
  
     APPENDIX A

    TOLKIEN’S SOURCES: THE TRUE TRADITION


    Tolkien himself did not approve of the academic search for ‘sources’. He thought it tended to distract attention from the work of art itself, and to undervalue the artist by the suggestion that he had ‘got it all’ from somewhere else. This appendix accordingly does not attempt to match ‘source’ to ‘passage’ in Tolkien. It does however offer a brief guide to the works which nourished Tolkien’s imagination and to which he returned again and again; since many of them are not well known, this may give many people who have enjoyed Tolkien something else to enjoy. Whether that changes their reading of The Lord of the Rings or The Silmarillion is less important: though in fact comparison with ‘the sources’, in my experience, almost always brings out Tolkien’s extremely keen eye for the vital detail.


    He was also very quick to detect the bogus and the anachronistic, which is why I use the phrase ‘true tradition’. Tolkien was irritated all his life by modern attempts to rewrite or interpret old material, almost all of which he thought led to failures of tone and spirit. Wagner is the most obvious example. People were always connecting The Lord of the Rings with Der Ring des Nibelungen, and Tolkien did not like it. ‘Both rings were round’, he snarled, ‘and there the resemblance ceases’ (Letters, p. 306). This is not entirely true. The motifs of the riddle-contest, the cleansing fire, the broken weapon preserved for an heir, all occur in both works, as of course does the theme of ‘the lord of the Ring as the slave of the Ring’, des Ringes Herr als des Ringes Knecht. But what upset Tolkien was the fact that Wagner was working, at second-hand, from material which he knew at first-hand, primarily the heroic poems of the Elder Edda and the later Middle High German Nibelungenlied. Once again he saw difference where other people saw similarity. Wagner was one of several authors with whom Tolkien had a relationship of intimate dislike: Shakespeare, Spenser, George MacDonald, Hans Christian Andersen. All, he thought, had got something very important not quite right. It is especially necessary, then, for followers of Tolkien to pick out the true from the heretical, and to avoid snatching at surface similarities.


    The single work which influenced Tolkien most was obviously the Old English poem Beowulf, written in Tolkien’s opinion somewhere round the year 700. The best edition of this is by F. Klaeber (Boston: D. C. Heath, 1922, 3rd edn. 1950). There are many translations of it, including the one by J. R. Clark Hall and C. L. Wrenn to which Tolkien wrote the ‘Preface’ in 1940, and Tolkien’s own, as yet unpublished. The reasons for the poem’s appeal to him, however, seem to me to be expressed best in R. W. Chambers, Beowulf: an Introduction (Cambridge: Cambridge University Press, 1921, 3rd edn. with supplement by C. L. Wrenn, 1959). The first two chapters of this show with particular force and charm the way in which history and fairy-tale are in Beowulf intertwined. Other Old English poems which Tolkien used include The Ruin, The Wanderer and The Battle of Maldon, all edited and translated in Richard Hamer’s A Choice of Anglo-Saxon Verse (London: Faber and Faber, 1970), and the ‘Treebeard-style’ gnomic poems Maxims I and II, edited and translated, along with Solomon and Saturn II, in my Poems of Wisdom and Learning in Old English (Cambridge: D. S. Brewer and Totowa, N.J.: Rowman and Littlefield, 1976). Tolkien’s own editions of Exodus and Finn and Hengest (see ‘Abbreviations’ for publishing details) provide much insight into his views on history, heroic continuity, and the relationship between Christian and pagan thought. I have discussed both in my review ‘A Look at Exodus and Finn and Hengest’ in Arda (the journal of the Swedish Tolkien Society), no. 3, 1982–3, pp. 72–80. Very briefly one might say that Tolkien valued Exodus especially as an example of Christian material treated in an old-fashioned or heroic style: his own fiction being a similar mixture but the other way round.


    The poem of Solomon and Saturn just referred to centres on a riddle-contest, a form with two other prominent examples, both in Old Norse. One is Vafðrúðnismál, one of twenty-nine poems in the Elder or Poetic Edda, a collection made in Iceland perhaps about AD 1200. Tolkien knew this collection well, drawing on the poem Völuspá for the names of the dwarves in The Hobbit, on Fáfnismál for the conversation with Smaug, and on Skirnismál for the ‘tribes of orcs’ and the ‘Misty Mountains’. More generally the whole collection gives a sharper edge than Beowulf to the ideal of heroism, and a stronger sense of a tumultuous history filtering down to echo and hearsay. Both points are well brought out in the old, now-superseded edition of the Corpus Poeticum Boreale, by Gudbrand Vigfusson and E York Powell (2 vols., Oxford: Clarendon Press, 1883), as also in Ursula Dronke’s much later partial editions, The Poetic Edda, Volume I: Heroic Poems and Volume II: Mythological Poems (Oxford: Clarendon Press, 1969, 1997). The best translation of the whole of The Poetic Edda remains Norse Poems, by Paul B. Taylor and W. H. Auden (London: Athlone Press, 1981). An earlier version of this last was dedicated to Tolkien, and Auden and Tolkien in the end became friends and correspondents.


    The other major riddle-contest in Old Norse appears in The Saga of King Heidrek the Wise, edited and translated by Christopher Tolkien (London: Nelson, 1960). The relevance of this to all Tolkien’s work, including The Silmarillion, should be obvious; the combination of pride, ferocity and sadness in the older poem of ‘The Battle of the Goths and Huns’ which has found its way into the saga seems to be the note that Tolkien often aimed at, and as often disapproved. Another fornaldarsaga or ‘saga of old times’ of much interest to Tolkien readers is the Völsunga Saga; William Morris’s translation of it in 1870 was reprinted with an introduction by Robert W. Putnam (London and New York: Collier Macmillan, 1962); it has also been edited and translated by R. G. Finch in the same series as Christopher Tolkien’s Heidrek (London: Nelson, 1965), while there is a recent translation by Jesse Byock, The Saga of the Volsungs (Berkeley: University of California Press, 1990). Meanwhile the other great work of Old Norse mythology, later and more ‘novelistic’ in tone than the poems, is the Prose Edda of Snorri Sturluson, written in Iceland between 1225 and 1241. This too is a work of ‘mediation’, like Tolkien’s; Snorri was a Christian trying to preserve pagan material for his countrymen and for the cause of poetry. In several ways, especially its combination of respect for antiquity with a certain detached humour, Snorri prefigures Tolkien. One of the ‘lost’ poems known only by its quotations was a model for ‘Aldarion and Erendis’, see above; another poem added to a manuscript of Snorri’s Edda by some well-wisher is Rígsþula, for the relevance of which see note 13 to chapter 4. There is a good translation of the whole of this work in the Everyman Classics series, Snorri Sturluson, Edda, trans. Anthony Faulkes (London: Dent, 1987).


    It is a jump of many centuries to the great ‘fairy-tale’ collections of the nineteenth, but, as mentioned above, Jacob Grimm at least thought the similarity between German fairy-tale and Scandinavian ‘Edda’ striking enough to prove that both were the debris of a greater unity. Whether this is so or not – the question is discussed intensively in the collection The Shadow-walkers, see note 16 to chapter 2 – the folk-tales of North-West Europe affected Tolkien profoundly. The major collections (from his point of view) certainly included that of the brothers Grimm, printed first in 1812, but expanded, revised and translated ever since: I have used The Complete Grimm’s Fairy Tales, no translator named, published in London by Routledge and Kegan Paul in 1975, but Tolkien no doubt read them in German – he relished the dialect forms of ‘Von dem Machandelboom’, quoting it in the original in ‘On Fairy-Stories’ (Tree, pp. 31–2). Another work he refers to is Popular Tales from the Norse, collected by P. C. Asbjörnsen and J. I. Moe and translated by Sir George Dasent, published first in English in Edinburgh, 1851, but reprinted in London by The Bodley Head, 1969. In the same modern series (1968) is English Fairy Tales by Joseph Jacobs, a reprint from 1890; No. 21, ‘Childe Rowland’ is a ‘Dark Tower’ story, see above. Tolkien also quoted from J. F. Campbell’s Popular Tales of the Western Highlands (4 vols., Paisley and London: Alexander Gardner, 1890–3).


