University of Belgrade

Faculty of Philology

Marija A. Gici¢ Pusloji¢

Mythopoetic Imaginarium of J. R. R. Tolkien

Doctoral Thesis

Belgrade, 2015.



YHusep3urteT y beorpaay

dunonowkn parkyntet

Mapwja A. T'mumh Mycnojuh

MWTONOLWKO-NOETUYKN nmarnHapujym L1.P.P.
TonknHa

[loKTOpCKa AncepTaumja

beorpag, 2015.



bBenrpagckumn yHuBsepcuteT
dakynbTeT dUnonornu

Mapwusa A. Tnumy Mycnonmy

Mwudonornyeckme n nosTn4eckme paHTasnm

XK. P. P. TonKnHa

[loKTOpCcKan aguccepTraumn

benrpag, 2015.



MenTop:

np 3opan IlaynoBuh, pemoBau mpodecop Dunonomkor (axkynrera, YHUBEP3UTET Yy

beorpany

YnaHoBU KOMHUCH]E!

JIaTyM OHOPAHE: ......evvniieiiiiieeiee e



Mythopoetic Imaginarium of J. R. R. Tolkien

Abstract

John Ronald Reuel Tolkien (1892-1973), Oxford psete of Anglo-Saxon and English
Language and Literature, was a man who ‘retolcctsnos’ by inventing a new history
of the world, thus creating the possibilities fonew future. It is a well-known fact that
Tolkien felt aggravated by the loss of Anglo-Saxoythology to oblivion — a fate that
befell many other mythological systems. Where geauistorical sources cease to
exist, Tolkien recognized a need for sources offf@rdnt kind, setting himself on a
narrative quest for the forgotten ancient belighiag to recount the truth of man and
world that also had to have been the goal of thginal storytellers — those real or
imaginary creators of myths, epics and fairytaldsst as he was a pioneer in the
interpretation of Old English literature, offeritige very first reading dBeowulfas epic

of literary and not only historical merit, in pustiing The Lord of the Ring§l954-55)
Tolkien instigated a massive landslide, the debfisvhich is still at our feet: the
establishing of epic fantasy as a new genre thafr@ots factual and fantastical history,
blurring (and, as we shall attempt to prove, transing) the boundary the between the
natural and the supernatural. J. R. R. Tolkien’shmgoeic cosmogony, in its grand
scope and detail, enabled its creator to entemibdern era through the main gate,
while the stronghold it has in fairytale and mytleated a fairly unique phenomenon
whose very structure defies accustomed modes efaly interpretation. The
understanding of literature as fiction proves ifisignt in disentangling Tolkien’s
intricate narrative weave — imagination must beraipended as veracity in order to
perceive the belief in spiritual truths that Tolkidelt mythology preserved and
mythopoeia — being a creative act of narrative kingvealed and brought closer. That
is, within Tolkien’s imaginarium, imagination is hehaped into fiction as much as
creation is recognized as truth. Tolkien’s entippi® serves as a certain apology of the
fairy-story, that infinite supplier of beauty fdri$, and the other, world. Consequently,
the main difficulty in critical reception lies ptigely in the fact that Tolkien’s works are
permeated with too much ‘Faérie’ to be interpreaschovels and too much realism to
be interpreted as fairy-stories. Therein we encauanother relevant question that



needs to be addresses, the role of the storyteligre context of myth, both of ancient
and modern times. The myth, which was once faast; is@mnly history, and it is upon us
to examine whether, and to which extent, an ‘aitifi creation can lay claim to
imagination as the truth. To that effect, it is wnjant to consider the fate of myth,
especially in modern times, as well as the positbthe artist who maintains not the
mythic narrative but the mythic quality — the myploet as the modern mythmaker.

Key-words: J. R. R. Tolkien, myth, mythopoeia, fantasy, yatory, imagination
Scientific Area: Social Sciences and Humanities
Scientific Field: Philology
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MuTtosomko-noetnukn umaruHapujym II. P. P. Toakuna

Pe3ume

Oxkcdopacku mpodecop CTapOSHTIIECKOT je3uKa U eHIIECKe KibKeBHOCTH [loH Ponann
Pejen Tonkun (1892-1973)u0Bek je koju je , Ipernpudao KOCMOc,” U3MHILBajyhil HOBY
UCTOpPHU]y cBeTa U oTBapajyhu moryhHocTu 3a HOBYy Oyayhoct. [lo3nato je na je Tonkun
O0umo moroheH HEAOCTaTKOM ,,MpaBe” aHTJIOCAKCOHCKE MHUTOJIOTH]E€ — a CIIMYHA Cy/n0nHa
BaXHU U 3a OpojHE Apyre U3ryosbeHe MUTOJIOMIKE CHCTeME. TaMo Tie MpecTajy peajHu
HCTOPHjCKU U3BOPH, TONKUH je Tperno3Hao motpedy 3a U3BOpUMa JIpyre BpCTe, U Aa0 ce
y HapaTHBHY NOTpary 3a M3ryOJb€HOM Ipa-BEpOM, Y LUJbY MPHUIIOBEAAka UCTHHE O
YOBEKY W CBETy KOjy Cy 3a HayM MOpaJId MMaTH W MPBOOMTHU MPUIIOBENAYd — TH
(UKTUBHU WM PEATHW TBOPLIM MHTOBA, emoBa M Oajku. Kao mro je Omo muoHHp Yy
TyMadewy CTapOCHIJIECKE KIbMKEBHOCTH I1a TAKO M3HEAPUO MPBO YuTame , beoBynga“
Kao CIleBa O] KIbMKEBHOT a HE CaMO MCTOPHjCKOT 3Hauaja, ToJNKHUH je 00jaBJbUBAEM
tpuioruje ,['ocogap npcrenosa” (1954-55)ormodeo oapoH Yrje cMO JTaBUHE M JaHAC
cBemon:. (opmupame erncke ¢aHTACTUKE Kao aHpa KOjU cydesbaBa (PHU3WUYKY U
(UKTHBHY HCTOpHWjy A caMUM THM 3aMmaribyje (mokymiahemo aa JOKaXeMo 1a |
TpaHCLEHAyje) TpaHully wu3Mmehy NPUPOJHOT W HATHPUPOAHOT. Muromoercka
kocmoronuja II. P. P. Tonkuna, netasbHa 1 00MMHA KakBa jecTe, yBela je CBOT TBOpIIA
Ha BEJIMKA BpaTa caBpEMEHOT 71004, 0K j€ HEHO YIMOPHUIINTE Y MUTY B 0ajll CTBOPHUIIO
TOTOBO jEeIWHCTBEH (DEHOMEH, Yhja CTPYKTypa MPKOCH KIACUYHOM BHIYy KEHIKEBHOT
TyMademwa. PazymeBame KIbH)KEBHOCTH Kao (DUKIIMje HUje JOBOJHHO Ja OM ce pacIuielno
ToNKMHOBO HApaTUBHO KIIYIIKO — MMaruHaigja ce Mopa carjielaTu Kao UCTHHa Ja Ou ce
JIOIIJIO JI0 OHE Bepe y JAyXOBHE HMCTHUHE 3a Koje je TOJKMH cMaTpao /1a MHTOJIOTHja
caZpXd a MUTOMOETHKa — Oyayhu KpeaTHBHM YMH HApaTUBHOT THMNa — OO3HamWmYyje U
npubmmkaBa. OmHocHo, TONKMHOB WMarMHapwjyM HHje TPOCTOp y KOjeM ce
uMarmHanuja o0nukyje xkao ¢ukuuja, seh ce kpeauuja npeno3Haje kKao UcTuHa. YuTas
TonkMHOB OMyC Kao J1a je CBOjeBpPCHA amoJiorhja 0ajke Kao M3BOPHUKA UCTHHE U JICTIOTE
oBOra — ¥ oHora — cBeta. [IpobiieM KpuTHYKe peleniyje yrpaBo ce orjiefia y TOMe IITo
cy TonkunoBa fena cyBuie 0ajke 1a Ou ce Tymaunia Kao pOMaHH, a CyBHIIE POMaHH

na Ou ce Tymaumia kao (MoaepHe) Oajke. Ty ce Ha3upe joIll jeIHO PEIEBAHTHO MUTAHE



KojuM heMo ce 1m03abaBUTH y OKBHPY OBOI HCTPaXMBama, yjora IpUIIOBegada y
KOHTEKCTY MHTa, KaKO JIPEBHOT TaKO M MOJEpPHOI BpeMmeHa. MHT, Koju je Hekal Ouo
WCTHHA, JJaHAC j€ caMO MCTOpHja, a Tpea Hama je Jla MCIUTAMO Jia JU U y KO0jOj MepHu
jemHa ,BerTadyka‘ TBOPEBUHA MOXKE Ja TOJIOKH MPAaBO HA UMarnHalnjy Kao UCTUHY. Y
Ty CBPXY j€ BXHO carjeaaru CyI0MHy MUTa, TOCe0HO Y MOJIEPHO 100a, Kao U MOJI0XKaj
OHOTa KOjU y )KUBOTY OJp»KaBa HE MUTCKU HapaTHB Beh MUTCKH KapaKTep — MUTOIIOETY

Ka0 CaBpeMEHOT MHTOTBOPIIA.

Ksbyune peun: L1. P. P. TonkuH, MuT, MuToreja, panrtasuja, 6ajka, UMaruHaimja
Hayuna o0aact: [[pymITBEHO-XyMaHUCTHUKE HAyKe
¥Y:ka HayuHa obJact. Owionoruja
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Mudonoruyeckue u nodruyeckue panrasuu x. P. P. Toakuna

Pe3rome

Jlxon Pomamsn Pysn Tonkun (1892-1973) 3anmMman JomKHOCTH — mpodeccopa
AHIJIOCAKCOHCKOTO $I3bIKA M AHIVIMACKOTO s3bIKa M JuTepaTypbl Okcdopackoro
YHHUBEpPCHUTETa. JTO YEJOBEK, KOTOpbIM “mepeckasan KocMmoc,” u300peras HOBYIO
UCTOPHUI0O MHpa M PacKpbIBask BO3MOXKHOCTEH st HOBOro Oymymiero. M3BecTHO, 4TO
TonkuH cTpagan OT OTCYTCTBHS “peajbHON’ aHTJIOCAKCOHCKOW MHU(OJIOTHH, HO
aHaJOTMYHAs Ccynp0da TOCTUINIAa W MHOTHE Jpyrde MOTEpSHHbIE MH(OJIOTHUYECKUE
cucteMbl. TaM TJe OCTaHOBWIIMCH pEANbHBIE HCTOPUYECKHE HWCTOYHMKH, TOJKUH
NPU3HAET HEOOXOAWMOCTh Ui JPYTUX THIIOB WCTOYHHMKOB, W OH Hayall IMOHWCKH
TIOTEPSTHHOM TIpa-Bephl ITyTEM TTOBECTBOBAHUS, C IIEIBI0 PACCKa3a UCTHUHBI O YEIIOBEKE U
MHpe, KOTOpble UMEJH B TUIaHE U TIepBOHAYANIbHBIC PACCKA3UUKHU - 3TH (PUKTUBHBIC WIIH
peasbHBIE co3mareny MHUGOB, JMOCOB W CKa3oK. TonkWH OBUT TMHOHEPOM B
WHTEPIpPETANN APEBHEAHTIIMHCKOW JUTEPATyphl, TaK KaK IMOPOAWJ IEPBOE YTEHHUE
“beoBynb(a,” Kak CTUXOTBOPEHHE OT JMTEPATYPHOTO W HMCTOPUUYECKOTO 3HAYCHUS.
[Myonukanuedt tpunoruu “Bnactenun wosery” (1954-55) nauancs oOBai JaBHHBI,
KOTOPYIO MBI HAaOJIOJaeM CEroAHs: CO3JaHHe ONUYecKod (PaHTACTUKU KakK >KaHpa,
KOTOPBII MPOTHUBOIOCTABISAET (PU3NUECKYIO U (PUKTHBHYIO UCTOPUU U TaKUM 00pazom
crupaet (mompoOyiieM JjoKa3aTh, YTO OHO TPAHCICHICHTAIBHOE) TPAHUILY MEKIY
€CTECTBCHHBIM M CBEPXbECTECTBEHHBIM. Mudomnostuueckass kocmoronus [[x. P. P.
TonkunHa, moapoOHast W oOLIMpHAs, BBEIAa CBOETO CO3ZaTels Yepe3 MEpeIHIO JIBEpb
COBPEMEHHOM JIOXM, a €€ ONOphl HaXoAATCs B MU(pE M CKa3Ke, CO3/JalH IOYTH
YHUKaJbHOE SIBJICHUE, CTPYKTypa KOTOPOTO HE TOJJMAeTCs KIAcCHYecKon (opme
JIUTEepaTypHOU MHTeprperalyu. [loHnManue TuTepaTypbl Kak GUKIUH, HE TOCTATOYHO,
YTOOBI Pa3BOPAYMBAJICS MOBECTBOBATENbHBIN KiIyOOK TojkuHa — (aHTa3HI0 HYKHO
YBHJIETh KaK UCTHHY Ui TOTO, YTOOBI MPUWUTH K ATOH Bepe B IYXOBHYIO MCTUHY, 3a
KOTOpyto TOJKHH cYMTan 4YTO CYIIECTBYeT B MH(OIOTHH, a METAamo3THKa — Kak
Oyaymuii TBOPYECKHIA aKT TIOBECTBOBATEIILHOTO THIIA, PACKPBIBACTCS M IPUOIINKACTCS.
To ectb, Qanrazus TonkuHa HE MPOCTPAaHCTBO, rae ¢aHTa3us (GopMupyercs Kak

¢uKIMsA, HO TpU3HAETCS B KayecTBE HCTHUHHOTO TBopeHHs. Bech omyc Tonkuna



MPEJICTABIISIET CBOETO POJia aloJIOTHIO CKa3KHM KaK W3HAYAIbHOM WCTHHBI U KPaCOTHI
omHOTO M Jpyroro mupa. [IpobGiema KpUTHUYECKOTO BOCIPHUSTHS JICHCTBUTEIHHOCTH
BbIpaXaeTcss B TOM, 4YTO paboTbl ToJNKMHA CHMIIKOM Kak CKa3Ka 4TOObI
UHTEPIIPETUPOBaTh KX KaK pOMaH, M HA0O0OpPOT CIUIIKOM pPOMaHbl YTOOBI
UHTEPIPETUPOBATh MX Kak (COBpeMeHHbIE) CKa3ku. EcCTh mnpoOjecku Jpyroro
COOTBETCTBYIOIIIETO BOIPOCA, KOTOPHIM OyAET paccMaTpuBaThCS B KOHTEKCTE JaHHOTO
UCCIIEIOBaHMsI, @ 3TO POJb paccKka3uMka B KOHTEKCTe MH(Da, Kak APEBHUX TaK U
COBpPEMEHHBIX BpeMeH. Mud, KOTOpBId KOraa-To ObLT HCTHHHBIM, CETOIHS TOJBKO
UCTOpHS, HO IIEpel HaMU CTOMUT BOIIPOC B KaKOM CTENEHU “MCKYCCTBEHHOE  TBOpPEHUE
MOJKET TPETEHJ0BaTh Ha BOOOpakKeHHE KaK HCTUHY. JJI1 3TOro, BaXKHO PacCMOTPETh
cynbp0y Muda, 0COOEHHO B COBPEMEHHYIO 3TOXY, M MOJO0KEHHUE STOTO KTO B )KH3HU HE
TOJIBKO COXpaHseT MUPHUUECKUN paccka3z HO U MU(DUUYECKUN TEPCOHAXK — METANOoATy Kak

COBPEMEHHOT0 MU(OTBOPILIA.

KumroueBsbie cioBa: k. P. P. Tonkun, mud, mudornes, panractuka, ckaska, panrasus
Hayunbie untepecol. ConuanbHbIe U TYMaHUTAPHBIEC HAYKH

CrnenuajbHble TeMbl. OHIIONIOTHS
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There was a man sent from God, whose name was Behtame as a witness, to bear
witness about the light, that all might believeatlngh him. He was not the light, but
came to bear witness about the light.

John 1: 6-8 (ESV)
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PROLOGUE

The entire Cosmos and in it a World; upon the waédlah and all around him Arthis

is the situation of Life that intrigued J. R. R.IKien so deeply, the riddle he spent his
entire life deciphering, and one to which he destateost of his writings. This might
seem odd to all those who consider Tolkien meretiilren’s storyteller, although not
all such interpretations are cast malevolentlyeA#ll, Tolkien did tell stories, stories
of dragons and enchanted forests, stories of edilraagic, stories of heroes and quests
— and some of these were in fact writtenchildren, including, most notablyfhe
Hobbit Yet, beneath these symbols that Tolkien eitherdveed directly from or at the
very least immersed into his belové&@érie' (naive as they may seem, although
selected rather purposefully and precisely becaosge of their “childlike” qualities),
beneath the mythological (mythopoeic) patterns #igohilosophical, metaphysical and
theological quest, begotten by the cosmic riddleahg, deeply entwined with matters
of art and the creating potential of the human maspecially that of its most elusive
faculties: fantasy-weavingArmed with fantasy, Tolkien quickly realized tha¢ had
been faced with no ordinary riddle; Man may haveesbthe riddle of the Sphinx once
long ago — by being the answer, but the sacrederiglame was far from over. Humbled
before the great Riddle of Life, Tolkien recognizibat this particular riddle did not
depend on knowing the right answer but on askiegitfht question. In fact, the answer
was already there; Life itself was both the ansaed the condition — the human

condition and the condition of play.

For Tolkien, the quest for the question had indeeded out to be one long game
of “Riddles in the Dark,” as holds the title to @ber V of The Hobbit Yet, Tolkien had
knowingly set out into the darkness, tunneling &eling his way through the narrow
murky corridors and secret passages of the fam@&sying mind, toward the World of
Story (since both questions and answers are irfdyittories). There, in the riddling
dark, he found himself not up against a Sphinxupuagainst a Gollum, a peculiar little

creature with a peculiar secret (and a magical Rinlgis pocket!), one nasty-looking

! Tolkien's preferred spelling of Fairy/Feery, refmeting the entirety of the fairy-story world, and
ultimately Fantasy itself.



yet riddle-loving fellow, almost entirely eaten awlay the treacherous darkness, yet one
who had not forgotten something sacred:

For one thing Gollum had learned long, long ago meager, never, to cheat at the

riddle-game, which is a sacred one and of immentquity.

What was it about this riddle that made it thusamg@nt in Tolkien’s constellation
of things and powerful enough to outweigh the degs? Tolkien delivered this insight,
rather than answer, through an equally riddlinggland open (unfinished!) account of
the world (and upon it man, and around him artgwsd in languages known and
unknown; carved in the likeness of those ancientytlling formulae that long ago
gave utterance to the sacred mystical allianceotfaky and truth (from myth to fairy-
story and unto history); shaped upon a labyrintlplilosophical, metaphysical and
theological tunnels, through the vast expansiowluth he traced the sacred thread of

creation and the vitality of its presence withie thature of world, man and art.

Perhaps such an insight would have resoundeddamlassionately in the modern
mind had Tolkien theoretically or polemically raisthese questions in academic spirit
or had he framed his deliberations into any ofrtieee likely literary styles, especially
bearing in mind that the maiden period of modeterditure abounded in likely and
unlikely forms, christened by a variety of freshrqpectives on the nature of the
(modern) world. Yet, Tolkien opted for a profoungigculiar path, one which provoked
a deeply passionate response both from the regdiblic and the critical body, giving
way to an inundation of unconcealed emotion — foisiemotion, and usually very
strong emotion, that guided not only the readepsnésvhat more expectedly) but also
the critics of both disposition. Such a deluge @éan its course a massive rift between
the opposing poles of understanding and approachalkien, a riddle in itself that

amounted to a veritable cultural phenomenon. Thees something profoundly

2 Anderson, Douglas A., edThe Annotated HobbitHoughton Mifflin, Boston, 2002, p. 128, note 25.
This particular passage is taken from Chapter \dtiis in the Dark” (§68) of the original 1937 editi
of The Hobbit as supplied by Anderson. The Chapter became sbateinfamous as it suffered
considerable alterations when Tolkien revidéee Hobbitin 1951 in order to provide a more suitable
linking to The Lord of the Ringsvhich was originally intended as its sequel.He subsequently edited
versions the sentence reads: “He knew, of couls#, the riddle-game was sacred and of immense
antiquity, and even wicked creatures were afraidheat when they played at itH¢bbit, p. 75). For
a detailed discussion of the textual history amdd¢hanges and alterations see: Rateliff, JohnT be:
History of The Hobbit. Part I: Mr. Baggins. Part Return to Bag-EndHarperCollins, London, 2007.



indigestible about this man — and his story — that modernist academic framework
simply could not tolerate. At the same time, it véasnething that the readers found
indispensable. At the heart of both lay precisélgt twhich Tolkien discovered in the
darkness, which he brought to light in the fullestuliarity of its shape.

The secret sanctity that Tolkien recognized in #madows of those murky
corridors was sanctity of an indeed peculiar natlirevas the sanctity of fantastic
creation. Surely, this discovery was but recognifar Tolkien, who had been a traveler
through thePerilous realm(of fantasy), since his earliest days. From theetivhen he
was a young boy, Tolkien had wandered through thehanted lands, not as a
trespasser, as he once asserted all men weres laukeen observer and avid listener,
profoundly captivated by the beauties of sight aodnd that blazed before him. Myths
and fairy-stories called out to him and Tolkienreandered to their enchantment gladly.
He may not have been aware of it then, but the Dodrstorytelling had already
befallen him. Hardly surprising, Tolkien wrote Hirst story at the age of seven. It was
a story about a dragon. In fact, it was a storyualagreen great dragadnYet, another
wonder struck young Tolkien at this point. He wiaslled to learn from his mother that
you could only havgreat green dragonsbut notgreen great dragon$Why not, he
wondered! Besides, why was such a creature evéedcaddragon or greenfor that
matter? He was as enchanted as he was bewildsréue Bheebeauty of words- even
the plainest of them — and by the power words logker the story owing to the inner

workings of language. As Tolkien would himself piawn years later:

It was in fairy-stories that | first divined thetpacy of the words, and the wonder
of things, such as stone, and wood, and iron;dareegrass; house and fire; bread

and wine'

Certainly, the young wanderer had decades of jgumgethrough the darkness
before he would stumble upon Gollum (both treature and theword itself) and
chance upon the magical Ring; there were multitumfeguestions to ask, and plenty
more wonders to suffer, before he would becomeBtre of Story we know of today.

This was but the beginning of the road for the mdmo would ultimately retell the

3LT 163, p. 229.
“FS p. 147.



entire Cosmos, in pursuit of the truth that heeyad to be hidden within the realm of

Fantasy.

For Tolkien, the man who came to understand hishattas creation butub-
creation a recognition rather than invention, and ultirateven — redemption, the
fantasy world (story world) was holy ground. Tolkie entire being thrived on stories,
these pearls brought from the other side, unearitneélde deeps of one of mankind’'s
oldest treasure troves, where strange secretdtlayould only be fair to say, as the
subtitle toThe Hobbitdivulges, that Tolkien made a lifelong traditioat @f travelling
there and back agajnnto Faérie and back, each time bringing moregseof fantasy
into reality — and vice versa; while delivering exsive writings, maps, charts and

illustrations, as journals and testimonies to themeels.

Yes, the story of John Ronald Reuel Tolkien isdtogy of the Man who retold the
Cosmos, the Storyteller who re-enchanted the Wdnlel, Gardener (and Guardian) of
Fantasy. It is a story about a man who in the dggiamnts chose to be but a small
creature, éhobbit in the vast expanses of great literature, a rseogyteller — yet, a
storyteller with a peculiar secret, one who despite surrounding dark had not
forgotten something sacred. The literary ‘battlefi;upon which Tolkien raised his
narrative tent was the field of fairy-story, seeghynthe most unlikely candidate to be a
channel of modern literary communication and a f@cturf indeed upon which to
place one’s reflections regarding aesthetic, manal religious values as expressions of
the inner life of the being. Yet undoubtedly forlKien, quite like the riddle game, the
fairy-story itself was a sacred form of immenseicuity. In it Tolkien saw reflected
most clearly the universal truths recognized logg, areational principles that had set
the stage for the unraveling of the drama (andridhdle) of Life. Most importantly,
within the fairy-story he found cherished precistigt which was nearly forgotten or
abandoned under what he perceived as the shadtve oising artificiality of modern
life: genuine unbridled joy inherent in the hopattby upholding sacred principles the

gloom of the shadow can be pierced by inner lighirbue.

G. K. Chesterton once so aptly noted, in a ratimeilag vein, that children needed
fairytales not to tell them that dragons exist,csirchildren already knew this, they
needed fairytales to tell them that dragons coelddfeated:



Fairy tales do not give the child his first ideabafgey. What fairy tales give the
child is his first clear idea of the possible defeabogey. The baby has known the
dragon intimately ever since he had an imaginatWhat the fairy tale provides

for him is a St. George to kill the dragdn.

Whether disenchanted adults also needed to be denhiof the existence of
dragons before they could realize how these coaldldfeated (and how the shadow
could be lifted) is an entirely different mattemeothat Tolkien implicitly addressed
throughout his Saddqat times more explicitly within his essayisticitings), especially
with regard to the process of rationalistic disemtment that thrived within modernity,
cradling a sense of overall embitterment and warbdriness that invariably proclaimed
hope a senseless and a childish venture. And gthdolkien’s search for things lost
and forgotten operated on a number of differentlgvand called upon an equally
abundant variety of fairy-story aspects that wartention in their own right, it is
undeniably the vision of Hope — what Tolkien recagd and labeled as the
“eucatastrophe” of fairy-story — that he soughtreéeforge most fervently, one he felt

was abating in the Age of the Machine.

And | was there led to the view that it [eucatgsire| produces its peculiar effect
because it is a sudden glimpse of Truth, your wh@tire chained in material
cause and effect, the chain of death, feels a suddief as if a major limb out of
joint had suddenly snapped back. It perceives [ha} this is indeed how things

really do work in the Great World for which our ni is madé.

Indeed, Tolkien was a lifelong fellow of both mytasd fairy-stories, and, in his
mind, their potency was neither in collision withth nor with fantasy, for he saw them
(and used them) as fantastic and sacred relicsnafjination, mystical ingredients
comprised of universal truths of old. Like the adiog pieces of Tolkien’s Saga, these

ingredients also became indivisible, and it is wdifficulty that one might ascertain

® Chesterton, G. K.: “The Red Angel” ifremendous Trifle§Ch. xviii), Methuen & Co., London, 1909,
p. 130.

® The term “Saga” is Tolkien’s own favored expressimeant to imply a unity between (in story, not
publication, order)The Silmarillion The HobbitandThe Lord of the RingsTolkien believed these to
be intricately related pieces that make up onelsiagd indivisible story. This notion will be dissed
at length in Chapter 1 (esp. in: 1The One Saga

"LT89, p. 116.



where myth becomes legend, where legend beconmsstary, or how they all fuse
into the riddle of Tolkien’s imaginarium, weavingntasy to yield truth, and weaving

truth to yield fantasy.

We have come from God [...] and inevitably the myifes/en by us, though they
contain error, will also reflect a splintered fragmh of the true light, the eternal
truth that is with God. Indeed only by myth-makiraply by becoming a ‘sub-
creator’ and inventing stories, can Man aspireh® state of perfection that he
knew before the Fall. Our myths may be misguided they steer however shakily
towards the true harbour, while materialistic ‘mexs’ leads only to a yawning

abyss and the Iron Crown of the power of &vil.

Indeed, it was there in the dark, in the shadowthefPerilous realm home to
Fairy-world, that J. R. R. Tolkien discovered iakiéring light, and through it gleaned
at what he believed to be a refraction of an olctesh truth, one he recognized as a
distant memory, trapped under the rubble of cigtiiznal growth and nearly forgotten
to the artificiality and disillusionment, which realed a certain sickness behind ideas of
modern progress. This memory indeed belonged tdotig ago; not only to the past,
although it once lived in the ideas of the anciebtd to ‘the before’, the time when
myths and legends shaped the world, forging belethe inseparable blend of fantasy
and truth.

As Tolkien followed the enchanted light, it gaveerito an entire cosmos, the
fantastic reality of Tolkien’s vision in the grarstope of its shape, one he would
develop in its many facets throughout his adué, liivithin what he deemed an act of

sub-creation, man’s right — and duty — to creatéhieylaw of his own Creation.

Though all the crannies of the world we filled
with Elves and Goblins, though we dared to build
Gods and their houses out of dark and light,

and sowed the seed of dragons, ‘twas our right

® Bio, pp. 197-198.



(used or misused). The right has not decayed.

We make still by the law in which we’re mdde

Figure 1: The monogram of J. R. R. T.

9MP, w. 65-70.



INTRODUCTION

For the purpose of setting forth our story of J.RR.Tolkien (personal as it must be,
since without personal investment no story candbe, tand since a certain personal
literary appetite invariably dictates the choiceapic to present as one’s doctoral thesis
— and objective as it must be, given the natuth@fwvork in question and equally in the
intention to propose a reading of Tolkien which Idptnopefully, objectively prove that
Tolkien’s literary endeavors, elucidated by his agssdic reflections and lifelong
development of theories of myth and fairy-stamyvivo, are well worth of academic
attention and deserving of the new mythology thayehcreated), | shall allow myself to
offer a brief personal explanation and backgroumdnty involvement with Tolkien,

before we move to the questions our quest intemdzise.

As a child, | possessed what is best describedvasa@iousappetite for marvels
an ‘affliction’ | later discovered Tolkien had alé®en ‘suffering from’; although this
was a suffering that brought little save for profdyoy to me, invariably coloring my
view of the world. Insatiably, | wolfed down anytigi that had even the remote sense of
Faérie present, all sorts of myths and legends fddfferent parts of the world, and
certainly, fairytales. Most of all, | was drawn tbe many fantastical creatures,
mermaids, unicorns, centaurs, the Cerberus, theri®hathe Firebird. For a long time
the most precious book in my collection was JowgslBorges’Manual de Zoologica
Fantastica The original Spanish title is much closer to Serbian translation which
still occupies an important place on my shélfirucnik fantasténe zoologije® When
years later | discovered that in English this titad “Book of Imaginary Beings” | was
nearly heartbroken — and close to insulted — ther@ profound difference between
fantastic and imaginary! The first of the creatutbsre mentioned, as they were
recorded alphabetically, was “A Bao A Qu” whose eamenlisted my mother into
helping me pronounce, for | wanted it ‘done rigitlater spent hours practicing the

pronunciation of his name). The sad fate of ther go®8ao A Qu, creature whose skin

19 Borhes, Horhe LuigPrirucnik fantastine zoologijeprev. Ivan Ott, Znanje, Zagreb, 1980.



felt like peach fuzz when touched, spoke to me kyeeip mysterious (yet not
unfamiliar) languages, and | re-read this page-lstogy more times than memory now
permits me to record. Not once did it fail to brimg to tears. From Borges | learned
that A Bao A Qu lived from the beginning of timethe bottom of the staircase of the
“Tower of Victory in Chitor,” a place just as fastecal to me as A Bao A Qu himself.
From the top of this tower, one could see the rhesautiful landscape in the world, but
only those of purest spirit managed to climb all Way up. The fate of the poor A Bao
A Qu was sadly tied to the success of the climb&Eegping, invisible, at the bottom of
the steps, A Bao A Qu would awaken only when a loimwould start his journey,
following him up the stairs. As the climber woultbgress upward so would A Bao A
Qu gain color and substance, giving out a fainebight. But, the imperfect climbers,
failing to achieve purity of soul that casts nodsha, would get stuck half way up, and
this meant ultimate suffering for the poor A BadQ, who would them himself, half
formed and unfulfilled, fall back down to the battpgiving out but a soft whimper, his
life, and light, quenching. So gentle was his ¢m@gttit would sound like the rustling of
silk. Alas, the last sentence said that the po@da& A Qu ever managed to reach the
top of the stairs only once! This caused such tremside my soul that | wished more
than anything to climb up those stairs somehow,gaghat the poor A Bao A Qu could
live. Oh, how | wished to touch his peach-fuzz skand tell him there is hope yet for a

pure heart!

Then | ‘met’ Tolkien, at the age of twelve, when fayher gave m&he Hobbitin
Serbian translatiolt; with the words, “you should definitely read thigu know, this
man invented an entireosmogonyof his own.” | had, of course, absolutely no idea
what a cosmogony was, nor did | want an explanaiitiesoundof the word itself was
more than enough to convince me this man had somehapped out a road | was
destined to take, the possibilities arising fromiery utterance revealing precisely an
entire enchanted cosmos. Interestingly, my fatleelonger remembers ever having said
those words, but those fateful words | shall neeeget. | disliked, and still do, the
illustration on the covéf that portrayed the back of a mounted figure (Imjntould

not fathom why somebody would draw the back of abliit’ when | wanted to see

1 Tolkin, DZ. R. R.Hobit, prev. Milan & Mary Milisi, Nolit, Beograd, 1975.
12 |lustration by Bojan Bem.



fantasy up front). However, when | opened the bbs&w there was mapattached to

it, and | instantly knew it would take me exacthheve | wanted to go, through a
magical door, into the heart of fantasy and baakd A did. After reading’he Hobbit |
needed no persuasion to turn to the Serbian ttiorslaf The Lord of the Ring3
shortly thereafter. Both as a reader and as alétansl believe now — or rather feel —
this is one of the best examples of translatingugetboth craft and inspiration wise)
that ever occurred in Serbian language, (sadhyh auate was not in the cards for many
of the subsequent translators of Tolk®n There is no saying what would have
happened had the translation failed me, whetheyuldavhave eventually reached for the
original after all or would have simply turned aw&pm the path of Tolkien,
disenchanted. Fortunately, | never had to make suchoice.The Lord of the Rings
spoke to me just like Borges’ story of A Bao A Quoce did, in new mysterious
languages. These were, naturally, the languagebeooul, less unknown that one
might expect. Surely this was a concept more easiteptable by a child, unburdened
by adult interpretations of fantasy, language, fosaul — which by no means stands to
imply they are confined to children, or that th&youldbe confined to children, quite
the contrary (as Tolkien proved to me then, andiooas to prove to me today). Here
was a story woven out of purity, woven outfaith, its themes of loss and sacrifice a
reminder that every soul becomes at one point ssookewhere along the staircase, its
themes of fellowship, courage and perseverancadnhd formula for the climb up the
tower (not the dark tower, but theue tower), its wars a testimony to the conflicts
raging inside the human heart and mind, its beaytyrifier, its legacy of fantasy —
faith in reality. My appetite for marvels had reachedatharsisby enchantmen had
not known then this was in fact not a catharsis daticatastrophe Joy and sorrow
overwhelmed me both at once, and | wept, | wepabge my soul had remembered its
fairytale home, and | wept tears of gratitude th® storyteller who showeudethere is
hope yet for a pure heart!

| was therefore already faithful Tolkienist as many like me have come to be

called, when in high school | arrived at the gatésThe Silmarillion this time in

3 Tolkin, DZ. R. R.Gospodar prstenoyarev. Zoran Stanojei Nolit, Beograd, 1981.

4 One exception is surely Nevena Pajts/translation of the poemythopoeia(tr. Mitopeja), published
in: Tolkin, DZ. R. R.Drvo i list, prev. Nevena Pajo& SKZ, Beograd, 1993.
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original English (a book | acquired by ‘fortunatiecaomstance’)The opening story: an
account of Creation! God speaking to the beinghde created out of his thought, not
in words but inmelodies Fantasy taken to an entirely new level; Mythyulrought to
life. Finally, | realized what my father had meamten he told me that a man had
created an entireosmogony Every myth and legend | had read up to that mamen
gained new meaning in light of this finding — mytkmg is not lost to the world after
all! At this point, | decided to delve deeper amdaved a collection of Tolkien’s essays
enigmatically entitledrhe Monsters and the Critiga book not easy to come by at the
time). | was immediately drawn to the essay Fairy-Storieswhere line after line |
found myself exclaiming (often aloud), “Yes! Thaggactlyhow it is!” One piece of
the puzzle at a time, | read Tolkien’s essayseisttother short tales, and tdefinished
Tales It was not until the turn of the millennium tHatiscovered Christopher Tolkien’s
History of Middle-earthand alongside it, the already vast field of Tatkeiticism. |
was as intrigued by the first as | was appalledth®y latter — and both offered new
vistas. The twelve volumes of Christopher Tolkietisstory” provided a deep insight
into the lifelong evolution of Tolkien’s creativeegius, corroborating what | could only
surmise from his essays and letters. The firstwalames struck a particular cord with
me as they contained a work callBge Book of Lost Taleseferred to in the “Forward”
as the ‘distant forerunner’ of Tolkien’s legendaniul finally understood why criticism
so often portrayed’he Silmarillionas an ‘artificial’ (or ‘imagined’) mythology ‘of
England’, although | failed, and still fail (or her decling, to agree both on the part of
it being English and certainly on the part of iifgeartificial. In fact, | found a large
portion of the existing Tolkien criticism to be ity venomous. Tolkien’s work was
not only discarded, or ignored by the academiauisig as that would be, but was
viciously attacked, often without any grounded angut (or any argument at all). As |
came to realize, the epithet of artificial wasmith the mildest of the series of assaults
ventured against Tolkien (another such mild yentequally incomprehensible assault
was that his work was referred to as an ‘allegorXdimittedly, as Tolkien had once
risen to champion for myth and fairy-story (and t®eowulf), other critics were
(increasingly) rising to champion for him, yet sotigough certainly not all) of these
‘defenders’ were disturbingly fanatical in their mwxcess of passionate reaction, often

zealous to the point of drowning any real claimacgument just as readily. Lastly, it
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was the defenders who ‘discovered’ allegory. Suelenies, | believed, were far more
detrimental to the understanding of Tolkien’'s wdhan the rise of the unfounded
accusations laid against it. Notably, thevas andis, sound criticism in existence —
Tom A. Shippey, Verlyn Flieger, Patrick Curry, Jagéisher, Brian Rosebury, Michael
Drout, to name only a few. Yet, these sound vowere often nearly suffocated by the
maddening battle-cries coming from the pens ofwilaering factions (this has always
reminded me of ‘the battle of melodies’ in the apgncosmogony ofhe Silmarillion

when a “loud, and vain, and endlessly repedfestbice wanted to assert its own

dominion over the harmony — which resulted in Thé.}

Somewhere in between the enchantment and the eutrbggan fantasizing that
one day | would add my own voice to the sound.nijthing would ever be important
enough to call my doctoral thesis, | thought asem&ger, it would have to be the work
of Tolkien. Surely, this wasnerely fantasya juvenile dream, since my onhgal
qualifications were my own intimate encounters vitie myth- and fairy-world | had
nourished since childhood, and the equally old sathmpl had harbored for the Middle-
earth storyteller. (Yet, it was the sort of sympaifolkien harbored for th&eowulf
poet, not entirely neglectable, as in Tolkien’s ecas allowed for an otherwise
impossiblefantastic knowledgeenabling him to go so far as to pinpoint, desfite
lack of anyreal evidence, the precise “given” moment at whichithagination behind
the Beowulf poem arosé&®) Moreover, any attempt at academic involvementhwit
Tolkien was certainly aggravated by the fact thalkien’s name, as one sound critic
had put it, was “the kiss-of-death” in academiccleis’’ While this was uttered in
reference to the British and American circles, &rsely dared hope Serbia was an
exception, with the situation concerning Tolkiennige if anything, moreobscure and
the storyteller who enchanted me even margevant (or at best, misunderstood). |

therefore became greatly indebted to my Engliserdiure professor and doctoral

' Sil, p. 17.

1 BW, p. 20. Tom Shippey (to whom all Tolkien criticseaindebted) explains Tolkien’s lifelong
allegiance tdBeowulfas “work [that] had always been something persomatn freakish, and it took
someone with the same instincts to explain it. [Thjs is not the terminology of strict scholarship,
though that does not prove the opinion wrong” (8bip Tom:The Road to Middle-earttRev. and
exp. ed., Houghton Mifflin, New York, 2003, p. 47)

" Curry, Patrick: “Tolkien and his Critics: A Critig,” pp. 75-139 in Thomas Honegger, éloot and
Branch: Approaches towards Understanding Tolkiznd ed., Walking Tree Publishers, Zurich, 2005,
p. 76.
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mentor Zoran Pauno¥iwho had enough latitude of mind and benevolenceeaft to
enable me to pursue my dream — surely, a testirntwttye fact that fantasy can be more

thanmerelya juvenile illusion.

However, if Fantasy is not merely an illusion, idk@rk of fancy or simply
invention (even if artistic), how do we define Kbre precisely, how does it play into
that correlation which Tolkien mapped out as thedamental riddle — the relation
between Art and Reality, Man and World? In Tolkeemind, clearly, it was Fantasy,
both in relation to the Divine and in relation taal) that provided the vision for the
shaping of the World, and it was Fantasy that eethiMan to shroud himself in Art
within the created universe. Quite naturally sevas also Fantasy that opened the doors
to Faérie, the perilous world of story, wheeal timemet with mythicabefore timeand
the once upon a timeon the verges of which Tolkien encountered Golland
discovered a riddling light in the darkness (andagical Ring). In the presence of the
Light of Fantasy, Tolkien stood awe-struck; notyomlas he profoundly enchanted by
its sheer beauty and might (which alone could gamsticount for Tolkien’s lifelong
allegiance to Fantasy), but more importantly, Tedkistood firm in the belief that in
gazing upon this mystic light he had in fact belséed by glimpsing a refraction of an
old and sacred truth, one that had been hiddewrgotten, or simply never yet told.
Within the Tolkienian riddle of realities (the rétan between the Primary i.e. material
and Secondary i.e. artistic Plane of existencentdsy clearly has a pivotal role in the
understanding of Man (and World), and yet to prefeshold a ready-made answer to
its nature, or consequently the truth it held foikien, would be as rash and perilous as

cheating at a riddle-game.

The Riddle of Interpretation

Writing to Milton Waldman in 1951, Tolkien goes goeat lengths to underline that his
knowledge of fairy-stories and myths is not “leatfiewhile, as he continues via
footnote, he did “thinkaboutthem a great deal® This profound difference, in all its

flamboyant inaccuracy — given that Tolkien was eypearned man indeeéspecially

81 T131, p. 167.
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in the matters of fairy-stories and myths — goegh® very core of understanding
Tolkien’s view on the nature of these conceptsyis®n spectrums that are not to be
observed under the lens of science, felif by readers or listeners, in the depths of our
beings, as echoes of a natural truth that doesufédr analytical vivisection. Tolkien
also voiced this sentiment in his famous 1936 kectinBeowulf'® cautioning against
the pitfalls of bringing investigative tools inta@alm where fantasy is alive:

The significance of a myth is not easily to be pidnon paper by analytical
reasoning. It is at its best when it is presentgdalpoet who feels rather than
makes explicit what his theme portends; who preseit incarnate in
the world of history and geography, as our poetdas. Its defender is thus at a
disadvantage: unless he is careful, and speakarables, he will kill what he is
studying by vivisection, and he will be left withfarmal or mechanical allegory,
and what is more, probably with one that will nairie For myth is alive at once

and in all its parts, and dies before it can beatited?

Clearly, the ‘disadvantage’ of such defenses isTbkkienian legacy that befalls our
guest as well, given thatomequestions must be asked and some answers must be
attempted. Indeed, an interpreter standing at #tesgof Tolkien’s World is at a loss,

his trepidation paralleled only by the joy he hade® experienced approaching those
very same gates back when he was but a humblerreadelerer unburdened by the
consequences that arise from any given study. Analycriticism is the enemy of the
delicate weave of fantasy; it is a big bag of tphll of measuring implements, digging
apparatuses and sharp swords. Its ‘clear-cut’ jiadgsare the death of Enchantment,
and it is hardly surprising that it is not Grendethe Dragon buthe criticsthat Tolkien
portrayed as the real monsters.

This is obviously the reason why Tolkien’s treatinehfantasy, and his favored
narrative vessels of it: myth and fairy-story, wesdly ever academic. The existing
exceptions, albeit in good measure, are severbbliien’s essays, originally conceived

and delivered as lectures during the course ofl880s, including the one deowulf

% Tolkien’s Beowulf: The Monsters and the Critiegas the Sir Israel Gollancz Memorial Lecture
delivered to the British Academy in 1936. In 198Bacame the titular piece to a collection of Teiks
essays edited by Tolkien’s son Christopher Tolkien.

20BW, p. 15.
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and most notably two othe@n Fairy-Storieg1939) andA Secret Vic€1931). Yet this

is clearly a disproportionately small contributinom an otherwise greagcriblerus
whose ‘fantastic Saga’ on the other hand encompass®e million and a half words.
Even more revealing is the fact that Tolkien’s arait quests, while insightful, are
riddled with warnings. Fantasy dwellers are not food of trespassers, Tolkien
solemnly declares at the very beginning of the ye€3a Fairy-Stories rather neatly
portraying the matter at hand. It is a bold enoughture for a man to wander Faérie,
but it is “dangerous for him to ask too many ques| lest the gates should be shut and
the keys be lost?* A grim prospect indeed! Fortunately, Tolkien doest leave us
stranded in the dark without a compass (or a mmafjs accustomed fashion). Instead,
he goes on to allow, almost reassuringly, that a&ace benevolent level of
‘impertinence’ is however permissible (note thag tharning addresses not questions
altogether, butoo manyquestions). Clearly, this coincides with the ‘¢afetreatment

of myth that Tolkien professed iBeowulf hinting at the existence ofertain
possibilities for elucidation. However, what Tolkieemains adamantly against is
“using the stories not as they were meant to bd,us# as a quarry from which to dig
evidence, or information™® Moreover, he complements this line of thought wdth
rather striking image, one that would come to hahatminds of numerous interpreters
venturing to approach Tolkien’s gate (or at theyyeast the careful ones):

In Dasent’s words | would say: ‘We must be satdsfigith the soup that is set
before us, and not desire to see the bones of theub of which it has been

boiled.?

Yet, Tolkien’s forewarnings, in all their grim vithess — one can nearly hear the roar of
gates slamming shut, feel the stench of a rottingedted carcass with its bones turned
inside out — are not meant to deny one entrandesaliier to remind us that in dealing

with fantasy it is only the disenchantment thatusy grim.

When the nine companions arrive at the entranddasfa in Book Il, Chapter 4

of The Lord of the Ringéchapter notably entitled Journey in the Dadk they are

2LES p. 109.
2FS p. 119.
2 ES p. 120.
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baffled to find that the enchanted Doors are noetierbe seen, and we are soon to
learn that it is only the “eyes that know whatdoMl for” that “may discover the signs.”
Our own situation at the gate of Tolkien’s world-aher similar. Yet, knowing what to
look for, even if we presume ourselves possesdigeich worthy knowledge, is not the
end of the trial. Finding the doors is one thingt bpening them is anoth&YTo begin
with, there is no key. Moreover, the doors canrbpened by force. “From the inside
you may thrust them open with your hands. Fromaiside nothing will move them
save the spell of command.” The ancient elven ipgon on the archway clearly
corroborates this: “Speak, friend, and enter.” ¢duyare a friend you will know the
password, you need but say it and the doors widlnofNevertheless, the quest soon
proves to be more difficult than imagined, as Tetkitantalizes us with yet another
riddle. While Gandalf tries “every spell in all thengues of Elves or Men or Orcs that
was ever used for such a purpose,” his vast kngeledentually fails him. The doors
remain shut. Of course, Tolkievill give us the answer, in all its startling simpicit

With a suddenness that startled them all the wizméng to his feet. He was
laughing! ‘I have it" he cried. ‘Of course, of came! Absurdly simple, like most
riddles when you see the answer.’ Picking up laf &e stood before the rock and
said in a clear voiceMellon! [...] I had only to speak the Elvish word ftnend
and the doors opened. Quite simple. Too simplefl@arned lore-master in these

suspicious days.

Indeed, the matter is simple, only a Faérie-Friexay pass through the enchanted
doors, as Tolkien certainly was, and as many ofréaglers, and some of his critics,
recognized themselves to be as well. In a senskkjenophilosophically, and even
spiritually, aligned himself with Fairy-story andyih, and they became his greatest
allies, directing themythopoeiccourse of his writings. Evidently, Tolkien had &qed
fantasy throughout his life, carefully shaping thes, or rather philosophies, of myth
and fairy-story just as extensively, yet his preddrexpression was not that of a learned
man, or more precisely not that of a man learnedheory, but a man learned in

enchantment. “To the elvish craft, Enchantment,t&an aspires,” Tolkien declares,

4 Of course, there is also the third instance. “Tdeed may leado Moria, but how can we hope that it
will lead throughMoria?” Aragorn asks of Gandalf@tR II: 4, emphasis mine).

B otRII: 4.
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“and when it is successful of all forms of humahraost nearly approache€'By one
path or another, all of Tolkien’s writings, inclugj the academic ones, pass through the
enchanted realm. Even in his letters, the treatroérantasy is intuitive rather than
analytical. Ultimately, Tolkien revealed to us tmethodogin the ancient senseath)

for a journey through the very fabric of imaginatiavithout which it is our reality that
falls at a disadvantage. He equipped us for oustguat with dissecting instruments but
with gifts of elven-kind, likdembas the waybread, “more strengthening than any food

made by Men?’

Before Tolkien’s gate, we are called to identifyrsmives: friend or foe, monster
or defender. Tolkien recognized the beauty and pafdoth mythosand poiesisin
Beowulf and approached thgeowulfpoet as a defender of his myth incarnate; in our
case, it is Tolkien the mytho-poet we endeavormpjor@ach, and the world heagined
in order to incarnate his myth into it. Whether Kieh’s fantastic myth needs any
defense is a question to be raised in its own tyaejts incarnation, peculiar not only
on the narrative, budultural, level as well, certainly calls for a careful cmlesation of
its living state. Ultimately, it is not a matter of askingegtions, or even their amount,
but theirnature and more specifically a matter of their accorgawith, and respect of,
the laws of Enchantment; certainly, the same lgwmyato the expected, or unexpected,
answers. Indeed, all of the concepts relevant togmest, whether representative of
Tolkien’s (sub-) creative process or the narragwebodiment of it, are riddled by the
enchantment they are intended to invoke. Only wineated indissolubly from it they
can tell their true story. In a sense, this isdheat interpretational challenge, as there
seems to be ndirect approach to Tolkien: instead, one is bound togbartn the riddle-
game the storyteller sets before us, and abidé&stsacred ancient rules.

With this in mind, we enter thenythopoeic imaginariunof the British writer,
poet, philologist and university professor John &drReuel Tolkien (1892-1973), bard

of ancient storytelling and mythmaker of modernetiiviellon!

FS p. 143.
27 LotR1I: 8.
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Treatment of Sources

With respect to Tolkien’s fiction, our quest is mperily concerned with the intricate
narrative unity that Tolkien referred to as hisagi®aga sundered through publication

and other circumstance into three individual works:

The Hobbit: or There and Back AgaiGeorge Allen and Unwin,
London, 1937 (second revised edition 1951).

The Lord of the Ring#) three volumes, George Allen and Unwin,
London, 1954-5 (second revised edition 1966).

The Silmarillion ed. Christopher Tolkien, George Allen and Unwin,
London, 1977°

One might easily speak of the publication-riddlatttevolves around these manuscripts,
or at the very least their very own publication aagiven thatThe Silmarillion
conceived back in 1914 and thus the initial piec&olkien’'s imaginarium (not only
was it first to be developed, but its story effeely instigates that of the other two), was
in fact the last part of the Saga to appear intpfour long decades aftdihe Hobbit
and two decades aftarhe Lord of the RingsTo aggravate the matters of such a
reversed publicationThe Silmarillionappeared only posthumously as a work edited by

Tolkien’s son Christopher Tolkien, adding to thetemretational conundrum.

%8 A second (heavily) revised edition appeared in112fd a third (lightly) revised edition in 196éhéFe
are major differences between the first and therstedition, mainly as the 1951 version had been
adjusted to the expected publication Tie Lord of the RingswWhile other editions subsequently
appeared featuring error corrections and illusireti(by Tolkien and other artists), these wereottig
two editions overseen by Tolkien.

% The separation ofhe Lord of the Ring#ito three separate volumes was a matter of édlitdivision,
which was never to the liking of Tolkien. The warlktially appeared a¥he Fellowship of the Ring:
being the first part of The Lord of the Ringeorge Allen and Unwin, London, 195/he Two Towers:
being the second part of The Lord of the Rin@sorge Allen and Unwin, London, 1954; ahde
Return of the King: being the third part of The daf the RingsGeorge Allen and Unwin, London,
1955. However, the natural division of the workirito six Books with their Chapters, and this is the
only division Tolkien ever truly forwarded. A reed second edition appeared in 1966 featuring
extensive Indexes and a new “Forward.” In Amertba, volumes were initially published in 1954-56,
with the second paperback edition appearing in 1@8f in hardcover in 1967). Numerous other
editions are in existence today, as the publicaticama around this work included copyright issues,
production problems, printer’s errors and variowsrections by Tolkien that were implemented at
various stages. In 2004, HarperCollins publishedb@th anniversary edition with literally hundreafs
corrections to the text and appendices.

%0 For the sake of clarity, we shall, by way of Ctusher Tolkien, refer to the published work Etse
Silmarillion (in italics) while ‘The Silmarillion’ (in invertecdommas) shall stand to signify the work in
a more wide-ranging way, in any or all of its forro§which there are several.
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Nonetheless, the editorial undertaking enabled téxt to appear in complete and
cohesive form, which in turn allows for linear ynitetween these three pieces.

Yet, the living state of Tolkien’s writings was aatly far from cohesive at any
given moment: while Tolkien essentially devoted lifis to the shaping of one story-
world, the many details that went into its makingffered constant revision and,
naturally, expansion. In 1980, Christopher Tolkieagan publishing the numerous
fragmentary and often divergent texts, interlinksdhis own commentary, providing a
particular narrative extension to the main bodyhef Saga and a history of the creation
of Tolkien’s fantastic world. These inevitably comé& our story as well, as supporting

narrative sources and background to the main tiggodlars of Tolkien’s imaginarium:

Unfinished Tales of Numenor and Middle-eadl. Christopher
Tolkien, George Allen and Unwin, London, 1980.

The History of Middle-earthvolumes I-XIlI:

I. The Book of Lost Tales, Partdd. Christopher Tolkien,
George Allen and Unwin, London, 1983.

Il. The Book of Lost Tales, Part #d. Christopher Tolkien,
George Allen and Unwin, London, 1984.

[ll. The Lays of Belerianad. Christopher Tolkien, George Allen
and Unwin, London, 1985.

IV. The Shaping of Middle-eartled. Christopher Tolkien, George
Allen and Unwin, London, 1986.

V. The Lost Road and Other Writingsd. Christopher Tolkien,
Unwin Hyman, London, 1987.

VI. The Return of the Shadp®@hristopher Tolkien, Unwin
Hyman, London, 1988.

VII. The Treason of Isengar@hristopher Tolkien, Unwin Hyman,
London, 1989.

VIIl. The War of the RingChristopher Tolkien, Unwin Hyman,
London, 1990.

IX. Sauron Defeatedd. Christopher Tolkien, HarperCollins,
London, 1992.

X. Morgoth’s Ring ed. Christopher Tolkien, HarperCollins,
London, 1993.

XI. The War of the Jewelsd. Christopher Tolkien, HarperCollins,
London, 1994.
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XIl. The Peoples of Middle-earted. Christopher Tolkien,
HarperCollins, London, 1996.

On a par with Tolkien’s narrative fiction, integrtal our quest are collections of
Tolkien’s essays and letters, quite valuable toolbserver as they not only bear witness
to the vastness of the scope fantasy (and witimyth and fairy-story) occupied in

Tolkien’s mind, but provide invaluable glimpsesoitolkien’s fantastic designs:

The Monsters and the Critics and Other Essays Christopher
Tolkien, George Allen and Unwin, London, 1983.

Letters of J. R. R. Tolkieed. Humphrey Carpenter with
Christopher Tolkien, George Allen and Unwin, Lond®881.

The final necessary piece in Tolkien’s mythopoeaizzte, in many ways key to
the understanding of Tolkien’s sub-creative procasd treatment of fantasy, is the
poem he wrote in answer to C. S. Lewis’ remark thgths and fairy-stories are ‘lies,
although lies breathed through silver’:

Mythopoeia(poem), inTree and LeafUnwin Hyman, London,
1988 (second edition; the original 1962 editionsipnet feature
the poem). Written in 1931 and first published 864.

