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ABSTRACT

J. R. R. Tolkien is extensively measured to be the father of modern fantasy. His
efforts to show to his readers that fairy stories do not belong wholly to children’s
writings and his innovative method of creating the folklore in his stories have covered
the technique for many other current fancy novels.The dream vision genre is a means
in which a dream is narrated for an explicit reason, whereas dreams occur frequently
all over the record of literature. It is a literary type that was trendy during the Middle
Ages and normally follows an organization in which a storyteller tells his knowledge
of sleeping, then starts dreaming, and finally is awakening. The dream is encouraged

by actions in his real-life.

The purpose of this study is to investigate dream vision as an important literary
genre in Tolkien's The Lord of The Rings and the method he integrates different
fundamentals to create a style that is his own. Further, this study aims at widening our
perception of Tolkien's employment of dream vision by placing him into the situation

of the dream convention.

This study falls into three chapters and a conclusion. Chapter one presents a
general introduction about a historical perspective on dream vision; it explores the
genre from its roots to the contemporary time.Chapter two highlights Tolkien's stylistic
technique and something about The Lord of The Rings trilogy. Chapter three discusses
the dream vision genre in The Lord of the Rings according to the views of famous
critics. Finally, the conclusion sums up the main findings of the thesis followed by a

list of references.

Keywords: Dream Vision, Tolkien's writings, The Lord of The Rings,

Medievalist, enigmatic, Middle-earth, fancy



0z

J. R. R. Tolkien, modern fantazinin babas1 olarak kapsamli bir sekilde 6lgiiliir.
Masallarin tamamen ¢ocuk yazilarina ait olmadigini okuyucularina gésterme gabalari
ve hikayelerinde folkloru yaratmadaki yenilik¢i yontemi, diger birgok giincel fantezi
romanin teknigini kapsiyor. Rilya gérme tiirti, bir riiyanin agik bir nedenle anlatildigi
bir aragtir, rityalar literatiiriin her yerinde sikga goriiliirken, Orta Cag'da moda olan bir
edebi tiirdiir. Normalde, bir hikaye anlaticisinin uyku bilgisini anlattigi, ardindan riiya
gérmeye basladigi ve sonunda uyandigi bir organizasyonu takip eder. Riiya, edebi
eserde hemen hemen baslangica atifta bulunulan ger¢ek hayatindaki eylemlerle tesvik

edilir.

Bu tezin amaci, Tolkien'in Yiiziiklerin Efendisi'nde énemli bir edebi tiir olarak
riiya goriimiinii ve kendine has bir tslup yaratmak igin farkli temelleri birlestirme
yontemini incelemektir. onu riiya geleneginin durumuna sokarak ve daha sonra riiya
edebiyatina kendi roliinii gostererek, ritya gérme birincil. Ayn1 zamanda, onu basit
veya olgunlasmamig bir yazi bigiminden ziyade, pahaliligin olusumu igin titanik bir
umutla karmasik bir 6rnek olarak goren bu tiire yonelik modern ilerlemeyi de gosterir.
Tez ti¢ boliim ve bir sonuca ayrilmistir. Birinci boliim, ritya gérme {izerine tarihsel bir
perspektif hakkinda genel bir giris sunar, bu tiiriin koklerinden giiniimiize kadar olan
aciklamasini inceler ve riiya gorme hakkindaki diisiincelerin ortagag yazarlarini nasil
yatkin hale getirdigini kesfeder. Ayrica, Tolkien'in yazilar1 iizerindeki ortagag riiya
goriisiiniin  etkisine ek olarak Macrobius'un Scipio Riiyas1 Uzerine Yorumunda

Ozetlendigi sekliyle ortacag riiya teorisinin kisa bir incelemesini verir.

Ikinci boliim, Tolkien'in iislup teknigindeki ayrintilara ve Yiiziiklerin Efendisi
ticlemesiyle ilgili bir seye bakar. Ugiincii bdliim, {inlii elestirmenlerin gériislerine gore
Yiiziiklerin Efendisi'ndeki riiya gérme tiiriinii ve Tolkien'in bu tiiriin kendine 6zgii bir
versiyonunu uyandirmak igin bu gelenegin kaynaklarini ve edebi oOnciillerini nasil
manipiile ettigini tartisiyor. Son olarak, sonu¢ boliimi, tezin ana bulgularini ve

ardindan bir referans listesini 0zetlemektedir.
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SUBJECT OF THE RESEARCH

This study aims at covering the psychological dilemmas in Tolkien's The Lord
of the Rings to clarify the authors’ problems related to their point of view on dream

vision.

PURPOSE AND IMPORTANCE OF THE STUDY

The purpose of this study is to explore the authors’ approaches throughout The
Lord of the Rings. This study focuses on the novel titled The Lord of the Rings by
Tolkien in three chapters. The author deals with the genre of dream vision throughout

the three parts of this novel.

This study will help the readers figure out the meaning of dream vision and

why it happens with close reference to The Lord of the Rings.

METHOD OF THE RESEARCH

Dream vision as a term is a literary genre which is so popular in the Middle
Ages, and Tolkien used it in a new way. Thus, this study endeavors to apply this term
to Tolkien's The Lord of The Rings.

HYPOTHESIS OF THE RESEARCH

Tolkien's novel The Lord of the Rings is very important and significant. Also,

the three parts include different kinds of characters (natural and supernatural).

SCOPE AND LIMITATIONS / DIFFICULTIES

This study is limited to focusing only on the concept of dream vision in The
Lord of the Rings by Tolkien and how the writer uses and applies this literary genre in

all parts of Tolkien's novel.
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CHAPTER ONE

INTRODUCTION

1.1. Dream Vision Tradition

The dream vision is an essential and branded medieval genre. The important
structure is about a perplexed narrator who is sleeping and dreaming, then his dream
will be the main story. The dream often takes the structure of allegory and involves a
type of understanding by the reader. The troubled narrator is stimulated by his dream

experience and decides to write his dream in a story (Ruud, 2006, p. 191).

The dream vision genre has an extraordinary and widespread representation,
sleeping, dreaming, visionary visitations, dream vision, and oracular management that
are recognizable patterns from a numeral recognized literary resources, such as the
Bible, Greek and Latin classics, the late ancient times, and the Medieval Age (Kruger,
1992, p. 191).

This literary genre has important basics. First, all dream visions genres are
usually written by using the first-person narrative viewpoint. The narrator turns out to
be the dreamer and tells the narrative as his personal skill. Sometimes, the visionary
becomes the central character of the dream narrative, but at other times, he is only an
observer like in The Book of the Duchess by Chaucer (Ibid.192). Second, the dream
illustrates a "luminal experience”, which tells a border in the subconscious or spiritual
domain and has to go back to the past. It is similar to Chaucer's narrator in The
Parliament of Fouls (1382), who goes to the Garden of the goddess Nature and the
Temple of Venus (Rudd, 2006, pp. 191-192.). Third, the dream has a significant
session for the visionary and the visionary is in a position of depression or rational
perplexity previously, then he falls asleep; this illuminates that he is worried and has
unsettled complexity and the vision will help him determine his dilemma. It has other
common principles, where the visionary is inexperienced or imperceptive.

Sometimes, the dreamer is convoyed by a guide, such as the Eagle (Ibid.).

Three phases characterize the dream vision genre: (Ibid.) before falling asleep,

dreaming, and after the dream when the writer will be motivated by his dream. The
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point of the work before the dreamer falling asleep deals with the condition of the
dreamer in the actual world. For instance, Kruger (1992, p. 191) at the opening of
Chaucer's House of Fame presents an account as "it is now the tenth of December";
this information of the setting gives an insight into the writer's argument concerning

what actually occurred (Sauer, 2008, p. 152).

There is a different well-known background which is the position in which the
dreamer falls asleep which is usually the bedroom. The narrators are in a great
approachable condition at the time of alteration linking the wakening world which is
the real one and the dream state. The dream vision gives the dreamer the ability to
confront himself. The end of the dream vision genre is when the dreamer wakes in the
real world and the writer/dreamer decides to write the dream as a story either in verse
or prose. The scenery is common; in every poem, there is a backyard and the time is
ordinarily summer or spring. For instance, one of the dreams of Piers Plowman starts
through a portrayal of the scenery just resembling the "soft summer sunlight” (Sauer,
2008, p.152).

Macrobius provides a catalog including the various types of dreams (Ibid.):

All of dreams are characterized under five significant sorts: firstly, there is
the mysterious dream, in Greek oneiros, in Latin somnium; secondly,
there is the fanciful vision, in Greek horama, in Latin visio; thirdly, there
is the obscure dream, in Greek chrematismos, in Latin oraculum; fourthly,
there is the evil dream, in Greek enypnion, in Latin insomnium; and
predominantly most current , the apparition, in Greek phantasma, which
Cicero , when he has circumstance to utilize the articulation, calls visum.
Ultimately, the evil dream and the apparition, are not worth thankful on
the grounds that they have no divinatory association (Kruger, 1992, pp.
22-24).

The dream vision like any other literary work begins by " reporting itself to be
a certain kind of presence, it does this by presenting a certain sort of persona or talking
voice and deciding a particular relationship between that persona and the pursuer" (
Russell, 1988, p. 46). The content is within the hands of or continues from the muse of

a particular person, and all of the words have this persona as their extreme source
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(Ibid. p. 115). The Classical Ages made extensive use of dream vision; most of them
are in The Iliad, Odyssey, and the Aeneid, where communication is sent by God to
humankind. The dream vision keeps on being generally known with creators within the
late relic and into the central periods, such as The Dream of Scipio and Boethius'
Consolation. The Medieval dream vision depends on various scholarly resources and

classical writings either specifically or by implications (Spearing, 1976, p. 12).

