dependent on the myth as a part of his or her life cycle within a community. The development of the individual was tied to the traditions and rites connected with society’s ideology, but in modern times this seems to have changed. He puts forward that the individual is no longer as dependent on mythical ideologies as a social construction. No longer bound by traditions and ancient religions, the individual has broken free from the group and the meaning is all in the individual. However, the individual will still search for an ideology, but on the terms that today’s society is shaped by the individual. (Campbell, 2008, 330-7) I agree that popular culture is ruled by the individual in the way that popular culture is created by a group of individuals that engage in the same thing. Being busy trying to define oneself, all those trying to shape themselves as individuals are still following a current in the modern society, as they help form what is considered to be popular culture. I argue that in the attempt to set oneself apart from the general society, everyone ends up taking part in certain cultural communities. In short, this means that popular culture is created around the individual, but the individual as it expresses itself in a group.

The structure of myth can be seen in how meaning is constructed through an image, as the image portrays a cohesive story surrounding a certain commodity. The story has to be something that the consumer can relate to and the moral of the story is often sculpted around how something will change your life, just as mythical stories try to convey a message about life. This is similar to how movies present a story to the audience with the purpose of conveying a certain message, which the audience then is able to relate to their own lives. By using a symbol of the movie and its premise, then the consumer applies the mythical message to their own life, e.g. the message that good triumphs over evil, as is the case with most myths. According to Bordwell and Thompson, “some viewers approach a film expecting to learn lessons about life” and “they may admire a film because it conveys a profound or relevant message.” (Bordwell, 2001, 47) The viewers that look to film for a life lessons in this case, differs from those who simply approach film with no need to interpret deeper. For those viewers interested in the life lesson, the message of a movie holds a lot of importance, because the audience will expect to learn something from the story they are told, which they can take home from the theatre.

Bordwell and Thompson show that there is great importance in the message of the film as it tries to mirror the world as it should be through the myth portrayed through movies. How myth is used in modern society can be seen in our excessive consumption, as we tend to construct our own mythical life through the acquisition of things that represent us and the message we want to convey. By showing up wearing something associated with a certain film, those around you will link the wearer to that movie and thereby assign some of the meaning to him or her. By buying the product wearing a sign associated with the movie, the consumer tries to mirror the meaning of the movie through the sign in order to present him or herself in a certain way.
The representation of our own message through commodities is supported by Jean Baudrillard, author of Simulacra and Simulation (1994) and The Consumer Society (1998). Both Baudrillard and Barthes discuss myth as a part of how modern society functions, as consumption has become an important part of our identity. Barthes argues that mythology “is a part both of semiology inasmuch as it is a formal science, and of ideology inasmuch as it is an historical science”, as “it studies ideas-in-form.” (Barthes, 1993, 112) Semiology is derived from semiotics and is more or less the same, as both are concerned with signs and how they convey meaning. However, I will use the same term as Barthes throughout my thesis, because semiology refers to a more modern theory of signs and meanings proposed by Ferdinand Saussure. (Edgar, 2006, 350) The science of signs is built up around denotation and connotations, where denotations are the sign in its most literal sense and connotations being personal associations or emotional reactions to the sign. (Edgar, 2006, 352) Barthes defines his perception of semiology in three terms: signifier, signified and sign. The signifier is the word that is written or spoken, such as the word “dog”, and the signified is the meaning derived from that word, which can be the reader’s childhood memory of a family dog or simply the idea of “man’s best friend”. These combined creates the sign, as the reader interprets the signifier into the signified and these two connects words/objects and meaning in the sign. Therefore, the meaning is dependent on the interpreting person or the context it is presented it, making the signifier the denotative part and the signified the connotative side of the process of constructing a sign. (Abrams, 1999, 280-1)

Barthes looks at myth as a formal system in semiology, as he explains how semiology in language becomes mythical.
We now know that the signifier can be looked at, in myth, from two points of view: as the final term of the linguistic system, or as the first term of the mythical system. We therefore need two names. On the plane of language, that is, as the final term of the first system, I shall call the signifier: meaning (...); on the plane of myth, I shall call it: form. In the case of the signified, no ambiguity is possible: we shall retain the name concept. The third term is the correlation of the first two: in the linguistic system, it is the sign; but it is not possible to use this word again without ambiguity, since in myth (...), the signifier is already formed by the signs of the language. I shall call the third term of myth the signification. This word is here all the better justified since myth has in fact a double function: it points out and it notifies, it makes us understand something and it imposes it on us. (Barthes, 1993, 115-6)
Here, he describes how semiology fits into the functions of myth, as he here explains how signification has the function of making a point to us. Much like a mythological story, the signification makes up the meaning within the image or sentence. It is to communication, what the moral message is to the construction and motive power in a mythical tale. It is necessary in order for the interpreter to understand the message that is embedded in the images or words presented to him or her.

According to Baudrillard, we live in a consumer society where we are trying to represent ourselves through signs, which we find in the items we consume. He illustrates the workings between consumer and commodity by explaining how a consumer may react to a shop-window. The shop-window has become the focus of “our urban consumer practices” and 
... also the site par excellence of that ‘consensus operation’, that communication and exchange of values through which an entire society is homogenized by incessant daily acculturation to the silent and spectacular logic of fashion. (Baudrillard, 1998, 166)
Again, we are met by the idea that meaning is embedded into objects, which the consumer then acquires in order to add some of that meaning to his or her own life. When looking through the shop-window, the consumer reacts to “the reading and recognition in the same objects of the same system of signs and the same hierarchical code of values.” (Baudrillard, 1998, 166) This may lead to a purchase of the objects on display, because advertising has endowed a certain meaning to the object, which the consumer then wishes to bring into his or her own life. 

Baudrillard’s theories are centred on the idea of simulacra and simulation, which he defines as a manipulation of reality into hyperreality. Simulating reality in order to create something that is more real than reality creates a hyperreality, where the original reality seems to have disappeared in the creation of a new reality. (Baudrillard, 1994, 1-2) The simulation of reality creates objects and symbols of the simulated reality, which are simulacra. Trying to represent the ideologies and myths within the hyperreality, the simulation produces a simulacrum, which is a copy of something that has no roots in actual reality, but only in the simulation. Baudrillard illustrates this by using the image of God as an example of a simulacrum that has no element of actual reality, but it is a simulacrum (the image of God) based on another simulacrum (Christianity). Essentially the image of God does not mean anything, because it does not conceal any type of truth, other than the truth of the simulacra. (Baudrillard, 1994, 4-5) This can also be seen in how certain types of brands in advertising can simulate a reality where their brand will change your world. Advertisements could be telling you to use a certain brand in order to have a perfect happy life. The brand then is the simulacra of the simulated hyperreality that promises everyone a happy life, the simulacra then mirrors the message and becomes a symbol of the happy life promised in the adverts, but in truth it is not real. 

Both Barthes and Baudrillard concern themselves with the way myth has become a part of our modern society, as well as both being concerned with signs in advertising. Baudrillard speaks of advertising as a medium that is a distributor of many different discourses and signs that conjure meaning. (Baudrillard, 1994, 89) Advertising has developed from “a means of communication or of information” into a commodity itself, as it reflects society. (Baudrillard, 1994, 90)

Myth is to Baudrillard, how the people within a hyperreality simply choose to believe in the simulation. Here, the hyperreality uses communication and meaning to simulate the reality, which presupposes that the society believes in the hyperreality even though it is a simulation. (Baudrillard, 1994, 80-81) In his Consumer Society (1998) Baudrillard argues that there are mythical traits in our modern society, as we have created an affluent society on the basis of our excessive consumption. He claims that production and consumption has become a social function of mythology, because the simulated reality is represented in objects and in order to take part one has to take part in consumption. (Baudrillard, 1998, 42-3) 

This is how myth is connected to modern society, through the myth of consumption and advertising. When a brand is used as a symbol of certain values, then these values are represented each time that the brand is shown on television, on a product or on a billboard. As mentioned earlier, film is used to mirror reality in the way that it tries to portray an image of how reality should be by arranging a story that conveys a certain message about how one should act. Just as advertising applies a meaning to a commodity, so does film in the case of applying a message of morality to life. Using the myth of film as a referential for borrowing the meaning of well-known movies with the intent to apply some of that meaning to one’s own life, is evident to how a person can buy into both myths in advertising and that of movies. An example of this can be seen when the viewer of a movie buys a T-shirt with an image from their favourite movie on it, as if to convey to others that they believe in the message of the movie and thereby applying it to the image others have of him or her. This can also be applied to how consumers orchestrate themselves by buying a certain brand of shoes to tell others something about themselves through images or brands embedded with a certain myth. Just as people are able to recognise the image of Rapunzel with her long golden hair as a symbol of a fairy tale where good triumphs over evil, so are people able to link the image of Luke Skywalker with the battle between good and evil in a galaxy far away. This symbolism in the different images of Star Wars can be grounds for the remediation of the movie into several other plots portrayed in many different types of media. The franchise of Star Wars has grown so large with the expanding universe that it can be argued that Star Wars is best understood as a commodity. In the creation of many new narratives that expand upon the existing story-world, the franchise gains influence on several levels as a recognisable brand. 