Lastly, we turn to Tolkien’s official biographer Hyhrey Carpenter (also the

editor of Tolkien’sLetterg for the relevant biographical material:

Humphrey Carpented,. R. R. Tolkien: A Biographyeorge Allen
and Unwin, London, 1977.
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Figure 2: The Doors of Moriaby J. R. R. Tolkien
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PART I: NOT MERELY STORIES

Chapter 1: CREATING A WORLD

It is written in my life-blood, such as that is,

thick or thin; and | can no othét.

To J. R. R. Tolkien stories seldom warerely stories, even if they were children’s
stories, and especially if they were fairy-storias. Sam Gamgee would affirm iFhe

Lord of the Rings

| daresay there’s more truth in some of them [fthegales and children’s stories]

than you reckon. Who invented the stories anywaya\éf dragons toda$?

Indeed, who was it that long ago invented mythsther first stories of dragons? A
question Tolkien must have asked himself a greathaus of times. Equally, it impels us
to ask who anavhy invented the hobbits, and what is to be made efthor the elves,
today? Interestingly, Tolkien never felt himself to beetcreator; in fact, he claimed he
had ratherecognizedthe stories than having simply invented them. \Waetve take
this literally or not, it is quite conceivable thtae ancient mythmakers felt precisely the
same way, in believing that they have recognized(Hacred) truth instead aferely
inventing it. Clearly, what is implied here is thatt all invention amounts to nothing
but falsehood fantastic invention can indeed reach beyond paipeication and enter
the domain otruth communicationnstead. Tolkien pinpointed this thought with even
greater precision in a fateful conversation witls iliend C. S. Lewis when he
pronounced that myths and fairy-stories are inifagntions about trutf® This is what

Tolkien was also doing, he was ‘inventing the tratirough myths and fairy-stories,

1LT109, p. 141.
21 0tR I: 2.

% About the night of September 19, 1931 when theusision took place, resulting in Tolkien’s poem
Mythopoeia seeBio, pp. 150-152 &S, pp. 143-144.
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and he called isub-creation a process in accord with the inner workingstroie

imagination

Certainly, every truly artistic process rests oa theation — and application — of
an individual system of symbols and language (lagguhere representing a mode of
communication, not necessarily consisting of wardayl what this inevitably hints at is
the existence of a certain persomsjfthologyinherent in any work of art. In truth, every
text isa small cosmo itself and every writer the fantastic creatbraoworld. Yet, to
bring the Myth to life, on its own, is a bold, acertainly rare, achievement of art (and
equally rarely a successful one); to conjure umat&stic Cosmos on the vast narrative
scale that J. R. R. Tolkien did — a literary pheeaon. It is hardly surprising that
Tolkien’s cosmogonic literary vision, crystalizeg Eairy-story and myth, eludes the
precision of any common literary genre, and thatpiacement effectively remains an
open question to this day — which is also perhaps af the reasons behind such a
curious critical response to Tolkien. Moreover,sths not only true of Tolkien’s
‘monstrous Saga’ (his own expression) when takeitsientirety, since the positioning
of its ‘single pieces’ proves an equally diffictiétsk, at times even a more perplexing

one.

When speaking in terms of the ‘entirety’ of TolKierSaga, this notion must be
taken twofold. Before all, it should stand to unihe three intricately related pieces of
Tolkien’s great puzzleThe Silmarillion The HobbitandThe Lord of the Ring&s there
can be no doubt these in fact amounbe story that is, one unified Saga). But above
all, it must envelop the full scope of theaginary realitywhich it brings to life (which
is why we have naturally assumed the témmaginarium to refer to this concept): not
only an entire fictional world (immense as that Vdoe in itself!) and not even only an
entire narrative cosmos which holds that world #rel creational drama which brings
that world from God’s vision into being, but a wvally incomprehensible literary
detailing of life upon that world, followed throughith such minute precision that it
simply confounds reason — extensive records ofptssing of imaginary time and its
successive retelling, the imaginary world’s ‘fadtbhestory’ from the moment before it
was made across the world’s envisioning and fintadlyts physical shaping together

with the world’s mythologyi(e. subsequently ‘re-told’” cosmogony and legendarium),
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ancient song and lore (where actual poems and sargsiot only referenced but
effectively ‘told’), the history of the visionaryreation, ‘factual’ birth (arrival into the
world) and detailed lives of several different madecluding Elves and Hobbits (Man
equally imaginary as all the other beings!), indial stories of tragedy, adventure and
romance, lengthy individual genealogies, hand-drameps of the fantasy regions
contained in the world’'s vast imaginary geograpbgyered by a rich tapestry of
imaginary biology and supported by a system ofdsiint linguistics that enclosed a
number offully developed languaggsvith the names of places, plants, animals and
even individual characters often simultaneouslyigled in several of these languages),
all carefully integrated into epic accounts of thaas of the world against the Shadow,
in the effort to restore, and uphold, the Lightrt@mly Tolkien was not the first to rely
on artistic fantasy t@reate worlds yet even from a brief outline it quickly becomes
clear that Tolkien’s is no ‘ordinary’ fantastic idras we know them to exist in
literature. If ever there was an imaginary venttirat actually amounted to fally
thriving fictional reality, we have witnessed it in Tolkien. This is not odlye to the
‘monstrous’ scope of Tolkien’s Saga, although th@nsand precision of its detailing are
an undertakingpar excellencen itself, but more importantly, due to the inmature of
the story. The fusion of imagination (or rathertémy) and reality is executed to the
fullest because they are continually treatedasative equalsit is not only mythology
that is ‘imaginary’, history is equally ‘fantasti@nd the two are counterparts to the
same sequence of creational events; the Elvesaraane ‘fictional’ than Men (did
Tolkien ‘create’ both — or neither?); English laage is just one branch of the tree of
fantastic linguistics, just as ‘invented’ as ak thther words.

Theliving stateof Tolkien’s imagination based reality — and ats@ of the main
reasons it defies genre categorization so compéllia is furthered by the fluctuation
of the narrative pattern which faithfully mirrordet life of the story itself: its
cosmogony is told in the same high and serious taitie which man of old himself
referenced the sacred; its legends are recounteah iauthentically lavish and fabled
manner; its history is chronicled in the antiquased of genuine account giving; its
journeys, adventures and quests are narrated ichstructures; its romances are
delivered with lyrical poignancy; its songs are ttem in genuine verse; its tradition,
beliefs and lore are faithfully conveyed by wayaofient wisdom-telling. These do not
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only exist side by side, they profoundly lean owrheather and draw their existence
from mutual tradition (thus, common source), whmofoundly blurs the boundary
between fictional narration and factual existerie®. instance, the entire culture of the
Elves, including the mythology of the worlis they retell it draws on its very own
poetic tradition, one that dictates the mode ofirtheeatment of reality and
simultaneously contains actual historic evolutidnite own narrative form. Not only
does the Elven mythological legendarium Tfe Silmarillion nurture a profoundly
poetic structure, which implies that its prosaicnfoessentially evolved out of its
poetry>* but the poetry itself as the source of this tiadits also recorded. Thus we
initially have the creational drama itself, follodvéoy the Elven vision (effectively
reconstruction) of it in the form of poetry, andtai the poetry the evolution of the
legendarium, and based on the legendarium thddinuif customs which constitute
Elven culture, which in turn dictates the coursehdir actions within the duration of
time that establishes their history, and ultimatéhg fabric of the story itself. This goes
beyond the illusion of historicity within a work aft, and if we understand the Elves to
be the embodiment of the aesthetic and artisticcppiesi.e. of fantasy itself, what we
are faced with is the historic, narrative and raloevolution of theachievement of
fantasy or more precisely, the very process of imagimati@herefore | sayEd Let
these things Be!” With these words, Tolkien creaembsmos, and within it, the “World

that Is.”®

1.1. There and Back Again

“In a hole in the ground there lived a hobbit,” Kieh felt compelled to write down one
day, for no apparent reason. At that time Tolkierew not who or what the hobbits
were, or why they lived in holes for that matterdat would take him years before he
would venture to resolve that riddle. Yet, whetlher knew it not, he was already
enthralled by the story behind that one peculiatesece. The sentence would not let the

storyteller be; it was a riddle he had been ergdistith, a blessing from the enchanted

% See: Nagy, Gergely: “The Adapted Text: The LosttBoof Beleriand,” pp. 21-41 ifiolkien Studies:
An Annual Scholarly Reviewpl. 1, West Virginia University Press, 2004.

Bsil, p. 21.
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realm, a glimpse into things far beyond the paliggtof the student papers he had been
grading in the hour upon which that fateful senéestruck. As Humphrey Carpenter
documents in his official. R. R.Tolkien: A Biography Tolkien startedhe Hobbit
without premeditation, in the midst of rating a sétstudent essay exarffsWhile
Tolkien may have had no idea who the hobbits weeeknew well enough whence they
came, and this was a calling he could not help ans@&ure enough, this became the
first sentence td he Hobbit a tale published by sheer matter of ‘fortunatewsnstance’
and one that would ultimately allow for the uncaomgr of J. R. R. Tolkien’s
imaginarium, although this would prove to be quatkengthy and complicated process,
superseding the natural life of the storytellerd guite probably a task that will never
be fully completed. Writing to W.H. Auden decadeset, Tolkien recalls how it all

unfolded:

All 1 remember about the start dfhe Hobbitis sitting correcting School
Certificate papers in the everlasting wearinesghat annual task forced on
impecunious academics with children. On a blank lexrawled: ‘In a hole in
the ground there lived a hobbit.” | did not and i know why. | did nothing
about it, for a long time, and for some years | gotfurther than the production
of Thror's Map. But it becam&he Hobbitin the early 1930s, and was eventually
published not because of my own children’s enttamsié&hough they liked it well
enough), but because | lent it to the then Rev.helobf Cherwell Edge when she
had flu, and it was seen by a former student whe atdhat time in the office of

Allen and Unwin®’

The Hobbit originally published in September of 1937 witle gubtitleThere and
Back Again(by George Allen & Unwin of London), is an adverdus tale about a
‘hobbit’ Bilbo Baggins who gets rather reluctanéylisted into a quest initiated by a
group of dwarves in an effort to reclaim their Idstmeland from a pilfering dragon
named Smaug. On the course of the quest, Bilbo sninet creature Gollum and
acquires a magical ring that would render him iitkés(both of these significant events
are part of the crucial Chapter V, “Riddles in ark”). And just like the adventuring
hobbit Bilbo Baggins, whose life depended on askimg right question in a riddle-

% Bio, p.175.
37T 163, p. 229.
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game, Tolkien emerged from the encounter with Gollearing a magical ring in his
pocket, a trinket of unknown origin and yet to Istablished properties. Truly, when
The Hobbitwas first published, not even Tolkien himself izad what he had in his
pocket or that this particular piece of ‘juvenileriting would become a small but
crucial piece in the forming of a massive Saga, thia€ would ultimately bring to light

an entire fictional reality.
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Figure 3: Thror's Map by J. R. R. Tolkien, inner sheet tarhe Hobbit

In fact, by the timérhe Hobbitwas published, Tolkien had already spent a good
two-decade working on the compendium of legend&neev today ad he Silmarillion
Yet, although these tales were already well deweslopy 1937 (in fact, they were
already written and rewritten several times ov&nowledge of their existence was
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mostly confined to the members of Tolkien’s farlyd certain friends — according to
Tolkien’s account this latter category in fact included only C. Swis and Elaine
Griffiths.*® The first ‘public’ mention of ‘The Silmarillion’ & such, occurred rather
‘incidentally’, in Tolkien’s letter toThe Observerof 20 February 1938, when in

response to a reader’s inquiry on the sources dehail he Hobbit Tolkien replied:

My tale is not consciously based on any other beeksave one, and that is
unpublished: the ‘Silmarillion’, a history of théves, to which frequent allusion

is made!

Rather naturally, the successTdfe Hobbiturged Tolkien to consider, for the first
time in two decades, the publication of his ‘pre/dtistory of the Elves. His publisher
Stanley Unwin (the chairman of George Allen & Unjwmas equally eager to continue
the collaboration with Tolkien, although Unwin’ssion of such continuance was rather
markedly along the lines of publishing more ‘hobimiaterial’ — of which, of course,
none existed. Nonetheless, Tolkien lunched with ldnm November of 1937 to
discuss the various possibilities for publicationdaaccordingly sent him the
manuscripts of some of the works that he did hawduding the ‘Silmarillion’. Yet
Tolkien had been discouraged from pursuing theipatibn of such a complicated and
lengthy manuscript that was, as Tolkien would lapgwase it himself, “full of
mythology, and elvishness, and all that ‘heigres{s Chaucer might say}*Instead,
Tolkien was urged by his publisher Stanley Unwinptoduce a sequel to the more
manageabl@he Hobbit which in fact he intended to do in writinhe Lord of the
Rings

However, as the story dthe Lord of the Ringsnfolded, Tolkien slowly came to
realize what it was he had been carrying in hiskpbever since his encounter with
Gollum. Whether indulging a secret vice, or ansiageia sacred call, Tolkien could not
help but steer the story dhe Lord of the Ringeoward that same light that guided the

% We say ‘mostly’ because the earliest written stditye Fall of Gondolin” (1916) was in fact readtte
Exeter College Club in 1920.

¥1T15,p. 27.

0 Elaine Griffiths of St Anne’s College, Oxford, viked with Tolkien as a research student during the
1930s and had a part in the publicatiorTb& Hobbit(which is perhaps what also granted her access to
the ‘Silmarillion’).

“1LT 25, p. 39.

4217182, p. 256.
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creation of ‘The Silmarillionmanuscripts. The unidentified ring from the poakkebne
adventuring hobbit Bilbo Baggins (and the light-tted story of the dragon quest) had
indeed proven possessive of magical properties evéntually traversed the many
steeps ofThe Lord of the Ringenly to leadthere and back agajrthat is, full circle
back to ‘The Silmarillion’! It was only then thablkien identified the ‘ring’ as th®ne
Ringand realized whakthe Hobbitinitially was, and simultaneously, whefae Lord of
the Ringgruly belonged.

When those whose advice and opinion | sought [phbbfs, effectively Stanley
Unwin] corrected “little hope” to “no hope,” | wenback to the sequel,
encouraged by requests from readers for more irdtom concerning hobbits
and their adventures. But the story was drawn igtibyy towards the older
world, and became an account, as it were, of itsaaml passing away before its
beginning and middle had been told. The processhiggain in the writing of
“The Hobbit,” in which there were already some refees to the older matter:
Elrond, Gondolin, the High-elves, and the orcswadl as glimpses that had
arisen unbidden of things higher or deeper or datken its surface: Durin,
Moria, Gandalf, the Necromancer, the Ring. Thedaliscy of the significance of
these glimpses and of their relation to the andiestories revealed the Third Age

and its culmination in the War of the Rifiy.

And indeed, as Tolkien concludes in a letter toneta Unwin in 1947 (in reference to

the initial draft forThe Lord of the Rings“The Hobbitwas after all not as simple as it
seemed® Tolkien maintained thathe Hobbitwas but a single thread “torn rather at
random out of a world in which it already existealavhich has not been newly devised
just to make a sequet™Indeed, although the epic eventsToe Lord of the Ringwere

in fact glimpsed by that moment in the dark whetb@&iencountered Gollum and

acquired a magical ring through a riddle-game dlvegre glimpses of things “higher or

deeper or darker” still, and there was indeed arltfido which both of these stories

originally belonged, a ‘legendary’ narrative anahgliistic ancestor and source:
Tolkien’s Arda.

3 Forward to LotR
4T 109, p. 140.
5 bid.
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Yet, while the central pieces of Tolkien’s imagioan published in his lifetime
are the stories ofhe Hobbitand The Lord of the Ringghe shorter and simpler first
deeply connected to and effectively encompassetidogolossal later, in comparison to
what had remained unpublished after Tolkien’s déatse are but the tip of the iceberg.
Even the colossal saga Bfie Lord of the Ringsself is in many ways merely a thread
torn “out of a world in which it already existedifthough perhaps less “randomly,” a
single story (heroic legend and, at times, romampta¢ed under a magnifying glass,
taken out of the legendary history of Arda, righ{fundebted to the original Creational
Tale, though less directly than the ensuing my#dgehdarium of the then unpublished
‘Silmarillion.” The riddle of things that could opnlbe glimpsed passed with Tolkien’s
death onto his son Christopher, who then took ibrugnimself to continue the
publication of his late father's manuscripts, begng (though not ending) witifhe
Silmarillion itself.

It becomes undeniably clear thEe Silmarillionis the initial piece in Tolkien’s
Imagination-puzzlea fantastic cosmogony and legendarium of the Elegnin fact,
Feery) race, the mytho-linguistic cradle of Tolkenworld, from whence would
eventually come botfThe Hobbitand The Lord of the RingsThe conception of this
great compendium of tales came hand in hand witbgampotent passion of Tolkien’s,
his secret vicethe invention of languagé8,a variety of which came to be integrated
into the stories from the onset, two Elven langsgageparticularQuenyaandSindarin
The book opens with the creation of the first ‘diwydeings out of Divine Thought and
the shaping of a world Tolkien calfrda (which would ultimately hold the region of
Middle-earth and the Blessed Land ofalinor beyond the western ocean). The
cosmogony occurs in accordance with the vision tthatCreatotlGvatar reveals to the
first offspring of his Thought, in preparation diet awakening of Elves and Men
(‘Children of Ilavatar’) upon the world. The stoproceeds with the unfolding of the
imagined world’s history at the break of the Fitgfe of the world, in the ‘imaginary
homelands’ of Elves and Men, following various psimf Incarnation and Fall of

different creatures, beginning with the ‘Initial IFan the story, that of the mightiest

“6 The phrase “secret vice” originates from the titféTolkien’s essayA Secret Vicewritten as a lecture
in 1931, where Tolkien expounds on the notion oflsage-craft and the importance it held over his
own life and being. Tolkien’s ‘invented languagesé indissolublefrom the mythology; in fact they
precede it, and in a certain sense even instigatéis is further discussed throughout Chapter 7.
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among the angelic beings — the birth of evil. Altgb The Silmarillionbegins with two
cosmogonic accounts that feature as individualatiaes,Ainulindalé andValaquenta
the main body of the book, or tliguenta Silmarillion which Tolkien consequently
referred to as the ‘Silmarillion proper’, is a @ation of legends pertaining to the First
Age of the world (otherwise called Elder or Eldd3ays). Trailing the main
legendarium are another two short narrativdsllabéthandOf the Rings of Power and
the Third Agewhich deal with the events of the Second anddrAge, respectively.

Tolkien spent his entire life working on the comgerm of legends that make up
The Silmarillion much before writing (and publishing) the otheotpieces of what
would become a unified great Saga. Indeed, hevatsked on the legendarium much
after The Hobbitand The Lord of the Rings endlessly rewriting it and adding new
leaves to the tree, ultimately leaving it unfinidhéo be published after his death as a
book edited by his son. Yet, considering that thi®ugh this mythic legendarium that
Tolkien’s great Saga is initiated into its fairyst life, The Silmarillionremains the
initial piece of the imaginarium, regardless of its lateti@ad Ultimately, The
Silmarillion opens and ends the entire Saga, as its concluodimgtiveOf the Rings of
Powerintroduces and surmises events that occur boilnéHobbitand inThe Lord of
the Ringgthe discovery and the destruction of the Darkdi®Ring). This is the reason
why Verlyn Flieger, one of the most widely accladn€olkien scholars, accordingly
uses the terrBilmarillion to reference the entirety of Tolkien’s Saga.

1.2. The One Saga

In a 1951 letter to Milton Waldman, a perspectiublsher (from Collins Publishing)
for ‘The Lord of the Ringsand‘The Silmarillion’ at the time'’ and upon the request to
provide “a brief sketch of my stuff that is conregtwith my imaginary world®® which

turned into an all-but-brief some ten thousand-wlmag letter bordering on essay,

Tolkien offered an invaluable account of his wigtn the inspirational force behind it,

" Tolkien was considering a new publisher, afteritigthe entirety of the manuscript(s) initially eefed
by his original publisher George Allen & Unwin.

48T 131, p. 167.
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the course of his own literary and philological de@pment and the main views
concerning concepts central to his work, most rgttiat of fairy-story and myth. This
indispensable material, a genuine gift to the readevell as decipherer, addresses with
unambiguity one rather pressing point — the maifematural connection and organic
symbiosis between the two pieces in a great puZte: Silmarillionand The Lord of
the Rings.Obviously, the understanding of this union is ghavendered by the fact
that Tolkien, although eagerly pursuing the pubiaa of ‘The Silmarillion’ for
decades, never lived to see it through. Many issoesessary and unnecessary, arise
when one is faced with the work edited by anotkeen when this other is a person so
deeply entrenched in the subject matter, and stelgcaware of the author’s intentions,

as Christopher indeed was.

As we have already stated, Tolkien initially stdreork onThe Lord of the Rings
as a sequel tdhe Hobbit Yet, aside from the fact that in a chronologeshse the story
continued wher&'he Hobbithad left off and featured some of the same charagthe
hobbit Bilbo Baggins himself, the wizard GandalietElven-lord Elrond and the
Necromancer who was now ‘revealed’ to in fact be Bark Lord Sauron) the two
works bore little resemblance in style or struct@@ad certainly also in volume).
Tolkien intendedThe Hobbitas a children’s tale — although it certainly appeao
adults as well, including one of its first readarsl Tolkien’s great friend C. S. Lewis.
On the other hand, the crafting Bhe Lord of the Ringgok Tolkien onto an entirely
different plane of storytelling, one he himself hadt fully expected, although had
admittedly yearned for, that of a “heroic legendtioa brink of fairy-tale and history”
The manuscript went far beyond even an attemptinanile literature (indeed, why
should fairy-stories only be fit for children?) ara$ Tolkien soon came to realize, it in
fact approachedrhe Silmarillion the cosmogonic mytho-legendarium he had been
carefully devising since 1914 and which George mMBeUnwin had refused to publish
in 1937°° Under constant pressure to come up with a sequ&hé& Hobbit, Tolkien

* bid.

* In many respects, the year 1937 had turned ob terucial for TolkienThe Hobbitwas published on
September 21, and almost immediately, in Decentimrvtery same year, Tolkien had begun his work
on The Lord of the RingsAt the same time, the manuscriptTdfe Silmarillionreceived its first (and,
sadly, not the last) rejection by the publishershilé/reasons for this were many, one of the main
obstacles was lack of perceived profit. This argoimveas later also applied to the publicationTbie
Lord of the Ringswhich was therefore greatly delayed. As Tolkiemplains, the publisher Stanley
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tried to explain to Stanley Unwin th@he Lord of the Ringsimply did not meet those
criteria, as it was “not really a sequel Tne Hobbit,but to The Silmarilliori and
“Iw]orse still: | feel that it is tied to th&ilmarillion.”®* Whether for better or worse,
Tolkien came to regard these two worksoas whole and his dream was to have them
published together. Sadly, this was not to be, ianus lifetime, Tolkien only saw the
publication of the one ‘halfThe Lord of the Ringgéand even that in the form of a
tripartite disunion, which aggravated him deeplyhe Silmarillionawaited four years
after the death of its author to be finally pubdédhin 1977 four decadesfter its first
offer to the publishers in 1937) by Tolkien’'s mbstioved reader and critic — his son

Christopher.

Of course, The Lord of the Ringsvas not a sequel to ‘The Silmarillion’ in a
typical sense of the word (not any more than it wasequel torhe Hobbi}, but it
certainly was an heir to its tradition in an unk@okstreamline. This was precisely the
main reason behind Tolkien’s writing of such aneesive account to Waldman. It was
Tolkien’s intent to demonstrate that the manussriptere interdependent and
indivisible, an issue which had already occupied much of fegipus correspondence
both with Waldman and Unwin (Unwin’s reluctance goblish them as a combined
venture was the reason Tolkien was consideringatosfer to Collins). Throughout the
correspondence Tolkien referred to the manusceptene “whole Saga of the Three
Jewels and the Rings of Pow&rivhich had a “natural division into two parts (eath
about 600,000 wordsThe Silmarillionand other legends; afithe Lord of the Rings*>
Tolkien was adamant; he “was resolved to treat themne thing, however they might
formally be issued® As for Unwin, who was clearly dismayed by what Kieh
himself called the “monstrous Sagaand would still not give up on the idea of a

sequel toThe Hobbitinstead (since it was selling so well), Tolkiendaa comment to

Unwin simply saw “no money in it for anyone (so $wd)” LT 123, p. 158). Little did the publisher
know that by readers’ choicehe Lord of the Ring&ould turn out to be the book of the century and
ultimately sell over 150 million copies!

1T 124, p. 159.

2| T 125, 126 & 131passim

LT 125, p. 161.

LT 126, p. 162.

*® |bid.
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Waldman: “I am very willing to turn out somethingnpler and shorter (and even

actually ‘juvenile’) for him, soon>®

It is not very difficult to accept thdthe Lord of the RingandThe Silmarillionare
one natural whole, one massive and monstrous Shgg, fates tied together — but
where does that leave the tale ©he Hobbi? Although this juvenile tale was
independently conceived at first, the story told inThe Lord of the Ringsltimately
changed the fate farhe Hobbitas well. Indeed, even though Tolkien would revise
Hobbit in 1951 in order to make the “linking” betwe&he HobbitandThe Lord of the
Ringsmore effective (the yet unpublish&the Lord of the Ringwas fully written by
that time), the ‘middle tale’ offhe Hobbitwas rather innately tied in with the two
greater talesThe Hobbis natural ‘link’ to (and between) the other two nk® was
effectively present from the beginning, though gognized at first even by Tolkien
himself. Yet, it soon became undeniably clear tdkiea that the middle tale ofhe
Hobbit does in fact also “belong” under “the grasp ofstuoranching acquisitive

theme.®’

I did not knowas | began it that it belonged. But it proved tate discovery of
the completion of the whole, itsiode of descent to earth, and merging into
‘history’. As the high Legends of the beginning atgposed to look at things
through Elvish minds, so the middle tale of the biblakes a virtually human

point of view — and the last tale blends th&m.

Within the unified ‘Saga of the Three Jewels ane Rings of Power'The Hobbit
certainly has its own fair share, its own Middleteastory and, equally, its own ‘tale of
the Ring'. In fact, The Hobbit holds the crucialggence, the discovery of the One
Ruling Ring, which Tolkien himself would come thscoveralong with the wizard
Gandalf (who would appear in all three works), afeading the fateful inscription upon
the Ring, at that time in the possession of on&eintunsuspecting hobbit, Bilbo’s

nephew Frodo Baggins.

%% Ibid.
LT 131, p. 168.
%8 |bid.
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The Ring — made by the Elves in ‘The Silmarillicas one of several Rings of
Power only to become infused by the Dark Lord’sngdhrough trickery, found in the
riddling dark by Bilbo Baggins infhe Hobbiton his quest to slay a dragon, and
ultimately destroyed through the valiant deedsheffellowship and the remaining free
peoples of Middle-earth ifthe Lord of the Rings thus represents a natural, though not
sole, link between the three works, its ‘discoveaycritical event for Tolkien, and for
the fate of the whole Saga. Certainly, these watks diverge on various levels, but
they come from the same world (each a unique leaf the same Tree), and while their
threads are painted differently, they interlaceoiat single mythopoeic weave. By
distinguishing paths, each leads to the same ¢ak#g the readethere and back
again, like Ariadne’s thread that once led Theseus righthe heart of the labyrinth and
back out — the labyrinth before us of course belimikien’s Arda. Strangely, few
studies observe the works in unison (of coursdijcsin had two long decades to
examineThe Lord of the RingseforeThe Silmarillionwould even appear in print) and
even fewer observEhe Hobbitat all. Yet, the critics’ tendency to favorize ameer the
other(s) seems to stem from a certain (all tooradtliterary taste rather than neglect,
or dismissal, of the embracing harmony that befiflése pieces. While each certainly
deserves treatment in its own right, and can —imaéq even must — be pondered
separately, only the view of a unified structuren caveal the subtle inter-fantastic

weave and grant us a glance straight at the he&dlkien’s riddling cosmos.

Thus, we propose to approach the works in queshiom the narrative stance of
course, precisely as Tolkien had come to view themas virtually uninterrupted
passageways of a single account, pertaining tdarge (monstrouspaga of the Three
Jewels and the Rings of Powémonstrous indeed, as between the three works
combined there is nearly a million and a half whrd€ertainly, we do not mean to
imply by said approach that these works are tantemnohey aranot, in fact, each isui
generis — which is precisely what makes their accord anterdependence so
significant. At the same time, it must be noted tih@ sundering that occurred in the
books’ publication consequently led to a reverdaheir linear sequence, a ‘bending’
that must be set ‘straight’, with the chronologistdry order beingThe Silmarillion —
The Hobbit — The Lord of the Rings
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Chapter 2: THE ROAD GOES EVER ON

It's a dangerous business, Frodo, going out of
your door... You step into the Road, and if you'tdarep your

feet, there is no knowing where you might be sa#po>°

OpeningThe Silmarillionis the very source and narrative corner stonehefdntire
structure: the cosmogony that sets all of the gigoemotion, the Creational Tale
Ainulindalé thusly called inQuenya the ‘oldest’ Elven tongue, or in translation to a

more widely known language (in this case Englide Music of the Ainur’:

There was Eru, the One, who in Arda is called ltavaand he made first the
Ainur, the Holy Ones, that were the offspring o kinought, and they were with
him before aught else was made. And he spoke tm,tipeopounding to them

themes of music; and they sang before him, anddseghad.

[...] Then llbvatar said to them: ‘Of the theme thdtave declared to you, | will
now that ye make in harmony together a Great Musid since | have kindled
you with the Flame Imperishable, ye shall showhfgrdur powers in adorning this
theme, each with his own thoughts and deviceseifwhil. But | will sit and

hearken, and be glad that through you great bdwmspeen wakened into sofiyy.’

The first Fall in the story occurs almost instaetausly, introducing what will be an
ever-present thread in the fabric of the Saga. Easethe Ainur sing before Eru, the
mightiest among themMelkor, begins weaving alien thoughts into the Music.
Overwhelmed by the desire to wield the Flame Ingbeile for his own devices, yet
unable to find it, Melkor succumbs to pride anddritess, bringing chaos into the
harmony of song. Discord arises about him in the€eless Halls and some of the other
Ainur yield to his might, adjusting to his rebeiny until a violent war of melodies
breaks out before the Throne of Illdvatar. In resgomiGvatar declares a theme through
which he announces the birth of Elves and Men (éil of llivatar). The nature and
making of the Children remain entirely hidden frdhe Ainur, as something wholly

¥ LotR I: 3.
0 sil, p. 15.

36



‘other’ from them, which sparks rage through tharh@f Melkor. Moreover, IlGvatar
proclaims that all of the devices Melkor believese of ‘his own’ making are but an
instrument in the grand design. Lastly, he makesaknthe Vision of a world — Arda,
the Music incarnate. As many of the Ainur delighthe Vision, Melkor’'s shame at the
words of llavatar distorts into unspoken hatreddada and especially of the yet unborn
Children in whose imagining he had no part atAdl Arda issung into existenceut of
the Vision, some of the Ainur, including Melkor,sdend upon the world, incarnating
therein as the Powers of Arda, tMalar. To the physical world, the Valar appear ‘as
gods’. Yet, while they are ‘divine’, their role mot to create, rather ®hapethe world

in accordance with the Divine Vision. Thus, in fdttey are the ultimate sub-creators,
as their art represents the purest form of rexaatin this, they are approached by the
Elves, while Men are in a sense twice removed.aAd Power, that is, the will to shape
and the will to possess, thus become the two eonf the battlefield upon which the
drama of Tolkien’s Saga will play out. Individudlaracters, companies and even entire
races will be stretched between these poles, riginiglling in accordance with their
free will. Ultimately, Melkor’s Fall is a sub-crea¢ one, causing Elves (and naturally

the Valar) to be the objects of his hatred to arfare extensive degree than Men are.

With the incarnation of the Valar upon Arda, therlddegins its history. As the
struggle between the creative and the destructiveiple transfers onto the physical
plane, its pattern becomes most explicit in thétfigr the control over Light. As the
reigning Valar continuously attempt to unleash ligipon the world (the three
successive appearances of Light are the Two LathpsTwo Trees, and ultimately the
Sun and Moon), Melkor and his followers plague rthefforts, clouding the world in
darkness. Immediately, Light is established as umdational and central symbol in
Tolkien’s imaginarium. The world that the Valarginally build, long before the arrival
of the Children of IlGvatar, is symmetrical and @umarked by everlasting light of the
Two Lamps, therefore calledkda Unmarred Once the Lamps are destroyed by Melkor
and their Light quenched, the symmetry of the waslgpermanently disrupted and the
fate of all Arda and those who are to inhabit refer changed. Now the “seas arose in
tumult” and the lands were “brokefi"As a devastating flame from the broken Lamps

soaks the land, Arda becomdsirred;, Death and Decay enter the equation. The Valar

1sil, p. 41.
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are forced to flee into the western Land of Amamere they build a new home,
Valinor. From this moment forth, Light never agaiccurs in uninterrupted sequence; it
becomes a cyclic instead of permanent phenomenwa sliccessors of the Lamps are
the Two Trees, sung into existence (just as Arsif)t by one of the Valar. Unlike the
Lamps whose radiance was permanent, the Treesoral brightness and then slowly
wane again in turn, mingling their Light only fon® hour each day.

When the Elves, the Firstborn, awake in Middleteda northwestern region of
Arda Marred) under a starlit sky, they awaken itfi® time of the Two Trees. Yet, the
Trees are far from their sight, as they bloom igaaden in the land of Valinor in the
furthest West, also known as the Blessed RealrhetJndying Lands (the new home
of the Valar, which is effectively an earthly pass]). In an attempt to shield the newly
arrived Children from the influence of Melkor, tMalar summon the Elves to settle
alongside them in the Blessed Realm. Some of thesEhccept the summons while
some refuse, and of those who accept not all sddcemaking the journey (later they
would all be divided into those who have seen tightLof the Trees and those who
have not). Yet, not even in Valinor are the Elvegirely protected. One of the
corollaries to Melkor's marring of Arda is that Hepirit (his “féa”) is now woven into
the very fabric of the land and, with it, into tleatirety of the physical world. In
consequence, all who depend on the natural worldataescape this influence, but are
subject to the spread of the Fallen One’s “rebedliavill” and are bound by what
Tolkien later described as “Morgoth-mattéf,& germ of decay in the physical world —
and, essentially, the seed of evil. To the ElVes,decay brings a gradual Waning, and
to Men, it ultimately brings Deafli. Men are partly in awe of the Elves, and partly
envious of their immortal nature. Yet, although tB#ves are commonly more
impervious to the effects of rebellious will thareM since their spiritf¢a) exerts more
control over their physical body®a, which inevitably contains taints of Morgoth-
matter), their fate also carries within it the pbay of Fall. Essentially, the Fall of the
Elves (most specifically, thidoldor, the most gifted Elven kindred) is the centrahtiee

%2 Morgoth-matteror theMorgoth Elemenis a concept Tolkien expounded on late in his life1958,
through a number of essays that never made itthopublishedSilmarillion but were featured in
Christopher Tolkien’sHoMe X: Morgoth’s Ring part V:Myths TransformedSee essays: VI, VII (ii) &
(iii), VIII.

% This is the reason why, among other names, theskifer to Men aBSngwar, ‘The Sickly’.

38



of The Silmarillion As Tolkien remarks, “[tlhere cannot be any ‘stomthout a fall —
all stories are ultimately about the fall — at teast for human minds as we know them

and have them®

One of the consequences of the initial Fall anddhsuing fallen world (Arda
Marred) is that no haven remains ultimately unt@achy what may be in the broadest
sense qualified as evil. This thought is aptly amed in Patrick Grant's 1973 essay
Tolkien: Archetype and Woravhere Grant underlines that “the burden of the itathat
there are no havens in a world where evil is aityedl®> Accordingly, despite the
Valar's attempts at confining the Elves to the etafof paradise’ in Valinor, selfishness
and greed cannot be kept out. A time comes wheightynElven artificer by the name
of Féanor hones his craft to the point of captutimg Light of the Trees with his art,
creating three radiant jewels from it, the Silmau@ilmarilli, ‘radiance of pure light’,
the fate of which gives the name to the book). Wineauty and brightness of these
Primeval Jewels are initially a joy to both Elvesldhe Valar, Féanor soon falls prey to
the deceit of Melkor and into possessiveness dwerjawels, ultimately hiding them
from sight, even of the Valar. Melkor uses thefatto launch an assault directly at the
heart of Valinor, unleashing the spider Ungoliantbnsume Light from the Trees and
slay the saplings. As the world once again grows dnd only starlight remains,
Melkor steals the Silmarils, now the last relicstloé unsullied Light of the Trees. The
world is again changed as the Tress are no motangeaging to salvage two single
fruits from each sullied Tree, the Valar fashiorssads to hold their radiance, thus
creating the Sun and Moon. This particular segnreneals a marked difference
between Tolkien’s rendering of the myth of the Samd related accounts typically
found in various legends. Within Tolkien’'s Sagah€t’light of the Sun’ (the world
under the sun) becomes terms for a fallen world, amlislocated imperfect visiofi®”

Thus, the Sun is not a symbol of the divine lighther a devolvement of it.

Coincidentally, the first Elven death occurs insitie Blessed Realm itself, as

Melkor slays Féanor’s father and terror spreadsuidin this earthly Eden. Bereft and

647131, p. 170.

% Grant, Patrick: “Tolkien: Archetype and Word,” f7-105 in Neil D. Isaacs & Rose A. Zimbardo,
eds.:Tolkien: New Critical Perspective$he University Press of Kentucky, Lexington, 198199.

LT 131, p. 170.
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infuriated, Féanor curses Melkor, calling hiviorgoth, ‘the Dark Enemy’, and makes a
blasphemous oath of vengeance against all who wdatd again claim the jewels,
including eventhe Valar. Féanor and his sons lead a number \#sEinto rebellion
against the Valar, departing for Middle-earth inrquit of the jewels. As Tolkien
remarks in his letters, “[t]he first fruit of thefall is war in Paradise, the slaying of
Elves by Elves, and this and their evil oath dotjsheir later heroism, generating
treacheries and undoing all victori€s.Tn the midst of the strife Men appear, as the
Secondborn or the ‘Followers’, because as appoibteditvatar they awaken upon
Middle-earth after the Elves (and before the Dws)vé&athered around the three
families of their Fathers, Men ally themselves witle Elven-lords in rejection of the
service of Evil and the Dark Lofd.The legendarium continues into an account of the
war that the Exiled Elves in Middle-earth wage agathe Dark Lord Morgoth for the
recovery of the Silmarils, consistently intertwinetth specific individual heroic and
romantic legends (for instance, thale of Beren and Luthien the Elfmaidlehhe story
culminates in the War of Wrath, the Great Battletted united Hosts of Elves, Men,
Dwarves and the Valar against the forces of Morg@then the enthralled peoples of
Middle-earth start to lose all hope, Morgoth figaBuffers a blow as one of the
Silmarils is stolen from his Iron Crown by a mortdan Beren and an Elf-maiden
Luthien. The acquisition of the Silmaril, howevdges not come without sacrifice and
loss. Beren’s oath to return with the Silmaril iis lnand is fulfilled in the prophetic

fashion of Macbeth, as he brings his own severedl Isdill clasping the jewel. The

%7 | bid.

% passed down amongst the Men is an account ofdheirFall, which they are careful not to reveal to
the Elves. An exception is a text devised by Tallksemetime in the mid-19508thrabeth Finrod ah
Andreth which did not become part of the edi@ithmarillion. “The Debate of Finrod and Andreth,” is a
metaphysical examination of the differences betwdén and Elves and their fates, published
separately irMorgoth’s Ring(HoMe X). In form, it is a discussion between Fishdéelagund, an Elven
King, and Andreth, a mortal woman. Here, Andretlygasts that according to llGvatar's original
design, the role of Men was to undo the Marring laridg aboutArda Healed Instead, Men suffered a
Fall, and were relieved of their original ‘Doom’néreth even goes so far as to indicate that Mer® wer
initially destined for immortality as well, but ibecame lost to them after their Fall, which she
vehemently blames on Morgoth and his trickery. Yeis almost impossible to conclude from the
debate whether Andreth’s account rests on lore idg possess of their original Doom or is merely
indicative of their envy of the Elves and an inghlié lust for immortality, an obsession passed dfmwn
generations that distorts the truth in its rift.\@uwsly, Tolkien is deliberately ambiguous on thatter.
One possible clue, however, rests with the Thireité of lldvatar, which does come about as an
attempt to ‘correct’ the Discord of Melkor, butiaiately fails to do so. Either way, the questiomatt
apply to Tolkien’s Mythical Man of imaginary timely just as readily to the Real Man of modern
time. Is Death truly a punishment bestowed upondrukin? Did some kind of evil cheat us out of our
Immortality?
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Silmaril is then taken by the mariner Earendil Hhadf-Elven, one of the most important
figures in the entire mythology, who places it upasbrow and sets sail into Valinor to
plea with the Valar and beseech their aid on bebfdhioth Elves and Men. Presenting
them with the jewel as a token of repentance, Elirbegs for the pardon of the Exiles
and for the Valar’'s assistance in overcoming Mdngéte thus becomes the first mortal
ever to set foot in the Blessed Realm, the consemuef which can be only death.
However, the Valar are deeply touched by his cauragd take pity on his plight.

Earendil is hallowed together with his ship Vingiland sent to the sky, with the
Silmaril still bound upon his brow.

Now when first Vingilot was set to sail in the sedidieaven, it rose unlocked for,
glittering and bright; and the people of Middletbabeheld it from afar and
wondered, and they took it for a sign, and calleii-Estel, the Star of High
Hope. And when this new star was seen at eveMagdhros spoke to Maglor his

brother, and he said: ‘Surely that is a Silmattshines now in the West?’

And Maglor answered: ‘If it be truly the Silmarilhich we saw cast into the sea
that rises again by the power of the Valar, theémsebe glad; for its glory is seen
now by many, and is yet secure from all evil.'” Thine Elves looked up, and
despaired no longer; but Morgoth was filled withudt®

In consequence, the Valar assemble a Host and mtvé&liddle-earth, capturing and
casting Melkor into the Void, forever depriving hiaf the potential to incarnate on
Arda. The remaining two Silmarils are confinedhe body of Arda as well, one lost to
the depths of the sea and another to the fierysdbepeath the earth. They thus became
part to all three realms of Arda — air, water ainel. fThese would later be paralleled by
the Three Rings of Power in possession of the Eleesesponding to these three

elements, lesser only to the One Ruling Ring.

The price of the victory, however, is dire, andutnph does not come without
great loss — a motif that will be present throughtbe many battles of Tolkien’s Saga
(as it is already present in the case of Berentlaadbilmaril). The ‘Silmarillion proper’

(and with it the First Age) ends in catastropheahwhe passing of the Ancient World.

%9 sil, pp. 301-302.
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The casualties are numerous, Middle-earth devastatel the lands yet again broken
while nearly an entire region is sunk beneath th&es. Destruction by water, already
introduced with the Marring of Arda, is made proemhonce more, eliciting a profound
connection between the ‘breaking’ and ‘drowning’ lahd, thus creating a crucial
catalyst and physical symbol of the Fall within thgthology. As Tolkien recurrently
made known, and as would become most obvious imtiid of the “Downfall of
Numenor,” resurrected from Tolkien’s towering wavgshe myth of Atlantis, the fate

of a civilization fallen into hubris.

Fundamental to Tolkien’s imaginarium (along witle timyth of Light) is the myth
of the ‘Lost Straight Road'— the lost link to thenfastic world. This highly symbolic
myth is innately tied in with the story of the ‘Bida@ng of the World’, a cataclysmic
event that marks the Second Age and alters the efathe world for all the ages to
come, recounted iAkallabéth(‘Downfall of Numenor’), the narrative that foll@mthe
Quenta Silmarillion. Although the tale of the Drowning of NUmenor beje most
naturally to The Silmarillion it was originally conceived independently, as the
concluding account to Tolkien’s unfinished timevihtale The Lost Roadin fact, the
archetypal image at the core Akallabéthwas connected to a dream-vision of a
monstrous Wave towering over the land that troufletkien since childhood, one he
referred to as his Atlantis-complex. Tolkien everc® noted that of all the mythical
images this was the one “most deeply seated inmagination.”® The idea forThe
Lost Roadcame from an arrangement between Tolkien and Ce®is to each write
what they dubbeexcursionary thrillers Tolkien on time travel and Lewis on space
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,

travel* with the aim of “discovering Myth’™ “L[ewis] said to me one day: ‘Tollers,

there is too little of what we really like in stes. | am afraid we shall have to try and
write some ourselves”? Tolkien appropriated the idea of time travel is bsual way,
setting course for the forgotten past, and appwgnthe human mind as the only true
time machine. The story was envisioned as thatrefiitarnation and its thread was to
be the repeated occurrence in human families atteef and son sharing names that can

be etymologically broken down to mean ‘Bliss-frieadd ‘Elf-friend’ (both prominent

LT 276, p. 387.

" This is how Lewis wrot©ut of the Silent Planet
21T 24, p. 38.

BT 294, p. 408.
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in Tolkien’s imaginarium). The tale begins with Edvand Elwin of the new world who
receive dream-echoes of the lives, and languadetheo forefathers — Eddwine and
Alfwine of circa A.D. 918, Audoin and Alboin of Ldrardic legend, and lastly
Amandil and Elendil, leaders of the loyal partynnythical NiUmenor. They experience
memory visions that eventually take them ‘backttie mythological time oAtalanté
that is, Akallabé&th’ After writing the opening two chapters, Tolkien niradiately
moved to the concluding part (which takes plac&limenor), never returning to the
intermediary material of Lombardic or even Anglax8a legendary past. Simply, as he
later remarked, “it was too long a way round to wheeally wanted to make, a new
version of the Atlantis legend>The Lost Roadvas consequently abandoned as such,
while the tale of the Drowning (downfall) of Numenbecame a crucial part of

legendarium.

The events recounted in thkallabéth (as the story appears in the published
Silmarillion) transpire throughout the Second Age, followinglihdes expulsion from
Arda and the War of Wrath. The Exiled Elves aredpaed and called back to the West,
although never again to settle in Valinor itself buthe Isle of Eresséa, within sight of
the Blessed Realm. At the same time, some Elves/ dieé journey and decide to linger
in Middle-earth instead. Fundamentally, their gositis changed in comparison to their
initial setting, made to reflect their fall: thog#o once dwelt in paradise are now but
within its reach. On the shores of Tol Eresséa,Blves establish a city and seaport,
calling it Avalloné’® For their part, Men of the Three Houses are gramtemove
toward the West and thus settle westernmost of all martatiided by Earendil’s Star,
Men arrive to their new homeland, the Isle of Nuorerocated within sight of Tol
Eresséa but not of Valinor itself. Moreover, thelarausher a Ban forbidding the
Numendreans ever to sail further off West and aggitrdvalinor or even Eresséa. Yet,
tauntingly, those most far-sighted among Men caad Avalloné from a tall ship, and
some even thought this far off vision was of Valiitself. At the same time, Melkor’s
former captain Sauron rises to power, and the dpoéais poison soon reaches the

hearts of Men. The perversion of Men causes an ieeeeasing lust for immortality,

" «Downfall” in the ElvenQuenyaand NimendreaAdinaic languages, respectively.
" bid.
’® The tower of Avall6né was the first sight that ariner beheld as he approached the Undying Lands.
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and the sight of Avalloné beyond their reach adddily kindles resentment against the
Ban, with only a small number of the Faithful remag loyal to the will of thevalar.

As the majority of Nomendreans rebel against theVand the Ban, the second Fall of
Men inevitably occurs. The consequence of theil iBaheer catastrophe, by means of
the Valar's finaldirect intervention: the sinking of the isle of Numenardautter
“breaking of Arda.” The world, which was once flabw becomesound, and Valinor
and Eresséa are completely hidden from worldlytsiglen may now sail West only to

appear again in the East without ever reachinddtbssed Realm.

And those that sailed furthest set but a girdleualttoe Earth and returned weary
at last to the place of their beginning; and theg:s

‘All roads are now bent’’

Only the immortal lingering Elves may yet ‘find ase’ into the True West, sailing
from the Grey Havens of Middle-earth, and thus fiheir peace. The remaining
Faithful Numenodreans led by Elendil the “Elf-friendisperse back into Middle-earth,
where they establish the kingdoms of Arnor and Gond

Tolkien’s Avalloné, and with it the entire Lonelglé, is clearly an extension of
the earthly paradise, quite like the Isle of Avaloh Arthurian legend which its
etymology visibly evokes. IVita Merlini (c. 1150), Geoffrey of Monmouth clearly
ascribes Edenic qualities to the “island of appl@s’alon), describing it as a land of
enchantment and beauty that produces “all thingiseff.”’® Avalon has often been
equated with the Celtic Isle of the Blessed, whrerbiell the spirits of the departed,
ever blooming and beautiful, housed in radiantshali glass. In analogy, Tolkien’'s
Blessed Realm hosts the Halls of Mandos, wheregnsthirits of Elves and Men are
gathered upon death in anticipation of their dotite,immortal Elves to be eventually
re-embodied should they desire so, and Men to aavite unknown to all but Mandos
and Manwé (and naturally llivatar himself). Theidfeln a blessed western land, or
group of islands, was prevalent among the Celtsvel as the Greek and Latin

geographers. Presumably, from the same old tradili®o arose the vision of Atlantis, a

7sil, p. 339.

8 Monmouth, Geoffrey ofThe Life of Merlin, Vita Merlinitr. John Jay Parry, Forgotten Books, London,
2008, p. 32.
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vast continent in the far West, sunken beneathvinees as punishment for the hubris of

its dwellers.

Thus in after days, what by the voyages of shigmtviby lore and star-craft, the
kings of Men knew that the world was indeed madmdy and yet the Eldar were
permitted still to depart and to come to the AntMfest and to Avallonég, if they
would. Therefore the loremasters of Men said th&traight Road must still be,
for those that were permitted to find it. And thiayght that, while the new world
fell away, the old road and the path of the menwdrthe West still went on, as it
were a mighty bridge invisible that passed throtighair of breath and of flight
(which were bent now as the world was bent), aadettsed Ilmen which flesh
unaided cannot endure, until it came to Tol Erestf#alonely Isle, and maybe
even beyond, to Valinor, where the Valar still dwaeid watch the unfolding of
the story of the world. And tales and rumours araemg the shores of the sea
concerning mariners and men forlorn upon the wates, by some fate or grace
or favour of the Valar, had entered in upon thai§ht Way and seen the face of
the world sink below them, and so had come toaheplit quays of Avall6né, or
verily to the last beaches on the margin of Amand there had looked upon the
White Mountain, dreadful and beautiful, before tlkgd

According to Jane Chance, all secondary words tlamsl all realms of Faérie, are
modeled upon heaven. “Entering paradise remaingdlpest human fantasy,” Chance
asserts, “because it constitutes the most impoeanape from death and from the
stronghold of this world on life®® Indeed, each constituent of Tolkien’s western land
triad (Valinor — Eresséa — Numenor) in a certaimsseechoes earthly paradise, yet to a
varying degree. The purest symbol in this respedatalinor, the Blessed Realm itself.
Its most direct extension is the Isle of Eressdaichvbecomes most obvious as both
suffer the same fate of being removed from the ighysvorld. Ultimately, the bent
world, consequence of the downfall of Men and thaettering of their own earthly
paradise, is the image of a modern world, hauntedisions of the destruction of
paradise and burdened by longing for ‘home’. Theldvportrayed inThe Lord of the
Ringsis thus already a bent one — and from the perisjeat the mythicaSilmarillion,

it is in fact a ‘modern’ world. Ultimately, it is &world of Men — a world for Men. While

79 q;
Sil, p. 339.
8 Chance, Jan&olkien’s Art: A Mythology for EnglandUniversity Press of Kentucky, 2001, p. 79.
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The Silmarillion provides an ‘Elven perspective’, ithe Lord of the Ring$ocus is
shifted to Men — and to Hobbits, the little Men.eTElves become secondary, just as
Men were in the Elven legends of the Elder Daygythare already dwindling and
departing Middle-earth, fading before their motiedthren. Most importantly, from the
beginning of the story, the world is already aelllone — the world under the Sun —

whereas the fantastic past is already (mostly)dibesp, a matter of myth and legend.

46



Chapter 3: ON THE BRINK OF TRUTH

There is nothing you can do, other than to

resist, with hope or without ft.

Tolkien explicitly states in one of his letters tts Saga most specifically deals with
three themes: Death/Mortality, Fall and the Mach{tne ultimate symbol of which is
certainly the Ring).

With Fall inevitably, and that motive occurs in eeml modes. With Mortality,
especially as it affects art and the creative &t should say, sub-creative) desire
which seems to have no biological function, antbdécapart from the satisfactions
of plain ordinary biological life, with which, inur world, it is indeed usually at
strife. This desire is at once wedded to a pastdoae of the real primary world,
and hence filled with the sense of mortality, aeti ynsatisfied by it. It has various
opportunities of ‘Fall’. It may become possessisiging to the things made as
‘its own’, the sub-creator wishes to be the Lord &vod of his private creation. He

will rebel against the laws of the Creator — esgfcagainst mortality.

Both of these (alone or together) will lead to tesire for Power, for making the
will more quickly effective, — and so to the Maahifor Magic). By the last |
intend all use of external plans or devices (apgpajanstead of development of the
inherent inner powers or talents — or even the afs¢hese talents with the
corrupted motive of dominating: bulldozing the realrld, or coercing other wills.
The Machine is our more obvious modern form thougbre closely related to
Magic than is usually recognis&d.

Writing some years later in connectionThe Lords of the Ringsarticularly, Tolkien
narrows the thematic field even further to “Deathd Immortality; and the ‘escapes’:
serial longevity, and hoarding memof/.’Nonetheless, it seems Tolkien’s account of
his own writings is somewhat one-sided, particylad it is rather difficult to imagine a
fairy-story written ‘about Death’. While Tolkien’Saga,as myth may very well be

8 LotRII: 2.
87131, p. 168.
811211, p. 299.
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primarily concerned with Fall, Mortality and the btane,as fairy-story it is above all
concerned with Hope (the ultimate symbol of which Light in its successive
appearances). There is no denying that most ofi@iolk world continually hinges on
despair, and that a peculiar sense of defeat gepten any victory. Even as Morgoth is
defeated, his taint upon the world remains andems$ is an enduring reality. The
concluding words oQuenta Silmarillionconvey this grim image quite vividly:

Yet the lies that Melkor, the mighty and accurdddygoth Bauglir, the Power of
Terror and of Hate, sowed in the hearts of Elvak en are a seed that does not
die and cannot be destroyed; and ever and anpnoiits anew, and will bear dark

fruit even unto the latest daf/s.

Indeed, as one Dark Lord falls, another one rigeghe form of Melkor's former
captain Sauron. Under his influence, the Secondwiidoecome an even darker time,
bringing about the second fall of Men and the utteeaking of the world. His
perversion of the will of Elves during the Third &gill lead to the crafting of the
Rings of Power (including the One Ruling Ring imthich he will pour his own entire
being), culminating in the War of the Ring. As ahiee circumstance leads into another,
the Elven Queen Galadriel lamentsTihe Lord of the Rings'Through ages of the
world we have fought the long defedt.Certainly, this is especially true of the Elves,
whose fate is to fade and dwindle, ultimately ddvewven of death. Yet, it is also

Galadriel who reminds the fellowship “hope remairsle all the Company is trué®

Quite clearly, it is the vision of Hope that bring®lkien's Saga closest to
fairytale, and provides the counterbalance witthia tallen world. “I do not foretell,”
says Galadriel, “for all foretelling is now vainm ¢he one hand lies darkness, and on the
other only hope® Tom Shippey, whose seminal 1982 stiiye Road to Middle-earth
laid the foundations of Tolkienian source criticiswbserves that while the wise
characters imhe Lord of the Ringare often near the edge of despair, they nevbr tru
succumb. While Shippey examines the relationshipvéen hope and despair mainly in

8 sil, p. 307.
8 LotRII: 7.
% bid.

