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Abstract
Joseph Campbell’s monomyth has been considered universally applicable to all
narratives. However, considering recent social paradigm shifts and new types of narratives, such
as video games, comic books, television and film, it is necessary to revisit the model of the
Hero’s Journey as it was defined in 1949. By analyzing the narrative structure found in Peter
Molyneux’s video game Fable III through the lens of video game theory and queer theory, this
paper disproves certain sections of Campbell’s monomyth as applicable to all modern narratives.
“‘Fey’ble: Queering Joseph Campbell’s Monomyth as Found in Lionhead Studios’ Fable III”
successfully deconstructs the heteronormative structure of the Hero’s Journey through the
exposition of queer characterization and gender nonconformity present in Fable III.

“Fey”ble: Queering Joseph Campbell’s Monomyth as Found in Lionhead Studios’ Fable III.
Video Game Theory
When discussing literature, the question of narrative is inevitably raised by literary
theorists and critics such as Umberto Eco, Gérard Genette, and Aristotle. Genette argues in his
essay “Frontiers of Narrative” that narrative is the “representation of an event or sequence of
events, real or fictitious, by means of language and, more particularly, by means of written
language” (qtd. in Richter 844). If Genette’s conventional definition of narrative is accepted as
truth, then any non-written literature, such as films and video games, is precluded from being
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categorized as narrative. The preclusion of non-traditional written works proves problematic
when analyzing the narrative structure of video games in particular. Adam Rovner’s article “A
Fable: Or, How to Recognize a Narrative When You Play One” contests Genette’s limitation of
narrative through his discussion of the video game medium: “Narrative information is conveyed
not only through written description in a game, but also by on-screen image, sound, and text,
both diegetic and extra-diegetic” (103). Here, extra-diegetic means that certain narrative
elements of the game are conveyed to the player through information that is not directly related
to the storyline. For example, the game player may interact with a computer-controlled character
who tells the player a story about the shop owner in town who was arrested for gambling
illegally. While this information does not propel the story forward, the player learns that there is
a shop in the town he/she can visit, that gambling is illegal in the video game, and that there is
even a police department involved in patrolling the town. Rovner continues to explain that
“narrative information may also be conveyed in games through haptic feedback — the rumble of
the controller in the console player’s hands” (103). What Adam Rovner is arguing is that the
narrative, as found within a video game, depends on the interpretation of the game by the player,
and that it is “subject to his or her hermeneutic praxis” (105). When Rovner writes “hermeneutic
praxis,” he is implying that every “reader” has his or her own way of interpreting texts based on
how he or she views the world.
Like Rovner, Ileana Vesa discusses narrative and its relation to video games in her article
“The Future of Narrative Between Folk-Tales and Video Games.” Vesa’s article bridges the gap
between narration as it is found in fairy stories and that found in video games. Vesa argues that
in a culture that favours images and with the new advancements in computer-age technology
(e.g. video games), the distance between reader, author, and narrator has diminished to the point
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where the reader is turned “into an authoritative author and the text into an impermanent and
unstable floating of words and animations” (247). The player of the game actually helps to
actively construct the narrative, as opposed to traditional narrative that is author-created—the
player is the reader and the narrator concurrently (252). The article describes a video game’s
similarities to and differences from traditional literary narrative, emphasizing the importance of
how the player-cum-reader-cum-narrator takes part in a narrative and ludus. A “ludus” is an
“activity depending on a system of rules and the specific goal of victory” (259). This is crucial
because, as Vesa points out, diegesis and a ludus are not the same thing even though they both
have particular rules, follow linear development, and achieve a certain goal at the end (269). The
distinction that Vesa makes here between the narrative as found in novels, films, and video
games is crucial because it supports Rovner’s argument that the gamer is outside the control of
the narrative—one never knows when the player’s avatar is at the climax of the narrative because
of the infinite choices the gamer can make.
The choices made by the players, however, do not completely alter the sequence—and
therefore the narrative—of the game. In his article, Adam Rovner discusses Espen Aarseth’s
concept of video game narrative, which is that there is a correlation between the sequence of the
game and the agency of the player known as the “string of pearls” (101). Rovner explains
Aarseth’s postion:
For Aarseth, the string (what Barthes would term the sequence) that connects the
pearls (what Barthes would term the nuclei) does not allow for play. Aarseth
suggests that the tasks are completed through the agency of “free play” only
within one of the “pearls”. He maintains that ‘within each pearl . . . there is plenty
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of choice, but on the level of the string there is no choice at all. (101, emphasis in
original)
When broken down, the “string” is the storyline and the “pearls” represent the player’s choices
and the side-events within the game. Aarseth claims that these pearls are inessential to the
narrative structure, but Rovner claims that “without the ‘stupid’ and ‘inessential’ pearls, we have
no necklace, just unadorned string” (101).