Several examples exist in the scripture of divinely inspired visions. For
example in The Old Testament, there are the dreams of Pharaoh, Joseph and
Nebochadnezzar to which Chaucer referred in his four dream visions (Ibid.). William
Langland is inspired by them and referred to them in his masterpiece Piers Plowman.
All of these dreams in The Old Testament could be regarded as dreams foretelling the
future (Ibid.).

In the Bible, dreams and \or visions are prophetic ones, thus implying the
revelation of the word of God. The Book of Numbers for example shows God
speaking to Aaron and Miriam (Shea, 1999, pp. 1-16) °’If. there be among. you a
prophet of the. lord, | will appear to him. in a vision or | will speak. to him in a
dream’’ (numbers 12:6) (pp. 1-16)

Thus, both Aaron and Miriam seem not to be included in the prophets of whom
God speaks to Moses; God communicates with them "mouth to mouth and plainly”
(numbers 12:8). Therefore, if a woman is worthy of hearing God's words directly
with a special issue of prophetic dreams and visions, she deserves to receive and
understand such dreams (Shea, 1999, pp. 1-16.)

Certain points of flexibility exist inside the tradition of dream vision by late
ancient times. This flexibility is developed more in the medieval dream vision, where
not the whole passages responsively explain what they show as a vision (Jhon, 1981,
pp. 47-48.).

One of the old English dream visions is Cadmon, who is a cowherd; when he
is at a banquet and there is a harp which passes from a visitor to another, each one
should narrate a poem and when Cadmon's role came, Cadmon had left the place
before the harp reaching him since he is unable to sing and goes to his shed (Sauer,
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2008, p. 97). Then, he falls asleep and dreams of a wonderful preacher who asks him
to sing about the beginning of the creation. Cadmon rejects to sing about the creation
because he is afraid and for this reason, he left the place and slept, but the dreadful
character insists on Cadmon to sing. Cadmon starts to sing about the beginning of the
organization and admires our creator, God, using expressions and verses he has never
perceived before (Raffle & Olsen,1998, pp. 194-195). Then, he wakes and remembers
completely all of what he has sung in his sleep. Additionally, he has the skill of
adding more words in the same form (Ibid.).

The Medieval dream visions have many other themes such as conveying
religious or spiritual messages. This is so clear in poems like The Dream of the Rood ,
The Debate of the Body and Soul , Pearl, and Piers Plowman (Sauer, 2008, p. 152.).
The thematic pattern of the dream vision genre is so clear in these poems in which the
narrator, who is confused or troubled because of certain problems, falls asleep, dreams,
and wakes as a happy and enlightened individual. It is also considered an educative
process (Fisher, 1977, p. 564 ).

The role of the dreamer\ narrator overlaps with each other. During the work,
"the perspective state of the dreamer is transformed into the perspective of the
narrator”(Marti, 2002, p. 179). Typically, an authority figure appears in the dream to
be the dreamer's guide, usually carrying a didactic lesson, and the message is conveyed
to the dreamer by visual imagery. Moreover, the role of the guide figure is to help the
dreamer resolve his problem from the waking life which is revealed in the prologue,
and to understand what he sees in the dream. The speech of the guide is regarded as the

verbal rational counterpart to the imagery of the dream (1bid.181).

The source of the medieval dream vision is the biblical and classical ideas of
dreams and visions (Marti, 2002, p.181). Dealing with matters such as the relationship
of the reader and the writer with the text, namely dream vision, seems to inspire self-
conscious and meta-fictional exploration. In Guillaume de Machaut's hands, this genre

is considered the most dynamic medieval literary genre (Brown, 2007, p. 374).

A semantic change is represented by repeating keywords like "leitwords" as
well as the transformation of the dreamer /narrator and other characters accompany the
kind of transformation shown by the dreamer and the reader about the idealized

15



landscape. These keywords are regularly used to smudge off the limitations of split
visions and other sub-visions of dream works (Marti, 2002, p. 181). However,
sometimes the dreamer speaks as the narrator who has had time to replicate the
accomplished dream and other times; he makes autobiographical references to

recognize him as the writer (Ibid.).

The primarily noticeable dream visions in the ancient period are William
Langland 's Piers Plowman , the unidentified Pearl , and Chaucer's dream visions: The
House of Fame, The Parliament of Fowls, The Book of the Duchess, and The Prologue
to the Legend of Good Women. Nonetheless, his incomplete interpretation of the
French poem Roman de la Rose is the best powerful French poem in the Middle Ages
(Boffey, 2003, p.3).

Piers Plowman and Pearl are considered the most prominent medieval dream
visions because both of them represent the revival of alliterative poetry in the west
throughout the fourteenth century. The fifteenth-century poets from Scotland and
England also have imitated Chaucer as in Kingis Quair, which is ascribed to King
James | of Scotland and John Lydgate's Temple of Glass (Marti, 2002, p .188 ).

The concept of dream vision was not clear during the Middle Ages; it entered
medieval consciousness directly through Macrobius' Commentary on The Dream of

Scipio. This commentary reveals:

Nature's secret, which is presented to the dreamers throughout predictive visions,
is implied in mysterious shapes, fictions and images, so nature will be able to
hide them from all, but the more sensible individuals only are distinguished men

of greater intellect have got an exposure of her truth ( Lynch,1988, p. 49).

The Dream of Scipio is a dream vision written by the Roman philosopher Cicero.
Scipio, the dreamer, meets his grandfather by adoption, Africanus, in a dream vision.
Affricanus is the hero of the second Punic war against Hannibal's Carthage
(Mccloskey, 1998, p.9). Cicero's The Dream of Scipio is familiar to medieval
audiences as the subject of Macrobius' Commentary, which is considered an
authoritative analysis of both dreams and cosmology regarding the putative dream
about the great Roman General originally as expressed by Cicero (Shea, 1999, p. 5).
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Recently, many scholars suggest that the dream vision functions as a meta-
genre that includes and interconnects many other literary genres. Many texts are
considered today's dream visions in their previous stages of significant response and
are classified as an example of allegory, dirge, autobiography, debates, or other genres
(Lynch, 1988, pp. 1-46). This importance of dream vision makes it harder to define
more than any other medieval literary genre like romance since it cannot be
approached as an independent literary genre but as a "cross-genre” (Marti, 2002, p.
179).

The Dream of the Rood is the most popular poem based on liturgical
motivation, which is about a midnight dream of the Cross and the alteration it has
carried concerning the dreamer's life. Both the chronological realism of the
crucification and the Cross are used to symbolize the liturgy (Anlezark, 2010, p. 120).
The author of the poem falls asleep and dreams that the factual cross narrates to him
the crucification event of Jesus Christ. The poem starts with a rhetorical call for
awareness starting with the exclamation "listen" (Raffle & Olsen, 1998, p. 23). "Lison
' I'll tell the sweetest dream,\ That dropped to me from midnight, in the quiet \Time of
silent and rest foul sleep” (1_3). The speaker relates a special dream in which the cross
on which Christ is crucified gets life and converses. The poem opens as the storyteller
describes his dream that a golden cross tells the visionary its life story: born in a forest,
the Cross is cut down and malformed into a tool of torment (Ibid.). Christ is portrayed
as a great soldier who accumulates the Cross of his individual will as an act of bravery.
The Cross describes his desires to protect Christ adjacent to those whose desire is to
murder him, but the Cross is prohibited from doing so ( Rudd, 2006, pp. 191-192).

According to Macrobius' Commentary, The Dream of the Rood is a "Visio"
because of the rhetorical figure prosopopoeia, which means an inanimate object, who
is the Cross, that is given voice to speak. The Dreamer sees the Cross in the air and
describes it as having five jewels on the cross bar (recalling Christ five wounds). Even
though the Cross is decorated with gems and gold, the narrator is stained with sin. As

the dreamer contemplates his vision, he hears the Cross speaking (Sauer, 2008, p. 150).

Pearl (1380 _1400) is another dream vision which carries  religious
significance. The narrator-father is grieving for the death of his infant daughter, Pearl.
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He falls asleep on her grave and dreams. His dream is an oraculum because his
daughter comes to him and starts discussing Christian conceptions of the afterlife
(Ibid. p. 312). The poem is divided into twenty parts. In the first one, the narrator
laments the loss of "perle wythouten spot™ in a garden. Then, he goes on to describe
the garden, which is one of the main features in the dream vision genre, and its flower

as a paradisal place in the search of his pearl.

In the second part, the narrator, the speaker, falls asleep and the rest of the
poem proceeds like a dream vision. Soon after the speaker falls asleep, he finds
himself in the second garden; this garden is a celestial one even the graves are made of
valuable pearls of the orient (lbid.). Pearl addresses the problem of earthly versus
heavenly rewards through a more specific situation. According to Kevin Marti, the
speaker is a jeweler and he has lost his pearl without a price which saddens him
beyond all reasons. Then, he falls asleep and the pearl appears to him as a maiden
dressed in white and chastises him for thinking more of his earthly pleasure than of his
eternal reward in heaven. As the jeweler is not ready to enter heaven, he is sent back to
complete his journey of life and to strive for his place in the hereafter (Marti, 2002, p.
33).

In summary, Pearl is considered as a religious dream vision poem as Cathreine

Sanek’ s essay described:

A grieving dreamer, through his interaction with the pearl maiden,
who is his infant dead daughter, receives spiritual comfort. His
daughter transformed into one of the Blessed Virgins of the biblical
Book of Revelation. Her role is to worship the lamb of God, whom
the dreamer is permitted to glimpse toward the end of the poem
(Smith, 2009, p. 162).