8 |bid.
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The Lord of the Ringgindeed, his attitude toward@ihe Silmarillionis somewhat

ambivalent), the conclusion he draws is certaipipli@able to the entirety of the Saga:

The answer, obviously enough, is that a major gb@he Lord of the Ringsas to
dramatise that ‘theory of courage’ which Tolkierdtsaid in his British Academy
lecture was the ‘great contribution’ to humanitytbé old literature of the North.
The central pillar of that theory was Ragnartke-day when gods and men would
fight evil and the giants, and inevitably be dedelatlits great statement was that
defeat is no refutation. The right side remaingtrigven if it has no ultimate hope
at all. In a sense this Northern mythology asksevairmen, even makes more of
them, than does Christianity, for it offers themheaven, no salvation, no reward
for virtue except the sombre satisfaction of havilupe what is right. Tolkien
wanted his characters The Lord of the Ring® live up to the same high standard.
He was careful therefore to remove easy hope floemt even to make them

conscious of long-term defeat and doBm.

Indeed, hope is not easily won in Tolkien’s worlddathe wise wizard Gandalf
repeatedly points out that the kind of hope on Wwhite world hinges is often “only a
fool's hope.® Nonetheless, to the ‘Faithful’ people of Arda,stfis enough. InThe
Lord of the RingsFrodo and Sam reach a point when they feel thédrde no journey
home, yet they persist, thus embodying the purestinytale principles.

As is very well known, Tolkien fought in the FiMtorld War, including one of its
fiercest bloodsheds, the Battle of the Somme Riwbere a million souls departed the
earth, the time when the ideaTie Silmarillionstarted taking shape in Tolkien’s mind.
His son Christopher fought in the Second World Wainciding with the writing of
The Lord of the Ringdt may well be argued that Tolkien’s Saga refidtiese man-on-
man collisions and that the machinery of war orthegave rise to the idea of war on
Arda. Tolkien himself agreed that the Ring couldnhb&de into an allegory of our own
time, but only in the sense that it encapsulaté@ ‘ihevitable fate that waits for all

attempts to defeat evil power by power.” Howeves, e continues, “that is only

8 Shippey, 2003, pp. 156-157.

8 ‘Fool's hope’ is an expression Gandalf uses ores#woccasions. Its most prominent appearance is
before the Battle of Gondok§tR, V: 4), when Pippin asks of him whether thereng hope, at least for
Frodo. “There was never much hope,” Gandalf answgrst a fool's hope.”
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0 The mechanical and

because all power magical or mechanical does alsaysork.
the creative (sub-creative) power are the two ®rteat continually collide within
Tolkien’s imaginarium. By demonstrating the useboth, Tolkien articulates that it is
not power that corrupts, but fear. Fear from logogier by those who once taste it, and
fear from the scourge of power by those who aitsimercy (the twice seduced). At the
same time, it is the smallest acts that achievéomjcin Tolkien’s world, and the
smallest of creatures; it is the slow progressatfttits, these peculiar carriers of ‘fool’s

hope’, which outmatches epic movements of armies.

While reflections on Death, Fall and the Machinacpl Tolkien in the company of
such writers who also cried against the emptiness despair of the modern man’s
condition, which Tony Jackson formulated The Subject of Modernismas “an
ontology of ungroundednes3:™Is there no guidance?” young Axel Heyst asks isf h
dying father, in Joseph Conrad’s 1915 noVétory, (which begins with the words
“There is...” and ends with “Nothing”). Drawing hliast breath, his father, a “silenced
destroyer of systems, of hopes, of beliefs,” meregponds with, “Look on — make no
sound.®® We find the very same question echoing the wofdsly Briscoe in Virginia
Woolf's 1927To the Lighthouse'Was there no safety?” she wonders, “[n]Jo guite,
shelter” in life®® Woolf's question surely also relates to the problef the artist,
Tolkien’s sub-creator, ‘doomed’ to try to bring erdrom chaos and shape life through
art. Tolkien’s answer to these questions, howeisgemot a pessimistic one but an
emphatic ‘yes’. There is hope, if only for suchl®who still dare believe, and a guide
for those who do not scornfully avert their eye$obe the eucatastrophe of the fairy-
story. The same Light that guided the faithful geopf Arda into battle against
desolation and darkness also guided Tolkien inth taroughout his storytelling (sub-

creative) process. This was the Light of E&rerkdé Star of High Hope

It was sometime around 1913 that Tolkien first Bt eyes on this peculiar
Habitation, as he would come to translate Arda,nupeing struck by the beauty of a

single powerful word, a ‘ghostword’ not of his owmaking, but certainly of his own

17109, p. 140.

%1 Jackson, Tony EThe Subject of Modernism: Narrative Alterationstlve Fiction of Eliot, Conrad,
Woolf, and JoyceThe University of Michigan Press, Ann Arbor, 19949.

92 Conrad, JoseplVictory, Dent, London, 1948, p. 174.
% Woolf, Virginia: To the LighthousdJrban Romantics, London, 2012, p. 136.
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sensibility. This was the Anglo-Saxon wagdrendelfrom the Old English poerGrist
(usually attributed to Cynewulf and presumably tedac. 800), found in The Exeter
Book. The Advent Lyrics of the poem reveal this e ghost in the garments of a

proper name:

Eala Earendel, engla beorhtast,

ofer middangeard monnum sended!

("Hail Earendel, brightest of angels,

above Middle-earth sent unto merif”)

The enigmatic vision lurking behind these verseackta mighty cord with Tolkien,
alerting all of his senses; it called out to himanguages both known and unknown and
drew his gaze toward a realm he would look to fe temainder of his life, not ‘to
Sussex, but to shores a great deal further offthBse shores sailed TolkierEgérendel
(later Earendil), the first hero of the early ledenthrough a 1914 poefhe Voyage of
Earendel the Evening Staflater rewritten some five times over and retitlato Eala
Earendel Engla Beorhtastr The Last Voyage of Earendleln July of 1915, when
Tolkien wrote the poenfihe Shores of Faérit became positively evident which distant
shores these exactly were (Tolkien then transldtegoem into Old English, naming it
lelfalandes Strandand subsequently retitled the modern English i@ersnto The
Shores of Elflangd™

Decades later, Tolkien would ‘confess’ to thesengvén his unfinished fantasia
The Notion Club Paper@vritten 1945 and published HoMe IX) through the words of
one Alwin Arundel Lowdharﬁ‘,3 a character who like all the other charactershins t

work is a rather unconcealed projection of Tolkremself:

When | came across that citation [fraDmist] in the dictionary | felt a curious

thrill, as if something had stirred in me, half wwakd from sleep. There was

% Bio, pp. 72-79 (Crist I: vv. 104-105).

%In HoMe I, Christopher Tolkien supplies a body of coneecpoemsHala Earendel Engla Beorhtast
The Bidding of the MinstrelThe Shores of Faéryrhe Happy MarinerThe Town of Dreams and the
City of Present Sorroand The Song of Erigland their different versions. These seven poavhih
we refer to as the ‘Eérendel poems’ are not onptleinterconnected, but are an inherent part ef th
imaginarium of Arda, in fact its seed.

% Alwin andArundelare debasements from the Anglo-Saxon nafB#wine and Earendelrespectively,
both of supreme relevance to Tolkien's imaginarium.
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something very remote and strange and beautifuhdethose words, if | could
grasp it, far beyond ancient English. [ Edrendelseems to me a special word. It
Is not Anglo-Saxon; or rather, it is notly Anglo-Saxon, but also something else

much older”’

This one special word became a symbol for the entsion of a world much older, and
a language of that world, beyond records. Like Aliwin Arundel, Tolkien too was
inescapably haunted by dreamlike image- and wasthws from that world, which
provided the fantastic weave of sound and sense nfake up the Habitation for
Tolkien’s imagination. Middle-earth (a name alsoivag from the lines inCrist) was

but a part of that realm, and Earendel voyagediintaking Tolkien along as well.

Indeed, Tolkien immediately recognized that whilis tstrange word was “entirely
coherent with the normal style of A[nglo]-S[axomf]ivas at the same time “euphonic to
a peculiar degree in that pleasing but not ‘det#etdanguage;® a discrepancy, or at
the very least oddity, that revealed concept predatontext, that is, suggested a
suppressed myth of even more ancient lineage. dwlkracked the Anglo-Saxon
earendil (laterearendel eorende)l and discovered it equated in glosses with thénLat
jubar ‘ray of light, radiance’ and withurora ‘dawn, morning light’, while thélickling
Homilies likened it with the figure of St John the Bapttlivering the image of a
divine messenger, leerald of hope®® Yet, it was clear to Tolkien that these were merel
the luminous garments of Christianity given to agjly light of the past, one that had
to have splintered from a much older, long forgotigagan source. Jacob Grimm had
also struck upon this vein nearly a century easiben he too glimpsed echoes of a
Common Germanic Myth behind the various appearantélse heroOrendel In his
1835 Deutsche Mythologjea work quite familiar to Tolkien, Grimm points tbe
existence of a legend in Old Norse tradition abawiant Aurvandil (or Orvandill)
whose severed toe is cast into the sky to beconsta@ as recorded in Snorri
Sturluson’s Icelandi®rose Eddalc. 1220). Grimm believed its natural corresporden
was a medieval German poem (c. 1200), “about a &rendelor Erentel whom the

"HoMelX, p. 239.
BT 297, p. 414.
% bid.
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appendix to the Heldenbuch pronounces the firstliofieroes that were ever bortf®
Consequently, Grimm declared the poem to be “adytdounded on very ancient epic
material.*®* These, along with other residual traces, such asvehdil/Horvendil
(Latinized Horvendilus), listed as father of Aml€dource of Shakespeard¢immle) in
Saxo GrammaticusGesta Danorumor the historical Lombardic prince Auriwandalo,
point to the Proto-Germanic reconstructed compodadzi-wandilaz, “luminous
wanderer.” It was clear to Grimm, just as it wasaclto Tolkien, that this was a case of
a ‘lost myth’ — a story confined to what Tom Shippecognizes as “asterisk-realitf®
Following Grimm’s account, Tolkien concluded thaet“obviously related forms in
other Germanic languages” suggéatendelwas “in origin a proper name and not a
common nount®® and that the ‘lost hero’ Earendel must either hiagen a herald of
hope or the Morning star. Tolkien seized on theefing image, and where Grimm
stopped, he took a leap of faith, plunging deep the asterisk reality. Fusing fact and
fiction, myth and fairytale, Tolkien ‘rescued froablivion’ the truth of Earendi] the
mythic hero with the bright Silmaril on his brovailing his hallowed ship over Middle-

earth, to bring hope to men.

3.1. Myth-woven and Elf-patterned World

That the entire mytho-imaginarium (and with it #atirety of Tolkien’s Saga), which
arises from the cosmogonic moment, rests on theldés of fairy-tale is obvious from
the very first sentence. While the account itselfather evocative of Biblical creation,

as numerous critics have observ&tits opening in fact contains a ‘chinked’ fairytale

19 Grimm, JacobTeutonic MythologyVol. 1, tr. James Steven Stallybra€surier Dover Publications,
New York, 2004, p. 374.

1% |bid.

192 S5hippey, 2003, pp 19-23 & p. 26.

1031 7297, p. 414.

1% This applies to the entire ‘Music of the Ainurytbshould we look for evidence of such likeningyonl
in the paragraphs quoted thus far, we need buer&lalkien’'s image of the Creator who is “glad’the
phrase repeating throughdBenesisl: 1-31 (ESV): “God said it was good.” Both instaa@xpress the
Joy of Creation. Through the Creator, who himsejbices at his creation, the Joy is transferred ont
the created universe and created beings. We fisdhbught also isaiah,65: 18 (ESV): “But be glad
and rejoice forever in what | am creating.” TolKemtroduction ofsongis equally redolent of Biblical
reference, where it figures as a natural compatoothe creational joy. Thus, iisaiah, 35: 2 (ESV):
“The wilderness and the dry land shall be glad,dbsert shall rejoice and blossom; like the chdtrus
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formula: [Once upon a tinjeThere was X, who was called Y, and he didlus,
although the fairy-story principle is establishegtdby omission(in The Lord of the
Rings it is established equally peculiarlyy inversion the quest is not to retrieve a
magical object but to destroy it), its spell is atheless cast over the fabric of the story
from the very beginning. Certainly, Tolkien doeg seek to corrode the fairy-story by
breaking the ancient formula, rather to merge istmaturally with myth (fairy-story’s
fantastic ancestor), present here not only in &ctulgject matter (the myth of creation),
but also in linguistic pattern (in the high narvatistyle as exemplified by use of
expressions like “aught else,” “ye” and “hearkerfiigh are otherwise hardly typical of
fairytale). In Tolkien’s mind, myth and fairy-stofand legend) were not too different;
in fact, we often find them virtuallynterchangeablgas each sought to recover truth by
means of imagination — and to recover imaginatipmieans of truth. Ultimately, so did

Tolkien.

In her 1993 study on fairy taleBjcturing the RoseMarcia Lane offers a line of
reasoning that serves to differentiate betweerytide, myth and legend. According to
Lane, a “fairy tale is a story — literary or folktkat has a sense of the numinous, the
feeling or sensation of the supernatural or thetemgus,” and what she finds to be a
crucial defining point is that such a story “happémthe past tense” and “is not tied to
any specifics.” If, however, “it happens ‘at thegbming of the world,” Lane observes,
“then it is a myth,” and if it “happens in the fugy’ then it is “a fantasy.” On the other
hand, if it involves “the naming of a specific hethen it is “a legend®® Should we
leave out Lane’s positioning of fantasy, since wétag implies here is clearly science
fiction and not fantasy as Tolkien treated it, wen cobserve that Tolkien's Saga
amalgamates all three story-genres that Lane rafesg while at the same time it never
fully abides by either definition. The Saga certainlgdoffer a sense of the numinous
and the supernatural, and it does happen in the gpaaifying thus far for Lane’s fairy
tale, yet it is hardly free of specifics, includitige quests of particular heroes, in which

shall blossom abundantly and rejoice with joy aimgisg.” Also, inPsalm 96: 11-12 (ESV): “Let the
heavens be glad, and let the earth rejoice; les#zeroar, and all that fills it; let the field éxuand
everything in it. Then shall all the trees of tlweefst sing for joy.” The difference is that in tHely
Scriptures song appears as a consequence (matibiestaf Creational Joy — with Tolkien, it is an
active ingredient.Nl. B.: All Biblical quotes, used consistently throughthis thesis, point tdhe Holy
Bible, English Standard Version (ESV), Crossway, Whea2601].

15| ane, MarciaPicturing the Rose: A Way of Looking at Fairy Talels W. Wilson Co., New York,
1993, p. 5.

54



it rather approaches legend. On the other hanlbes nobnly deal with specific heroes
and their quests either. As for Lane’s delineanbrmyth, we perceive that Tolkien’s
Saga does not reallyappen‘at the beginning of the world,” rather it merdbggins
there. Of course, should we disarticulate the ooty of Tolkien’s Saga into smaller
segments, we might argue for a single designatioeach. Of the creational tale
Ainulindalé we might thus say it is in fact a myth; of thale of Beren and Luthiewe
might say it is a legend; we might even, shouldstvetch the definition, sayhe Lord

of the Ringsis a fairy tale or, to use Tolkien's preferred nter fairy-story.
Notwithstanding the fact that this would be a nessllvivisection of the whole, it would
not be entirely true either. As we have seen, Eolls creational tale, otherwise clearly
mythical in structure (being a cosmogonic accouim)fact opens with a fairy-story
formula. In truth, within Tolkien’s cosmos, thesetions are so deeply immersed in
each other’s realities — and unrealities — thaeitomes virtually impossible to draw a
clear line of distinction between them. Moreoveg @bserve that Tolkien treats these
notions not according to the (modern) understandihgenre, but as sacred ancient
narratives. In Tolkien’s world, these are seenraarating light from the same sacred
source and thus inevitably arriving at the sastary. ultimately, the Greekmythos
(uvbog) and Latinlegendaboth simply mean ‘story’. Indeed, the fairy-st@igo has a
most natural place among these ancient narratareswhile the presence of fantasy is
most directly accentuated within it, through a dingresence of Faérie, myth and legend
are certainly not devoid of their own fantastic ldler Essentially, Tolkien’'s myth is a
fairytale-like narrative, and his fairy-story a rhigal one. Tolkien recognized that a
realm where these narratives meet, and where fdmgmstic worlds are artfully unified

under a single “myth-woven and elf-patterned” t&hts the field ofmythopoeia

Mythopoeia(otherwise also calleshythopoesismythopoiesisnd mythopoeticsis
an idea with quite an ancient lineage, of percdiwéhough not necessarily) differing
manifestations from antiquity to modernity, exigtisomewhere on the brink of art and
act, state and process, permeating realities amdtive@s from literary and philosophical
to anthropological and ultimately theological. Iiyipg the process of myth-invention
(from Old Greekmythopoeia -#v8oroiio. | mythopoiesis wvboroinois, ‘myth-making’
or more literally ‘story-craft’), mythopoeic thouglappeared in contemporaneous

108 MP, v. 51.
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Western discourse with Georg Grote’s twelve-voluktistory of Greece(London,
1846-1856)"" situating itself at the center of his anthropotadjitheory of ‘mythopoeic
imagination’. It can be easily inferred that Grotged the term to refer to a pattern of
thought that pertained to the ‘mythopoeic age’ € adpen myths were not only made
but when all the thinking, thus imagining, had tdoem of myth, thatdisease of

languageas Max Miiller had so notoriously dubbed it.

As we might expect, Tolkien caught this ‘diseasather quickly and just as
willingly, and in 1931 took a stance against a#f thsenchanted Max Mdllers through a
poem entitledVlythopoeid® — a lyrical companion to Tolkien's imaginarium aimd
many ways the crux of his poetics (or rather jsesis— moinoic, ‘act of causing
being’). Here, the (mytho)poet, representing hirfnaslPhilomythus(“Myth-lover” or
perhaps more suitably “Myth-fellow” given that thetion of fellowship plays quite a
prominent role with Tolkien), celebrates this antiart neither as a forgotten craft of
old nor as an act of mere invention, but an indispele process of Truth recognition.
Tolkien thus touches precisely on that which theiemts intended by the notion of
poiesis the induction ofletheia(dinbsia, ‘disclosure of truth’): the creation of a state
of Unverborgenheif'unconcealedness’ or ‘disclosedness’) as undedsbyoHeidegger,
or an act of unveiling in Giorgio Agamben’'s morecest terms>® Accordingly,

Philomythus exclaims:

Blessed are the legend-makers with their rhyme

of things not found within recorded tirhé8

Thus understood, Tolkientaythopoeig'the act of bringing a story into being’) is

not merely an exercise in artificial myth-craft (dee theory of Alan Dundes might

197 The year 1846 was also the year that William Thowmsting under the pseudonym of Ambrose
Merton, coined the term ‘folklore’.

198 Tolkien was the first to use the term in a litgraontext. Notably, almost two decades later it lfou
find its way into Northrop Frye’'s seminal inter@gon of William Blake’s prophetic poem&darful
Symmetry1947).

199 The difference is that according to Heidegger bathand Technology can produce aletheia; with
Agamben, as well as with Tolkien, this role is panity given to Art. See: Heidegger, MartiBeing
and Time: A Translation of Sein und Zéit Joan Stanbaugh, State University of New Yaikany,
1996, pp. 196-208 & Agamben, Giorgidhe Man Without Contentr. Georgia Albert, Stanford
University Press, Stanford, 1999, p. 72.

HOMP, wv. 91-92.
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suggest?), but reveals a metaphysical pursuit of the sefing truth — certainly not the
Absolute Truth, but those refractions of it whickayrbe accessible to the sub-creating
Man. It is from this perspective that we shouldeiptet the different ingredients of
Tolkien’s poiesis its means of achievemeirg. truth unveiling: invention, intuition and
imagination (which denote fantasy as state/procesf)ng with their ensuing
manifestations: myth, legend and fairy-story (whildmote fantasy as narrative).

Tolkien stated in one of his letters that his ggstipassion was for “heroic legend
on the brink of fairy-tale and histor}#* and indeed he pursued this passion with great
vigor, putting himself constantly on the brink dfete and back again, alternatingly
observing truth from both sides, this world and dtker, fact and fiction. While the
manifestations of Tolkien’gpoiesis are essentially fluctuations adne story they
continually exist “on the brink” of one another -ytitm permeating the fairy-story, fairy-
story permeating legend, legend permeating chrenard all of them permeating and
existing on the brink of fantasy and truth. Cetathis does not mean to imply Tolkien
believed the hobbits were ‘real’ in the factual s®=mf existence, or that one should
interpret them as such (although some critics heed, as Rosebury later opirféd.
Tolkien did not deal with such actualities; rathbeg dealt withimaginarities the

possibilities of truth within artistic sub-creation

3.2. Recovery of Imagination

As the storyteller recounts events from the primarBeginning, across the tumult of
the first three ages of the World and successitdeBaagainst the rising Shadow, he
concludes with the Elves’ departure from the wandithe beginning of the ‘Dominion
of Men’ (events occurring at the climax ®he Lord of the Rings Tolkien leaves

untold the stories that are imaginatively to build upthe present day, which in the

11 Quoted in: Adcox John: “Can Fantasy be Myth? Mpibeia andThe Lord of the Ringsin The
Newsletter of the Mythic Imagination InstituteSept/Oct 2003, available online at:
http://www.mythicjourneys.org/passages/septoct2088sletterp8.html [Retrieved Feb 10, 2014].

11217131, p. 167.

113 Rosebury, BrianTolkien. A Cultural PhenomenpRalgrave Macmillan, New York, 2003, p. 5.
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storyteller's recounting of time roughly belongsthe Seventh Age of the Worltf In
doing so, Tolkien leaves us with an image of anhanted world that is slowly
disappearing from story-memory, ‘departing’ quideelthe Elves and fading through
the ages before the present tangible reality. Esdgnthe reader is left ahe point
where the story world reaches the real wodd in fact, where reality ‘interrupts’
imagination. This point in fact leads into the madday, which no longer holds room
for the Elves and the ‘stuff of fairy-story’, jubke it holds no true place for myths,
although wars are still waged and battles are fatilpht. Of course, the difference is
that in the ‘real world’ sides are not, as Tolkieequently noted, so clear-cut and that
the dark lords and their hosts lurk on both of tHéin

Tolkien need not go out of his way to persuadehas inodern world, and upon it
modern man, are profoundly disenchanted. The eadfodivision between reason and
imagination that began with the Enlightenment atabdopmed into the modern era is
evidence enough. In this divide we recognizeHlfulfilling prophecya tragic concept
otherwise very familiar to both myth and fairy-stqa formula present from thdyth
of Oedipusto TheLanguage of Birdand ShakespeareMacbetl), with the exception
that in this case, the tragic hero is humanitylfitsehe landscape of darkness (the
shadow) that captured Tolkien’s attention and thtldfield that arises from it as a
perfectly natural consequence — not only in thenfaf resistance but as a state of
incessant turmoil — is surely an image of the huneandition. Tolkien viewed
modernity itself as a vivid mirror reflection ofishcondition, a point in the development
of civilization that lay in the wake of the IndusirRevolution and two World Wars,
deeply impacted by the mechanization of human esipee that bred a fascination with
artificiality. For Tolkien, this represented an amgion of the genuinely desirable

creative progress. The fairy-story was his nattegponse, his own rebellion against the

141n a letter of October 14, 1958, Tolkien writebhtpe the, evidently long but undefined, gaptime
between the Fall of Barad-d(r and our Days is cieffit for ‘literary credibility’, even for readers
acquainted with what is known or surmised of ‘pigtdry’.” The footnote reads: “I imagine the gap to
be about 6000 years: that is we are now at theoétite Fifth Age, if the Ages were of about the sam
length as S[econd] A[ge] and Tlhird] A[ge]. But thkave, | think, quickened; and | imagine we are

actually at the end of the Sixth Age, or in theSut1.” (LT 211, p. 298)

151n the midst of World War Il Tolkien writes to hi®n Christopher (Christopher was stationed in [Sout
Africa): “Not that in real life things are as cleaut as in a story, and we started out with a gneaty
Orcs on our side.”(T 66, p. 90) However, as he continues some wee&s f&But it does make some
difference who are your captains and whether theyec-like per se!”l(T 71, p. 95)

58



machine of materialistic progress and a fundamentarsion of what he perceived as
the ‘inversionist’ tendency at the core of moderniVhile his writings were often
labelled escapist, what Tolkien offered was in factecovery of the fantastic: the
antidoteagainst artificiality. Indeed, Tolkien continualbfaces us on the brink of fact
and fiction, reason and imagination, not to enfdheer division, as is already common
in our disenchanted world, or to present eitheswgeerior to the other, but to remind us
of the nearly forgotten possibility for their unio/e are called neither to suspend
reason nor to suspend disbelief in order to adteptfantasy is real in the factual sense
of the word; rather, we are called to both reastynahd imaginatively examine our
reality asalready fantastic. Tolkien’s critical stance toward madéstic modernism
was far from a solitary cry within the grand scafemodern art and thought. Yet,
Tolkien’s bold introduction of fairy-story as forof social and, rather more radically,
spiritual criticism distinguished him from his contemporaries in amadg radical
manner — perhaps yet another factor in the correlipgly radical criticism Tolkien’s

writings initially received.

Set up against the background of realism, ratipnalind overall maturity and
seriousness which followed the ‘adult’ state of mwdcivilization and the ‘sensibility’
of its expression (ever so often pessimistic atalifdic), the ancient form of fairy-story
telling was already well abandoned by writers amiakiers of Tolkien’s day, neatly
tucked away into the long ago, that primitive yowthcivilization when man simply
knew no better. “The first true storyteller is, andl continue to be, the teller of fairy
tales,” says Walter Benjamin in his 1936 es¥hge Storytellet*® only a year before
Tolkien would start publishing his stories. Yete tistoryteller [...] has already become
something remote from us and something that isingeteven more distant®’
Benjamin opines, lamentingly proclaiming that tmedd storytelling is reaching its end
and receding into the archaic, fading before tise of the novel and insurgence of

information, while “the epic side of truth, wisdoris dying out.*!® He too, like

16 Benjamin, Walter: “The Storyteller,” pp. 361-3%8Dorothy J. Hale, edThe Novel: An Anthology of
Criticism and Theory 1900-2008lackwell Publishing, Malden, 2006, pp. 373-374.

17 Benjamin,op. cit, p. 362.
118 Benjamin,op. cit, p. 364.
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Tolkien, recognized this was but the latest stdge rocess “going on for a long time

[...] a concomitant symptom of the secular producfarees of history. '

We find a very similar proposition in Mircea Elidglenotion of theterror of
history. the modern-day loss of myth and the feeling @fea in the throes of bowing
before secularism.e. the renouncing of sacred mythic time in favor obfane
history?° Obviously, the loss Eliade accentuates centersyth and not on fairy-story
telling, but Benjamin himself offers to bridge tlgap when he states that the need for
storytelling “was the need created by mytft"To further this claim, and as if
anticipating Tolkien’s strivings, Benjamin goes tonquote Ernst Bloch in saying that a
“hybrid between fairy tale and legend contains rfegively mythical elements, mythical
elements whose effect is certainly captivating atatic, and yet not outside maif®
Clearly, Tolkien was equally affected by the lo§®ath, as well as by the implications
this had for the modern man. As Eliade suggestsat iie loss of myth inevitably
brought about was the loss of the shield and tipe woherent in the higher perspective
provided by the myth’s metahistorical meaning, adcay to which, like in the sacred
pattern, for the “traditional man [...] every war egnsed the struggle between good and

evil.”*?® To that effect, Eliade wonders:

In our day, when historical pressure no longervedlany escape, how can man
tolerate the catastrophes and horrors of histdinpm collective deportations and
massacres to atomic bombings — if beyond them mmegtiampse no sign, no
transhistorical meaning; if they are only the blipidy of economic, social, or
political forces, or, even worse, only the resdlittte ‘liberties’ that a minority

takes and exercises directly on the stage of usavéiistory®*

Naturally, any man of faith already has an answehis question, and Tolkien, being a
fidelis himself, frequently alluded to that answer (as ditlade). Certainly, the

development of civilization had taken the world ooty a step away from the ancient

119 pid.

120 Eliade, Mircea:The Myth of the Eternal Return or, Cosmos and Hjster. Willard R. Trask,
Bollingen Series XLVI, Princeton University Preggjnceton, 1954, Ch. IV: “The Terror of History,”
pp. 139-162.

121 Benjamin,op. cit, p. 374.
122 |pid.

123 Eliade, 19540p. cit, p. 150.
124 bid.
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times through the passing of time, and with itepsaway from the fantastic, but also a
step away from the sacred and into a state of iautinat deeply troubled Tolkien.
Consequently, his narrative return through time wasmovement towards the
reestablishment of that unity, one that he beliewvad thriving in the sacred art of old —

myths and fairy-stories.

Yet, despite the fact that myth and fairy-story l@adommon source in Tolkien’s
mind, this was certainly not the case in the pm@valmodern reasoning’ of the day.
While myth was both exulted and debased (with de¢any to be ‘debunked’), the fairy-
story was mainly debased. At best, it was confiteethe nursery, or was restricted to
the adaptations coming from Disney studios, for séhavork Tolkien expressed a
‘heartfelt loathing’ (a piercing phrase he otheevisardly ever used}’ In a more
recent study on fairy tales, Jack Zipes uses angilegcing phrase, suggesting that
Disney adaptations brought about a “domesticatfdh@imagination,*?® a proposition
with which Tolkien would certainly agree. For Tadki, the association of fairy-stories
specificallyto children was an “accident of our domestic higtd®’ and the banishment
of fairy-story from the adult world a ruinous fe&thildrenare associated with them,
Tolkien explains: “naturally, because children huenan and fairy-stories are a natural
human taste (though not necessarily a universa)” ared “unnaturally, because of
erroneous sentiment about children, a sentiments®ms to increase with the decline
in children.™® The erroneous sentiment, however, seems to applgny to children,
but also to the other part of this equation, theyfstory itself and, generally, fantasy.
No wonder these are considered a ‘tight fit' whantésy is so frequently equated with

immaturity. A “rather sizable error” Ursula Le Guwwmould say, punningly proposing

125 While preparing for the publication @he Hobbitin May 1937, Tolkien was notified by his publisher
Allen and Unwin that they had also interested “ohéhe outstanding firms of American publishers” in
the book. The American publisher (Houghton Miffl@ompany of Boston, Massachusetts) was
interested in including a number of illustrationsdavas to that effect suggesting the employment of
“good American artists"Noteto LT 13, p. 24). Tolkien was clearly hesitant, as carséen from his
reply, addressed to Charles Furth of Allen and Wnwit might be advisable, rather than lose the
American interest, to let the Americans do whatsegood to them — as long as it was possible (I
should like to add) to veto anything from or inflwed by the Disney studios (for all whose works |
have a heartfelt loathing).LT 13, p. 24)

126 Zipes, JackHappily Ever After: Fairy Tales, Children and theul@ire Industry Routledge, New
York, 1997, p. 51 (Zipes himself borrows the phrisen Riudiger Steinlein who applied it to much of
German children’s literature from the beginninghe nineteenth century).

127Eg p. 130.
128 g p. 136.
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the term “maturismo” for the sort of “anxious sagagof the intellectual who thinks his
adulthood has been impugnéed®

Certainly the fairy-story seemed exceedingly naiud too childlike to be easily
welcomed into the adult state of materialistic nrodg, which thrived not on sanctity
but rather on the negation of it. Man grew up aneed’ himself from the ‘illusion’ of
sanctity; he delegated the Power (of the Ring) dmtaself and needed no more stories
of things fantastic that simply ‘cannot be’. Whifeetion seemed to be steadily
denouncing the purity of fantasy and declaring gidlace to skepticism and irony
instead, industry was simultaneously becoming tw shrine of modern living, and
thus, rather inevitably, fairy-stories came to besidered fit only for the children and
the senseless. Even those who recognized the paiwée fairy-story advertently or
inadvertently added to its oppressing, including thsychologist Bruno Bettelheim
whose interpretation of fairytales as primary dttacompasses in human development
opened the gate before the understanding of fainyes, only to let them enter the
playroom (and perhaps the dormitories of the mbntdisabled). While Bettelheim
asserts in hisJses of Enchantmettiat behind the fairytale “we soon discover theemn
turmoils of our souf®*® and even goes so far as to place the fairytalengrt@ll great
art,” he ultimately fails to see that the fairysstacould “both delight and instruct”
ordinary clear-thinking adults as weéft. It is hardly surprising that not only imagination
but also sanctity suffered at the hands of domesbic (profanation) and that
consequently God too was nearly reduced to a f&ogy and an impossibility (this was
recently ‘confirmed’ by Stephen Hawking, who hakeswise been dubbed the greatest

mind of our time, neatly pinpointing the directiohour ‘progress™4. Admittedly, the

129 e Guin, Ursula K.Cheek by Jowl: Talks & Essays on How & Why Faniatters Aqueduct Press,
Seattle, 2009, p. 21.

130 Bettelheim, BrunoThe Uses of Enchantment: The Meaning and Importafdeairy Tales Knopf,
New York, 1976, p. 309.

131 Bettelheimop. cit, p. 53.

32 |n their recently published bookhe Grand DesignStephen Hawking and co-author Leonard
Mlodinow forwarded the idea that the reason “whg thniverse exists” is nothing but “spontaneous
creation” and that it is therefore “not necessarynivoke God to light the blue touch paper andtiset
Universe going” (Hawking, Stephen & Mlodinow, LeodaThe Grand DesignBantam Books, New
York, 2010, p. 180). Moreover, asserting that “fval is just an illusion,” the two great minds nazked
human beings to “no more than biological machings”32). Certainly, Tolkien would find such a
reduction distasteful, to say the least, and omeardy imagine what he would make of the headline
that appeared iThe Guardian(May 15, 2011): ‘Stephen Hawking: There is no leg\it's a fairy
story’! Yet, at least one reviewer of Hawking'’s ‘Sdgn’ picked up on the analogy. Playing on Tolkgen’
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Art of Tolkien’s day kept looking into the past search for that which was lost,
excavating myths and legends and resuscitating thgmarious means, frantically
digging for the forgotten meaning through the pandieium of modern life, yet it kept
respectively failing to restore the sense of sgncod was dying, and sacred ancient
forms given modern garments merely reflected arficat and unfortunate sight. Art

was at a loss and cynical hopelessness was spgeghdaugh it like a disease.

A battlefield indeed it was then and quite a bottkrapt to open a chasm in
modernity and challenge the Machine by re-introdgcdhe fairy-story and, through the
prism of fantasy that the fairy-story strove to sauback to health, a variety of other
ancient storytelling forms — before all, myth (rotmythical theme, but myth as a self-
referential literary construct). Thus, while Tolki®pted for a profoundly innovative
approach to archaic narrative expression, the ndglesf his range had little to do with
literary strivings of the day. His embrace of mywhich certainly played a prominent
role in the life of modern art (unlike the fairyesy), shared little with the kind of
treatment myth had been receiving in the literaprlds of Tolkien’s contemporaries,
because in the treasure troves of myth and leggntk like in the deeps of the fairy-
story, Tolkien recognized more than just a seeexaotic antiquity and mysterious past
of mankind (a symbol of something that was lostje—+recognized sanctity; and in the
world of fantasy that these narratives broughtdbtihe glimpsed beyond the unusual

and the imaginary — he saw hope.

3.3. Fantastic legacy

It is easily distinguishable that imagination ae tiasis of art was a sacred thing to
Tolkien. His depiction of the creational drama m@gethis quite unambiguously.
Whereas in th&ospel of Johrthe beginning is marked by the presence of thedwor

“and the Word waswith God,™* in Tolkien’s cosmogony it is the Ainur who are

famous verses that opé&mtR “One Ring to rule them all...,” Silk wittingly nardehis review “One
Theory to Rule Them All,"adding: “Some humbleness would be welcome herdk,(Sbe: “One
Theory to Rule Them All,” pp. 179-180 BcienceVol. 330, No. 6001, Oct. 8, 2010).

133 John 1: 1 (ESV), emphasis mine.
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“with” God in the beginning — they are the first-tiea “the offspring of his thought*
We can thus observe that in Tolkien’s accoungosis shifted from Word to Divine
Thought and consequently onto Imagination (Fantasy).euniore, it is Music that
shapes the first communication, and it is out efrtiusic which the first beings receive
from God that arises a vision of the world whicHlwie theirs to shapee. bring to

material creation.

But when they were come into the Void, llvatardstd them: ‘Behold your

Music!” And he showed to them a vision, giving teein sight where before was
only hearing; and they saw a new World made visii#éore them, and it was
globed amid the Void, and it was sustained thetaith,was not of it. And as they
looked and wondered this World began to unfoldissory, and it seemed to them

that it lived and grew?®

As the Ainur gaze at the Vision, they become enachovith the World they see
therein, and with the Children of llGvatar whoselbthey find announced in the Third
Theme (conceived by llGvatar alone), and some @itlexpress a desire to descend into
Arda. As they incarnate into the world, they assuheeform of thevalar, Powers of
the World, thus essentially becoming Logos-incanbtowever, once they arrive, they
discover that the Vision was but a foretelling, dnalt the world as they have seen it is
yet to be achieved. In placing the Vision befor@@hTolkien tells us that Imagination
was born before the Word, and ultimately, that éxisted before Reality or, more
precisely, thatArt is the force that drives the shaping of Reallty effect, it is our
thoughts that shape the world, just like it is fingt thought-beings the Ainure. Valar
who are entrusted with the task of shaping Ardaajuhe vision/design with which
they are endowed (reality out of imagination) anepgring it for the physical arrival of
the Children of God (the Firstborn and the Follesyethat is, Elves and Men

respectively).

134 As such, the Ainur are the most direct embodinaénthe Flame Imperishable, the life and light tisat
indivisible from lldvatar. Hence, whilst Melkor deeyately seeks to uncover its location, “for desire
grew hot within him to bring into Being things oistown,” he cannot find it, “for it isvith llGvatar”
(Sil, p. 16, emphasis mine). In the act of the CreatibArda, Flame Imperishable is again given life-
bearing role, as lldvatar sends it forth into tha@d/ “and it shall be at the heart of the Worldd ahe
World shall Be” §il, p. 21).Cf. John 1: 4 (ESV): “In him was life, and the life wastlight of men.”

1%55ijl, p. 18.
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Unlike the Holy Incarnates, the Elves are borndiyeinto Arda, in which they
are followed by Men. According to the Aristotelignala naturagq‘ladder of nature’),
which grew into the medievalist idea of the Grehai@ of Being or the Divine Order, it
is clear that the Ainur/Valar, essentially angeticcupy the higher spiritual realm at the
pinnacle of which is God (Eru/llGvatar). The pasitiof Men is a uniqueniddle ground
(Tolkien’s Middle-earth is a clear sign of acceptance of this pattern)Mas are
continually torn apart between the spiritual and purely physical (lower) realm, to
which animals, plants and inanimate matter belémghis equation, however, the Elves
retain (if not shape) a special liminal categohey are the link between middle and
higher ground, existing in spirit/fantasy and rgadit the same time (or in fact halfway,
on the threshold between the two pofé&\We need look no further for evidence of this
than the geographical positioning of the dwellingg&lves and Men during the Second
Age. The Elves inhabit the island of Tol Eresséang@ly Isle) which is in sight of
Valinor, the Blessed Realm where the Valar dweljlev Men inhabit the island of
Numenor, which is in sight of Tol Eresséa ot of Valinor. Quite naturally are the
Elves the Firstborn, as they are in a way the tsairi(immortal) predecessors, even
foretellers, of the corporeal (mortal) Men, anchaltgh immortal they are doomed to
fade before Men, departing into the Undying Landalifior), yet not before leaving a
trail of fantasy in the physical world over whichahl is to have dominion. “The
Children of God are thus primevally related andhakind primevally different,” Tolkien
expounds>’ Men and Elves are both the Children of the same, @t is, fantasy and
reality are both part of one Work of Art — everthé Elves (also called tHe&ldar) are
respectively ‘elder’, denoting fantasy as the ataresf flesh. The Elves embody

principles that are written into the world that Marherits, and by fading from the

138 |n the same liminal category that forms the britig¢éween matter and spirit, along with Elves, are
Tolkien’s race of Ents (Shepherds of Trees) andctieracter of Tom Bombadil. Dwarves, however,
belong in the Middle with Men, quite like the Hotshi who are essentiallijittle men (not in a
derogatory sense). The Maiar are incarnate beihtgsser stature than the Valar (thus, lesser Ajnur
five of whom take shape in Middle-earth as therisf@/izards). Clearly, they too occupy the Spirit
realm. The same hierarchy can be applied to theegtities: Balrogs (demons) certainly rank higher
than the Orcs, and since both serve as specifikaniesi.e. “counterfeits,” the first of the Maiar and
the latter of the Elves, this places them accofgling separate realms. Further subdivisions are
naturally in place, much like in the medievalistrideview. The Spirit realm, for instance, would
exemplify an inner hierarchy of llGvatar — ValaMaiar — Balrogs. Animals and bests belong to the
lower realm, at the forefront of which stand cartaieatures endowed with a higher consciousnesk (an
language): the dog Huan, Shadowfax Lord of HorGegaihir Lord of the Eagles, Ungoliant the spider,
etc

1371 T 131, p. 169.
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world, they essentially return into their primalaginary form. What they leave behind
however is the memory of ttadliance between spirit and matter, imagination and form,

the ennoblement of the mind through the force pfday (sacred imagination).

The wedding of the two, fantasy and mortality, whis a vital leitmotif in the
Saga — much as the idea of their alliance — from itfitial legendarium ofThe
Silmarillion to the culmination offhe Lord of the Ringss surely Tolkien’s rendering
of the alchemicahieros gamossanctified mystical union, symbolizing that witho
fantasy to immortalize human existence by bdimglink to the sacred sourgceman,
burdened by his own mortality and the machine whdj, is far more susceptible to
inner decay (fall). Only three unions between Huraad EIf ever transpire in Tolkien’s
imaginarium, making it both a significant and aeraccurrence. It is interesting to note
that in each of these instances fantasy (Elf-k)represented by the feminine
principle”®® (clearly a fact that escaped some of those critiss accused Tolkien of
being ‘sexist’ and ‘chauvinistit®). The offspring of these mystical unions are the
Peredhi| the Half-Elven, breathing testimonials to the Idf fantasy inside the being.
Certainly, this pattern can distinctly be tracedotighout various mythological
traditions. In Greek legend, the hero Achilles egaitten by a mortal man Peleus and
the sea-nymph Thetis. In the NoiSaga of KingHrolfr Kraki (which is closely related
to Beowulj, the Danish princess Skuld is born to King Hélgimed Halga iBeowulj
of a nameless elven mother. In South-Slavic fokkl@zhild Grujica is the offspring of
Old Man Novak and a Danubiaiia.'*

What all of these stories allow, like Tolkien’s &gl of the Peredhil, is the
possibility for a trace, if even an almost impetdadp one, of contemporary man’s

‘supernatural ancestry’ (although, according tokiem, fantasy is rather a state of the

138 This is no more accidental than the fact therettaee such occurrences. In all three instances, an Elf-
maiden marries a man of mortal descenfflie Silmarillionit is the Elf-maidens Lathien and Idril who
are to wed Beren and Tuor respectivelyThre Lord of the Ringt is the Elf-maiden Arwen that weds
Aragorn.

139 Curry devotes a special segment to such ‘offendietsis essay on Tolkien criticism (Currgp. cit,
pp. 85-86). Successfully dismantling such clainesgbes on to conclude, “we should also be glad that
academic and literary feminists have largely igdofelkien (presumably as beyond the pale)” (p. 85).
Yet, he cannot help but recall the “dysfunctionaj/ghoanalysis” of Brenda Partridge (p. 127), and
indulge in listing several of her conclusions, sw@shphallic appearance of swords and other “such
silliness” (p. 86).

“Ovila is a nymph-like (elven-like) creature of great ligaand magical abilities mostly connected with
nature. Vilas, like nymphs, are all female.
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truly natural tharsupenaturat*). It is in accordance with this notion tHEtte Lord of
the Ringsends with the restoration of a King of ancient Nindrean lineage to the
throne of Gondor the long awaited assumption of a benevolent rulleo ¥& to heal
and renew Middle-earth in the aftermath of the against the Shadow and to usher in a
time of the ‘Dominion of Men'. This is Aragorn, whothe Elves calEstel (‘Hope’ in
Sindarin Elven), and who is himself, although mortal, pesses of a distant Elven
ancestry (being a descendant of Earendil, sonrdfaidd Tuor). As if Tolkien wanted to
heighten this aspect even further, Aragorn will wieden, an Elf-maiden of high birth.
Although she will thereupochoosemortality and be granted the Doom of Death (not as
a curse but asgift), to pass on to their children as well, the rdiys upon which rests
the fate of men will through this union receive @merful infusion of the fantastic
principle. Clearly, Tolkien hoped that, thusly enbed, the fantastic principle would
survive the long untold ages. Ultimately, this idhaw Tolkien was most actively
searching for throughout his lifetime of storytefji— a way to reconnect the modern
disenchanted man to the fantastic enchantmentoinag made up the very fabric of

reality. He was searching for thest road

Westra lage wegas rehtas, nu isti sa wraitfHastraight road lay westward, now it

is bent.1#?

3.4. Religious Allegory?

The myth of the Lost Road most directly represehts intersection of Tolkien’s

religious and worldly views — those melding orig¢iaias that Benjamin respectively
dubs the eschatological and the naturali$fi®©bviously, the common denominator in
this equation is myth, the carrier of both the tbhgmal and the naturalistic pattern. It
must not be forgotten, however, that the frontfebath of these poles within Tolkien’s

myth is the fairytale. The fairytale nature of Tielks myth thus becomes its

141 Eg p. 110. Teasingly, Tolkien allows for the qualifiion of supernatural only “iuperis taken
merely as a superlative prefix.”

2HoMeVI, p. 43.
143 Benjamin,op. cit, p. 370.
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jurisprudence, effectively barring it from a complelunge into either direction. As
Lane reminds the reader, fairytales are “sometismstual, but never religious:*
Indeed, Tolkien’s search for the lost road (andltisé tales) is a specific search for the
Sacred, but only in the sense that it is a searcthe forgotten path to the Sacredh
Fantasy: the loste. bent road, the consequence of a ‘bent worlds Huite along these
lines that Tolkien’s ‘Faérie-myth’, although touogion implicit religious truths, never

fully becomes a religious account.

Theologically (if the term is not too grandiose)ragine the picture to be less
dissonant from what some (including myself) beliéwde the truth. But since |
have deliberately written a tale, which is built onout of certain ‘religious’
ideas, but isnot an allegory of them (or anything else), and doesmention
them overtly, still less preach them, | will notwaepart from that mode, and

venture on theological disquisition for which | @t fitted**®

However, certain tendencies in Tolkien criticisnvulge an eager propensity
toward steering the Saga into the direction of §lam allegory. While such a trend has
been more recently fostered by critics like Jodeparce and Brad Birzer, the idea itself
is not a new one. Surprisingly, one of the firaaggonents of such a reading of Tolkien
iIs none other than Humphrey Carpenter, Tolkientsgytapher, who argued in his 1985
study on children’s literatur&Secret Gardendhat Tolkien “created an alternative
religion.”*® While Carpenter does not include Tolkien in higci®t garden’ of
children’s literature (rightfully so, since Tolkisngarden is nojust for children), he
cannot help but use the book as a platform frontiwvto propose his own interpretation
of Tolkien’s work (one he explicitly denied himseff Tolkien’s biography published
not a decade earlier). Furthering his claim, Caigregoes on to assert that Tolkien
made “conscious efforts at religion-building,” tegidence for which he finds in the
“Christ-like character of Frodo Baggins” and theaicl that Tolkien's “avowed
purpose” was the creation of a mythology for Endl&¥ In a single stroke, Carpenter

thus promoted what would become two of the mosplgeentrenched yet equally

14 ane,op. cit, p 5.
1451 1211, p. 299.

146 carpenter, HumphreyBecret Gardens: A Study of the Golden Age of GhildrLiterature Faber &
Faber, London, 2012, p. 211.

147 Carpenterpp. cit, p. 212.
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misleading notions in the field of Tolkien intergagon: ‘religious/Christian allegory’
and ‘mythology for England’.

Yet, both claims seem to owe their origin rathethi® image of Tolkien the man
than Tolkien the storyteller. It is no secret thia¢ gaping hole in the mythological
system of England left Tolkien since his early dggarning to reconnect to that source,
the forgotten fantastic truth of old, even fantamsjzin his young adulthood about how
these ‘lost tales’ could be recreated. It is amdesser secret that Tolkien was a devout
Roman Catholic who profoundly revered the Truthtled Gospels. As a storyteller,
however, Tolkien possessed a deep aversion towkgbsecal renderings, especially
those that befell his own Saga, which he expresseehatedly*® Certainly, he could not
have seen his tale as a Christian allegory sirmewhich he sought to bring to life was
not the Christian thought that waalready given but a pre-Christian mythic
legendarium that was not! Tolkien himself vividlxpdains the urge underlying his

storytelling process in a letter written to Milt¥vialdman in 1951.:

| was from early days grieved by the poverty of omyn beloved country: it had no
stories of its own (bound up with its tongue and)saot of the quality that |
sought, and found (as an ingredient) in legendstluér lands. [...] Of course there
was and is all the Arthurian world, but powerfuliass, it [...] does not replace
what | felt to be missing. For one thing its ‘fagris too lavish, and fantastical,
incoherent and repetitive. For another and moreoitapt thing: it is involved in,
and explicitly contains the Christian religion. Fogasons which | will not

elaborate, that seems to me fafal.

Naturally, the fatality of the presence of Christi@ligion within Arthurian legend and
the reason why it does not replace that which Bolkelt to be “missing” lies in the fact

that it denies Arthur’s world all pre-Christian henticity. These legends simply cannot

148 For instance, writing to his publisher Stanley Umwhose son Rayner had just reBue Lord of the
Rings Tolkien warns: “[D]o not let Rayner suspect ‘Ajlery’. There is a ‘moral’, | suppose, in any tale
worth telling. But that is not the same thing. [.Of course, Allegory and Story converge, meeting
somewhere in Truth. So that the only perfectly &irsat allegory is real life; and the only fully
intelligible story is an allegory. And one findsiem in imperfect human ‘literature’, that the betted
more consistent an allegory is the more easilyiche read ‘just as a story’; and the better andemo
closely woven a story is the more easily can trsmseninded find allegory in it. But the two starttou
from opposite ends.’L{T 109, p. 140)

1491 7131, p. 167.
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be taken astories of old They explicitly owe their life to the storytelgeof thenew era
and thus have nothing to do with the primeval hehat could have been transferred
only by way of myth — the oldest form of storytedjiand thus the oldest form of art

(that fellowship of word and image, followed by ra)s

Clearly, it was not the Christian thought that Tetkventured to ‘recreate’ — since
it needed no recreation; it wadready thereand already told (and it most certainly
needed no allegory for those who, like Tolkiatready considered itrue). Instead,
Tolkien’s pursuit revolved around that “missingepe of belief that naturally included,
and as we shall see, even directly depended obithee, but the divine as it ‘could
have been known’ long before man knew Christ: andhrecorded supposed legendary
time when fairy-creatures were not a thing of legbuat ‘living realities’ existing in the
‘actual’ time of the fairy-world, whethey were the storytellergheir time, before they
‘faded’ into story and legend, and in the tireeen before- before the birth of any
storytellers (fairy or human), before the worlclfsat the very beginning of all things,
when the divine simplyvas — and when the divine createdl. Expounding in the
Waldman letter on his storytellinige. sub-creative urge, that passion which he found
had no biological function yet spoke from the dspththe being, Tolkien humbly puts
into words (even lastly claiming his entire endeatobe “absurd”) the vision that led

him into the quest for the once upon a time:

[A] passion of mineab initio was for myth (not allegory!) and for fairy-storynda
above all for heroic legend on the brink of faigyet and history [...] Do not laugh!
But once upon a time (my crest has long sincerfalldiad a mind to make a body
of more or less connected legend, ranging fromlahge and cosmogonic, to the
level of romantic fairy-story — the larger foundew the lesser in contact with the
earth, the lesser drawing splendour from the vaskdoths — which | could
dedicate simply to: to England; to my country. [l.wWould draw some of the great
tales in fullness, and leave many only placed m sbheme, and sketched. The
cycles should be linked to a majestic whole [...]dtirse, such an overweening
purpose did not develop all at once. The mereestawiere the thing. They arose in

my mind as ‘given’ things, and as they came, sdplyraso too the links grew [...]
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yet always | had the sense of recording what wasady ‘there’, somewhere: not
» 150

of ‘inventing’.
We can duly note that what Tolkien had set outdphg accomplished, however absurd
it may or may not seem. Although, sadly, he did Ina to see this “majestic whole”
fully brought to life, it stands before us ‘now’ranging from its cosmogonic myth and
its legendarium of chronologies, heroic epics amdances offhe Silmarillion across
its small-scale adventure dhe Hobbitand ultimately to its large-scale epic quest of
The Lord of the Rings existing “on the brink” or rathesn the bridgebetween fairy-

tale and history, fantasy and reality.

However, the storyteller leaves us with anothempbetriguing notion: that he
had not merely ‘invented’ this entire world, butdh@&cognized it as something that was
already there- it was there but it hadeverbeen ‘recorded’! Such a confession brings
to mind the verses fromlythopoeiaand Tolkien’s evocation of the legend-makers and
their rhymes that summon “things not found withiarded time*** It is understood
that these “things” are not to be written off asirety non-existing, and while they may
be unknown (or lost) to the existing records ofeithey are not concealed from time
altogether (or from the wandering mind). Quite naity, the mythopoeic formula
became Tolkien’s modus of unveiling and re-discmgerthese “things”, his own
rendering of the anciemoiesis— that which brings the story to life by means of
producingaletheia The notion of ‘invention’ thus receives a newdieg with Tolkien.
While on the level of discussing artistic creatimvention is certainly a valid and
logical choice of word, Tolkienian logic takes apetoward assumptions of a slightly
different kind. Just as Tolkien’s creation was actfan act ofub-creation(a mirroring
of the ultimate Work of Art in accordance with theeational pattern), so Tolkien’s
invention came closer to an embodimentawitastic recognitioninvention in this sense
is not aimed at the discovery or creation of ‘ndot can rather be interpreted as an
inspirational pursuit of an ‘old’ and universal Tmuone whose secrets were hidden in
the forgotten past of mankind, now accessible twylyntuition or, rather, Imagination.

Fantasy, thus, enables not only invention in tlassital sense, but also represents, on a

%01 7131, pp. 167-8.
BIMP, v. 92.
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rather more metaphysical note, the key to accesssngns that go deeper than what the
conscious mind can ‘actually’ remember. The imatijeadiscovery of these memories,

as Lane suggests, is a spiritual, rather thanioetsgprocess.