Fable III
At this point, it is necessary to examine the string and the pearls of Fable III. An
overview of the plot of the game will help to lay the foundation for its narrative analysis. The
game begins with an opening cutscene in which the narrator sets the stage:
The Age of Industry has come to Albion, though some call it “The Age of
Oppression.” When freedom is nothing but a dream, it’s time to take a stand, to
lead a rebellion, to be a Hero. Welcome to the city of the downtrodden where
those who dare to speak out are punished, and where those who dare to hope find
nothing to hope for. True rebels fight against all odds. True rebels never give up,
and yet they cannot triumph alone. The uprising has begun, but who will lead the
revolution?
This sequence takes place in a faux medieval, industrialized kingdom where smokestacks and
factories are dominated by a fairytale castle in the background. Throughout the narration, a
chicken observes flying seagulls from her cage and, with the theme of rebellion, escapes from
imprisonment and tries to join the gulls in the sky. She experiences what it is like on the busy
city streets and inside the factories. She eventually makes it to the castle where she is captured
and presumably killed—she begins to fly while running away from a cook who is armed with a
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gun. When he raises the gun, the camera angle cuts away and the game player sees a poof of
feathers, implying—and it is implication only, since the chicken is never shown to be shot—that
she has been killed, and her rebellion quelled. The chicken is a prefect symbol for the main
character because she represents a marginalized—since she is a flightless bird—and oppressed
social group, ready and willing to rise up against the ruling power.
After the introduction, the player chooses an
avatar or character who will “act” on behalf of the
player in the game. The avatar can be either male or
female, known as the Prince or Princess of Albion
respectively, and later called the “Hero of
Brightwall” (see fig. 1). The Prince/Princess is called
upon to help lead a rebellion against his/her brother

Fig. 1. The player chooses Prince or Princess at the
start of the game. Fable Wiki. Wikia, 2013. Web.

King Logan, whose tyrannical rule has the citizens of Albion outraged. The Prince/Princess is
visited by a mystical seer named Theresa, who informs him/her of the royal family’s heroic
bloodline—the Prince/Princess’s father was the Hero of Bowerstone—and of the preternatural
powers. From this point forward, the Prince/Princess takes a vow to be the next Hero, and
departs from home to begin his/her quest. The Hero must travel around Albion, gaining support
for the rebellion, and making promises to the populace for when he/she becomes the new
monarch. In the meantime, the Hero must combat wild wolves, goblin-like creatures called
“Hobbes,” mercenaries, reanimated skeletons, and even a child-labour enforcing, povertyinducing, megalomaniac captain of industry named Reaver. In the end, the Hero successfully
leads the rebellion and becomes King/Queen of Albion and puts an end to Logan’s tyranny.
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The story does not end after the successful coup d’état. Whereas a traditional fable or
fairy tale would end after the rise to power as monarch, Fable III requires that the player
continue on as King or Queen. As monarch, the player must fulfill the promises made to other
characters in the game while he/she was gaining support during the rebellion. Additionally, the
decisions a player makes at this stage determine how he/she is viewed by the citizens of Albion.
For example, if the player follows through successfully on a promise, or donates money to the
Bowerstone orphanage, the citizens view him/her as morally good. However, if taxes are raised
to an unfair level or laws are passed that benefit industrialists, like Reaver, the subjects of Albion
will view the player as malevolent. The unique post-rise-to-power situation of the Hero certainly
adds a twist to the narrative of Fable III, reinforcing the distinction of video games from
traditional modes of narration. However, while the game is unusual in its ending, it does
eventually end; there is a clear beginning and a clear end. After the player completes the game,
he/she can restart and play again. While there exists a variety of characters to choose from and
innumerable different decisions to make within the game, the overall narrative structure—
including demarcated milestones or events that occur every time the game is played—remains
the same each time it is played.
