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THE MAGIC OF MYTH

Activities for English students

Star Wars: The Magic of Myth showcases original artwork
(including concept drawings and paintings as well as storyboards
with production notes), props, models, costumes and characters
used to create the Star Wars saga — Star Wars: A New Hope, The
Empire Strikes Back, Return of the Jedi, The Phantom Menace and
Attack of the Clones. The exhibition was inspired by Joseph
Campbell’s story of the ‘hero’s journey’ presented in Hero with a
thousand faces, and by comments on the Star Wars films in the
book and video series The Power of Myth.

The following activities are designed to help the classroom teacher
stimulate student discussion, investigation, research, and
discovery. These activities are designed for secondary students
studying English, in particular students studying heroes and myths
as a theme and students studying Star Wars as a text in the
Changing Worlds focus in HSC English.



THE MAGIC OF MYTH

Joseph Campbell and the hero’s journey

Joseph Campbell, one of the world’s
foremost students and scholars of
mythology, studied thousands of myths from
around the world and discovered that the
majority of them shared many common
characteristics. In fact, he saw all the stories
as variations of one overall tale, which he
named the ‘monomyth’. The subject of the
hero is no exception. While the heroes of
various cultures may be defined as heroic for
different reasons, nearly each one fits the
stages of the hero journey as developed by
Campbell.

According to Campbell’s book The hero with
a thousand faces (1949:245-246) we can
summarise the hero’s journey into three main
stages.

Departure

‘The mythological hero, setting forth from his
common day hut or castle, is lured, carried
away, or else voluntarily proceeds, to the
threshold of adventure. There he encounters
a shadow presence that guards the passage.
The hero may defeat or conciliate this power
and go alive into the kingdom of the dark
(brother-battle, dragon-battle; offering,
charm), or be slain by the opponent and
descend in death (dismemberment,
crucifixion).’

Initiation

‘Beyond the threshold, then, the hero
journeys through a world of unfamiliar yet
strangely intimate forces, some of which
severely threaten him (tests), some of which
give magical aid (helpers). When he arrives
at the nadir of the mythological round, he
undergoes a supreme ordeal and gains his
reward. The triumph may be represented as
the hero’s sexual union with the goddess-

mother of the world (sacred marriage), his
recognition by the father-creator (father
atonement), his own divinisation
(apotheosis), or again — if the powers have
remained unfriendly to him — his theft of the
boon he came to gain (bride-theft, fire-theft);
intrinsically it is an expansion of
consciousness and therewith of being
(illumination, transfiguration, freedom).’

Return

‘The final work is that of the return. If the
powers have blessed the hero, he now sets
forth under their protection (emissary); if not,
he flees and is pursued (transformation flight,
obstacle flight). At the return threshold the
transcendental powers must remain behind;
the hero re-emerges from the kingdom of
dread (return, resurrection). The boon that he
brings restores the world (elixir).’

In the exhibition Star Wars: The Magic of
Myth the hero’s journey of Luke Skywalker
is followed. Each film in the original trilogy
can be considered as corresponding to each
of the stages above: A New Hope with
Departure, The Empire Strikes Back with
Initiation and Return of the Jedi with Return.
These teachers notes detail the journey more
closely. The Phantom Menace and Attack of
the Clones begin to follow the journey of
other characters such as Anakin Skywalker
and Padmé Amidala.
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STAR.
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Focus questions and activities

The Star Wars saga has been labelled
many things: Western, fairytale, a
remake of the Seven Samurai in space,
and a reworking of Arthurian myth. Yet
at heart it is a deceptively simple story:
a young man travels a rite of passage
with the aid of his friends, defeats his
nemesis with the aid of magic, and in
doing so saves the world. Why is it so
easy to label the Star Wars saga in so
many different ways? Do you think it
really belongs to the domain of science
fiction/fantasy?