Dealing with modern myth as portrayed in advertising and film, the myth may become so well established that it is possible to expand on the myth. Jay David Bolter and Richard Grusin, authors of Remediation (1999), define remediation as the representation of one medium in another. (Bolter, 1999, 45) Furthermore, they argue that when remediating, the new medium that is created is dependent on the old medium in creating a new medium on the basis of the old. (Bolter, 1999, 47-8) Remediation may also seek to improve on the old medium by creating the new medium as if to eliminate the flaws of the old. (Bolter, 1999,  59) I will argue that the remediation of a medium can be viewed in the remediation of Star Wars into video games. Here, the filmic universe borrows from the movies and constructs a different story that expands on the universe, rather than creating an adaptation of one of the movies. The universe of Star Wars has been lifted onto a new medium, but the story is still reliant on the old medium, because that is where the universe was initially created. The Star Wars universe has expanded onto different media all with the purpose of expanding on the already existing story-world. There is a certain ideology connected to the sign that was originally created in the original trilogy, which then represents the myth of Star Wars in whatever medium it appears, whether it is film, video games, comic books or advertising.  When dealing with modern myth which connects itself to signs, then it is possible to reassign the same values to something else by transferring the sign. In my analysis of Star Wars, I have uncovered the mythical structures applied in the narrative and how it has been applied for a modern audience. In the following two chapters I will look into Star Wars in order to find out if the myth has been transformed into a sign that allows it to be remediated onto other media platforms. 
Star Wars as a sign

The argumentation in this thesis point towards Star Wars as a universe where the hypothesis that good triumphs over evil is proved to be true, much like it is in most common fairy tales that are told to children. Myths and fairy tales share the same structure, as presented by Campbell, but the difference lies in the cultural application of each. The myth sets an example in relation to religious tales that are trying to establish an ideology, whereas fairy tales function as entertainment in comparison to myth. Although they have different impacts on society, then they still both aim to convey a message to their audience, as they both carry cultural significance. Therefore it is possible to view Star Wars as a myth that conveys the message of good triumphing over evil through the journey of Luke Skywalker, whom I have established to be the mythical hero. By looking at the theories of Barthes and Baudrillard, it is clear that the modern society has a need to define itself by constructing a myth around its people as individuals. This is done by reflecting myths that are already present in society through symbols and signs, such as reflecting the myth of Star Wars through a symbol or image on a t-shirt. McDowell points out that the ritual stories that we tell “help shape who we are and become and also what we believe.” (McDowell, 2007, 120) Looking at the mythical message that is portrayed in the Star Wars films, the values of Luke and his companions are what is put forwards as something to strive for, as they triumph over evil. The consumer can portray that they believe in the same as Luke Skywalker by wearing a symbol of the myth, because Star Wars is recognised as containing a certain set of values. 

By recreating a well-known mythical pattern that has been repeated in many different tales through the times, the values of good triumphs evil are already accepted in our society. Eric Charles, author of “The Jedi Network: Star Wars’ Portrayal and Inspirations on the Small Screen”, argues that one of the reasons that Star Wars…
… Resonates with so many people is the fact that it is a pastiche of popular culture, borrowing visuals and ideas from anywhere from Arthurian epics to Akira Kurosawa films. This blending of different tropes allowed people to connect with the epic series on a large scale. (Charles, 2012, 127)
It is made culturally relevant by reshaping the myth according to the traits of contemporary society, which then makes it easier for the audience to buy into the myth. The audience buys into the myth and the appertaining values, which they then apply to their own lives through signs and symbols. Barthes’ perception of semiology can be applied in order to clarify how the mythical narrative of the original trilogy works in terms of embedding its meaning into signs and symbols. The signifier is the images that make up the complete narrative and from connecting these, the signified is made clear. The signified is the meaning that the audience is able to derive, which in this case is that good always triumphs over evil, which then means that the images of the movie can be connected with this message. These two are boiled down to the sign that connects the two, so that whenever there is an image of Luke Skywalker it is connected to the moral message of Star Wars. From this perspective, it is possible to say that symbols of Star Wars are used in society to make a statement about something, which can be seen in the way that Star Wars has been used to promote McDonald’s Happy Meal and the Pepsi Cola. By using the well-known characters and scenery of the Star Wars movies, the companies are able to tell the consumer that they too believe that good always triumphs over evil and that their products also represent the good side of the Force. The consumer recognises the sign and will connect it to their own positive reading of the Star Wars myth, which then helps the companies sell their products. This is also the case with the remediation of Star Wars, where the viewer is able to connect symbols, such as lightsabers, and characters to the mythical narrative of the original trilogy. From this, the viewer will be able to deduct that the new narrative is also subject to the Force and therefore, the same moral values are valid. Adding to this, Barthes also argued that modern society connects myth to images, which then means that by applying the message of a certain myth to your own life through the use of objects. This I have shown to be apparent with the myth of Star Wars, because just as little kids dress up as Luke Skywalker for Halloween to fight the Dark Side, so do adults by showing their belief in the myth through a commodity, e.g. t-shirts, covers, stickers, laptop wallpapers, etc. This is how the myth of Star Wars is brought into everyday life of modern society, as the consumer feels a connection to the myth and therefore tries to mirror that in his or her identity through the use of signs.

The mirroring of the myth of Star Wars through signs is applicable to the theories of Baudrillard, as the consumer will try to mirror the message of the myth. The consumer will try to mirror this message through a sign in an attempt to tell the world around him or her something about their identity. Because the myth of Star Wars has been remediated to a point where it is considered common knowledge, it has entered the realm of the hyperreal. It is present in multiple types of media, as representation of the simulated reality of Star Wars, however alternate it is, it is still a represented reality, a hyperreality. The signs that are created on the basis of the myth of Star Wars, are simulacra created upon simulacra moulded from the simulation that is the laws of the Force. The Force can be viewed as the moral backbone of the Star Wars myth, much like the belief system of any religious person, because its purpose is to balance good and evil, the good side having an advantage over the Dark Side. On the basis of the morality of the Force, the narrative of the original trilogy plays out in favour of the good side, which audiences will interpret as an expression of how they should belong to the good side. They then go on to exhibit this by using the signs that the franchise makes available to them, in their everyday life. The simulation is mirrored to a point where it becomes hyperreal, although the consumers of the myth exhibit their own belief in the myth as if it were real. Referring to the myth via signs, as if it were real show that the myth of Star Wars has been recognised in modern society as a sign of the values associated with Luke Skywalker’s journey. Being able to boil the message of Star Wars down to a symbol also makes it easier to transfer the same values to the remediation of Star Wars by basing the new plots on the same story-world.

Remediation of Star Wars

In the years after the release of the first Star Wars movie, there was a market for expanding the universe through many different new stories based on the original material. The stories would work as a way of expanding the universe of Star Wars through many different types of media, which is known as remediation. Looking at appendix 1, it is shown how the Star Wars universe has been expanding ever since Star Wars: A New Hope came out in 1977. Throughout my discussions of Star Wars as myth, I have touched briefly upon the expanding universe of Star Wars, and how it is a plot out of several other plots derived from the same story-world. By creating a mythical narrative that takes place in another galaxy, Lucas may have created the perfect platform for the development of other stories built around the same myth.

The success of the myth of Star Wars can not only be read in the audience’s consumption of the myth itself, but it can also be seen in the way that the myth has become a basis for an expanding franchise. The creation of books, video games, TV-series, other films and the many instances of intertextuality shows that the myth of Star Wars is transferrable. In “A Long Time Ago on a Newsstand Far, Far Away”, Jon Hogan addresses the narrative of Star Wars: A New Hope as mythical whether it is told through the medium of film or any other medium. It is possible to apply the myth of Star Wars to other mediums, because of the mythical structure in Star Wars. He recognises Star Wars as myth and Luke Skywalker as the mythical hero, which he compares to the narrative of the comic book, because he believes the structure in myth is similar to that of the superhero comic book. (Hogan, 2012, 113-4) Star Wars has also been made into a successful comic book that expands the story-world, but as Hogan writes, the myth of Star Wars has been successfully transferred onto other mediums. However, Star Wars is never directly transferred, but modified to expand and improve on the story. Lucasfilm Ltd. created the multimedia project Shadows of the Empire as an interquel
 that takes place in the time gap between the two last movies, which can purely be used as a way of improving and expanding the original trilogy. It consists of a novel by Steve Perry, a comic book by John Wagner and finally a video game that combines the two to let the audience participate. Never being made into a movie, this is an elaborate remediation that attempts to improve the original trilogy by answering questions about what happened during this time. The expansion and improvement of the original trilogy has moved across a wide range of different mediums to an extent, where most people have come into contact with the franchise. 