Based on the plot overview of Fable III, it is clear that the video game has a distinct
linear development and an irrefutable sequence of events leading to a specific goal. Based on the
previous definitions given by Rovner and Vesa, and by the “string” and “pearl” model provided
by Aarseth, Fable III fits the mould for narrative. If a video game is indeed a narrative, then one
should be able to apply to it one of the most prominent narrative schemata: the monomyth.
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The Hero’s Journey
Joseph Campbell, in The Hero with a Thousand Faces, defines what a monomyth is:
“The standard path of the mythological adventure of the hero is a magnification of the formula
represented in the rites of passage: separation-initiation-return . . . ” (30). The origin of the word
itself comes from James Joyce’s Finnegan’s Wake, but Campbell has appropriated and modified
the term, combining “adventure tales of . . . the world’s symbolic carriers of the destiny of
Everyman” (36). Each of the formulaic rites of passage—separation/departure, initiation, and
return—are divided into a total of seventeen subcategories (36). Separation or departure
comprises “The Call to Adventure,” “Refusal of the Call,” “Supernatural Aid,” “The Crossing of
the First Threshold,” and “The Belly of the Whale” (36). The subsections of the initiation stage
include “The Road of Trials,” “The Meeting with the Goddess,” “Woman as a Temptress,”
“Atonement with the Father,” “Apotheosis,” and “The Ultimate Boon” (36). Finally, the return
of the hero is made up of six further subsections: “Refusal of the Return,” “The Magic Flight,”
“Rescue from Without,” “The Crossing of the Return Threshold,” “Master of the Two Worlds,”
and “Freedom to Live” (37). Fable III follows the departure, initiation, and return trope very
well. The Hero of Brightwall is called to adventure by the seer Theresa, leaves home, travels
throughout Albion completing his/her quests, and returns home after trials and tribulations to rule
as monarch. What is perhaps most telling about Fable III’s adherence to the structure of the
monomyth is the fact that the avatar protagonist in the game is referred to allegorically as
“Hero.”
It is necessary at this point to understand what a “hero” is, since he plays the central role
in the monomyth. Joseph Campbell describes the hero as “a personage of exceptional gifts.
Frequently he is honored by his society, frequently unrecognized or disdained. He and/or the
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world in which he finds himself suffers from a symbolical deficiency” (37). The Hero in Fable
III has exceptional gifts, in the form of preternatural abilities such as enhanced, superhuman
strength and the ability to harness and use magic. The Hero of Brightwall also is unrecognized
because of his/her status as King Logan’s younger, politically insignificant sibling, thus placing
him/her in a subordinate position. From a perspective other than Cambpell’s, Umberto Eco in his
essay “The Myth of Superman” defines a hero: “Often the hero’s virtue is humanized, and his
powers, rather than being supernatural, are the extreme realization of natural endowments”
(866). This definition is also applicable to the Hero of Brightwall in Fable III because the
obligation for fulfilling promises—which will be discussed later—and morality demonstrate that
natural goodness manifests itself in the Hero. In her book The Hero, Dorothy Norman offers a
third definition of a hero, describing him as a symbol and personification of the different layers
of the psyche (4). Here, Norman takes a less literal and more psychoanalytical approach to the
hero. This definition, while not necessarily applicable to Fable III , serves to show the diverse
understanding of what constitutes a hero. This variation allows for the nontraditional Hero of
Bowerstone to be considered a hero. However, all three of the interpretations of a hero share one
commonality: the male gender . Campbell, Eco, and Norman define the hero with the pronoun
“him.” This gender bias is important to note because of the fact that the Hero in Fable III already
transgresses the standard definition insofar as the character can be female.
After laying out the sequence of the hero’s quest, Campbell argues that, regardless of his
social status and ethnic background, the journey varies “little in essential plan” (38). Campbell
writes,
There will be found astonishingly little variation in the morphology of the
adventure, the character roles involved, the victories gained. If one or another of
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the basic elements of the archetypal pattern is omitted from a given fairy tale,
legend, ritual, or myth, it is bound to be somehow or other implied—and the
omission itself can speak volumes for the history and pathology of the example . .
. . (38)
Campbell believes, therefore, that the monomyth is a universally applicable schema, regardless
of the minutiae of the individual tales, myths, and stories.
Not all scholars agree with Campbell. In his article “Structuralism,” Brian Attebery
contests outright Joseph Campbell’s all-encompassing monomyth:
The trouble with the pattern is that Campbell insists that it is the only one . . . .