Pearson and Pope state in their book The
female hero in American and British
literature (1981):

‘The hero is almost always
assumed to be white and upper
class ... The journey of the upper-
class white male ... is identified as
the generic type for the normal
human condition ... [However], it
is not accurate to assume that this
macho heroic ideal is the
archetypal human pattern. An
exploration of the heroic journeys
of women — and of men who are
relatively powerless ... makes clear
that the archetypal hero masters
the world by understanding it, not
by dominating, controlling, or
owning the world or other people.’

e How would you define a hero?

e Doyou believe that males and females
can follow the same heroic journey?

* Featured at the beginning of the
exhibition is Princess Leia’s white robe.
In the video message to Luke she
appears mystical and untouchable.

Princess Leia slave girl costume, photograph by Eric
Long and Mark Avino.

Star Wars: The Magic of Myth, Star Wars™ and © 1997 by Lucasfilm
Ltd. All rights reserved.

What archetypal role does she play?
Perhaps it is the goddess, temptress
or damsel in distress. Or is Leia
undertaking her own hero’s journey?
* What type of archetypal roles do
characters of other races and species
play in the Star Wars saga? How are
they portrayed in the exhibition?
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3. Select a hero from one of the following
films (or one of your own choosing) and
describe the hero’s journey that the
character follows in the film. You should
identify all of the pertinent elements of
departure, initiation, and return (as
summarised by Campbell) and present a
brief description of how the hero in the
movie goes through their journey.

Movie Hero

Star Wars Luke Skywalker

The Lord of the Rings Frodo

The Matrix Neo

The Lion King Simba
Braveheart William Wallace
Harry Potter & the Harry Potter

Philosophers Stone

The Wizard of Oz Dorothy

Alice in Wonderland Alice

4. Andrew Gordon, an English professor at
the University of Florida has written
extensively on the Star Wars
phenomenon. He was one of the first
people to examine Star Wars in the light
of Joseph Campbell’s thesis in The hero
with a thousand faces. Read Gordon’s
article Star Wars: a myth for our time. Do
you agree or disagree with his analysis.
Write a review of the article.

5. Write a text in which you create a new
world by changing the world of Star
Wars. Continue to use the hero’s
journey as an underlying ethos in your
‘world’.

You will need to consider these areas:

* the quest: how and why do your

C-3PO carried by Ewoks, production painting by Ralph
McQuarrie.
Star Wars: The Magic of Myth, Star Wars™ and © 1997 by Lucasfilm

» the characters: how can you change
the traditional hero and travelling
companions?

e the setting: what type of planets,
starships, space stations are there?

e the conflict: is there a war, rebellion or
other disturbance?

» technology: what ships, weapons,
houses etc are there?

e magic: should there be a special power
the hero can use?

Your text could be a narrative, a film
script, a play or an article. You should
include graphics such as maps, diagrams
and possibly drawings of scenes to make
your text appealing.

The following website provides an
environment to explore the classic
mythical story structure, sometimes
called the monomyth, and to create your
own stories.

http://www.mcli.dist. maricopa.edu/smc/
journey/

o

characters go on their quest? Ltd. All rights reserved. Used under authorization.
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6. How are the good and evil characters 8. Choose a character from the Star Wars

presented in the films? Look at colour,
music, character mannerisms and
speech. Students may also like to
compare how they are presented in the
exhibition by looking at lighting,
character poses, background images,
sound and the audio-guide. You may also
like to discuss whether people from
different cultures would agree with the
depiction of ‘good’ and ‘evil’ in some
films.

Create a diary entry as if you were Luke
Skywalker reflecting on his experiences
and the worlds he has encountered, and
how they have changed, and changed
him.

saga (Han Solo, C-3PO, Princess Leia,
Obi-Wan Kenobi, Darth Vader). Describe
the role that this character plays in the
film. In what ways does this character
support the traditional patterns of myths?
Is there any challenge to their position?
How does this character impact upon
Luke Skywalker’s hero journey?