The many examples that I have listed on appendix 1 will show that the story-world has created many other plots than that of the original trilogy. By creating more stories based on the same mythical universe, the myth is only emphasised further, as the narratives will continue to try to prove the mythical message of Star Wars. As mentioned earlier, Bolter and Grusin argues that the new medium is dependent on the old in its creation of new media, as the franchise continues to elaborate and add to the myth. The many new stories created in a wide range of different mediums is created in order to elaborate on the already existing myth, which is the type of remediation that applies to Star Wars. In all of the plots that are created on the basis on the story-world as presented in the original trilogy, there is never a retelling of the same narrative as in the original movies, but elaborations that add to the expanding universe. Although there have been some narratives that present an alternate storyline, it can also be viewed as an attempt to improve on the old medium, thereby still being a remediation.
 In “Balancing the Force” Crystal Renee White writes about “the franchise’s multiple levels of canonicity” and how this has created “a living, breathing and organic mythology and story that continuously change as new characters are added in various merchandise schemes, new environments in movies and new concepts are introduced throughout the entire spectrum (…)” (White, 2012, 101) As White argues, the additions to the expanding universe only helps sustain and elaborate on the myth of Star Wars. Viewing the original Star Wars trilogy as the basic medium, then many of these new additions are based on the story presented in the old medium, in the film. As mentioned earlier, remediation is created when an old medium is presented in a new medium in order to expand upon the old or remedy possible flaws. The representations of the Star Wars saga in interactive video games show how the franchise is trying to make it possible for the audience to become participants in the mythology. This addition to the levels of the franchise is a clear way that they are sustaining the mythology while also growing it by participating in new stories evolved from the basis that is the story-world that was presented in the original trilogy. 

The remediation of Star Wars takes many shapes, but they are mostly created to expand or elaborate on the already existing mythology of the original trilogy. The purpose of the remediation of Star Wars is to satisfy a demand that has been created in the consumerist society, where the need for mythology is still apparent. By adding on to the mythology by repurposing the mythology of the old medium into new types of media is also a way of adjusting to a developing society that keeps on creating new and better ways to convey a story through different mediums. Henry Jenkins, author of Convergence Culture: Where Old and New Media Collide (2006), addresses the convergence of Star Wars, as it manages to take the old medium of film and fuse it with newer mediums. He argues that the old media, such as film and television, try to regulate the participation of the audience, whereas the new media, such as the internet and games, encourage the participation as a way of improving the original medium.
The Star Wars franchise has been pulled between these two extremes both over time (as it responds to shifting consumer tactics and technological resources) and across media (as its content straddles between old and new media). Within the Star Wars franchise, Hollywood has sought to shut down fan fiction, later to assert ownership over it and finally ignore its existence; they have promoted the works of fan video makers but also limited what kinds of movies they can make; and they have sought to collaborate with gamers to shape a massively multiplayer game so that it better satisfies player fantasies. (Jenkins, 2006, 134)
In modern society, the medium is more dependent on the consumers, as it is their participation in the franchise that makes it successful. The video game changes the remediation, as the fans are now able to participate in the Star Wars saga and create their own mythical journey. However, the more contemporary video games for adults offer more than the possibility of putting themselves in the shoes of Luke Skywalker. The ultimate remediation of the Star Wars universe happens when the audience is able to participate in the expansion of the universe, because this allows the user to explore the universe as he or she wants, creating their own expansion.
In 2012 the Walt Disney Company bought Lucasfilm Ltd. from George Lucas with the intent to create a sequel trilogy. However, there is already a trilogy of novels and comic books called the Thrawn Trilogy, which takes place 5 years after the ending of Star Wars: Return of the Jedi. The speculations as to whether or not Disney will use these novels in their sequel trilogy are unsure, but this direct remediation of the original trilogy will also expand upon the universe. This will inevitably instigate even more remediation of the franchise, as these will create a ground for searching for answers as to what will happen next or perhaps it will generate several more remediated plots that will expand and improve on the story-world of Star Wars. The myth only seems to grow in popular culture, making it easier to remediate it, as there is an almost guaranteed interest in the expanding universe.

The remediation of Star Wars can be compared to the remediation of Transformers, where the franchise expanded from being a toy line to comic books and animated TV-series, which finally expanded into live action movies. Much like Star Wars, the universe of Transformers is expanded through the constant addition of new remediated narratives, but the franchise still is not able to match that of Star Wars. Although they share similarities, I argue that Star Wars is still considered common knowledge on a different level compared to franchises such as Transformers. Star Wars has simply been remediated to a point where it obtained the status of a sign that conveys the message of Star Wars simply through its presence. An example of how Star Wars exceeds Transformers as a franchise can be seen in how elements and characters from Star Wars are drawn into the Transformers universe, but not vice versa. R2-D2 has cameos in both Transformers: Revenge of the Fallen (2009) and Star Trek (2009) to name examples of how Star Wars makes its mark on other similar franchises. The Star Wars franchise can be viewed as a frontrunner for the other franchises that has similar expanded universes. Although Star Wars sets an example that is extreme, there are still similar franchises that expand their universe through remediation. These franchises are evident to a current in modern society, where one successful narrative can develop into remediation that expands upon the same universe through different types of media.

From when the franchise first started till now, there has been a huge development in media, which the franchise has managed to follow by allowing Star Wars to expand onto new media platforms. As the franchise adapts to the development in society, it stays relevant, but it is because of the mythology that it stays relatable. Jenkins also states that “popular culture is what happens as mass media gets pulled back into folk culture.” (Jenkins, 2006, 136) In a consumerist society, popular culture is based on the consumption of messages as they are expressed through mass media. The mythical message of Star Wars is transferred to the multiple levels of the franchise, which the consumer will then apply to their own identity through symbols of the myth. This makes the myth of Star Wars a part of popular culture as there continues to be an audience consuming the myth. The Star Wars franchise has become a commodity in itself, as the myth of Star Wars has been utilised in all the ways that the universe has been remediated. By allowing it to be uplifted to the status of being a well recognised sign within modern society; the Star Wars franchise has created a sign that is able to influence popular culture. 
Conclusion

In this dissertation I have compared the narrative of Star Wars to the mythical structure as it has been propounded by Vladimir Propp and Joseph Campbell. My main focus has been on Campbell, because his theories relate to the viewer and the moral message that is derived from the myth, which Propp is less concerned with. However, the myth of Star Wars has turned out to deviate from Campbell’s theory on mythical structure, because George Lucas has repackaged myth to make it relevant in modern society. Bringing myth into contemporary society was done by applying the mythical structure to the modern genre of science fiction. Science fiction has a tendency to turn abstract concepts into something concrete, which is also the case with Star Wars.

The hero’s journey in Star Wars is divided between an ensemble of heroes working together to restore balance in the Force. Furthermore, the role of the mythical hero seems divided between Luke and Han in their different relationships with the woman, Leia, while Leia also plays an important part in the hero’s journey. I have argued that this diversion from both Campbell and Propp’s theories on the hero is a result of the current in popular epic narrative, which may have inspired Lucas to do the same in an attempt to modify myth for modern society. Although, Lucas does not apply the mythical structure as it is, but makes alterations to it, it still works as a myth delivering a moral message to the audience through the hero’s journey. The division of the role of the hero among many heroes still creates a mythical structure, but instead of one hero, there are several that share the burden.
I have put the modern myth of Star Wars in perspective to Roland Barthes and Jean Baudrillard in order to discuss how the narrative can become a sign that is used to form the identity of the consumer in modern society. The myth in modern society is constructed around signs and symbols that convey a certain set of beliefs, which is also the case with Star Wars. The ideology that is attached to Star Wars is used by the consumer, who tells his or her surroundings that they also believe in good triumphing over evil by referring to Star Wars either through a sign or by making a reference. The remediation of Star Wars in modern society is successful due to the popularity of the ideology, as the franchise has achieved canonicity in society. The expanding universe of Star Wars is constantly growing through the creation of video games, comic books, novels, animations and movies. The remediation has improved and elaborated on an already existing story-world, which has caused the Star Wars franchise to grow within society and have an impact in popular culture. The Star Wars franchise has become a popular commodity that is used throughout society in many different types of media and merchandise. Achieving the status of a sign within society makes Star Wars special in the way that it has a bigger influence than most other similar franchises. The sign signifies the moral message of Star Wars, the inner workings of the Force, so that wherever the sign is present in society, the meaning of Star Wars follows. Star Wars has become a new kind of myth that differs from structure of the traditional myth, as it has been repackaged to fit a more modern society and the success thereof can be measured in the way that Star Wars still has relevance in popular culture.
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Appendix 1:
Film

Original Trilogy:

Star Wars: A New Hope (1977), George Lucas
Star Wars: The Empire Strikes Back (1980), George Lucas
Star Wars: Return of the Jedi (1983), George Lucas
Prequel Trilogy:

Star Wars: The Phantom Menace (1999), George Lucas
Star Wars: Attack of the Clones (2002), George Lucas
Star Wars: Revenge of the Sith (2005)
Other Films: 
Ewoks: Caravan of Courage (1984)
Ewoks: Battle for Endor (1985)
Star Wars: Clone Wars (2008) 

Television Series and Specials:

The Star Wars Holiday Special (1978)
Droids (1985-1986)
Ewoks (1985-1986) 
The Great Heep (1986)
Clone Wars (2003-2005)
The Clone Wars (2008-2013)
Lego Star Wars: The Quest for R2-D2 (2009)

Literature

Lost Tribe of the Sith:

Lost Tribe of the Sith: Precipice (2009), by John Jackson Miller 
Lost Tribe of the Sith: Skyborn (2009), by John Jackson Miller
Lost Tribe of the Sith: Paragon (2010), by John Jackson Miller 
Lost Tribe of the Sith: Savior (2010), by John Jackson Miller
Lost Tribe of the Sith: Purgatory (2010), by John Jackson Miller 
Lost Tribe of the Sith: Sentinel (2011), by John Jackson Miller
Lost Tribe of the Sith: Pantheon (2011), by John Jackson Miller
Lost Tribe of the Sith: Secrets (2012), by John Jackson Miller
Lost Tribe of the Sith: Pandemonium (2012), by John Jackson Miller
Star Wars: Lost Tribe of the Sith: The Collected Stories (2009–2012), by John Jackson Miller
The Old Republic:

The Old Republic: Revan (2011), by Drew Karpyshyn 
The Old Republic: Deceived (2011), by Paul S. Kemp 
The Old Republic: Fatal Alliance (2010), by Sean Williams
The Old Republic: Annihilation (2012), by Drew Karpyshyn
Darth Bane:

Darth Bane: Path of Destruction (2006), by Drew Karpyshyn 
Darth Bane: Rule of Two (2007), by Drew Karpyshyn
Darth Bane: Dynasty of Evil (2009), by Drew Karpyshyn

Jedi Apprentice:

The Rising Force (1999), by Dave Wolverton
The Dark Rival (1999), by Jude Watson
The Hidden Past (1999), by Jude Watson 
The Mark of the Crown (1999), by Jude Watson
The Defenders of the Dead (1999), by Jude Watson 
The Uncertain Path (2000), by Jude Watson 
The Captive Temple (2000), by Jude Watson 
The Day of Reckoning (2000), by Jude Watson 
The Fight for Truth (2000), by Jude Watson 
The Shattered Peace (2000), by Jude Watson
The Deadly Hunter (2000), by Jude Watson 
The Evil Experiment (2001), by Jude Watson 
The Dangerous Rescue (2001), by Jude Watson 
The Ties That Bind (2001), by Jude Watson 
The Death of Hope (2001), by Jude Watson 
The Call to Vengeance (2001), by Jude Watson 
The Only Witness (2002), by Jude Watson 
The Threat Within (2002), by Jude Watson 
Special Edition #1: Deceptions (2001), by Jude Watson
Special Edition #2: The Followers (2002), by Jude Watson
Darth Maul:

Darth Maul: Saboteur (2001), by James Luceno 
Darth Maul: Shadow Hunter (2001), by Michael Reaves

The Phantom Menace:

Star Wars Episode I: The Phantom Menace (1999), by Terry Brooks 
Star Wars Episode I: The Phantom Menace (junior novel) (1999), by Patricia Wrede
Episode 1 Journal: Queen Amidala (1999), by Jude Watson 
Episode 1 Journal: Anakin Skywalker (1999), by Todd Strasser 
Episode 1 Journal: Darth Maul (1999), by Jude Watson
Jedi Quest:

Path to Truth (2001), by Jude Watson 
The Way of the Apprentice (2002), by Jude Watson 
The Trail of the Jedi (2002), by Jude Watson 
The Dangerous Games (2002), by Jude Watson 
The Master of Disguise (2002), by Jude Watson 
The School of Fear (2003), by Jude Watson 
The Shadow Trap (2003), by Jude Watson 
The Moment of Truth (2003), by Jude Watson 
The Changing of the Guard (2004), by Jude Watson
The False Peace (2004), by Jude Watson 
The Final Showdown (2004), by Jude Watson 
Attack of the Clones:

Star Wars Episode II: Attack of the Clones (2002), by R.A. Salvatore 
Star Wars Episode II: Attack of the Clones (junior novelization) (2002), by Patricia Wrede 
Boba Fett:

Boba Fett: The Fight to Survive (2003), by Terry Bisson 
Boba Fett: Crossfire (2003), by Terry Bisson 
Boba Fett: Maze of Deception (2003), by Elizabeth Hand 
Boba Fett: Hunted (2003), by Elizabeth Hand 
Boba Fett: A New Threat (2004), by Elizabeth Hand 
Boba Fett: Pursuit (2004), by Elizabeth Hand
The Clone Wars:

The Clone Wars (2008), by Karen Traviss 
Wild Space (2008), by Karen Miller 
No Prisoners (2009), by Karen Traviss

Clone Wars: Gambit:

Gambit: Stealth (2010), by Karen Miller 
Gambit: Siege (2010), by Karen Miller 
Clone Wars: Secret Missions:

Breakout Squad (2009), by Ryder Windham 
Curse of the Black Hole Pirates (2010), by Ryder Windham 
Duel at Shattered Rock (2011), by Ryder Windham 
Guardians of the Chiss Key (2012), by Ryder Windham 

Republic Commando:

Star Wars Republic Commando: Hard Contact (2004), by Karen Traviss 
Star Wars Omega Squad: Targets (2005), by Karen Traviss, in Star Wars Insider 81 (Reprinted in Star Wars Republic Commando: Triple Zero)
Star Wars Republic Commando: Triple Zero (2006), by Karen Traviss
Star Wars Republic Commando: Odds (2006), by Karen Traviss, in Star Wars Insider 87 (Reprinted in Star Wars Republic Commando: True Colors)
Star Wars Republic Commando: True Colors (2007), by Karen Traviss 
Star Wars Republic Commando: Order 66 (2008), by Karen Traviss 
Star Wars Imperial Commando: 501st (2009), by Karen Traviss
Clone Wars Series:

Shatterpoint (2003), by Matthew Stover 
The Cestus Deception (2004), by Steven Barnes 
The Hive (2004), by Steven Barnes
MedStar I: Battle Surgeons (2004), by Michael Reaves & Steve Perry
MedStar II: Jedi Healer (2004), by Michael Reaves & Steve Perry 
Jedi Trial (2004), by David Sherman & Dan Cragg
Yoda: Dark Rendezvous (2004), by Sean Stewart
Revenge of the Sith:

Labyrinth of Evil (2005), by James Luceno
Star Wars Episode III: Revenge of the Sith (2005), by Matthew Stover
Star Wars Episode III: Revenge of the Sith (junior novelization) (2005), by Patricia Wrede
Dark Lord: The Rise of Darth Vader (2005), by James Luceno
Coruscant Nights:

Jedi Twilight (2008), by Michael Reaves
Street of Shadows (2008), by Michael Reaves 
Patterns of Force (2009), by Michael Reaves with Maya Kaathryn Bohnhoff (uncredited) 
The Last Jedi (2013), by Michael Reaves & Maya Kaathryn Bohnhoff

The Last of the Jedi:

The Desperate Mission (2005), by Jude Watson 
Dark Warning (2005), by Jude Watson 
Underworld (2005), by Jude Watson
Death on Naboo (2006), by Jude Watson 
A Tangled Web (2006), by Jude Watson
Return of the Dark Side (2006), by Jude Watson
Secret Weapon (2007), by Jude Watson 
Against The Empire (2007), by Jude Watson 
Master of Deception (2008), by Jude Watson
Reckoning (2008), by Jude Watson
The Han Solo Trilogy:

The Paradise Snare (1997), by A.C. Crispin 
The Hutt Gambit (1997), by A.C. Crispin 
Rebel Dawn (1998), by A.C. Crispin
The Adventures of Lando Calrissian:

Lando Calrissian and the Mindharp of Sharu (1983), by L. Neil Smith 
Lando Calrissian and the Flamewind of Oseon (1983), by L. Neil Smith 
Lando Calrissian and the Starcave of ThonBoka (1983), by L. Neil Smith
The Force Unleashed:

The Force Unleashed (2008), by Sean Williams 
The Force Unleashed II (2010), by Sean Williams
The Han Solo Adventures:
Han Solo at Stars' End (1979), by Brian Daley 
Han Solo's Revenge (1979), by Brian Daley 
Han Solo and the Lost Legacy (1980), by Brian Daley
Dark Forces:

Dark Forces: Soldier for the Empire (1997), by William C. Dietz 
Dark Forces: Rebel Agent (1998), by William C. Dietz 
Dark Forces: Jedi Knight (1998), by William C. Dietz
A New Hope:

Star Wars: From the Adventures of Luke Skywalker (Star Wars Episode IV: A New Hope) (1976), by Alan Dean Foster & George Lucas 
Star Wars Episode IV: A New Hope (2004), by Ryder Windham
Rebel Force:

Rebel Force: Target (2008), by Alex Wheeler 
Rebel Force: Hostage (2008), by Alex Wheeler 
Rebel Force: Renegade (2009), by Alex Wheeler 
Rebel Force: Firefight (2009), by Alex Wheeler 
Rebel Force: Trapped (2010), by Alex Wheeler 
Rebel Force: Uprising (2010), by Alex Wheeler

Galaxy of Fear:

Eaten Alive (1997), by John Whitman
City of the Dead (1997), by John Whitman 
Planet Plague (1997), by John Whitman 
The Nightmare Machine (1997), by John Whitman 
Ghost of the Jedi (1997), by John Whitman 
Army of Terror (1997), by John Whitman 
The Brain Spiders (1997), by John Whitman 
The Swarm (1998), by John Whitman 
Spore (1998), by John Whitman 
The Doomsday Ship (1998), by John Whitman 
Clones (1998), by John Whitman 
The Hunger (1998), by John Whitman

Hand of Judgment:

Allegiance (2007), by Timothy Zahn 
Choices of One (2011), by Timothy Zahn
Scoundrels:

Winner Lose All - A Lando Calrissian Tale (2012), by Timothy Zahn 
Scoundrels (2013), by Timothy Zahn
The Empire Strikes Back:

Star Wars Episode V: The Empire Strikes Back (1980), by Donald F. Glut 
Star Wars Episode V: The Empire Strikes Back (2004), by Ryder Windham
Return of the Jedi:

Star Wars Episode VI: Return of the Jedi (1983), by James Kahn 
Star Wars Episode VI: Return of the Jedi (2004), by Ryder Windham
The Bounty Hunter Wars:

The Mandalorian Armor (1998), by K.W. Jeter 
Slave Ship (1998), by K.W. Jeter 
Hard Merchandise (1999), by K.W. Jeter
Jedi Prince:

The Glove of Darth Vader (1992), by Paul & Hollace Davids 
The Lost City of the Jedi (1992), by Paul & Hollace Davids 
Zorba the Hutt's Revenge (1992), by Paul & Hollace Davids 
Mission from Mount Yoda (1993), by Paul & Hollace Davids 
Queen of the Empire (1993), by Paul & Hollace Davids 
Prophets of the Dark Side (1993), by Paul & Hollace Davids
X-Wing:

Rogue Squadron (1996), by Michael Stackpole 
Wedge's Gamble (1996), by Michael Stackpole 
The Krytos Trap (1996), by Michael Stackpole 
The Bacta War (1997), by Michael Stackpole 
Wraith Squadron (1998), by Aaron Allston 
Iron Fist (1998), by Aaron Allston 
Solo Command (1999), by Aaron Allston 
Isard's Revenge (1999), by Michael Stackpole
Starfighters of Adumar (1999), by Aaron Allston 
Mercy Kill (2012), by Aaron Allston
The Thrawn Trilogy:

Heir to the Empire (1991), by Timothy Zahn 
Dark Force Rising (1992), by Timothy Zahn 
The Last Command (1993), by Timothy Zahn
The Jedi Academy Trilogy:

Jedi Search (1994), by Kevin J. Anderson 
Dark Apprentice (1994), by Kevin J. Anderson 
Champions of the Force (1994), by Kevin J. Anderson
The Callista Trilogy:

Children of the Jedi (1995), by Barbara Hambly 
Darksaber (1995), by Kevin J. Anderson
Planet of Twilight (1997), by Barbara Hambly 
The Black Fleet Crisis Trilogy:

Before the Storm (1996), by Michael P. Kube-McDowell 
Shield of Lies (1997), by Michael P. Kube-McDowell 
Tyrant's Test (1998), by Michael P. Kube-McDowell
The Corellian Trilogy:

Ambush at Corellia (1995), by Roger MacBride Allen 
Assault at Selonia (1995), by Roger MacBride Allen 
Showdown at Centerpoint (1995), by Roger MacBride Allen 
The Hand of Thrawn:

Specter of the Past (1997), by Timothy Zahn
Vision of the Future (1998), by Timothy Zahn
Survivor’s Quest:

Fool's Bargain (2004), by Timothy Zahn 
Survivor's Quest (2004), by Timothy Zahn 
Junior Jedi Knights:

The Golden Globe (1995), by Nancy Richardson
Lyric's World (1996), by Nancy Richardson 
Promises (1996), by Nancy Richardson 
Anakin's Quest (1996), by Rebecca Moesta 
Vader's Fortress (1997), by Rebecca Moesta 
Kenobi's Blade (1997), by Rebecca Moesta
Young Jedi Knights:

Heirs of the Force (1995), by Kevin J. Anderson & Rebecca Moesta 
Shadow Academy (1995), by Kevin J. Anderson & Rebecca Moesta 
The Lost Ones (1995), by Kevin J. Anderson & Rebecca Moesta 
Lightsabers (1996), by Kevin J. Anderson & Rebecca Moesta 
Darkest Knight (1996), by Kevin J. Anderson & Rebecca Moesta 
Jedi Under Siege (1996), by Kevin J. Anderson & Rebecca Moesta 
Shards of Alderaan (1997), by Kevin J. Anderson & Rebecca Moesta 
Diversity Alliance (1997), by Kevin J. Anderson & Rebecca Moesta
Delusions of Grandeur (1997), by Kevin J. Anderson & Rebecca Moesta
Jedi Bounty (1997), by Kevin J. Anderson & Rebecca Moesta 
The Emperor's Plague (1997), by Kevin J. Anderson & Rebecca Moesta 
Return to Ord Mantell (1998), by Kevin J. Anderson & Rebecca Moesta 
Trouble on Cloud City (1998), by Kevin J. Anderson & Rebecca Moesta 
Crisis at Crystal Reef (1998), by Kevin J. Anderson & Rebecca Moesta 
Jedi Shadow (Omnibus - Heirs of the Force, Shadow Academy & The Lost Ones) by Kevin J. Anderson & Rebecca Moesta 
Jedi Sunrise (Omnibus - Lightsabers, Darkest Knight, & Jedi Under Siege) by Kevin J. Anderson & Rebecca Moesta 
Under the Black Sun (Omnibus - Return to Ord Mantell, Trouble on Cloud City, & Crisis at Crystal Reef) by Kevin J. Anderson & Rebecca Moesta
The New Jedi Order:

Vector Prime (1999), by R.A. Salvatore 
Dark Tide I: Onslaught (2000), by Michael Stackpole 
Dark Tide II: Ruin (2000), by Michael Stackpole 
Agents of Chaos I: Hero's Trial (2000), by James Luceno 
Agents of Chaos II: Jedi Eclipse (2000), by James Luceno 
Balance Point (2000), by Kathy Tyers 
Recovery (2001), by Troy Denning 
Edge of Victory I: Conquest (2001), by Greg Keyes 
Edge of Victory II: Rebirth (2001), by Greg Keyes 
Star by Star (2001), by Troy Denning 
Dark Journey (2002), by Elaine Cunningham 
Enemy Lines I: Rebel Dream (2002), by Aaron Allston 
Enemy Lines II: Rebel Stand (2002), by Aaron Allston 
Traitor (2002), by Matthew Stover 
Destiny's Way (2002), by Walter Jon Williams 
Ylesia (2002), by Walter Jon Williams
Force Heretic I: Remnant (2003), by Sean Williams & Shane Dix
Force Heretic II: Refugee (2003), by Sean Williams & Shane Dix 
Force Heretic III: Reunion (2003), by Sean Williams & Shane Dix
The Final Prophecy (2003), by Greg Keyes 
The Unifying Force (2003), by James Luceno

The Dark Nest Trilogy:

The Joiner King (2005), by Troy Denning 
The Unseen Queen (2005), by Troy Denning 
The Swarm War (2005), by Troy Denning

Legacy of the Force:

Betrayal (2006), by Aaron Allston 
Bloodlines (2006), by Karen Traviss 
Tempest (2006), by Troy Denning 
Exile (2007), by Aaron Allston 
Sacrifice (2007), by Karen Traviss 
Inferno (2007), by Troy Denning 
Fury (2007), by Aaron Allston 
Revelation (2008), by Karen Traviss 
Invincible (2008), by Troy Denning
Crosscurrent:

Crosscurrent (2010), by Paul S. Kemp 
Riptide (2011), by Paul S. Kemp
Fate of the Jedi:

Outcast (2009), by Aaron Allston 
Omen (2009), by Christie Golden 
Abyss (2009), by Troy Denning 
Backlash (2010), by Aaron Allston 
Allies (2010), by Christie Golden 
Vortex (2010), by Troy Denning 
Conviction (2011), by Aaron Allston 
Ascension (2011), by Christie Golden 
Apocalypse (2012), by Troy Denning
Other Novels:

Dawn of the Jedi (2013) by Tim Lebbon
Red Harvest (2010), by Joe Schreiber
Knight Errant (2011), by John Jackson Miller
Darth Plagueis (2012), by James Luceno
Legacy of the Jedi (2003), by Jude Watson
The Wrath of Darth Maul (2012), by Ryder Windham
The Life and Legend of Obi-Wan Kenobi (2008), by Ryder Windham
Secrets of the Jedi (2005), by Jude Watson
The Rise and Fall of Darth Vader (2007), by Ryder Windham
Cloak of Deception (2001), by James Luceno
Rogue Planet (2000), by Greg Bear 
Outbound Flight (2006), by Timothy Zahn 
The Approaching Storm (2002), by Alan Dean Foster 
A New Hope: The Life of Luke Skywalker (2009), by Ryder Windham
Death Troopers (2009), by Joe Schreiber
Death Star (2007), by Michael Reaves & Steve Perry
Shadow Games (2011), by Michael Reaves and Maya Kaathryn Bohnhoff
Star Wars Galaxies: The Ruins of Dantooine (2003), by Voronica Whitney-Robinson & Haden
Splinter of the Mind's Eye (1978), by Alan Dean Foster
Shadows of the Empire (1996), by Steve Perry
The Truce at Bakura (1993), by Kathy Tyers
Luke Skywalker and the Shadows of Mindor (2008), by Matthew Stover
The Courtship of Princess Leia (1994), by Dave Wolverton
A Forest Apart (2003), by Troy Denning
Tatooine Ghost (2003), by Troy Denning
I, Jedi (1998), by Michael Stackpole
The Crystal Star (1994), by Vonda McIntyre
The New Rebellion (1996), by Kristine Kathryn Rusch
Scourge (2012), by Jeff Grubb
Boba Fett: A Practical Man (2006), by Karen Traviss
Millennium Falcon (2008), by James Luceno
Crucible (2013) by Troy Denning
Short Story Anthologies:

Tales from the Mos Eisley Cantina (1995), edited by Kevin J. Anderson 
Tales of the Bounty Hunters (1996), edited by Kevin J. Anderson 
Tales from Jabba's Palace (1996), edited by Kevin J. Anderson 
Tales from the Empire (1997), edited by Peter Schweighofer 
Tales from the New Republic (1999), edited by Peter Schweighofer and Craig Carey
Reference Books:

A Guide to the Star Wars Universe:

A Guide to the Star Wars Universe compiled by Raymond L. Velasco
A Guide to the Star Wars Universe, 2nd Edition compiled by Bill Slavicsek
A Guide to the Star Wars Universe, 3rd Edition compiled by Bill Slavicsek
Visual Dictionaries:

The Visual Dictionary of Star Wars, Episode I (1999), by David West Reynolds
The Visual Dictionary of Star Wars, Episode II (2002), by David West Reynolds
The Visual Dictionary of Star Wars, Episode III (2005), by James Luceno
The Visual Dictionary of Star Wars, Episodes IV, V, and VI (1999), by David West Reynolds
The Complete Visual Dictionary of Star Wars (2007)

The Making og Star Wars:

The Making of Star Wars, Episode I, The Phantom Menace (1999), by Laurent Bouzereau and Jody Duncan
Mythmaking: Behind the Scenes of Star Wars: Episode II: Attack of the Clones (2002), by Jody Duncan
The Making of Star Wars: Revenge of the Sith (2005), by Jonathan W. Rinzler
The Making of Star Wars: The Definitive Story Behind the Original Film (2007), by Jonathan W. Rinzler
The Making of Star Wars: The Empire Strikes Back (2010), by Jonathan W. Rinzler
Once Upon A Galaxy: The Journal of the Making of The Empire Strikes Back (2010), by Alan Arnold

The Art of Star Wars:

The Art of Star Wars: Episode I: The Phantom Menace (1999), by Jonathan Bresman
The Art of Star Wars: Episode II: Attack of the Clones (2002), by Mark Vaz
The Art of Star Wars: Episode III: Revenge of the Sith (2005), by Jonathan W. Rinzler
The Art of Star Wars: Episode IV: A New Hope (2007), by Carol Titelman
The Art of Star Wars: Episode V: The Empire Strikes Back (2010), by Deborah Call
The Art of Star Wars: Episode VI: Return of the Jedi (2013), by Carol Titelman

The Incredible Cross Sections:

Incredible Cross-Sections of Star Wars, Episode I: The Phantom Menace (1999), by David West Reynolds
Incredible Cross-Sections of Star Wars, Episode II: Attack of the Clones (2002), by Curtis Saxton
Incredible Cross-Sections of Star Wars, Episode III: Revenge of the Sith (2003), by Curtis Saxton
Incredible Cross-Sections of Star Wars, Episodes IV, V, and VI (1999), by David West Reynolds
Star Wars: The Complete Cross-Sections (2007), by David West Reynolds and Curtis Saxton

Inside the Worlds:

Inside the Worlds of Star Wars, Episode I - The Phantom Menace: The Complete Guide to the Incredible Locations by Kristen Lund
Inside the Worlds of Star Wars, Episode II - Attack of the Clones: The Complete Guide to the Incredible Locations by Simon Beecroft
Inside the Worlds of Star Wars, Episodes IV, V, & VI: The Complete Guide to the Incredible Locations by James Luceno
The Complete Locations of Star Wars: Inside the Worlds of the Entire Star Wars Saga by Kristin Lund, Simon Beecroft, Kerrie Dougherty, and James Luceno
Technical Journal:

Planet Tatooine Technical Journal
Imperial Forces Technical Journal
Rebel Forces Technical Journal
Star Wars Technical Journal (compiling the above)
Miscellaneous Reference Books:

Creating the Worlds of Star Wars: 365 Days by John Knoll
Dressing a Galaxy: The Costumes of Star Wars by Trish Biggar
From Star Wars to Indiana Jones: The Best of the Lucasfilm Archives by Mark Cotta
The Illustrated Star Wars Universe by Kevin J. Anderson and Ralph McQuarrie
Monsters and Aliens from George Lucas by Bob Carrau
Sculpting a Galaxy by Lorne Peterson
The Secrets of Star Wars: Shadows of the Empire by Mark Vaz
Star Wars: The Action Figure Archive by Stephen J. Sansweet
Star Wars Chronicles by Deborah Fine
Star Wars Chronicles: The Prequels by Stephen J. Sansweet
Star Wars Comics Companion by Ryder Windham and Daniel Wallace
Star Wars Encyclopedia by Stephen J. Sansweet
Star Wars Scrapbook: The Essential Collection by Stephen J. Sansweet
Star Wars: From Concept to Screen to Collectible by Stephen J. Sansweet
Star Wars: The Magic of Myth by Mary Henderson
Star Wars Poster Book by Stephen J. Sansweet
Star Wars: The Power of Myth
Star Wars: The Ultimate Visual Guide (2005), by Ryder Windham
The Star Wars Vault (2007), by Stephen J. Sansweet
Star Wars: A Pop-Up Guide to the Galaxy by Matthew Reinhart
The Empire Strikes Back Notebook edited by Diana Attias and Lindsay Smith
The Quotable Star Wars compiled by Stephen J. Sansweet
Star Wars Character Encyclopedia by Simon Beecroft

Essays and Commentary:

A Galaxy Not So Far Away: Writers and Artists on 25 Years of Star Wars by Glenn Kenny, editor.
Sword Fighting in the Star Wars Universe by Nick Jamilla.

Roleplaying Gamebooks

Saga Edition:
Star Wars Roleplaying Game: Saga Edition
Starships of the Galaxy (Saga Edition)
Star Wars Gamemaster Screen
Threats of the Galaxy
Knights of the Old Republic Campaign Guide
Force Unleashed Campaign Guide
Scum and Villainy
The Clone Wars Campaign Guide
Legacy Era Campaign Guide
Jedi Academy Training Manual
Rebellion Era Campaign Guide
Galaxy At War
Scavenger's Guide to Droids
Galaxy of Intrigue
The Unknown Regions
The Clone Wars: Decide Your Destiny Series:

The Clone Wars: Tethan Battle Adventure by Sue Behrent 
The Clone Wars: Crisis on Coruscant by Jonathan Green 
The Clone Wars: Dooku's Secret Army by Sue Behrent
The Clone Wars: The Way of the Jedi by Jake T. Ford 
The Clone Wars: The Lost Legion by Tracey West
Previous Editions:

Star Wars: The Roleplaying Game, 1st Ed. 1987, West End Games (1987), by Greg Costikyan - Game designer and various others
Star Wars: Sourcebook, 1st Ed. 1987, West End Games (1987), by Bill Slavicsek & Curtis Smith
Star Wars: The Dark Side Sourcebook, (2001), by Bill Slavicsek & JD Wiker
Star Wars Adventure Journal (volumes 1-15) (1994–1997, various editors, various points along timeline)

The Lost Jedi:

Jedi Dawn by Paul Cockburn 
The Bounty Hunter by Paul Cockburn

Source: Wikipedia - http://en.wikipedia.org/wiki/List_of_Star_Wars_novels
Comic Books