    Parallel to the fairy-tale tradition collected by the Grimms and others is the ballad tradition, also preserved by collectors of the nineteenth century and containing much similar, and similarly archaic material. The greatest collection of these is certainly F. J. Child’s The English and Scottish Popular Ballads, first published in five volumes by Houghton Mifflin, Boston, 1882–98, and reprinted by Dover Publications, New York, 1965. Particularly vital to this are the philological introductions to each ballad, see especially no. 19, ‘King Orfeo’, no. 60, ‘King Estmere’, and others; while Tolkien also almost certainly read Lowry C. Wimberly’s commentary Folklore in the English and Scottish Ballads (Chicago: University of Chicago Press, 1928). Tolkien probably also knew the Danish collection begun by Svend Grundtvig, Denmarks gamle Folkeviser, out in 12 volumes from 1853 onwards, and partly available to English readers in A Book of Danish Ballads, ed. Axel Olrik, trans. E. M. Smith-Dampier (Princeton: Princeton University Press, 1939). The collection includes several elf-and-mortal or mermaid-and-mortal ballads like Tolkien’s own poems mentioned or reprinted and translated in Appendix B below. The collector’s father, Nicolai Grundtvig, was in my opinion the ‘Beowulfian’ whom Tolkien most respected – he appears in ‘Monsters’ as one of the ‘very old voices’ calling ‘“it is a mythical allegory” … generally shouted down, but not so far out as some of the newer cries’. Grundtvig senior was also remarkable for his efforts to reconcile his studies in pagan antiquity with his position as evangelistic reformer and ‘apostle of the North’, arguing for Óthinn as a ‘forerunner’, Earendel-like, of the Messiah, both ‘sons of the Universal Father’.


    But Tolkien was also interested in later traditions, and even in American traditions: anyone who reads the ‘Introduction’ to English Folk-Songs from the Southern Appalachians, collected by Olive D. Campbell and Cecil I. Sharp (New York and London: G. P. Putnam’s Sons, 1917) will be struck by the strange resemblance of the mountain country of North Carolina before the First World War to ‘the Shire’ as Tolkien described it. Nor is this accident. A piece by Mr Guy Davenport in the New York Times (23 February 1979) records Tolkien grilling an American classmate of his for ‘tales of Kentucky folk … family names like Barefoot and Boffin and Baggins and good country names like that’. Old country names, one might add: in Kentucky and its neighbours, Tolkien obviously thought, there had for a time been a place where English people and English traditions could flourish by themselves free of the chronic imperialism of Latin, Celtic and French. In the same way Fenimore Cooper’s hero Natty Bumppo prides himself on his English ancestry, while Tolkien recorded an early devotion to Red Indians, bows and arrows and forests (‘OFS’ in Tree, p. 41). The journey of the Fellowship from Lórien to Tol Brandir, with its canoes and portages, often recalls The Last of the Mohicans, and as the travellers move from forest to prairie, like the American pioneers, Aragorn and Éomer for a moment preserve faint traces of ‘the Deerslayer’ and the Sioux, see above. The complaint in one of the sillier reviews of The Lord of the Rings, that none of its characters (except Gimli) had ‘an even faintly American temperament’, is as imperceptive as irrelevant. The ‘American temperament’ has roots in many places, but England is not the least among them: caelum non animam mutant qui trans mare currunt.


    The medieval or middle period between the high vernacular culture of North-West Europe and the collecting or ‘reconstructing’ era of Child and the Grimms was in several ways a disappointment to Tolkien, though of course he found much in its more traditional poems such as Pearl, Sir Gawain and Sir Orfeo. His translations of these must be recommended (see ‘Abbreviations’ under SGPO), as also the edition of Sir Gawain by himself and E. V. Gordon (SGGK), and of Pearl by E. V. Gordon alone (Oxford: Clarendon Press, 1953). Tolkien’s assistance to the latter is acknowledged. Tolkien also lived for many years with the Ancrene Riwle, or Ancrene Wisse, and those concerned to seek out an influence on him might read The Ancrene Riwle, translated by Mary Salu, a pupil of his (London: Burns & Oates, 1955). That work was written c. 1225, in Herefordshire. Close by in both place and time was the Brut, an Arthurian Chronicle-epic by one Lazamon. Tolkien certainly valued this as a repository of past tradition, borrowing from it, for instance, Éowyn’s word ‘dwimmerlaik’. At some stage he must also have noted that the stream by which the poet lived – it is a tributary of the Severn – was the River Gladdon. Part of the poem can be found in Selections from Lazamon’s Brut, ed. G. L. Brook with preface by C. S. Lewis (Oxford: Clarendon Press, 1963, 2nd edn. 1983), or in Lazamon’s Arthur: the Arthurian Section of Lazamon’s Brut, eds. W.R.J. Barron and S. C. Weinberg (Harlow: Longman, 1989), while the whole work is translated by Rosamund Allen as Lawman’s Brut (London: J. M. Dent, 1992). I am also persuaded that Tolkien found stimulus in the slightly later legends of St Michael and St Brendan in The Early South English Legendary, edited by C. Horstmann for the Early English Text Society (London: Trübner, 1887).


    Two other clear medieval English influences on Tolkien are  Mandeville’s Travels, written about 1375, and available in a modern translation by M. C. Seymour (London: Oxford University Press, 1968); and the Lais of Marie de France, also available in translation by Glyn Burgess and Keith Busby (London: Penguin Classics, 1986). The latter is a clear source for ‘Aotrou and Itroun’, the former perhaps the best guide to Tolkien’s notions of the trees of Sun and Moon, the Paradis terrestre, and the road to it encumbered by enchantments like those of the Dead Marshes. Many phrases from this book seem to have stayed in Tolkien’s mind. One should add that for all their names and preferred languages, both Sir John Mandeville and Marie de France were certainly English by nationality.


    Dealing with Tolkien’s knowledge of other languages could protract this essay interminably, but a source of the highest importance was clearly the Finnish epic Kalevala, which Tolkien knew in the translation of W. F. Kirby (London and New York: Dent and Dutton, 1907). For a more modern and scholarly treatment, see note 15 to chapter 7. I would like to take the opportunity here (prompted by Dr Osmo Pekonen) of correcting the remark made on Author, p. xxxiv, that ‘Lönnrot’s Kalevala is now viewed with suspicion by scholars because … you cannot tell what is by him and what is “authentic”’. Dr Pekonen informs me that Lönnrot kept such careful scholarly records that this distinction can readily be made, and is made throughout in ‘the flagship of Finnish philology’, the 34 volumes of Suomen Kansan Vanhat Runot, ‘The Ancient Runes of the Finnish People’ (1908–1999). Dr Pekonen further cites Lönnrot’s ‘Preface’ to the Kalevala, in which he declares that he felt he had ‘the right to arrange the poems [he had collected] in such a way that they formed the best possible combination’, just as the traditional singers did. This, perhaps, is a right Tolkien would also have wished to claim.