Examine the film sets in the movies and
the location artworks presented in the
exhibition. Describe Tatooine, Endor,
Cloud City, Coruscant, the Death Star and
the various ships travelled on. Compare
these to the world that you know.

Early concept for an Imperial City, concept painting by Ralph McQuarrie.
Star Wars: The Magic of Myth, Star Wars™ and © 1997 by Lucasfilm Ltd. All rights reserved.
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10. A good way to look at the differences between the present and an alternative world is to
look back at life in the 1950s and consider how our lives have changed since then. Fill in

the table.

Aspect of world

1950s

Present

Star Wars

Clothes Suit and tie for men
Cotton dresses for women
Pink for girls, blue for boys
Hats worn

Food Home-cooked meat and

three vegetables
Takeaway Chinese and
fish and chips

Entertainment

Radio

Board games

Cards

Reading

Movies

Hotels close at 5.00 pm

School

Blackboard and chalk, ink,
slope cards

Spelling lessons and maths
tables

Uniform

Leaving Certificate

Communication

Telephone
Telegrams
Short-wave radio
Letters

Music

Bakelite records

78s

Rock ’'n’ roll eg Johnny
O’Keefe

Transport

Holdens, Fords, buses,
trains (red rattlers), trams
(in Sydney), small planes

Warfare

Atom bomb
tanks

rifles and pistols
machine guns
submarines

Political
philosophies

Democracy and
Communism
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Star Wars: a Myth for Our Time

by Andrew Gordon

This article appeared in Literature/Film Quarterly 6.4
(Fall 1978): 314-26. It was reprinted, slightly revised,
in Screening the sacred: religion, myth, and ideology
in Popular American film, ed Joel W Martin and Conrad
E Ostwalt Jr (Boulder, Co: Westview Press, 1995): 73—
82. What follows below is an abbreviated text of the
revised version of the article. The article is reprinted
with permission from the author.

Star Wars, George Lucas’ lavish space opera,
is a fantasy for our times, this generation’s
Wizard of Oz. Nevertheless, whereas Lucas’
film was almost universally praised for its
costuming, sets, technical perfection, and
wondrous special effects, its plot was largely
dismissed by reviewers as corny or hokey,
strictly kids’ stuff. ‘“The film’s story is bad pulp,
and so are the characters of hero Luke and
heroine Leia’, says Richard Corliss.! ‘I kept
looking for an “edge”, to peer around the
corny, solemn comic-book strophes’, writes
Stanley Kauffmann.?2 And Molly Haskell sums
up the critics’ objections: ‘Star Wars is
childish, even for a cartoon’.®

Well, if Star Wars is childish, then so are The
Wizard of Oz and The Lord of the Rings. Like
Tolkien’s Middle Earth series, Star Wars is a
modern fairy tale, a pastiche which reworks
a multitude of old stories, and yet creates a
complete and self-sufficient world of its own,*
one populated with intentionally flat,
archetypal characters: reluctant young hero,
warrior-wizard, brave and beautiful princess,
and monstrous black villain. | would argue
that the movie’s fundamental appeal to both
young and old lies precisely in its deliberately
old-fashioned plot, which has its roots deep
in American popular fantasy, and, deeper yet,
in the epic structure of what Joseph Campbell
in The hero with a thousand faces calls ‘the
monomyth’.

Chewbacca, photograph by Eric Long and Mark Avino.
Star Wars: The Magic of Myth, Star Wars™ and © 1997 by Lucasfilm
Ltd. All rights reserved.

In an era when Americans had lost heroes in
whom to believe, Lucas created a myth for
our times, fashioned out of bits and pieces
of twentieth-century American popular
mythology — old movies, science fiction,
television, and comic books — but held
together at its most basic level by the
standard pattern of the adventures of a
mythic hero. Star Wars is a masterpiece of
synthesis, a triumph of American ingenuity
and resourcefulness, demonstrating, how the
old may be made new again: Lucas raided
the junkyards of our popular culture and
rigged a working myth out of scrap. Like the
hot rods in his previous film, American
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Graffiti, Star Wars is an amalgam of pieces
of mass culture customised and
supercharged and run flat out. He lifted parts
openly and lovingly from various popular
culture genres, but the engine that runs it is
the ‘monomyth’.