Campbell seems to start with a plan and to adjust the evidence accordingly. He
retells numerous traditional myths in such a way as to make them fit, fudging the
descriptions of characters and actions, leaving out details that do not correspond,
and avoiding the many equally important myths that do not concern heroes. (85)
Attebery argues that Campbell’s monomyth should not be taken as mythological gospel due to
the inconsistencies and ad hoc methods with which the structure is applied. Indeed, while Fable
III fits into Joseph Campbell’s monomythic schema there is one aspect of the game—the Hero’s
romantic life—that does not, thereby reinforcing Attebery’s claim that Campbell’s model of the
Hero’s journey is not wholly applicable.
The Romantic Monomyth
It is important here to examine the romantic aspect of the monomyth—the part with
which this paper is concerned—because it will allow deconstruction of the Hero’s Journey
through the application of queer theory. Donna McGee Onebane’s essay, “Campbell, the
Feminine Principle, and the Romantic Male Hero,” looks at the romantic facet of the hero,
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touching upon Campbell’s step, “Woman as Temptress.” By investigating Jung’s theory of the
anima, Onebane holds fast to the idea that a male Hero comes to terms with his anima over the
course of his quest—the anima is confronted through a romantic interest in a woman, the
“goddess,” who is a projection of the Hero’s inner “ideal” (137). The Hero’s embrace of the
anima, and becoming whole with it is called “individuation” and represents the “feminine
principle” (137). However, Onebane argues that the projection of the anima may not aid in the
Hero’s quest—this projection is that of “his obsessive fears about his own sexuality or
sinfulness. Frightened by this repressed sexual energy which the woman has awakened, the
romantic hero can only view her as his nemesis” (137). Indeed, the Hero’s quest is not only a
literal journey, but a figurative one in which he travels to the dark, unexplored regions of his own
psyche (136). Despite the negative aspect of the act of individuation, Onebane concludes that
“Campbell’s delineation of the journey of the hero demonstrates how the hero’s confrontation
with the goddess or the feminine principle may, to varying degrees, allow the hero to slay the
dragons of solipsism and to soar beyond by means of a transformation of spirit” (138).
Onebane’s psychoanalytical development aligns nicely with Norman’s psyche-related hero.
Onebane’s description of the hero’s figurative journey inward is reinforced by Joseph K.
Davis who, in his essay “Campbell on Myth, Romantic Love, and Marriage,” explains that the
hero lives concurrently in two worlds; the hero must experience his own awareness and also
must take part in an outward quest, knowing his place in the world (106). It is important to
remark that Onebane and Davis are speaking in heterosexual terms. The one-sided,
heteronormative conception of the hero’s inward journey to find his identity will be later
debunked in the queer theory section.
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Joseph Campbell, like Onebane and Davis, touches briefly upon the romantic love of a
hero. He writes that a hero in a myth or a fairy tale often attains “domestic microcosmic triumph”
and masters his “extraordinary powers” (38). Here, the meaning of domestic may refer to a
geographic proximity, but it also alludes to the familial and romantic component of the
monomyth. Campbell goes on to discuss the importance of the woman in the monomyth and that
she symbolizes “the hegemony wrested from the enemy, the freedom won from the malice of the
monster, the life energy released from the toils of the tyrant” (342). All in all, the maiden is the
prize waiting at the end of the quest for the hero, and they are inseparable: “she is the image of
his destiny which he is to release from the prison of enveloping circumstance” (342). Campbell
even goes so far as to say that she is the hero’s “other portion” (342). There is a clear connection
between what Campbell says about the inseparability of the hero and the maiden and what
Onebane says about the woman being the “ideal” of the hero himself. It is critical to note here
that the monomyth has been written about in masculo-heteronormative terms, without the
slightest indication that the hero may be female or gay. Therefore, it is necessary to examine
how, in Fable III, the “pearls” of choice on the “string” of events manifest themselves in a
romantic and sexual way that debunks Campbell’s “Woman as Temptress” subsection of the
monomyth. By applying queer theory to Fable III, it becomes clear that the monomyth is flawed
and not appropriate for all narrative structures.
Queer Theory
As a relatively new field in the realm of thought and philosophy, queer theory is at the
center of much scholarly debate. Barry Adam’s article “From Liberation to Transgression and
Beyond” discusses how, when the question of human sexuality is addressed, terms of
identification—straight, gay, lesbian, asexual, bisexual, pansexual, transgender, intersex—come
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into play in an overwhelming number (15). Before the dissection of sexual identification into
manifold categories, the division of sexualities was based on homosexuality and heterosexuality.