    Also recommendable is the Irish Imram, The Voyage of Bran Son of Febal, ed. Kuno Meyer (2 vols., London: David Nutt, 1895–7). Tolkien’s wanderings in German romance, though probably considerable – see the remarks on Orendel and others above, here and here – are too complex for me to trace. Some guides through the wilderness of heroic legend can be found, however, in the philologists: and when it comes to it these were the men whom Tolkien probably followed with the keenest and most professional interest. Three major works may be cited, though they give the interested reader no more than a taste: Grimm’s Teutonic Mythology, trans. J. S. Stallybrass (4 vols., London: George Bell, 1882–8); R. W. Chambers, Widsith, A Study in Old English Heroic Legend (Cambridge: Cambridge University Press, 1912); and R. M. Wilson, The Lost Literature of Medieval England (London: Methuen, 1952). It should be noted that a vital part of this latter came out as early as 1941, in plenty of time for Tolkien to recall it in The Lord of the Rings, see note 19 to chapter 5.


    The last major ‘old’ source for Tolkien which need be mentioned lies in history and chronicle. Gibbon’s Decline and Fall of the Roman Empire certainly stayed in Tolkien’s mind, though probably in the same compartment as Wagner; ‘Radagaisus’ may be found in its ‘Index’, if not ‘Radagast’, as also ‘Fredegarius’, though not ‘Frodo’. Of the Latin histories which Gibbon used the most interesting for Tolkien were probably Saxo Grammaticus’s History of the Danes, of which Books 1–9 were translated by Oliver Elton, with an introduction by F. York Powell (London: David Nutt, 1894), now superseded by Peter Fisher’s translation in two volumes, edited by Hilda Ellis Davidson (Cambridge: D. S. Brewer, and Totowa, NJ: Rowman and Littlefield, 1979–80); and The Gothic History of Jordanes, translated by C. C. Mierow (Princeton: Princeton University Press, 2nd edn. 1915). One has to add that Mr Mierow’s grasp of Gothic, unlike his Latin, is feeble. The true opinions of Jordanes lie buried in Karl Müllenhoff’s notes to Mommsen’s edition of 1882. A final note on the Germanic tribes as they appealed to Tolkien’s imagination may be found in Sir Charles Oman’s classic,  A History of the Art of War in the Middle Ages (London: Methuen, 1898). Its description on pp. 48–51 of the Lombards, that other Germanic ‘horse-folk’ par excellence, strongly recalls the Riders of the Mark.


    When it comes to modern writers, Tolkien was notoriously beyond influence (though reports of his skimpy reading have been much exaggerated, see especially the start of Chapter 6 above). Three authors of his youth must remain prominent in any account. One is George MacDonald, whose influence Tolkien both admitted and minimised, see references in the ‘Index’ to Letters: besides The Princess and the Goblin of 1872 and The Princess and Curdie ten years later one should note especially Phantastes (1858) and Lilith (1895). Tolkien also read William Morris, probably with more appreciation: Morris after all knew a good deal of Icelandic and had been stirred by heroic story, trying to reproduce its effects in three of the romances of his last years, The House of the Wolfings (1888), The Roots of the Mountains (1889) and The Glittering Plain (1891). The first is clearly about Goths; the second gave a hint for Gollum, as for Brodda the Easterling in The Silmarillion; the last is about a quest for the Undying Lands. In my introduction to the World’s Classics 1980 reprint of Morris’s The Wood Beyond the World (1894) I suggest a slight connection between that and the bewilderments of Fangorn Forest. Finally – though Tolkien never mentions him in a letter – I cannot help thinking that Tolkien knew Kipling’s stories well, especially the collections Puck of Pook’s Hill (1906) and Rewards and Fairies (1910). In both the theme of an unchanging Englishness is strong, as is that of smithcraft; and Puck’s dislike for the word ‘fairies’ and the ‘sugar-and-shake-your-head’ Victorian concepts attached is exactly that of Tolkien (see especially the story ‘Weland’s Sword’).


    I do not think Tolkien would have had much time for Kipling’s ‘Indian’ works. The centre of all that has been mentioned in this essay is English tradition, though Tolkien was prepared to accept connections by blood with Iceland or Saxony or America, and (in a more gingerly way) by old proximity with the Irish or even the Finns. However he was in some ways what would now be called an ‘ethnic’ writer, though the rule for ‘ethnicity’ nowadays seems to be that anyone can have it except Anglo-Saxons (Tolkien was not quite a WASP). Largely this restriction is a penalty of success; since English is international the language naturally ceases to carry strong national sentiment. Behind that success, though, Tolkien was conscious of many centuries of discouragement which had suppressed native tradition in England more quickly, perhaps, than in any other European country. He valued what was left the more highly. In much of what he wrote and read one can see him trying to return to the time before confusion set in, when the traditions of the Shire and the Mark were uncorrupted.


    A final word should be said about Tolkien criticism. Much of it, especially that written by professional literary critics, is quite remarkably short-sighted or perverse, for reasons of inner antipathy repeatedly discussed above. The best and most useful works are referred to in the list of ‘Abbreviations’ at the start of this volume, and in the ‘Notes’ at the end. Three overall surveys may also be recommended: first, Richard C. West’s Tolkien: An Annotated Checklist, Revised Edition (Kent, Ohio: Kent State University Press, 1981); second, Judith A. Johnson’s J.R.R. Tolkien: Six Decades of Criticism (Greenwood: Westport, Ct., and London, 1986); and bringing matters up to the present day, the long bibliography by Michael Drout, Hilary Wynne and Melissa Higgins, ‘Scholarly Studies of J.R.R. Tolkien and his Works (in English), 1984–2000) in Envoi vol. 9, no. 2 (Fall 2000), pp. 135–65.

  


  
     APPENDIX B

    FOUR ‘ASTERISK’ POEMS


    Tolkien contributed some thirteen poems to Songs for the Philologists, according to Humphrey Carpenter in Biography, p. 357. Most are jeux d’esprit, either mildly satirical like ‘Lit. and Lang.’ (see above), or else remarkable only for their linguistic dexterity (like ‘Syx Mynet', an Old English rendering of ‘I’ve Got Sixpence', or ‘Ruddoc Hana', which is ‘Who Killed Cock Robin?'). Four of them, however, seem to have something more personal to say, and I accordingly reprint them here by kind permission of the executors of Tolkien’s estate. At some time after the production of Songs for the Philologists all four were furthermore carefully corrected and emended by Tolkien himself; I am grateful to Christopher Tolkien for showing me copies of the corrected texts, and have included, or noted, all such changes in the versions below. Since three of the poems are in Old English and one in Gothic, I have followed each text with a translation.


    Two of the four may be described as ‘birch’ poems: for their relevance see above. The other two are poems in which a mortal is trapped in some way by an immortal. They are meant, I think, to appear as ‘ancestors’ for such ballads as ‘Tam Lin’ or ‘The Queen of Elfan’s Nourice’ in the Child collection, or ‘The Daemon Lover’ in Sharp’s, or ‘Agnes and the Merman’ in Svend Grundtvig’s (see Appendix A above). The corrected version of ‘Ofer Wídne Gársecg’ indeed includes the note, in Tolkien’s hand, ‘An OE version of ’Twas in the broad Atlantic in the equinoctial gales That a young fellow fell overboard among the sharks and whales’.


     The Birch Poems


    (a) BAGME BLOMA


    
      Brunaim bairiþ Bairka bogum

      laubans liubans liudandei,

      gilwagroni, glitmunjandei,

      bagme bloma, blauandei,

      fagrafahsa, liþulinþi,

      fraujinondei fairguni.


      Wopjand windos, wagjand lindos,

      lutiþ limam laikandei;

      slaihta, raihta, hweitarinda,

      razda rodeiþ reirandei,

      bandwa bairhta, runa goda,

      þiuda meina þiuþjandei.