What was it that Tolkien imagined (discovered)?a&h, and incomplete, answer
would be that he imagined elves, or hobbits, oreottstuff of story’. However,
alongside Faérie dwellers, Tolkien also imagined ngrass, and trees. He imagined
good, and evil — and a ring. He imagined words aaches. He imagined histories,
legends and myths, love and loss, romance anddyage imagined a divine Creator.
Indeed, Tolkien imagined many things. Tolkien eireagined, or rather more precisely
re-imagined, Time. Consequently, he also re-imabiReality. Certainly, in the case of
Tolkien, such a qualification fits more naturalhah the claim that he re-invented the
past and thus re-constructed English mythology ughahese are nentirelywrong, at
least in some facets, they are incomplete to thiet @b being misleading. The play on
time that transpires in Tolkien’s world disclosesuaion of ancient and modern, the
creation of a passageway for the kindling sparkarafient formulae to ‘splinter’ into
our present reality unhindered, not as dead rdligsas living emanations of light
“illuminating Now and dark Hath-beer® past and present alike, “with light of suns as
yet by no man seert®® Ultimately, these emanations reveal a presence vioald
become essential to Tolkien’s work: the symbol ofht that persists within the
darkness, and in spite of it, even if diminishedh® point of being barely recognizable
(as in the case of Gollum); the light that cherssbl and sacred memories — old and
sacred truths. It was Verlyn Flieger in her momest&982 studplintered Lightvho
first drew attention to the importance of this npétar in Tolkien’s work and its
connection to the search for origins. The origin Tolkien is clearly the Divine, the
“single White” that is “splintered® through “Man, Sub-creator, the refracted light”

into “many hues*® As Man refracts the sacred light, he refractssiered truth, or at

152MP, v. 105.
153 MP, v. 106.
4MP, v. 62.
15MP, v. 61.
8 MP, v. 63.
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the very least carries the potential for truth ulwg in opting for the sub-creative

principle, rather than opting to walk with the “gressive apes-*’

The heart of Man is not compound of lies,
but draws some wisdom from the only Wise,

and still recalls Him..*®

Stories that Tolkien ‘discovered’ were the stotiest were yet to be told, certain
insights that were yet to be shared, and ultimatetytain truths that were yet to be
revealed. Clearly, they could not be revealed by ather existing means save
Imagination because they belong to something tlagtast, although the universality of
their foundations resurfaces throughout human exegt (told and forgotten). They
should not be reduced to the mere retelling oratlegorizing of the Christian pattern
(or sacred truth), which is alreadyown andtold (and thus quite sufficient to any
fidelis). These stories essentially seek to evogattern that they hava commonwith
Christian belief, the universal sacred pattern, clwhdraws from the Great Untold.
Tolkien’s fairy-story is a fresh perspective ontliruwhich by no means negates any
existing sacred truth, naturally, especially noti§ttan, nor does it claim to rise above
it or even imply it insufficient; the fairy-storysia companion to belief, a fellow
passenger, the yet unexplored vision field andyteuntoldpossibility This is what
allowed Tolkien, despite the implicit presence eftain religious ideas, to “say that all
this is ‘mythical’, and not any kind of new religioor vision.”*® Obviously, the
difference between the implications that arise ftbese possibilities is rather profound,

and must not be overlooked.

57MP, v. 1109.
18 MP, wv. 53-55.
159 T 211, p. 298.
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PART II: ONCE UPON A MYTH

Chapter 4: A QUESTION OF TIME

History often resembles ‘Myth’, because they

are both ultimately of the same stiiff.

In many respects, J. R. R. Tolkien was an ancigtthmaker born into a modern world.
He was a man highly driven by passion for philololifgrature and history, and these
defined him early on as a lover (and knower) ofcprity, its stories and languages.
Remembering his college days at Oxford where hendétd Tolkien’s lectures in Old
English, author John Mackintosh Stewart evokesirtiege of Tolkien the storyteller:
“He could turn a lecture room into a mead hall inich he was the bard and we were
the feasting listening guest$® However, the ‘real past’ was not enough for Taikie
although it was, admittedly, a step in the rightediion. In his 1972Master of Middle-
Earth, first book-length study on Tolkien (and one tha&pped out the ground for
serious critical approach to Tolkien’s work), P&udcher examines the cosmology of
Tolkien’s world, asking himself whether it is ouodd at an earlier time or one that
exists in a fantastic ‘Elsewhert? Notably, Kocher addressed this issue several years
prior to the publication ofThe Silmarillion and it is remarkable how much he
extrapolated based only on the cosmological hinksent inThe Lord of the Rings
Kocher opts for the first possibility, and he igtaaly right. Tolkien’s world is not
globed amidst an Elsewhéfé but an Elsewhen the fantastic/mythical past of

humankind, lost to memory.

Certainly, the riddle of the past was but a paraghuch bigger equation, yet it
proved powerful enough to initiate the buildingaofvorld from vision and the shaping

of an entire fantastic world. In turn, the createdrld would provide the stage for

10Fg p. 117.

161 Bjo, p. 138. Tolkien’s introductory lecture at the Imegng of the academic school year would usually
start with him exclaiming Mweet,” which the newly arrived students would often stakenly
understand to mean ‘Silence!’, while it was in fw opening oBeowulf which he would then go on
to recite.

162 Kocher, Paul H.Master of Middle-Earth: The Fiction of J. R. R. Kieh, Houghton Mifflin, Boston,
1972, p. 13.

183 Although it can be argued that as a Secondary dVitris in fact also an Elsewhere.
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Tolkien’s philosophical and theological questiomstbe relation between fantasy and
reality, art and creation, man and God. Simultasbout allowed Tolkien to examine
circumstances causing the human state of Falltzddture of evil, especially in terms
of lust for power and lust for immortality, whilearching for the antidote against the
shadow, inner and outer. Essentially, Tolkien irasblsacred patterns of old in pursuit
of a ‘point in memory’ distant enough to blur theundary between fantasy and history,
yet universal enough to resonate with truth witihi@ essence of the being. Thus, rather
than creating a parallel fictional reality, Tolkieffectively conjured and placed before
us a vision offantastic memoriesBenjamin notes that thehronicler is preserved “in
the storyteller,” albeit “in changed formi® Tolkien seems to have gladly welcomed
both roles, as well as the ‘change’ that transpingthin. The memories Tolkien
chronicled indeed touch on Real Time (and ‘reak’pasnly to mingle with Mythical
Time, en routeto the Beyond, and into the Time of Story (Othan@). In approaching
the Other Time, Tolkien touches on that which Bergelhe False Problem of Ugolino
identifies as the ‘ambiguoutime of artand parallels to that of hope or of oblivibh-

incidentally, both vital notions to Tolkien’s work.

| have, | suppose, constructed an imagirtane, but kept my feet on my own
mother-earth foplace.l prefer that to the contemporary mode of seekargate
globes in ‘space’. However curious, they are alang not lovable with the love
of blood-kin. Middle-earthis (by the way & if such a note is necessary) ngt m
own invention. It is a modernization or alteratidijew] E[nglish] Dictionary] ‘a
perversion’) of an old word for the inhabited woidd Men, theoikoumea:
middle because thought of vaguely as set amidsenieecling Seas and (in the
northern-imagination) between ice of the North ahe fire of the South.
O.Englishmiddan-geardmediaeval Emiddenerd, middle-erdviany reviewers

seem to assume that Middle-earth is another pfdhet!

It is our task to examine whether the time of Teitks world, and thus the Other Time
of Art, can also be the Time of Myth, that is, wiest Tolkien’s Elsewhen can truly be
mythical

164 Benjamin,op. cit, p. 370.
1% Borges, Jorge LuisSelected Non-Fictiongliot Weinberger ed., tr. Eliot Weinberger, EstAdlan &
Suzanne Jill Levine, Viking, New York, 1999, p. 279

1661 T 211, p. 299.
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As we have seen, Tolkien’s Saga effectively sugmsnyth in the “majestic
whole” of its imaginarium, but ibeginswith myth and as we will show, it is precisely
through the Saga’s myth that Tolkien’s world estdtds apattern from which it will
draw throughout its unraveling, in all its told ayet untold stories. Following the path
of Tolkien’s myth (in its two successive appearaneethe cosmogonic myth of the
creation of the world and the ensuing mythic legenohn of the world’s unraveling)
certainly requires examination of the ‘real’ mythithout the understanding of which
there can be no understanding of mythopoeia. Téed' ‘myth in itself, however, can be
viewed neither outside of its connection to histooy outside of its connection to story
— the first dictated by the understanding of tirmued the latter by the understanding of
truth in its relation to art and belief. It is thtiee ‘mythic position’ regarding time, and
Tolkien’s mythopoetic rendering of it, that will lmar entry point into the discovery of
why Tolkien chose precisely myth to place at théegaf the reader's mind, as the
guardian of the imagination and wielder of geeret fire

The relationship between myth and time, or to put & more extensive context,
the presence of myth within time, and the presefd¢ene within myth, their ‘intrusion’
into one another (never a violent one, yet quitéemin all its might) and their
cohesion, is a fairly intricate line. As the piflaof time support and uphold the
pervasiveness of myth, allowing it to expand ansigefrom thebeginningto us (our
standpoint here understandably being not only teaddaut also spatial, much in the
same way it is coincidentally philosophical and §ibgl), so does the delicate, virtually
invisible mythic apparatus with the turning of iteiniscule wheels conduct the
understanding of timeo ipso(or at the very least it did so for the anciennimand on
the levels of a cosmogonic myth such as is ‘told Twlkien (rather than ‘created’ or
‘imagined’, although all of these terms are morantlapplicable, once their meaning is
more profoundly understood, as reaching beyondicati craft which constrains
imagination within non-gratifying boundaries of dahood and reduces its claim on
truth — however ‘partial’ it may be), touches o anderstanding of the beginning, thus
origin (the beginning of the world, of space-and-time kHeginning of thought, word

and man), furthering it from the point of a merure into was is perceived past

76



Under Tolkien’s storytelling guidance, we are, eathhan going backwards in
time, making a direct leapto the beginning. Quite naturally so, since the stenel
takes us beyond ‘historical’ or ‘objective’ padthaugh it places itself “on the brink of
fairytale and history,” especially so with regardsthe beginning— which, broadly
speaking, in terms of myth, itself exists somewherethe brink of temporal and
extemporal plane, inner voice and time. By intradgcthe readers into the time
continuum of the story world, most notably tivae of creation Tolkien puts us at the
very moment of thereation of time In fact, Tolkien reveals three different stagés o
time: existence before the creation of the worldttkranspires amidst the great
“Timeless Halls,” the creation of the world thatnkethe beginning of Time itself, and
the awakening of Elves and Men upon the world thatks the beginning of History
(the fantastic Past). Thus, Tolkien’s cosmogonicrmant does not belong to the notion
of ‘duration’ that moves linearly within time — gimply exists within the limitless
stream Tolkien referred to as the “endlessness@f¥orld of Story.*®’ The entrance
into this world, Tolkien says, is possessive ofmaythical effect”, because it opens “a
door on Other Time, and if we pass through, thoogly for a moment, we stand
outside our own Time, outside Time itself, mayb®.Respective of this endless World,
which exists in Other Time from which Tolkien brdugis the world, and time, of his
Saga, and in accordance with its pattern, the w@dl time) llGvatar creates at the

beginning simplys:

‘Therefore | sayEdl Let these things Be! And | will send forth intlet Void the
Flame Imperishable, and it shall be at the heathefWorld, and the World shall
Be; and those of you that will may go down intd And suddenly the Ainur saw
afar off a light, as it were a cloud with a livihgart of flame; and they knew that
this was no vision only, but that lldvatar had madeew thing: E&, the World that
|S.l69

Naturally, we cannot (and do not) equate Tolkienighopoetic cosmogony to an
Aboriginal creational myth for instance, if nothie{se then for three reasons. For one,

Tolkien’s is a one-man myth; it does not represeoliective belief (although a

187FS p. 161.
18 Eg p. 129.
1895ijl, p. 21.

77



surprisingly large number of peopliecidedto believeTolkien’s story, for reasons we
shall inspect later on). Secondly, Tolkien hadlibaefit of hindsight in his rendering of
mythic past, given that he knowingly, deliberatelgd in a sensee-constructivelyfor
lack of a better word) believed his history intastence by effort of imagination (thus,
belief of another nature than the ‘belief in faot. reason). Lastly, because fairy-story,
or any story, although founded on a certain kindbefief, does not and cannot
represent, claim or rise to that highest form didbefaith, without which creational
myths would have no value to the ancient Man whd tbem and would benly
stories. In other words, stories do entail one kahbelief (which Tolkien referred to as
Secondary Belief), which they should not in alhi&gidity be denied, but they can never
be aCreda Not to say that the traditional man did not hithsearch for the sacred
pattern beyond his own time, also in a way delitedyaplacing himself into the
beginning ‘as if' it were a contemporary momentjsleffectively ‘traversing’ time and
creating, or rather calling upon, that sacr@meless moment’® a reconstructive

undertaking implied by Eliade’s notion of teeernal return

In imitating the exemplary acts of a god or of atlmyhero, or simply by
recounting their adventures, the man of an arcbagiety detaches himself from

profane timeandmagically re-enters the Great Tipée sacred tim&?

Indeed, Tolkien’s cosmogony calls for a similar dkefrom the profane
understanding of time and calls fomagicalentrance into the Time of Story (the Other
Time), just as its ‘existence’ (being tha} does not occupy ‘the real world’ subject to
the terror of ‘objective history’, which Tolkien fegred to as the Primary Plane of
existence, but another, the Secondary Pt&nhéhat which belongs to man's artistic
creationi.e. sub-creation, where man glimpses the eternal/ddouéh by mirroring the
work of the Creator, which for Tolkien was the esseof mythopoeia/mythopoetics. It
is ‘poetic’ or ‘story-like’ not in a usually fictioal sense, because fiction (in modern day

terms at least) essentially impliedi@, a fabrication; rather, itpoesisis art — man’s

70 This momentin its state of eternal and constant durationais detached from time altogether, in a
sense it is quite the opposite, it is temporallyn@resent: thus, instead of tinesswe should rather
say timefull.

"1 Eliade, Mircea:Myths, Dreams and Mysteries: the Encounter betw@entemporary Faiths and
Archaic Realitiestr. Philip Mairet, Harper Torchbooks, New Yofl967, p. 23, emphasis mine.

172 This is what enables us to consider it as anviHisecas well.
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sub-creational art that mirrors and calls upon thiamate work of art, the Art/Act of
Creation — in search of its Truth. And it is pretysthe truth all myths search for in
their own act of re-creation and divination of #ternal pattern (whether they find it or
not and to which extent, and whether art findsritnot and to which extent, is an
entirely different field, one we will not yet enteto) but, which is of greater relevance
in struggling with the notion of time, myths also dot refer to a historical pager se
for they too transcend Primary reality and delvie itihe sacred (the Great Time), that

which we ‘now’ see as mythic time or mythic past.

Certainly it is with deceptive ease that we migbmaude that ontological myths
simplyrefer to the past, or similarly, that eschatolagmythssimplyrefer to the future,
that their temporality is thus tangible or evendxctable i.e. straightforwardly ‘placed’
inside a ‘chronology’. In the case of eschatologmogths, the ultimate goal in terms of
future outcome stretches only one arm across tekl fof the historical fate of
civilization, while its other arm reaches beyond falpability of fact and into a far less
tangible field of the Absolute, transcending thenperal course entirely. Creational
myths for themselves, rather unequivocally dired¢taglards theoriginal, the very act
(moment) of creation, take us into Ur-Zeit, thedveftimei.e. sacred time, and though
it may seem that the temporality of this image xplieit, given that it is directly
connected to what is understood as a ‘physical méiméthe creation of the worlde.
physical beginning (in its many variations of there, according to various visions of
it), what must be considered is the fact that thage they communicate does not refer
only to a moment (acih time, but the moment (act) of tieeeation of time- the time
when time began. Eliade refers to this point astithe when the Sacred appeared and
established reality’® that is, a beginning of things when the Sacredhdishedall valid

patterns, including the temporal pattern itself.

Similarly, in Tolkien’s creational myth, Eru/llivat (thus, the Sacred) appears
and establishes reality. More to the point, in pnepounding of musical themes he
establishes the propeourse— as the Ainur sing before him he is “glad®. supportive
of the fact that through them “great beauty hasnbgakened into song.” Yet, once
discord arises due to the rebellious musical themélelkor (the mightiest of the

3 Eliade, MirceaMyth and Realitytr. Willard R. Trask, Harper & Row, New York, 136p. 6.
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Ainur) and disrupts théarmonyof the music llGvatar had propounded, he becomes
enraged:

In the midst of this strife, whereat the halls lofsatar shook and a tremor ran out
into the silences yet unmoved, llGvatar arose @ tiiine, and his face was terrible
to behold. Then he raised up both his hands, ammhéchord, deeper than the
Abyss, higher than the Firmament, piercing as idjiet lof the eye of llGvatar, the

Music ceased’*

4.1. Sacred Pattern

The appearance of the sacred (Eru/llavatar), aedpttopositioning of the ‘proper
course’ of things, establishd®e pattern of Tolkien’s world: accord and discptidat is,
that which is in accordance with the sacred, amd Which is not. As Tolkien himself
(as a storyteller or sub-creator) acted in accardamith the pattern of the World of
Story (since he believed, as a man, that the Wadrigtory itself mirrored.e. followed
the pattern of the ultimate Creator, God) so dassstory — his world — follow the
pattern set forth by the story-God llavatar. Thagtern will be most evidently present in
the events closest to its establishing, such asaiarally the very creation of Arda
(Earth), brought into physical existence out of/éitar's mind as the habitation of Elves
and Men (thus, the Children of llGvatar), a worldkib out of the Great Music of the

Ainur which llavatar accordingly calls their “mimstsy,”">

and the utterly differing
perceptions the rebellious Melkor and the otherufAihave of Arda itself and the
Children who are to inhabit it. Whilst Melkor “desd rather to subdue to his will both
Elves and Men, envying the gifts with which llivapaomised to endow them; and he
wished himself to have subject and servants, arlzbtoalled Lord, and to be a master

over other wills,*®

acting in utter discord with the will of llivatamishing himself to
be the Creator, the other Ainur faithfully followe pattern lldvatar had set forth “and

their hearts rejoiced in light, and their eyes beimg many colours were filled with

74 sil, p. 17.
15 5jl, p. 18.
176 5jl, p.19.
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gladness*’’ They do not grieve that they had no part in th&ingof the Children of
lltvatar who were “conceived by him alon€®What is more, precisely because of this
“when they beheld them, the more did they love thdming things other than
themselves, strange and free, wherein they samihe of llGvatar reflected anew, and
learned yet a little more of his wisdom, which othise had been hidden even from the

Ainur.”"®

This pattern will continue throughout the Sagadssbbviousform, transferred
onto the world of Elves, Men and other races (Dway\Hobbits, Orcs, Entsfc) not
all of whom will even be directly aware of llGvatapresence. The Elves will recount
the creation (indeed, their knowledge of it is op#yrtial) and of all the races they will
have the most direct contact with those Ainur wioide to inhabit Arda themselV&$
and take part in its physical shapifigYet, by the time the story reaches the Third Age,
the Valar will have withdrawn themselves from tlealkihgs of Elves and Men (llGvatar
himself never descends upon Arda), their land dinda will have been hidden from
sight and the main stage transferred to Middlekedrhus, the recounting of the Elder
days would chiefly rest upon Elven-lore and theings (as a memory of things past).
Some of the Hobbits will learn of it from the Elvaed Sam Gamgee will thus sing a
song toElbereth Gilthoniel(Varda of the Stars, a Vala whom the Elves holtighest
regard). However, the Ringbearer Frodo who inhéhnigsRing from his uncle Bilbo and
becomes (even reluctantly) entrusted with the tastaking it to the fires of Mount
Doom does not do so with Ilivatar’'s name on his.lipven so, it is clear that Frodo’s
path is in full accord with the sacred because phts @r the preservation of the God-
given order of things.e. fights for the preservation of the sacred, andugiioless
obviously,inherentlycarries out the sacred pattern. Much like theranisnbuilt sense
of morality in all human beings of the real worklh(inner weighing between accord

and discord), regardless of which God they beliayand even whether they believe in

Y7 bid, emphasis mine.

178 pid.
179 | pid.

180 Not all of the Ainur will descend upon Arda angannate as the Valar; some will chose to stay “with
llavatar beyond the confines of the Worl®iK p. 21).

181 Expectedly, Melkor will be amongst the first oftb® Ainur to inhabit Arda: “and he meddled in all
that was done, turning it if he might to his owrsides and purposesSil, p. 22).
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God per seor not (a man can carry out Christian values, tmtsern, without actually

believing in Christ).

The importance of the sacred pattern witldany mythology (or any other
methodos — path — of belief) cannot be overstabedause it is precisely the sacred
pattern that all myths strive to re-establish ang eecreation of these is also thus
considered sacred — hence the sanctity of ritmaledd, according to Barbara Sproul,
“ritual is the other half of the mythic statemefht?it is the conductor which enables a
transmission of that which exists in mythic real{nd consequently, mythic/sacred
time) into everyday reality (and consequently, eamporary time). Thus, as Sproul
concludes, “myths speak only of the absolute neaiituals ground it in the relative®®
One quite intriguing example of the ‘displacemeaftmythic time from the measurable
time calculus (thus, also of mythabsolutereality from the everydaselative reality),
which may prove a significant signpost on the pathunderstanding the riddle of
mythic temporality, is the belief of Australian Atigines (Eliade devoted a lot time
to the study of this phenomenon and in E. M. Melky’s Poetics of Mytht is given
equally great relevant¥) according to which the world was made in a spetime
continuum the natives caldlreamtimeor even more directly, simplpreaming Yet,
this time period is not a category that belongsht past but simultaneously refers to
past, present and futurieg. it is marked by perpetual duration, and as therigjnoes
believe, the world is therefoirntinually being maden the Dreaming With Tolkien,
we find a notion very similar to this one in the&dthat the Ainur arstill shaping the
world — physical creation is therefore not a fimii®cess®® and accordingly, the very

momenbf the beginning cannot be considered a tempofiaky point either:

182 Sproul, Barbara, CPrimal Myths: Creating the WorJdHarper & Row, San Francisco, 1979, p. 26.

'8 |bid.

184 See: Eliade, MirceaAustralian Religions Cornell University Press, Ithaca, 1973 & Melelins
Eleazar M.: The Poetics of Myth, tr. Guy Lanoue &e¥andre Sadetsky, Routlegde, New York &
London, 2000, pp. 1660.

185 Ainur themselves are not to be mistaken for cmsats such. Theghapethe world, or literally build
it, in a way sub-creating it physically, but thtreie Creation belongs to llGvatar alone. Just as the
harmony they ‘create’ is derived from the themesythregivenby llGvatar, it is not essentially of their
own making. It is in accordance with this that Bfer tells them: “each of you shall find contained
herein, amid the design that | set before youthalse things which tnay seenthat he himself devised
or added” §il, p. 18, emphasis mine).
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[Earthi.e. Arda, thus the tangible World] might seem a litifeéng to those [...]
who consider only the immeasurable vastness ofMbdd, which still the Ainur

are shapingand not the minute precision to which they stepthings thereirt®

As for the AboriginalDreaming the natives believe that this field is accessible
man in a twofold manner: by means of natural o@we of dream-visions, and by
means of ritual-induced visions which arise frora th-creations of the sacred pattern.
Drams thus, like rituals, function as conductorfoim ‘higher reality’, amagical
gateway into th®reaming Tolkien himself was not very fond of thiseof dreams as
artistic means of opening the gates to Other Time& to Faérie (World of Story),
because in a literary context (naturally this caraaply to the Aborigines since their
dreamstoryis not a literary but a literal one) dreams atemimisused to explain away
marvels. Such use (or rather misuse) in effect dthéeliberately the primal desire at
the heart of Faérie: the realisation, independérih® conceiving mind, of imagined
wonder.™®” The power of Faérie, according to Tolkien, resitethe power of making
effective (by means of willl) the visions of Fantd&® and in its dealing with these
“marvels” the World of Story does not tolerate dragme or machinery, such as dream,
which “would suggest figment or illusiort®® In the ‘real world’ dreams may bring us
closer to wonder and thus spur belief, but in g8tery world’ dreams have the opposite
effect — they ‘explain away’ and thus enforce digfeand the “moment disbelief

arises, the spell is broken; the magic, or rathiehas failed.**

In other words, although the dream-field of visisnn some respects quite akin to
the field of artistic vision, art is mongillful in its striving and thus effectively more
akin to ritual (the visions of which are also witduced) than to dream (the visions of
which are a natural consequence of the sleepind,mme might even say sleeping and
thus bypassed reason). Art willfully uses imagimatand fantasy to make that magical
leap from the everyday into the timeless (time-ftullend-less), from the relative into

the absolute. Myth and Art always went hand in hartiwas themeansthat brought

18 5ijl, p. 19, emphasis mine.
187FS, p. 116.
188 Eg p. 122.
189
FS p. 117.
190Fg p. 132.
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the myth into the world and without it, we wouldrtaenly not even know of many
myths today. Moreovetrue artitself seeks to recognize the sacred/absolutenpait
all its beauty and might. Can we not in all honesty that in essendrie art is ritual,
imagination its tool for conducting, that magicééline which connects man to the
absolute, the dreamlike medium which enables atngsion directly from the source?
Myths were, and still aréold asstories, because it was art that gave them shapeall
art tells stories (be it by means of image, souniétter — which is just another image in
itself). World of Story also strives toward that gl field of the absolute, and
precisely for that reason it is endless, and whikn application of the proper tools the
possibilities for the resurrection of its patteme also endless. Tolkien’s world is but
one possibility. We may like or dislike it, believa disbelieve it (one does not
necessarily imply the other), but it magically ‘stsi, available to be discovered and re-

discovered in all its beauty.

4.2. Active Imagination

Certainly not only Tolkien readers but all humarings (more or less reluctantly and
more or less knowingly) are the likely inhabitartk the World of Story, as our
imagination driven unconscious minds are intrigatebnnected to the source (since
mind cannot help butmaginejust as much as it cannot help dream). At the Siame,
myths, like stories -asstorie$® — are the lifeline that keeps us connected tafitether

or not any individual chooses to grasp this lifeliand apply the mental faculty of
imagining in order to enter the Beyond is ultimgt@lmatter of free will). This notion is
quite along the lines of the “almighty deposit atastral experience accumulated over
millions of years” which Sigmund Freud’'s renegadiscigle Carl Gustav Jung

identified as the “collective unconscious?

Although it may seerprima faciethat Tolkien and Jung had little in common, it is
precisely their understanding of myth, truth andagmation, and naturally the
correlation of these, that had them drinking frdre same source. What we can take

191 Although nevepnly stories!
192 Jung, Carl & Jaffé, Anielaviemories, Dreams, Reflectigngintage, Chicago, 1989, p. 105.

84



from Jung, as helpful to our quest, is effectivalyother modern day ‘use’ of myth
(hence revival — not an artificial one by meansho$pital tubes, but aactive one,
which he resorted to in his late years and incasal into his personairuth,
communicated through his biography). Of specifi®iiast is certainly a process Jung
expressed aactive imaginationJung postulated on this concept early on in &fg] it
quickly found its way into the psychoanalytical epgches of the day, as an instrument
of self-realization. Yet, it was not until the raetgublication of Jung’s ‘secret writings,’
The Red Bogk(pub. 2009), that the truly esoteric side of tiwion was exposed,
providing not just theory but an actual record lué fourney — a journey Tolkien also
took, taking the reader along — into imaginaticelit

In the years preceding his death, Jung took parthen writing of his own
biography, ascertain misgivings concerning his biographer haoh hwrite several
chapters himself. Some of the thoughts there egptes- including revisions of his
earlier understandings of myth — prove an invaleahs$ight into thenner workings of
the mythic apparatus, which are remarkably akithtse of Tolkien. Refuting some of
his own earlier conclusions, Jung now describedhmyas bridges between our
conscious thoughts and another “imperishable wbfdhat lay outside us (as opposed
to simply being a bridge between the conscious amcbnscious mind as he had
deemed beford*). According to Jung, such a world transcends theblscientifically
rendered laws of time and space — similarly, Tolkmtes that one of the primordial
human desires expressed both in myths and in &nyes is to survey theéepthsof
Time and Space. This imperishable world of Jundisught is an equivalent to
Tolkien’s endless World of Story, and accordingbtth (worlds, and authors), it is
precisely ‘stories’ i(fe. myths) one can bring back from this world as thé diving’

records of the mind’s (or the soul’s) journey thanel back again.

My life is the story of the self-realisation of thaconscious [...] Everything in the

unconscious seeks outward manifestations and tisemaity too desires to evolve

193 Jung,op. cit, p. 3.

194 Essentially, Jung’s general ‘equation’ (consciemsmyth —> unconscious) came to be reformulated as
conscious —> mytlas unconscious —> imperishable worl@f( Tolkien’s ‘Imperishable Flame’ at the
heart of the World). The first two categories im#duthe human mind,e. the subjective individual,
while the third component, outside of the humapresents the objective “wholeness of spirit” (Jung,
op. cit, p. 311 &passin).
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out of its unconscious state and to experienc# #sea whole [...] what we are to
our inward vision, and what man appears to be pebis aeternitatis, can only be
expressed by way of myth. Myth is more individualdaexpresses life more
precisely than does science. Science works witkequis of averages which are far
too general to do justice to the subjective varigtyan individual life. Thus it is

that | have now undertaken, in my 83rd year tortell personal myth. | can only
make direct statements, only “tell stories”. Whetbenot the stories are “true” is

not the problem. The only question is whether whell is my fable, my truti?®

These convictions are deeply resonant with thosd&atkien. Whatmay seemas a
specific ‘disdain of science’ that Tolkien fostered connection to the process of
explicating the deepest truth of our Being andrémeson he (like Jung) opted for the

form of myth, expression “by way of myth” (and by wafy story)-*°

, an undertaking

misconstrued by some of his more malevolent cfitias a certain detachment from the
real world, an abandonment of reason in favor of imaginafmesumably the same

might be said of Jung), can only be consid&fed mere misunderstanding of the
preferred (and actually quite logical) methodos afcientist and storyteller who, as he
says, “was an undergraduate before thought andriexpe revealed to me that these
were not divergent interests — opposite poles @nse and romance — but integrally

related.*®®

The truth of the matter is the very opposite — vegcpive in Tolkien a deep
presence of awareness, an awareness that enconhplasgealization that the truth of
(the) being is not to be put into the confining madle scientific correlatiode jour,
but must be viewed precisely as Jung putsub specie aeternitatishe endless time

continuum that defies gravity but continually puésathrough the living body of myth.

195 Jung,op. cit, p. 3.
1% Myth is not to be mistaken farstory. Rather, it ighe Story

197 Most notably these were Edmund Wilson, Raymond isvils and Fred Inglis. See: Curp. cit,
passim

19| view of the ‘disdain of Tolkien’ that certainmitics clearly fostered.
1991 7131, p. 167.
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4.3. Science, Reason, Progress

Certainly, it is of great relevance rightly to dsish that Tolkien’s attitude does not
negate sciencper seas much as it merely retracts framrtain scientific approaches.
This especially includes modernist/materialistieadings’ of science that were
prevalent in the day, “forced on students afteosthbecause of the desire to climb on
to the great band-waggon of Science (or at leati anlittle trailer in tow) and so
capture a little of the prestigaend money which ‘The Sovereignties and Powers and the
rulers of this world’ shower upon the Sacred Cow/dae writer, a scientist, has named

it) and its acolytes®® As Tolkien exclaims in his poeMythopoeia

I will not walk with your progressive apes,
erect and sapient. Before them gapes

the dark abyss to which their progress tends
if by God’s mercy progress ever ends,

and does not ceaselessly revolve the same
unfruitful course with changing of a name.

| will not tread your dusty path and flat,
denoting this and that by this and that,

your world immutable wherein no part

the little maker has with maker’s &ft

The “little maker”i.e. man, humble in relation to his own maker (God)psdart
he is not only a ‘productdf — but a successor and extension(mirror), uses art to
create not outside of the “maker’'s art” but withtn thus becoming what Tolkien
entitles the sub-creator. This idea of man’s subsian to the Creator forms the very
intersection of thevia positivaand thevia negativain relation to the sacred/divine,
traversed not only by Science but also Art, andatifely by Men in all their dealings
and designs. Should the ‘sub’ aspect be understesdstainment withirias opposed to
‘inferiority to’), an ultimately creative path cdre taken, with the full affirmation of

divine ‘superiority’ without the feeling of thus ing ‘lessened’ (hencejia positiva.

2001 T 290, p. 401.
21 MP, wv. 119-128.
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On the other hand, the view which merely connotes aspect asubordination
consequently breedeefusal towards the sensation of being subdued and ledsene
(henceyia negativa, and thus tends to moesvayfrom the divine, in terms of artificial

(as opposed to genuinely artistic) creativity anappess.

This ‘separation’ of paths is vividly revealed bwlKien precisely in llGvatar’s
propounding of music themes to the angelic-likeukiwhich we have already noted in
reference to the sacred pattern (acoesddiscord). In turn, this provides us with yet
another perspective on the application of the gipattern, as a specific separation of
paths, speaking to the universality of the image.sAme Ainur delight in llavatar’s
music, and with its acceptance themselves becom@dthwvers of the World, they are
essentially taking theia positiva and their shaping of the world is therefore gealyi
creative (although they armt the Creators, merely the ‘shapers’ the sub-Creators, a
role they fully relish in). Yet, as the ‘mightiestmong them refuses to do so in the
desire to become the Creator himself, he opts i®rodd and moves away from the
divine, and from all that which is in accordancethwthe divine — and thus the
separationis formed (we might also say, evil is born). Iriably, this embodies the
Fall.

But as the [lldvatar's] theme progressed, it cam ithe heart of Melkor to
interweave matters of his own imagining tiaagre not in accord with the theme of
llavatar, for he sought therein to increase the power oy @f the part assigned
to himself. To Melkor among the Ainur had been gitke greatest gifts of power
and knowledge, and he had a share in all the giftsis brethren. He had gone
often alone into the void places seeking the Inghatdle Flame; for desire grew
hot within himto bring into Being things of his owand it seemed to him that
llavatar took no thought for the Void, and he wapatient of its emptiness. Yet he
found not the Fire, for it is with llGvatar. Butibg alone he had begun to conceive
thoughts of his ownnlike those of his brethréff

Quite expectedly is Melkor/Morgoth to become thesfFiDark Lord and the
‘mentor’ of the Second, Sauroire. Lord of the Rings — central evils The Silmarillion

andThe Lord of the Ringsespectively (Sauron will also be true to thisrseuand will

292gj), p. 16, emphasis mine.
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not settle for being a disciple, offered repentaafter the confining of Melkor into the
Void he will merely feign it before the Valar, whisimultaneously plotting his own rise
to power). Moreover, therogressof Melkor's musical theme, which is essentially a
mererefusal of the theme IlGvatar propounds (clearly thus, tfee negativd, is not
genuinely creative, in the sense that it cannotigaty create anythingew It is a mere
repetition, albeit quitdoud (“loud, and vain, and endlessly repeaf8y’ of that which
was already sustained within the divine theme. Tredility to essentially create
anything new is not however connected to him al@weto any other follower of the
negative path) but to all. There is no creatingtlamg new, merely the shaping of the
Music, which was already givene. Created by God. The separation of paths thus
merely reflects either the acceptance of suches feliere ‘creativity’ is but recognition
and furthering of the harmony (thus the elusivepiraion) and acceptance of the role
of the conductoas medium, the transmitter of melody. Destructioftssrefusal, in the
desire to be the Grand Conductor of Mussthe wielder of the Rod of Creation (which
is inevitably futile, and while it may breed anggyon realization that one cannot ever
be the Creator, that still does not produce angtimew). Some artists have long ago
recognized that there is nothing new under the Rdmittedly some were more
grieved by this than others.

And thou, Melkor, shalt see that no theme may bgqa that hath not its uttermost
source in me, nor can any alter the music in mypiteesFor he that attempteth this
shall prove but mine instrument in the devisinghimgs more wonderful, which he

himself hath not imagined?

Science and Art, these opposite yet integrallyteelgoles, being representative
expressions of the opposite yet integrally relgtetes of the human mind, may start
from differing positions but both inevitably reathe same intersection. As the
materialistic Progress of Tolkien’s day (which hamtinued progressing into ours)
refused to sub-ordinate itself, and tried to snatoh Rod (“Yet he found not the
Fire"?%), it opted for thevia negativa— in this sense we could view these intersections

as thevia sub-creativalor that which ‘createswith-in “maker’s art” thus transmitting

233, p. 17.
245, pp. 17-18.
25 gjl, p. 16.
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and furthering it) and theia super-creativgthat which createwith-outit, in the “loud
and vain” effort tarise abovat (thus super-), consequently not genuinely beiregative
or artfull, but in itssupeficiality becomes artificial.e. Mechanical). Himself refusing
to walk with these “progressive apes” Tolkien atigrhimself instead with “those who
have for all their imperfections never finally badveeart and will to the world or the
evil spirit (in modern but not universalerms: mechanism, ‘scientific’ materialism.

Socialism ineither of its factions now at war)’®®

It must be understood that Tolkien — who oftenmrefé to himself primarily as a
scientist, naturally, since he was a philologistas noantagonistof science; quite the
contrary, natural science held full value in hisagmarium, present in its manifold
positiveaspects through a variety of characters and matide was merely the kind of
scientist (and the same kind of storyteller) whteddor thevia positiva/sub-creativian
terms of scientific (and artistichethodosand this path he wandered along celebrating

the footsteps (and the Music), and it is this geglguided the reader through as well.

Two instances in particular reveal this claim witlightful clarity, both taken
from his letters. In describing the character ofifBombadil, often considered the most
enigmatic character ofhe Lord of the RingsTolkien pronounces him “a particular
embodying of pure (real) natural science: the spirat desires knowledge of other
things, their history and natureecause they are ‘otheand wholly independent of the
enquiring mind, a spirit coeval with the rationalnoh and entirely unconcerned with
‘doing’ anything with the knowledge: Zoology and tBoy not Cattle-breeding or
Agriculture.””®” Now, a malevolent critic such as was for instaRoed Inglis, or his
own ‘mentor’ Raymond Williams (both of whose ‘reags of Tolkien’ Patrick Curry
ventured against so successfully in his own taekith the via negativaof Tolkien
208

criticism)*®® might derive from this that in his disregard ogét life"**® Tolkien also

2081 T 96, p. 125, emphasis mine.

2071 T 153, p. 208.

298 Curry, op. cit, pp. 87-93 (on Williams) & pp. 98-99 (on Inglis).

209 Using the words of Inglis himself, Curry aptly denstrates (without much necessary comment) what
critics of Inglis’ ilk effectively had in mind undehis much favored notion of ‘reality’ from whichey
felt Tolkien had so notoriously deviated. Thus,lisig“Real life’ is a purely rhetorical gesture fige of
course, signifying ‘what us left-Leavisite Grown-4Jpave, in our wisdom, decided is real” (Curop,
cit., p. 98)!
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had a ‘disdain’ of cattle-breeding and agriculturet critical abuse aside, even more to
this point is Tolkien’s rendering of the Elves:

The Elves represent, as it were, the artistic,hadist and purely scientific aspects
of the Humane nature raised to a higher level thactually seen in Men. That is:
they have a devoted love of the physical world, andesire to observe and
understand it for its own sake and as ‘other’ —asca reality derived from God in

the same degree as themselves — not as a maberisief or as a power-platforif.

Ironically then perhaps, Elves are more “Humaneihtlactual humans, quite like
the enigmatic character of Tom Bombadil, not beedngheir ignorance they have no
desire for knowledge, but because in their knowdetteey have a desire for love and
understanding of “the other” (it seems Tolkien ept@ted some of the postmodern
strivings in the embrace of this conceptithin divine creation where they exist and
‘create’ side by side with thether — nature and beings (in doing so they further the
sacred pattern as they themselves are loved by Aleur for being ‘other’). Their
desires are not utilitarian (for not all desires avil) but devotional; they do not seek
knowledge in order to gain power (for not all knedde isevil) but to uphold God-
given unity of the world. Thus, for the notion redjag Tolkien’s abandonment of
reason, nothing could be further away from thehtrithere is nothing more reasonable
then calling for Humanity (even if one does so tigto the voice of an EIf) and nothing

more real than the preservation of Life.

We shall thus conclude this digression on sciemceraason with another flicker
of light Tolkien provided in a footnote to the Waldn letter (we will find that many of

Tolkien’s truths were expressed in footnotes, tleesall footsteps on a great journey):

Light is such a primeval symbol in the nature & thniverse, that it can hardly be
analysed. The Light of Valinor (derived from lighgfore any fall) is the light of an
undivorced from reason, that sees things both stcatly (or philosophically) and

imaginatively (or subcreatively) and says that theygood — as beautiftif:

2101 17181, p. 254.
211 T 131, footnote on p. 170.
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4.4. Search for the Absolute

We have implicitly set before us the question whetinderstanding of myth belongs to
time (.e. to which extent is myth conditioned by time), avide versa whether

understanding of time in fact belongs to myth. Stameously, we have revealed one
point of union between myth and fairy-story (thergtas is presented to us through
Tolkien’'s Saga), that is, we have seen that bothWorld of Story and Myth in its

original form (specifically creational myth) trarsa every-day, thus historic, duration
and create (or rather sub-create) the gate intcerOfiime. In comparison to the
habitually linear perspective on time, both mythime and story-time belong to a field
of otherness. In the case of myth, this is mostally the Sacred Time, due to the
presence of faith, but Story Time is not entiregvoid of its own Sacred (and is thus
also possessive of a specific sort of sanctityyasire to discover). Yet, we are not fully
out of the dark of historical progress as it iscgely the notion of historic duration that
interferes with the understanding of mythic timedawe shall be bold enough to say,
even time in general. Myth and history themsehe=nsto be standing on completely
“opposing poles”, with history representing linei@mporal evolution (what is in

linguistic terms denoted by means of a diachromiacture) and myth the endless
temporal continuum of the state of becoming (syooiwr structure). Raman Selden
notes that history is situated along a linear aX#&s it traces the transience of
generations and institutions,” whereas myth magdesidered “the ultimate synchronic

structure because it is supposed to represeneameépattern 2

Thus, we must attempt to reconcile the broken bbetlveen mythic time as
‘other’ and ‘human’ time, or more specifically, thawarranted perception of its broken
state. Without such an attempt, there is no hopanoerstanding the essence of the
World of Story either, which is far lesanciful than is usually interpreted in modern
day, for one part, though not solely, owing to th@dernization’ of the notions that
make up ‘reality’, naturally including (if not betgen by) the shifting perception of
time. One process that contributed to this stat&fairs is the rendering of mythic time
as anexemporal oratemporal concept. What is usually implied by tmgerpretation

however, although insufficiently accentuated, &t tmythic time is in fact anhastorical

%12 5elden, Ramartinguistic Literary TheoriesHarcourt and Brace, New York, 1990, p. 119.
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concept withdrawn merely from the actual histodaration’ and ‘placement’ inside of

the course of events we consider reality. This Isubifference is of course highly

relevant, because without it, not only is myth dgpd from time (and thus the world!)
altogether, but the entire notion of time is redlte its historical duration. We must
keep in mind however that time was not always peeckas such — as linear history —
and that this outlook is in fact a fairly ‘modeimre, we might even say ‘industrialized’
(mechanical?), subject to the ideas that were lvoog by the flourishing of the

industrial age, not only through its calendars atwtks that neatly categorized time
(artificial?), but its overall deterministic attdas, progressinginto that even more

modernized capitalistic dictum that time is mongyperficial?).

What these undercurrents to the human mind esHgniEtiated was a
quantitative view of time, virtually sacrificing ¢hqualitative perspective in full (one
might argue that the traditional man’s perspeciigs not purely qualitative either, but
it certainly came closer to it, or at the very teasearched for it). This difference
between quality and quantity in reference to tines\artfully expounded on by Henri
Bergson in his 1889 dissertatidiime and Free Will: An Essay on the Immediate Data
of Consciousness defense of free will in response to the phiidgoof Immanuel Kant
(and his assertion that free will was only posstléside of time and space). Deeming
that the confusion regarding the notion of fred yatiginating in the polemics between
the determinists and their opponents) rested itseld “previous confusion of duration
with extensity, of succession with simultaneity, qpfality with quantity,®** Bergson
posited a theory of duration, not onlytofie but of consciousnessntroducing the idea
of “pure duration” which countered the quantitataygoroach to time and the dissection
of human experience into a series of solitary bitsl fragments. Bergson contends,
“pure duration is wholly qualitative” and “cannot bmeasured unless symbolically

represented in spacé&”

Thus, Bergson’s pure duration is a cergagmpetuum mobil¢hat does not denote
immobility; on the contrary, it represents a peupéstate of mobility, which may slow
down to the point where geemsimmobile, but never actually reaches a halt. This

213 Bergson, HenriTime and Free Will: An Essay on the Immediate DaftaConsciousnessr. F. L.
Pogson, Macmillan, New York, 1910, p. xxiv.

214 Bergson, 1910, p. 104.
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means that pure duration does not designate adasedtate but the very opposite,
precisely that which we have (admittedly, rathekwaardly) dubbed time-full: that
which does not move linearly but simply is, theredcmoment of eternal and constant
duration; that which Tolkien (with more skill) deethan endless stream that belongs to
the World of Story; and precisely thateamtimewhich in the belief of the Aborigines
simultaneously refers to past, present and fuitgethe state of perpetual duration in
which the world is continually being made. All dfese have nothing to do with the
quantity of time for they do not belong to the tela (remember Sproul’s explanation)

but to the absolute.

It is precisely the notions of the absolute and rilative that Bergson himself
continued to develop, most notably through his 1%33%ayAn Introduction to
Metaphysics which introduces several intriguing concepts vatg¢ to our quest, in
reference to the view of duration and perhaps quiexpectedly — imagination. The
essay is (more expectedly) yet another rebutt&lanit, specifically his assertion made
in theCritique of Pure Reasothat due to the limits of reason man can nevdy fulasp
the absolute.e.that we can only know the world asajppearsto us, and never asigin
itself. (If understanding of myth as the search tue absolute depended merely on
man’s limited reason as proposed by Kant, it woulnst certainly be doomed to fail.)
However, Bergson argues that the fallacy of th&soming was in the attempt to apply
the process of practical analysis to the knowledféhe absolute, since analysis (in
itself) implies movinground the object of knowledge, thus stopping at thetiada
(since it ultimately depends on the point of viewd &ymbols which are used to express
it), whereas the quest for the knowledge of theokibs, and of any object we try to
understandn itself, requires that wenterinto it i.e. observe it fronwithin (inside its
Duration). Entrance into the World of Story simlijacalls for temporary abandonment
of practical logical reasoning (the matter-of-fapproach) and adoption of the ‘logic of

the story’ instead (if we wanted we could calh tmatter-of-story approach).

This process of enteringto duration yet again calls to mind Eliade’s ideahsd
eternal return and the traditional man’s entramte the beginning as if it were a
contemporary moment, the calling upon of the saceedbsolute origin through the re-

application of the sacred pattern, quite like Tefks storytelling leajnto the beginning
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which has nothing to do with “recorded tim&"yet nevertheless establishes a pattern
which can be traced to the World of Story. Moreowdnen Bergson exclaims that the
state, taken in itself, is a “perpetual becomift§,ive cannot help but relate this notion
to the Aboriginal idea of the continual making dfetworld in theDreaming or
Tolkien’s Arda which the Ainur are still shaping.okéover, Bergson proposes that in
order to attain knowledge of the absolute one marsbunce the devices of the practical
mind and revert to the means of attaining knowleitigeughintuition . His ‘equation’
can thus be summarized redative via analysis equals absolute via intuitidmalytical
reasoning, Bergson argues, pertains to the saestibpe of practical knowledge, the
validity of which cannot and should not be deniedself, yet he feels that its pursuit of
“practically useful result$*’ is inevitably doomed to fail in the attempt to ¢omstruct
the living reality with stiff and ready-made conteff*® Certainly, this is evocative of
both Tolkien and Jung, and their inclination topeisse with analytical vivisection and
scientific averages. Seeing how the pursuit ofgreetical and the useful was actually
representative of thenatural inclination of the human mind, Bergson therefore
proclaims it necessary to transcend this confinértinan effort ofimagination,”?*°
since, as he posit&to philosophize is to invert the habitual directiof the work of
thought.”?® This must not be reduced to that attempt whichki€al looked not so
kindly upon in reference to the World of Story, étlwilling suspension of disbelief,”

rather thewilling induction of imagination

According to Bergson, to attain the absolute meejgcting “all translations in
order to possess the origin&® and he identifies this quest as the main goat e
empiricism and, accordinglftrue metaphysicsthe methodos of which can never be
analysis but intuition — the process of insertioto itheduration of things (mobilityvs
immobility) by means of imagination. This, Bergsdaims, implies “a laborious, and

even painful, effort to remount the natural slogeh® work of thought, in order to

25MP, v. 92.

1% Bergson, Henriintroduction to Metaphysicdr. T. E. Hulme, Hackett Publishing, London, 19p2
44,

217 Bergson, 1912, p. 82.

218 Bergson, 1912, p. 68.

#19Bergson, 1912, p. 3, emphasis mine.
220 Bergson, 1912, p. 71.

21 Bergson, 1912, p. 7.
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place oneself directly, by a kind of intellectuabansion, within the thing studied: in
short, a passage from reality to concepts and ngeiofrom concepts to reality®? A

laborious effort so many of Tolkien’s critics sadigver accomplished.

Admittedly, Bergson does not apply either of hisedhes (duration and
intuition/imagination) to myth, and naturally evisss so to the possibility of a literary
cosmogony such as is that of Tolkien, his quesabisve all philosophical, yet the
opportunities his insights provide are unmistakaiflgreat value. If myth (dbeliefin
general) is seen as a quest for the absolatdfor the sacred as the absolute, and
essentially itis precisely this, then the time to which myth refems be understood as a
temporal emanation of the sacred/absolute, chaizete by ‘pure’ duration, or as
Donald Sutherland perhaps more comprehensivelys dallthe absolute past®
Understood as such, myth in itself should be vieag@n intuitive attempt at grasping
the world and the sacred/absolute which defineanid, the role imagination plays in this
process moves from an arbitrary flight of fancyointalid means of attaining
knowledge. Thus, it becomes increasingly evideat the methodos of understanding
both Myth and the World of Story must not be cladidey quantity and praxis but

illuminated by intuition and imagination.

By introducing the reader directly into durationta the imaginary beginning of
time, and thus opening the gates of Other Timeareeeffectively presented with an
imaginary absolute and Tolkien’s entire cosmogonly evrectly depend on this one
moment of creation. It will set into time, and imwotion, the entire imaginarium of
story; it will claim this point as the source arek tWorld of Story will thus grant its
pattern, to which all the characters of the Sagh lwelong, whether they uphold or
oppose it in their dealings, and like in the ca$eElade’s metahistorical meaning
inherent in the sacred pattern of myth, every widiniw Tolkien’s Saga and evemner
battle of its characters will mirror the sacred pattend achearse the struggle between

good and evil (accord and discord).

Specifically in the establishing of this imaginasgcred pattern, Tolkien’s Saga

comes closest to actual myth, because it makemidasi albeit artistic, claim to the

222 Bergson, 1912, p. 47.
22 gytherland, Donald: “Time on our Hands,Yale French StudiefNo. 10, 1952, p. 7.
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absolute. At the same time, its imagination-basexthod of achieving it does not
deviate that much from that of myth, in the seris® tyths too required both their
tellers and their listeners to apply that same alefatulty in order to grasp something
‘greater’ — which most certainly does not mean naply that myths are merely
imaginary constructions (it would be easiest tomyntlaim all myths to be imaginative
fabrications and assign Tolkien’s Saga to thedfshonsense, depriving one of belief
and other of worth, but this is simply not trueyt lstands to show that mythical
reasoning tends towards knowing things in themseltteus knowing the absolute in
itself, a process as metaphysical as it is metsd. Within Tolkien’s fantastical
world, the entire process beconmstamythical

97



Chapter 5: A QUESTION OF TRUTH

I think that fairy story has its own mode of
reflecting ‘truth’, different from allegory, or (stained) satire,

or 'realism’, and in some ways more powefffil.

With some of the questions we have raised in tlevipus Chapter (hopefully, the
answers we have received as well), we have alreagshed on the implicit, at times
also explicit, presence of truth within myth (oraag rather the correlation of the two),
on the one hand in portraying the purpose of mgtlara attempt to know the absolute
and thus in the seeing of myth as a specific gieeghe truth (of God and the world),
and on the other, which we have insofar only glietbget which arises from the first,
in recognizing that myth, as that manner of belbfch amounts to faith, rests on the
foundation of truth (even if the given belief isspumably erroneous that nonetheless

implies the necessity for that which is believedand felt, to be considered true).

Naturally, there can be no discussing the validitymythopoetic structure if its
cornerstone — myth — is not understood as valitself. This does not imply that we are
to force validity upon it merely for the defensemythopoetic ‘reasoning’ and to suit
our own purposes (sadly, defenses often amounhig) but it does entail that we
attempt to recognize what it is about myth thateohad the great C. S. Lewis exclaim
that all myths are liegbefore he came to consid€hristianity asa true myth and
consequently drove his friend Tolkien to championrhyth so ardently anid verse®®®
through a poem that can easily be considered theifesa of mythopoesis and
simultaneously a declaration of fellowship with imytve shall refrain from calling it a
defense), perhaps even themmataof Tolkien’s poetics. The poeiMythopoeiais the
myth-making seed that will live and grow throughthg entire Saga, which as we have
already noted does not consist solely of myth likatin the case of mythopoetics itself,
claims myth as its cornerstone. We say that thenpoan ‘perhaps’ be taken as the
sublimation of Tolkien’s poetics only because hasa/On Fairy-Storiescomes equally
close to the core of things and because fairy-gtegjf (naturally, as understood by the

2241 7181, p. 252.
2% 3eeBio, pp. 150-152.

98



storyteller himself, not analogous with faitate) can envelop the full scope of
Tolkien’s world with more ease (not more truth).

Myth, as the initiator of the pattern within Tolkis Saga, primarily belongs to the
cosmogony of the beginning, and it lives in its mosadulterated form in the tales
Ainulindalé (The Music of the Ainur) and/alaquenta(Of the Valar), both directly
dealing with the sacred, given from the perspectivéhe sacred. On the other hand,
Quenta Silmarillion(The History of the Silmarils), in its dealing Wwithe ‘world’
created ‘by’ the sacred, thus given from the parspe of the ‘world’ (that is, from the
perspective of the beings who inhabit the worlditras point chiefly Elves) or, as
Tolkien puts it, “the world as we perceive it, lmftcourse transfigured in still a half-
mythical mode: that is it deals with rational incate creatures of more or less
comparable stature with our owff® takes one step further into the ages and is more
akin to a mythic and phantasmagoric legendarium thae myth (from our ‘modern’
perspective, legends are indeed one step closes tban mythic cosmogonies). This
becomes even more apparenflTime HobbitandThe Lord of the Ringsvhich in their
own right give life to the epic — the heroic quadt/enture (in the case ®he Lord of
the Ringsalso epic romance). This is precisely why Tolki¢eimas The Hobbit(which
occupies the middle place in the story sequencégtthe Saga’s “mode of descent to
earth, and merging into ‘history™* — because at this point the story makes the leap
from the mythic (cosmogony and legend) into thaiclwhs ‘closest’ to us, the epic
adventure and the fairy-story which approaches ftgy-tale (in terms of literary
development the fairy-tale is certainly the ‘yousijéorm of storytelling, preceded by
the heroic epic), focusing ihe Hobbiton the adventure of a single hero and'ire
Lord of the Ring®n the adventure of a fellowship of heroes. Initaald as implied by
Tolkien’s remark, at this point the story movesnirdéhe perspective of Elves to the
perspective of Men (and Hobbits, who are essentldtle men — which is not to be
taken derogatory). In this sense, the life of mytthin the story indeed becomes more
earthly, and myth, instead dfeingthe reality itself starts beirigeated byreality — the
shift from the sacred to the world — and we cageze that it receives much the same

treatment it has in our day: some recount the mutile others forget or never even

2261 7131, p. 1609.
2271 7131, p. 168.
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learn of it (as mentioned, the Hobbits have no Kedge of the Elder days, and we can
assume that the disfigured Orcs for instance siropir no more recollection of it, quite
like the creature Gollum), some relish its beautylevothers remain unaffected by it
(like in the case of Sam who ‘discovers’ the beanityhe Elder days through Elven
songs, unlike for instance Grima Wormtongue, thenselor of the crazed Steward of
Gondor whom we never find bothering with such nadlp some believe it while others
neglect or simply dismiss it (during the Second ARpiron manages to persuade the
Numenoreans that none of what the Valar have redet them is true, which leads
some of them into rebellion and causes their dollvafavhile Sauron himself naturally
does believe it, in fact evdmowsit to be true, yet in his ambition he merely pags
heed to it), and lastly but most pervasively,pattern isthere inherently present in all

beings — yet some are aware of it while othershate

Following the life of myth, we have thus reachedawis perhaps the most
difficult task in our quest, and what is perhape thost difficult quest in life: the
guestion of truth. Deeply entangled within this sfien are matters of belief and
matters of art, thus matters of story and stonyigllHow are we to accept myth as a
fairy-story (or even only as a story, or even oadyart) without denying it the truth
inherent in belief? How are we to accept myth asligious and moral belief directed
towards the absolute without recognizing it asaysts well? For Tolkien, both the
myth and the fairy-story were undeniably art, yetyt simultaneously expressed belief
and were thus possessive of the truth. To makeersaith a way more complicated,
Tolkien believedthe Christiammythto be thegreatestrairy-story of them all??® If these
considerations were to come from the pen of anotveewould easily classify them
either as a lack of religious belief and utter dssal of its truth (reduction to some idle
imaginary nonsense), or at the very best, an aliegjanterpretation of it. Yet coming
from Tolkien, who — as is very well known — expe$these considerations from the
perspective of the highest belief belonging to aaraffaith, and who — as is equally
well known — by no means ventured to reduce Chngy (or myth) to an allegory (if
we can ‘accuse’ Tolkien of ever having a ‘disdah’anything, it would have to be the
use of allegory as a measure of truth reductionidimy attitude must neither be

understood as an attempt to reduce Christianitymayith @s myth) to what isonly a

> Seell T 89, pp. 115-116 &S, pp. 155-156.
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story, nor an effort to negate the Truth inherantaith, quite the contrary, it serves to

accentuate and strengthen the bond between relagidrstory (also, belief and story),

religion and truth and ultimately — truth and dftwe are to come to an understanding
over that bond which embraces all of these notiaesmust observe the life of myth

within the complex field of religion and belief, floee we can understand it as story that
is notonly a story and thus traverse with it into the fielcad and Faérie.