Marvel Star Wars #1-107 (1977-1986)
Marvel Star Wars Annual #1-3 (1979-1983)
Marvel Illustrated Books Star Wars #1-2 (1981-1982)
Star Wars: Return of the Jedi #1-4 (1983-1984)
Ewoks #1-14 (1985-1987)
Star Wars: Droids #1-8 (1986-1987)
Star Wars 3-D #1-3 (1987-1988)
Star Wars: Dark Empire #1-6 (1991-1992)
Classic Star Wars #1-20 (1992-1994)
Star Wars: Tales of the Jedi #1-35 (1993-1998)
Star Wars: Droids #1-17 (1994-1997)
Classic Star Wars: The Early Adventures #1-9 (1994-1995)
Star Wars: Dark Empire II #1-6 (1994-1995)
Star Wars: Jabba the Hutt #1-4 (1995-1996)
Star Wars: River of Chaos #1-4 (1995-1995)
Star Wars: X-Wing: Rogue Squadron #0-35 (1995-1998)
Star Wars: Empire’s End #1-2 (1995-1995)
Star Wars: Heir to the Empire #1-6 (1995-1996)
Star Wars: Splinter of the Mind’s Eye #1-4 (1995-1996)
Star Wars: Boba Fett #1-11 (1995-2006)
Star Wars: Tales from Mos Eisley #1 (1996)
Star Wars: Shadows of the Empire #1-6 (1996-1996)
Classic Star Wars: Devilworlds #1-2 (1996-1996)
Star Wars: This Crumb for Hire #1 (1996)
Classic Star Wars: Han Solo at Stars’ End #1-3 (1997)
Star Wars: Shadow Stalker #1 (1997)
Star Wars: The Last Command #1-6 (1997-1998)
Star Wars: Crimson Empire #1-6 (1997-1998)
Star Wars: Shadows of the Empire: Evolution #1-5 (1998)
Star Wars: Mara Jade: By the Emperor’s Hand #0-6 (1998-1999)
Star Wars: Jedi Academy: Leviathan #1-4 (1998-1999)
Star Wars: Crimson Empire II: Council of Blood #1-6 (1998-1999)
Star Wars: Republic #0-83 (1998-2006)
Star Wars: The Jabba Tape #1 (1998)
Star Wars: Vader’s Quest #1-4 (1999)
Star Wars Episode I: The Phantom Menace #1-4 (1999)
Star Wars Episode I: The Phantom Menace Adventures (1999)
Star Wars: The Bounty Hunters #1-3 (1999)
Star Wars Tales #1-24 (1999-2005)
Star Wars: Union #1-4 (1999-2000)
Star Wars: Chewbacca #1-4 (2000)
Star Wars: Hard Currency #1 (2000)
Star Wars: Jedi Council: Acts of War #1-4 (2000)
Star Wars: Aurra’s Song #1 (2000)
Star Wars: Darth Maul #1-4 (2000)
Star Wars: Underworld: The Yavin Vassilika #1-5 (2000-2001)
Star Wars: Qui-Gon and Obi-Wan: Last Stand on Ord Mantell #1-3 (2000-2001)
Star Wars: Jedi vs. Sith #1-6 (2001)
Star Wars: Heart of Fire #1 (2001-2002)
Star Wars: Jedi Quest #1-4 (2001)
Star Wars: Starfighter: Crossbones #1-3 (2002)
Star Wars: Qui-Gon and Obi-Wan: The Aurorient Express #1-2 (2002)
Star Wars: poison Moon #1 (2002)
Star Wars: Jango Fett #1 (2002)
Star Wars: Zam Wesell #1 (2002)
Star Wars Episode II: Attack of the Clones #1-4 (2002)
Star Wars: Hasbro/Toys “R” Us #1-4 (2002)
Star Wars: Jango Fett: Open Seasons #1-4 (2002)
Star Wars: Empire #1-40 (2002-2006)
Star Wars: A Valentine Story #1 (2003)
Star Wars: Jedi #1-5 (2003-2004)
Star Wars: Clone Wars Adventures #1-10 (2004-2007) – Graphic novels
Star Wars: Evasive Action: Reversal of Fortune #1-8 (2004-2005)
Star Wars: Obsession #1-5 (2004-2005)
Star Wars: General Grievous #1-4 (2005)
Star Wars Episode III: Revenge of the Sith #1-4 (2005)
Star Wars: Visionaries #1 (2005)
Star Wars: Brothers in Arms #1 (2005)
Star Wars: Evasive Action: Recruitment #1-6 (2005)
Star Wars: X-wing: Rogue Leader #1-3 (2005)
Star Wars: Purge #1-5 (2005-2013)
Star Wars: Knights of the Old Republic #0-50 (2006-2010)
Star Wars: Rookies: Rendezvous #1-3 (2006)
Star Wars: Rebellion #0-16 (2006-2008)
Star Wars: Evasive Action: Prey #1-3 (2006)
Star Wars: Routine Valor #1 (2006)
Star Wars: legacy #1-50 (2006-2010)
Star Wars: Rookies: No Turning Back #1-4 (2006)
Star Wars: Dark Times #0-27 (2006-ongoing)
Star Wars: Evasive Action: End Game #1-4 (2006-2007)
Star Wars: Clone wars (PhotoComic) #1 (2008)
Star Wars: The Force Unleashed #1 (2008)
Star Wars: The Clone Wars #1-12 (2008-2010)
Star Wars: The Clone Wars #1-10 (2008-2013) – graphic novels
Star Wars: Invasion #0-16 (2009-2011)
Star Wars: The Clone Wars: The Gauntlet of Death #1 (2009)
Star Wars: The Clone Wars: Act on Instinct #1-25 (2009-2010)
Star Wars Adventures #1-6 (2009-2011) – graphic novels
Star Wars: The Old Republic #1-11 (2010-2011)
Star Wars: Tales from the Clone Wars #1 (2010)
Star Wars: Blood Ties #1-8 (2010-2012)
Star Wars: The Force Unleashed II #1 (2010)
Star Wars: The Clone Wars: The Valsedian Operation #1-26 (2010-2011)
Star Wars: Knight Errant #1-15 (2010-2012)
Star Wars: Legacy-War #1-6 (2010-2011)
Star Wars: Darth Vader and the Lost Command #1-5 (2011)
Star Wars: Jedi #1-5 (2011)
Star Wars: The Third Time Pays for All #1 (2011)
Star Wars: Crimson Empire III: Empire Lost #1-6 (2011-2012)
Star Wars: Agent of the Empire #1-10 (2011-ongoing)
Star Wars: Knights of the Old Republic – War #1-5 (2012)
Star Wars: Dawn of the Jedi #1-10 (2012-ongoing)
Star Wars: The Art of the Bad Deal #1 (2012)
Star Wars: Darth Vader and the Ghost Prison #1-5 (2012)
Star Wars: Darth Maul – Death Sentence #1-4 (2012)
Star Wars: Lost Tribe of the Sith #1-5 (2012)
Star Wars #1-6 (2013-ongoing)
Star Wars: Legacy – Prisoner of the Floating World #1-5 (2013-ongoing)
Star Wars: Darth Vader and the Ninth Assassin #1-5 (2012-ongoing)

Note: Star Wars: A New Hope (1977), Star Wars: The Empire Strikes Back (1980), Star Wars: Return of the Jedi (1983) and Star Wars: The Phantom Menace (1999) have been adapted into Manga comics.

Source: Wikipedia - http://en.wikipedia.org/wiki/Star_Wars_(comics)
Star Wars Video Games

Episode IV: A New Hope:

Star Wars (1983-1988) – Arcade, Atari 2600, Atari 5200, Commodore 64, Atari 8-bit family, ColecoVision, BBC Micro, ZX Spectrum, Acom Electron, Amstrad CPC, Atari ST, Apple II, DOS, Macintosh, Amiga, Nintendo Gamecube
Star Wars (1987) Famicon
Star Wars: Attack on the Death Star (1991) – NEC PC-9801, Sharp X68000
Star Wars (1991-93) – NES, Game Boy, Sega Master System, Sega Game Gear
Super Star Wars (1992) – SNES
Star Wars Arcade (1993) – Arcade, Sega 32X
Star Wars: Trench Run (2009) – iOS, Unity
Star Wars Arcade: Falcon Gunner (2010) - iOS
Episode V: The Empire Strikes Back:

Star Wars: The Empire Strikes Back (1982) – Atari 2600, Intellivision
Star Wars: The Empire Strikes Back (1985-88) – Arcade, BBC Micro, Commodore 64, ZX Spectrum, Amstrad CPC, Amiga, Atari
Star Wars: The Empire Strikes Back (1992) – NES, Game Boy
Super Empire Strikes Back (1993) - SNES
Episode VI: Return of the Jedi:

Star Wars: Return of the Jedi – Death Star Battle (1983-84) – Atari 2600, Atari 8-bit family, Atari 5200, ZX Spectrum
Star Wars: Return of the Jedi (1984-88) – Arcade, BBC Micro, DOS, Commodore 64, ZX Spectrum, Amstrad CPC, Amiga, Atari ST
Super Return of the Jedi (1994) – SNES, Game Boy

Episode I: The Phantom Menace:

Star Wars: Episode I – The Phantom Menace (1999) – Windows, Playstation
Star Wars: Episode I (1999) – Pinball
Star Wars: Episode I – Jedi Power Battles (2000-01) – Playstation, Dreamcast, Game Boy Advance
Star Wars: Episode I – Battle for Naboo (2000-01) – Nintendo 64, Windows
Star Wars: Episode I – Obi-Wan’s Adventures (2000) – Game Boy Color
Star Wars: Obi-Wan (2001) – Xbox

Episode II: Attack of the Clones:

Star Wars: Episode II – Attack of the Clones (2002) – Game Boy Advance
Star Wars: The New Droid Army (2002) – Game Boy Advance

Episode III: Revenge of the Sith:

Star Wars: Episode III – Revenge of the Sith (2005) – Playstation 2, Game Boy Advance, Xbox, Nintendo DS
Star Wars: Revenge of the Sith (2005) – Jakks Pacific TV Game
- Star Wars Gamekey (expansion) (2006)

Star Wars: The Clone Wars:

Star Wars: The Clone Wars (2002) – Playstation 2, Nintendo Gamecube, Xbox
Star Wars: The Clone Wars – Lightsaber Duels (2008) – Wii
Star Wars: The Clone Wars – Jedi Alliance (2008) – Nintendo DS
Star Wars: The Clone Wars – Republic Heroes (2009) – Windows, Playstation 2, Nintendo DS, Playstation Portable, Xbox 360, Playstation 3, Wii
Clone Wars Adventures (2010) – Windows, Mac

Video Game Series

X-Wing:

X-Wing (1993) – DOS, Macintosh
- Imperial Pursuit (expansion) (1993)
- B-Wing (expansion) (1993)
- X-Wing (Collector’s CD-ROM) (1994)

TIE Fighter (1994) – DOS, Macintosh
- Defender of the Empire (expansion) (1994)
- TIE Fighter (Collector’s CD-ROM) (1995)