      Andanahti milhmam neipiþ,

      liuhteiþ liuhmam lauhmuni;

      laubos liubai fliugand lausai,

      tulgus, triggwa, standandei.

      Bairka baza beidiþ blaika

      fraujinondei fairguni. (Gothic)

      


    


    FLOWER OF THE TREES


    The birch bears fine leaves on shining boughs, it grows pale green and glittering, the flower of the trees in bloom, fair-haired and supple-limbed, the ruler of the mountain.


    The winds call, they shake gently, she bends her boughs low in sport; smooth, straight and white-barked, trembling she speaks a language, a bright token, a good mystery, blessing my people.


    Evening grows dark with clouds, the lightning flashes, the fine leaves fly free, but firm and faithful the white birch stands bare and waits, ruling the mountain.


    (I am indebted to Miss Rhona Beare of Adelaide University for showing me her translation of this poem.)


    (b) ÉADIG BÉO ÞU


    
      Éadig béo þu, góda mann!

      Éadig béo þu, léofe wíf!

      Langre lisse ic þe ann –

      hafa lof and líþe líf!

      Hé þe hér swa sáre swanc,

      rúna rǽdde’ and fyrngewrit,

      hál beo hé, on sálum wlanc,

      healde láre’ and wís gewit!


      Éadge béo we eft swa nú!

      Dréam ne dréose, drync genóg

      flówe on fullum síþ swa iú –

      fyllaþwǽge, fyllaþcróg!

      Byrla! byrla! medu scenc!

      Dóm is feorþeah dóm sie strang.

      Swinc forlǽt and géot ús drenc!

      Lust is lýtel, earfoþlang.


      Uton singan scírne sang,

      herian Beorc and byrcen cynn,

      láre’ and láreow, leornungmann –

      sie ús sǽl and hǽl and wynn!

      Ác sceal feallan on þæt fýr

      lustes, léafes, lífes wan!

      Beorc sceal ágan langne tír,

      bréme glǽme glengan wang! (Old English)

    


    GOOD LUCK TO YOU


    Good luck to you, good man, and to you, dear woman. I give you lasting joy, have praise and pleasant life. He who worked you here so hard, expounded runes and ancient texts, may he be happy too, merry at his feasts, and keep up good sense and learning.


    May we be happy later as we are now, may joy not fail, and drink enough flow in the cups in times to come as times gone by – fill the cups and fill the pitchers! Waiter, waiter, give us mead! Doom is far though doom be strong, give up work and pour us drink.* Joy is little and labour long.


    Let’s sing a cheerful song, praise the Birch and birch’s race, the teacher, the student and the subject, may we all have health and joy and happiness. The oak will fall into the fire, losing joy and leaf and life. The birch shall keep its glory long, shine in splendour over the bright plain.

    



    ‘Trapped mortal’ Poems


    (a) IDES ÆLFSCÝNE


    
      Þa ǽr ic wæs cniht, þa cóm ic on pliht:


      Sum mægden mé métte ond maélde:


      ‘La, léofa, wes hál! Sceal uncer gedál


      nú nǽfre má weorðan on eorðan!’


      Nó má weorðan on eorðan. (bis)


      Wá! ides ælfscýne, ond wá, wine míne!


      Sceal nǽfre má weorðan on eorðan.


      Héo cyste me sóna, þær líxte se móna;


      on clommum me clypte ond sǽlde;


      on ofste me nóm mid hire’ under glóm,


      þǽr sceadugong ǽfre wæs wǽfre,


      wælmist ǽfre wæs wǽfre. (bis)


      Wá! ides ælfscýne, ond wá, wine míne!


      Þǽr sceadugong ǽfre wæs wǽfre.


      Hwǽr wǽre’ hit ic nát: we stigon on bát,


      þǽr murcnede mere on mealme.


      Ofer lagu ic láð, ond modes ic máð,


      ac ǽfre me strongode longað,


      Awa strongode longað. (bis)


      Wá! ides aelfscýne, ond wá, wine míne!


      Þǽr ǽfre me strongode longað.


      Þǽr gréne wæs grund, ond hwít hire hund,


      ond gylden wæs hwǽte on healme,


      on fyrlenum londe, on silfrenum stronde,


      þǽr darode dweorg under beorgum


      darode dweorg under beorgum. (bis)


      Wá! ides ælfscýne, ond wá, wine míne!


      Þǽr darode dweorg under beorgum.


      To Gode’ ic gebæd, elþéodunga sæd


      be dimmum ond dréorigum wǽgum.


      Þǽr sunne ne scán, ac micel zimstán


      on lyfte þǽr gléow mid his léomum,


      léohte gléow mid his léomum. (bis)


      Wâ! ides ælfscýne, ond wá, wine míne!


      On lyfte þǽr gléow mid his léomum.


      Ofer missera hund ic wǽdla ond wund


      eft cyrde to mennisce’ ond mǽzum:


      on moldan wæs nú se ðe cúðe me iú,


      ond hár ic nú wanize ána,


      sáre wanize ána. (bis)


      Wá! ides ælfscýne, ond wá, wine míne!


      Ond hár ic nú wanize ána.


      (Old English)

    


    ELF-FAIR LADY


    Before I was so much as a boy, I came into danger; a maiden met me and said: ‘Greetings, my darling, from now on the two of us must never be separated on earth’


    – never be separated on earth. Alas! elf-fair lady, and my friend, alas! must never more be separated on earth.


    She kissed me straight away, where the moon was shining, she embraced me and bound me in her grasp. Quickly she took me with her under the gloom, where the shadow-way always flickered

    – where the death-mist always flickered. Alas! elf-fair lady, and my friend, alas! where the shadow-way always flickered.


    I don’t know where I was, we stepped in a boat, where the sea moaned on the sand. I travelled over the ocean, and hid my thoughts to myself, but always my longing grew stronger

    – always longing grew stronger. Alas! elf-fair lady, and my friend, alas! where longing always grew stronger.


    There the ground was green, and her hound was white, and the wheat on the stalk was golden – in the far-off land, on the silver strand, where the dwarf lurked under the mountains

    – the dwarf lurked under the mountains. Alas! elf-fair lady, and my friend, alas! where the dwarf lurked under the mountains.


    I prayed to God, tired of my exile by the dim and dreary waves, where the sun did not shine, but a great gem-stone glowed there in the sky with his beams

    – glowed brightly with his beams. Alas! elf-fair lady, and my friend, alas! glowed there in the sky with his beams.


    Fifty years later I returned again, poor and hurt, to men and my family. The one who had known me before was now in the mould, and now I dwindle, grey and alone

    – dwindle alone and in pain. Alas! elf-fair lady, and my friend, alas! and now I dwindle, grey and alone.

    



     (b) OFER WÍDNE GÁRSECG


    
      Þa ofer wídne gársecg wéow unwidre ceald,


      Sum hagusteald on lagu féoll on nicera geweald.


      He legde lást swa fýres gnást, he snude’ on sunde fléah,


      Oþþæt he métte meremenn déopan grunde néah.–


      La! hwæt, ic Gárdena on geárdagum geseah


      Þéodcyninga-ninga-ninga þrym and–


      brýdealoþ under brimfaroþ déopan grunde néah!


      Þæt merewífþá of stóle úplang héo gestód,


      Mid fágum fintan fægniende: wæs hire grétung gód.


      Héo smearciende smǽre’ hie wende, tǽhte hire hand;


      ‘Nú, wilcuma, lá, hláford mín, on meremenna land!’


      La! hwæt, ic Gárdena on geárdagum onfand


      Þéodcyninga-ninga-ningaþrym and–


      brydealoþunder brimfaroþon meremenna land.