Another remarkable dream vision poem in the medieval verse is William
Langland's Piers Plowman (1362-1386); it is a sophisticated dream vision poem that
depends on allegory to educate its readers. It is also considered a religious poem in its
significance and shows an educative process for the dreamer-narrator. The main
character is the naive and humble, Will, a plowman who falls asleep in the field
(Sauer, 2008, p. 323).
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The poem opens with the narrator who is confused and exhausted due to his
wandering, and so he decides to rest by a brook, then he falls asleep and dreams. The
dream shows through the use of personification and medieval allegory how and how
not to live in a Christian manner, and finally, he wakes up. It is considered a vision for
reform (Ibid.). The dreamer in Piers Plowman is a learner who comes across the
reason, Anima and Lady Meed. The poem is characterized by a sophisticated didactic
allegory (Alexander, 2000, p. 51).

Winner and Waster is a political dream vision poem, which was composed
(1352_1353) amid the rule of Edward Il who shows up as a character within the lyric
(Rudd, 2006, p. 960). It may be a brief lyric more often rather than being attributed to
Richard Rolle. It takes the frame of a conversation about reflecting the fourteenth
century’s financial inconveniences. It may be a sermon on how the great humble
laborer fulfills God's will, while the waster rebels against normal Will and
concordance (Sauer, 2008, p. 33). The lyric begins with a narrator who falls asleep
nearby the bank of the waterway within the west nation. In his dream, he sees two
restricting armed forces confronting one another on an awesome plain. The primary
armed force is driven by Victor and incorporates the Pope, Cardinals, and a number of
monks as well as attorneys and shippers. On a slope over the plain is the structure of
the lord that is distinguished as Edward Il1. The ruler sends an incredible aristocrat to
anticipate the army (lbid.).

The Debate of Body and Soul (1400) is another medieval dream vision poem,
where both a religious message and an educative process are applicable in this poem.
The opening is followed by a graphic and grotesque dream in which a soul is
condemned to hell for its sinful life. Then, the dreamer awakens and repents his own
sins and praises God ( Garbay, 1984, p. 604). The end is interesting because it admits
that the body is not totally at fault for its domination. Early in the debate, the soul is
guilty of violating two of the seven deadly sins, anger, and envy, so even if its torment

is really excessive and startling, it is deserved.

Guillaume de Machaut 's the Fonteinne Amoreuse (1360) is a major fourteenth-
century French dream poem and one of the major sources for Chaucer 's Book of the
Duchess. It is a visionary consolation to Charles, Duke of Berry, for having to be sent
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to England as a hostage, while the huge ransom for the captured French king John is
being gathered. Machaut's narrator is in a state "between waking and full quiescence™
as Macrobius had described it in a "visum". The narrator in The Fonteinne amoreuse
says "I was half waking, like a man who sleeps yet is awakened ". Machaut makes this
state of mind fashionable for all the following French and English dream vision writers
(Galloway, 2010, p. 265).

The Narrator hears through a window a lover lamenting that he has to be in
exile; this is a reflection to, John, Duke of Berry 's trip to England as a hostage during
the treaty of Bretigny (Rudd, 2006, p. 418). So, the lover will depart before telling his
beloved lady how much he loves her. Duke Charles and Machaut are both half-
awakened. The Duke, in his private lament, tells Ovid 's tragic story of Ceux and
Alcione. This gives a kind of indication of his own anxiety about traveling over the sea
because according to the story, Ceux is drowned and Juno sent his simulacrum to tell
his beloved, Alcione, that he is dead. However, in the dream, Venus the goddess
arrives and comforts the lover by declaring the fidelity of his lady during his absence (
Ibid.).

The Roman de la Rose is a French dream poem, which was so famous during
the thirteenth century and is considered a love encyclopedia. The original French poem
is written by Guillaum de Lorris and Jean de Meun. A kind of controversy exists
among scholars whether the English translation of the Roman de la Rose is by Chaucer
and whether all the translation is his own translation. Based on critics, only part one
may be Chaucer's work, and the exact date of the translation is unknown. It is a typical
medieval romance, which begins during the season of May, and the whole is regarded
as a dream. The characters are personified abstractions. The natural setting is also
typical of medieval romance, the descriptions are lush, and even nature is showed with
"regularize prettiness" (Galloway, 2010, p.265). The poem is considered as a heresy
against the law of Cupid which started about (1225) by the French poet Guillaume de
Lorris, who is obviously trained in the traditions of courtly love. His purpose is to set
forth through the use of allegory the varying fortune of a lover throughout his wooing.
After some fifty years, about (1275), another poet was interested in Roman de la Rose,
adding more than 18,000 lines to those which Guillaume has written. The second poet

is called Jean de Meun. Then, Chaucer translated the first part of the poem ( Ibid.160).

20



Hundreds of lines from the French poem the Roman de la Rose appeared in Chaucer's
dream visions either in close paraphrasing or in translation and all his works have the
effect of the French authors like Jean de Meun and Guillaume de Lorris (French, 1947,
pp. 76-77). Chaucer's dream poems depend on French dreams. The principal dream
vision poem The Book of the Duchess depends on the French poet, Guillaume de
Machaut.

In the beginning, Chaucer cannot rest, because he is tortured by struggles or
issues inside him. All together in demand to pass the night, he started to read Ovid's
narrative of self-determining Alcyone, who is envisioned that she has searched for her
life partner master Seys. Chaucer has a dream in which he ascended in May dawn, in a
boardroom whose crystal describes both the Romance of the Rose and the troy. At that
time, the dreamer is driven by a canine into a forest where he meets a knight who is
called Black Knight, a ruler who fusses about the inadequacy of his venerated as he
calls her "extraordinary faire white”. After a movement of requests, Chaucer
understands that White is his sweetheart, and she is gone now. The pursuing horn bows
and the Black Knight rides back to a long royal residence "a long castle with liquefies
away white\ by seynt Johan". This gives a kind of recognizing verification that the
Dark Knight is John of Lancaster whose mate is dead. Chaucer awakens with a volume

book in his grasp and determines to write this dream in verse (Galloway, 2010, p. 243).

Dream vision shows "a reconfiguration of the connection between direct,
storyteller, visionary, and pursuer ". Dana Semons states " the fantasy vision fitting
intermittently joins manage or the like who comes to take the dreamer \ narrator
through the area of the fantasy and clarifies or remarks on what the visionary sees".
This hero can be a figure bound from the entire development as in Chaucer 's
Parliament of Fowls. In any case, this model is set up in The Book of the Duchess
since the dreamer, the narrator himself is a love seat to the knight he experiences,
requesting the Black Knight certain solicitations that welcomes him to relate his story,

and sometime later pulverizing his desolation (Galloway, 2010, p. 243).

The dreamer, Amant, who is the gorgeous one, falls in cherish with the Rose.
He speaks to the noble male darling, whereas the Rose speaks to the noble woman as
an adore protest. The romantic offers certain accounts of his needs and the different
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obstacles to their fulfillment, by using metaphorical figures such as Bel Acucil and
Daunger which imply the warmth of a woman's reaction to an imminent partner based
on concern for her great title (Ibid.). Chaucer's translation of this French poem is
called the Romaunt of the Rose; it recounts the beginning of the dream and how,
Amant, the lover comes into the garden and it also recounts his meeting with the
attractive noble people, who are flirting and dancing, and also he sees the Rose bush

reproduced in the wall of Narcissus (Ibid.).

Spearing says "the dream vision becomes a tool for conveying the poet 's
perception of himself as a poet”. It offers the earliest example of self-reflexive
literature, i. e, that is conscious of itself as a work of art rather than nature (Spearing,
1976, pp. 4-6). According to J. Stephen Russell, the dream vision occurs of late
medieval disbelief. This skepticism involves "a thoughtful disbelieve of language and
its capability to stand for extraordinary realism, and an equal doubt of the dignity of
that realism” (Russell, 1988, pp. 140-141). On the other hand Kruger discusses
medieval magnetism with dreams and dream hypothesis as a device of beholding
thoughts of "in_ between's”. The dream emerges to illustrate an honored place
connecting our skilled persistence and to some degree obvious of something heavenly
and transcendental (Kruger, 1992, p. 130).

At the same time of Tolkien's employment of the dream vision genre in his
writings, he hands out a facial demonstration of all of Macrobius' five dream types,
whereby the main significant one in the early dream vision poems by Tolkien is the
last type of apparition (phantasma or visium). Macrobius discusses this as "coming
ahead individual in a minute between sleeplessness and sleep, in the so-called “first
cloud of sleep™ (Stahl,1952, p. 88). In this fatigued state, he assumes that he is still
totally disturbed and envisioned. He sees apparitions rating up at him or are peripatetic
imprecisely about, contrasting from usual people in form and dimension, a crowd of
assorted effects either pleasurable or troubling (Ibid. p. 89). As the study will examine
later, Tolkien recommends related beliefs about the haze of insomnia, slumber, and

dreaming in his poetry.

The works of Romanticism constrict Tolkien with additional various sources of
material about dream vision and dreams of style and form. Dreams are depicted by
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both Byron and Coleridge; several topics are assembled onward from predictable and
medieval age views determined on the genesis of dreams, their meanings and the
human mind goes when it falls asleep. This psychoanalysis gives an enhancement to
the Romantic thinking of the world of dream; it is an unpretentious position where the
human mind travels in sleeping. Romantic poets like Coleridge and Byron regarded
dreams to be a sign of their imagination because of their concentration on rough
nature, subjective feelings, and individual, impulsive and wild communication of
views. They use dream phantasies as images for literary creative thoughts and
progresses. Therefore, the dream procedure is associated with the inventive method
and exhaustive dreaming is viewed as an energetic feature of a gifted poet. The main
notion in the Romantic age is that dreams exposed realism and affected our actual
life (Murray, 2004, p. 294) .