5.1. True Story

We can observe that various mythological systersergmlly make record of (we might
even say verify) man’s communication with the wodcbund him (the other): an
interaction that forms the basis for the interpietaof reality. From this perspective,
myths can be seen as records about the world, oe bhoadly (paradoxically, at the
same time more precisely), records about life. Tdreyrepresentations, narratives of the
answers man received to his questions about hirasdlthe other, the worllitsidethe
being. It is man’snner being however that poses these questions andralsgives’
and ‘perceives’ the answers — ultimately it is iheer being thatarrates them,
precisely the reason Jung deemed myths to be fggossible expressions of our inner
lives. As religious structures, or early structuoédeliefi.e. the faith of old they are
the answers to questions about God (used herergallyeand not meant to impiynly
the God of Christianity; in this sense, the notodrGod fundamentally coincides with
the Sacred and the Divine and naturally the AbspluAat the same time, they entail the
very understanding of said answers, received asqgbahe communication with the
world, much in the same way belief systems (stitgsent in our day are founded on
respective answers about (the faithful would absp-sby) God. Any one belief is really
one answerand faith requires the believer teel that answer (as both intuitive and
logical endeavor). Admittedly this answer had wvasioforms throughout man’s
existence and was (and still is) understood diffdyeby different peoples throughout
different times and places. We can trace filistuation (rather than evolution) in terms
of man’s understanding (imagining) of theppearanceof God both from the
perspective of shape — according to which His faras taken to be that of nature itself,
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of spirit, animal and eventually human — and fréma perspective of extent — according
to which it was understood either as plurality orgslarity of being. The matter of
these seemingly opposing perspectives, most ohyiahe latter (monotheistiwvs.
polytheistici.e. unimorphicvs. polymorphic), but equally the first (if we were ieduce

it to a single binary it would essentially come daote anthropomorphic/anthropocentric
vs. ‘the other’) calls that we yet again bring HenrerBson to the table and his
understanding of these ‘antinomies’ which once hadhanuel Kant declare them
‘evidence’ of human impotence at understandingatbeolute in terms of both God and
the world (the fact that human mind ended caughtirupone’ or ‘the other was
according to his reasoning a logical paradox ang tbroof of the inability of ever
attaining the absolute). Bergson’s main claim —iragais that the problem was in the
very application of logical.e. analyticali.e. practical reasoning to something that

surpasses that scope. His answer — again — isiomtui

There is hardly any concrete reality which canre@bbserved from two opposing
standpoints, which cannot consequently be subsuuraeter two antagonistic

concepts. Hence a thesis and an antithesis whicangleavor in vain to reconcile
logically, for the very simple reason that it ispaossible, with concepts and
observations taken from outside points of viewmtake a thing. But from the

object, seized by intuition, we pass easily in mamages to the two contrary
concepts; and as in that way thesis and antiticaside seen to spring from reality,
we grasp at the same time how it is that the tveoapposed and how they are

reconciled?®®

Or, to move matters from the point of interpretatemd assume the perspective of
faith, which is also intuitive in essence: God (fesolute) spoke to man (answered
man’s questions) in varying forms throughout therld/dincluding both time and
place), always placing a little more of Himselfarthe answer (adding to tip@ssibility
of absolute truth in a relative world), and in tkisnse Christianity and Islam are the
most recent answers. (In terms of Christianity,eontan was able to comprehend the
meaning of the Great Sacrifice, God spoke throlghMiracle of Resurrection — He
answered through the Savior.) Thus even if mytlmiderstood as an early/ancient form

of the answer, its question does not belong tgptst at all, it is a questiaontinually

2% Bergson, 1912, p. 39.

102



being askedregardless of the potentially differing (fluctugf) form. Religion and
myth answer the sanmendlessquestion, and this is what brings Christianity amgth
together, what they hawe common This is why Tolkien speaks of ti@&hristian myth
with so much ease, because he recognizes thisnfugtbin the same endless stream,
the field belonging to the Absolute and thus quedifoy pure duration. His attitude is
that mythology and religion should not be separagdhey have been so frequently,
“through a labyrinth of error,” since mythology el glimpses “something higher”

and that is precisely “Divinity [...] in fact, relign.”?*°

Ultimately, whether we are dealing with cosmogomigthsi.e. accounts of the
Creation of the world, or the consequent action&of/gods and adventures of heroes
(men or demigods as mirror images of God/gods)bcated for their divine qualities
(whether heroes are actual descendants of God/gous,thus directly of divine
character, or merely display those virtues that eweelebrated and upheld as
characteristic of the divine, again either by beagtual divine attributes or merely traits
gualified as ‘good’ and ‘desirable’ through andthg divine power as that which is in
accordance with the divine), all myths essentialtyail records (answers) about God.
Eschatological myths, which carry the vision of #red of days, are no exception. In
other words, myths either refer to tBeurcedirectly: by recounting the first appearance
of God and thus the point of origin as the act sthblishing reality and of the sacred
pattern, or indirectly: by referring to that whighderived from the Source, that is by
dealing with the application of the sacred patigithin the world and the images of its
reflection within the beings that reside in it —turally, especially beings such as
demigods or heroes possessive of divine qualitiesesthese are most obvious
representations of the pattern (as the pattermuged so the interest wanes, since the
purpose of myth is to revive the pattem bring man closer to the Source). Visions of
the end of days are renditions of the Return tdStbwerce, so they effectively ‘return’ to
the first category of direct dealing with the SakB8ource. The same cydbeststhrough
the Christian faith: from the Creation to the Apgpae, from the Source and back into
it (the journey there and back again). What separ#titem, however, is the obvious
presence of fantasy in mythology (admittedly lessin creational myths), not only, for

instance, the very existence of demigods, but tttempassing of all those fantastical

20Fg p. 124.
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elements and creatures that belong to one kinceliéfand one kind of marvel but do
not amount to the reality of faith or miracle. Aetsame time, fantasy is precisely what
brings fairy-story and mythopoetics close to mytigyl (also that which disables

Tolkien’s Saga to be a Christian allegory eveniiiended to be one).

Within Tolkien’s world we find a plethora of formend answers that were once
present in ancient man’s myths, some more fantdghan others, yet reflected through
a unifying pattern which is both derived from theu&e and returning into it (the
closest to the Truth any Art can perhaps reachiy akenglimpsedin the visions of the

‘end of days’ which are present in the S&gan the beginning

Never since have the Ainur made any music likehis music, though it has been
said that a greater still shall be made beforealiawvby the choirs of the Ainur and
the Children of lluvatar after the end of days. liee themes of Iluvatar shall be
played aright, and take Being in the moment ofrtitierance, for all shall then
understand fully his intent in their part, and eabhll know the comprehension of

each, and lluvatar shall give to their thoughtssieret fire, being well pleaséd.

Eru’s intentions are thus never mafidly explicit, and no being hasomplete
grasp over them, and to those who standccord with the sacred pattethis is the
origin of love for all other things, for each ‘otheepresentation/mirror/embodiment of

His thought carries with it one part of the message part of the answer.

At bidding of a Will, to which we bend

(and must), but only dimly apprehend,

great processes march on, as Time unrolls

from dark beginnings to uncertain goals;

and as on page o’er-written without clue,

with script and limning packed of various hue,

an endless multitude of forms appeatr,

some grim, some frail, some beautiful, some queer,

each alien, except as kin from one
remote Origo, gnat, man, stone, and sun.

God made the petreous rocks, the arboreal trees,

21gjl, p. 16.
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tellurian earth, and stellar stars, and these
homuncular men, who walk upon the ground

with nerves that tingle touched by light and sound.
The movements of the sea, the wind in boughs,
green grass, the large slow oddity of cows,
thunder and lightning, birds that wheel and cry,
slime crawling up from mud to live and die,

these each are duly registered and print

the brain’s contortions with a separate difit

The fusion of possible answers (and those so fasidered impossible — they
were there but have not been yet been recordetthetone question continually being
asked, and the encompassing of their manifold pisigis is made very apparent by
Tolkien’s acceptanceof universal elements of old, the most prominegiht the motif
of the Fall, yet expressed (recorded) as somethaw Multiple possibilities of the
theme of the fall will reappear throughout the Satgiving from the cosmogonic fall
of Melkor, the first falli.e. moment of the separation and the first step tosversicord —
rebellion against God. As we have suggested, shike moment of the establishing of
the pattern of accords. discord, or the first division of paths toward aaaay from
God (ia positivaandvia negativd. Fall is a natural consequence of the rebelljpath
of discord yia negativa which will be confirmed through the repetitionifroring) of
the cosmogonic Fall by all subsequent ‘discordshia story, collective and individual
(collective: fall of Elves in Valinor, fall of Numm®reans; individual: fall of Boromir
who tries to take the Ring from Frodo, fall of tiizard Saruman who allies with
Sauron, naturally the fall of Sauron himsett).

In the cosmogony there is a fall: a fall of Angele should say. Though quite
different in form, of course, to that of Christiamyth. These tales are 'new’, they
are not directly derived from other myths and letgerbut they must inevitably
contain a large measure of ancient wide-spreadve®ibr elements. After all, |
believe that legends and myths are largely madérath’, and indeed present
aspects of it that can only be received in this en@hd long ago certain truths and

modes of this kind were discovered and must alwegppear. There cannot be any

BZ\MP, wv. 9-28.
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‘story’ without a fall — all stories are ultimateBbout the fall — at least not for

human minds as we know them and have tFém.

Yet, though it may be that the most obvious paraiéa be drawn between the
Fall of the Ainur and the Christian Fall of Angel§plkien rather speaks of the
universality of this principle within the human rdinbecause the division between
accord and discord belongs precisely to those fiable elements’ of truths recognized
long ago. Their reappearance is thus also ineetablbecause the pattern itself is
inevitable — and the possibilities of their expressare manifold. Similarly, the parallel
between the Ainur themselves and the Angels of Siihnity is one possibility but
Tolkien provides us with another one as well, bhnggChristian belief and pre-
Christian myth into fusion, yet againimplicitly. Indeed, the Ainur can be understood
as angelic beings, bus the Valay they are more akin to the gods of the pagan
pantheons. As the Valar they appear in incarnaten fand their mode of transition
(descent to Earth) is further accentuated by tbaithly names, which are in fact those
given to them by the Elves who reside in Valinolvés in Middle-Earth will yet again
call them by different names, and Men will also é#weir own renditions of them). The
name of the God llGvatar is also the earthly forfnmie nameEru, which simply means
“the One” or “He that stands alone”. Tolkien funthelarifies the nature of the
implication of the Ainur in his own attempt to mattee matter earthly and thus more

accessible, verifying this fusion of possibilities:

The cycles begin with a cosmogonical myth: hesic of the AinurGod and the
Valar (or powers: Englished as gods) are revedlbdse latter are as we should
say angelic powers, whose function is to exerciskeghted authority in their
spheres (of rule and governmentt creation, making or re-making). They are
‘divine’, that is, were originally ‘outside’ and isted ‘before’ the making of the
world. Their power and wisdom is derived from thé&dnowledge of the
cosmogonical drama, which they perceived first dsaana (that is as in a fashion
we perceive a story composed by some-one else)latedas a ‘reality’. On the
side of mere narrative device, this is, of courseant to provide beings of the

same order of beauty, power, and majesty as thas*gbhigher mythology, which

#3LT 131, pp. 169-170.
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can yet be accepted — well, shall we say baldlyabyind that believes in the
Blessed Trinity?>*

Thus, the Valar, as the Powers of the Woalohearas gods (although they are not the
same as God) and in this sense the Elves can lbeasedemigods, since they are
“rational incarnate creatures of more or less coatga stature with our owrf>> with

the chief difference that they amamortal (although like most mythic demigods they

too can be ‘slain’ under specific circumstances).

The Istari are another version of demigods, evererso than the Elves, and it is
precisely in concurrence with this that the Merividdle-earth call thenWizards The
Wizards are essentially of the Maiar, primordiainigs of the same order though lesser
degree than the Valar. Thus, the difference betwédar and Maiar can correspond to
the distinction between either Archangels and Asigelhigher and lesser deities of the
pagan pantheons (although we must once again umglénlat all such analogies must
be takenonly as representatives of thmattern — the carrier of the universal and
inevitable elements — and not as the represensative these beings/concepts
themselves). Yet, the Istari have a unique anderagpecific role, unlike that of the
other Maiar whose fate is to dwell in Valinor algidg the Valar, concealed from
worldly sight. Instead, they are sent by the Vdtam the far West and into Middle-
earth to guide and counsel its dwellers after thed®w of Sauron had descended onto
it during the Third Age. Thus they incarnate irte World in the moment of dire need
and as such are not only a reflection of the dethigattern but rather function as
‘messengers of the gods’ — similarly they most spadly reflect the pattern of

‘guardian Angels’ which is most evident in Gandalf.

Their name, as related to Wise, is an Englishintheir Elvish name, and is used
throughout as utterly distinct from Sorcerer or Mam. It appears finally that they
were as one might say the near equivalent in théenod these tales of Angels,
guardian Angels. Their powers are directed primpanl the encouragement of the
enemies of evil, to cause them to use their owrs w&id valour, to unite and

endure. They appear always as old men and sage#h@mgh (sent by the powers

2341 7131, p. 169.
2517131, p. 177.
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of the True West) in the world they suffer themsslvtheir age and grey hairs
increase only slowly. Gandalf whose function isessglly to watch human affairs
(Men and Hobbits) goes on through all the téfes.

The Istari arrive across the Sea and only the BleehCirdan of the Grey Havens
(where they land) is alerted of their presence,ctiiie reveals only to the other two
High Elven-lords, Elrond and Galadriel (these thEdeen lords are specifically the
wielders of the only three Rings of Power which agmin the hands of Elves, lesser
only to the One Ring). Four Istari arrive at thairp, appearingthus incarnating “in the
likeness of men, old and vigorouS” revealing their true names to none, not even to
the Elves. Out of these four, two have a direce nol the Saga, and these two are
initially known only by the names the Elves giveerth (much like in the case of the
naming, or should we say re-naming of the Valarnugh@ir original incarnation). The
two Istari become known in the Elven-tongue as Kitldir and Curunir, and Men later
give them their own names, Gandalf and Sarumarectisply, calling them Wizards.
They are introduced in the last taleTafe Silmarillionwhich opens the Third Age (the
point of their arrival, thus incarnation), yet thactions are mainly tied tdhe Hobbit
(specifically Gandalf's) andhe Lord of the Ringévhere both have a prominent role).
Curunir/Saruman, the mightiest of the four, wikdégpresidency over the order and the
White Council and thus become known as Sarumarthae, or simply the White
Wizard, while Mithrandir/Gandalf, the most vigilaot the four, will become known as
Gandalf the Grey. The Enemy Sauron who is himseélaga and another wielder of
‘magic’ is also counted among the Istari, thus beihe fifth Wizard, qualified as
Sauron the Black. Yet, in the course of eventsu@wSaruman will forsake his quest
and ally himself with the Enemy (yet again bringedgput the theme of the Fall) which
will lead to his ‘expulsion’ from the order (Gantlalill eventually take over and
become the White Wizard instead). In the alreadgtiored demigod fashion, the Istari
are immortal, yet they too can be slain in baikle the Elves but — also like the Elves
and unlike Men — upon death they return to the Uhglyands of the West that are

otherwise concealed from worldly sight, existingilipin the memory of the eart>®

36| T 131, footnote on p. 176.
27 sil, p. 361.
238 7131, p. 175.
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The theme of confining the Old World to memory, andre importantly, even
beyondmemory, resurfaces through the Saga incessahdéywithdrawal of the ‘gods’,
the ‘breaking’ of Arda, the ‘departure’ and thedifiag’ of the Elves before Men, the
disappearance of ‘magic’ wielded by the Elves (vl Istari), the lack of knowledge
about God and the days of the Creation — an immsgeeaoked by Gandalf ifhe Lord
of the Ringsvhen upon revealing hisue name and origin, he reminds us yet again that
living in the New World inevitably entails that tli@ld World had passed from (most)
memory: “Olérin | was in my youth in the West thiatforgotten.®*° Yet, this also
implies that the lost piece of belief Tolkien hamught may be lost from memory but
not from the world. It exists in the sacred patternotonly the pattern of a story but
also the pattern of living reality — and whichewsurse any individual chooses to
embody/mirror, the pattern itself is indestructibled indivisible from the inner being
(thus universal and inevitable). Thus, the answethé question that the myth poses,
expressed as belief, and told as story, lies imghegnition of the pattern.

Tolkien’s mythic cosmogony and the continuationitsf pattern imaginatively
declare that God can be understood as all forroacd, each form being one part of the
divine thought — and as all answers at once, eastver being one part of the divine
message. Eru’s thoughts incarnate into the worlith la@ Man and ‘the other’ while
incarnating simultaneously both as the Elves anel dther’ or the Ainur and ‘the other’
thus stretching to all ‘other’ perspectives as wWBNMarves, Hobbits, Orcstc). While
the Ainur can perhaps moapparentlyrepresent Spirit, the entire World is but a form
of Eru’s thought, Nature being but another of kpressions, perhaps magtparently
embodied through the Tree-creatures the Ents -widking and Living Trees also
called the Shepherds of Trees and thus Shepherti&tofe. Being the Source, Eru
mirrored himself intoall there is, and while He ithe Onethe mirror images are
multiple. This is precisely why the Story carrieghmw it implicitly (which is neither to
mean allegorically nor to be taken literally) theuth of the ancient answers and the
Truth of the Christian answer. Naturally, this resailyalso implies Error (of either,
and of both, and o&ll) not only because any interpretation is subjecbrtoeven
possessive of error (anyway, faith requires moaa timere interpretation), but precisely

because Godntentionally neverrevealed allto begin with (and also what Tolkien

29| otRIV: 5.
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means when he says myths are ‘largely’ made dh)rdthis perspective perhaps sheds
some more light on Jung’s resolution to only ‘&lbries’ and his assertion that in this
regard the “only question is whether what | tellniy fable, my truth° Indeed,
whether the Truth is ultimately found or not, withhe scope of any story, is not the
guestion, not only because the very quest for tlhThas value in itself (although this
is quite relevant) but because the final answerUliimate Truthis notyetto be fully
attained in either planes of existence (TolkientsmAry and the Secondary World),
simply because “the Creator had not revealed*3liCertainly, the quest for the Truth
should not be abandoned even if the only truthlabls is not ‘the whole’ but a single
(subjective, even when collective) portion, a gleamf Truth and a fraction of the Light

— because these ‘mirror’ glimpses are all we have.

In Paradise perchance the eye may stray
from gazing upon everlasting Day
to see the day illumined, and renew

from mirrored truth the likeness of the TrAie

In other words, the quest for the Absolute doesdamtend on the possession of
the Absolute Truth, but on the pursuit of thosenglses of Light that are attainable to
the human eye through the mirror image of likendssre specifically, and this is why
Tolkien championed for myth (and faith) so ardenthe presence of said error — and
partiality — does not imply it to be either falseimadequate, it simplgrovesthe world
to be the ‘mirror image’ of the Creator and a ‘eetion’ of His sacred pattern in the

Life of Creation.

The heart of Man is not compound of lies,
but draws some wisdom from the only Wise,
and still recalls him. Though now long estranged,

Man is not wholly lost nor wholly chang&t

240 Jung,op. cit, p. 3.
2411 7131, p. 1609.
22 MP, vv. 131-134.
23MP, wv. 53-56.
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5.2. The Making of Belief

Another thing to consider in the great equatiod laeéfore us is that while all of these
various answers about God, re-told by the innemgpef man, can indeed be seen — that
is theyappear— as stories/records/narratives/messages inftireir, they are the living
reality in their essence (encompassing both truith error, or at the very least the
possibility of both). This is precisely what Tolkianeant when he said myths were
alive and should not be dissected, and this is precisglgt we implied when we
suggested that myths were ruotly stories. An intriguingly similar point was made by

Bronislaw Malinowski, who expounded on tineng bodyof myth:

Myth as it exists in a savage community, thatrisis living primitive form, is not
merely a story, but a reality lived. It is not dktnature of fiction, such as we read
to-day in a novel, but it is a living reality, belied to have once happened in
primeval times, and continuing ever since to inflcee the world and human
destinies. This myth is to the savage what, tollg faelieving Christian, is the
Biblical story of Creation, of the Fall, of the Redption by Christ's Sacrifice on
the Cross. As our sacred story lives in our ritiralpur morality, as it governs our
faith and controls our conduct, even so does highrfor the savage. [...] Studied
alive, myth, as we shall see, is not symbolic, ddirect expression of its subject-
matter; it is not an explanation in satisfactioradfcientific interest, but a narrative
resurrection of a primeval reality, told in sattdfan of deep religious wants, moral
cravings, social submissions, assertions, evertipahcequirements. Myth fulfils
in primitive culture an indispensable functionekpresses, enhances, and codifies
belief; it safeguards and enforces morality; it cloes for the efficiency of ritual
and contains practical rules for the guidance afi.nhdyth is thus a vital ingredient
of human civilization; it is not an idle tale, baithard-worked active force; it is not
an intellectual explanation or an artistic imagebyt a pragmatic charter of

primitive faith and moral wisdorf*

Malinowski’s effort to accentuate that myths wererenthanmerestories is of course

with the intention of asserting they were not jugre fabrications of the primitive man,

244 Malinowski, Bronislaw:Myth in Primitive Psychologytr. Peter J. Bowman, Kegan Paul, London,
1926, p. 23.
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“idle” tales, or allegories, as they are so oftears As we can note from this quote, he
simultaneously refers to Christianity as “our sdcséory”, one that also suffered at the
hands of various symbolic interpretations, whictved to bring it down to the level of

allegory, inadvertently depriving it of its “livingeality” and simultaneously Truth.

As we have already stated, Tolkien believed Clansty to be the greatest Fairy-
Story of all, and perhaps now we can say with mease — not because he diot
believeor did not think ittrue, quite the contrary, because tiel believeboth in the
power of Christ and in the power of Story (anotterier/mirror of the sacred pattern).
What is more, Tolkien believed in the power of manbe redeemedn the act of
storytelling, by creating in the image of his owre@tor, glimpsing and recreating the
Truth, in what he called the Secondary Plaree $ub-Creation, pertaining to the World
of Story). Quite in the same way ancient man aauddvs unity with the divine in the
process of telling myths, those “narrative resuross of primeval reality”, mirroring
the sacred and eternal truths it enfolded. Altevebt, in Tolkien’s terms, both the
Primary Plane (the natural world as we know it) &mel Secondary Plane (the artistic
imaginary) refract divine Light, each in its owmghit. Both are in a wagrue (even if
neither can claim Absolute Truth), and neither Iegory. Writing to his son
Christopher after attending Sunday sermon wheravag deeply moved by a story
about the healing of a little boy, Tolkien delve=eder into what he had only shortly
before identified ag&ucatastrophga deep joyous sensation inherent in the attuef
storytelling, a function necessary for the validatof any fairy-story. Tolkien also dealt
with the notion of eucatastrophe in the esGayFairy-Storieswhich he wrote shortly

before the writing of this letter), frequently aling to it in the account to Christopher.

But at the story of the little boy (which is a fulattestedract of course) with its

apparent sad ending and then its sudden unhopkdfipy ending, | was deeply
moved and had that peculiar emotion we all haveough not often. [...] For it |

coined the word 'eucatastrophe’: the sudden happyn a story which pierces you
with a joy that brings tears (which | argued ithe highest function of fairy-stories
to produce). And | was there led to the view thgbroduces its peculiar effect
because it is a sudden glimpse of Truth, your whatire chained in material
cause and effect, the chain of death, feels a suddef as if a major limb out of

joint had suddenly snapped back. [...] | conclubgdaying that the Resurrection
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was the greatest 'eucatastrophe’ possible in daagt Fairy Story — and produces
that essential emotion: Christian joy which producears because it is
qualitatively so like sorrow, because it comes frirose places where Joy and
Sorrow are at one, reconciled, as selfishness #ngsan are lost in Love. Of
course | do not mean that the Gospels tell whanlga fairy-story; but | do mean
very strongly that they do tell a fairy-story: theeatest. Man the story-teller would
have to be redeemed in a manner consonant withakige: by a moving storfaut
since the author of it is the supreme Artist arel Aluthor of Reality, this one was
also made to Be, to be true on the Primary Plangh&t in the Primary Miracle
(the Resurrection) and the lesser Christian misatde though less, you have not
only that sudden glimpse of the truth behind thpaapnt Ananké [constraint] of
our world, but a glimpse that is actually a raylight through the very chinks of

the universe about 3%

And through these chinks the Storyteller weavesolne Saga, letting in a ray of light
“though [even less” for he does not fear creating somethingsé’ but delights in his
role of “thelittle maker” who creates “with maker’s art”, storytefjiglimpses of the

sacred truth through a narrow strait and approactiia Sacred.

Tolkien’s literary Saga, imaginary as it is, sultjpggy singular in the sense that it
reveals one man’s answer as opposed to a collgcaeeepted onechllectivebelief is
what enables us to talk about mythologisgstemsn the first place), does not pretend
to lay claim to the absolute truth, nor rise itde#fyond — or even equate itself to — the
belief present in myth, and certainly not the faitesent in religion, it remains an
(imaginary/intuitive) expression of an inner ansyecognizedrom the depths of the
self, our very own mirror) which does not lay claimthe Light, but knowingly serves
as the conductor of one of its rays. It is a staryairy-story, but if ever there was an
“artistic imagery” that was not “merely a story”tba Story that searched for the Truth
based on belief, it was Tolkien’s. Naturally, itnet the same faith with which Tolkien
believedin Christ and the Elves, but it is the same farth which he believed in God
and God’s principles (pattern), and any being’'sydimcluding all those beings of
man’s imaginary sub-creation sinegen thesén their own turn represent fractions of

the same divine truth, because they representréaive) to uphold this principle and

2451789, p. 116.
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fight for its preservation. It is with fair certéaynthat we can venture to say that Tolkien
did notbelieve in the truth of the Elves much as hieelieved in the truth of the Story
itself, the possibility to revive a principle and a patte- not only because of the
inherent possibility to redeem himself in the ps®éin a manneconsonantwith”

man’s nature (man the mirror image of the Sacred, thus, man’s nature the mirror
image of that which ig accordwith the divine principle) but because of thesistible

urge and passion (of no apparent biological fumtio tell a tale of this consonance
and harmony refracting not only the Light but atke Joy of belief and the Hope it
brings, proponing nobnly myth and mythopoetics as such, but the path ofedac
musical harmony ‘alive’ nobnly in myths and stories but in reality as well, caglifor

the recognition of both possibilities which arigetlze intersection, both faces of Art,

and both faces of Man’s inner being — where thesibdiy of the Fall continually lurks.

Man’s choice at this intersection inevitably quabkfown his entire existence (and
in turn affects reality, the sum of individual exisces, represente@. achieved in the
material world). In mythical terms, as implied blidde’s metahistorical meaning of
myth, that also decides with which side a man (oup, fellowship, race) will align
himself in the battle of light and darkness good and evil (creativity and destruction).
In Tolkien’s story-terms, a multitude (unity) ofdividual beings — the nine members of
the Fellowship (including in a manner of speakinip® although hidHobbit adventure
seems rather neutral, and although he is in efgqmtedecessor of the Fellowship and
not an actual member), the faithful among the Elwesst notably Galadriel and Elrond
since they are present in all the stories (but alsmther Elves who fought for the
perseverance of faith from the Kinslaying at Vatiaod onward) the faithful among the
Men (ranging from the uncorrupted Niumenoreans tarfRa or the Rohirrim), the four
Istari (including Saruman before his Fall), the Dves, the Ents and naturally the Valar
themselves — all fight for the preservation of @Ged-given order of things (of which
the Valar and Gandalf are most direct messengedspastectors, each in their own
scope of the story), its system of values (those deemedjood andbeautifulin the
beginning) anccontinual refractionof the Divine Light. The White tree of Gondor is
the latest successor of Light in the Saga, an sidarof boththe Tree symbolandthe
Light symbol, which can be traced through the Story, naturallskita the One — both
as universal as they are inevitable. Each repetitibthis symbol goes hand in hand
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with Eliade’s notion of eternal return, for in tltkea of re-capturing the Light of God in
the light of the trees and the Silmarilli we ess#lyt see a re-creation of sacred time,
addressing the origin, source of the Light. On dkieer hand, the dark forces, led by
Melkor and later Sauron and followed by their mimgae. all those corrupted by their
evil will (from Orcs to Elves), fight for the desttion of Light under the delusion they
can ‘create’ something better themselves. Naturaliyongst the dark forces there are
those who are purely interested in domination ardtary over other wills and these
are effectively the Dark Lords themselves, perhamduding Saruman the White
Wizard (essentially, he is somewhere on the brifikere is another group, however,
the minions: those simply deluded by the first ‘bent wills’ that never gain any power
at all but are merely the puppets of the Lordsr&@auwvho is most directly qualified as
‘evil’, is so mostly in the sense that he is blyndeduced by his own ‘ill will’, which he
uses to in turn seduce the Elves. The Elves areewibtper sebut their misguided
actions inevitably make way for the precipitatidnewil, thus effectively merely being
the marionettes of ‘evil/ill will'. Within the scapof this other group are all those who
fall for the evil Lords’ seductive plots and lies o8, Bolkien calls them iMythopoeia

“the twice-seduced™:

Blessed are the legend-makers with their rhyme
of things not found within recorded time.

It is not they that have forgot the Night,

or bid us flee to organized delight,

in lotus-isles of economic bliss

forswearing souls to gain a Circe-kiss

(and counterfeit at that, machine-produced,

bogus seduction of the twice-seducéd).

Another important thing to consider is that neitMelkor nor Sauron were ‘born
evil'. Theychosethe way of the fall (a process that did not hapgleéat once). Melkor,

like Sauron next to him, “feigned, even to himsalfirst,**’

that his motives were pure
and concerned with the preservation of the worltheyl each had a chance at

redemption at specific points and even felt ashaofetheir actions, yet this shame

248 MP, wv. 91-98.
275jl, p. 19.
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merely bred contempt and secret anger that cons#guéd to a refusal of
forgivenes$*® This refusal is thus not only a refusal of God hisb a refusal of Joy
(thus, fall into contempt) and a refusal of Hopleug, fall into anger and hate). The
process at work is equivalent to a fall into theaggmonium of life that breeds the
anxieties and neuroses of (modern) living. Thusgtivrwe (as human beings) take the
via positiva or the via negativa— whether we humble ourselves before something
greater, the world visiogiven toall beings as something we hawvecommon thus
allowing ourselves to recognize it in all its Cezhtoeauty and part-take in its Art ‘as
the sub-Creators’ free from the desire to own itlarm it for ourselves, or whether we
fall prey to vanity and our own ill will or worse yegitd to the ill will of another — that

ultimately defines Reality.

Salvation changes not, nor yet destroys,
garden nor gardener, children nor their toys.
Evil it will not see, for evil lies

not in God’s picture but in crooked eyes,
not in the source but in malicious choice,

and not in sound but in the tuneless vdfée

5.3. Spoiling the Sport

Before we set foot into the field of art and itsrovelation to reality, another glimpse
over myth and belief needs to be cast, and one matien to be addressed: the long
process (it did not happen all at once) of ratiivad, allegorizing, euhemerizing and
(what is perhaps the favored term of modern dapudking myths, perpetrated by an
equally long line of those who feigned (even tonbkelves at first) thapurging the
myth of those absurdities such as belief was asrtefiost beneficial to the world. Our
recorded history (which must also certainly imptyoe in its own partiality) suggests
that this process began sometime during the foughtury BC with the Greek

Euhemerus (hence, euhemerism), who ‘rebelled’ agaleus claiming him to be an

248 SeeSil, p. 343.
29 MP, w. 137-142.
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overly glorified king?>® The work was continued shortly thereafter by aept@reek,

Palaephatu$' who rebelled not against the gods (this is verpdrtant to note) but
only against théantastical element$alaephatus proclaimed anyone who dared believe
in the nonsense of the like of centaurs eittteldishor simplya fool (his purgatory re-
telling of myths was followed up by commentary tlegther begins or at some points
mentions the word ‘absurd’ almost without exceptiofhe mission to leave a more
plausible historical account ‘worthy of belief’ comnded by Euhemerus’ bold dictum
that myths were ‘history in disgui$e® amounted to an indeed very prevalent assertion
that myths were nothing but tkiéstortedaccounts ofeal events. It is precisely all such
claims that Tolkien renounces Mythopoeia which is addressed from “Philomythus
[Myth-friend or, rather, Myth-fellow] to Misomythu$Myth-enemy]” or otherwise
(bearing in mind C. S. Lewis’ remark that instightee writing of the poem): “To one
who said that myths were lies and therefore wos)leven though ‘breathed through

1N

silver’.

Not only is the list of ancients who continued mberpret things in euhemeristic
fashion too exhaustive to be mentioned, but thegalists made their contributions
early on as well; some of the allegorists actuatjempted todefend the myth
construing it as allegoriye. did not approach the myth malevolenpgr se(one can in
fact approach it benevolently as well, as one My#nd once did) yet they
inadvertently canceled out an entire dimension gthmand without the intention of
drawing comparison in anything other than gadtern— the same unfortunate defense
was applied to Christianity, and also to the wafdlolkien (and they both had their
share of malevolent and benevolent approaches Bs wevoice heard fairly recently
through the pen of one Richard Joydehg Myth of Morality 2003), upon rightly

#YHe applies the same logic to Uranus and Kroets,In his utopian novetiera AnagraphgSacred
History), Euhemerus describes his travel to thendlPanchaia in the Indian Ocean, where he chanced
upon an inscribed stele in the temple of Zeus Miph — proof the Olympian gods were deified kings.
Over the years, Euhemerus became a symbol of nerhystification and even atheism, which seems
highly excessive, especially the latter. Theredsreal evidence Euhemerus was an atheist or that he
willfully intended to offend the gods. For a redgmiublished authoritative monograph on Euhemerus,
see: Winiarczyk, Marekthe ‘Sacred History’ of Euhemerus of Messdde Gruyter, Walter Inc., New
York, 2013.

51 palaephatuspe incredibilus: On Unbelievable Talestr. J. Stern, Bolchazy-Carducci, Wauconda,
1996.

%52 Cited in: Spence, Lewis: An introduction to myibgy, Moffat Yard and Co., New York, 1921, p. 42.
See also: Sicilus, Diodorus (Diodorus of Sicilyjie Library of History book VI, tr. C. H. Oldfather,
Vol. 3, Cambridge 1970.
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establishing that allegorical interpretation isfact merely the slow death of myth,

proposes yet another manner of ingenious defense:

| venture to suggest that the best defense agdiestuhemerist is to declare that
the myth has nothing to do with truth, and, denxay, nothing to do with belief.
The adherents of the myth should just declare ti#hoclast a spoilsport who is
missing the point. But if they want to be ingenuaushis defense, then they had
better get clear among themselves that they arbati@ving it. And this, of course,
reveals a weakness at the heart of fictionalisnichvitve have already encountered.
[...] Fictionalism is predicated on the assumptioat ttncouraging a habit of false
belief has inevitable deleterious consequencedrdtslity is that a fiction that is
presented as being of central practical weighgamsething demanding allegiance,

is likely to be read by the careless as somethamgashding belief.

In such a circumstance the euhemerist can be sgglayng an important role, for
he warns his audience that the narratives arermet &nd admonishes anyone who
has fallen into the easy (and therefore temptirgpithof belief. [...] [David]
Hume, another great debunker, was resigned taattigHat whatever he might say
about miracles, however sound his arguments, “tbledeéd multitude” would
continue to believe in them. [...] Hume’s intendeddigace is primarily the
philosopher who makes no effort to quell erronemasoning, for little can be
done about the fact that “the gazing populace vecejreedily, without
examination, whatever soothes superstition, andmetes wonder.” The
euhemerist writes for the same audience: for tipbfiesophers who are defending
the myth as true — for they, at least, ought torkbetter’>

Joyce’s reference to spoilsports is derived frosepb Campbell’'s remark that the
purpose of the fearsome guardian figures that fllwekentrances to holy places is to
keep out the “spoilsport” and the “positivist,” @“advocates of Aristotelian logic for
whom A can never b&.” According to Campbell, these “heavy thinkers aregemain
without,” for they defile the very purpose of embgr a sanctuary, where one is to be
overtaken by “the other mind,” and “spell-boundtora state “whereirA is B."%>*

“Small wonder,” says Tolkien, “that spell meanstbet story told, and a formula of

53 Joyce, RichardWlyth of Morality Cambridge University Press, London, 2003, pf-241.

234 Campbell, Josephthe Mythic Dimension: Selected Essays 1959-1887 Antony Van Couvering,
New World Library, Novato, 2008, p. 34.
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power over living men?* Yet, one cannot help but feel that some ‘deferidérmyth
caused more damage and spoiled more sports thapo#igvists. Ultimately, even
Campbell himself reduced myth to “make-belie?®."To that effect, we must ask —
where is allegiance without belief and what ishiattwe ought to “know better,” as
Joyce suggests? If allegory brings about the defathyth, then ‘knowing better’ brings
about the death of imagination. One should not ®eager to refuse carelessly that
which promotes wonder, but should rathesnderwhat is it we stand to lose in the
process. Indeed, the price for ‘knowing betterdise and Tolkien was well aware of
this. If we were to follow that desolate path ofsi@king imagination the inner being
would wither, deprived of the nourishment it reggi— not biologically, but mentally
and spiritually. That does not mean one needsrgake logic, quite the contrary! Let us
recall Tolkien’s footnote in which he speaks ofé‘tight of an undivorced from reason,
that sees things both scientifically (or philosaally) and imaginatively (or
subcreatively) and says that they are good — astifidd °’ Precisely this perspective
is Tolkien’s storytelling gift to the world, the ldeerance (sub-Creation) of a stomot

a story to believe in literally but a story to @ile inimaginatively, whichis something

good and beautiful to believe in.

There is no telling what Palaephatus would maka ®blkien reader, that special
kind of fool who accepts not only the absurditiésngth but, worse still, the absurdities
of an openly imaginary world filled with these usdable childish elements along with
its imaginary body of myth and legend. After algl&phatus may very well be right,
since even Tolkien himself told us all of this wadssurd Thus, the only answer, when

defenses seem to fail so poorly:

I would with the beleaguered fools be told,

that keep an inner fastness where their gofcf

25FS, p. 128.

256 Campbell op. cit, p. 28.
#71T 131, footnote on p. 170.
28 MP, wv. 113-114.
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Chapter 6: THE GIFT OF FANTASY

A man is both a seed and in some degree also

a gardener, for good or ifi*°

We have seen where and how the myth fits into Bofki Saga and have recognized it
as the seed and the carrier of the story pattehchmve have also qualified as the
sacred pattern. We have embraced such a qualdircatost naturally because it belongs
most directly to that which is sacred within theldi of the story itself, that is to the God
of the story — fantasy ‘source’ of a fantasy wdialu). The tapestry of the Saga reveals
this union of myth and fantasy equally naturallgcause a field within Faérie (the
“Perilous Realm” of Fairy-story) clearly is the st@ homeland and Fantasy its Source.

This is perceptible to the reader without any addé#l knowledge of Tolkien’s poetics.

Yet, for some of the critics this union seems teeheemained rather unattainable
and it is hardly surprising that very few actuadlgal with the Saga in its entirety. Not
only unable to neatly place the entire Saga withimsual interpretative frame, but
unable to place even its separated parts withirswaluframe, for the purposes of
‘understandingThe Lord of the Ringan entire new genre was inventegic fantasy
(other completely incomparable pieces of literaryveere later added to this ‘genre’
presumably to fill in the Void which must have seshrather empty and unattended).
Thus, we have witnessed the birth of a new litegggre, which purported to bring into
contact fantasy and history but rather represetitedantasizing of history. Yet, let us
look again at Tolkien’s Saga, which does indeed dw/@rigin (source) to a union of
fairy-story and myth — the myth as it grew througke Saga, changing with the ages,
growing out of the suit of cosmogonic legendariuma &to the epic. We will indeed
find ourselves upon that bridge (brink) “betweerryfdale and history,” with the
representative of history actually being the mytht because myths are nothing more
than distortions of history, but because ennoblethb prism of fantasy history regains
some of its old beauty (its pre-industrial shiremd is no longer only viewed as that
drab quantitative sequencing of events, nor justard of the long ago, but is ‘offered’

as anaccountof the fluctuations of the answers about the w@tkelf being one of the

25917183, p. 258.
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fluctuations). If there is presence of any evolutwithin it, it is the evolution — indeed
theduration— of the (mythic — sacred — great) pattern, anda@ount of man’s dealings
affected by the pattern (actions of those who atteatcordance with it and sought to
preserve the harmony, or actions of those who dotmlrevert it — a history of
conquests and resistance within the duration ofptiéern). Essentially, history is an
account of the human journey, which began longg lago when mythvas history, the
history of the creation of the path. As for fantasyvas not just added to history and its
myth, legend and epic — fantasy walseadythere contained within; history already
revealed fantasy and ‘brought’ it along into thegant day. ‘Epic fantasy’ is thus an
unfortunate, perhaps even a disturbing term, bec#&udenies this union which was
already there, and pushes it toward an artifictadbinstead, bearing an echo of a man-
made monstrosity — unlike the graceful Pegasusven ¢he fearsome but formidable
Cerberus, but rather like a laboratory bred atyodiiomed by its ‘creators’ to live a
short disabling life.

The same unfortunate course (the claim that Tollas ‘artificially’ fantasizing
history) led to the view thathe Silmarillionis in fact an ‘artificial mythology’. In
claiming so, another monster was created anddetupon the world. The mythology of
The Silmarillionopened the gates on a flashflood of debate oftvenéthis’ myth was
actually ‘that’, and launched aepic ‘search for the sources’ behind the Saga (the
‘recognition’ of Christianity was but another curten the massive deluge). Naturally,
the flashflood eventually reachéthe Lord of the Ringss well: Aragorn’s sword
Anduril thus became Excalibur in disguise, Frododme Christ (!), the Ring itself an
echo of theNibelungenlied(there was further disagreement however whethétidro
copied Richard Wagner on this or whether they sympdth ‘drew’ for the same
Austrian source!). Other sources have been ‘idedtif Icelandic Elder Eddaand
Vo6luspa Norse Volsunga SagaFinnish Kalevala Anglo-Saxon poetry (naturally,
Beowulfwas the first in line for the role), some storiemm Slavic mythology, some
other stories from Greek mythology, but also GedvigeDonald and G.K. Chesterton —
and more. (Tolkien’s life was also dragged intc throcess and casual remarks made
by Humphrey Carpenter in Tolkien’s biography weakein as ‘revelatory’, for instance
a passing comment that Tolkien had once stepped spider when he was a very

young boy instantaneously ‘explained away’ the @nes of Shelob in the story, the
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Giant spider who traps the two Hobbits on their waordor.) What these excavators
seem to have forgotten, or perhaps never even denesi relevant, was Philomythus’

own mythopoeic alignment (and warning):

| will not treat your dusty path and flat,
denoting this and that by this and t#4t

Should the words of the Myth-fellow prove insuféat, there is Tolkien’s essay
On Fairy-Storiesand the Chapter quite unambiguously entitled “@8g where
Tolkien (rather as Faérie-fellow) discusses prégiges kind of ‘excavatory’ approach

to the sources:

Such studies are, however, scientific (at leasiniant); they are the pursuit of
folklorists and anthropologists: that is of peopng the stories not as they were
meant to be used, but as a quarry from which taedidence, or information, about
matters in which they are interested. A perfeahjitimate procedure in itself — but
ignorance and forgetfulness of the nature of theyqias a thing told in its entirety)
has often led such inquirers into strange judgesérn investigators of this sort
recurring similarities [...] seem specifically impant. [...] They are inclined to
say that any two stories that are built round timaes folklore motive, or are made
up of a generally similar combination of such mesivare ‘the same stories’. We
read that Beowulf ‘is only a version of Dat Erdmékan’, that ‘The Black Bull of
Norroway is Beauty and the Beast’ or ‘is the satoeysas Eros and Psyche’; that
the Norse Mastermaid (or the Gaelic Battle of thel88and its many congeners

and variants) is ‘the same story as the Greekofalason and Medea'.

Statements of that kind may express (in undue alts#iien) some element of truth;
but they are not true in a fairy-story sense, #@ynot true in art or literature. It is
precisely the colouring, the atmosphere, the usiflable individual details of a
story, and above all the general purport that miowith life the undissected bones

of the plot, that really coui!

These words were uttered by the story-teller aforeshadowing the great

avalanche of excavatory practices and the denotataf this and that by this and that’

20MP, w. 125-126.
?°1FS, pp. 119-120.

122



which were about to strike his own fairy-story dies later. Yet, they remained
unheeded as the excavators went on digging, evémegrofusely quoted from other
passages of this very essay. Thus, in recogniZarmgdsy as the source’ (along with
own myth and along with the sacred pattern) we ltree as close as need be to the
bones, abstaining from any excavations of the yssources’ — that type of story fabric
bulldozing in search for the explications of singleeads en route to their mythic
sources — which Tolkien himself very well knew ® 1ot only virtually untraceable but
also beside the point, both due to the fact thatstiories behind the ‘real myths’ (thus
not the pattern of their creation but certainlyitteontent and form) got ‘boiled in the
soup’ of Story. (Perhaps a childhood spider diéast fall into the soup as well, but we
shall leave the creature be.) Fantasy, on the tidued, must be a matter of our interest,

because fantagyg the boiling.

Tolkien was very specific about the difference hestw imagination and fantasy;
he viewed imagination simply as the capacity oftbenan mind tdorm imageswhile
in his mind, fantasy took these images a step déurtfepresenting not only the mental
capacity to envision but also the capacity gasp these vision$®? This was the
wording (for it is effectively a matter of wordingr as he says iMythopoeia “trees are
not ‘trees’ until so named and se&f) which heintentionally discerned for both,
dissatisfied with the implication of fancy (andléaly) that the very term ‘imagination’
entailed. Little did he know that translation to the modern tongif@antasy’ would be
at greater odds with truth than ‘imagination’. thagination still has some weight
beyond idle fancy (perhaps due to its fellowshighwinspiration whichsome still
consider sacred), fantasy has been deeply debadedeaneaned. Thus the ‘translation’
of ‘epic fantasy’ into today’s terms mostly starfds ‘idle ravings of a lunatic’ while
Tolkien the Myth-and-Faérie-fellow is reduced “teetcategory of people who do things
with model railways in their garden sheds” (thighe words of no other than Tolkien’s
own biographer§®* It seems that the little gardener has once agsen binderestimated;
it may have seemed to a visionless mind that the tbing going on was an idle game

of make-believe, yet in his garden shed the stbbeytdhad been secretly doing

2Fg p. 139ff.
3MP, v. 29.

264 Carpenter made the extraordinary remark on BB#belf,” 22.11.1991; cited in: Currgp. cit, p.
76.

123



something wondrous, he was boiling a Story in awmisible Cauldron, weaving
luminous threads (perhaps from afar or out from daek these did seem like some
peculiar railways), attentively planting the deteaseeds of enchantment into the
Garden of the World, hoping not to bring them fe but to bring themo light, the
light of the vision he wanted and needed to shareré real than one would easily
imagine). The reader who ‘really’ entered the shad ‘saw’ thisfantasy-woven light
beheld a miraculous vision of an entirely new tgalnfolding before his eyes; he was
shown a glimpse of the nature of the world (notyoof the imaginary world but,
through it, also of theeal world) and a secret of the nature of the mindréas as mind
can ever be in its own right); and he came outlté shed’ endowed not only with the
beauty of the vision he had seen but with the sécr@wledge of just how such visions
are achieved — the storytellegmrdeninggift to the world. Equally, the importance
Tolkien attributes to gardens and gardening is imseeas can be seen throughout his
Saga. Not only is the garden in Valinor a rathezamtealed projection of the Garden of
Eden, but being home to the two Trees it is a rdostt source of Light to the entire
Earth. One of Melkor’s direst pains at the proggest Arda and the Valar’s role in its
shaping is the fact that “the Earth was becoming agrden for their delight”?®
Creative power inherent in the act of shapingesudy given Edenic quality, resounding
with joy and bountifulness, while it becomes equadvident that the Valar, both
literally and figuratively, are the very gardenaf Arda. As the world grows dim
through the ages, and the Unsullied Light but atfedemory, the purity of the garden
stands as a reminder, a haven in the fallen wvkel find its splintered light reflected in
the Shire as potently as in Rivendell and Loérien,the hobbit-gardener Samwise
Gamgee as virtuously as in the Elven queen Galadiiest importantly, its purity is
more than amide-mémoirgor even beacon, it is a mighty gift with a potainto heal
and renew that which is barren and laid waste. s Rellowship prepares to leave
Lorien, Galadriel presents Sam with but a handfidasth from her garden, to use once
he returns to his war-wrecked home. It will notfated you against any peril,” she says,
yet “such blessing as Galadriel has still to bestswipon it.” It is the blessing of
replenishment and rebirth, an unbroken thread ofembrance, legacy of the past.
“Then you may remember Galadriel, and catch a glenfar off of Lérien, that you

25 gj), p. 21, emphasis mine.
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have seen only in our winter. For our spring andssummer are gone by, and they will

never be seen on earth again save in menf6fy.”

Let us now return to the ‘boiling’ and the alchemifyits process. In the little
gardener’s great Cauldron of Story, the ‘inhabgasit Myth’ encountered and mingled
with some of the ‘inhabitants of Faérie’. In resuthe story-maker (the cook)
‘recognized’ and revealed them as the Ainur, EN®sarves, Hobbits, Orcs, Ents, and
other ‘trespassing’ Men (Tolkien essentially coesatl men trespassers into Faétfe.
He believed “ourselves, mortal men” to belong rigly to Faérie only “when
enchanted®® Small wonder men came into his story “secondlyyere if
“inevitably”?®%. We say these are bsbmeinhabitants, because Tolkien recognized
other residents there as well, and because ind-aés0 dwell those who have been
recognized by other storytellers, and — as we prestume — there are dwellers who are
only yet to be recognized! Yet, as Tolkien reminds the Perilous Realm is not only
made up of ‘fantastic creatures’. Therein we ca&o éhd “the seas, the sun, the moon,
the sky; and the earth, and all things that ar¢ itnee and bird, water and stone, wine
and bread?”® All of these things are usually taken for granireside fantasy, because
they came to be considered ‘not fantastical enaughéy are in a certain sense ‘too
real’ and too accessible, disenchanted by the medaalthough a fresh perspective on

these will reveal them as equally (if not morehtistical’ and ‘magical’.

Fantasy indeed gives these things a fresh perspedtily revealing them in their
beautyagainst a background of marydly putting a spell on them, re-enchanting them
and bringing them out of the soup as transformetsiple’ horse can come out as a
‘real’ animal of ‘real’ color and ‘real’ size equpd in ‘real’ gear and ridden by a ‘real’
man, but shoulder to shoulder with a Dwarf and Hndato an epic battlefield against
the Lord of Darkness! Or it can come out as thehtyigord of all Horses, the ennobled
horse, larger in stature and ‘pure light’ in coltght-footed and ‘unnaturally’ fast,

ridden bareback by a Wizard who is in fact not anrnat an angelic being made of the

26| otRII: 8.
%7FS, p. 109.
28Eg p. 113.

2691 7131, p. 169.
20Fg p. 113.
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thought of God! In each instance, we will look aththe horse and the rider with a
new feeling of marvel and awe. Horse is ennobletiraan is ennobled. The feeling of
riding is ennobled. The unity of the horse and rider is ennobled. The horse is no
longer just a means to an end, a vehicle that piats the rider around. The love of
‘other’ and a new sense of the communication betwk#e two are offered. The

utilitarian attitude towardthat whichservesis replaced by the love for the living being
— a friend — who helps and relieves. Thasevery real things indeed. They may very
well be ‘the stuff of story’ but it is the kind &stuff’ that directs who we are and how
we treat reality. There is nothing allegorical abibuBy providing the enchantment of a
new perspective, fairy-stories remind us of théxsegs, of their beauty and importance,

of their virtue and honor. Fairy-stories teach withpreaching.

This is the same kind of teaching and enchantmérnhe everyday that was
granted to men who would listen to the accountslagdnds about centaurs. Whether
the ancient story-listeners felt they would notallg meet a centaur in the woods in
front of their home or whether they expected —\w@rehoped — perhaps to meet them
some day is a question beyond superfluous. Those‘rehlly’ heard the story did in
fact already meet them, because they willinglytageenchanted soup, they knowingly
drank from the peculiar waters fetched from thepdeef the World of Story. One
Palaephatus called them childish and fools, althdugs is indeed a small price to pay
for the meeting with a centaur! Yet, modern dayaBphatuses are more cunning in
their scorn, they have not only scolded the ‘baievof such nonsense’ and mocked
their beliefs, they have attempted (and partly saded!) to disenchant the very process
of enchantment, by reducing the meaning and impoea&f fantasy (both th&ord and
the ide@) to the level of gullibility, stupidity and evenauness. They have effectively
attacked Fantasy itself and gradually (yet almagparceptibly) fantasy came to be
identified with illusion, delusion, hallucinatioomental illness or hypnosis. At best,
fantasy became the equivalent of a sort of idleddsgm (playing with your toys in the
garden shed out back); at worst, a severe formesftah disorder and detachment from
reality. The first case is precisely why Tolkiersldied any connection of fantasy to
dreaming (although Dreams also suffered at the $asfdthe disenchanters). For
instance, Tolkien never considered Lewis Carrolle in Wonderlanda true fairy-
story because it used the machinery of dream agdbe into the Wonder-World of
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Story. This is somewhat unfair to the dream howebecause if the sun and the horse
can be in a fairy-story, why should dream be cared ‘too real’? The equation of
fantasy and dream on the other hand is a horse @n#rely different color indeed.
Given their lack of control over the mind and lasfkmental willfulness, neither dream
nor delirium, and most certainly not mental illnessuld, ever be of the same nature as
fantasy, which calls upon envisioning by means if Whe excruciating episodes of a
schizophrenic patient are not only unlikely to rismbout a meeting with a centaur, elf
or dragon (and even if they did it would be farnir@a fairy-story setting but rather
agony) but they are also far from either consciousdeliberate. There is nothing
deliberate about dreaming either, unless we incthddact that one will deliberately go
to sleep (although some insomniacs might disagreethat as well). Admittedly, some
hallucinations can be willfully induced, but nobfn the mind alone, not without the

external aid of some form of opiate, whereas fanima self-sufficient process.

With regard to myth, fantasy is what myth and fatgry have in commoup to a
point, that is, there is some overlap, mostly betweenakdical creatures of lower
mythology (the mythological legendarium) and fatitas beings of Faérie. Still, the
deities of higher mythology cannot and should re@tdduced to fantastical creatures —
even Palaephatus knew that. This is the point wimeythical field overlaps with
another field, the field of religion, which doestnnovolve the type of belief fantasy
entails, but requires faith. Essentially, in degimith the Sacred as the Source (of origin
and of return), creational and eschatological mytiveke the very same. In a sense,
Tolkien borrowed from both fields, using the legandand the fantastical components
of myth to weave the spell of the story, and coesl, thus, sacred pattern of myth (in
its glimpsing of faith) to ennoble the fantasy. Tgadtern of accords. discord itself is
not a fantastical onat all; no more fantastical are the themes brought abguhe
pattern’s implementation into the story: Fall, Mty and Machine (Artificiality). The
guestions that these themes erfally refer to the ‘real’ world; fantasy is indeed their
background (sometimes as the thesis and sometimdbeaantithesis) but they are

directed atMan (surely the Elves have far less reason to deal Mirtality).