      ‘Hér leng ne mót ic bídan, gedǽle’ ic nú wiþþé!’


      Héo cwæþ: ‘Ná, ná! ne biþhit swá! Þu gewífast nú on mé.


      Nú eftþú gá, and cweþ: “Nó má fare’ ic on sunde héah;


      Gemæcca mín is meremann déopan grunde néah.”’


      (First refrain)


      On nácan his genéatas hine sohton wíde’ ymb sund;


      Hi wéopon and hi hréopon and hi sméadonþone grand.


      Þa úp he sprang and hlúde sang, and hearde helman hrand:


      ‘Gáþeft ongen! me béodeþcwén on meremenna land.’


      (Second refrain)


      ‘Tódǽlaþnú mín ágen, pannan, páde, préon!


      Gifaþhrægelciste mínre nifte, méder míne méon!


      Se stéorman stód on stefne wód, and he to brime béah;


      Cwæþ: ‘Far nu wel!þe hæbbe Hel, déopan grunde néah!’


      (First refrain)

      (Old English)

    


    ACROSS THE BROAD OCEAN


    When the cold blast was blowing across the broad ocean, a young man fell into the sea, into the power of the monsters. As fast as fire he made his way, he swam along so quickly – until he met the mermen near the deep sea-bottom.

    – Listen, I have seen the power of the kings of the people of the Spear-Danes in days gone by* – and also the bridal beneath the sea, near the deep sea-bottom!


    The mermaid then stood up from her chair, fawning with her shining tail: her greeting was good. Smirking with her lip she turned and stretched out her hand. ‘Now welcome indeed, my lord, to the mermen’s land!’

    – Listen, I have discovered the power of the kings of the people of the Spear-Danes in days gone by – and also the bridal beneath the sea, in the mermen’s land!


    ‘I may not stay here any more, now separate from me!’ She said: ‘No, no, it will not be so! Now you will marry me. Now go back again and say: “I’ll go on the high sea no more. My wife is from the mermen near the deep sea-bottom.”’


    His companions in the ship sought him far across the sea. They wept and cried out and scanned the sea-bottom. Then up he sprang and sang aloud and thrust hard at the rudder: ‘Go back again! The queen makes me an invitation, from the mermen’s land!’


    ‘Share out my goods, my pots and coats and brooches, give my clothes-chest to my niece and my shoes to my mother!’ The steersman stood angrily at the prow, and turned towards the sea, said: ‘Fare you well, and may Hell take you, near the deep sea-bottom.’


    
      * Tolkien wrote three versions of the fifth and seventh lines of this stanza. The printed text of Songs reads Byrla! byrla! medu briht … Swinc tomorgen, drinc toniht!, or ‘Waiter! waiter! bright mead … work tomorrow, drink tonight!’ Tolkien rejected this in his corrected version, writing at the bottom ‘briht is not an OE form'. In the left-hand margin he wrote: Byrla medu! Byrla wín … Scenc nu his and scenc nu mín, or ‘Serve mead! Serve wine! … Now give him his and give me mine'. In the right-hand margin, in a more careful hand, he wrote the version used in text and translation above.


      * This is a quotation from the first few words of Beowulf. One might paraphrase the refrain as saying that Tolkien wished for other epics more firmly centred on monsters.

    

  


  
     APPENDIX C

    PETER JACKSON’S FILM VERSIONS 1


    Fifty years after the first publication of The Lord of the Rings, the ironies pointed to in the first paragraph of this volume have only become more obvious. Far from passing into the ‘merciful oblivion’ predicted by Philip Toynbee, far from being a work few adults will look at twice, as declared by Alfred Duggan, The Lord of the Rings has found a new and even larger audience in a new medium, the three films directed by Peter Jackson and released in successive years 2001–2003. These are arguably the most successful films ever made. As of January 2004 the three between them had taken some 1,279 million pounds at the box office, a figure certainly multiplied by VHS and DVD sales, especially of the extended versions which will give a final total running time of close on twelve hours.2 It is impossible to estimate how many viewers this will represent, since one DVD can be seen by many people, and conversely the box office takings are inflated by repeat viewers, but it is safe to say that hundreds of millions of people have seen or will see the films. There will almost certainly be more viewers than readers (though of course they are often the same people).


    Yet, amazingly, the Toynbee/Duggan reaction continued to be powerful, even during the making of the films. I have to confess that for what immediately follows (as for what was said above about Tolkien’s local reputation, see above and note) I can acknowledge no source other than gossip, though this time it is the gossip of Los Angeles, not Oxford. Perhaps one day the full story will be revealed. But it is said that while Peter Jackson was making the films, the moguls of Hollywood, alarmed at the ever-increasing scale and cost of the production, sent to New Zealand a ‘script doctor’, whose job it was to get the films back on track. The ‘script doctor’ immediately saw the faults in the Tolkien plot. Having heroes riding (or in this case walking) to the rescue of a threatened people was of course perfectly familiar and acceptable, as in The Magnificent Seven: but there was no need to have two threatened peoples, Rohan and Gondor. One of them could be cut out, which meant that the battle of Helm’s Deep could be amalgamated with the battle of the Pelennor Fields. A love-interest for Aragorn was also clearly vital, but once again there was no need for two of them: either Arwen or Éowyn should go, preferably Arwen, and Aragorn should then marry Éowyn instead of politely dissuading her. One could then make a further saving by eliminating the figure of Faramir. Meanwhile, though there was some doubt about the wisdom of having such small and unheroic figures as hobbits as heroes, they might be retained as a gimmick: but four of them were one too many. And it was absolutely vital that one of the hobbits should die. With changes like these, the Lord of the Rings could be converted into a perfectly acceptable, run-of-the-mill movie script – at the expense, of course, of cultural contrast, originality, emotional depth, and a few other inessentials.


    The script doctor’s advice was ignored, and Jackson’s films perhaps convinced even the moguls in the end that there was something they did not know about popular appeal. Nevertheless, the changes proposed do say something about the individual and even eccentric nature of Tolkien’s work. So often it does not do what one might expect. The thought occurs, indeed, that many of the criticisms made of it by Edwin Muir, or Christine Brooke-Rose, or even Leonard Jackson (see above, here and here) would be much more accurate if levelled at the stripped-down, dumbed-down version Hollywood would have preferred. As often, the critics were criticising what they pretended to have read, not engaging with the work itself. But the success of the films does raise a more important issue. For many people, The Lord of the Rings now means the film version, not the books. In what ways are the two versions different, and would Tolkien himself have approved of the difference?


    It should be remembered that Tolkien did live long enough to see a film script and to comment on it – the script indeed survives, with Tolkien’s marginal notations, in the archive at Marquette University, Milwaukee, while there are extensive selections from his letters of protest in Letters, pp. 260–61, 266–67, 270–77. That 1957 script was beyond all question an extraordinarily bad one, unambitious and careless, and Tolkien’s comments are appropriately blistering. Still, three points deserve to be extracted from them. First, Tolkien had no objection to a film version per se. Second, he realised straight away that for a film version his book would have to be cut; and he was sure that in such circumstances outright cutting would be preferable to compression. Better to take out entirely such semi-independent sections as the involvement with Tom Bombadil, or the Scouring of the Shire, or (he noted particularly, see Letters, p. 277) the return of Saruman, than to try to squeeze everything in at racing speed. What would happen if one chose that alternative would be, all too likely, that the Prime Action – Tolkien’s term for Frodo and Sam making their way into Mordor – would be downgraded in favour of the Subsidiary Action, the wars and the battles and the heroes.