If, as Lucas says, he has studied myth and
deliberately attempted to construct one in his
film, it would be useful to determine how
successfully the work meets mythic criteria.
| want to examine Star Wars in the light of
Joseph Campbell’s thesis in The hero with a
thousand faces that the hero of epic myth is
a dream-figure who stands in for the entire
culture. According to Campbell, the hero
must descend into the infantile unconscious,
the realm of sleep. ‘All the ogres and secret
helpers of our nursery are there, all the magic
of childhood.’?® There the hero gives battle
to ‘the nursery demons of his local culture’,
and ‘brings back from his adventure the
means for the regeneration of the society as
a whole’ (pp 17, 38). Symbolically, he
becomes a man by rescuing his mother and
slaying his father. Despite the Oedipal nature
of the conflict, he is finally accepted by the
parent figures, and thus discovers his true
identity and attains his true powers, which
he realises were within him all the time.
Campbell divides this ‘monomyth’ into three
main stages — Departure, Initiation, and
Return — each of which consists of various
steps, so | will trace the action of Star Wars
to see how closely it corresponds to this
traditional pattern of mythic adventure.

Typically, the hero is the orphaned son of
royalty. Unaware of his true identity, he is
consigned to a life of drudgery and exile. He
is first called to adventure by a herald,
signifying that ‘the time for the passing of a
threshold is at hand’ (p 51). The threshold
represents a rebirth into adulthood; the hero
or heroine must overcome the parents, who

stand as ‘threshold guardians’. When we first
meet Luke, we find him bored and restless
for adventure, but kept on a farm on the
remote planet Tatooine by his uncle, who
fears the orphan may turn out like his father.
Luke is curious about this father, who his
uncle claims was a navigator on a space
freighter. Later we find that Luke’s father was
actually a Jedi Knight, and, in the words of
Ben Kenobi, ‘the best starship pilot in the
galaxy, and a cunning warrior’. The uncle,
then, is the actual father — ordinary and
repressive — while the Knight is the idealised
image of the father. At this point, the call to
adventure arrives fortuitously for Luke: a little
robot appears, carrying a hologrammed plea
for rescue from a beautiful princess.
Symbolically, Threepio, Artoo’s android
companion, now refers deferentially to the
boy as ‘Sir Luke’. Like a Knight of the Round
Table, he has been summoned to adventure.

The next step in this wish-fulfilment dream
is the encounter with a protective figure,
‘some wizard, hermit, shepherd, or smith,
who appears to supply the amulets and
advice that the hero will require ... The call,
in fact, was the first announcement of the
approach of this initiatory priest’ (pp 72-73).
The wizard here is old Ben Kenobi, once a
rebel General (Obi-wan) and a friend to Luke’s
father, now a hermit in the desert wastes of
the planet; the Princess’ message had been
a call for his help. Ben has supernatural
powers: he first appears as a mysterious
hooded figure, uttering inhuman howls to
frighten away the desert Sandpeople, who
have attacked Luke. And he is indeed a priest,
last of the Jedi Knights, a mystic religious
order which worships the Force, ‘the power
which binds together the universe’. Ben
appears out of nowhere to save Luke, and he
assumes the protective, paternal role which
he maintains throughout the film. Like Merlin,
he tutors this rough-hewn country lad, and
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hands him the sword his father willed him
(in this case not Excalibur but the light-sword
of the Jedi Knights).