According to the Romantic mind, dreams no longer come from space, as is
communicated in Classical legend, excepting are a spot that one could visit in rest. The
dreamland is transformed into an immaterial world that both the human mind and
insights make and could be departed and revealed. Portage contextualizes Coleridge's
structures on his profitable courses of action to his dreamland as spatial depictions of
the frontal cortexes. In addition, Coleridge acknowledged that dreams have their
private language which is spoken in signs and radiated suggestions (Murray, 2004, p.
294) .

The psychological and intellectual advancement of the significance of dreams
that happened in the late Victorian/Edwardian age is reproduced in the dream and
creative writing of the time. Flieger discovers that George Du Maurier's first novel
Peter Ibbetson (1891) which is around two darlings, regardless of the way that they are
actually offended from each other, accumulated and administered each other's fantasies
and later passed through into their personal occasions and the past of their empowering
recognition ( Ibid. pp. 32-33). This would be a method that Tolkien includes in his
original dream vision poem You and Me and The Cottage of Lost Play.

This concise synopsis of dream vision and dreams is educational and
psychoanalytical accounts, legendary, mythical and ideas pointed to that, where
Tolkien has a prosperous principle of motivation, analogues and resources to
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productively re-imagine and re-purpose as he advances his own wonderful dreams on

the purpose of dreams in his legends (Murray, 2004, p. 294).

Tolkien formerly comments that investigating any middle English text inspired
him to write down one for himself. The Lord of the Rings is generously considered the
result of this aspiration. Although his works are fundamentally modern, no one guesses
that Tolkien includes a lot of the medieval topics and thoughts that engage his
particular life into his artistic writing. One medieval fascination that establishes
expressions in The Lord of the Rings is the middle age dream vision. Nevertheless, the
fact that the control of such writing on Tolkien has not been generally documented and

has been hardly ever documented nowadays (Murray, 2004, p. 294).

The customs and features of the Middle Age dream vision are approximately
separate as its purposes, and almost each artist adapts the structure to furnish his or her
personal use. On the other hand, the philosophy is not entirely deserted, or the reader is
unqualified to distinguish the type at all. Mostly, the dream vision purposes as a way
by which the visionary realizes facts that he /she requires. The appearances and
attributes of the archaic dream visions are nearly pretty much as pompous as its uses,
and virtually every craftsman happily adjusts the structure to suit their own motivation.
Obviously, the demonstrations are not totally deserted, or the reader is not able to
recognize the structure by any means. Most outstandingly, the fantasy vision abilities
are used as methods by which the visionary accomplishes information which the

person would somehow need (Spearing, 1976, p.5).

Regularly, the visionary nods off dealing with some issues or vexations, just to
stir in "an ideal or frequently emblematic scene, wherein the visionary experiences a
definitive figure”. For instance, the figure is Lady Philosophy herself in The
Consolation of Philosophy. in Dante's Inferno, which is the principal book of his
Divine Comedy, Virgil involves his job. The figure and the visionary take part in
banter, though now and again the visionary sees a discussion between dream figures as
in The Parliament of Three Ages. The discussion consequently directs the visionary
towards some buried truth. However, in some cases, there is no discussion by any
stretch of the imagination: the visionary just encounters an extraordinary figure,

secondly he loans compassion or knowledge, as in The Dream of the Rood This sort
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of dream vision is basically prophetic, and the visionary is "offered admittance to a
higher good or eschatological domain™ from which the person in question "stirs
edified" (Spearing, 1976, p. 5).

Several dream visions that are practiced in Tolkien's The Lord of the Rings set
off after the same values. The uniqueness of the Middle English dream vision type is
present, including the strong pictorial dominance of the dream, the perfect or
representative scenery, the powerful character at the midpoint, and even the five
uniqueness of dreaming that well-informed the medieval consciousness. Nevertheless,
while the addition of such values may be unconscious, thoughts about those rules are

apparently determined.
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CHAPTER TWO

2.1. J.R.R. Tolkien's Writing Technique

Tolkien's writing technique can be classified as stylish, exceptional, refined,
and traditional. Tolkien outshines in viewing his mind's eye in enormous detail, but he
does not like employing fancy terminology. The use of verse is the main aspect in
Tolkien's novel that makes him different from others. He is generally recognized for
the fantasy genre. His writing is stimulated by World War | & Il, Irish Mythology,
Gaelic, Catholicism, and Biblical History (Grotta, 1976, p.107).

Tolkien is distinguished by the fictional genre of high fantasy, which he uses
in his writings, including The Hobbit, The Silmarillion, and The Lord of the Rings.
Tolkien invents the word "sub-creation,” which is essential in writing a high fantasy
work. Sub-creation can be precisely distinct as the step under real creation, such as a
competition, or battles of people, languages, and geography. Tolkien is qualified with
sub-creating this humanity before creating his stories and writing back stories for

races or groups of people (Ibid.).

In The Lord of the Rings (1950), Tolkien uses a stilus ornatus, loaded
up with representations, epithets, expressive sections, and exemplifications.
The strategy for The Hobbit gets closer to the concise type of analysis
pattern of the tale. One of the foundations for the conflicting accident of the
universe of the hobbit with the chivalric one is the truth that Tolkien does
not put together a general arrangement for The Lord of the Rings in which
the novelist himself uncovered that he does not work with a collected
course of action for the structure of the novel. In the opening, he needs to
set up a widespread sketch out, despite the fact that as he clarifies to Daniel
Grotta "every one of the impacts | attempted to compose forward of time
possibly to straight myself affirmed to be no predominant when I arrived.

The plot was composed in reverse just as forward" (Grotta, 1976, p. 107).

In the Lord of the Rings, the attractive scenes, even of the picaresque novel,
for instance, Bilbo's mystery contests with Frodo's or Gollum disappearing at his

commemorative festivity, substitute with scenes of significant heroic inclination, as
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in the funerals of Boromir and the master Théoden. In this story, several poems and
songs with an amusing tone exist, like the one Frodo sings in the "Prancing Pony"
and others that are more basic, as in the piece Aragorn described on the occasion of
King Théoden’s defeat (Shippey,1992, pp. 143-145).

Along with surnames that use the way to express older dialects, which
bear the heaviness of a semantic and scholarly practice, like Thrér, Lathien,
Anarion, or Edrendil in the narratives of the Ring, there are different labels
with uncorrupt voices, such as Nori, Dori, Bifur, Balbo, Ori, Bofur, Bombur,
Bilbo, Dudo or Poppy. The family name "Baggins" has an amusing
birthplace, since towards the start of the 20th century "baggings" is an idiom
type of bite, which ends up being an unusual nickname when it is used to
figure who eats six dinners per day (Ibid.)

In The Lord of the Rings, the underlying tone is equivalent to the one of The
Hobbit. Indeed, the two stories start with a festival. The Ring fills in as story
component to link between the two stories.In addition, Tolkien makes superfluous
Frodo, hobbit, to show the principal role in the new novel. In any case, as the
composition of the work advanced, Tolkien experiences a few difficulties in
benefiting as much as possible from the artistic universe of the hobbits. Gradually,
he moves away from an entertaining tone of the account of Bilbo. His technique
takes on more genuine and serious quality. Frodo's name, supplanting the first,
Bingo, for the leading actor of this new narrative, depicts its more mystical
quality. Indeed, Tolkien is more inspired by legendary portrayal in a grand
style that is similar to the incomplete The Silmarillion than in the tale of The
Hobbits (Shippey,1992 , pp. 143-145).

The Lord of the Rings is a novel with a few story tones. It starts with a
section that has a colloquial and abandoned tone. It appears to be certain that
the writer has youthful pursue as the main priority for the principal section of
the work. This is the reason for creating humorous terms, where "eleventy-
one" (I, 44) alludes to Bilbo's 111" anniversary celebration, or "tweens"
(1,44,71) suggests the human time of lifespan from twenty to thirty. This
ungrammaticality is an asset at times rehearsed by the storyteller of The
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Hobbit, as when Bilbo proclaims: "Confusticate and be bother these
dwarves!" (H, 24).

It is easy for the reader to discover a portion of the digressions that
additionally describe the account voice of The Hobbit. So it can be  examined :
"That very month was September, and as fine as possible ask™ (I, 47). The storyteller
is at times inconsistent: "A day or two later gossip (most likely began by the learned
Sam)" (I, 47). This absence of assurance in the storyteller's assertions shows that he
relates to the hobbits Bilbo and Frodo. The storyteller is all-knowing: "His genuine
business [Gandalf's] is undeniably more troublesome and perilous, yet the Shire-
society thought nothing about it" (I, 48). The storyteller remarks on the characters'
activities: "Hobbits offer presents to others on their own birthday celebrations [...]
yet it was anything but an awful framework™ (I, 50-51). As the plot advances, the
story voice turns out to be more nonpartisan and the storyteller vanishes behind the
characters (Shippey, 1992, pp. 143-145).

The first sense of the six books makes up the story of Frodo, and is
remembered for the volume The Fellowship of the Ring, as it has been said
previously, that follows the light and immaterial tone of The Hobbit forcibly
of propensity. The sense quite a while ago anticipated that gathering is an
intensified variant of the amusing surprising gathering of Bilbo's story. In the
underlying sections of the two stories, Gandalf visits a hobbit to report that
he needs to leave the Shire and disappears. In the principal parts, there are

many singing poems that incorporate jokes (lbid.)