    The third point is more debatable. Tolkien (writing it should be remembered with a degree of ‘resentment’ about a confessedly poor script) protested that:


    
      The canons of narrative art in any medium cannot be wholly different; and the failure of poor films is often precisely in exaggeration, and in the intrusion of unwarranted matter owing to not perceiving where the core of the original lies. (Letters, p. 270)

    


    Leaving aside for the moment the question of ‘the core of the original’, one could challenge Tolkien’s phrase ‘wholly different’. The ‘canons of narrative art’ may well not be wholly different, but in different media they could well be substantially different. But is this just a matter of a change of medium, or does it affect the nature of the entire work? In what follows I try to answer the question just put.


    One very evident difference between writing a book and making a film is money. Someone like Tolkien, writing on his own in the spare time from his ‘day job’, had no one to consider but himself. All that he was investing was his spare time, and as Dáin says to the messenger of Mordor, ‘the time of my thought is my own to spend’ (LOTR, p. 235). Someone like Jackson, controlling a budget of many millions of dollars, had to think about producing a return on the investment, and so to consider popular appeal. Every now and then, accordingly, one can see him ‘playing to the gallery’. Legolas skateboards down a flight of steps on a shield at the battle of Helm’s Deep (JTT 51, ‘The Breach of the Deeping Wall’).*


    Gimli twice plays to a joke about ‘dwarf-tossing’, once in the scene with the Balrog, where Gimli refuses to be thrown across the chasm – ‘Nobody tosses a dwarf!’ (JFR 36, ‘The Bridge of Khazad-dûm’) – and once at Helm’s Deep again, where this time he accepts the indignity in the cause of duty – ‘Toss me … Don’t tell the Elf!’ (JTT 53, ‘The Retreat to the Hornburg’). Tolkien would have understood neither addition: they are there for a teenage audience. Something similar could be said about the extra role given to Arwen in the first film, where she replaces Glorfindel in the scenes after Frodo is stabbed on Weathertop. This makes her into a better example of the strong active female character now preferred, but the rewriting rings a little hollow. In Tolkien it is Frodo who turns to defy the Ringwraiths at the edge of the ford of the Loudwater, but his defiance is weary, lonely and unsuccessful. Jackson has Arwen turning and defying the Ringwraiths, ‘If you want him, come and claim him!’ (JFR 21, ‘The Flight to the Ford’). Of course they do want him, they have every intention of claiming him, and Arwen’s defiance actually makes no difference: not much is gained by introducing the stereotype of the ‘warrior princess’ – except that, as has been said, this is the kind of thing a modern audience expects, or may be thought to expect.


    There are a number of insertions and alterations like this in the Jackson films, but their effect need not be exaggerated: they pass quickly. More serious is the question of ‘the canons of narrative art’, and here I cannot help thinking that there must have been several occasions where Jackson’s scriptwriters3 said, in effect, ‘but we can’t do that’ – occasions where Tolkien himself seems to forget, or ignore, some of the very basic axioms of narrative. One of these is ‘show, don’t tell’. Tolkien’s narrative is on occasion unusually talkative, ready to bypass major dramatic scenes, and quite ready to leave the reader, or viewer, ‘up in the air’ – as for instance with the Ring. The unquestioned ‘core of the original’, to use Tolkien’s term, is the Ring and what we are told about it: its effect is always corrupting, no one can be trusted with it, it cannot be hidden, it must be destroyed and it must be destroyed in the place of its forging. Without these data the story cannot proceed. But though much of this is told by Gandalf to Frodo in the early chapter ‘The Shadow of the Past’, full information and identification does not take place till twelve chapters later in ‘The Council of Elrond’, while there is a full six months between the two events (April 13th to October 25th) – and seventeen years between ‘The Shadow of the Past’ and Bilbo’s farewell party. This leisurely unrolling does not suit the narrative medium of film, and Jackson’s solution is clear, direct, and arresting: much of the history of the Ring as conveyed tortuously by Gandalf and other speakers in ‘The Council of Elrond’ is taken out and told at the start, with a cool, quiet voice-over accompanying scenes of extreme drama and violence on screen (JFR 1, ‘Prologue; One Ring to Rule them All’). Far fewer ‘talking heads’, and the viewer ‘put in the picture’ from the beginning. This change does indeed come with a price, as discussed further below, but it makes the action quicker and more visual.


    Even more challenging for the scriptwriters, I would imagine, was Tolkien’s handling of the destruction of Orthanc by the Ents. In his narrative we have a markedly slow build-up to the Ents’ decision to march, broken by ‘a great ringing shout’ (LOTR p. 473) and rapid movement to the end of the chapter ‘Treebeard’, which closes with the Ents and the hobbits looking down into Nan Curunír, the Valley of Saruman. Attention then moves elsewhere for almost four full chapters, nearly seventy pages, and the next time Orthanc appears it is a ruin. What has happened in between? This is not explained for another ten pages, and then it is told in flashback by Merry and Pippin between them. Jackson’s scriptwriters clearly could not repeat this. They had a choice between a scene with people talking ruminatively about something that had happened already, or a major action scene in chronological order (JTT 59, ‘The Flooding of Isengard’). In a visual medium such a choice can only go one way. The same is true of Aragorn’s journey from the Paths of the Dead to Pelargir, his rout of the Corsairs, and his arrival in the nick of time at the Pelennor Fields. In the book the Grey Company disappears from sight on p. 773, and reappears almost sixty pages later, in a way which further remains unexplained until this time Legolas and Gimli tell the story, again in flashback, a further thirty pages later. Once more it is a choice between ‘talking heads’ and major action scenes with every opportunity for special effects, and the choice for a film-maker is just as inevitable, as one sees from the scenes in the film of The Return of the King. It is hard to protest about any of these changes. In such cases the ‘canons of narrative art’ are different as between visual and verbal media, and Jackson surely had to do what he did.


    Does it lead, however, to Tolkien’s feared subordination of Prime Action to Subsidiary Action, taking one’s attention off the Ring and on to the special effects? I would suggest that in fact Jackson restores any balance lost, several times, with rather deft transpositions which foreground or bring back quiet but important scenes which might otherwise have been suppressed. ‘The Council of Elrond’ is a case in point. In the film, much of its material has already been used, while it is quite clear that no film-maker could afford to spend a significant proportion of his running time on what is in effect a committee meeting, and one which ends moreover in exhaustion and prolonged silence: ‘All the Council sat with downcast eyes, as if in deep thought’ (LOTR p. 263). In Jackson, by contrast, the much shorter meeting ends with all parties shouting and haranguing each other. Yet the vital words at the end are almost exactly the same in both versions, Frodo saying ‘I will take the Ring, though I do not know the way’ (LOTR p. 264). In Tolkien these are dropped into a silence, in Jackson they have to penetrate a hubbub of voices. What happens in the film is that Frodo says ‘I will take the Ring’, and is ignored. As he walks forward to say it a second time, Gandalf turns to listen. And as the others notice Gandalf listening and fall silent, he says it a third time4 this time completing it almost as in Tolkien: ‘I will take the Ring to Mordor. Though I do not know the way’. The scene in the film makes a point vital to the story, and to the Prime Action, which is that it is the small and physically insignificant characters, the hobbits, who dominate the plot, though this is completely unexpected by anyone except Gandalf, the only one among the wise who ever pays any attention to them. Jackson’s straightening and lightening of the plot finds a justification in just this moment.