Indeed, queer theory has stemmed from gay and lesbian studies—from the works of Judith
Butler and Eve Sedgwick—in an attempt to answer the question of “how people and desires
come to be separated into the two camps of homosexuality and heterosexuality in the first place”
(18). In his article Barry Adam posits,
the promise of queer theory was to move beyond the minoritizing logic of the
study of a gay and lesbian “ethnicity” toward an understanding of the ways in
which heterosexuality and family pull the cloak of virtue around themselves by
manufacturing a deviant other into which a great a great many people can be
dumped and dismissed. (19, emphasis in original)
Therefore, this theory’s development was a response to a society that viewed heterosexuality as
the normative practice and identity, and that “othered” those who identified as queer. Adam
continues to state that the deconstruction of heterosexuality is the primary endeavor of queer
scholarship (19). Such a deconstruction allows for the dissolution of the ubiquitousness of
heteronormativity in society and for the integration therein of those who belong to the LGBTQ
community. Despite the breaking-down of heterosexual normalcy, however, Adam posits—in
echoing gay and lesbian ethnographer Esther Newton—that it is “gay and lesbian identities that
are far more vulnerable to attack” (19). Here, Newton demonstrates how queer theory is just as
harsh with members of its own community as it is with its attack on heteronormativity.
After having looked at the social background context in which queer theory was
developed, it is important to look at the impetus for its formation as a school of thought. In his
book A Genealogy of Queer Theory, William B. Turner cites the work of Teresa de Lauretis—
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the feminist and film theorist who first defined her own work as “queer”—who believed that
queer theory developed from “gay and lesbian studies” (30). However, de Lauretis claimed that
queer theory’s foundation was based on the limitation of the tenets of gay and lesbian studies; the
problem was the “artificiality and inadequacy of perpetually adding on linguistic markers the
farther one got from the white, middle-class, heterosexual center of the culture” (30). De Lauretis
clarifies her argument with an example: “One might be not only gay but black, not only lesbian
but Chicana. One might be not only a black lesbian but working class and past age sixty” (30). It
became crucial to examine all aspects of a person’s identity and all possible categories on the
sexual spectrum, not just gay and lesbian. Indeed, the Oxford English Dictionary defines queer
theory, dating back to 1990, as “an approach to social and cultural study which seeks to
challenge or deconstruct traditional ideas of sexuality and gender, esp. the acceptance of
heterosexuality as normative and the perception of a rigid dichotomy of male and female traits”.
The question of only lesbian and only gay brings about a structure similar to the
heterosexual/homosexual, male/female and masculine/feminine binaries questioned by Judith
Butler. It is for this inherently restrictive categorization of sexuality that Butler refers to this new
field as “queer,” in order to emphasize the all-encompassing aspect of this new theory (qtd. in
Richter 1440).
Another queer scholar, Larry Schneiderman, wrote his article “In Defense of Queer
Theory” in which he expands upon de Lauretis’ claim that queer theory is essential when
exploring the various aspects of a person’s identity. Schneiderman writes, “ . . . queer theory has
complicated the ways in which we think about sexual desire and created a space in which we can
think about ourselves and our history in nuanced and different ways” (11). Here, Schneiderman
is arguing that queer theory allows for an in-depth examination of human sexuality and how that
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sexuality then fits into socio-historical and cultural niches. This examination is important when
discussing Fable III, because the game player is able to create an avatar that will later fit into the
cultural and social milieu of the fictional world of Albion. While the kingdom is indeed fictional,
the exploration of sexuality in part reflects real-life sexual desires. As Teresa de Lauretis and
Judith Butler posit that culture and sexuality are not only black and white, or straight and gay,
Scheiderman’s opinion and summary of queer theory is equally compelling:
Queer theory is usually distinguished from other bodies of thinking about sexual
minorities by its attachment to a set of postmodern thinkers, mostly French, who
don’t regard the self as “natural” but rather as a set of negotiations with those
around us and with the categories that our culture makes possible for us to know .
. . queer theory posits that complicated processes of identity, recognition, and
possibility shape our lives and identities. (14)
Queer theory, as Schneiderman restructures de Lauretis’ position, is about recognition and the
possibility to shape one’s life and identity through the deconstruction of the heteronormative
model of society. For the purpose of this paper, Schneiderman’s argument will be the prime
definition and example.