Once he leaves the safe boundaries of the
farm, Luke can never go back. As the attack
of the Sandpeople shows him, the world is a
desert place filled with danger, but only by
abandoning the security he had known,
leaving the womb of his childhood, can he
enter the adult world. Luke at first refuses the
call to adventure, but joins Ben when he
discovers that, in his absence, DarthVader’s
Stormtroopers have burned the farm and
killed his aunt and uncle.

Of course, nothing in mythic plots adheres
to the conventions of realism; it is all guided
to fulfil the hero’s ‘destiny’. And what is
destiny but a supernatural ‘Force’ which
arranges for things to happen? It is another
word for the belief in the magical
omnipotence of thought. For example, why
does a chain of circumstances detour the little
robot to Luke’s farm? This is not chance — it
was evidently predestined for Luke’s sake.
And why is Ben living as a hermit near Luke’s
farm? Obviously, so that he could be there
when Luke needed him. For that matter, the
death of Luke’s aunt and uncle is arranged
conveniently.

‘Destiny’ also helps to make Luke seem
blameless: he does not seek out Ben, but
merely tries to return the wandering Artoo
unit to the farm, and, still loyal to his uncle,
he refuses the call to adventure until he is
left no choice. It has all been magically
manipulated for Luke: his wish for adventure
materialized and the obstacles (uncle and
aunt) conveniently removed.

At the same time, our blameless hero is
provided with a ready made excuse for
rebellion in the political situation and the

SLELIsG

Ewok concept drawing by Joe Johnston.
Star Wars: The Magic of Myth, Star Wars™ and © 1997 by Lucasfilm
Ltd. All rights reserved.

slaughter of his father, aunt, and uncle by
Vader or his minions. As Otto Rank notes in
The Myth of the Birth of the Hero, ‘the myth
throughout reveals an endeavour to get rid
of the parents’, particularly the father; yet the
hero, like Hamlet, sees himself not as the
persecutor but as ‘the avenger of the
murdered father’.? In fact, Luke has a careless
habit of losing father-figures: first the Knight,
then his uncle, and then Ben fall to the
demonic Darth Vader (whose name suggests
‘dark’ or ‘death invader’, or even ‘death
father’).

According to Campbell, the mythic hero, once
having stepped beyond the safe bounds of
his everyday routine, sallies forth with the
Wizard, ‘the personification of his destiny to
guide and aid him’. Now he must confront a
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dangerous ogre, a ‘threshold guardian’ (p 77).
Here we have a series of threshold guardians:
first the marauding Sandpeople, next a
Stormtrooper guarding the entrance to the
spaceport, and finally a foul-looking alien in
the spaceport bar. In each case, Luke is saved
by Ben, who uses either the Force or the
power of his light saber.

The next stage of the adventure, says
Campbell, is the passage into ‘the belly of the
whale’ (p 90); in Star Wars, the heroes are
sucked into the enemy space fortress by a
tractor beam. Here the hero symbolically dies
and is reborn in the second phase, or Initiation.

The initiation consists of a series of
miraculous tests and ordeals. The hero is
covertly aided by the advice, amulets, and
secret agents of the supernatural ‘helper’
(p 97). In Campbell’s scheme, the endless
corridors of the Death Star would represent
for Luke ‘the crooked lanes of his own
spiritual labyrinth’, and his perils would
represent the type we encounter nightly in
our dreams (p 101). Interestingly, among the
typical dream perils Campbell mentions are
two in particular: ‘Themistocles dreamed that
a snake wound itself around his body, then
crept up to his neck’ (an obvious phallic
symbol), and ‘the dreamer is absolutely
abandoned ... in a deep hole of a cellar. The
walls of his room keep getting narrower and
narrower, so that he cannot stir. In this image
are combined the ideas of mother womb,
imprisonment, cell, and grave’ (pp 102, 103).
Luke encounters precisely these two perils
after his plunge into the inferno of the
garbage room. Meanwhile, he is aided by his
various helpers: Ben unlocks the tractor beam
to release their captive ship, and he fights
Vader; the robots stop the walls from
crushing them; and Solo and Chewbacca help
the group shoot their way out. But Luke has
passed his initiation; whereas previously he

had passively relied on Ben, now he initiates
and carries out the rescue of the Princess and
the escape from the Death Star.