As the pattern reveals the intersection of pathschvin turn reveals man’s nature

and ultimately decides man’s reality (essentiallgetiner onefalls from or rises to
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grace), it shows that this patteiwday ought to be considered sacred since it stands at
the very heart of both the inner life of the beiagd outer life of the world.
Undoubtedly, Lifeis Sacred byall accounts. Yet, this glimpsing of faith, which urn

the Saga itself only glimpses (implies) throughp#dtern, does indeed become further
illuminated by Tolkien’s attitude toward the powafr story. As is made abundantly
clear in his essays, letters and even the pMythopoeia Tolkien’s position does
involve faith, even doubtlessly rests on it — s tis never madexplicit in the Saga

itself.

Thus, when a widely acclaimed Tolkien critic Jos@garce (a benevolent critic at
that) claims that an agnostic or atheist can néwky grasp the significance of the
Sagd’* he is as blasphemous as he is gravely mistakdkiefis Saga is not a story
woven only for Christians, nor even only for thdideers in God. Its implied glimpse
of the sacred truth is Tolkien’s storytelling gift all. The difference (outer and inner
battle) between good and evil, light and darkngstje and vanity, benevolence and
malevolence, compassion and tyranny, fairness aetlgthese are nonly matters of
religion and are certainly not only confined to Stianity (are we that arrogant, that
selfish?). Rather, these are the two faces of miamer religion man’s nature and
conviction, and consequently his deeds. Surely stigw also know the difference
between light and dark? Even in view of the myiacred pattern as glimpse of faith,
this is by no means refuted, but in fact strengtdenThe presence of mythic form
merely underlines Tolkien’s intent to search foivensal elements of truths recognized
so long ago, a search he furthered to the deepsefand space of the world of story,
precisely because he ventured out of ‘all confingisieincluding the confinement of
reality itself. Tolkien did not write specificallipr the believers in Christ, he wrote for
the ‘believers in fantasy’, for all and any willing be enchanted. Tolkien-defender
Pearce thus sounds frighteningly like Gollum. We abmost hear him saying, ‘Tolkien

Is our precious and only we can wield him!’

"1 pearce, Joseph: “Why Tolkien Sase Lord of the Rings Catholic,” National Catholic Register,
January 12-19, 2003,__http://www.catholiceducatiogien/culture/literature/why-tolkien-says.htmi
[Retrieved Aug 4, 2013].
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Leaving the defenders aside, should we look atother critical flank, we will
perceive that most of those who ventured againitiard’? suffered (and some still
suffer) from what can best be described by thatiwfiolkien himself (again, as if in
anticipation) rendered a case of childlessi&Sdere is not just a matter of whether one
has an appetite for fairy-stories or not (or eviea infamous ‘appetite for marvels’);
naturally, some people do and some people do ndtpat having an appetite for fairy-
stories does not make one a Sauron. Rather, @piesentative of the bitterness and
misanthropy with which these attacks are launcHée: (the avalanche of spleen
precipitated by Germaine Greer’s notorious comntlegit havingThe Lord of the Rings
chosen by the readers to be the book of the centasya veritable nightmare come
true’’). At work, clearly, is one of the processes fuglifliade’s modern day anxiety, a
transformation of scolding Palaephatuses into ammious monsters or, rather,
monstrous critics. While embittered by fantasy amgh’sfree will to take the ‘road of
Imagination’, they themselves could perhaps benefin a little hope and pure
childlike joy such as is awoken by Tolkien's Sadde Saga is certainly another
peculiar beast, although less like a guardian g@nfearsome dragon (despite its
deceptive size). It is more like a hobbit, that idimive creature whoisesto the heavy
task of preserving the light against the guile lid enemy, a beacon to all “the timid
hearts that evil hate /that quail in its shadowd gat shut the gat&€® After all, the
great Oxford Dictionary tells us that ‘fairies’ aoeeatures ‘diminutive’ in size — a

definition Tolkien effectively rewroté’®

Fantasy-fellows can only hope (or recognize), tike Wise of Tolkien’s Middle-
earth had hoped (and recognized), that one smedkwre has more power to bear the
Ring than some ‘great defenders’ did (or wodld)indeed, those who willingly fall
under the storyteller’s spell become the membegsrofy/sterious fellowship. Moreover,

they become a bit like Frodo’s faithfghrdenerSam, without whom the Ringbearer

272 Quite like most of those who felt they neededniburden the world of myth and fantasy.

23 ES, p. 130.

"4 Greer, Germaine: “The book of the century“ W: the Waterstone’s Magazin/inter/Spring 1997,
No 4, pp. 2-9.

2 MP, wv. 81-82.
2 SeeFS pp. 111-112.

2""“Many are the strange chances of the world,’ $dithrandir, ‘and help oft shall come from the hand
of the weak when the Wise falter'3{, p. 363).
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never would have succeeded. Indeed, a bit chilidibbw, open-hearted and innocent,
profoundly enchanted by the beauties of the roadidaen lover of Elven-songs (which
he knew absolutely nothing about prior to his jay an explorer of all things fair and
gardener of the seed of fantasy. Not a wizard imagician wielding secret powers and
fires, but that ordinary fellow who inherits the iebfrom Frodo (the same world — and
garden — that the ‘ordinary’ story-listeners ‘inkiefrom Tolkien), the faithful
companion for whom Frodo saves the haven of theeSpurity of the garden) against
the Shadow that threatens to befall it.

The preservation of havens (and gardens) may hesmmexd as sheer escapism to
some (Greer and her ilk), but Tolkien was yet agdiead of the game in suggesting
that man would need no escape if he did not fiedwbrld that he himself had built (not
the nature that was given) so artificial argly — the machine of modern living the very
noise of which (loud and endlessly repeated) isughato breed anxiey/® Tolkien
penned these thought seven decades ago, yet tharttupuff of the machine has not
abated. On the contrary, it has gained momentumd-ugliness. Piles of concrete and
glass are hurriedly replacing the view of mountai@say and black pointy shaped
towers are growing taller and taller. Nature, gasd@and animals that once freely
roamed the land are being confined to smaller andller frames (people who once
freely roamed the land are confined inside thosees&ames!) while billboards and
screens are being given frames of monstrous piriopofor the advertisement of
industry and profit of the corporation. Art is logiits once hallowed place as the haven
of beauty. Culture itselfroudly became industry. Painting and sculpting are grgwin
morbidity, hurrying into the sharp rectangular pexgive, distorting into ‘installation’
and ‘performance’ (so often based upon ‘endles®titegn’ of a single image yet
devoid of the genuinely inspired and cautionarym&et such a repetition held for
instance in the surreal art of one Rene Magritter@tthe faceless gray-suited man
hauntingly repeatechd nauseauin The grace of the old oils on canvas is being
airbrushed in Photoshop and locked away ‘for safpk®y’ into museums, the entrances
into which are also blocked (adorned?) by hugesgtgsamids and metal constructions.
Music is losing touch with genuine melody while being increasingly loud,

‘produced’ for the masses mostly by the machingsulsaneously less ‘inspired’ and

" FS, pp. 148-149.
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equally less inspiring. Poetry is becoming vulgad arofane (its profanity commended
as ‘realistic’ and its vulgarity admired as ‘honeand the numbers of those who once
took delight in this sacred art form are dwindliaigan alarming rate. Novel, the once
great bastion of reason, asitperformedoy self-help books because the common reader
neither has the time (since time is money!) for gneat questions about life such as
once posed by a Dostoyevsky, nor the patienceao aaything even half as ‘lengthy’
(perhaps also why some of Tolkien’s adversarieenéothered to actuallsead the
books in fulf’®). The ‘new’ reader is pressed for time to find uick fix and a most
practical solution to life (during the commerciaéak) in the desperate attempt to break
out of his ‘personal pandemonium’, while the vedga of breaking out is deemed
escapismWhen we hear the announcement that somethingpming to theaters’ that
no longer means cathartic drama of the great pligyng but the latest cash cow (golden
calf) of the Movie Lords, and best we can hopeifothe Hollywood version of one
Romeo and Juliettor perhapdhe Lord of the Rin@y. And all the while the society is
being eaten away by cancer, the leading cause @hwh ‘stress’, the most widely
talked about chimerical monster of the late twehti@nd twenty first centuries, that

‘inevitable’ side-effect of modern life.

Thus, we are welcomed to the Machinemanmademonstrosity fueled by the
inner workings of human corruption, vanity, seskbame, possessiveness, superiority
complexes and more (including the lust for mor@perated by lies and fear, the
Machine furthers the idea not only of its own supsey but also of inevitability (why
bother fighting it when such a feat is ‘as doomed’ thatfoolish venture upon a
windmill of an old knight who was under the premwstis delusion he was seeing
dragons!). Such a mechanism calls for the beheathhgnly of fantasy but of all those
‘perilous things’ which may wake one up from the cmae: hope, joy, belief,
innocence, ‘childfulnesstrue critical thinking, not only the glimpsing of theeyond
but also the realization of the now, the beauty #edtruth art revealed to man long,
long ago... It (inevitably) brings about the declfi&l) into artificiality (or, as Tolkien
says inMythopoeia the gaping dark abyss to which such progresst&hd

29 See: p. 167 of this thesis & footnote on p. 168.
20MP, wv. 120-121.
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So why should it be childish or foolish to wante@te from the ‘real’ illusion
instead — the illusion of thigevitability? Is fantasy ‘really’ the trickster in that
equation, or are we only ‘fooling’ ourselves? Are 1@ so carelessly dismiss the urge to
break out of that prison as escapism, or can wegreze it as the call for struggle for
the preservation of that which is sacreceal life? Can we ‘imagine’ it as a call to wake
up to the beauty of the world like the once ignoiétie hobbit and to the importance
(rather than scarcity) othe time we are givéhinstead of being so adamant upon
breaking the spell of fantasy, can we allow oursglo view the world with fresh eyes,
willingly rinsed with the crystal clear waters fraime deeps of the enchanted realm, and
wake to our real yet vision-ennobled world, full mfarvel and awe, and break the
illusion of the inevitability of the path of disabrand decay we are proudly rushing

down? Can we be more like those —

[...] those that felt astir within

by deep monition movements that were kin
to life and death of trees, of beasts, of stars:
free captives undermining shadowy bars,
digging the foreknown from experience

and panning the vein of spirit out of seA%e

Yet, as the story teaches, Fantasy does give usthorg more beautiful and fair
to imagine but it does not make it happen. It provides u whe vision of a direction,
but only ‘real action’ can bring things whapeand ‘achieve the vision’. Let us not
forget the surprise of the Valar when they arriupdn Earth expecting everything to be

just given

But when the Valar entered into E& they were at Bistounded and at a loss, for it
was as if naught was yet made which they had seeision, and all was but on
point to begin and yet unshaped, and it was davkilte Great Music had been but
the growth and flowering of thought in the Tunelétls, and the Vision only a
foreshowing; but now they had entered in at tharmegg of Time, and the Valar

BLMP, w. 35-44.
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perceived that the World had been but foreshadameldforesung, and they must

achieve it®

In the letter to Waldman Tolkien points us that tmy time Power is given an
entirely positive connotation in the Saga is prelgisn reference to the Valar. And
indeed,their poweris not aboupower at all, that is, it is not about what we usually
mean by power — supremacy, control and tyrannyierait is about power asgrength
and force with which they labored to make the worldieable place (and therefore
ready for the arrival of God’s Children), unwaveribefore the Enemy’s constant
attacks and ceaseless efforts of unmaking of aitlwtvas beautiful. They came down
to Earth ennobled by the vision of the world thaidGad given them and they directed
all their might (power) at making this vision corttee — in achieving the World. As
Powers of the World, the Valar are the carriershef seed of purity. Power, and thus
sub-creation, as practiced by the Valar (and Eatdbeir best) is used in the service of
recovery and healing; as practiced by either ofDhek Lords, it is used in the service
of control and corruption. In the first instancewer weaves Enchantment and delivers
Art; in the latter, it breeds Magic and produces kthachine (Technology in its negative

aspect).

So began their great labours in wastes unmeasurgdigexplored, and in ages
uncounted and forgotten, until in the Deeps of Tane in the midst of the vast

halls of E& there came to be that hour and thaephhere was made the habitation
of the Children of llGvataf®®

Thus, we arrive at the majestic core of any trulgcessful fairy-story: it does not
only reveal the Machine for what it is, exposing thagim and instigating sorrow for
the world marred by evil and plagued by the eneewelf if mans this evil himself). It
brings the reader out into the field eficatastrophe- the field where dragons can be
slain! The witnessing of a dragon-slaying (Dark d.dveing beaten, monster killed,
Machine stopped, one’s own vanity conquered — Bvérturned) is what awakes the

‘eucatastrophic’ sensation, sorrquierced by hope and joy®* A true fairy-storywill

25|, pp. 21-22.
B gjl, p. 22.

84 Sorrow and joy consistently intermingle in TolKfmaginarium.Cf. “For if joyful is the fountain
that rises in the sun, its springs are in the weflsorrow unfathomable at the foundations of the
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eucatastrophically enchant the mind to dive in® deeps of the being and awake the
eyes into tears. It will rinse away desolation dniitierness, the fear of hopelessness
before the supremacy and inevitability of the smlposed Machine, ennobling the eye
to see that sudden glimpse, the mind to recognigeceet being revealed — the lesson

howto kill a dragon!

By enchanting, ennobling, enbeautying the humandnbanlook upon the world
from the top of the Fantasy Tower with fresh eyest @s conquest-driven climber but
as spectator enjoying the marvel of the view) attdraaccord with the marvel he has
been shown (if even a glimpse), the fairy-storyoetds itself as the conductor of a
world-vision that reveals the sacred patterrgoaductornot aiming to command by
power but to communicate by strength — the misefoall true Art. Although the battle
against the Machine is still raging, there ard stitists out there fighting the dragon.
As we are currently being reminded by an Artist whelcomed us to the Machine
decades ago and who never since stopped bangifigdeding heart’ against the ‘wall’
of anyone who dared listen and would not closesliess before the arriving Horde: the
tide is turning! Victory may seem like only ‘a fool’'s hdpget for those who stilbare
hope — the sudden happy turn is coming. “I bow not pefore the Iron Crown,”

exclaims Philomythus, “nor cast my own small goldeaptre down?®°

Earth” Sil, p. 46). But, also: “Among the tales of sorrow afduin that came down to us from the
darkness of those days there are yet some in vamat weeping there is joy and under the shadow of
death light that enduresS{, p. 194).

5 \MP, wv. 129-130.
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Chapter 7: DISCOVERING LANGUAGE

Si man i yulma nin enquantuva? [Who now

shall refill the cup for me?§°

By 1937 Tolkien was deeply enmeshed with the stoidianguages; he had already
spent a great deal examining Old English and Gegrlanguages, Latin and Greek,
Welsh and Finnish, and these (especially Gothic \Atadsh) profoundly fed into his
secret viceand found their way into a variety of languagesimeagined had been
spoken by Elves. It was as early as 1910 that €nlkiegan devising a certain proto
language of the Elves, an “Elvenlatin” of sdft5the name of which he changed
repeatedly fronElfin andQenyato the eventuaQuenya which ultimately became its
enduring form. This particular language — phonatatly based on Latin, with a strong
influence of Finnish and to a lesser degree alsdshVe was designed from what
Tolkien dubbed “phonaesthetic” consideratiéfisAs he would write to W.H. Auden

years later:

It has been always with me: the sensibility to liisjc pattern which affects me
emotionally like colour or music; and the passienatre of growing things; and
the deep response to legends (for lack of a betbed) that have what | would

call the North-western temper and temperattite.

Indeed, the strong connection between Tolkien'sibdity toward the linguistic
pattern and the stories that give it context, anglife, is of the utmost importance in
understanding the nature and cause of his litesadeavors. Like in his youthful story
of thegreen great dragomwhen Tolkien suffered wonder at the power of wand story
alike, Tolkien considered languages inseparablen ftbe legends and mythology
associated with them. Thus, as he would assegutages likeesperantoldo or Novial

“are dead, far deader than ancient unused langudpERuse their authors never

28 L otR Il: 8. The verse is fronNamarié (v. 8), a poem in Quenya language. The poems is subtitled
“Galadriel’s Lament in Lérien” and loosely trangatag-arwell.

27| T 144, p. 194.
288 |pid.
2891 7163, p. 228.
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invented any Esperanto legend®Tolkien, on the other hand, did invent a mythology
to provide context for his languages, and his pElien soon settled on its very own
system of legends. Accordingly, the Elven languaig®uenya received its counterpart
in the form of the earlyLost Tales(and later inThe Silmarillior): the fantastic
mythology that provided the imagined “history” afide” to an imagined (fantastic)
language. Many Tolkien scholars accept, to varylagrees, that Tolkien ventured to
recreate a mythology for Englaft. Admittedly, such a claim is noentirely
groundless, mainly in view of certain segments lod Lost Tales particularly the
‘framework story’, which provides a specific ‘loitk’ to the ‘real world’?*? We have
already stated, however, that mapping out the ‘losid’ was a critical aspect of
Tolkien’s quest, yet to narrow it down to a sediaha ‘link to England’ would clearly
entail doing a disservice to Tolkien. Bringing Mand EIf into connection is the
building of a bridge between reality and fantagy reality and art. The link between
Elfland and England is a symbolic representatiosandl bridge, rather than its ultimate
structure. Ultimately, both thieost Talesand the stories from its succesSamarillion
are essentially envisions of &tvenmythology, lived out and eventually “recorded” by
the Elves themselves, following their arrival (awakg) upon Arda — and their

discovery of language

2901 7180, p. 250.

291 For instance, Verlyn Flieger (Flieger, Verlyn: ‘@autionary Tale” inThe Chesterton Reviewol.
xxvii, Nos. 1&2, February/May 2002, Seton Hall Uarsity, South Orange, New Jersey, pp. 97-103)
admits that the phrase “mythology for England,” ethiis commonly attributed to Tolkien, is an
obvious misnomer as was originally pointed out by Anders Stenstr{fatenstrém, Anders: “A
Mythology? For England?” iProceedings of the Tolkien Centenary Confergede Patricia Reynolds
and Glen H. Good-Knight Tolkien Society, Milton Kes & Mythopoeic Press, Altadena, CA, 1995,
pp. 310-314). Yet, she argues that the phraseoiw so firmly entrenched in Tolkien scholarshipsit i
too late to dislodge it.” Moreover, she sees Hittjualitative difference” between said phrase and
Tolkien’s intent to create “a mythology he coul@dicate’ to England.” She therefore opts to take “a
given” both the Saga’s “status as an invented nigthoand its connections, direct or oblique, with
Tolkien’s England” (Flieger, 2002, p. 97). Shipp€003, p. 177) attempts to dislodge the ‘firmly
entrenched’ misnomer by proposing that Tolkienterapt was “not so much to create a ‘mythology for
England’ [...] as a mythologpf England” (emphasis his). What both Flieger andpfS&y seem to
neglect, however, is that Tolkien, while admittedlyiting to Milton Waldman about a desire to
“dedicate” a mythology to England (notorious qudkat instigated the debate), places the given
aspiration into “once upon a time” and into the teah of a youthful andibandonedexcursion (“my
crest has long since faller, T 131, p. 168).

2921t should also be noted that Tolkien never evemsittered publishing theost Tales They were the
earliest renderings of his mytho-legendarium, abaed along with its ‘framework’. By the time they
evolved into the ‘Silmarillion’, Tolkien had alregdorsaken all attempts at creating a link to thgthm
of England.
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[The first three Elves] Imin, Tata and Enel awddefore their spouses, and the
first thing that they saw was the stars, for theykevin the early twilight before
dawn. And the next thing they saw was their dedts@ouses lying asleep on the
green sward beside them. Then they were so enadhofitbeir beauty that their
desire for speech was immediately quickened anglibgan to ‘think of words’

to speak and sing 1>
In The Silmarillion we find a comparable passage:

[The Elves] began to make speech and give nameall tthings that they
perceived. Themselves they named the Quendi, giggithose that speak with

voices; for as yet they had met no other livingngjsi that spoke or saRY.

Thus, the Elven language of Quenya got its firstirty” speakers, who “named
themselves” th€@uendj that is, those who speak in voices, or perhapa,rather more
loose translation, those who tell stories. The Elword for story isQuenta(hence,

Quenta Silmarillion or the Story/Saga of the Silmarils, which forrhe tmain body of
the tales). There is no over-accentuating the itapoe of thisdiscovery of language
within Tolkien’s imaginarium. The moment languager (specifically, word) is

discovered,story is discovered, vision is attained — and missiomagsjuired. The
explication of the sub-creative process of disciompmword and story is delightfully

evident in the poerMythopoeia where the Myth-fellow declares:

Yet trees are not ‘trees’, until so named and seen
and never were so named, till those had been
who speech’s involuted breath unfurled,

faint echo and dim picture of the world,

but neither record nor a photograph,

being divination, judgement, and a laugh
response of those that felt astir within

by deep monition movements that were kin

to life and death of trees, of beasts, of stars:

free captives undermining shadowy bars,

digging the foreknown from experience

23 HoME X, p. 421.
2% gjl, p. 56.
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and panning the vein of spirit out of seA%e

This is not only true on the story level itselfistalso true on the stokglling level. For,
as the Myth-fellow continues:

Great powers they slowly brought out of themselves
and looking backward they beheld the elves
that wrought on cunning forges in the mind,

and light and dark on secret looms entwii&d

Yet, in the field of Tolkien interpretation (whickubstantially grew after 2000),
we often find the notion of ‘fantastic’ substituteg ‘artificial’, both in connection to
the mythology and to the languages Tolkien shap#d being. However, such a
qualification could not be further from the truths one of the main strivings within
Tolkien’s imaginarium is precisely the battle agiartificiality. Tolkien’smythopoeic
process was quite like hgdossopoeiathe crafting of languages (a term he coined for
the 1939 lecture/essdySecret Vice On a more metaphysical note, Tolkien’s approach
did not invoke the usual “inventing” of things (whi he associated with the artificial,

297

mechanical/iron and ultimately evemagica),”" rather the recognition of the true, the

sub-creative, that “splintered fragment of the tight” which ultimately allows man to

“aspire to the state of perfection that he knevoteethe Fall 2%

In his unfinished ‘confessional’ workhe Notion Club Paperslolkien goes to
great lengths to accentuate a point he had prdyiouade inThe Lost Roada thought
that also resurfaces throughout his letters. Taollkieew well enough what it meant to
invent, both stories and languages, but he freqpbat a feeling that not everything in
his imaginarium wassimply invented (we perceive with Tolkien that the idefa o
invention itself bore a note of artificiality). Cieters in both of these
(autobiographical) works receive visions of mythieaents in their dreams, and hear
echoes of peculiar words in unknown languages. Swudntds Tolkien called

25 MP, wv. 29-40.

2O MP, w. 41-44.

297 To magig which he mostly understood as manipulation, Esilktontrasteénchantment
28 Bjo, p. 182.
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“ghostwords” and drew a clear line of distinctiogtWween these and the words he had in

fact invented.

Most of these “ghostwords” are, and always werealtaappearance casual, as
casual as the words caught by the eye from a lexidoen you're looking for
something else. They began to come through, ad,|when | was about ten; and
almost at once | started to note them down. Clymeil course, at first. [...] But
later on, when | was older and had a little monguistic experience, | began to
pay serious attention to my “ghosts”, and saw thay were something quite

different from the game of trying to make up prevéinguages”

These ghosts, as Tolkien calls them, have a phiallthe fragmentary images that
haunted Tolkien, like the vision of a massive walestroying land, around which
Tolkien effectively built his tale of Numenor. Thentirety of Tolkien's world

successfully plays on these fantastic recollectioas if the storyteller were
extrapolating images from the collective subconssiodream visions of forgotten
times, told in forgotten languages, buried in themory of the earth and in the dark

corridors of the human mind.

But in making up a language you are free: too fieis. difficult to fit meaning to

any given sound-pattern, and even more difficulfitaa sound-pattern to any
given meaning. [...] When you're just inventing, thkasure or fun is in the
moment of invention; but as you are the master y¢him is law, and you may
want to have the fun all over again, fresh. Yoliable to be for ever niggling,
altering, refining, wavering, according to your diuistic mood and to your
changes of taste. [...] It is not in the least likattwith my ghost-words. They
came through made: sound and sense already camjdirgan no more niggle
with them than | can alter the sound or the seristneo word polis in Greek.
Many of my ghost-words have been repeated, overcwed again, down the
years. Nothing changes but, occasionally, my sgellThey don’t change. They

endure, unaltered, unalterable by???e.

Of course, such a process was deeply connectedlkem’s idea of sub-creation,
according to which all art was but an echo of the drue Creation. Ultimately, it is

29 HoMelX, p. 239.
0 HoMelX, pp. 239-240.
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precisely that mirroring of Creation which enablé® individual to become the
collective (image and word), andce versa which enables the collective to be
communicated through the individual. The need foress oneself in the true language
of being, and thus expose the depths of the sdifariullness of individual reality (or as
close as such fullness can be reached), and priégerihe ‘other’ is a process Tolkien
recognized as an expression of a deep-rooted purgat the need “to hold communion
with other living things.** The shaping of the language of the individual, man
“secret vice” and a passion that comes fairly radlyito children, usually lost to the
rational grown-up yet not fully dismissed by théisar(and kept alive in the symbol),
embellishes thought by riddling the ‘ordinary’. Wit may seem that such ‘riddling’
obscures communication in its introduction of tlygpher — since any human attempt at
communication is a certain collision of two or mandividual and inner worlds, each
with its own set of symbols and associated meaningad, thus, the introduction of a
new level of meaning, the nature of the symbol/eyplvhen not intellectualized and
deliberately burdened by the rationality of meandg rather simply recognized from
the depths of the self, draws from the unconsciousl where understanding does not
depend on the logical (analytical) rationalizatmihmeaning (the inevitable course of
any interpretation), but on an immediate primalctiem of the being, an intuitive
sensation (perhaps indeed somewhat childish inregtt in a constructive sense. in
the sense that it bypasses logic in the purityiamdediateness of reaction, unburdened
by analytical vivisection of experience). In reglisuch an immediate intuitive reaction
facilitates communication, opening a field not @&wnlevels ofmeaningbut of new
levels (possibilities) ofunderstanding Ultimately, this was the nature of Tolkien’s
“ghosts,” which unveiled a fusion between sound aedse, placing Tolkiemside
language (as C. S. Lewis once so gracefully phrased?itand challenging De
Saussure’s theory that there could be no relatiprisétween a word and reality apart

from arbitrariness.

Like an ancient alchemist, whose very soul wouldwbrand purge before the
essence of the fire coming from his faithful fureadolkien would himself become

enchanted by the essence of the words. It is ndhenleast bit difficult to imagine

01ES p. 116.
%92 the obituary for Tolkien published Fhe Timegin: Bio, p. 138).
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Tolkien spending hours in his study (perhaps gjittman armchair, wearing one of his
favored ornamented vests), enjoying long whiffshif pipe and simply pronouncing
words in Elvish, delighting in their sounds. He Wbyerhaps (when not feverishly
battling with grammar), pronounce a single wordaarentire phrase, or even a long
passage, whispering it into the silence or voicingolemnly. At times, he would
perhaps pronounce one word several times, or meyplre a different accent. What
did these words say to him? What sorts of visiam$ sensations would occupy him
once he would pronounce a word likewulindalé&? What sort of enchantment hid there?
To Tolkien, this particular word discovered The &ien itself, that point not in time
but in the mind — in themagination— wen the world came to be, when the primordial
thing happened, when God released his thought amdfit aroseeverything— a
cosmos, and in it a world, and upon it man, andirddim art. As Tolkien would tell it,
from the very first to the very lasbst tale he would ever encounter and venture to
record, the point of Creation is such: out of theught of The One, came the first
beings, thus the most direct carriers of the thouije Ainur. The very first experience
that the Ainur obtain is that of melody that theeORru) grants to them. Thus the
Music beginsAinu —lindalé, the Music of the Ainuf®® However, the world itself is yet
not made, the thought exists only on the levelasincos, as a cosmic harmony — until a
cord strikes out, the harmony breaks and The Fallis, the world its consequence.

This is the one concept that Tolkien never changétipugh he did rewrite this
passage many times, at times making its languagealehaic, and at times reverting it
back into archaic form. While this part remained¢henged, the very act of the creation

of Arda itself (that is, the story that came afiére Fall) did see revisions in not only

%93 Ainulindalé (“The Music of the Ainur”), a tale of the origimg the cosmos and consequent shaping of
the world, undeniably represents the heart offeiteles that would come into Tolkien’s imaginarium
In The Silmarillion it is featured as a separate work, along withsigsnbiotic counterpart, the
Valaquenta(“Tale of the Valar”). In the initial 1918 versioof the ‘Lost Tales’ manuscript, the two
existed under a joint titl@he Music of the Ainuand were woven into the framework of a mariner’s
voyage to Tol Eressédtfe Cottage of Lost Playpub. inHoMe I) which was soon after abandoned.
Both textual and conceptual histories Ainulindalé are unusually straightforward, although five
versions of the Tale are in existence (all publishéthin various volumes dfioMe). Notwithstanding
changes of wording and names, including other mamalitions and omissions, the key concepts behind
the Creational Tale dhinulindaléhave changed remarkably little throughout the desaAdditionally,
this is the only section dfhe Silmarillionfor which there is a direct lineage of manuscrip&ch one
being a direct revision of the last. Such simpjieihd careful sequencing of revisions, otherwisellija
prominent features of Tolkien's work, surely attesthe importance the story held for Tolkien. VYarl
Flieger is, therefore, certainly right to read Tiefks ‘Music’ as the metaphor for his own creative
process, a continuing yet never fully achievedovisiSee: Flieger, 2005.
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language but concept as well. The world would stes be flat and at times round,
depending either on Tolkien’s philosophical ponaigsi or on fervent linking between
other passages. He would be revising, rewritinglirayy connecting and providing
supplementary sequences (some of whigre explanatory and some of which were
not), or even delivering entirely new versions to $abe single events inside the tales.
Yet, the moment of the shaping and the first utteeaof the Music inside the cosmos,
the world accordingly being sung into existenceulddoecome the one piece of the
puzzle that Tolkien would never change, the primardhoment of Creation out of

which the entire world of Arda will arise, and T@k'’s entireimaginariumwith it.

As words would whisper their stories of enchantmentolkien, the storyteller
would meticulously pen them down; enchanting theedegs in his own right, in what
would become a synesthetic process. The initiabembolkien presents us with is one
filled with the feelings of grace and calm. The thm of its telling has a naturally
soothing effect on the reader, forced to simultasgobecome the storystener— in
accordance with the initial thought that Tolkiennfronts us with: that the Creator
originally spoke not by means of words but by meahsusic, and through cosmic
harmony, calling upon us to take a step beyondwthitten word, by engaging our
imagination of sound and provoking us to bringnibiuse. This is further amplified by
the melodious appearancef the text itself, which this is achieved eventhout
applying the specific scripts Tolkien also devidedaccompany language, the most
prominent of which is certainly th@engwar script (or The Alphabet of Runif®*
Indeed, once a word like Ainulindalé appears betmreeyes in the text, strumming its
cord, we are, if nothing else then by means of mhtatuman inquisitiveness, simply
compelled to bring it into sound (if even omhentalsound within our imagination), to
endeavor to sense and somehow verify its melodicaied shape. The reader, or should
we say listener, is consequently driven to proneusiech a peculiar word within his
own mind, or even out loud, and once he does, lserbes entrapped by its sound,
struck and enchanted by its essence, finding hinose step closer to understanding

thebeauty— and thdruth — that splinters without.

%% During the course of 1919, Tolkien wrote his diasjng solely the Tengwar script.
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At the point when the Music becomes our own, whenvtord becomes our own,
does themyththen not become our own as well? Does the langnag®ecome truly
alive when nearly half a century after Tolkien’s deatie @ olkien reader greets another
with the words:Mae govannen, mellon nif° as it so frequently happens between
speakers of otherwise utterly diverse native lagge@ Even an average Tolkien
enthusiast who perhaps never got beyond the readifige Lord of the Ringsand who
is thus fairly inept at Elven, will know that thiseans “Well met, my friend.” Should a
fellow speaker be perhaps only a little mdéieent, or a little more enthusiastic, he
might reply to such a greeting with the woilen sila [limenn’ omentiel¥® (“A star

shines on the hour of our meeting”).

%m%é%ﬁn% )

Figure 4: The inscription Elen sila [imenn’ omentielvavritten in Tengwar script.

The number of Tolkien enthusiasts, especially whe&wing the practically
immeasurable online community, is vast indeed. @hare countless web forums
dedicated to Tolkien, to Arda, to the languages t@nthe stories. Some of these are
indeed far from average, as learned debates, eoyiracademic (and some indeed are
even precisely that) sprout on such topics as nlestigation into the mythological
sources and language patterns. Certainly, thexlsasthe incessant humdrum created by
Hollywood, which also captured a whiff of enchanbthérealizing, as the publishers
once did, that there is money to be made in it}, ¥evould be unfair to state that the
movies did not also possess their very own fligiitenythmaking genius, contributing
in their own right to thdife of the myth This is true especially if we take into

consideration Tolkien’s own desire to “leave scémeother minds and hands, wielding

%% From the meeting between Aragorn and GlorfintetR I: 12.
3% Frodo’s greeting to Gildor IngloriohotR, I: 3.
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paint and music and dramZ.* The Hollywood industry did in fact bring togethswld
minds and hands that wielded art. The famous Tolkispired illustrators Alan Lee
and John Howe were recruited as lead conceptsattisteter Jackson®he Lord of the
Rings and The Hobbitseries, bringing their already well-known illugioms to the
screen. Some of Tolkien’s songs/poems (like Song of the Lonely Mountasung by
Thorin Oakenshield and his company Time Hobbi} were put to music as well,
becoming part of the soundtracks. Perhaps mostlipdguentirely new phrases were
constructed in Tolkien’s languages, using the gramrand vocabulary Tolkien
provided — for instance, Aragorn’s remarks to haske, made in Sindarin, or the
inscription on the sword Narsil in Quenya, appegarmTengwar script. Ultimately, this
is precisely what enables us to speak of the ‘fieTolkien’s myths, as well as of the

cultural phenomenon that Tolkien represents.

3071 7131, p. 168.
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PART III: IMAGINATION vs PUBLICATION

Chapter 8: THE TREE OF TALES

| shan't call it the end, till we've

cleared up the mes®

The attempt to verify the exact nature of Tolkielitarary opus, especially when taking
into consideration the posthumously edited worksaitask riddled with difficulty,
verging on impossible. As we shall soon discover thasons for this are many, the
most obvious certainly being that the construcii@s leftunfinished(although such a
qualification could, in some sense of the word,aliebuted to the work of any great
artist). Tolkien was ncnomo unius libri says Tom Shippey, and he is certainly right,
even if we take the Saga to be in fact only onekliBb As the true storyteller he was,
Tolkien was compelled to write and tell storiesotighout his life. At times this urge
would manifest as simply as telling a story to tisldren. Correspondingly, various
children’s tales were envisioned (and told) over yiears, light-hearted (fairy-) stories,
some of which ended up on paper, although someetmprogressed beyond the first

few sentences*®

ultimately to appear in print many years laterc@rthe name of
Tolkien had acquired its appeal among readers witkel®* On occasions, the vision
would strike Tolkien without heed or warning, ofiemes in the middle of an entirely
different business, and the story would simply tatim until he would tell it, quite
like in the case of he Hobbit Another such instance of being simply ‘struckvision’
was certainly the case with Tolkien’s “purgatoriaf”’short storyLeaf by Nigglé'®

written at a point in 1938-9 (while working die Lord of the Rings

%8| otR VI: 9.
39 Shippey, Tom:J. R. R. Tolkien: Author of the CentuRarperCollins, London, 2000, p. 264.

$10Bjo, p. 165.

11 This appeal, however, was still insufficient ftvetpublishers to accede to the publication of ‘The
Silmarillion” manuscript; it provoked merely the hjication of several short tales, likeeaf by Niggle
(1945) andrarmer Giles of Hanf1949). Moreover, as Carpenter reminds the readany of these short
stories in fact saw their publication only posthwsly, like The Father Christmas Lette(8920-1942,
pub. 1976)Mr. Bliss (1932, pub. 1983) andoverandon{1925, pub. 1998).

3121 7153, p. 210.
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Except that that story was the only thing | haveredone which cost me
absolutely no pains at all. Usually | compose owigh great difficulty and

endless rewriting. | woke up one morning (more tBarears ago) with that odd
thing virtually complete in my head. It took onlyf@w hours to get down, and
then copy out. | am not aware of ever ‘thinking’'tbé story or composing it in

the ordinary sens&?

In fact, many of Tolkien’s stories began as “sormgtelse.*!* For instance, an
attempt at writing an essay in English mythology1 887 would have Tolkien compose
a comic medieval fable entitlddarmer Giles of Hamwhich remained unpublished
until 1949; in fact it was published as a sort ppbeasement, during the lengthy
negotiations over the publishing of the equallygiény The Lord of the Rings The
following year (1938), Tolkien would set about wrg a preface to George
MacDonald’s fairy-storyThe Golden Kewnly to discover a vision on the meaning of
Feery which would take Tolkien under its sway and, depeig a life of its own,
become the fantasy novelmith of Wootton Majofthe publication of which was
delayed for almost twenty years before it finalpgpaared in 1967). Not to forget that
the massive saga dhe Lord of the Ringgself initially began as a sequel to the rather
more simplistic children’s adventulidie Hobbit but turned out to be the missing link to
Tolkien’s then yet unpublished fantastic legendarif the world, changing the fate of
The Hobbitas well. Indeed, Tolkien was highly driven by tivge to create, or rather,
as he deemed, to sub-creaéeto shape the visions he was granted into stonewse,
at times also delivering illustrations, maps, ahea more peculiarly translations into
(or from!) fantastic languages. Well aware thats tifantasy-weaving urge had no
biological function as such, Tolkien found it equatssential to the inner life of his

being.

Yet, notwithstanding these few irresistible ‘divierss of sub-creation’, Tolkien,
the man who spent his entire life deciphering addle, was also a storyteller who
devoted his entire inner being to the telling oé @ngle tale (the tale behind the riddle)

and to the conducting of one single vision into Wald. Essentially, Tolkien poured

313 published irDublin Reviewof January 1945 and later also included in J. Rid¥kien: Tree and Leaf
George Allen and Unwin, London, 1964.
341198, p. 128.

$15Bjo, p. 244.
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himself into one single piece aft, of elaborate (lifelong) and grand-scale desitke |
some mystical painter who would spend his entif@ fpiainting one single painting,
sometimes coating over entire portions of it ohegsng the hues, sometimes spending
years in the process of detailing one single commed sometimes rebuilding the
supportive woodwork in order to expand the cangasngtimes even including shapes
that may seem like they do not belong within therall structure). Such an artist
knows of no ‘finite’ framework, he dispenses withrather naturally, even without
conscious deliberation. The art he invites intoldesg is a continual process in a state
of open flow and the one permanence it knows dhéssource from which it freely
emerges (it is thus quite along these lines thatl®¥6 Tolkien dispensed with the

original framework to the ‘Silmarillion’ and ‘repated’ a large portion of that canvas).

In fact, this was precisely the state of affairsty@ayed in Tolkien’'sLeaf by
Niggle which was in consequence oftentimes considereauswbiographical allegory,
a term Tolkien disliked both due to the biographmad the allegorical reductionism

therein applied:

It is not really or properly an ‘allegory’ so mua@s ‘mythical’[...] Of course
some elements are explicable in biographical t§sabsessively interesting to
modern critics that they often value a piece defhture’ solely in so far as it

reveals the author, and especially if that is disareditable light§°

Certainly, Tolkien was well aware that the tale ggssed a deeply personal note, that
the Tree painted by Niggle for the better part of his Ifeas “a symbol of Tale-

317 and that his own life revolved around the subtineaof one such a Tree as

telling,
well — the one greatttanchingand acquisitive them&* as he would call it in the letter
to Waldman. In this letter, Tolkien also statest thh@ny of the shorter stories in fact
escaped from the grasp of this theme, “being utéyaand radically unrelated*®
where he also includeldeaf by Niggle.Yet, while the short purgatorial tale may have
escaped from the narrative plot of the Sagdidtbelong, in the broadest sense at least,

to its mythopoeic structure, even if only as a dpeappendix or at the very least a

3161 T 241, p. 340.

31717 263, p. 372.

38| T 131, p. 168, emphasis mine.
319 bid.
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‘footnote’ on the importance of sub-creation (afdy it too was ‘mythical’). Evidence
of this can be traced through the fact that the41l@fllectionTree and Leafvhere the
story originally appeared also featured the e€3ayFairy-Stories clearly establishing
which ‘Tree’ the ‘Leaf’ comes from. Additionallyhé second edition of the collection
included the poenMythopoeia Tolkien’s defense (and manifesto) of mythmaking,
which refers not only to the shaping of myths laityfstories as well. In a certain way,
these three seemingly divergent pieces (essay fy stopoem) are peculiarly
interconnected, effectively setting the contexfTofkien’s imaginarium. Thus, instead
of ‘autobiographical’ and ‘allegorical’ Tolkien dbbd the story his “pan-apologia, pan-

confession #°

Writing to his aunt Jane Neave, and upon sendimgahepy ofLeaf by Niggle

Tolkien would disclose:

Also, of course, | was anxious about my own interfreee, The Lord of the
Rings. It was growing out of hand, and revealing endles# wistas — and |

wanted to finish it, but the world was threatenifig.

Yet, The Lord of the Ringwas really only the latest budding of the ‘bramchiinternal
Tree?? one that sprouted back in 1914, growing new leavesthe ever unattainable

vistas until the end of Tolkien’s life. Writing tas son Christopher, Tolkien notes:

A story must be told or there’ll be no story, yetsi the untold stories that are
most moving. | think you are moved Belebrimborbecause it conveys a sudden
sense of endleasntold stories: mountains seen far away, never to be €linb

distant trees (like Niggle’'s) never to lb@proached — or if so only to become

‘near trees’ (unless in Paradise or N[iggle]'s Blayi*

In light of such reflection, the unfinished stafeTolkien’s work becomes more easily
comprehendible, even more meaningful; Tolkien’sgmary reality in fact thus more
alive. Consequently, the reading of Tolkien opens aotigridimension in viewing the
wholeness of a single work of art, aride versain viewing the singularity of a lifelong

3201 798, p. 128.
3211 T 241, p. 341.

322 Years later (1955), Tolkien would write to W. Huden that The Lord of the Ringis only the end
pan of a work nearly twice as lond”¥ 163, p. 230).

331796, p. 125.
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process of artistic creation, even when this erpgele in terms of artwork as the final
product — more thaonework of art (and even more peculiartypre than one version

of a single work).

Tolkien’simaginarium as we have decided to identify it — as is esfig@aitable
should we hereby imply the notion pliace which the term commonly denotes, that is,
‘a place of fantasy where imagination becomes reabn only bene placeand that is
Arda. Tolkien began shaping (imagining) this plateis world and cosmos, this
thriving imaginary reality along with its languagessmogony, legends and histories as
early as in 1914, when he was but a twenty two-péhstudent. He initially developed
several of the legendary narratives in poetic fatame, while the first prose versions of
the tales came into existence some two years (até916-1917), when the then young
soldier was recuperating from The Battle of the 8min the midst of World War One.
As Tolkien would affirm in a letter to Katherinerifar, “I have (in the cracks of time!)
laboured at these things since about 1914,” althpag he laments, “I have never found
anyone but C.S.L[ewis] and my Christopher who wariteread them; and no one will
publish them.®** Yet, this is surely how Tolkien knew, almost twecddes of labor
later, whence the hobbits had come. Certainly, tbeywere the residents of Arda and
the land of Middle-earth within it (which is alsenhaps one of the reasons why Tolkien
had amapfor The Hobbitlong before he had set out to deal with the acital).

As we have observed, in his lifetime Tolkien sawotigh the publication ofhe
Hobbit and The Lord of the Ringsand out of the whole of his imaginarium he
considered only these two works finished, or ratttenplete, although in actuality both
saw revisions and consequently revised editiorevitably, we must therefore engage
in a short examination of the publication histoghimd these two works, and the many
difficulties Tolkien faced, before these (and newe®) would pass onto his son.
Certainly, the publication difficulties were not lprfaced by Tolkien, his publishers
faced numerous difficultiesith him for not only was Tolkien a renowned perfectionist
and procrastinator, but also, as he admitted tmm&aynwin, “I am a natural niggler,
alas!®* (as the pan-confessioriaéaf by Nigglesurely corroborates).

3241 T 115, p. 150.
325 T 236, p. 333.
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Chapter 9: DOWN THE HOBBIT HOLE

| come from under the hill, and under the hills

and over the hills my paths 1&9.

The publication ofThe Hobbitoccurred, as we have already mentioned, by matter
fortunate circumstance — the circumstance beingiteat Tolkien called the “home
manuscript” of the tal&?’ otherwise written for Tolkien’s children (one dfetfew that
actually ended on paper and went beyond the fogple of sentences — although it too
lacked the final chapter) found its way out ofhtsme environment when Tolkien had
lent it to the “then Rev. Mother of Cherwell Edgbem she had flu, and it was seen by a
former student who was at that time in the offideAien and Unwin.*?® Tolkien’s
former student was Elaine Griffit{é’ who was tutoring undergraduates at Cherwell
Edge in the early 1930s. It remains inconclusivestvr she received the manuscript
from the Reverend Mother or directly from Tolkiemd whether it was in typescript or
manuscript — in any case, she did pass on the afofie Hobbitto Susan Dagnall, then

an Oxford graduate working for Allen and Unwin Hsbing.

Upon reading the story (which suddenly broke offttee death of the dragon
Smaug), Dagnall greatly encouraged Tolkien to pceda complete version which
could be considered for publication. On Octobed 336, Tolkien sent the completed
typescript to the office of George Allen and Unwivhere the firm’s chairman Stanley
Unwin was in the habit of employing his own childréo review the children’s
book submissions (as he suspected them to be #iguages). As it already became
nigh on proverbial, the manuscript was then giwethe ten-year-old Rayner Unwin to
write a report for the standard feearfe shilling On October 30, 1936, Rayner gave the
book a very positive review, declaring “with thepsuority of a ten-year-old that it

should appeal to all children between the ageiefdnd nine 2

328 Hobbit, p. 204.

27179, p. 20.

328| T 257, p. 365.

329 SeeBio, p. 183-184 & ,Introduction” to Andersonp. cit

330 Anderson, op. cit., p. vi. Anderson supplies the facsimile, while the original of the manusciigpt
kept in thel. R. R. Tolkien Collectioat Marquette University Libraries (Series 5, BoX¥alder 7).
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Figure 5: Rayner Unwin’s book report onThe Hobbit

ConsequentlyThe Hobbitwas approved for publication. In early January 7,93
Tolkien offered a redrawing of two maps (in additio Thror's map which he was now
referring to as the “chart” there was also a Wilaled mapor “the general map”) and
several pencil and ink illustrations redrawn fromatvhe had previously devised for his
home manuscript, “conceiving that they might seageendpapers, frontispiece or what
not.”3! To Tolkien’s own surprise, these were acceptespitte the additional costs for
their monochromatic reproduction, and by the endasfuary Tolkien sent several other
illustrations, to a total of ninélirkwood The Trolls The Mountain PathThe Misty
Mountains looking WesBeorn’s Hall The Elvenking’s Gated_ake TownThe Front
Gate and The Hall at Bag-EndYet, this is where the unsuspecting publishersildvo

learn just how big of a perfectionist Tolkien trusas. On February 5, Tolkien begins:

BlLT9, p. 20.
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| approve the rough prints. Reduction has improakdexcept ‘the Trolls’. On

this there are one or two defects, probably sinoolg to the impression. | have
marked them: the thin white outline of one of tteclground trees is slightly
broken; some of the tiny dots outlining a flame énéailed to come out; the dot
after ‘Trolls.” also. In the ‘Hall at Bag-End’ | mguidedly put in a wash shadow
reaching right up to the side beam. This has offsmwrome out black (with

disappearance of the key) though not right up ¢obisam. But the print is | think

as good as the original allows. Please note — #esgot serious criticismaf

Indeed, they were not — yet, although Tolkien wagainly not happy with the
crude treatment of detail. Moreover, the matterillbfstrations was not the only
diversion at hand. As Carpenter makes note, Tolietumrned the proofs afhe Hobbit
to Allen and Unwin in mid-March, having marked thewith such a large number of
alterations to the original text that he was toddrhight have to pay part of the cost of
correction as a result® Other grievances sprung forth, chief among thesnntlatter of
Moon-runes which were part of Thror's map (the cumscription ‘visible only in
moonlight’). As Christopher Tolkien notes in theréRace” to the 1987 edition dthe
Hobbit, the Moon-runes were originally to appear on #neerse of the chart, with the
caption: Thror's Map. Copied by B. Baggins. For moon-runesdhup to a light. Yet
Charles Furth of Allen and Unwin held that readeosild not understand how to read
the runes and was promising a certain ‘cunning owtbf letting the runes ‘both be
there and not be there’. This certainly delightedkien, only to shortly thereafter find
out that the “magic” was left out due to misundamsling on the part of the block
maker. Tolkien then redrew the runes in reverseéhabwhen printed they would read

the right way round held up to the lighi.

On September 21, 1937he Hobbit: or There and Back Agaimas finally
published. Regardless of Tolkien’s attention torgwketail, there were still omissions in
print, for instance, the border of tihirkwood illustration was cut, sadly never to be

restored for Tolkien gave the original to a Chinsgalent of his, and it was never to be

321711, p. 22.
33 Noteto LT 12, p. 23.
%34 Hobbit, p. viii.
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retrieved agaifi>> Thus, the crippled black and white illustratiortttappeared in the
first British and American editions dfhe Hobbitas an illustration to Chapter 8 was

expelled from all subsequent printings (and wasrestiored until the fifth 1987 edition,

appearing as such, only with the lower border ace).
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Figure 6: Mirkwood by J. R. R. Tolkien

[NOTE: In fact, this picture was redrawn according to an earlier painting of a forest ‘darker and
deeper still’, that of Taur-na-fuin, wherein transpired the events recounted in the “Tk of Turin”
from The Silmarillion. It then became theMirkwood of The Hobbit and yet it lived again for the
third time, drawn and entitled as Fangorn Forest Treebeard's forest inThe Lord of the Ringg

In May 1937, Allen and Unwin notified Tolkien thiditey had also interested “one
of the outstanding firms of American publishers” The Hobbit which was in fact
Houghton Mifflin Company of Boston, Massachusetidjo were also interested in
publishing a number of color illustrations. Duritige course of the following months,
Tolkien sent four entirely new colored drawingsthe attention of Houghton Mifflin
(via Allen and Unwin):Rivendel] Bilbo woke with the early sun in his ey@&slbo

comes to the Huts of the Raft-elvaad Conversation with Smaugo which he later

33> Hobbit, p. x.
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added a colored version of the now famdinre Hill: Hobbiton-across-the-Watef o
Tolkien’s satisfaction, all of these except for tHats of the Raft-elvesame to be
featured in the first American edition, which came in March of 1938, not six months
after the UK publication, and all of the color gatexcept foBilbo woke with the early
sun in his eyewere simultaneously added to the second Britistrésgion>° After its
original appearance in 193¥he Hobbitwas revised twice by Tolkien and consequently
twice republished in his lifetime. The second editappeared in 1951 just prior to the
publication of The Lord of the Ringswhen the narrative sustained considerable
modification in order to provide a more suitableklito its “sequel’. Most notably, this
included changes to the better part of Chapter Widlw Tolkien had revised in 1947)
along with some other minor alterations, chieflgdngse Tolkien realized that Gollum
would not have offered the Ring to Bilbo freelyt ewen in an otherwise sacred riddle-
game.The Hobbitwas later revised yet again, though not nearlgirastically, and the
third edition was published in 1966.

The Hobbitwas an immediate success, and both readers aidhmub instantly
called for the continuation of the story. A revieyw C. S. Lewis appeared in tlienes
Literary Supplemen2 October 1937) and though only three paragréming its praise
of Tolkien’s work echoed far. Lewis plac8he Hobbitin the company of George
MacDonald’s Phantastes A Faerie Romance for Men and Womgl858), Lewis
Carroll's Alice’s Adventures in Wonderlar{@i865) and Kenneth Graham&\énd in the
Willows (1908). While he grants th@he Hobbitis “very unlikeAlice” Lewis stipulates
that “both belong to a very small class of booksciwhave nothing in common save
that each admits us to a world of its own — a wdhlat seems to have been going on
long before we stumbled into it but which, oncerfdlby the right reader, becomes
indispensable to him®’ It has later been argued that Lewis’s praise whsdnced by
his ongoing friendship with Tolkien, although theseno genuine reason to question
whether Lewis was anything short of sincerely dekg and moved by the world into
which he had stumbled. On the contrary, that hepawes it toPhantastes(of all
MacDonald’s works) is indicative, for the discovesl/this particular work had left a

3% Noteto LT 15, p. 26.

%7 Lewis, C. S.: ,A word for children: J. R. T. To#a, The Hobbit, or There and Back Agdipp. 95-96
in Walter Hooper edlmage and ImaginatignCambridge University Press, Cambridge, 20135p. 9
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longstanding imprint on Lewis. “That night, my imiagtion was, in a certain sense,
baptized,?*® Lewis recollects his first reading of MacDonaltPserie Romance’ at the
age of sixteen (one is inclined to believe him,csirhe obviously had no ongoing
friendship with MacDonald, save for the sort anjiglged reader has toward the author
who enchanted him). Moreover, it would be grountteguspect that Tolkien was not
too fond of the comparison either Rhantastesr to Alice, for as he would specify in
On Fairy-Storiesonly two years laterAlice was not a “true fairy-story” because it
relied on the machinery of dream to approach asysivorld, a trait Tolkien considered
in many ways fatal, and a certain form of cheafitigl am afraid this stuff of mine is
really more comparable to Dodgson’s amateur phafdgy, and his song of Hiawatha'’s
failure thanto Alice” Tolkien remarks in a lettéf® While Tolkien does not refer to
Phantastesthe same would certainly apply, as the story asssnilar framework (its

hero Anodos is pulled into a dreamlike world, otdywake up in the end).

Still, Lewis was not the last to associate Tolkmgth Carroll or MacDonald, even
Grahame, and influence of the latter two on Tollgemork (not onlyThe Hobbi} was
often underlined, including by Humphrey Carpentehis 1985Secret Gardensdlt is
very curious to note, however, that Carpenter dugseally see Tolkien as being one
of the ‘gardeners’. He devotes Hiecret Gardenso the study of two currents that
overturned the sentimentalized view of childrenecegd by the Victorians: the
‘deconstructivists’ who shunned or sneered at #tregived adult superiority (he places
both Carroll and MacDonald in this group), and tAecadians’ who interpreted
childhood as the golden age of imagination anddiveg implying that adults had lost
something in the process of growing up (he seels rencies in works of Grahame,
J. Barrie and A. A. Milne). While he allows thattborolkien and C. S. Lewis make
efforts to “recapture the Arcadian tone and mességewis “more consciously than
Tolkien”), Carpenter maintains they are “not a partheir movement®! He passes

over The Hobbitquite lightly, invoking the words of Bilbo Baggine claiming it a

338 | ewis, C. S:Surprised by Jayin The Inspirational writings of C. S. Lewiispirational Press, New
York, 1994, p. 100.

39FS p. 117.
301 1715, p. 27.
%41 Carpenterop. cit, p.212.
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“bitter adventure ¥? as if neglecting the fact that Bilbo utters theseds in farewell —

a sad and bitter business indeed, not only fordbht also for the reader who must
now leave this world into which he had stumbledmiitedly, Tolkien’s ‘garden’ is not
just for children, even when one considers ohhe Hobbit As Lewis points out in his
review, “it must be understood that this is a al@ids book only in the sense that the
first of many readings can be undertaken in thesenyr’®*® That fairy-stories are not to
be confined to the nursery is a thought Tolkiero aatertained, and perhaps it is this
‘exodus’ of the fairy-story from the nursery thatode Carpenter to unjustly expel
Tolkien from his ‘secret garden’ for children; howee, as adults, we must be grateful

that Tolkien admitted us into his.