    Another transposition to which I would call attention comes from ‘The Shadow of the Past’. In this chapter, in Tolkien, there is an especially resonant exchange between Frodo and Gandalf. Slowly realising what Gandalf is telling him, Frodo says reluctantly, ‘I wish it need not have happened in my time’, and Gandalf answers:


    
      ‘So do I … and so do all who live to see such times. But that is not for them to decide. All we have to decide is what to do with the time that is given us.’ (LOTR, p. 50)

    


    For English people of Tolkien’s generation, the words ‘in my time’ carry a powerful echo. In 1938, returning from the Munich conference where he gave way to Hitler, Neville Chamberlain notoriously and quite wrongly announced that he brought back ‘peace in our time’, and the words (themselves taken from the Anglican liturgy) have become irrevocably tainted with appeasement, avoidance of duty, and failure. When Gandalf says ‘all who live to see such times’, then, he could be taken as meaning, in unconscious prophecy, Tolkien’s contemporaries and countrymen; and when he says ‘them’, the pronoun includes Frodo and the Shire-hobbits with everyone in Middle-earth and indeed everyone at any time faced with the need for painful decision. Gandalf then softens the implied criticism slightly by changing his pronoun, including himself, and narrowing the focus: ‘All we have to decide is what to do with the time that is given us’ (my emphasis). The echo of Chamberlain, however, might well slip past a twenty-first century audience almost a lifetime removed from 1938 and Munich. But Jackson gives the words a renewed emphasis by moving them to a different place and moment. In the first of his films, the words are still said by Gandalf to Frodo, but they are said in another notably quiet scene, in the dark, as the two characters talk in the Mines of Moria (JFR 34, ‘A Journey in the Dark’). Their force is furthermore established by repetition. Almost at the very end of the movie, as Frodo prepares to leave the Fellowship and set out as he intends for Mordor on his own (JFR 46, ‘The Road Goes Ever On’), he seems to hear Gandalf’s words repeated, with the face of Gandalf (whom he and the viewers think at that moment to be dead) filling the screen. Only the words have once more had their pronouns changed. This time what Frodo hears is, ‘All you have to decide is what to do with the time that is given you.’ The statement has accordingly become entirely personal, directed precisely at Frodo’s own single moment of decision.


    This kind of switching between universal truth and individual application is entirely Tolkienian, exemplified several times in the hobbit-poetry which Jackson has cut out. Yet what is cut out in one place has a tendency to reappear in another. Bombadil has vanished entirely from Jackson’s films, but some of his words are reallocated to Treebeard, and there is one moment where the third of the films shows a very careful reading of the original. At the start of the chapter ‘Fog on the Barrow-Downs’, Frodo has a dream – except that we are told explicitly that it may not be a dream. In this dream, or vision, or moment of insight, Frodo sees ‘a far green country open [ing] before him under a swift sunrise’ (LOTR, p. 132). No more is said and nothing is made of this dream, or vision, but it returns almost nine hundred pages later. On the penultimate page Frodo, setting out from the Grey Havens, once again ‘beheld white shores and beyond them a far green country under a swift sunrise’ (LOTR, p. 1007). What is it that he sees? Is it Aman, the Undying Lands? Or is it something even beyond them, something which is not reserved for him alone? In one of the most violent sequences of the three films, as the trolls are battering their way into Minas Tirith, Jackson surprisingly takes up the question. He shows Pippin sitting, frightened, a little way behind the front line, when Gandalf comes over to him and talks to him about death. Death is not the end, he says, smiling. When it comes we will find ourselves walking into the ‘far green country’. Pippin is reassured, but the scene has a point well beyond the momentary reassurance. One feels that here the wise men, Tolkien or Gandalf or Jackson, are talking to everyone, and talking to them about death, a subject well beyond the range of most Hollywood rhetoric. It is a good example of Jackson’s readiness to hold the action and say something quietly, and it shows also at the very least a careful and thrifty reading of the original.


    Less easy to explain are scenes which add complexity to a plot which (as the script doctor no doubt said) has quite enough movement in it already. The first substantial one of these occurs near the middle of the film of The Two Towers. Aragorn and Théoden are withdrawing towards Helm’s Deep, when their column is attached by Orc Warg-riders. This is itself an addition to the original text, but one has to admit that for Tolkien to mention Warg-riders and then never foreground them was an intolerable provocation to any movie-maker. But as the attack is beaten off, Aragorn falls over a cliff and into a river, where he lies as if dead. He is then called back from death, seemingly, by a vision of Arwen and by the attentions of his horse, Brego (see JTT 34, ‘The Wolves of Isengard’, and 37, ‘The Grace of the Valar’), after which he returns to Helm’s Deep and the action continues as before. Why build in what seems to be a narrative digression, a zig-zag? One motive must be to find, once more, a role for Arwen. Just as he is brought back to life by love of her, so she turns back to share his fate and that of Middle-earth – and that means, to die – for love of him (JTT 38, ‘Arwen’s Fate’). Her decision furthermore is echoed by the decision of her father Elrond to abandon his fainéant role and dispatch a surprisingly well-drilled Elvish army to the rescue of Helm’s Deep, another addition to the original. I would suggest that a second motivation for this set of changes lies in the different politico-military expectations of a 21st century audience. Tolkien’s English contemporaries could accept without trouble the idea that the forces of evil might just be stronger than those of good: it was part of their real-world experience. After sixty years of almost unchallenged military superiority, 21st century American viewers need another and less matter-of-fact explanation for failure, and it is given as disunity and despair. Jackson presents Théoden, not making a tactical withdrawal, but refusing to fight out of a kind of disillusionment. ‘The old alliances are dead’, he says, ‘we are alone’ (JTT 43, ‘Aragorn’s Return’). No help will come from Gondor (Tolkien’s Théoden had not expected any), no help from the Elves (in Tolkien, the Riders do not even know quite what Elves are). There is indeed a slightly Churchillian suggestion in all this, with Théoden saying in the same scene, ‘If there is to be an end, I would have them make such an end as is worthy of remembrance’, much like Churchill’s famous ‘finest hour’ speech of 1940. But the sense of having been abandoned is set up, of course, only to be reversed, as the Elvish army turns up to honour the Old Alliance and man the walls of the Hornburg. Jackson’s version insists that the source of weakness is disunity, and Aragorn and Arwen are given an expanded role as the focus of union, reinforcing Elrond’s words much earlier, ‘You will unite, or you will fall’ (JFR 27, ‘The Council of Elrond’). This, perhaps, is the main justification for the whole Aragorn-revival digression. It is there to show that ‘there is always hope’ (Aragorn to the boy Haleth son of Háma, JTT 48, ‘The Host of the Eldar’), that Théoden is wrong to think he has been abandoned5. The movie has been affected, one might say, by close on sixty years of NATO.


    An even more marked plot-shift centres on Faramir. As everyone who has read Tolkien will remember, Faramir has every opportunity to strip Frodo of the Ring, about which he knows a great deal even before Sam’s blundering admission, but rejects the temptation. Jackson has him succumb to it, declare ‘the Ring will go to Gondor’, and march Frodo, Sam and Gollum off to Gondor as prisoners. In Jackson’s version, Faramir intends to hand the Ring over to his father as ‘a mighty gift’ (JTT 57, ‘The Nazgûl Attack’) – and the phrase is indeed Tolkien’s, but in Tolkien it is said not by Faramir deciding to seize the Ring but by Denethor, rebuking him for letting it go (LOTR, p. 795). This digression too makes no real difference in the end, as Faramir is persuaded, seemingly by Sam, into letting the Ring and the hobbits go back into Mordor (and indeed anything else would have altered the plot terminally). So why introduce this second apparently unnecessary complication? One reason may well be to form a connection with the refashioning of Denethor in the third movie, which turns him into a thoroughly unpleasant character. It is true that even in Tolkien Denethor is cold, proud, ambitious, and misguided. It is his decision to defend the Rammas Echor, the wall which Gandalf thinks to be wasted labour, and this decision all but costs Faramir his life. It was his decision also to send Boromir to Rivendell rather than his brother, although the prophetic dream was clearly meant for the latter. It was this decision which meant that Faramir was the one to encounter the hobbits in Ithilien, as Faramir angrily reminds his father, but Denethor refuses to take responsibility. Nevertheless, and in spite of his other disastrous errors, it is possible to feel a certain sympathy for Tolkien’s Denethor: he makes his mistakes for Gondor. One cannot say the same of Jackson’s Denethor. One of the more blatant uses of cinematic suggestion is the scene in the third movie in which Denethor, having sent his son out to fight, sits in his hall and gobbles a meal, tearing meat apart with his hands and munching till juice runs down his chin. He is made to look greedy, self-indulgent, the epitome of the ‘château general’ who sends men to their deaths while living himself in style and comfort. And in a repeat of the ‘disunion’ motif, he refuses to light the beacons to summon Rohan, till Pippin does so at Gandalf’s direction – Tolkien’s Denethor had lit the beacons and sent out the errand-riders before ever they arrived, see LOTR, p. 748.