At the centre of the journey is ‘the meeting
with the goddess* and ‘the atonement with the
father’, both symbolic stages in working out
the Oedipal crisis. The rescue of the Princess
represents the former stage, and the death of
Ben represents the latter. Luke’s guardian,
having fulfilled his function, seems to will his
own destruction and is cut down by Vader;
nevertheless, he does not die so much as he
disappears in order to be subsumed into the
Force. He persists as a voice which guides Luke
at critical moments, like the superego, which
Freud posited as nothing more than the
internalised voice of the parents. Once they
are safely aboard Solo’s ship, Luke mourns
Ben, and is comforted by the Princess, who
maternally puts a blanket over his shoulders
and tells him he is not to blame; there is
nothing he could have done about it. Ben had
similarly exculpated him after Luke found his
aunt and uncle dead.

We can see here again how Lucas attempts
to make this essentially Oedipal fable guilt-
free. If myth is dreamlike, then all the
characters are merely extensions of the
wishes of the central character. Vader as
destructive devil acts out Luke’s patricidal
desires, yet Ben, his good side, still forgives
him and blesses him, as we all wish our
parents to do. Solo, the apparently amoral
loner, acts out Luke’s antisocial desires for
total independence; Luke himself is presented
as dutiful and dependent. The ambivalence
of love yet hate toward authority is thus
successfully contained by parcelling it out
among separate characters. Finally, the
Oedipal desires toward the mother-figure are
also kept in check by the inability of the
Princess to decide between the two rivals,
Luke and Solo.
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Having symbolically met his mother and
made his peace with his father, the hero,
according to Campbell, has reached the stage
of Apotheosis. He is now the possessor of
the grace of the Gods, ‘the ultimate boon’
which can restore his culture. This boon is,
of course, the Force. As Campbell writes,

indispensable to the mythic structure.
Moreover, this Force, as Campbell
explains, is not simply a religious
power; itis also the power of the libido,
and ‘its guardians dare release it only
to the duly proven’ (p 182). Luke, having
won through his trials and proven

Briefly formulated, the universal
doctrine teaches that all the visible
structures of the world — all things and
beings — are the effects of a ubiquitous
power out of which they arise, which
supports them and fills them during the
period of their manifestation, and back
into which they must ultimately
dissolve ... Its manifestation in the
cosmos is the structure and flux of the
universe itself (pp 257-58). This ur-
religion is a basic element of all myth;
the hero becomes the possessor of this
ubiquitous power, or ‘Force’ when he
achieves adulthood.

Thus the mystical elements of Star
Wars begin to make sense; they are

himself to his guardian, can now enter
manhood. The father dies for his sake,
freeing Luke’s libido; as Ben tells him,
‘The Force will be with you always’.

The Departure and the Initiation completed,
the hero now begins the third and final stage:
the Return. ‘The full round, the norm of the
monomyth, requires that the hero shall now
begin the labour of bringing the runes of
Wisdom, the Golden Fleece, or his sleeping
princess, back into the kingdom of humanity,
where the boon may rebound to the renewing
of the community, the nation, the planet, or
the ten thousand worlds’ (p 193). Luke,
accompanied by the Princess, escapes with
the plans of the battle station in Solo’s ship
out of the Death Star, out of the belly of the
whale. He now undergoes what Campbell

Falcon and X-wing Shoot the Death Star Main Reactor, production painting by Ralph McQuarrie.
Star Wars: The Magic of Myth, Star Wars™ and © 1997 by Lucasfilm Ltd. All rights reserved.
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calls ‘the magic flight’ (p 196); he is chased
by symbolic ‘demons’ out of the Death Star,
but manages with the aid of Solo to destroy
the pursuing ships and reach the rebel base
— significantly, a lush, green, light-filled
planet.