Ultimately, Carpenter fails to sééhe Hobbitas anything more than its author’s
bitter memory of the First World War, so he swifthoves his concern with Tolkien to
the interpretation offhe Lord of the Ringsvhere he essentially applies the same
procedure, calling it “a tract for its times, thenk of a man who had seen two World
Wars, and who anticipated a civilization dominatgdthe nuclear threat™ As for
allowing the Arcadian message, he interprets thieeShs a private Arcadia of the
book’s heroes (by which he clearly means the heblitthough it is questionable
whether they are truly the sole heroes), lastlychating it “striking that at the end of
The Lord of the Ring$olkien attacks the very same thing against witineh Arcadian
movement in children’s literature had reacted ryearlcentury earlier: the mindless
industrialization of society®*® Such a conclusion is puzzling to say the leagteaally
coming from Carpenter, given that Tolkien’s vensurgainst industrialization and
materialistic pursuits (which are deeply entwinedh hardly be confined to “the end”
of The Lord of the Ringghey are central to his work, and already becoimgous in

%42 Hobbit, p. 262.
33 ewis, 1937, p. 714.

%44 Carpenterpp. cit, p. 214. An anticipatory retort to Carpenter'ainl can be found in C. S. Lewis’
review of the second and third volumed.ofR (Time and TideOct 22, 1955), where Lewis, irritated
by the idea “that some people want to identify Riag with the hydrogen bomb, and Mordor with
Russia,” rightfully asks: “How long do people thiakworld like his takes to grow? Do they thinkdinc
be done as quickly as a modern nation changesiiiBcFEnemy Number One or as modern scientists
invent new weapons?” (Lewis, C. S.: “The dethronethté power: J. R. R. TolkieifThe Two Towers
[being the Second part dhe Lord of the Ringsand The Return of the Kinfpeing the Third part of
The Lord of the Ring$ pp. 104-109 inimage and Imaginatigned. Walter Hooper, Cambridge
University Press, Cambridge, 2013, p. 107).

%45 Carpenterop. cit, p. 225.
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The Hobbitwhere much revolves around the notion of greedgfd (including, of
course, the dragon himself).
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Figure 7: The Hill: Hobbiton-across-the-Waterby J. R. R. Tolkien
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Chapter 10: THE “NEW” HOBBIT

Elves and Dragond!says to himCabbages

and potatoes are better for me and y&u.

Given the success dhe Hobbit Allen and Unwin wanted a sequel, but what projpabl
drove Tolkien in the direction of actually attenmgtione was the reaction of readers.
Theywanted to know more about the peculiar race obitepand about the wanderings
of the wizard Gandalf; they wanted answers to wieorhysterious Necromancer really
was and to what had happened to Bilbo after hiemative had ended. Thus, Tolkien

847

started writing what he referred to at the time‘the new Hobbit,”"" entering into a

decade of battle with himself and his publishersage against time, against mundane
chores and against his own compulsions (a ‘niggtgie’ situation indeed) — in the
midst of yet another Great War. At times he woutdnbaking rapid progress, writing
almost feverishly, while at others he would be kfwr his attention diverted, causing

large gaps that could amount to months or everan ye

| wasdead stucksomewhere about Ch. {@oice of Sarumarih Book Il — with
fragments ahead some of which eventually fitted @b. 1 and 3 of Book V, but
most of which proved wrong especially about Mordand | did not know how
to go on. It was not until Christopher was carrigfito S. Africa [Christopher
entered the Royal Air Force in summer 1943 and sead to South Africa for
flight training] that | forced myself to write Book IV, which wasnseut to him
bit by bit. That was 1944. (I did not finish thesti rough writing till 1949, when |
remember blotting the pages (which now represemtwiblcome of Frodo and
Sam on the Field of Cormallen) with tears as | erdtthen myself typed the
whole of that work all VI books out, and themceagainin revision (in places
many times), mostly on my bed in the attic of timg terrace-house to which war

had exiled us from the house in which my family lgaown up.j*®

Indeed, Tolkien toiled away at the manuscript flonast twelve years, several of

which were spent consistently assuring his pubtshé Allen and Unwin that the book

1 otR I: 1.
3%7Bio, p. 187.
38| T 241, p. 341.
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wasnearly finished®*® As Rayner Unwin later recalled, the youngest &kien critic
who was now fully employed at his father's compaailen and Unwin “indulged”
Tolkien to the extent that “at times it nearly deowne mad.** Indeed, not only was
Tolkien a well-known procrastinator, but this wasrtainly aggravated by his
perfectionism which, when combined, led to revisiartually ad nauseaum’l am a
pedant devoted to accuracy, even in what may agpeathers unimportant matters,”
Tolkien admits*®* Indeed, as his friend and fellow “Inkling” (andrpaps most amiable
reader and critic, not including Christopher) C.L8wis would corroborate, Tolkien’s
standard for self-criticism was so high that “therensuggestion of publication usually
set him upon a revision, in the course of whichm@my new ideas occurred to him that
where his friends had hoped for the final text fadd work they actually got the first

draft of a new one?

These friendsthe Inklings, were an informal literary gathering, generallijliated

with the Oxford University, who met once a week thog C. S. Lewis’ and J. R. R.
Tolkien’s college rooms in Oxford during the 1930wl 1940s for readings and debate
on literature as well as their own work, good olhter and generdéte-a-téte(they
also frequented Oxford pubs, most notably the “Bagid Child” commonly known as
the “Bird and the Baby”). Apart from Tolkien andwis the group notably included
Hugo Dyson who, in their company, became involvethe making of more than one
legend of the Inklingsin fact, anecdotal situations whickally happened One such
‘legend that really happened’ is certainly the wtof the fateful evening of September
19 at Magdalen College at Oxford, back in 1931, nvbae Inkling Lewis exclaimed
before one Inkling Tolkien and one Inkling Dysomathmyths are lies, although
beautiful lies breathedthrough silver>® For in the mind of C. S. Lewis, agnostic at the
time, there simply could not have been any posgibleection between myth, that is,

imagination, and truth. Reason was the organ offitits sole conductor. Imagination,

%49Bjo, p. 205.

%0 Quoted in: Ripp, JosepMiddle America Meets Middle-Earth: American Disdossand Readership
of J. R. R. Tolkien’s Lord of The Rings, 1965-1969 245-286 in Book History, Vol. 8, Johns Hopkin
University Press, Baltimore, 2005, p. 251.

11T 294, p. 405.
%2Bjo, p. 154.
%3Bio, pp. 150-152 &S, pp. 143-144.
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he admitted, was “the organ of meanifig”and it crafted things of great mystical
beauty, like myths and fairy-stories, but theseenmot the truth. They are, exclaimed
Inkling Tolkien, turning himself into @hilomythus’®® “Just as speech is invention
about objects and ideas, so myth is invention abrath,” he said>® Man the creator is
in truth a sub-creator, for his creation is tbleaping not the making, of visions
bestowed upon him in accordance with the law — byclwman is the created one, a
conductor not an artificer, drinking from the enctel well of his own immortal and
divine soul, connected to the one source it trulpws of, its divine homeland: God.
This was the truth for Philomythus; this was the secretdiseovered in the riddling
darkness. Man was the mirror of God; his myths weigee homage: his chance at
redemption. According to the story, the three imfgi Lewis, Dyson and Tolkien spoke
for long hours before they parted ways. That ewghiewis went home and became a
believer (in Christ and in myths), and Tolkien wdmtme and wrote the poem

Mythopoeia

Another ‘legend’ of the Inklings (that really hapyeel) revolved most specifically
around Dyson. Namely, the Inklings habitually irgkd in reading sessions, and this
would often in fact mean they would impose uporheaiter the reading of their own
manuscripts. And, as expected, Tolkien would fretjyeead passages froihe Lord
of the Ringdefore his fellow Inklings, or would have Chrishgp read them. “It is an
Inkling’s duty to be bored willingly. It is his pilege to be a borer on occasion,” he
wrote to Lewis®’ Yet, when it came tdhe Lord of the Ringshis was a privilege
Inkling Dyson could hardly suffer to allow Tolkiemillingly. Dyson’s hostility toward
The Lord of the Ringshad been voiced so often that eventually he whsvad a

"3%8 to silence Tolkien when he could take no more. fftost controversial part of

veto
this story came from the pen of Lewis’ biographer M\ Wilson, who reports that

“Hugo Dyson, used to lie on the sofa with a whisfsynting occasionally: ‘Oh f---, not

%4 Lewis, C. S.: “Bluspels and Flalansferes: A SeicaNightmare,” inSelected Literary Essaysd.
Walter Hooper, Cambridge University Press, Camlaidt979, p. 265. “I am a rationalist,” Lewis
asserts. “For me, reason is the natural organ wh;trbut imagination is the organ of meaning.
Imagination, producing new metaphors or revivifywid, is not the cause of truth, but its condition.

3% The subtitle to the poem Mythopoeia reads “Philtmy to Misomythus”.
¥%Bio, p. 151.

71T 128, p. 147.

8 Bjo, p. 212.
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another elf.”®° It is impossible to tell whether this is merelyoapyphal or not, but
there is no doubt that Dyson suffered greatly Imgatihe many versions, revisions and
drafts that Tolkien had in store, compiled over litngy twelve-year period of his Saga-
telling. The perfectionist that he was, Tolkien veasnpelled to follow up on even the
smallest change of direction or emphasis with egtia@ amendmerdb initio. In 1947,

he wrote to Stanley Unwin:

But forgive me! It is written in my life-blood, shas that is, thick or thin; and |
can no other. | fear it must stand or fall as bhantially is. It would be idle to
pretend that | do not greatly desire publication¢s a solitary art is no art; nor
that | have not a pleasure in praise, with alitinity as fallen man can manage
(he has not much more share in his writings tharidgrchildren of the body, but it
is something to have a function); yet the chiefighis to complete one’s work, as

far as completion has any real seffée.

At long last, after twelve years of carrying theden of the story that wanted to
be told, writing it in his very blood, and blottingwith tears, Tolkien got it off his
chest. Recalling it some years later in a letteMtdd. Auden, Tolkien describes it
indeed as a “great labour; and as the author oAtioeene Wisssays at the end of his
work: ‘I would rather, God be my witness, set ontfoot for Rome than begin the work
over again!”® In February 1950, Tolkien wrote to Stanley Unworinform him that
the book was finished. Yet, this was not entirelygus to report, as Tolkien was well
aware of the reaction the final estimate of lengthuld have on Unwin. The tone of

Tolkien’s letter is grim; his despair apparent:

For eighteen months now | have been hoping forddme when | could call it
finished. But it was not until after Christmas tlisis goal was reached at last. It
is finished, if still partly unrevised, and is, UEpose, in a condition which a
reader could read, if he did not wilt at the sighit. [...] And now | look at it, the

%9Wilson, A. N.:C. S. Lewis: A BiographyV. W. Norton, New York, 1990. p. 217. Wilson, whad a
penchant for sensationalism (with a long careea a®wspaper columnist), did not censure out the
comment and, rather peculiarly, neither did Velljieger, certainly one of the most relevant autiesi
on Tolkien, who references the passage as suchnterrupted Music: The Making of Tolkien’s
Mythology Kent State University Press, Kent, 2005, Notgpot48. Due to its provocative nature, the
guote had been referenced by many, some of whotakeisly attribute it to C. S. Lewis, despite the
obvious lack of logic behind it, given that virtlyaho one was as moved by Tolkien’s work as Lewis.

301 7109, p. 141.
117163, p. 227.
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magnitude of the disaster is apparent to me. Mykwaas escaped from my
control, and | have produced a monster: an immgnieelg, complex, rather
bitter, and very terrifying romance, quite unfitr fehildren (if fit for anybody);
and it is not really a sequel Tdhe Hobbitbut toThe Silmarillion.My estimate is
that it contains, even without certain necessajuradis, about 600,000 words.
One typist put it higher. | can see only too cle&idw impracticable this is. But |

am tired. It is off my chest, and | do not feeltth@an do anything more about
it.362

Indeed, Stanley Unwin was dismayed by the lengtth@fmanuscript. He realized
well enough that this was no sequelTtoe Hobbit and the prospect of publishing this
‘monster’ which was in fact tied to an even biggere (‘The Silmarillion’) was
menacing. Furthermore, Tolkien’'s subsequent reftgsahave the monster cut into
volumes certainly aggravated the matter. Tolkiels wdamant; he wanted the entirety
of the Saga published together, in one book. Tlemn®true explanation in his letters,
or elsewhere, as to why he was so fixated on sacimaractical notion. Doubtlessly
such a book would have been extremely difficulhémdle, and would have more likely
ended up a fine sight on shelves than a storyenhtinds of readers. In any case, the
reviewing of Tolkien’s manuscript was yet againrested to Rayner Unwin, no longer
a child (as indeed ‘the new Hobbit" was no longdala for children), and he found it
brilliant. Yet, his heartfelt admiration for the ddo unwittingly added to Tolkien’s
misfortune as he had made a comment that he didseonse the lack of ‘The
Silmarillion” while reading it, and had recommendixt an editor incorporate “any
really relevant material fronfhe Silmarillioninto The Lord of the Ringr otherwise
“drop The Silmarilliori entirely3®® Stanley Unwin passed Rayner's review to Tolkien
hoping he would get the gist of it. He did. Thisaphim to the point that he confronted
Stanley Unwin with an ultimatum to publish all and immediately demanding a
straight ‘yes or no’ answer. To this Unwin repliéds you demand an immediate ‘yes’
or ‘no’ the answer is ‘no’; but it might well hal®en yes given adequate time and the

sight of the complete typescript* In fact, Stanley Unwin’s requests for “breaking th

%21 T 124, p. 159.
%3 Noteto LT 127, p. 163.
%4 Noteto LT 128, p. 164.
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million words into, say, three or four to some extselfcontained volume¥® were

hardly irrational. This, for some reason, Tolkiemgly failed to grasp.

Despondent, Tolkien then turned to Collins, wheittdvi Waldman assured him a
unified Saga would be published, but after two yedrdelays Tolkien lost patience and
again posed an ultimatum, and again received atimeganswer® However, in June
1952, Tolkien’s correspondence with Rayner Unwintowed, and rather desperate to
have at least a portion published, Tolkien enquif@dit what aboutThe Lord of the
Ring® Can anything be done about that, to unlock gassnmed myself?’ Rayner
was very much inclined to say ‘yes’ but there waes issue of pricing, and of the post-

war paper shortages that had their own ‘say’ imtiagter.

| regret very much (in some ways) having producadhsa monster in such
unpropitious days; and | am very grateful to youtfee trouble you are taking.
But | hope very much that you will be able befoegylong to say ‘yea’ or ‘nay’.
Uncertainty is a great weight on the heart. Thaghweighs on my mind, for |
can neither dismiss it as a disaster and turnhterahatters, nor get on with it and

things concerned with it (such as the maps).

Finally, “Allen & Unwin decided to publishThe Lord of the Ring# three
volumes, priced at twenty-one shillings each. Talks contract stipulated that the
manuscript of the book should be delivered, readytfe printer, by 25 March 1953
However, onlyone dayprior to this deadline, Tolkien wrote to Raynerogh of his
letters were now addressed to him instead of Statdawin, saying that he was “in
‘articule mortis™ which in translation to commoifd terms read as: engaged in moving
home due to his wife’s ill health and the doctaesommendation to move to a house

“on high dry soil and in the quiet®

| am afraid | must ask for your lenience in the texadf the date. But | see some

hope in your letter, since it appears timt first 2 booksvould suffice to keep the

351 7126, p. 162.
%% Noteto LT 133, p. 180.
%71 7133, p. 181.
8| 7135, p. 183.
%9 Noteto LT 136, p. 184.
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ball rolling. | practically completed a detailedvi®on of these before disasters

overtook me; and | can let you have them by thedénibis montt?’

The end of the month came and went, and, on AdsilTblkien wrote another
lengthy letter of apologies and assurances to Rayham extremely sorry that it is
already eleven days after the end of the month ¢M)aBut | have had a very bad time
indeed, far worse even than | feared [...] Also, iegtter of ‘appendices’ at the end of
volume lll, after the final and rather short sixtlook’, has not been decided [...] | am
not at this time returning, re-drawn, the desiggureed in Book Il Ch. ivsince | have
not had a chance to re-draw it [...] Maps are wogyine.?’* Some of these issues
were more or less settled by the beginning of Ayguden the question for the
volumes'’ titles arose, occupying much of the cqroeglence, while Tolkien’s letter of
October 9 revealed that ‘more or less’ in fact mékmss’: “The Maps. | am stumped.
Indeed in a panic. They are essential; and urdpentt just cannot get them done. | have
spent an enormous amount of time on them withoafitpble result. Lack of skill
combined with being harried® On January 22, 1954, Tolkien sent “Book I, filstlf
of Vol. Il, carefully corrected” assuring RayneatlfBook IV is nearly done and shall
follow on Monday,®* which in fact meant that Volume | was ‘ready’ forint and
Tolkien was asking Rayner whether it would be gaesio have it published in July. In
June Tolkien was asked to approve the designseadbt-jacket for the volumes, which
he did not. He found them “very ugly indeed ... Il tgbu what | think, since | am
asked: tasteless and depressing. But surely askyngpinion is a formality. | do not
suppose that any of my criticisms could be met outhserious delay. would rather
have the things as they are than cause any moey d@lit if this can be done without
delay,| would like a different type for the title-lettewy at least (on the page; the spine
375

Is passable)’™” Tolkien was yet again “indulged” by Allen and Umaand the dust-

jackets were changed.

31 bid.
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It was a great moment yesterday when | receivedatiance copy offhe
Fellowship of the RingThe book itself is very presentable indeédhink the

jacket is now much improved, and is rather striking
However,

...the specimens of the jackets for Il and I1ll dangrhome to me the point, which
I had not fully appreciated: the need for diffefatibn. Since the same device is,
for economy, to be used throughout, they do loakrtmich alike; and choice of
colour is perhaps less important than distinct®ut this could perhaps better be
achieved by varying the colour of the major letigfl Title and author in red? |

do not really myself mind at all, and leave it tmuy "

Finally, on July 21, 1954The Fellowship of the Ring: being the first partTdfe
Lord of the Ringsippeared. It was followed ‘relatively’ soon biie Two Towers: being
the second part of The Lord of the RirmgsNovember 11, 1954. The publication of the
third volume was yet again delayed, to surmise eabse of Tolkien’s last minute
revisions to the many appendices (which countedgses!). Almost a year later, on
October 20, 1955The Return of the King: being the third part of Tleed of the Rings
finally saw the light of day. The entirety of thedk was later revised for the second
edition, enclosing a neworeword appearing in 1966, when all three volumes were
published at the same time. Tolkien was never thdppy with the division into
volumes, and even less happy about any mentioheofttilogy.”’” The Lord of the
Rings effectively consists of ‘Six Books’ and this isetlonly ‘division’ Tolkien ever
fully acknowledged. In America, the book was yetiagentrusted to Houghton Mifflin,
and The Fellowship of the Ringppeared on October 21, 1994e Two Towersn 18
April 21, 1955, andThe Return of the Kingn January 5, 1956. Both British and
American first editions were printed in hardbackve&s only, as Tolkien expressly
desired, although this made the book less accestibh wider public. In addition, it
eventually led to the appearance of a ‘pirate’ papek edition in America during
1960s, which caused a massive scandal but inadigriteade the book more popular,

after which Tolkien acceded to an official papekbadition as well.

378 T 147, p. 200.
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The reactions to the book were instantaneous aaoiflevous. Two different poles
established themselves at once, equally uncompnagnis their condemnation and
praise respectively. Yet these were mostly impogssiic in nature, on either poles, and
decades would pass before sound criticism woul@apfrom the pen of either faction.
Obviously, in Tolkien’s day fantasy did not have game genre treatment it received in
modern literary discourse; in fact, Tolkien’s laey presence changed the course for the
understanding of fantasy to a substantial degreeta@ly, Tolkien was not the first
fantasy writer, in modern day terms or otherwisae(@nly needs think of George
MacDonald), yet wheffhe Lord of the Ring&on the “International Fantasy Award” in
1957 it became the sole title in the history of @&imeard that would come to be described
(now) as actuafantasyrather than science fictiol® In fact, as Tom Shippey asserts,
The Lord of the Ringhas, to a certain exterigreated its own genré™ After the
initial appearance ofhe Lord of the Ringgriticism was stumped as to where to place
it, and its seeming ‘placelessness’ was not oné gshurce of many interpretational
conundrums but also a breeding ground for varioissypprehensions and quite feasibly
also the root of sharp rejectionist tendenciesspaing around the name of Tolkien — at

the forefront of which stood, now virtually anecaldt, Edmund Wilson.

Both fantasy and Tolkien received their share dfadement and neither was (or
ever truly became) a welcomed guest in the maiastreircles. More commonly than
not, critical recognition of elements of fantasytie works of ‘serious’ authors would
immediately raise red flags, dictating that fanthsyhurriedly renamed into something
more suitable, or at least less recognizable. Svah also the case for Borges, where
sound interpretation quickly clothed fantasy intoagical realism’, a rather more
‘mature’ term (since it was a sort of realism afl). One common thread that
continually resurfaces throughout the treatmertiaih Tolkien and fantasy, propelling
their rejection, is clearly the (erroneous) assummpthat fantasy somehow belongs to a
‘juvenile’ state-of-affairs and that no respectadult would, or should, stoop to the
level of dabbling in such nonsense. “One is puzzte#know why the author should
have supposed he was writing for adults,” Wilsonnders in his infamous review

appearing inrhe Nationof April 14, 1956, as “there is little ifhe Lord of the

378 Ripp,op. cit, p. 256.
379 Shippey, 2000, p. 221.

166



Ringsover the head of a seven-year-old chiff.”What seemed even more
unfathomable to Wilson, clearly fueling his rageswhe fact that this “children’s book
which has somehow got out of hafit"received praise from such ‘adults’ as W. H.
Auden and C. S. Lewis (the two headed the factiaissenters — admirers of Tolkien’s
work). It seems that Wilson lacked the (fantastmgpacity to approach the
unfathomable, and it is hardly surprising he coutd arrive at any other answer save
for the sour conclusion “that certain people — e&dky, perhaps, in Britain — have a
lifelong appetite for juvenile trasi® This is rather reminiscent of David Hume’s 1772
invocation of ‘avidum genus auricularushthat is, “the gazing populace [who] receives
greedily, without examination, whatever soothesessfjtion and promotes wonde¥*
Yet, as Tolkien points out, creating the sort ohtésy that actually commands
(secondary) belief is in fact a rare achievemennf one that requires hard labor and

thought, even a certain special skill, an elusivel lof “elvish craft.?%*

Interestingly, Wilson’s ‘critical reading’ of Tolkn — he boasted to having read
the whole thousand pages ©he Lord of the Ringsut loud to his seven-year-old
daughter — had surprisingly little to do with adtuaading: Wilson persistently
misspelled the name of a central character, ‘rengh@andalf into ‘Gandalph’. He was
matched in this by Edwin Muir, reviewer faihe Observerwho opted for ‘Gandolf’
instead®®” Little need be said of the sort of criticism whasehors fail to spell properly
the names of main characters from the work theyrdegepreting. Would anyone bother
reading a study of AnnKaretina? This hardly seems likely, even if it were to come
from the pen of a Viktor Shklovsky. Yet, both oe#e authors’ sentiments were given a
substantial amount of weight and attention. Therearrdly a study on Tolkien that fails
to make note of their conclusions, despite the ftaese are nigh on foundationless,
especially in the case of Wilson — whereas Muiteast attempted to produce some

arguments, Wilson merely produced insults. Bottlihese authors’ claims (and many

30 wilson, Edmund: “Oo, those awful Orcs: A reviewbfR. R. TolkienThe Fellowship of the Rirg,
pp. 312-314 inrhe Nation CLXXXII, April 14, 1956, p. 312.
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others) were most successfully dismantled by Toiply, one of the founding fathers
of sound Tolkien criticism, imThe Road to Middle-earthin a learned yet unobtrusive
manner, Shippey tackled nearly each of their megaajudgments, recognizing such

tendencies as pertaining to what he dubs the ¢isiti of denial.%®

No compromise is possible between what one mighttba Gandalph mentality’

and Tolkien’s. Perhaps this is whiye Lord of the Ringéand to a lesser extent
Tolkien’s other writings as well) makes so mangrhiry critics avert their eyes,
get names wrong, write about things that aren’tetend miss the most obvious

points of succesy’

Yet, despite Shippey’'s accomplishment, which wasaestively consolidated by
Patrick Curry’s breakdown of Tolkien criticism, thieice of Edmund Wilson seems to
haunt the study of Tolkien quite unabatedly. Josegip thus rightfully calls him the
‘béte noit of Tolkien criticisn?®® and even Ursula LeGuin lamentingly states she can
still hear Wilson sneering ‘Oo, those awful Or& For LeGuin, as for Curry, Wilson's
derision of Tolkien is symbolic of academic, espbygileft-wing modernist, treatment

of fantasy at large.

The specific charges against Tolkien and the valuaghose name they are made
make up a strong family resemblance, and | havgestgd we call it modernism.
Indeed, Williams’s Marx, Jackson’s Freud, BrookesBsis Saussure — these are
among the very avatars of modernism, whose thentgrearratives” of modernity
— secularised versions of divine revelation — warpposed to supply essentially
complete accounts of our progress towards thesegain of the truth. But there

have been too many broken promises by now, andhtoty terrible “successes”.

%% Shippey, 2003, p. 282. Both Shippey and Curry glsme Christine Brooke-Rose in this group (
Rhetoric of the Unreal: Studies in Narrative anduBture, Especially of the Fantasti€ambridge
University Press, Cambridge, 1981). Brooke-Rosetavom Tolkien nearly three decades after Wilson
and Muir, yet “like so many professional critickiesresents her subject too much to read it fully,”
Shippey asserts.“Like Muir, she is a guide oftely ¢m what Tolkien was not” (Shippey, 2003, pp. 282
283). “No wonder,” says Curry, “that Brooke-Rose€] cannot seem to comprehend Tolkien, or indeed,
even read him.” He goes on to list her “astoundiatalogue of errors,” which is genuinely scandsiou
“orks’ — ‘the Gollum’ — ‘Tolkien's trilogy’ — ‘SamGamjee’ — ‘Elf-people’ — ‘Belin’ (for Balin) —
‘Edora’ — ‘Minas Mogul’ — ‘Moria Mountain.” As ifthe list was not long enough, she “gives the
wizards their own language, states that Ganddthdagh a wizard, can only perform minor magic; (!)
and has Arwen'’s father Elrond as her brother” (up. cit, p.103).

%7 Shippey, 2003, p 5.
%8 Ripp, op. cit, p. 255.
%9 e Guin,op. cit, p. 19.
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The human being has become a stranger not onhetodsmos and the Earth but

to each other, and him- and hersglf.

Six decades after Wilson’s ‘avid’ reading of Tolkjenot much has changed. “The
modernist missionaries,” Curry concludes, “arrimeMiddle-earth dressed in a hard-
shell suit of Theory, protected from contaminatiywhat they have already decided is
its infantilism, escapism and reactionary politits. The epithet of ‘juvenile trash’
seems so deeply entrenched within the literarybéstament that few bother to read the
books prior to issuing a condemning judgment. Farrttore, we often find Tolkien’s
work aligned with many of the post-Tolkienian fayeoffshoots like the ‘sword and
sorcery’ genre. The question, however, remaingolkien’s work is merely the sort of
trash no person past the age of seven should bttherselves with — why have so
many advocates of modernism (surely we must adan@agl Williams and Fred Inglis
to the list) spilled their ink in such zealous atps to attack and disparage it? Le Guin
provides a potential answer when she remarks #raasgy “isn’t factual, but it's true.
Children know that. Adults know it too, and thatpeecisely why many of them are

afraid of fantasy3?

390 Curry, op. cit, p. 104.
%91 Curry, op. cit, p. 105.
%92 e Guin,op. cit, p. 36.
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Chapter 11: QUENTA (OF THE) SILMARILLION

Behold! the hope of Elvenland
the fire of Féanor, Light of Morn
before the sun and moon were born,

thus out of bondage came at last,

from iron to mortal hand it passéd’

As has become abundantly clear, the history of bbdkkien’s revisions and his
publications is a rather tempestuous one, andnygionly covers the works that he had
in fact considered finished! As for his greatfinishedwork ‘The Silmarillion’, which
was edited and published posthumously by his saist®phe?® in 1977, the situation
becomes even more complicated. By 1938, Tolkien alasady referring to ‘The
Silmarillion’ as such (in the letter tbhe Observehe qualifies it as ‘the source’ dhe
Hobbit®®), and in 1937 the manuscript was even offered lenAand Unwin for
publication. At that given point, ‘the Silmarillibonmanuscripts — theQuenta
Silmarillion of 1937 and its adjoining pieces — were alreadjnipaossessive of the
shape (and name) familiar to the reader of the J@idication. Yet, this was but the
latest (and not the last) chapter of an ongoinghopoeic process, one that began with
the ‘Earendel poems’ back in 1914, and had alresadfgred quite radical alterations of
form. In order to understand holihe Silmarillioncame to be (and how, through it, the
entirety of Tolkien’s imaginarium manifested its@ito one Saga), we must take our
story back some twenty odd years prior to the pakibn of The Hobbit onto the great
battle stage of World War One, and into a (justvast) battlefield inside one man.
Against the background of fear that lingered abthveheads of Tolkien and his fellow
compatriots, and perhaps as a primordial reactaiat fear, Art arose as the lifeline.

Therein Tolkien seized the thread of salvation thatld ultimately help him weave

393 HoMe llI, p. 362. These are the verses fraay of Leithian(‘Release from Bondage’), the versified
rendition of theTale of Beren and LuthieThe stanza could be read as a Tolkienian riddeanswer
to which is —Silmarril.

394 For the sake of avoiding repetition and confusise,shall, with due respect to both, hereafterrrife
the son as Christopher and the father as Tolkien.

395725, p. 39.
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‘Book of Lost Tales’, the narrative forerunnerThe Silmarillionand the fantastic seed

out of which Tolkien’s entire mythopoeic realityegy.

The young J. R. R. Tolkien had just received hist ftlass English degree from
Exeter College at the University of Oxford in 194/6en the Great War swept across
Europe, taking the budding philologist (who hadeatty developed a fondness toward
language-craft and an inclination toward the wgtof verse) onto the Western Front in
1916, and eventually into the trenches of the Soraffemsive. There, as a member of
the Lancashire Fusiliers Company C, Tolkien sutfére loss of all but one of his close
friends (including Robert Gilson, who was killed blgell on the very first day of the
offensive, and Ralph Payton, one of Tolkien’s olddsldhood friends). After months
of incessant fighting, Tolkien developed a typhlik@- infection (classed as trench
fever) which landed him back home in England. Gedninmediate medical leave and
declared temporarily unfit for service pending @ee from the medical board, Tolkien
spent months in a hospital bed in Birmingham. Heflyrrecuperated during the course
of 1917 only to develop a case of gastritis aftarolv he was given a desk job and later
assigned to home service, luckily never to be sHipput to the front agaifi® Upon the
end of war in 1918 Tolkien was accepted as a justi@if member of th&lew English
Dictionary (which was later to become tlxford English Dictionaryand went on to
pursue his M.A. thesis at Exeter College, while Wdtameously writingA Middle
English Vocabularyalthough it was not published until 1922). Somewehin between
trenches, hospitals, desks, vocabulary and diatyoemtries, perhaps as early as in 1916
and certainly during 1917 and onwd&rd Tolkien began devising a body of stories he
referred to as ‘The Book of Lost Tales’ — the emmtliforms of the complex mythopoeic

structures which would eventually become the Siittian.’ 3%

In fact, the initial writings pertaining to Tolkiemimaginarium were not at all
stories, but a body of poems centering on the veyayj the hero Earendel, composed
for the better part during 1914 and 1915. These gy to far-reaching visions, taking

Tolkien along on a seafaring voyage to ‘The Shak&aéry’ (later ‘The Shores of

3% SeeBio, pp. 80-95 &Forward to LotR
397 SeeBio, pp. 97-107.

3% |n hisForward to HoMe, Christopher Tolkien writes, “Some fifty-seveaays after my father ceased
to work on the Lost Tale§he Silmarillion profoundly transformed from its distant forerunneas
published” (p. i.).

171



Elfland’®®%). Sometime in 1916, Tolkien set foot on this l@mdl began penning the first
‘lost’ tales from the history of Arda. Christopheonfirms thatThe Fall of Gondolin
was the first of the tales of the First Age to lenposed, in 1916 or 1916-1%,
“scribbled on the back of a piece of paper settng ‘the chain of responsibility in a
battalion,” corroborating Tolkien’'s claim that héfirst began to write [The
Silmarillion] in army huts, crowded, filled with ¢hnoise of gramophone&®* The Tale
of Beren and Luthienconsidered one of Tolkien’s most touching romandellowed
almost immediately, its earliest short draft datirgm 1917°°* The Tale possessed a
certain personal note for Tolkien who envisagedwife Edith as Luthien (or, rather,
the Lathien of the Tale was an image of Edfthjnd he referred to it as “chief” of the
legends of the First AG¥ or otherwise the “kernel of the mythologdf™ In his
lifetime, Tolkien would come to write eight differeversions of the Tale, and it would
even emerge ifhe Lord of the Ringas a song sung by Aragorn to the members of the
Fellowship at Weathertoff® Successively, tales continued to amassambar and the

39 See our commentary on these poems on p. 51.

%0 |nterestingly, The Fall of Gondolin is also thesfipiece of Tolkien’s writings connected with Arda
that he would openly reveal, reading it aloud beftire Exeter College Essay Club in 1920, to the
general delight of the listeners (except for peshidpgo Dyson). Tolkien attempted revision of the ta
several times, only to abandon each subsequeribmefBhus, the publishe8ilmarillion features the
original 1916 tale, which, regardless of its brgvitemains one of the essential pieces within the
imaginarium, ushering in the theme of the uniomieetn a Man and an EIf. “The earliest manuscript is
still in existence, filling two small school exesetbooks; it was written rapidly in pencil, andrthéor
much of its course, overlaid with writing in inkpéheavily emended®orward to HoMell, p. xii).

01 Forward to HoMelll, p. xii.

92 The penciled draft was shortly thereafter overenitin ink to compos&he Tale of Tindvielwhere
Tolkien changed Beren'’s lineage to that of an EMuring the 1920s, Tolkien transformed the tale int
an epic poenThe Lay of Leithianconsisting of over 4200 lines of iambic tetrameteritten in
rhyming couplets. Sadly, Tolkien never finished gaem, leaving three of seventeen planned cantos
unwritten. Within the poem, Beren was reverted i rhortal stature and in the later prose versions
Tolkien would persevere in this choice, including the latest version of the Tale, which would
ultimately form Chapter 19 dfhe Silmarillion.

4034 never called Edith_uthien” Tolkien writes,“but she was the source of the story that in timeame
the chief pan of th&ilmarillion. It was first conceived in a small woodland gladiedi with hemlocks
at Roos in Yorkshire (where | was for a brief tinecommand of an outpost of the Humber Garrison in
1917, and she was able to live with me for a whilethose days her hair was raven, her skin chear,
eyes brighter than you have seen them, and shd smg — andlance” (LT 340, p. 463)Edith Tolkien
passed away in November of 1971, leaving her ‘Beasereft with grief. In 1972, Tolkien would write
to his son Michael: “But now she has gone beforeeBeleaving him indeed one-handed, but he has no
power to move the inexorable Mandos, and ther@iBar Gyrth i chuinar,the Land of the Dead that
Live, in this Fallen Kingdom of Arda, where thesamnts of Morgoth are worshipped’T 332, p. 455).
Shortly thereafter he wrote to Christopher he haxided to inscrib&dthienon her grave, “which says
for me more than a multitude of words: for she el knew she was) my Luthien”T 340, p. 463).

LT 144, p. 197.

403 T 165, p. 234.

406) otR I: 11.
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Foal6kéwas created in 1917 (and becameThte of the Children of Hariin 1918)*°’
By 1920, these amounted to ‘The Book of Lost T&l&thus forming the initial
compendium of Elven/Faéry legends, which Christopheuld come to describe as the

“distant forerunner” to ‘the Silmarillior{**®

‘The Book of Lost Tales’ consisted (in the originahfinished manuscript) of
sixteen Tales, two of which — the first and thd,lése ‘framework stories’ — would be
utterly dismissed by Tolkien in ‘The SilmarillionThe remaining fourteen Tales, their
contents at times considerably different and aesimuite consistent, would nonetheless
find their way into the twenty-four chapters &uenta Silmarillion or ‘The
Silmarillion’ proper of 1977. However, the book wa#t unfinished and these accounts
were abandoned in 1920 as Tolkien turned to thkapeeg of the major tales into
elongated ‘Lays’ insteadl'be Lay of Leithianin rhyming couplets andihe Lay of the
Children of Harin in alliterative verse). Tolkien seems to haveegsantly been moving
‘there and back again’ between prose and poetryaritbe argued, in more ways than
one, that Tolkien’'s mythology indeed enjoys a poetire (andvice versa that his
poetry possesses a mythical core), an intricaeioglship that established itself from
the very beginning, although years would pass keetowould reach the sort of mytho-
poetic balance that will become the ‘true languagfeTolkien’s tale-telling. It seems
Tolkien was perpetually drawn (back)goiesis but poetry was simply not his ‘Doom’,
not when standing on its own. Obviously, in the rseuof 1920s Tolkien was still
experimenting, searching for his own narrative egpion, in facthe perfect translation
for the languages that belonged to another plarexistence, the sub-creative reality of
Arda. It is not very difficult to understand why [Ken believed that the language of
poetry was more akin to the Elven languages ofimiggination, and thus a more

407 various versions and pieces of the story of Harid his descendants were created over time. These
all came to be featured in different volumes ofi€thpher’sHistory (prose versions ifloMe | and the
epic poem irHoMelll), while a great part appeared in tbafinished Talesand inThe Silmarillion In
2007, Christopher also published the Tale as aesibgok entitledThe Children of Hurin the text
of which is in part compiled from these extant testisg particularly from the sections featured in the
Unfinished Tales.

%8 As in the case ofhe Silmarillionwe shall imply byThe Book of Lost Taldn italics) the publication
of Christopher Tolkien, in its two successive P§oish. 1893 and 1984 respectively), while ‘The Book
of Lost Tales’ or simply ‘Lost Tales’ (both in inked commas) will hereby refer to the body of these
manuscripts, in any or all forms, or the concejttithe them in general.

“®HoMel, p. i.
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suitable translation for the visions they harborddn ‘simple English’, even when
language was taken to the archaic extreme asém@ted inThe Book of Lost Tales

Notwithstanding several fragmentary pieces of scatt writings, the prose
narratives remained unattended for several yeadsjtavas not until 1926 that the Tale
(in form) was restored and “the ‘mythology’ begayaim from a new starting-point*®
This new ‘starting point’ arose in the form of adbr‘Sketch of the Mythology” (only
28 pages long) written as an outline to explainitaekground of the alliterativieay of
The Children of Huarinto Tolkien’s old tutor and friend R.W. Reynolds terms of
narrative, this manuscript (that Tolkien simplyeneéd to as the “Sketch”) was in fact
the first version, albeit extremely condensed, dfatvwill directly evolve into ‘The
Silmarillion’ by 1937 -via the Quenta Noldorinw&™" of 1930 — deciding with it the
history of Arda. It was not until 1938, however apently, the letter tdhe Observer
marked this turning point), that the title ‘Silmaan’ had spread out to become the
comprehensive designation for the thriving bodyvatings pertaining to Elven history
(substituting Eldanyare ‘History of the Elves’), the focal constituent afhich was
certainly its name-giver th@uenta Silmarillionto which Tolkien subsequently referred
as the ‘Silmarillion’ proper. In the course of the 1930s, various other texésew
fashioned and refashioned in support of the mamatige and among these were the
‘related fragments’ Tolkien makes note of in therespondence with Stanley Unwin.
Depending on various stages in conception, the eodipm of Elven histories
incorporated different pieces (or different formikrelated pieces), but all of these
together including two sets of Annals that were not seat Unwin, were the
‘Silmarillion’. In all honesty, nothing was eveuty decided or settled with Tolkien, but
the Quenta Silmarillionof 1937 was the version of the manuscript offetedthe
publishers that same year, as fixed as it coule teeen, although it too was not quite

finished.

The body of writings that Tolkien delivered to Umwin the course of 1937 was

rather heterogeneous. It included two short stpFiasmer Giles of HanandMr. Bliss

“1%\ith the exception oThe Music of the Ainuwhich in a sense was the sole ‘unadulterated woirvi
from the ‘Lost Tales’ (at this point in the condeptat any rate).

“1«The Tale of the Noldor” (the Noldor were the Higfves of the First Age legendarium), also known
simply as the Quenta (“The Tale”). By 1937, it hmeaQuenta Silmarillion instead (“Tale of the
Silmarils”).
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the unfinished time—travel talehe Lost Roadthe unfinished.ay of Leithian(referred
to in the correspondence of that time as “The @gsi(Beren and Luthien”); and lastly,
“the [Quenta] Silmarillion and related fragment§™ Tolkien probably never even
realized how much he desired to see the ‘Silmanilipublished until the favorable
reception of The Hobbit had actually opened the doors to such a prospéet.
considered the mythology a private affair and thigs perhaps even truer of the
languages it harbored. Into the bargain, he way whathe implications of his mytho-
linguistic inventions — and especially of the fdbat he never really saw them as
inventions, budiscoveriesHis rational mind was telling him this was allnsense, or,
at the very least, that it would be construed assanse if ever released. All of these
qualms were aptly conveyed in Tolkien’s rather dpeoonfessional’ taleThe Lost
Road(also sent to Unwin), where the young philologigtthe name of Alboift® starts
receiving dream-echoes of a mythical languagetitaatomes to discern as Elf-latin. As
if in anticipation of Tolkien’s own circumstancdaet young Alboin is cautioned by his
father: “Don’t go putting any bits of your Eressgan Elf-latin, or whatever you call it,
into your verses at Oxford. It might scan, but @uldn’t pass.*** The rational verdict
on the matter seemed evident: “you’ll get into biey if you let your cats out of the bag
among the philologists**° Certainly, the philologists were not the only jedgbut they
were an inevitable part of the equation. Philolags Tolkien’s ‘bag of tricks’, but now
the cats were indeed let out of the bag and tHm&illion’ was, both to Tolkien’s fear
and delight, being forwarded to the publisher'sdezafor review — or at least that is

what Tolkien thought.

Despite Christopher’s claim that “the text Dhe Silmarillionwas at that time a
fine, simple, and very legible manuscrift®it seems that the publishers could not

make heads or tails of the received materials. @ssibility, which Christopher allows

#1217 19, p. 33. See also: “Note on the original subinissf the Lay of Leithian and The Silmarillion in
1937” in HoMe lll, pp. 261f. The “Note” shows that along with the incomple®S317 version of the
Quenta Silmarillionthree texts in particular were delivered to All& Unwin: the cosmogony
Ainulindalé‘The Music of the Ainur’ (which was by then alrgatleated as an individual narrative), the
cosmographyAmbarkanta ‘The Shape of the World’ and the cataclysmic aototihe Fall of
Numenoreans

“13 Alboin is the Langobardic equivalent of the Anglo-SaxBHwine (‘Elf-friend’).

“““HoMeV, p. 41.

“I>HoMeV, p. 43.

“®HoMelll, p. 262.
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rather hesitantly, was *“that the different manyssri were not very clearly
differentiated, while the title-pages of the di#fat works would certainly seem
obscure.**” Carpenter appears to corroborate that the probiese from the fact that
the manuscripts were incoherent, noting that thenttee of manuscripts” had in fact
arrived “in a somewhat disordered state” and thia¢ ‘only clearly continuous section
seemed to be the long poem ‘The Gest of Beren ditlidn.”*'® Yet, it is difficult to
say whether he simply surmised this from the eveéhndéd followed or from actual
knowledge of the state of the texts received. Sumhother possibility was that the
obscurity arose from the contents and not the ferexactly as Tolkien feared. The
title-page of the ‘Silmarillion” manuscript readugt

The
Quenta Silmarillion

Herein
is Qenta Noldorinwaor Pennas in Geleidh
or
History of the Ghomes.

This is a history in brief drawn from many oldelet for all
the matters that it contains were of old, and atéi among the
Eldar of the West, recounted more fully in othesttwiies and
songs. But many of these were not recalled by Foioinen
have again lost them since his day. This Accourst ezenposed
first by Pengolod of Gondolin, and Zlfwine turnethto our
speech as it was in his time, adding nothing, ek save
explanations of some few nanfés.

It is quite easily imaginable that at Allen & Unwihey found this incomprehensible,
not because of the illegibility of the manuscripit lbecause it was, as Tolkien would
later phrase it himself, “full of mythology, andvishness, and all that ‘heigh stilé?®

especially in contrast with the clearly preferreahd expected, hobbit material.
Christopher was certainly right to detect a “nat@elplessness” in the manner in which

the manuscripts were listed upon arrival at AllenU&aiwin: the ‘Geste’ was written

7 bid.

“18Bijo, p. 183.
““HoMeV, p. 201.
4201 7182, p. 256.
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down (or off) as “Long Poem” and th@uenta Silmarillionand related fragments as

“The Gnomes Material*?!

There is no evidence that the designated readeaid@rankshaw (or any other
reader) ever received to his attention the full usanipt ofQuenta Silmarillionor any
of the related narratives. What Mr. Crankshaw @iceive, without being informed of
the authorship, was the ‘Geste’, accompanied byt Vadoked to him an identified short
prose fragment. The fragment actually came fromt#the of Beren and Luathien.€.
from the ‘Silmarillion’) and was clearly attachealthe poem, as Carpenter asserts, “for
the purpose of completing the story, for the potselfi was unfinished*? However,
none of this was conveyed to the confounded reademwas he ever notified of the
existence of the manuscript from which the fragneame. Crankshaw was effectively
given so little to go on that it is hardly surpnigi he landed at a most peculiar
conclusion: that before him in fact stood athentic Celtic Gestand that the prose-
version must have been the original transcript,cvhan unspecified versifier had

subsequently turned into a poem!

| am rather at a loss to know what to do with this doesn’t even seem to have
an author! — or any indication of sources, etc.liBhérs’ readers are rightly
supposed to be of moderate intelligence and readirnd confess my reading has
not extended to early Celtic Gestes, and | donédneknow whether this is a
famous Geste or not, or, for that matter, whethir authentic. | presume it is, as
the unspecified versifier has included some pafespoose-version (which is far

superior):*

However, his final (one might call it a particularindependent) assessment was
strikingly unfavorable towards the poem, whereirshe lacking the ‘original’ qualities
inherent in the prose-version: “the primitive stydnis gone, the clear colours are
gone.”®* On the other hand, he praised the ‘far superioose for its “brevity and
dignity” (although he remarked against its “eyeitipg Celtic names”), lastly
concluding it possessive of “that mad, bright-eyeshuty that perplexes all Anglo-

“21HoMelll, p. 262.

422 Bjo, p. 184.
“ZHoMelll, p. 262.
424 |bid.
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Saxons in the face of Celtic af£® However, the (unconscious) commendation of the
‘Silmarillion’ fragment never led to the considacet of the entirety of the manuscript
at the office of Allen & Unwin. It seems that ‘Ti@ome Material’ was simply written

off right at the title-page.

All of this was relayed to Tolkien in a noticeabtyisleading fashion, yet it is
beyond doubt that there was no ill will in the reattStanley Unwin simply considered
the ‘Silmarillion’ unpublishable at first (and |lagglance, and his intent was to spare
Tolkien’s feelings in the process, at the cost@fiding the truth. He, therefore, passed
on a convenient selection of the reader's comment®lkien, tactfully beginning with
the unenthusiastic reading of the poem, intercepyethe expressed admiration for the
prose version, culminating at tlteup de grace“The Silmarillioncontains plenty of
wonderful material; in fact it is a mine to be exgd in writing further books lik&he
Hobbit rather than a book in itself?® In consequence, as is rather obvious from
Tolkien’s reply to Unwin of 16 December 1937, Telkiwas led to believe that the
‘Silmarillion’ “had been read and rejected, wherdéakad merely been rejectetf”
Moreover, the rejection had been so subtle thati&olwas left with the impression that
the doors to the publication of the ‘Silmarilliowere kept ajar and not in fact slammed
shut. However, another thing becomes evident froolkign's letter, somewhat
justifying Unwin’s beau gestén extending Tolkien the courtesy of not beingedir(in
the end, his only true ‘error’ was not having thertain taste required for the
consumption of such a material): had Unwin not ndeaed around the truth, Tolkien

would have been utterly devastated, perhaps evan tmagination-numbing degree.

My chief joy comes from learning that the Silmawifi is not rejected with scorn.
| have suffered a sense of fear and bereavemeite, rigiculous, since | let this
private and beloved nonsense out; and | think iidatd seemed to you to be
nonsense | should have felt really crushed. | donmiad about the verse-form,

which in spite of certain virtuous passages hasegdefects, for it is only for me

“2Noteto LT 19, p. 32.
426 HoMelll, p. 263.
427 |bid.
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the rough material. But | shall certainly now hap®ee day to be able, or to be
able to afford, to publish the Silmarillidht

Tolkien’s words divulge an innocence that has y#theen refuted by experience;
he lays bare the contents of his heart right betfoeetiger who is about to devour him.
Looking back on this exchange (with the criticahéfit of hindsight), the pathos is
palpable, the poignancy of Tolkien’s candor heighteby his obliviousness before the
clamor of Fate slamming the gates shut: Tolkien |donever live to see the
‘Silmarillion’ published. However, there is moreathtragedy in this tale, just as there is
more than despair in doom. There was no choositwdemwyrd de warnund'fate or
foresight'y'?° for Tolkien in this matter, and there was no bin@fr detriment) of
hindsight either, but then@ashope — even in the face of (his fear of) rejectidnwin
gave no false promises to Tolkien, his rejectiortha ‘Silmarillion’ may have been
tactful but it was specific, and Tolkien may haweeb misled about the manuscript
being read, but not about it being rejected. Yethis equation, thistill amounted to
hope. It was no easily-won hope, as there was B8y kape for Tolkien’s characters;
they would oftentimes have to accomplish their deagjainst all odds, in the face of
utter despaif>° Yet, in concluding his passage on the submissfahe‘Silmarillion’,

Christopher cannot help but wonder, consideringitbekings of Wyrd:

It is strange to reflect on what the outcome miggriceivably have been if The
Silmarillion actually had been read at that timed & the reader had maintained
the good opinion he formed from those few pagesiftle there is no necessary
reason to suppose even so that it would have besgpted for publication, it

does not seem absolutely out of the question. Aitdhad been®*

There are many ‘ifs’ in this predicament, but Clapher recognized the answer: had
the reaction to the publication of the ‘Silmarifiiobeen a positive one, Tolkien most

likely never would have writtefThe Lord of the Ringdt is easily conceivable that

4281719, p. 32.

2% |n the Old English poenSolomon and SaturrSaturn asks which will be the strongaryrd ge
warnung ‘fated events or foresight’, and Solomon tellsnhthat ‘Fate is hard to alter ... And
nevertheless an intelligent man can moderate althings that fate causes, as long as he is ¢idaisi
mind’ (Shippey, 2003, p. 168).

439 On the relation betweamyrd and hope, ‘theory of courage’ and ‘theory of lateghin Tolkien’s work
see Shippey, 2003, pp. 152-160.

“1HoMelll, pp. 263-264.
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instead he would have continued to rework the mgthg preparing it for the
publication he desired and dreaded, perfapmfinitum Reverting again to the critical
benefit of sight, a large portion of what was t@wdrae the posthumously editddhe
Silmarillion was in fact already written, but it was up Tbe Lord of the Ring$o
achieveit. From the latter part of Tolkien’s letter to Wm of 19 November 1937 we
see that he is almost reluctant to embark on anbibiebit adventure and that he would
much rather stay in the comfort of his mythopoetnle (just like his Bilbo once).
Nevertheless, the Road was calling (it was the Rmsd of course) and it was time for

him to follow.

| did not think any of the stuff | dropped on ydllefd the bill. But | did want to
know whether any of the stuff had any exterior pansonal value. | think it is
plain that quite apart from it, a sequel or success The Hobbit is called for. |
promise to give this thought and attention. Butrl aure you will sympathize
when | say that the construction of elaborate amthistent mythology (and two
languages) rather occupies the mind, and the Sifrare in my heart. So that
goodness knows what will happen. Mr Baggins begama @omic tale among
conventional and inconsistent Grimm’s fairy-taleagives, and got drawn into the
edge of it — so that even Sauron the terrible pgeper the edge. And what more
can hobbits dd%

As it turned out, the hobbits had much more to aagd merely within three days,
Tolkien again wrote to Unwin to report that he ladr@ady written “the first chapter of a
new story about Hobbits — ‘A long expected parf{i*’'Was this Tolkien’s Doom then:
that the cost of writing the latter would entaicsficing the publication of the first?
Had there beemvarnung would Tolkien have willingly accepted suebyrd? “I will
take the Ring,” said one small hobbit, “though it know the way*** Ultimately,
Tolkien said the very same thing; he took on the/ eame burden (although there was
a glint of foresight involved: Tolkien knew thatethnexorable force on his journey

would be the light of the Silmarils).

4321719, p. 32.
43317 20, p. 34.
4L otR1I: 2.
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1.1. Elf-friend of England

Among the earliest written segments from the ‘Babk.ost Tales’, composed nearly
from within the trenches of the Somme offensivedoring 1917 at the latest (while
Tolkien was recuperating in a hospital in Birminghais the introductory narrative,
originally entitled The Cottage of Lost PlayThis tale, which served as a specific
framework to the entire legendarium, was subseduaiandoned, surviving in mere
hints, and Christopher ultimately eradicated at#s of it in the publisheSilmarillion
(although he later came to question such a degislanwriting The Cottage of Lost
Play, Tolkien was attempting to place the legendariohysof an Elven-land (Elfinesse)
inside a framework that brought the mytho-imaginasyrld into direct (in-universe)
contact with thereal world. In doing so, Tolkien brought Faery unto brgt (hence,
fairy-story) as close as they will ever be, strirggko extrapolate the forgotten fantastic
past from the oblivious mind. Clearly, Tolkien feltere was hope famemorystill,
through the redemptive sub-creation of myths, thegentions about trutk- our soul’s
recollections of homeland. As he would pronounce tkecades later iMythopoeia
although Man may be “long estrang&t"from the sacred source, he was not “wholly

lost, 3

437

as long as he “draws some wisdom from the onlyeWisand still recalls

him

Accordingly, in the opening ofhe Book of Lost TaleBolkien tells of a man of
northern descent, a seafarer filled with wanderlwbb — not wholly estranged from his
imaginary nature (rather than imaginative nature, although essentially both
qualifications are pertinent) and not wholly losthances upon the seaward Straight
Path (the_ost Roa{l to the Lonely Isle of Tol Eresséa where the Elde®ll, and from
the Elven sage Rumil learns tlust talesof the Creation of the World and of the Elder
Days (in fact ‘The Silmarillion” and the surroundiegends), which he then records
and makes known to the world. Many notes and drafist in connection to this
seafarer, who is originally known only by the natine Elves give him upon his arrival

— Eriol, meaning “one who dreams alone” while “of his femmames the story

35MP, v. 55.
35MP, v. 56.
437

MP, w. 54-55.
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nowhere tells*® In this initial version of the ‘framework’ (c. 18117), only brief
reference is made to Eriol's seaward arrival to Egdsséa, and his origin is scarcely

mentioned save for a vague reference to his noribigins.