Star Wars: X-Wing vs. TIE Fighter (1997) – Windows
- Balance of the Power Campaigns (expansion) (1997)
- Flight School (1998)

X-Wing Alliance (1999) - Windows
Rebel Assault:

Star Wars: Rebel Assault (1993) – Windows, Mac, Sega CD, 3DO
Star Wars: Rebel Assault II: The Hidden Empire (1995) – Windows, Playstation, Mac
Jedi Knight:

Star Wars: Dark Forces (1995) – MS-DOS, Mac, Playstation
Star Wars Jedi Knight: Dark Forces II (1997) – Windows
- Star Wars Jedi Knight: Mysteries of the Sith (expansion) (1998)
Star Wars Jedi Knight II: Jedi Outcast (2002) – Windows, Mac, Xbox
Star Wars Jedi Knight: Jedi Academy (2003) – Windows, Mac, Xbox
Rogue Squadron:

Star Wars: Rogue Squadron (1998) – Windows, Nintendo 64
Star Wars Rogue Squadron II: Rogue Leader (2001) – Nintendo Gamecube
Star Wars Rogue Squadron III: Rebel Strike (2003) – Nintendo Gamecube

Racer:

Star Wars Episode I: Racer (1999) – Windows, Mac, Dreamcast, Nintendo 64, Game Boy Color
Star Wars: Super Bombad Racing (2001) – Playstation 2
Star Wars: Racer Arcade (2000) – Arcade
Star Wars Racer Revenge (2002) – Playstation 2
Galactic Battlegrounds:

Star Wars: Galactic Battlegrounds (2001) – Windows, Mac
Star Wars: Galactic Battlegrounds: Clone Campaigns (2002) – Windows, Mac
Starfighter:

Star Wars: Starfighter (2001) – Windows, Playstation 2
Star Wars: Starfighter Special Edition (2001) - Xbox
Star Wars: Starfighter (2003) – Arcade
Star Wars: Jedi Starfighter (2002) – Xbox, Playstation 2
Galaxies:

Star Wars Galaxies: An Empire Divided (2003) – Windows
Star Wars Galaxies: Jump to Lightspeed (2004) – Windows
Star Wars Galaxies: Episode III Rage of the Wookies (2005) – Windows
Star Wars Galaxies: The Total Experience (2005) – Windows
Star Wars Galaxies: Trials of Obi-Wan (2005) – Windows
Star Wars Galaxies: Starter Kit (2005) – Windows
Star Wars Galaxies: The Complete Online Adventures (2006) – Windows

Knights of the Old Republic:

Star Wars: Knights of the Old Republic (2003) – Windows, Xbox, Mac
Star Wars: Knights of the Old Republic II: the Sith Lords (2005) – Windows, Xbox
Star Wars: The Old Republic (2011) – Windows
Battlefront:

Star Wars: Battlefront (2004) – Playstation 2, Windows, Xbox, Mac
Star Wars: Battlefront II (2005) – Playstation 2, Windows, Xbox, Playstation Portable
Star Wars Battlefront: Renegade Squadron (2007) – Playstation Portable
Star Wars Battlefrom: Elite Squadron (2009) – Playstation Portable, Nintendo DS

Lego Star Wars:

Lego Star Wars: The Video Game (2005) – Windows, Playstation 2, Xbox, Nintendo GameCube, Game Boy Advance, Mac
Lego Star Wars II: The Original Trilogy (2006) – Windows, Playstation 2, Playstation Portable, Xbox, Xbox 360, Nintendo GameCube, Nintendo DS, Game Boy Advance, Mac
Lego Star Wars: The complete Saga (2007) – Windows, Playstation 3, Xbox 360, Nintendo DS, Wii, Mac
Lego Star Wars: The Quest for R2-D2 (2009) – Unity
Lego Star Wars III: The Clone Wars (2011) – Playstation 3, Xbox 360, Nintendo DS, Nintendo 3DS, Wii, Playstation Portable, Windows, Mac
Empire at War:

Star Wars: Empire at War (2006) – Windows, Mac OS X
- Star Wars: Empire at War: Forces of Corruption (expansion) (2006) – Windows
- Star Wars: Empire at War: Gold Pack (game and expansion package) (2007) - Windows
The Force Unleashed:

Star Wars: The Force Unleashed (2008) – Windows, Mac OS, Xbox 360, Playstation 3, Playstation 2, Playstation Portable, Wii, Nintendo DS, iPhone OS
Star Wars: The Force Unleashed – Ultimate Sith Edition (2009) – Xbox 360, Playstation 3, Windows, Mac
Star Wars: The Force Unleashed II (2010) – Windows, Wii, Nintendo DS, xbox 360, Playstation 3, iPhone OS

Other Video Games
Star Wars: Jedi Arena (1983) – Atari 2600
Star Wars: The Arcade Game (1984) – Atari 2600
Star Wars: Droids (1988) – Amstrad CPC, ZX Spectrum
Star Wars Chess (1994) – DOS, Sega CD, Windows
Star Wars Screen Entertainment (screensaver) (1994) – Windows
Star Wars: Shadows of the Empire (1996) – Nintendo 64
Star Wars: Masters of Teräs Käsi (1997) – Playstation
Star Wars: Yoda Stories (1997) – Windows, Game Boy
Star Wars: Rebellion (1998) – Windows
Star Wars: Behind the Magic (Multimedia encyclopedia) (1998) – Windows, Macintosh
Star Wars Trilogy Arcade (1998) – Arcade
Star Wars Millennium Falcon CD-Rom Playset (1998) – Windows
Star Wars: Force Commander (2000) – Windows
Star Wars: Bounty Hunter (2002) – GameCube, Playstation 2
Star Wars Republic Commando (2005) – Window, Xbox
Star Wars: Lethal Alliance (2006) – Nintendo DS, Playstation Portable
Star Wars: Demolition (2000) – Playstation, Dreamcast
Star Wars: Super Bombad Racing (2001) – Playstation 2
Star Wars: Flight of the Falcon (2003) – Game Boy Advance
Star Wars Trilogy: Apprentice of the Force (2004) – Game Boy Advance
Star Wars: Lightsaber Battle Game (2005) – Handheld TV game
Star Wars: Lethal Alliance (2006) – Playstation Portable, Nintendo DS
Star Wars: The Best of PC (2006) – Windows
Star Wars: Original Trilogy (2007) Jakks Pacific TV Game
Star Wars: Jedi Math (2008) – Leapster
Star Wars: Jedi Reading (2008) – Leapster
Star Wars: The Clone Wars (2008) – Didj
Star Wars: Jedi Trials (2009) – Didj
Star Wars: Republic Squadron (2009) Jakks Pacific TV Game
Kinect Star Wars (2012) – Xbox 360
Source: Wikipedia - http://en.wikipedia.org/wiki/List_of_Star_Wars_video_games
Merchandise

Games:

Star Wars Customizable Card Game (1995-2001) by Decipher, Inc.
Star Wars Epic Duels Board Game (2002) by Hasbro
Star Wars: The Interactive Video Board Game (1996) by Hasbro
Jedi Knight Trading Card Game (2001) by Decipher, Inc.
Star Wars Miniatures (2004-2010) by Wizards of the Coast
Star Wars Miniature Battles (1989-1990) by West End Games
Star Wars Risk: The Clone Wars Edition (2005) by Parker Brothers
Star Wars: X-Wing Miniatures Edition (2012) by Fantasy Flight Games
Star Wars Trading Card Game (2002-2005) by Wizards of the Coast
Young Jedi Collectible Card Game (1999) by Decipher, Inc.
Attacktix Battle Figure Game (2005-2006) by Hasbro
Risk: Star Wars Origianl Trilogy Edition (2006) by Parker Brothers

Lego Star Wars:

There have been created multiple boxes of Lego and Lego merchandise based on the Star Wars universe.  Source: http://starwars.com/shop/toys/1/shop-lego/ (last accessed: 25/05/2013)

Star Wars Lifestyle Merchandise:

There have been created many accessories, electronics, novelty items, etc. based on the Star Wars universe. Examples vary from Star Wars iPhone cases and Bluetooth headsets to T-shirts and cookie cutters. Source: http://starwars.com/shop/lifestyle/ (Last accessed: 25/05/2013)

Star Wars Action Figures:

Every significant character from Star Wars has been made into an action figure or a plush toy.
Source: http://starwars.com/shop/toys/5 (Last accessed: 25/05/2013)

Star Tours

The motion simulator attraction in Disneyland Paris that has been operative since 1987, featuring Luke Skywalker and R2-D2.
Source: https://disneyworld.disney.go.com/attractions/hollywood-studios/star-tours/ (Last accessed: 25/05/2013)
�	 It should be noted that this time gap was later filled by Steve Perry’s Shadows of the Empire (1996) (novel, video game, comic books) was later written in an attempt to fill the gap between Star Wars: the Empire Strikes Back (1980) and Star Wars: Return of the Jedi (1983).


� Interquel is defined as ”a story that is set between the original and the sequel.” (Dictionary.com's 21st Century Lexicon - � HYPERLINK "http://dictionary.reference.com/browse/interquel" �http://dictionary.reference.com/browse/interquel�, last accessed: 21/05/2013)
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