How Queer Characterization in Fable III Debunks the Monomyth
In his article “Playing Gay,” Kyle Buchanan discusses Fable III’s predecessor, Fable II,
and the choices a player can make: “ . . . it even offers gamers the ability to pursue same-sex
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relationships with their characters. The game has added female protagonists and a host of
potential real-world complications, including the option to have protected or unprotected sex-and the attendant possibilities of pregnancy or STDs” (63). There are clearly many options for
players to choose from when it comes to sexuality and romance. In the same spirit as Buchanan,
Stephen Totilo, in his article “Letting Gamers Play God, and Now Themselves,” quotes Fable
game developer Peter Molyneux as saying, “I want players to be themselves . . . I want them to
play who and how they want, as opposed to who I think they should be or how I think they
should play” (G1).
The choice begins, as mentioned previously, with the selection of the Prince or the
Princess at the start of the game. Already, with the ability to define the Hero as a woman, as
Buchanan pointed out—and not only as a man as Campbell has proscribed—Fable III has
subverted one of the main tenets of the monomyth. If and when the Hero is a woman, the
requirement that the goddess be the other half of the Hero places the relationship in a sapphic,
and therefore queer, situation. Additionally, within gameplay, the Hero has the opportunity to
forge relationships, both romantic and non-romantic, get married, and have sex with members of
the same sex, thereby placing the game outside of the monomyth. The guidebook for Fable III,

The

Fig. 2. Prostitutes of both genders are at the Hero’s disposal—for a small fee, of
course. Fable Wiki. Wikia, 2013. Web.

Book
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of Heroes, comments on the romantic and sexual facet of gameplay, proving the importance of
the “pearls” within the sequence of events: “There’s more to life than slaying mercenaries and
completing quests. At some point, you may want to settle down, get married and raise a family”
(22). This image of domesticity, perhaps similar to the “domestic microcosmic triumph”
proposed by Campbell in The Hero with a Thousand Faces (342), is disrupted in The Book of
Heroes under the section entitles “Sex, Safe and Otherwise”:
Whether you’re married or not, it is possible to have sex with many of the people
you meet on your travels, for love or money. Prostitutes of both genders are
relatively common in the seedier parts of Albion, should you be so inclined. You
might consider using a condom: it’s the only reliable way to avoid contracting the
nasty sexually transmitted diseases that many people carry and, of course, to
prevent pregnancy. Condoms are available from certain merchants. (22)
With the availability of marriage, the possibility of hiring prostitutes of both genders (see fig. 2),
and the option for sex based on love without marriage with many different people throughout
Albion, Campbell’s “prize at the end of the journey” becomes an ephemeral corporeal pleasure
en route to the ultimate goal. The application of queer theory to this aspect of the game is easy.
In fact, the possibility of homosexual, bisexual, and transvestite characters breaks the
heteronormative model and places Fable III in the queer category.
Returning to the topic of marriage, it is essential to examine how same-sex characters are
able to marry one another. In the game, in order for a player to marry a non-player character,
there is a courtship that must take place which more or less mirrors the dating process in real life.
In order to explain this better, I shall use an example of a romantic interaction my I/my avatar
had in a gameplay experience. While in the village of Brightwall—where my Hero was to restore
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the library to its former glory—I met the local blacksmith, Rob. By the on-screen information
displayed during our conversation, I learned that Rob was outgoing, a member of the working
class, gay, single, and that his favourite food was steak. Rob’s diverse background reinforces de
Lauretis’ argument that a person is not merely black and white, but they are complex and cannot
be identified or labeled by one linguistic marker. The biographical information shown on the
screen is important because it allows the player to discern whether the non-player character is a
compatible match. If Rob’s details explained that he was straight, that would have prevented me,
and my male avatar, from pursing a romance with him. As our conversation continued, our
relationship bar improved and the ability to use the “flirt” interaction became available. After
“flirting” a few times with the blacksmith—which consisted of my Hero approaching him and
whispering sweetly into his ear—he requested that I take him on a date to his favourite location:
a scenic bridge just outside of town. In order to get to the bridge, I had to press the “take hand”
control and lead Rob outside of the village. Once at the desired site, Rob exclaimed, “Well, isn’t
this lovely? Are you going to kiss me now?” At this point, I selected the option for “kiss” on my
controller and watched the romantic scene on the screen. Clearly after such a positive, albeit
hasty, courtship, the next logical step was marriage. I decided to invest in a wedding ring from
one of the local vendors—these can also be dug up conveniently as treasure throughout Albion—
and propose to Rob. In Fable III, the player must alway initiate romantic relationships with the
non-player characters, and so he/she must also be the one to propose marriage. Luckily for my

Hero, Rob accepted my proposal and we were affianced.