However, as Christopher recounts, Eriol's role “vaagirst to be more important
in the structure of the work than (what it afterd@became) [...] at first, Eriol was to be
an important element in the fairy-history itselthe witness of the ruin of Elvish Tol
Eresséa.” Thus, the introduction of “historicalgémd’ was at first not merely a
framework, isolated from the great tales that aféeds constituted ‘The Silmarillion’,
but an integral part of their endin® Indeed, among what are the oldest existing
outlines, scribbled in Tolkien’s pocket books, #hés an entire series of notes entitled

»440\which tells that he was in fact Ottoraffe, son ofEoh, born

“Story of Eriol’s Life,
in Angeln, between the Flensburg Fjord and the &dhiver. After his father was killed
by his uncle Beorn, he fled to the island Heligolawhere he married Cwén, fathering
Hengest and Horsa (who were later to become ghéetsocof their people). When Cwén
died, sea longing consumed him and he set out thetsea, eventually reaching the
Lonely Isle. Upon his arrival on Tol Eresséa, theeRB had given him the name Angol,
after the regions of his home. Different versioighe story appear after this point,
which Christopher compares in detail, while prongli extensive commentary,
ultimately succeeding in presenting a coherentcaire®** Namely, during his stay in
Tol Eresséa, Eriol visited the city of Tavrobel,exd he wrote down what he had learnt
into the Golden Book, and drafiknpe the potion of youth. He wedded an EIf maiden
and had a son by her, named Heorrenda (Half-elvidrére, he ‘witnessed the making
of Elven history,” chiefly their rise against therdinion of Melko (Melkor), and the
great “Faring Forth” took place, in which Tol Eréaswas drawn east back across the
Ocean and into the geographical position of Englamdile the western half of the
island broke off when the sea-guardian Ossé toedtdg it back, and it became the Isle
of Iverin (Ireland). Evil Men and Orcs had thendalover the Island while the defeated
Elves faded and eventually became invisible toeyes of most Men. Eriol’s three sons

(Hengest, Horsa and Heorrenda) conquered the Iflackl and it became England. As

“¥HoMel, p. 2.
“*HoMel, p.22.
“OHoMel, p.23
“lHoMel, pp. 24-25.
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they were not hostile to the Elves, from them tingliSh received “the true tradition of

the fairies.**?

Sometime between 1920 and 1925, Eriol becdgtivine (“Elf-friend”) and the
story of Ottor Wefre, son ofEoh, author of the great Golden Book, was theninedf
to the small pocket notebook in which it was wrntteElfwine’s story, on the other
hand, was an entirely different narrative projectione that belonged to the second
“Scheme” of the Lost Tales, “an unrealized projémt the revision of the whole

work."4*3

bus cweaed A£lfwine Widlast Eadwines sunu:

Fela bid on Westwegum werum uncudra,
wundra and wihta, wlitescéne land,
eardgeard eelfa and ésa bliss.

Lyt eenig wéat hwylc his langod sie

pam pe eftsides eldo getied.

[Thus spake Zlfwine the Fartravelled, son of Eaéwin

There is many a thing in the west of the world wown to men;
marvels and strange beings, a land lovely to logk o

the dwelling place of the Elves and the bliss ef @ods.

Little doth any man know what longing is his

whom old age cutteth off from returtf’]

A narrative entitled “Zlfwine of England” then ogied Tolkien’s notes, again,
appearing in revised variations. In comparison t®lE story, substantial changes
occur, most notably to the fact that England wasonger identified with the Elven isle
of Tol Eresséa (or in fact, Tol Eresséa was nodomgentified with England), but was

merely the distant homeland of the Mariner Alfwiméyo, unlike Eriol, does not

*2HoMell, p. 290.

“3HoMel, p. 234

“4“HoMeV, p. 44 &HoMe IX, p. 244. The poerntpus cwaed /lfwine Widlast otherwise “Thus spake
/Alfwine the Fartravelled” (composed for the unfirdd tale called’he Lost Roadis imagined as Bpst
Anglo-Saxon poem of which one of the charactersafer new-world descendant of Alfwine) gets
echoes in a dream, experiencing memory visions tdig¢ him ‘back’ to the mythological time of
Atalantie i.e. Akallabéth (“Downfall” in the Elven Quenya and NuUmendrean GAdic languages,
respectively).
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partake in Elven history. His part is only to leamd to record. While sailing the Sea
one day, Zlfwine Widlast (“The Fartravelled”), sohEadwine, 18 century Anglo-
Saxon, follows the directions of an old Man of t8ea (who turns out to in fact
beUImo, one of thevalar**®) and is cast away on Tol Eresséa. Like Eriol, lse goes
to the city of Tavrobel, but instead of Rumil thére meets Pengolod who then shows
him books of ancient lore written by Ramil (or tkeothat Pengolod compiled from
Rumil’s writings), includingAinulindalgé the Quenta Silmarillionand theGolden Book
itself (now also attributed to Ramil), ancient chices such as th&nnals of Amarand
Annals of Beleriandand ultimately thé hammasRUmil's “History of Tongues.” Thus,
instead of progressive evolution of one world iatmther, world of fantasy (fairy) into
history, as the Eriol story portrayed, the storyhe Elf-friend Alfwine Widlast is a tale
of two worlds existing simultaneously, eventuathynheet somewhere in the mist of the
great Sea, history in fact reaching out to fantésyging for its untold secrets, and its

own histories of the world.

While the tales of the 193Q@uenta Silmarillion(and its 1977 edition) contain the
‘Lost Tales’ in a more or less varied state, thelaseafarer Alfwine is permanently
lost to them. InThe Lord of the RingsTolkien partly reassigns his role to Bilbo
Baggins, author of thRed Book of Westmargff which includes translations of certain
‘Elvish lore’ he compiled in Rivendell (while Tokkn never made it explicit, by all
accounts, these would includénulindalé theValaquentaandQuenta Silmarillion.**’
However, certain Tolkien’s writings created aft®&51 (thus, after the writing ofhe
Lord of the Ringsreference Alfwine yet again, hinting at the poisy that Tolkien
had not completely forsaken his Anglo-Saxon voya@dtimately, the ‘Alfwine

framework’ and Bilbo’s ‘Translations from the Eliisare not mutually exclusive). To

45 Throughout théost Talesthe Valar are called ‘the Gods’ as befitting ggapantheon of an old lost
world. As Tolkien moved away from the pagan settimgwvever, he continually stressed that they were
not really Gods, although most directly descending from thoel @avatar, the One Creator who was
present from the earliest to the last versionfiefitnaginarium.

#8Ct. C. G. Jung’s enigmatiRed Booka long hidden journal of the Soul's descent itgelf.

“7"In the ,Forward” toHoMe |, Christopher agrees with the assumption origynfrwarded by Robert
Forster in hisComplete Guide to Middle-earthat ‘Quenta Silmarillion’ is in fact one of Bilts
‘Translations from the Elvish'. “So also have | as®d: the ‘books of lore’ that Bilbo gave to Frodo
provided in the end the solution: they were ‘Them@&rillion’. But apart from the evidence cited here
there is, so far as | know, no other statementhim hatter anywhere in my father’'s writings; and
(wrongly, as | think now) | was reluctant to stegtoi the breach and make definite what | only
surmised” HoMel, p. x).
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which extent Tolkien kept him alive in his mind, wan only conjecture. Yet, it is safe
to say that while the old notebooks were tuckedyawto the attic, and the framework
story with them, the key concepts behind the ‘Lbales’ were certainly kept. This is
apparent even in the case of Tolkien’s turningh goems at the expense of the Tales,
for the poems were a direct continuation of thee lof thought that once bred the
narratives, and the ‘mythology’ they conveyed.dlt thus, nearly impossible to say
Tolkien had ‘abandoned’ them. Rather, the Taledvexdon (as would be the case with

the narratives of any mythology).

The original ‘Lost Tales’ are in fact very naive style, clearly the work of a
young writer who was yet to discover his real voacel direction. For one thing, the
presence of Fairy/Feery/Faérie was much more papatd direct then it would later
come to be. Fairies were yet to become Elves, dnestf the house of Noldor were
yet to shed their epithet of Gnomes. Notably, theralso the element of Children, or
more precisely, Children’®lay, hence: (Cottage of)ost Play and (Hall of) Play
Regained Play here rather obviously — too obviously — siosng Milton’s Paradise.
The sort of play Tolkien had in mind was certaifdptasy weaving of the mythopoeic
kind, an art nearly lost to the world that Tolkieoped could be regained (however, he
was well aware this actually had very little to wah children). From the conceptual
standpoint, they are also most directly anchoretheimagined history of England,
which Tolkien later came to disconnect from the &agertainly, of all the riddles
attached to these Tales, the riddle of ‘Englishholggy’ is by far the biggest and most
controversial, especially since it left a lastingprint on the reading dfhe Silmarillion
However, even if we consider the possibility of vife’'s reemergence within the
narrative, his presence clearly no longer equategalad with Elfland (as the story of
Eriol did —briefly), merely places England (thus, histasy. reality) into contact with

the land of Faérie (fantasy).

It is no secret that Tolkien lamented over “the grby of my own beloved
country,” as it had “no stories of its own (boung with its tongue and soil), not of the
quality that | sought.**® The quality which Tolkien had sought, one of “lierepic on

4481 7131, p. 167.
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the brink of fairy-tale and history®® was not to be found in existence. It had

presumably existednce (once long ago or once upon a time), but was tosthe
modern day. The natural solution, certainly:fited these lost talesto extricate them
from the long forgotten memory of the world, by swe means available: imagination.
Indeed, young Tolkien must have had in his mindegaborate calculus for said
recreation, consisting partly of the elements foumd surviving neighboring
mythological systems and in the legends of “Nor#stern temper and temperature,”
“for lack of a better word [thategend” **° (indeed, whats the word for Faery history?)

— components which he believed would have been camthreads, likely found within
(perhaps even deriving from) the lost Anglo-Saxoytho-legendarium as well; partly
of those few origins ofFaerysurviving in Old and Middle Englistanguagefor want of
legend (or better word), and elements siiive in the few surviving poems likBeor,
Pearl, Seafarerand Wanderer certainly most notably encompassing the epic poem
Beowulf or Beowulfianaas Tolkien preferred to call 1} partly of his educated guess
on the evolution and natural progression of saidtholpgical elements, most
commonly, and most naturally in Tolkien’s case,ideg from his knowledge of the
linguistic evolution that came hand in hand witle tvolution of ideas, beliefs and
inevitably stories, thus establishing a systenmgtho-linguistic interdependendbat
Tolkien would build on throughout his storytellindays; and ultimately of pure
invention, or at the very least of what any intetpr would most likely classify as
invention, although in Tolkien’s mind it really negsented a process of sub-creation, a
form of discovery that was closer fantasticrememberinghan to inventing, a peculiar
feat again achievedia language, within a virtually alchemical word bregiprocess,
through which words wouldnvoke stories — an urge perhaps best attributed to his

“passionate love for growing thing&>?

Certainly not all of these ponderings would becqmaés of the story structure,

but young Tolkien did engage with the bold ideaistovering(in fact, sub-creating) a

449 |bid.
40| 7163, p. 228.

1 SeeBW& Bio, pp. 138-144. The impact thBeowulfhad made on Tolkien, and upon which he would
make a tremendous impact in return, was tremenddust to Tolkien’s interpretatiorBeowulfwas
hardly even considered a work of literary merit; Wwas mainly approached as a historic document!

4521 T 163, p. 228.
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mythology for England (its Feery-history), as he \do@ther timidly confide to Milton
Waldman decades later: “Do not laugh! But once ugpdime (my crest has long since
fallen) | had a mind to make a body of more or lemsnected legend, ranging from the
large and cosmogonic [...] which | could dedicateinto: to England; to my country.
[...] Absurd**® Perhaps such a dream was absurd, and perhaps itokaln any case,
this is what the initial ‘Lost Tales’ brought about. Withit met, perhaps even collided,
two passions of Tolkien's: a certain nostalgic utgeprove that the Engle (English)
“have the true tradition of the fairies [Elves],whom the Iras and the Weéalas [the Irish
and the Welsh] tell garbled thing&*and a longing to steer his ship “not to Sussek, bu
to shores a great deal further off>While the latter clearly prevailed, the image of a
‘mythology for England’ had left a long-standing prmt on the interpretation of
Tolkien. It seems, however, that the most sali@htpin this respect can be attributed
to C. S. Lewis, who proclaimed in his reviewTdfe Fellowship of the Rin@ime and
Tide, Aug 14, 1954) that the hobbits “are not an altggaf the English, but they are
perhaps a myth that only an Englishman (or, shaddadd, a Dutchman?) could have
created.”® In a manner of speaking, Tolkien ditvent a pastbut the fantastic past
Tolkien opened up before the reader was not th&ngfland, butof Man Tolkien’s
Middle-earth, the battle stage upon which mind camis the machine, is not a field
made of soil and rock, it is the soul of Man — thmatst elusive fantastic substance there
is. The myth of England may have brought this visabout, it may have been its
instigator and early form, but it was the myth o&m this highly fantastic being with
the capacity to imagine, that gave it true utteeanc

45317131, p. 168.
“>*HoMell, p. 290.
>>HoMelX, p. 230.

%6 L ewis, C. S.: ,The gods return to earth, J. RTBIkien, The Felowship of the Rinfipeing the First
part of The Lord of the Rings pp. 99-103 in Walter Hooper edmage and ImaginatignCambridge
University Press, Cambridge, 2013, p. 101.
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Chapter 12: THE SOUP OF HISTORY

Even the wise cannot see all efitfs.

The history of the making and breaking Bfie Silmarillion begins in 191%® and

effectively remainsopento this date. If its publication in 1977 offeredyakind of

‘illusion’ of permanence and solidity (finality ahe manuscript), this was utterly
overturned in 1983 whemhe Book of Lost Tald#st appeared. It was already partly
overturned, or at the very least seriously susplectéhen Christopher edited the
Unfinished Talesn 1980, and when Tolkien’ketters appeared in 1981, as it then
became abundantly clear that nothing was reéiked when it came to these
manuscripts, and that a number of different vessiointhe tales regarding the complex
history of Middle-earth and Arda were in fact inigggnce. While some of these (but
certainly not all) questions are resolved now, tivest certainly presented a critical and
an interpretational conundrum in 1977, althoughmitst be also noted, the plain, un-
critical reader (interested in tH&ing, not dissected, fantasy) did not really find it

exceedingly distressing.

For some Tolkien readers, and for some Tolkiencsri{though not all of the
readers are critics and not all of the critics raaders), the tales dhe Silmarillionare
simply a needless background to the story (or rasberies) about the hobbits. As
Christopher would acknowledge, Tolkien “was himsedll aware that the absence of
hobbits would be felt as a lack, were ‘The Silmianil’ to be published — and not only
by readers with a particular liking for thef?® Indeed, while the leap betwedine
Hobbit andThe Lord of the Rings vast in its own right (although on the surféogh
seem to treat the same adventurous ‘hobbit mattée) leap betweemhe Lord of the
Ringsand The Silmarillionis vaster still. What is merely glimpsed Time Lord of the
Rings through intermittent yet somehow always elusivention of old epic songs,
ancient histories and the old world’s song and, ltnes entire ‘secret world’ is openly

present withinThe Silmarillion The very doors of Faérie are here unlocked asdgue

7 otR1: 2.

“*®The year 1914 is connected to the ‘Edrendel paehh& prose form of the legendarium, however, was
not developed until 1916-1917.

59 Forward to HoMel, p. vii. Seel T 182, p. 265.
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freely given. Sadly, some critics interpret sucbhxmmity to the ‘source’ as a narrative
flaw rather than a beautiful gift. For Tom Shipp#ye abundance of these glimpses in
The Lord of The Ringsreated a “Beowulfian ‘impression of deptfi®*a quality which
was then utterly lost tdhe Silmarilliondue to the ‘immediate’ presence of that which is
otherwise only glimpsed. “How could ‘depth’ be desy” asks Shippey, “when you had
nothing to reach further back td%" What is more, Shippey continues, there is no
respect for “novelistic conventioff® in The Silmarillion because there is no single
character to follow, and no mediation, like in tese ofThe Hobbis Bilbo Baggins
“‘who acts as the link between modern times andativhaic world of dwarves and

dragons.*®3

With regard to the ‘missing link’, Christopher lantigly admits, six years after
his edition ofThe Silmarillion that there was a hint in his late father’'s waqgtithat
pointed towards such a link, although “(wrongly,l &sink now) | was reluctant to step
into the breach and make definite what | only ssedi*®* Obviously, Christopher is
alluding to the ‘Alfwine material’ and the suppeetiframework forThe Silmarillion
that once existed, before it too was lost, like‘tlost Tales’ it had once given frame to.
As for The Silmarillion many misapprehensions arose from this “versiahefprimary
‘legendarium’ standing on its own and claiming,iasvere, to be self-explanatory,”
with the unforeseeable result of adding “a furtldémension of obscurity to ‘The
Silmarillion’, in that uncertainty about the agetb&é work, whether it is to be regarded
as ‘early’ or ‘late’ or in what proportions, andaalt the degree of editorial intrusion and
manipulation (or even invention}®® Christopher was clearly dismayed by the
conclusions certain critics had reached, and tbféleese conclusions in particular seem
to have weighed especially heavily on him. Consetiye to these conclusions
Christopher would pay special heed in his 1983 Wewd” to The Book of Lost Tales
making the very publication of the book (and ultietg the entirety of thélistory) his
way of answering these charges and clearing oubtiseurities’.

%0 Shippey, 2003, p. 228.

“51 Shippey, 2003, p. 171.

452 Shippey, 2003, p. 185.

%3 Shippey, 2003, pp. 185-186.
464 Forward to HoMel, p. x.

4% Forward to HoMel, p. vii.
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The first conclusion Christopher addresses (vilyua the opening lines to his
“Forward”), simultaneously the most wide-rangingepms thatThe Silmarillion®“is a
‘difficult’ book, needing explanation and guidanme how to ‘approach’ it**° Perhaps
the fact that such as conclusion was wide-rangidgdt affect Christopher as much as
the fact that this was accentuated by Shippey, atwgical voice surely resounds
louder than many others. Shippey’s formulation, clhis indeed rather regrettable, is
that “The Silmarillioncould never be anything but hard to re&.Obviously, such a
statement (as well as the catalogue of ‘flaws’ withich he charges the work) must
simply be ascribed to a lack of certain taste (ppshappetite is a more suitable word)
for the specific kind of mythopoeic wonder, whictamks The Silmarillion Shippey’s
treatment ofThe Silmarillionis no more surprising than the fact that there ase
readers of one William Blake (even fond readersd wimply do not have the appetite
for his mythopoeic works, admittedly cryptic — reeglwho indeed find these “hard to
read” and insufferable to digest. Yet, there arsoalhose who find in Blake’s
mythopoeia an indispensable element for the uraledsig of the whole, who revel in
these offered glimpses however enigmatic these tilighwho do not mind the “hard
work” of deciphering, but in fact delight in it. Bpey’s allegiance, quite palpably,
belongs toThe Lord of the Ring€Even when he referencéte Silmarillion one feels
he does so almost forcefully. There can be no ddutg Silmarillion comes into
Shippey’s system ‘secondly, although inevitablymuch in the same way Men enter
into Tolkien's Arda*®® Despite the fact that Shippey’s aesthetic conatiters may
have pained Christopher, his literary taste carhand should not — be held against
him. Nonetheless, Christopher seizes on one lgsbraymity to reproach Shippey for
being “clearly reluctant” to se€he Silmarillion“as other than a ‘late’ work, even the
latest work of its author,” despite “my assuranicat ta ‘very high proportion’ of the
1937 ‘Silmarillion’ text remained into the publisheersion.*®® Whilst Christopher's
retorts to Shippey’s ‘misconceptions’ are sharp amd dissatisfaction rather

unconcealed, what clearly aggravated him even m@® the conclusion reached by

%8 Forward to HoMel, p. i.
%7 Shippey, 2003, p. 201.

%8 Quite the opposite seems to be true of Verlyngeliewho clearly seesthe Silmarillion— by which |
mean the legendarium as a whole, includiffie Lord of the Rings as the crucial piece in the
Tolkienian puzzle (Flieger, 2002, p. 98).

%9 Forward to HoMel, p. v.
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Randel Helms iMolkien and the Silmarilsidentifying a “long-standing problem in
literary criticism,” of which, The Silmarillionis a classic example,” Helms goes on to
ask, “what, really, is a literary work? Is it whtte author intended (or may have

intended) it to be or what a later editor makesit®f*’°

While this is certainly a
legitimate question, the nature of Helms’ inquieyeals a rather unconcealed projection
of the ‘corrupted state’ ofhe Silmarilliontext. “Christopher Tolkien has helped us in
this instance,” Helms continues, rubbing salt om Wound, “by honestly pointing out
thatThe Silmarillionin the shape that we have it is the inventionh& $on not the
father.”"* In a similar vein, Constance B. Hieatt lamentinglgnounces it “very clear
indeed that we shall never be able to see the gseye steps of authorial thinking

behindThe Silmarillion” "2

Obviously, no one at the time could possibly haathdmed the fine precision of
Christopher’s editorial enterprise, or the metiagsioess with which he approached the
task. Perhaps these misconceptions could have d&esded had Christopher simply
provided a more extensive background to the cortipaai process of the work, and
the editorial process behind it, other than higfbaind rather vague 1977 “Forward” to
The Silmarillion In his own admittance, “The published work hasframework’, no
suggestion of what it is and how (within the imaglrworld) it came to be. This | now
think to have been an errct’® It is debatable, however, whether this was trulyegor
or merely another misconception (this time, Chpkter's) helped by the indictment
raised by the critics. At any rate, Christopheradle felt inculpated, and very eager to
prove thatThe Silmarillionof 1977 wasot in fact a mere editorial “invention of the
son” or “the latest work of its author.” Since hassurances’ have clearly proven to be
of no avail, Christopher decided to allow the wottd“see the progressive steps of

authorial thinking behin@’he Silmarillion” for themselves. He revealedatl.

470 Helms, RandelTolkien and the SilmarilsHoughton Mifflin, New York, 1981, p. 93.

4t Helms,op. cit, p. 94. It is interesting to note that Helms mbsenilar questions, and reached similar
conclusions, regardinghe Bibleas well. Aside fromTolkien's world(1974), andlolkien and the
Silmarils (1981), Randel Helms, avid proponent of historigdticism, also authoreospel Fictions
(1988),Who wrote the Gospel€2997) andThe Bible against itse(006). Sadly, we will never know
what Tolkien would make of his claims.

472 Eorward to HoMel, p. iii.

473 |bid.
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Step by step, from 1983 to 1996, Christopher phbblisthe twelve volumes of
History, history of the envisioning and textual shaping\ada (and Middle-earth within
it), providing even the obscurest of Tolkien’s hamitten notes, followed up with
detailed commentary. The first five volumes, togetwith volumes ten and eleven,
pursue the history of the making of ‘The Silmaoitli’ whereas volumes six to nine, and
again twelve, predominantly include poetry, noted atories that follow and examine
The Lord of the Ring¥* The significance of these is certairilwaluable not only
because they shed light on the work of Tolkien,ddsb because they reveal the creative
process of genius, such as hardly everaccessible to criticism. It must also be
observed, in light of this reflection, that ConstarB. Hieatt's remark is rather peculiar
in itself, as it is virtually foundationless to eqt anyreal abundance of ‘progressive
steps’vis-a-visthe work ofany author to be revealed, or even to exist, regasdids
whether the work in question is ‘edited’ by the haart himself or by another. Franz
Kafka’'s The Trial comes to mind, Friedrich NietzschéMill to Power Leo Tolstoy’s
Hadji Murat, and certainly also Carl Gustav Jund@ise Red Book to mention only a
few of the famous posthumous editions, around whitély well exist a certain
background, atory if we will, but no realrecord of the ‘progressive steps’ there taken
before the authors’ arrival at their respectivetidesions. Being allowed entrance into
an author’s secret depository of discarded notesjigional drafts and superseded story
versions is certainly a rare privilege in the bigr realm, especially since these
obscurities (while also jewels), if not already tieged, are intentionally hidden from
the world by the author, as undisclosed notes tosélf, never meant for close
inspection by the reading public, and certainly meiant for the sharp teeth of criticism,

one’s entrails turned inside out and displayedtiermonsters to have their fe4st.

474 To this colossal editorial undertaking ChristopA@ikien would add various other titles, the most
prominent of which are certainly thénfinished Tales of Numenor and Middle-eaf1980) andThe
Children of Hurin (2007). The first is a collection of scattered sathat provide background to the
world of Arda (like the origins ofstari the wizards, romances of Galadriel and Celebornthe
meeting of Aragorn and Arwen), while the lattemisingle story woven out of the many extant version
of theTale of Tarin(and his sister Niniel).

47> Critics like Tom Shippey question whether Tolkieninfinished and/or discarded writings should ever
have been published at all. While such hesitatlearly refer to theHistory, we must keep in mind
that the ‘Silmarillion’ never would have seen thght of day either had a recipe been applied! It is
interesting to note that a similar debate currentlyolves around the latest publication of Tolken’
translation oBeowulf(Tolkien, J. R. R.Beowulf: A Translation and Commentary, with Sefiel| ed.
Christopher Tolkien, HarperCollins, London, 201Mptwithstanding several outbursts of poetic genius,
the word-for-word translation is hardly inspiratidnCreated for the purposes of language-studya#
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Nevertheless, the twelve-course banquet had beeedsand, to use Tolkien’'s
own metaphor, both the ‘soup’ and the ‘bones ofdkewere offered to the feasting
guests (rather expectedly, some decided to sawtaste and others to gnaw at the
bones). The first dish served wake Book of Lost Taleslescribed by Christopher as
“the first substantial work of imaginative literaguby J. R. R. Tolkien*® However,
the degree to which this work qualifies as subsihn$é rather questionable. Even
Christopher goes on to admit that the ‘Lost Tatesver reached or even approached a
form in which my father could have considered thpiblication before he abandoned
them; they were experimental and provisional, dredtattered notebooks in which they
were written were bundled away and left unlookedsithe years passed”In the
wake of the publication of théost Tales many riddles were left, as the book
paradoxically raised more questions than in ansiv§test asThe Silmarilliondid, six

years before).

On one hand, it revealed the earliest, fairly naimgthic vision of its then young
creator, which in comparison to the mature styléhef publishedilmarillion seemed
like children’s play (which it actually referenced)n the other hand, it ascertained the
scope of the undertaking Christopher had taken inomself, in not only the compiling
and the editing ofThe Silmarillionaccording to his late father’'s final revisions and
instructions, but also in the careful reconstructiof the many transitions within
Tolkien’'s Saga that he systematized and succegspugblished with extensive and
detailed commentary. Ultimately, it showed Tolklead truly written not onlyrhe Lord
of the Ringsbut the entirety of his Saga in his very ‘life’fobd’, offering virtually
every fiber of his imagination to the quest forparfect fit' of each piece in the grand
puzzle of Arda. It quickly became clear that toreat Tolkien’s Tales there was in
existence more than one version, of finished, frexgged or interrupted text, and that
oftentimes a tale would be told both in prose anddrse (one version abandoned for
the sake of the other). Christopher's commentargaked that some rewritings occurred
rather instantly and that in many cases the newlyposed versions written out in ink

would overlay the previously penciled out plot mgk. To aggravate matters, at least

clearly never intended for publication. Many Tolkischolars today find it nigh on insulting that Isuc
work was published, contrary to Tolkien’s intention

47® Eorward to HoMel, p. i.
4" Forward to HoMel, p. viii.
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from the textual viewpoint, since Tolkien duringsttime “used bound notebooks rather
than loose sheets, he was liable to find himsedftsbf space: so detached portions of
tales were written in the middle of other tales] &m places a fearsome textual jigsaw
puzzle was produced’ Moving away from the earliest compendium, Tolkieas
enlisting changes of literary style (mostly in fawa§ abandoning the many archaic and
obsolete words). Some of the structural conceps ainderwent major transitions
(ranging from a shift in the framework of the stéoythe change in the physical shape
of Arda itself). The same was true of names —nae$i, even a single manuscript would
hold sever name variables written out and rejeatedurn. Even more puzzlingly,
sometimes a name used to signify one thing woultkive an entirely different
application while another would then take its pl&CeThis was not only the case with
the ‘Silmarillion’ matter. As later volumes éfistory disclosed, that the same ‘niggling’
process was applied the Lord of the Ringas well. Perhaps one of the fundamental
guestions, or riddles, ChristopheHsstory leaves us with is this: how do these findings
relate to our understanding of Tolkien’s geniugj #me inner workings of his creative

process?

Tom Shippey asks the same question in the expaselsmhd edition oRoad to
Middle-earth Shippey commences the newly added chapter on Cidese of Actual
Composition’ with the invocation of Tolkien’s bonetthe-ox metaphor. “By ‘the
soup’,” Shippey quotes on Tolkien, “I| mean the ytas it is served up by the author or
teller, and by ‘the bones’ its sources or matef3ll.Curiously, Shippey takes this to
mean, “critics should study stories in their fif@ms, as ‘served up’ or published, not
in their intermediate stages®* Clearly, Shippey's ‘interpretation’ of Tolkien’s
metaphor is tailored to suit his assail on Christofs History, most likely in response
to the treatment he received in therward to its volume. Rather assertively, Shippey
concludes that “much of ‘The History of Middle-g¢@rdemands to be taken as ‘ox-

bones’.*®2 However, Shippey’s claim is rather briskly dismedtby Gergely Nagy,

478 bid.

4" For instance, the house of Elves referred to @3 ¢teriin the original ‘Lost Tales’ would become the
Vanyarwithin the ‘Silmarillion,” while another house tfe Elves originally called th&olosimpiwould
then become known as the Teleri.

80 Shippey, 2003, p. 28%6 p. 120.)
“81 |bid.
82 |bid.
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who observes that Tolkien does not necessarily yingplly the stories in their final
form. “The comment can refer to any individual vensin which the story appears, and
thus the very complex of (even the unfinished) io&1s becomes meaningful, not a

soup but a menu*®

Nagy is certainly right to detect that Shippeyiterpretation “does
not assign full importance to this corpd&1n fact, Shippey seems perhaps too eager to
discredit its merit. Yet, what Shippey, the foundéi olkieniansource criticismseems

to neglect, or deliberately ignore, is that Tolkeemendering of the ‘bones’ quite
explicitly points tosources and ultimately warns against all such excavatidiat that
Shippey’s work should be denied its own merit, perthaps he should avoid casting the
first ‘bone’. Paradoxically, reactions of critickkd Shippey, including Shippey, were

precisely what drove Christopher to publish ithistory material in the first place.

Putting aside the little bone-throwing game thapesgys to transpire between
Christopher and Shippey, Shippey's bewilderment cattain segments revealed
throughout theHistory should be taken as genuine, as surely any otlaglereof this
‘fearsome textual jigsaw’ can corroborate. “It is@prise to learn that Aragorn could
ever have been a name for a horse,” Shippey writdsthis comes as a shock®
Indeed, when taken out of context, many of thestaites seem difficult to imagine —
Beren being an EIf, Aragorn nicknamed Trotter iadteof Strider, the Ring ever
considered harmless, the noble Elves called Gnor8kgpey's qualm with these
occurrences is that Tolkien does not seem to hstagtéd off with meaning; rather with
sound.*® Shippey is certainly right, Tolkien was discoverihings as he went along —
he even admitted to this on various occasionshéndtter to Auden, Tolkien says some
of the encounters with the charactesrprised him, while others seemed more
familiar*®’ It is true that Tolkien started with sound (oveeaning), but only because,

83 Nagy, Gergely: “Book review: Tom Shippe¥he Road to Middle-earth: Revised and Expanded
Edition by Tom Shippey,” pp. 258-26ih Tolkien Studies: An Annual Scholarly Revi&el. 2, 2005,
West Virginia University Press, p. 259.

484 1a;

Ibid.
“85 Shippey, 2003, p. 291.
%% bid.

87T 163, p. 230. Tolkien writes: “I met a lot of thingn the way that astonished me. Tom Bombadil |
knew already; but | had never been to Bree. Stsdgng in the comer at the inn was a shock, ahdd
no more idea who he was than had Frodo. The Mihktda had been a mere name; and of Lothldrien
no word had reached my mortal ears till | cameeh&ar away | knew there were the Horse-lords on
the confines of an ancient Kingdom of Men, but FangForest was an unforeseen adventure. | had
never heard of the House of Eorl nor of the StewafdGondor. Most disquieting of all, Saruman had
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for Tolkien, it was sound thatiscernedmeaning. Like in his Creational Tale, where
initial communication is achieved precisely throusghund, melody yet unshaped into
word, sound itselbeing the meaning. Tolkien would write out names in g3son,
until he wouldrecognizethe right one, the “true name.” In the beginnimglkien was
unaware of the Ring’s properties, just like Billbte would have taliscoverthe truth
One can imagine such a process resembling Gandalfenteen-year-long (!) pursuit of

the true origin of the Ring.

Regrettably, for Shippey, this ultimately cancels the possibility of the author’s
Grand Design. “Discovering that the author doeshase a guiding star, and is trying
things out at random, can be a disillusionment,ekglains, “as can the realisation that
the Grand Design (the Silmarils, the nature of feg) was in fact one of the last
things to be noticed.*® Finally, Shippey ends by concluding that “the réahger in
picking over ‘the bones of the ox lies in the faicposes “a threat to our general notion
of creativity.”®° Yet, surely, this depends on the nature of ouionadf creativity! The
fact that Tolkien did not have the entire plot afark, which otherwise took decades to
develop, set out in his mirall at onceanda priori, hardly disproves the existence of a
design. Moreover, Shippey seems to be equatin@thad Design with the Ring or the
Silmaril, clearly oversimplifying the concept. Hovex important these symbols may
be, they represent no more than the manifestattoenglation into form’) and the
(laborious!)shapingof a vision one is given (remember the Ainur'scagghment upon
their realization that vision/design is theirs yetachiev@. Surely, creativity entails
more than ready-made solutions. Tolkien did notalier the Ring or the Silmaril
easily, just as Hope is not easily won in Tolkiewsrld. Yet, Tolkien’s Earendil, ‘the
Star of High Hope,” has been present from the w&ginning. Indeed, the light of that
star is a splintered one — it takes time, and lalbsrtoiling, to bring to fruition visions

with which one is blessed. Even if we accept Talkigas frequently niggling (or

never been revealed to me, and | was as mystifidet@ado at Gandalf's failure to appear on September
22.1 knew nothing of the Palantiri, though the matthe Orthanc-stone was cast from the window, |
recognized it, and knew the meaning of the ‘rhyrhéoe’ that had been running in my mind: seven
stars and seven stones and one white tree. Thagseshand names will crop up; but they do not always
explain themselves. | have yet to discover anythingut the cats of Queen Ber(thiel...”

“88 Shippey, 2003, p. 294.

% bid.
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fiddling, as Shippey says), with the curtain listory rising, the light of Tolkien’s
imagination shines ever so bright.
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CONCLUSION

The light shines in the darkness, and the

darkness has not overcomé‘ft.

In 1979, the late Professor Kocher asked a fundtahguestion: ‘Is Middle-earth an
Imaginary world?’ and his answered has not sin@ntmirpassed: “Yes, but®* To
build on Kocher’'s question (and answer), we must,rfmally, ask — Can modern man
in all validity assume the role of a true mythm&k€&an one man’s imagination give
rise to the feeling of sacred in approaching ther&n thus touching on what Eliade
terms the “sacred origin®? Can it provide the lestace in a moment of dire need
(amidst catastrophes of history) in isactice of Art? Can it create by sub-creating and
thus reach the truth if but presenting us with dngaginary’ possibility? We are
inclined to say — yes, even if it is “only a fooh®pe.” For, to claim otherwise, would
not only mean to accept that Myth is dead, but,seastill, to accept that all Art is
merely a beautiful delusion (sometimes, or to sonum, even beautiful!). Lastly, yet
perhaps most disgracefully, it would mean to sdtitethat role of “theneurotic myth-

maker*%?

that Ernest Becker so ominously assigned to modean: a gruesome
portrait of a man who, deprived of myth, resortgpersonal neurotic fiction (a sort of
mythomani in order to confront the pandemonium of modefe. ICertainly, this is
quite along the lines of Eliade’s great exclamatioat all modern man’anxietiescan
be traced to the abandonment of myth and subsedeslittg of sacred® Ultimately,
the loss of feeling of sacred leads into modernMaydor, a Faulknerian reality, where
in the battle againgime (and, as some modern day strivings enforce, batghkanst
God), man resorts to the pandemonium of personabfi (including personal myth)

ultimatelyagainsthimselfand to a life-denying degré®

49 John 1: 5 (ESV).
491 Kocher,op. cit, p. 2.
492 Becker, ErnesfThe Denial of DeathSimon and Schuster, New York, 1974, p. 199, ewsighaine.

493 This is, sadly, especially true of Tolkien's betovEngland, one of the most secular European
countries, thus perhaps in the direst need ofgn"si

494 See: David, William M.:The Mythic Conquest of Time in Faulkner’s Fictidiniversity of New
Orleans Theses and Dissertations, Paper 1420, 2010.
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In Myth and RealityEliade points out, “there is always the strugggainst Time,
the hope to be freed from the weight of ‘dead Tinoé,the Time that crushes and
kills.”*%® Tolkien answered that struggle by creating imagiriane, and an imaginary
past. Yet, it is not the past that once gave uitarao myth that Tolkien ultimately
attempted to resurrect, although certain criticeems to be particularly fond of such
interpretations. Tolkien’s search for lost traditicaches into depths that surpass mere
attempts at imaginative reconstructions of thingstpTolkien delves into realms where
literature itself — along with language — becomesanly a field through which art is
released, but also Bving body Tolkien reverted to creational and developmental
patterns of both language and literature to posé &uswer) questions about origin, that
“remote Origo*®® he addresses in the poévtythopoeia Tolkien’s gaze was directed
into the past not in the effort to reconstructhiyt rather strove, in taking the path
towards the past, to grasp the meaning behindgbhatien of the creational pattern and
recreate (within the human mind) the forgotten gabk to the sacred source. This did
not only refer to the restoration of the beliefGod, although Tolkien’s own religious
conviction inexorably colored portions of that pdtvhich certain criticism often held
against him or, perhaps even more detrimentallygr-aeccentuated to the point of
disregard of all other aspects). Tolkien’s questaties the return adacred valueshat
dictate both man’s inner state of being and histinent of ‘the other’, thus the belief in
those principles that Tolkien felt ought to be ba#kd and consequently upheld. Among
the most prominent of these principles is certathly notion of fellowship, the unity
between the self and the other, in terms of not othler beings, but also extending onto
the treatment of nature as the other (essentiallyppeading otherness onto the entirety
of the created universe). Nature itself, being irea opposition to the artificial,
occupied hallowed ground in Tolkien’s mind, as admto the creative. As Benjamin

reminds us, “the righteous man is the advocateested things*’

1498

and the “storyteller

is the figure in which the righteous man encounténsself.

The righteous man, in Tolkien’s world, does notyoidht against outer evil but,

more importantly, againshner decay. Tolkien expressed the idea of inner evil/decay

9 Eliade, 19630p. cit, p. 193.
*®MP, v. 18.

497 Benjamin,op. cit, p. 375.
498 Benjamin,op. cit, p. 377.
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as the human statee. possibility of Fall, to which, along with the thesiof Mortality
and Machine, he gave a central role in his writjragsthe more palpable and in a certain
way more earthly forms (effectively, consequenadsjnan’s attitude to creation. On
one hand, reflected within Tolkien’s imaginariure,man’s attitude toward the created
world, as the ‘other’, and the resulting possilaitof understanding and approaching
that given otherness. On the other hand, Tolkiantpais towards the idea thaian as
part of the created world is himself creatadd that man as creator mirrors that sacred
pattern in which he is made (‘the created creatoFglkien recognized that the
possibilities for the treatment of these notions @ be found quite naturally inside the
field of art, due to the most immediate presencihefideas of creation and creativity as
key concepts to define it. Yet, rather than delgatirtistic creation, Tolkien made art
both the contextual backdrop and the agency by smeawhich he integrated the three
‘earthly’ themes (deeply interconnected themselviesd the fabric of his Saga.
Certainly, these mirror the human fear of — andopcapation with — mortality,
expressed not only as fear of death (althoughishits most obvious form) but also as
fear of transience and the desire to leave behamething immortal. This can be
understood noonly in terms of artistic creation, yet it clearly engoasses artistic urge
to an extensive degree — that deep-rooted needneithpparent biological function.
Perhaps most prominent in the equation is the dédosing the sense of worth and,
thus, meaning and aim, which effectively opens plossibility of the falli.e. the
collapse of inner values (decay) and distorts on@atinto destructiveness (also
meaning into meaninglessness). Consequently, geshaot only the inner structure of
the being, breeding Becker's neurotic mythmakerand Tolkien’s Saurons — but
dictates the treatment of the outer world, thelteguvhich is inevitably the machine, a
man-made shrine to artificiality and meaninglessnabat operates on the

deconstruction of values.

Although the opening cosmogony Bhe Silmarilliondirectly treats the Creation,
and thus quite explicitly involves the Sacred asghburce, the given explicitness of the
Creator’'s presence wanes as the story unfolds. iShais the Saga moves out of the
cosmogonic drama itself, and into the narrativespective of free-willed beings
(initially Elves and later Men), the creational mather, creative force is transferred onto
them — onto the individual. Even when Tolkien navedy treats beings within the
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scope of race, it is quite possible to see themgraee as a single character — it is even
possible, if not at times also necessary, to seeféedowship as a single character!
Simultaneously, religious truth becomes embeddéd, iand expressed through, the
manner in which any given individual makes uset @imuch like in the way individuals
make use of power), in accordance with free wille)ists, therefore, in the form of
pattern and principle rather than explicit prese(tbés transference already becomes
evident withinThe Silmarillionbut is carried out to the fullest and is hence twasble
throughoutThe Lord of the RingsArt, Tolkien believed, ought to renounce any aiid
attempts to treat religious truths explicit/,and he held true to that course to the point
of treating not only religion but even art itseleraly implicitly, thus in turn implying
that art was a part of the religious truth, a pathe truth-revealing sacred and creation-
bearing secret. Essentially, both the relation ahrroward the sacred, and toward art as
the mode of its expressiore. to the creational reality (and potential) of baghant the
vital philosophical framework to Tolkien's Saga. the same time, these translate onto
the more earthly narrative plane (descending, tlileeAinur, from a realm “beyond the

confines of time” into Middle-earti% as notions of Fall, Mortality and the Machine.

Middle-earth, as the central battlefield of sucoessvars against darkness, and
the earthly groundwork upon which the main thenrespayed out, is essentially an
image of Man himselMan is what Tolkien saw when he gazed into th&rgo dark.
Man was the middle-ground and the battle-groundi{@a Great Chain of Being), and
his was the Shadow that modernity reflected. Tolkimmderstood that modern day
darkness was not a matter of materialism castiagsitadow upon man; quite the
contrary, man was casting his shadow upon life. Mas the artificer of the machine;
artificial construction had no life of its own ameb meaning outside of what Man
‘conducted’ into it. Effectively, the central stageTolkien’s writings is the inner being
of man, the battleground riddled by the ‘darknedghe psyche, that is, by the reality of
the unknown, the field of the unconscious. To thstwess of the inner realm, that is, to
the intangible scope of inner reality, Tolkien niegd the vastness and the intangibility
of fantasy (imagination).e. fantastic reality.Tolkien’s imaginary reality is rather a

reality of the imaginary, of the fantasy within thbeing The Saga reveals not only a

49%SeerLT 131, p. 167.
0gijl, p. 21.
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story about the creation of man, but the creatian happens inside mae. the process
of the creation (birth) of thought — and the engustate of war’ exposes the battlefield
upon which creative and destructive thoughts (aedlirigs) persistently collide,
creating a battle between ‘good’ and ‘evil’. Essaiyt, Man is Middle-Earth, and in all
but explicit form of statement, yet quite vividly ithe philosophical undercurrent,
Tolkien’s Saga is a testimony of the evolution afrtan thoughta fantastic history of
human spirit The implicit religious truth that continually we$aces throughout the
Saga and underlines the ‘epic state of battlenfpaing both on the outer and inner
plane), points to the existence of an inner refigiceligious truth of the inner being
(individual system of belief which draws from anbuilt sense of moralityj.e.
understanding of ‘right’ and ‘wrong’). Tolkien’sriagined man’, simultaneously the
‘man who imagines’ the created creatoy, the shaper of his own imaginary reality
(inner realm) and the conductor of inner religiatoiouter reality, is a ‘magical’ being
of thought, endowed with free-willed potential aftiag upon his thoughts within the
outside world. The highest creative potential thaihan wields lies precisely in this
‘magical’ (fairy-story) ability to translate visiommto reality, to take part in the shaping
of reality, essentially by means of thought, asaative ingredient in the act (art) of
creation. Therefore, we must shift the perspectizenterpretation from the idea of
artificial (or imaginary) reality, onto the awareseof the reality of the imaginary
instead. In result, we shall discover that Tolksehimaginary mythology’ is rather a
mythology of the imaginary. It is a mythology of the inner reality of man,eev
mythology of fantasy itself (if fantasy is undem@tioas inner creative potential, not in
theact of makindout in theart of envisioning, hardly ‘artificial’ in its expression of the
creative being. Moreover, we perceive that therimeality of the individual has its own
creational tale, its history, poetry, quests anit ¢purneys, tragedies and romances.
Quite naturally, it also possess its very own miggg — inner and rather elaborate
system of symbols and associated meanings — ahdgusxpectedly, its own language
(again,language of the imaginayyhat is, language of fantasy, and equally, lagguat
the soul). As for the fairy-story, it too has aqgdawithin the inner being, a hallowed
place for Tolkien. The inner fairy-story is prediséhe story about the presence of the

sacred within man, reflection of the inner belialanner system of values, the inner
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healer and an indispensable element in the baitl¢he preservation of the inner and
outer light.

Tolkien often noted that his concepts (or, rattstories) evolved out of their
names (or, rather, words) and not the other wayrat®¥* This hints at that alchemical
process within language, the magic of words, impgyihat any single word carries a
story within it, a testimony of the life of the amapt itself, its creational story, along
with the life it has in relation to man — the onkongives a thing its name — in its many
fluctuations dependent not only on the differentéanguages but also on the different
stages in the development of a single languagkjdimg ‘imaginary’ languages (we are
bound to reflect upon the notion that all wordsndeelanguages, were at some point
‘simply imagined’). Much like in the case of Tolkis language ‘invention’, the general
conclusion of several interpretative factions (ooly the dismissive one) is that Tolkien
chiefly created an artificial or an imaginary mytibgy. Yet, the mythology that belongs
to the story reality is just one stone in the etyirof the structure that makes up the
fullness of Tolkien’s ‘imaginary world’, which ingelf is but a materialization of the
sacred thought of God, the imaginary sacred sostwped into life by the artist, who
again achieved this venture by means of imaginafidre underlying thought to this
fusion is that imagination is the vessel of ther8dcfurthered to imply (in accordance
with the creational opening dte Silmarillior), that Man himself was once imagined
by the divine force (before his imaginary form waaterialized into the world). In turn,
the divine Imaginator is accessible to the ‘now'tenal and physical man precisely by
means of imagination and not through tangible aepee. Imagination, then, is the
channel of communication with the Sacred and Astshape giver. Man the artist
creates, or as Tolkien puts it ‘sub-creates’, mwray he himself was created, mirroring

the ultimate work of art inside of whighan is the imaginary one

Where Jung sought to repair the ‘disenchantmethefwvorld’ that had occurred
throughout the Enlightenment by returning to madkia relationship with his
unconscious, Tolkien re-forged a path into Imagoratby returning to mankind a
relationship with the fairy-story. Thus, in the miidf the riddling dark Tolkien set up

%1 For instance, with reference to the Ents: “As illgugith me, they grew rather out of their namearth
the other way about'L(T 313, p. 221).
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his peculiar “jeweled tent / myth-woven and elftpated®®?

and fixated his gaze
towards the “Perilous realm”, the realm of the hedorgotten fairy-story. Our
storyteller welcomed the childlike naiveté of itsrrh as purity and innocence, as
prerequisite for approaching the sacred and unray¢he story about a world where
one man’s fantasy may very well create artistitiygaand where man may very well be
the wielder of art, but where strange forces weneak. As Tolkien realized, the secret
of art was deeply entangled with the secret of Man, as the wielder of both, art and
life, in the midst of this sacred field where amtddife fused into the shape of creation,
could not help but feel that in their presence theflife that was his own to live and the
art that was his own to make — he was in fact enpgtesence of a miracle. These sacred
forces were not only his, although they were gitenhim as his (birth) right.
Simultaneously, they were shares of something grateonce inside and outside of
man’s being. Tolkien knew that man, the artistifuéitely, any man), wielder of life and
art, was himself part of this miracle, and an actressel of the sacred creation: a child
of the creational art of life and birth-giver tcetlreational life of art. For Tolkien, Art
was an act of sub-creation, the mirror image ofdteational force which gave Life to
man himself, and the ‘stuff of fairy-story’ becantes methodos of expressing
(implicitly) man’s relation to the one supreme Attiout of which arises the potential
for both accord and discord within free-willed kggn- the choice that shapes reality.
These are the insights he had woven into his stad/consequently imprinted on the
reader. These are the Silmarils of his imaginatiait, brought to us from the heart of
the Perilous Realm, and the eucatastrophic integimip of the Joy, Sorrow and Hope
they emanate, shines as a single light, despitddHeness.

%02 \MP, w. 50-51.
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Addendum

Mpunor 1.

WUsjasa o ayTopcTBY
MoTnucaxa Mapuija A. [muuh Mycnojuh
6poj ynuca 081944

WUzjaBrbyjem
[a je foKTopcka AucepTauuja noa Hacnosom

Mythopoetic Imaginarium of J. R. R. Tolkien

e pesynTaT CONCTBEHOr UCTPaXuBa4Kor paaa,

o [JanpeanoxeHa guceprauuja y UenuHM HU Y fernoBumMa Huje Guna npeanoxeHa
3a pobujare OuNo Koje AWNNOME npema CTYAUCKMM nporpamvuma [Apyrux
BWCOKOLLIKONCKUX YCTaHOBA,

e JaCy pesynTtaTti KOPEKTHO HaBeaAeHU U

e [a HUcaM Kplumo/na ayTopcka npaBa M KOPUCTUO WHTEMNEKTYarnHy CBOjUHY
ApYrux nuua.

Motnuc gokropaHaa

e

Y Beorpagy, 04.07.2015.
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Mpunor 2.

M3jaBa 0 UICTOBETHOCTU LWUITaMMNaHe U efieKTPOHCKe
Bep3uje AOKTOpPCKOr paaa

Vme v npeaume aytopa Mapwuija A. F'vunh Mycnojuh

Bpoj ynuca 081944

Cryaujcku nporpam [OKTOpCKe akagemcke cryaunje

Hacnos papa Mythopoetic Imaginarium of J. R. R. Tolkien
MeHTOp npod. Ap 3opak MayHoswh

Motnucanu __Mapuija Tnuuh Mycnojuh

u3jaBrbyjem Aa je wramnaHa Bepanja Mor JOKTOPCKOr paja UCTOBETHA ENEeKTPOHCKO)
BEp3Mjn Kojy cam npegana 3a objaerbuBake Ha noprany [OurutanHor
penosuTtopujyma YHusepsuteta y Eeorpagy.

[ossorbaBam aa ce objaBe MOjM NWYHM Nojauu BesaHu 3a Aobujare akagemckor
3Batba [JOKTOpa Hayka, Kao LITO Cy UMe W Npe3ume, roauHa 1 MecTo pofiera u Aatym
onbpaHe paga.

OBy nUYHM nopaum Mory ce o6jaBuTM Ha MpexXHUM CTpaHulama gurutanqe
6ubnnoTeke, y ENEKTPOHCKOM KaTanory 1y nybnukauvjama YHusepauteta y beorpagy.

MoTtnuc pokropaHaa

Y beorpaay, 04.07.2015.

_ AP yoapns
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Mpunor 3.

UsjaBa o kopuwherwy

Oenawhyjem YHusepauteTcky 6ubnuoteky ,Csetosap Mapkosuh* aa y [urutantu
penosuTopujym YHuBepauteta y Beorpagy yHece Mojy AOKTOPCKY AucepTauujy nop
HacroBoM:

Mythopoetic Imaginarium of J. R. R. Tolkien

Koja je Moje ayTopcKo Aerno.

[ucepTauujy ca CBUM Npunosuma npeaana cam y enekTpoHCKOM hopMaty norogHoM
3a TpajHO apxuBMpaHe. -

Mojy [OKTOpCKy AucepTauujy noxpaweHy y [urutaniu penosutopujym YHusepauteta
y Beorpagy mory fa kopucte CBU Koju nowuTyjy oapeabe cagpxaHe y oaabpaHom tuny
nuueHue KpeatusHe 3ajeaHuue (Creative Commons) 3a Kojy cam ce oanyyuna.

1. AytopcTeo
2. AyTOpCTBO — HEKOMepLujanHo
@Ayropcnao — HekomepuujanHo — 6e3 npepaae
4. AyTOpPCTBO — HEKOMEepLUjanHo — AenUTU NOA UCTUM YCroBUMA
5. AytopctBo — 6e3 npepage
6. AyTOpPCTBO — AENUTW NOA UCTUM YCroBUMa

(MonuMo Aa 3aoKpyXXUTe Camo jeAHy OA LUecT NOHyRHeHUX NULEHUM, KpaTak onuc
NUUEeHUM AarT je Ha nonefuHu nucra).

MoTtnuc gokropaHaa

g% '£/

Y

—
Y Beorpaay, 04.07.2015.
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1. AyTopcTBO - [lo3BorbaBate yMHOXaBake, AMCTpUBYLMjY U jaBHO caonluTasake
nena, v npepaje, ako ce HaBeae UMe ayTopa Ha HauuH oapefleH oA cTpaHe ayTopa
Wwnu jaeaoua nuueHue, Yak u y komepuujanie cepxe. OBo je Hajcnoboanuja oa CBUX
TMLEHUM.

2. AyTopcTBO — HekomepumjanHo. [Jo3sorbaeate yMHOXaBare, ANCTpuUbyLmjy u jaBHo
caonwtasate [ena, U npepage, ako ce Haseae UMe ayTopa Ha HayuH oapefeH of
cTpaHe ayTopa unm gasaoua nuueHue. Osa nuueHua He A03Borbasa KomepuujanHy
ynoTpeby aena.

3. AyTopcTBO - HekomepuwmjanHo — 6e3 npepage. [Jo3BorbaBaTe YMHOXaBaHE,
avcTpubyumjy W jaBHO caonwTaBake Aena, ©e3 npomeHa, npeobnukoBama WM
ynoTpebe fgena y CBOM Aeny, ako Ce HaBeAe UMe ayTopa Ha HauuH oapefeH of
CTpaHe ayTopa unv Aasaoua nvueHue. Oea nuueHUa He [03BOSbaBa KomepLyjasiHy
ynoTpeby fena. Y ofHOCy Ha CBe ocTane NuLeHLE, OBOM JIMLIEHLIOM Ce OrpaHuyasa
Hajsehun 06um npasa kopuwhewa aena. :

4. AyTOpCTBO - HEKOMepuujarHo — AenuTvu noj UCTMM ycrosuma. [lo3sorbasarte
YMHOXaBare, AUCTPUBYLMjY 1 jaBHO caonwuTaBake Aena, U npepaje, ako ce Hasene
MMe ayTopa Ha HauuH oapefeH oA CTpaHe ayTopa Wnu Jasaoua NMUEHUE U ako ce
npepaga AucTpubyupa noag WCTOM WNKM CrMYHOM nuueHuom. OBa nuueHua He
[03BOrbaBa komepuujanty ynotpeby aena v npepaga.

5. AytopcTtBo — 6e3 npepapge. [JossorbaBate yMHOXaBae, AUCTPUOYLMjy W jaBHO
caonwTasamwe Aena, 6e3 npomera, npeobnukosara wnu ynotpebe gena y csom geny,
aKko ce HaBeAe UMe ayTopa Ha HauuH oapefleH oA CTpaHe ayTopa unu Aasaoua
nvueHue. OBa nuueHUa Ao3sorbaea komepuujandy ynotpeby aena.

6. AyTOpCTBO - [EenuTM NOA WCTUM ycroBuma. [lo3BorbaBaTe YMHOXaBatbe,
avcTpubyuujy v jaBHO caoniuTasatbe Aena, U npepaje, ako ce HaBeae UMe aytopa Ha
HauuH oapeflleH of cTpaHe ayTopa Wnu Aasaoua NUUeHUe W ako ce npepaga
avctpubynpa noA MCTOM WAM CRMMHOM nuueHuom. OBa nuueHUua A03BOrbaBa
KomepumjanHy ynotpeby Aena u npepaja. CnuuHa je coTBEpCKUM NULEHLaMa,
O/IHOCHO NULiEHLiaMa OTBOPEHOT KoAa.
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