    What the revised Faramir and Denethor interplay does is generate a theme particularly popular in recent (American) film, that of the son trying desperately to gain the love of his father, and of the father rejecting (till too late) the love of his son. It also appeals to American taste by making Denethor stand for old-world arrogance and hierarchy, while Faramir is converted from his obedience to his father by the intervention of the lower-class figure of Sam. What happens is that Sam, having dragged Frodo back from the winged Nazgûl, is given a long speech, transposed from its original place on the Stairs of Cirith Ungol, on ‘the great stories’ and the heroes of old. ‘They kept going because they were holding on to something’, he tells Frodo, because ‘there’s some good in this world, and it’s worth fighting for’ (JTT 60, ‘The Tales that Really Mattered’). His words are given total authority by being presented as a voice-over to images of victory at Helm’s Deep and at Isengard, of which Sam at that moment knows nothing. For all his rustic accent, he has become a prophet, a spokesman for the movie’s philosophic core, and Faramir, having overheard Sam talking to Frodo, is made to recognise this by giving way and changing his mind about the Ring.


    The sequence indeed shows two general tendencies in the Jackson films, which I would label rather clumsily as ‘democratisation’ and ‘emotionalisation’. One sees the former in the liking for enlarging the roles of relatively minor characters: just as Sam’s stout heart converts Faramir, so Pippin’s cunning diversion of Treebeard through the wasted groves near Orthanc converts Treebeard, in Jackson’s version only, from neutrality to decision (JTT 54, ‘Master Peregrin’s Plan’ and 56, ‘The Last March of the Ents’). Meanwhile, the best example of the latter must be the way in which Jackson turns the journey of Gollum, Frodo, and Sam into a ‘triangle’ situation, in which Gollum (or rather Sméagol) competes with Sam for Frodo’s love – a sequence which includes Gollum’s trickery over the lembas and leads to Frodo actually dismissing Sam on the Stairs of Cirith Ungol. The Jackson handling of Gollum/Sméagol is masterful all through, with an especially good and original scene in which Sméagol argues with and exorcises his alter ego Gollum (JTT 29, ‘Gollum and Sméagol', only for Gollum to come back after the seeming betrayal at Henneth Annûn (JTT 42, ‘The Forbidden Pool'). Jackson has a countervailing tendency, one might note, to iron out merely tactical complications, like the conflicting motives of the three groups of Orcs who capture Merry and Pippin, Uglúk’s Isengarders, Gríshnakh’s Mordor-orcs, and the ‘mountain-maggots’ from Moria. He makes motivation more understandable (for a 21st-century audience) in terms of love given and love refused, faint-heartedness and mistaken loyalty.


    One might say that there are no neutrals in Jackson’s vision, or that those who wish to remain neutral, like Théoden, or the Ents, or the Elves turning their backs on Middle-earth, are made to see the error of their ways. Jackson is also quicker than Tolkien to identify evil without qualification, and as a purely outside force (a failing of which Tolkien has often, but wrongly, been accused). In the opening voice-over we are told that after the battle of Dagorlad, Isildur had ‘this one chance to destroy evil for ever’ (JFR 1, ‘Prologue: One Ring to Rule Them All’). For ever? When Tolkien uses the phrase, it is marked immediately as mistaken. Elrond says he remembers the day ‘when Thangorodrim was broken, and the Elves deemed that evil was ended for ever, and it was not so’ (LOTR, p. 237, my emphasis), but there is no such qualification from Jackson. Jackson also has Elrond say to Gandalf that because of Isildur’s error ‘evil was allowed to endure’ (JFR 24, ‘The Fate of the Ring'), but Tolkien’s wise ones, I am sure, would be conscious that evil is always latent, and will exist whether humans and Elves allow it to or not. There is the kernel here of a serious challenge to Tolkien’s view of the world, with its insistence on the fallen nature even of the best, and its conviction that while victories are always worthwhile, they are also always temporary. And this could, at last, be a problem not created by any failure to perceive ‘the core of the original', but a grave and genuine difference between two different media, and their respective ‘canons of narrative art'.


    I come now to a matter which I have tried to elucidate before, in the section on ‘The ethics of interlace’, and again in my later book Author of the Century, pp. 172–73. Tolkien, however, is an author one can never quite get to the bottom of, and viewing the Jackson films has once again generated a thought that had previously escaped me. This is that just as the complex structure of the middle sections ofThe Lord of the Rings is there to demonstrate the characters’ natural feelings of ‘bewilderment', in two senses, the old, literal, and perfectly true sense of being ‘lost in the Wild', and the modern, metaphorical, and avoidable sense of being ‘mentally confused', so there is also a demonstration in them of another danger, which can also be summed up by one ambiguous word. The word is ‘speculation', and this is something to be avoided at all costs. ‘Speculation’ furthermore has two meanings, just as one might expect from Tolkien. Its modern and metaphorical sense is something like ‘allowing one’s actions to be guided by hypotheses about what will happen, or what is happening, or what other people are likely to do’. Its ancient and literal sense is, however, the practice of looking in a speculum – a mirror, a glass, a crystal ball. Frodo and Sam ‘speculate’ when they look in the Mirror of Galadriel, and it is a temptation to them. It tempts Sam to abandon his duty to Frodo and go home to rescue the Gaffer: this would be disastrous for the whole of Middle-earth. Fortunately Galadriel is there to counsel him and to point out ‘the Mirror is dangerous as a guide of deeds’ (LOTR, p. 354). It is that kind of reasoning from the mirror the witches show him that destroys Macbeth.6 But the major source of dangerous ‘speculation’ in The Lord of the Rings is the palantíri, the Seeing Stones.


    These are used four times in Tolkien’s work, with a very consistent pattern. The first occasion is when Pippin picks up the palantír thrown from Orthanc by Gríma, and later sneaks a look at it when Gandalf is asleep. In the Stone, he sees Sauron, and Sauron sees him. But though Sauron sees Pippin, he draws from this a wrong conclusion, namely that Pippin is the Ring-bearer, and has been captured by Saruman, who now has the Ring (LOTR, pp. 578–9). The next day Aragorn, who has been given the Stone by Gandalf, deliberately shows himself in it to Sauron, and once again Sauron draws the wrong conclusion: namely, that Aragorn has overpowered Saruman and that he is now the owner of the Ring. It is fear of this new power arising which makes Sauron launch his premature attack, and Gandalf indeed realises that this was all along Aragorn’s intention (LOTR, p. 797). Gandalf further surmises that it was the palantír which was Saruman’s downfall. As he
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