The scene of the experience with Tom Bombadil can be forgotten
about from a story point of view, because it does not furnish the peruser with
material on the topic of the excursion, and it will fail to be remembered after
this first gathering. It maybe a direct result of this absence of capacity that
the scene has been removed from the movie version of the novel. Moreover,
most of episodes in these first sections of the work can be prohibited because
they are worked out in a way that is unessential to the plan turn of events. On
the subsequent day of their excursion, the hobbits see a huntsman riding a
dark pony. All are similar, and they can cover up and the horseman passes
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them ( Shippey, 1992, pp. 143-145).

An old willow imprisoned Frodo, Merry, and Pippin under its
ancestry, but Tom Bombadil releases them, as he does afterward when
they are charmed in the Barrow-downs. These scenes are independent of
the fundamental reason for the excursion and also from the scalawags
Sauron and Saruman. In books Il and Il of The Lord of the Rings, the
portrayal is less ambiguous, and the various storylines are interwoven and
the story turns out to be more perplexing. This wellspring of the
correlation is, as Tom has brought up, an old pre-novelistic method,
whose main theoretical accomplishment is the grouping of writing stories
called the Vulgate Cycle. The essential example at the center of Frodo's
story is division, chance gatherings and undertakings, which are directed
by plans and an exacting sequence. The Lord of the Rings is most likely
a story mode that drew the objects equally, since it is introduced in a

dispersed manner(lbid.).

These underlying wordy episodes and the long stays in Rivendell
and Lothlorien break the story beat and hinder the plot; therefore, Frodo
states in a fantasy: "I'm past the point of no return. Everything is lost. |
delayed in transit” (I1, 402). Gandalf additionally laments his absence of
speediness when he clarifies, alluding to Caras Galadon: "I hesitated
there in the ever-enduring season of that land where days bring mending
not rot™ (I, 135). Although from the start of The Lord of the Rings the
need is expressed to annihilate the Ring promptly, the plan pressure
makes by methods for this technique is balanced by a similar
advancement of the narrative (Shippey, 1992, pp. 143-145).

In the Lord of the Ring, there are unlimited figures that appear only
one time in the three books: Adalgrim Tuk, Belga Bolger, Belmarie,
Adaldrida Brandybuck, Brownlock, EIfhild, Eothain, Ferdibrand Tuk,
Eradan, Fengel , and Freawine . These names do not outline people who help
one other, yet they are genuinely straightforward references. A comparative
wonder occurs with the names of spots: Egladil, Entwash Vale, Everholt, the
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seven surges of Ossir, Shadowmere, the road of the South, Standelf, etc,

which are completely referred to simply at one time (Carpenter, 1977, p. 219).

The act of referencing characters with a few names is traditional of legendary
portrayals and chivalric writing, where the reader can discover chivalrous
designations (for instance, "El de la barba vellida” or "El que en buena hora cinxé
espada,” alluding to the Cid Campeador). Thus, in the Nordic custom, Odin is given
in excess of fifty names; some of which allude to occasions in his undertaking
(West, p. 15-102).

The "accounts’ are made preferably to give a world to the dialects over the
opposite. The consideration is taken in the point by point depictions, whereby
the endeavor to clarify the mental themes behind the characters' conduct, the
enormous abundance of references that the storyteller occasionally refreshes
to encourage the peruser's agreement to use a normal sensible method when
it is applied to a work of a sentiment dream. For example, The Lord of the
Rings makes it less enthusiastic and new. An elaborate element that jumbles
the exposition in Frodo's story and makes it more fake is the act of making
appropriate names by using a capital letter for the primary letter of normal
things. Along these lines, the reader discovers names of places like the Sea,
the City, the Gate, the Door, the Road, the House, or the Darkness.
Something very similar occurs with time references like the Elder Days, the
Wandering Days, the Younger Days, or simply the Days, or with names of
articles like the One, the Seven, the Nine, and so forth(Carpenter, 1977, p.
412).

The emotive environment of the story is raised impressively when the
storyteller attempts to present an extraordinary nature on such countless
creatures, articles, spots, and ideas. A large number of sentences and
articulations in The Lord of the Rings are immersed with capitals: "The
Jewels were pined for by Morgoth the Enemy, who took them and, in the
wake of annihilating the Trees took them to Middle-earth™ (I111, 388).
Likewise, "Samwise the Strong, Hero of the Age" (l11, 216) or "O Bilbo the
Magnificent™ (H, 277), articulations that when are applied to an individual
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from the uncorrupt race of the hobbits become crazy. The readers

additionally read:

Mordor draws every fiendish thing, and the Dark Power was bowing
everything its will to accumulate them there. The Ring of the Enemy would
leave its imprint, as well, leave him open to the summons. All the society
was murmuring then of the new Shadow in the South (I, 91) (Carpenter, 1977,
p. 413).

The mistreatment of capitalization, rather than making the fantasy of
amazing quality, makes the style magnificent. In addition, the use of old
structures, for example, "ye" and "hath" and the reversal of things and
modifiers jumble a few entries in The Lord of the Rings. The old style is not
prevalent throughout the whole story, yet it is used in scenes identifying with
the universe of mythical beings and men to put plainly those enlivened by
the epic dream (mostly books Il and I11)(Carpenter, 1977, p. 414).

In the preface to his enormous work, The Lord of the Rings,
Tolkien declares that the basic mark of his book is that it is extremely
short (I, 10). The writer most probably laments his book's swiftness since
it is hard to remember his whole explanation cosmos for only one novel.
The Silmarillion is an attempt to come to end this theoretical
universe.The psychoanalysis of the book's difficulty to deal with length
can be similarly legitimized by the way that totally understands Frodo's
story; it needs to allude to statistics that are external to the main body of
the depiction (West, 1975, pp.. 9-15).

The Lord of the Rings is a continuation of The Hobbit that structures a part of
the environmental and experienced settings that are shaped in The Silmarillion. As
well as , it has been exposed to precise the historical part of Frodo's story with a
preface, an opening, and a few indices that reduce the srory's dominance.To know
who the Valar is — cited a few times (11, 341; 111, 138; Ill, 304)— readers require to
allude to revealing complement A (I11, 390). Along these lines, readers can read
thoroughly in this supplement: "the Valar set out their Guardianship and called upon
the One" (I11, 392). "The One" is Ilavatar (God). In any case, this name does not
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demonstrate in the dead body of the narrative. To know the individuality of this
superiority, readers require to read thoroughly The Silmarillion, which is dispersed
after the death of one of the children of the creator. The Valar partook in a fight
called The Battle of the Valar, which is cited on only one event in Frodo's story (llI,
138); nevertheless, readers can perhaps think about it on the likelihood that we read
in The Silmarillion(West, 1975, pp. 9-15).

Tolkien embraces a disposition that is normal for nineteenth-century
Romantic creators. When he goes up against mechanical advancement and
the emergency of conventional human qualities, he chooses to concentrate
on the Middle Ages as a wellspring of folklore and higher strict social ethics.
The impact of archaic artistic references and the use of the middle age time
frame as a wellspring of motivation implies that Richard West is making no
embellishment when he qualifies Tolkien (just as C.S. Lewis and T.H.

White) as an "archaic contemporary creator"(lbid.)

Tolkien discovers motivation in the fantasies and adventures from an
earlier time; however, he never asserts any patent of innovation. Along these
lines, he follows the imaginative custom of Antoni Gaudi, for whom
innovation is comprised of returning to causes. It is important to reduce the
significance of Tolkien's inventive limit because numerous little episodes in
the books are predominantly propelled by middle age works (Carpenter,
1977, p. 414).

Readers have to recollect, for example, the scene of the Arkenstone,
the valuable stone that Bilbo takes from the monster Smaug's fortune. This
scene is suggestive of the cup taken from the winged serpent and gives over to the
lord in Beowulf. The quest for abstract models transforms Tolkien into a craftsman
who reproduces more than he makes and who imitates more than he creates. Tolkien
reformulates the account materials from custom although sometimes he does not

figure out how to completely coordinate his story outlines (Ibid.).

Tolkien finds the Middle Ages as a reliable period with true and social
solicitation, whereby he can take cover from the current culture, which is

changing very fast. In the examination of old vernaculars, which are not
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alive, no change occurs, Tolkien tracks down an expected, discerning world
that is obligated to well-known standards. He also has a feeling of well-being
in the insightful parties of the Inklings, that is an ensured environment with
associates who shares his inclination for the century’s customs. There are
moreover exacting purposes behind our creator's benefit in the Middle Ages.
In this period, simple certainty has possibly taken further roots in people's
minds and common activities in their traditions and consistently tasks more

than the materialistic twentieth century (Carpenter, 1977, p. 416 ).

The maker of the dream of Middle-earth purposely excludes himself from the
perceptive examples of his time. His work neither makes nor invigorates the sharp
norms of the creators who immediately died before him nor does it follow the
essential progressions of his companions. The fundamental references our creator
makes are to obsolete works. It is basic with that effect that in the foreword
corresponding as in the prelude to The Lord of the Rings Tolkien makes an effort not
to use the term novel to insinuate the work he is introducing. This word begins to be
used in a summarized way after 1840. Before this date, the conclusion is more
ordinary. Therefore, to suggest The Lord of the Rings, Tolkien discusses stories,
books, history, a spin-off of The Hobbit, old stories, and legends, rather than novels.
He never applies this imprint to his scholarly works in his letters. What is more, in
one of them, dated in October 1971, he communicates that he is not worried about
the condition of the English story since his "work is unquestionably not a 'novel,’
anyway an 'gallant supposition' much more prepared and remarkable arrangement of
stating” (Ibid.)