Having crossed the threshold from ‘the world
of light’ into ‘the world of darkness’ and
returned alive, Luke is now ‘master of the Two
Worlds’ (p 229). He has the power to move at
will between the two, and he proves this by
returning at the risk of his life to the Death
Star in order to destroy it. In combat, Luke
now assumes his true identity, which is that
of the ideal father: Jedi Knight, starship pilot,
and cunning warrior. Guided by the Force,
he naturally succeeds in his task, dropping
some proton torpedoes down a symbolically
suggestive narrow chute. The Death Star
goes up in an orgasmic explosion of
fireworks.

According to Campbell, ‘the work of the hero
is to slay the tenacious aspect of the father
(dragon, tester, ogre king) and release from
its ban the vital energies that will feed the
universe’ (p 352). His job, in other words, is
the destruction of the status quo in order to
permit renewal and restoration, and this is
the task which Luke, ordinary boy raised to
the status of mythic hero, successfully
performs.

It is precisely this sense of renewal which
makes Star Wars so appealing. In the absence
of any shared contemporary myths, Lucas
has constructed out of the usable past, out
of bits of American pop culture, a new
mythology which can satisfy the emotional
needs of both children and adults.®®* The
passion for Star Wars is akin to the fervour
of a religious revival.

Each generation must either create its own
myths and its own heroes or regenerate those
of the past. Star Wars was released in a period
when the heroes had been cast down through
such national catastrophes as Vietham and
Watergate, when the lines between good and
evil became cloudy, and when sexual
identities were beginning to be redefined by
the women’s movement. Meanwhile,
Americans found themselves living inside a
kind of Death Star, a machine world drained
of spiritual values, a world in which the
individual felt impotent and alien. In the late
1970s, Americans desperately needed a
renewal of faith in themselves as good guys
on the world scene, as men and women, as
human beings who count, and so returned
temporarily to the simpler patterns of the
past. Old superheroes like Superman were
revived — and so were old-fashioned genre
films like Rocky and Star Wars.

Such fantasies give voice to our deepest
longings, and speak to our hopes about the
future of our society and of ourselves. For
example, in opposition to the dehumanising
uses of technology, Star Wars shows the
triumph of good technology over evil
machinery® — an updated version of the
triumph of white magic over black magic in
The Wizard of Oz. Viewers recognize that Star
Wars has no direct relation to external reality,
but it does relate to our dreams of how we
would like reality to be. As the reviewer Jack
Kroll says about the film, ‘It’s the last chance
for kids to have fun before they grow up to
be Oedipus. And we hollow-eyed Oedipuses
can, if we try, go back and enjoy the fun of
our pre-guilt stage’.*

‘Kids’ stuff’, after all, is the stuff that dreams
are made of.
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repudiated mythology, found himself with no
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Millennium Falcon, photograph by Eric Long and Mark
Avino.

Star Wars: The Magic of Myth, Star Wars™ and © 1997 by Lucasfilm
Ltd. All rights reserved.
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For more information on the exhibition For more information or to make a booking, contact:
Star Wars: The Magic of Myth, Education and Visitor Services, Powerhouse Museum
visit the Powerhouse Museum’s website Telephone: (02) 9217 0222
http://www.phm.gov.au Fax: (02) 9217 0441

Email: edserv@phm.gov.au

Post: PO Box K346, Haymarket NSW 1238

Get regular updates about Museum programs
delivered directly to your computer by joining our
listserv. Email: edserv@phm.gov.au

m _ _
500 Harris Street Ultimo

owerhouse museum PO Box K346 Haymarket 1238

science +design www.phm.gov.au

Unless otherwise stated, all photographs © Powerhouse Museum.

For non-commercial educational use only. Unauthorised uses (eg duplication, sale or resale) strictly prohibited. © 2002 Lucasfilm Ltd. All rights reserved.