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When two characters are engaged, they must choose between three different types of
marriage, each one more expensive than the last. After the wedding ceremony (see fig. 3), it is
required that the player choose a house somewhere in Albion in which the Hero’s partner can
live while the Hero is out journeying. Since I was required to go and travel throughout Albion as

a married man,
from my

Fig. 3. A same-sex marriage ceremony in which “Anthony”
pronounces the Hero and his partner “husband and husband.”
Fable Wiki. Wikia, 2013. Web.

and be away
husband, I had to

establish an “upkeep” sum of money which would take care of the expenses that Rob would
need. Slaying Hobbes and plotting to
usurp the throne prevented me from properly supporting a traditional stay-at-home lifestyle with
Rob. If the spouse of the Hero is paid an insufficient upkeep or is not visited frequently enough
by the Hero, the spouse will become increasingly upset and request that the player divorce
him/her so that he/she would have a fair chance at happiness with someone else. It is interesting
to note that even after the Hero has established a family, he/she continues on the quest in order to
achieve the objective. Since I wanted to build a family with Rob, I decided to adopt a child from
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the orphanage in Bowerstone. The ability for a same-sex couple to adopt a child so easily in
Fable III is antithetical to the process in real life. It is in this “pearl” that the player is able to live
out a “realistic” fantasy within a fictional world. This continuation of the adventure—despite the
formation of a family—adds yet another element to the Hero’s Journey. The spouse of the Hero
does not impede the progression of the overall storyline. After the Hero becomes King or Queen
of Albion, depending on the gender of the avatar, the player may move the Hero’s family into
Bowerstone Castle so that they may live together at the end of the game. This aspect of the
gameplay solidifies that there may be a “happily ever after” for all sexual orientations. The
happy same-sex family relates back to Barry Adam’s claim that “heterosexuality and family pull
the cloak of virtue around themselves by manufacturing a deviant other” (19, emphasis in
original). In the example from Fable III, the deviant other is accepted and no longer rejected as it
would have been in Joseph Campbell’s monomyth or a masculo-heteronormative society.
In addition to same-sex relationships and family-making, there exists within the game,
the option to have polygamous or polyamorous relationships. For example, even if the Hero is
married to a character in the game, there are no prohibitions against how many spouses or
romantic relationships he/she can have; again, relationships can be with non-player characters of
either gender. The option for engaging in relationships with members of either sex or gender
allows the players of Fable III to explore further the aspects of queer sexualities, such as
bisexuality, which . It is important to keep in mind that while the “Woman as Temptress” subcategory of the monomyth is still applicable to the game, it can be easily considered invalid
when one takes into account that the temptress could be a man, or that there may be more than
one temptress of the same or of different genders. Here, even Donna Onebane’s argument for the
love interest of the hero being the anima, the projection of the Hero’s inner and opposite, ideal is
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flawed (137). If the Hero is a lesbian, the ideal would also be the feminine part of her soul and
would still be the anima. For a homosexual male Hero, the inner ideal would also be the same
sex and gender, but the soul portion would be an animus. If, however, the Hero were a bisexual
woman, Onebane’s interpretation of Campbell’s monomyth does not allow for a dual
anima/animus attraction. This relates to my argument against the traditional definition of “hero”
because it was strictly male-gendered. Indeed, neither Onebane nor Campbell’s argument
supports any plurality in relationships. The Book of Heroes game guide provides a caveat for the
players who wish to enter into plural marriages, however, warning that if the player should have
multiple spouses, it is important that they never meet each other (22). The guide’s warning to
players here serves to demonstrate another “pearl” of the game. If the Hero’s spouses do meet,
they will fight each other, and both will automatically divorce the Hero. The game here attempts
to remain true to a potential real-life reaction to adultery, but it does not allow for the possibility
of peaceful polygamy or polyandry. This limitation supports Esther Newton’s argument that
queer theory is just as harsh with its attacks on members of its own community as it is with
heteronormativity.