Tolkien isolates himself deliberately from the imaginative tendencies of his
time when he makes a creative world from Middle Ages components and portrays it.
He constrains the linguistic structure with the use of ancient reversals in the entries

identified with chivalric respectability, especially in the dialogues (Ibid.).

In The Lord of the Rings, Tolkien combines a chivalric plot with an
excursion that is routinely folkloric in its demonstrations and figures. This blending
is unquestionably not reliable. Hence, the essential plot -the demolition of the Ring-
is a subordinate of the plot including the fight against Sauron's military. Characters
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in The Lord of the Rings are more veritable and heavenly than they are in The
Hobbit. Frodo's focal objective is extensively more critical than Bilbo's and
incorporates more important degrees of surrendering one's own needs. In an
equivalent cycle, the record structure itself ends up being more veritable. In The
Lord of the Rings, the narrator exaggerates his portrayals and threatens to make
unimportant enunciations. The parts are longer in Frodo's story, and the recorded
pressure extends; the characters talk with an expanded way of talking, etc.
(Carpenter, 1977, p. 219).

The Hobbit is written in a third-person omniscience point of view. Readers
have witnessed the story through the eyes of the Hobbit Bilbo Baggins. This novel tells
the story of Bilbo and his companions traveling from Hobbit on which they live in the
west to Lonely Mountain in the east, and then they come back again. The narrative will
be briefly switched to other characters to inform readers of events Bilbo has not
witnessed in person so that the story can be more fully described. The third person
perspective is not as departing as the first person perspective, but it does let readers
know a few things about Bilbo, such as his sense of fear (Ibid.).

Language is one of Tolkien's techniques of improving perception. An analysis
of Tolkien's obvious "whispering” language game in The Hobbit shows that Tolkien
explores multiple possibilities of language through puzzles, which evokes different
meanings of the same word, and takes advantage of the inflection rule. Some critics
have disputed that Tolkien's treatment of dialects is conventional. They show how the
creation of separable terminology and informal terms for the hobbits confirm his
interest and the capability for the literary demonstration of the diversities. Besides,
critics have claimed that Tolkien does not trust his readers to understand more than one
connotation. Tolkien's concern for stimulating visions demonstrates how Tolkien's
interest in a new association of the form of the word with word sense is comprehended
typically by onomatopoeia. Formerly, this illustrates how Tolkien thought he could try
what was acquainted with the reader's eye high style and archaism particularly
something lively, new, suitable, and necessary to his narrative aims (Carpenter, 1977,
p. 220).
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Tolkien does not let the novel be tremendously thoughtful or even mature in
tone. Another purpose for not using an attentive tone, according to ToMen, was "l had
been brought up to believe that there was a real and special connotation between
children's literature and fairy-tale stories" (Letter 215, 1959, p. 298).

Casual expressions like ‘grumpy’ ‘queer’ (H: 102), ‘chap' (H: 87) are common
in The Hobbit. Colloquialism enhances greatly the casual and abrupt style: 'agitated' is
‘all in a flutter', when one feels 'quite crushed' to be aware of one's foolishness, 'had
taken heart' means 'encouraged' and Bilbo is puzzled by the dwarves' unpredicted
entrance that is termed as 'flummoxed' (H: 12) which is a colloquial and ill-mannered
term according to the Oxford English Dictionary (Letter 215, 1959, p. 298).

Concrete metaphor, which depends on well-known and recognized
equivalences, is all-pervasive in The Hobbit. Certain concrete metaphors can be
reserved as precise as its sense proposes: a persistent dwarf never bends his 'stiff neck'.
‘A leap in the dark' has become a dialect metaphor; nevertheless, Bilbo's 'leap in the
dark’ in The Hobbit is 'seven feet forward and three in the air' (H: 80). To 'let people
down' is to disappoint others, Don the dwarf was worried not to 'let Bilbo down' to the
insatiable wolves (H: 93) (Ibid.).

The debatable quality of The Hobbit may result from its 'whimsy' style of
demonstration. It is a children's story that prevented it from getting a considerable
share of critical responses. Nonetheless, inside that dominion of writing for children,
Tolkien is anxious about discovering the numerous stages of significance through
puzzles, thereby suggesting different meanings of the same word and manipulating
inflectional rules. What at first looks 'whimsy' reveals is numerous levels of senses
(Letter 215, 1959, p. 298).

Tolkien's anxiety for the possibilities of words can be seen clearly in the
syntactic contradiction in The Hobbit. Puzzles, in which one structure is understood as
if it is another, involve the entire story in Bilbo's puzzle match In 'Riddles in the Dark*
(chapter 5). For all the precision in tone, Bilbo's spoken fight with Gollum produces
the direct narrative. The first puzzle modeled 'down at the very roots of the mountain’
(H: 69) is about mountains. The inspiration to get some new air proposed to Bilbo an
inquiry on 'Sun on the daisies' (H: 72). 'Fish' (H: 74) as the food Gollum lived on
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developing a rough one for Bilbo. Out of tension, Bilbo whimpers "Time! Time!" (H:
75) where 'Bilbo was saved by pure luck. For that of course was the answer' (H: 75)
(Letter 215, 1959, p. 298).

The Hobbit is an investigational work of Tolkien’s envisions of deeper things.
In The Lord of the Rings 'grew in the telling' (Tolkien, Prologue: xv; in LRI), the
procedure starts with writing his novel The Hobbit. Tolkien's studies interpretation
about language and writing becomes a catalyst for glimpses that have arisen unbidden
of things higher or deeper or darker than its surfaces (Tolkien, Prologue: xv; in LR I).
Thematically, Gollum is just a ‘funny creature' (H: 67), sprites are not yet concentrated
into ores, and the Ring is a dormant strength of something gloomier. Stylistically, the
novelty of the restraints children's language forces the elegance of writing motivated a
change of style from ‘'whimsical' to 'serious’ in The Hobbit, and that 'seriousness' is
passed to The Lord of the Rings (Carpenter, 1977, p. 219).

In 1951, Tolkien observes his life and describes his early delight for the stories
that later become recognizable such as The Silmarillion. After 1914, once Tolkien
creates the first of his many tales specifying the long “legendary history” of Middle
Earth which are collected and edited in The Silmarillion, his fantasy illustrations deal
almost only with his fantasy versions. The idiosyncratic Silmarillion style of
illustration concentrates on passionately suggestive scenes and corresponds with the
propensity in his fantasy tales for characters to transport materially in replication of
narrative themes. Tolkien's illustrations technique during this area establishes
sentiment through the scenery and presents the dwellings where characters travel to.
Meanwhile, his charts procure enhanced importance as charts of the numerous
suggestive spaces and as dwellings where Tolkien could plan the journeys of his
protagonists (Carpenter, 1977, p. 219).

Realistic illustrations, whose invention is initiated in 1904 and has been
reduced to a crawl by 1913, are Self-determining fantasy illustrations, which begin to
replace Tolkien’s realistic illustrations in 1911 and  stopped entirely by 1914,
Illustrations for Tolkien’s “legendary history,” The Silmarillion, which is activated in
1914 and instigated to decrease in frequency by 1928, Children’s illustrations. It is
produced from 1920 to 1943—mainly during the period of the illustrations for The
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Silmarillion—but take on an inventive form far different than that of the Silmarillion
illustrations; and 5 Arrangements and symbols2 . Tolkien produces with cumulative
frequency as he ceases to create Silmarillion illustrations and continues to create until
his death in 1973. During each period, an artist can be noticed whose wish is to depict
stories through a visually-oriented technique concentrating on places and things that
are both dominant in the world of Tolkien’s literature and are noteworthy for life as a
whole (Carpenter, 1977, p. 221).

Tolkien's dream has tasted from the wellsprings of the epic dream and
youngsters' fiction. These sorts have a huge semiotic potential because of the way
that they consolidate hereditary fantasies and signs. These artistic structures use
images that have a general legitimacy and his is the reason for having handily
endure history. Due to this improvement of customary abstract structures, readers
can apply on Tolkien the mainstream saying as indicated by which average essayists

mirror and great ones duplicate.

2.2. SECTION TWO: ABOUT THE LORD OF THE RINGS

The Lord of the Rings is a novel by Tolkien involving three parts, namely The
Fellowship of the Ring (1954), The Two Towers (1955), and The Return of the King
(1955). The epic, set in the Third Age of Middle-earth, sets out a side undertaking
Tolkien's The Hobbit (1937) and is winning by his ensuing The Silmarillion (1977).
The Lord of the Rings is the experience of a party of a segment of the time hesitant
blessed individuals who set out to save their reality from superb wickedness. It has
different universes and people are drawn from Tolkien's extensive information on

philology and stories (Tolkien, 2004).

A provision of hobbits, incredible creatures, more modest individuals, and men
are set out to pound the Ring by extending it into the volcanic flares of the Crack of
Doom, where it is made. They are clashed with their disturbing mission by the smart
Sauron and his Black Riders. The Lord of the Rings that is nearby The Hobbit, is
considered by different individuals to be the beginning of the class known as high
dreams, and these works have influenced that kind totally. The epic starts as a
continuation to Tolkien's past luxurious work the Hobbit and immediately is framed
into a much common record. It is initially distributed in three volumes during 1954 and
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1955. It has been republished a few times and deciphered into the smallest 38 distinct
dialects, thereby getting one of the fundamentally acknowledged activities in the 20%

century’s writing ( Ibid.).

The events in Tolkien's The Lord of the Rings are set in what the novelist
viewed as the spaces of the factual Earth, which is involved by humankind however
situated in a fanciful past, before the set of experiences yet after the collapse of his
depiction of Atlantis, which he calls Numenor. Tolkien gives this scenery a critical
edge English name, Middle Earth, and a portrayal of the Old English Middangeard
(Carpenter, 1977, p. 219).

The story deals with people like Dwarves, Wizards hobbits, Elves, Men, and
Orcs, and focuses on the amazing ring which is made by the Dark Lord Sauron. At
first, from the quiet beginning phases in the Shire, the novel varies transversely
Middle earth and follows the courses of the conflict of the Ring. In addition to
Tolkien's different works, The Lord of the Rings has exposed wide assessments of its
anecdotal topics and beginnings. Although it is a primary work in itself, the story is
just the last advancement of a greater legendary grouping, or legendarium that Tolkien
has dealt with for a long time (Carpenter, 1977, p. 219).

The Lord of the Rings contains several noteworthy dreams. In fact, Tolkien
frequently uses dreams to show that the protagonists in his books receive particular
insights from a higher source. After receiving dreams from Ulmo, Turgon, and Finrod,
for example, form their own kingdoms. “Troubled by dreams concerning the arrival of
Men,” Thingol says. Of course, both Farmir and Boromir have a dream in which they
are told to "search for the Sword that was Broken" by a voice from the West. Although
it is unclear why Tolkien chooses to share Frodo's dream about Gandalf's rescue with
his readers, the dream does contain at least one stimulating detail that has sparked
controversy among Tolkien’s fans worldwide. When Gandalf rescues Gwaihir in the
Windlord, Saruman snatches Gandalf's staff in the story. Some readers doubt the
validity of the author's dreams as explanations for certain elements; however, these
dream portions frequently contain facts that correspond to questions that are raised
elsewhere in the novel (Ibid.).
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The Lord of the Rings in its turn is measured to have had a huge contact on
contemporary fantasy, and the impact of Tolkien's works is the employment of the
words "Tolkienian" and "Tolkienesque" that have been recorded in the Oxford English
Dictionary. The Lord of the Rings has stimulated short stories, artworks, and musical
works. Many revisions of Tolkien's workings have been made for a broad variety of
media (Ibid.).

Tolkien's The Lord of the Rings has really become a symbol of mainstream
society since it was distributed during 1954-1955. Heaps of duplicates have been sold,
thus leading to entire enterprises of critiques and an institute grants winning film form,
and generating a wonder of impersonations in the fantasy classification. It has
achieved nearly faction-like status in certain quarters. In fact, the force of the set of the
three parts has been so enrapturing for certain perusers with certain social or political
feelings that they have felt constrained to announce it as a motivation and approval for
the nonconformity or natural soteriology, or the counter conflict development
(although any insightful peruser will consider these to be as horribly uneven).
Astonishingly, given its well-known standing, it has been hailed by numerous artistic
pundits as an exemplary work of writing, truly outstanding—or the best—of the 20™
century. The imaginativeness of this Oxford philologist is honorably shown in his
wonderful production of a total world, Middle-earth, with its unique people groups,
tongues, and topography, and by the sheer reach and rich assets of his language to
depict a variety of critical and drawing in characters to portray clear, emblematically
charged scenes of nature, and to portray activity in the best style of the epic custom
(Carpenter, 1977, p. 421).

Tolkien delights himself by writing a complicated procedure of fancy stories,
that are frequently dull and disgraceful, set in his very individual universe formation.
He makes this "legendarium,” which in the long run is turned into The Silmarillion,
incompletely to give a setting wherein "Elvish™ dialects he has developed could exist.
His stories of Arda and Middle-earth develop from a craving to recount stories. To
engage his four kids, he formulates lighter charge that is exuberant and regularly
amusing. The longest and generally significant account that started about 1930 is The
Hobbit, which is a transitioning dream about a consolation adoring "hobbit" (a more
modest relative of Man) who joins a journey for a mythical beast's fortune. In 1937,
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The Hobbit was distributed, with pictures by the creator (a refined beginner craftsman),
and is mainstream to such an extent that its distributer requests a continuation. The
outcome, after 17 years, is Tolkien's magnum creation, The Lord of the Rings, which is
an advanced rendition of the chivalrous epic. A couple of components from The
Hobbit are continued, specifically an enchantment ring, presently uncovered to be the
One Ring, which is obliterated before it tends to be used by the horrendous Dark Lord,
Sauron, to control the world. In any case, The Lord of the Rings is an amplification of
Tolkien's Silmarillion stories (Carpenter, 1977, p. 422).
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CHAPTER THREE

DREAM VISIONS IN TOLKIEN'S TRILOGY THE LORD OF THE
RINGS

Tolkien recently remarked that understanding ancient content makes him want
to write one by himself. The Lord of the Rings is widely regarded as the result of this
need. Even though his actions are basically contemporary, nobody doubts that Tolkien
incorporates a lot of old subjects and considerations that are connected with his
particular living into his unique composition. One Middle Age fascination that builds
up appearance in The Lord of the Rings is the ancient dream vision. Although the
effect of such composition on Tolkien has not been extensively perceived, the dream
vision is one of the huge themes of old-fashioned writing (Spearing, 1976, pp. 4-6).

As it is common to all Middle Ages, dream visions are the anxiety on the visual
information of the dreamer. In this regard, Hieatt mentions "the symbolism and
portrayal of the poem are luxuriously visual, and the poem is to an exceptionally
enormous degree a record of what the artist sees instead of what he hears or thinks".
Interpretations are very private and frequently have representative significance and are
largely addressing a noteworthy region that the visionary may possess quickly
(Hieatt,1967, p. 23)

Tolkien spent a lot of time on Hobbit visions than he did on any other group. In
the story, they dream, and some' dream patterns' stand out. Tunnels are also envisioned
by Hobbits, particularly Merry and Pippin. The dream of Merry in Condor occurs in a
"tunnel leading to a tomb™ (111,163); Pippin detects his name "echoing in black
tunnels” at one point (11,58); and while on a holiday with the Orcs, they are all in a
"tunnel of misery” (I1,66). In Hobbit visions, the consistent reappearance of
underwater holes is partially attributed to the domestic practices of the race, but
tunnels may also symbolize a dark condition and an obvious remedy that could
potentially lead to greater gloom (deeper into the earth or more deeply lost). This
scenario resembles the story of Tolkien in The Lord of the Rings, where even the "dark
situation” reflects the danger of Sauron, and the "apparent solution™ is the termination
of the Ring, and the "prospect of greater darkness™ as a consequence of the Dark Lord's
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increasing likelihood of catching the Ring on the path to Orodruin (Karl, 1983, pp. 45-
46).

Dream visions in The Lord of the Rings also offer an elegant visual feature.
The explicit nature of these dreams is completely developed; several artists have
produced representations of events that are not characterized in the text. Moreover,
their powerful visual dominance, the principles, and distinctiveness of the medieval
dream visions are approximately distributed because of requests, and almost each
performer modifies the outward appearance to ensemble his or her individual reason.
However, of course, the principles are not totally discarded, or the reader should not be
capable to recognize the outline at all. Most particularly, the dream vision is
considered a resource by which the dreamer gets information which he or she would
otherwise need. Commonly, the dreamer falls asleep and struggles with some difficulty
or displeasure, merely to wake up in “an ideal or often symbolic landscape, in which

he/she encounters an authoritative figure” (Spearing, 1976, p. 5).

Many of the dream visions which are experienced in The Lord of the Rings
follow the same principles. All the characteristics of the medieval genre are presented:
the concentrated visual value of the vision, the perfect or representative landscape, the
authority figure at the midpoint, and even the five characteristics of dreaming that
erudite medieval psychology. However, while the insertion of such rules may be
insensible, Tolkien's views about those principles are obviously calculated. As he says
in the introduction to his edition of Sir Gawain and the Green Knight, Tolkien esteems
the dream structure since it “allowed marvels to be placed within the real world”. He
definitely detests the tendency of authors to depress the authority of their visions by
announcing them as only dreams (Kruger,1992, p. 124.).

Tolkien discusses a short debate of the procedure of dreams in fantasy literature
in his essay "On Fairy-stories." He clarifies that dreams are commonly important and
stimulating parts of fictional stories. Nevertheless, many stories (such as Alice in
Wonderland) misuse dreams, and exhaust them to clarify all the geniuses of the story
(Reader 41). Tolkien continues ". . .if an awakening writer tells you that his story is
simply a thing imagined in his sleep, he cheats intentionally the original desire at the
heart of Faerie: the comprehension, self-determining of the perceiving mind, of
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imagined wonder” (Reader 41). In this essay, most of Tolkien’s argument about
dreams is spent recounting how they should not be used in fairy stories. One of his

encouraging declarations about dreams in "On Fairy- stories" is:

In dreams unusual forces of the brain might be opened. However, if a
waking novelist reveals to the reader that his story is just a thing
envisioned in rest, he swindles intentionally the base longing at the
core of Faérie: the acknowledgment, autonomous of the considering
mind, of envisioned miracle behind the fantasy real wills and powers
exist, free of the personalities and reasons for men (“On Fairy-Stories”
MC 116).

As the story progresses, the reader discovers that the characters have dreams
that are as mysterious (enigmatic) as Tolkien’s statement in the essay " On Fairy-
Stories”. However, the dreamer practices dreams in four particular definable
methods. Like many other authors, he uses dreams to signify sleep and mirror the
fears that the characters feel throughout the day. Possibly, most of the dreams that
are stated in The Lord of The Rings are used to reveal a state of doubt or a revelatory
ambiguity between reality and something else. However, the dreams are perplexities
at first reading, and function as strong prophesy to future events. These visions
affect the characters in the same way that Galadriel’s mirror does in The Lord of The

Rings.