It is necessary here to remark upon the romantic endeavours within the game that do not
result in marriage. As mentioned earlier, the Hero is able to make visits to areas of ill repute
where he/she may procure the services of prostitutes. Contrary to the quasi-realistic dating ritual
that is required with other non-player characters, like the experience with Rob the blacksmith, a
prostitute need only be invited to have sex with the Hero. In order to hire a prostitute, the Hero
must grab his/her hand and lead him/her to a bed where the game prompts the player and asks if
he/she would like to have unprotected or protected sex, the latter option being available only if
the Hero has purchased a condom. The on-screen information next to the unprotected sex option
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reads, “Because sex can be an adventure too!” The creators of Fable III certainly had a sense of
humour, but the simple statement—in returning to Aarseth’s module—is a nod of the head to
how the pearls in the game enhance the depth of the narrative. The screen goes black and the
sounds of squeaking bedsprings and lewd moaning can be heard by the player. After the
interaction is finished, ten gold coins are removed from the player’s inventory. Although the
prostitutes offer a business for the citizens of Albion, it is possible—just as it is with any other
willing and compatible non-player character—to form a romantic relationship with, fall in love
with, and marry a prostitute. The fluidity of relationships, both sexual and romantic, with samesex and mixed-gender characters furthers the argument against Campbell’s heteronormative
structure as found in the monomyth. The investigation of these sexual desires that reject the
gender and sexual binaries support Judith Butler and Eve Sedgwick’s argument against the
division of sexuality into two camps.
After having examined the sexual component of queerness in Fable III and how it shapes
the Hero, it is necessary to relate Schneiderman’s claim of how queer theory is the process of
identity and recognition to the Hero’s appearance in the game. In addition to the various sexual
orientations a player can explore within the game, Fable III incorporates a queer component in
the way a character may dress. For instance, the player may choose to dress his/her avatar in drag
(see fig. 4). As the game progresses, the Hero may purchase or find new clothes to wear, and the
Hero may cross-dress and wear outfits that society would consider to be made for the opposite
sex. Make-up and other cosmetics can also be worn by Heroes of either gender, thereby allowing
the player to create, and the avatar to take on, a unique identity. Although the other non-player
characters in the game cannot actually see or recognize the Hero’s appearance, the player
nevertheless is able to express an identity that he/she feels is suitable for the avatar. This, in turn,
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affects the player’s reading and interpretation of the narrative because he/she is acting as an
author by modifying the traits of the protagonist. By
making this transvestism an option for players, the
creators of the game have shed light on another
transgression of gender norms that calls into
question the male/female binary that is upheld by
heteronormative society (Wilchins 60). Since the
hero, as described earlier, is defined by his
masculinity, the wearing of women’s clothing
subverts the traditional view of the masculine
hero. This subversion and transgression of

Fig. 4. The Hero of Brightwall breaks boundaries by sporting a
dress and matching bonnet. Fable Wiki. Wikia, 2013. Web.

heteronormativity in order to create an identity once again reinforce de Lauretis, Butler,
Schneiderman, Sedgwick, and Adam’s theoretical standpoints, thereby proving that the strict
heterosexual terms of Campbell’s monomyth do not apply to Fable III’s narrative.
Queer theory, the monomyth, and Fable III all share one common characteristic that
cannot be ignored: marginalization. In queer theory, the LGBTQ-identified individuals are
marginalized. The monomyth explores how an individual—the hero—is in a liminal and
“unrecognized” position (Campbell 37). Fable III combines and incorporates aspects of the
trivialized hero figure and the alienated queer community. However, Fable III allows the Hero to
be male or female, identify as a variety of sexualities and orientations, pursue more than one
ideal romantic partner, cross-dress, and marry members of the same sex. Therefore, Brian
Attebery’s contestation of the monomyth as not being universally applicable to all narratives
holds true. By reading Fable III through a queer theoretical lens, the narrative that would
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otherwise support Joseph Campbell’s monomyth disproves it. That is not to say, however, that
there are no components of Campbell’s model that apply to Fable III; the video game still
follows the “separation-initiation-return” archetypal pattern of the monomyth (Campbell 30).
The “string,” as Aarseth would say, of the game supports Campbell’s idea of the Hero’s Journey,
but the “pearls”—where player choice and option come into play and Schneiderman’s idea of
personal choice shaping identity—demonstrate that not every narrative fits into the monomyth
paradigm. It is impossible to say what will happen to the monomyth as queer theory and video
game theory continue to advance and develop, but as social milieux continue to evolve and
change, perhaps the monomyth will need a Hero.
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