Tolkien practices dreams as foreshadowing future actions or unconscious
restorations of daily events. These dream systems help several purposes. First, they
are mysteries and expand the frequently undefined sensation a reader has learned
about Middle-earth. Such a feeling designates that there is more to Middle-earth
than first encountering the eye like when Frodo sees the future of his adventure in

the mirror.

The dreams serve a suggestive purpose in The Lord of The Rings. They
progress in the reader certain feelings that the characters need. A dream such as
Frodo’s at the Prancing Pony (Fellowship 240) causes both the reader and Frodo

indefinite anxiety and more terrible since it is inaccurate. This intensifies the
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stiffness of the story and progresses vague preoccupations that continue to be

unsettled until worse authentic actions drive them from the mind.

In addition to arousing feelings through anxiety, numerous dreams in The
Lord of The Rings contain widespread symbols, such as trees, wind, towers, and
most significantly, water and sea. Such images evoke other memoirs of dreams or
far-off places in the reader. The evocation in The Lord of The Rings is particularly
strong since each dream appears to have the smallest vague meaning. These images
happen especially in Frodo’s dreams: (Karl, 1983, pp. 45-46)

Which he appeared to be watching out if a great window over a dim sea
of interwoven trees. Down below among the roots there was the sound
of individuals crowded and snorting. He felt sure they would smell him
out faster or later.

Formerly he overheard a sound in the remoteness. At first he supposed it
was a great wind upcoming over the leaves of the forest. At that time he
knew that it was not the leaves, but the sound of the Sea far-off; a sound
he had never perceived in awakening life, however it had frequently
bothered his dreams. (Fellowship, 154).

Frodo's dream of discovering the remote lands increasingly formed his

reception of the idea:

But half unknown to himself [Frodo] the regret that he had not gone
with Bilbo was steadily growing. He found himself wondering at times,
especially in the autumn, about the wild lands, and strange visions
of mountains that he had never seen came into his dreams. He began to
say to himself: ‘Perhaps I shall cross the River myself one day.” To

which the other half of his mind always replied: ‘Not yet.’

Eventually, he fell into a vague dream, in which he seemed to be looking out of
a high window over a dark sea of tangled trees. Down below among the roots there
was the sound of creatures crawling and snuffling. He felt sure they would smell him

out sooner or later.
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Then he hears a noise in the distance. At first he thought it was a great wind
coming over the leaves of the forest. Then he knew that it was not leaves, but the
sound of the Sea far-off; a sound he had never heard in waking life, though it had often
troubled his dreams. Suddenly he found he was out in the open. There were no trees
after all. He was on a dark heath, and there was a strange salt smell in the air. Looking
up he saw before him a tall white tower, standing alone on a high ridge. A great desire
came over him to climb the tower and see the Sea. He started to struggle up the ridge
towards the tower: but suddenly a light came in the sky, and there was a noise of
thunder. (The Fellowship of the Ring)

The capability of going through events is so unbelievable; they must be kept for

dreams, like the attraction and jeopardies of the Old Forest:

‘Do you know, Sam,’ he [Frodo] said at length, ‘the beastly tree threw me in! I
felt it. The big root just twisted round and tipped me in!’

“You were dreaming I expect, Mr. Frodo,” said Sam. ‘You shouldn’t sit in such
a place, if you feel sleepy.’

‘What about the others?” Frodo asked. ‘I wonder what sort of dreams they are

having'. (Part one )

The water image is used many times in the dreams in Tolkien's The Lord of the
Rings. Although the hobbits are at Bombadil’s household, Merry dreams that water is
gradually torrential down around the house and will sink them all. Associated with this
incident, near the Prancing Pony, Merry is somehow influenced by the atmosphere of
a Black Rider and falls insentient. He later remarks "I thought | had fallen into deep
water" (Fellowship 235). In addition, there is Frodo’s surrealistic dream vision in
Rivendell that compacts with a river of gold and silver. These uses take benefit of the
representation of water, at once suggesting death, birth, love, miniaturization, and
anonymity (Karl, 1983, pp.45-46).

Tolkien required to release these abnormal powers of the mind without “the
offensive revisit to waking authenticity that calls the dream into inquiry,” as Verlyn
Flieger notes. “He wanted something subtler, a dream that would call reality into
question”. To achieve that aim, Tolkien creates a world where the lines between
sleeping and waking blur. The dreams and visions which Tolkien creates consequently
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attach dreams and reality in an astonishing and philosophical behavior. There is much
that remains to be said concerning dreams and dreaming in The Lord of the Rings.
However, both Frodo and Sam dreams look as if valuable of fastidious concentration,
for Tolkien constantly uses the dreams to spot the hobbits’ religious resistance
(Spearing, 1976, p. 5).

Such a practice is reliable with a medieval dream hypothesis. Medieval
philosophers usually classify dreams into three common groups: the the somnium
coeleste, somnium animale, and the somnium natural. It is the kind of dream which, as
A.C. Spearing mentioned, “comes from outside the mind, being produced ... by God
or by angels or devils”. Macrobius, commentary on Cicero’s Scipio, has an enormous
influence in the Middle Ages and defines the five types of dream: the insomnium, a
nightmare or anxious dream; the visium, an apparition or hallucination; the somnium,
or a normal dream; the oraculum or visionary dream; and the visio or the prophetic
vision. According to him, the first two are “not worth interpreting since they have no
prophetic significance” (Ibid.). Nevertheless, the oraculum , somnium, and the visio
can have subterranean importance. Furthermore, Hieatt pointed out that the medieval
community thought that real dreams are driven by God while the unreal or the false
dreams are sent by the devil and consequently obviously attach into the somnium
coeleste. Tolkien, therefore, permits both services to affect his figures' dreams both for
the dreamer’s advantage or damage according to their qualified authority at the
moment (Stahl, 1952, p. 88).

It is stated clearly in Sean Lindsay's article “The Dream System in The Lord of
the Rings,” in which he lists forty-six different suggestions to dreams (10-14). When
the exploration is extended to embrace “visions”, as Karl Schorr mentions, every
dream has its significance, and everyone takes one of three major forms: “it may deal
with past events, even if the events depicted are yet unknown to the dreamer; a dream
may also mirror the present, and transport a character to witness something hundreds
of miles away; finally, a dream may reveal mysterious signs of the future” (Karl, 1983,
pp. 45-46). These kinds of dreams certainly recollect Macrobius’s classifications, most
particularly the visio and the oraculum. At the same time, as several figures dream
throughout the course of The Lord of the Rings, Tolkien is highly interested in the

dreams of Frodo and later of Sam. In maintaining with the medieval outlines, the
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dream visions of The Lord of the Rings frequently demonstrate to the reader that
Frodo’s holy struggle happens in realities that is not usually obtainable to the waking
world (Kruger, 1992, p. 124).

This is evidently not the relationship that Frodo, the main dreamer of Tolkien's
trilogy, has to dream about at this stage. His trip into dreaming has continued to
function as a phase of increased illumination, and at this point, he has an association
with this dream. His start of dreaming has functioned as a time of increased insight,
thus allowing him to be more completely alive when he dreams than when he wakes
up. However, like Drycthelm, dream, and death (or death threat) are never far away for
Frodo. In reality, the fear of death or risk is the main aspect of Frodo's dreaming
(Armitt, 2005, p. 44).

In VVolume I, The Fellowship of the Ring, the first example of sleep overtaking
Frodo happens as the travelers pass through the Old Forest before the willow tree
attacks Pippin and Merry: "Sleepiness seemed to be creeping out of the ground and up
their legs, and falling softly out of the air on their heads and eyes" (Ibid.). The next
dream sequence is perhaps the trilogy's main one and happens inside the house of Tom
Bombadil. Three of the four characters have hallucinations here, influenced in part by
their forest adventures, but when Pippin sleeps, he is back inside the willow, ‘listened
to that awful dry creaking voice laughing at him again,' and he is drowning in Merry
dreams, where water softly flows down. Frodo's dream is really the only time when
Frodo introduced to this story firsthand (because Tolkien subdivides each volume of
the trilogy into two books, as the reader learns Gandalf's clarification, Frodo is
‘elsewhere’), it becomes a dream of prophecy in the form, where water is flowing down
softly, and then spreading, spreading irresistibly all over the house, rising slowly but
gradually (FR, 168) (Armitt, 2005, p. 44).

Further pointing to the intended use of misrecognition/misreading, the dream
censor works to ensure that Frodo interprets the sound of hooves as leading to the
Black Riders, until the readers put this dream in the prospective narrative sense. They
understand that they lead 'only' to their allies, the Rohan riders, who will collaborate
with the party of Aragorn and Gandalf to fight Saruman at the battle of Helm's Deep
and the Orcs. The mistake of the Riders of Rohan by Frodo for the Black Riders
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reveals the difficulties the dreamer has in reading his own dream, a difficulty that
readers share in the text at this point (Armitt, 2005, p. 44). Such clarity obviously
eludes Frodo at this moment, a point is perhaps for the required distinction in Volume
I, The Fellowship of the Ring, between Frodo's passive fear of this in comparison to his
hopeful reclamation of the world of a dream at the end of Volume IlIl, The King's
Return, where experience has enhanced his awareness so that a return to ‘normality’

will represent a negative fall into sleep.

Furthermore, immediate vision clarification seems to be something that Tolkien
mistrusts. This is never seen more openly than in the hazards inherent in the One Ring
itself. Fearing the approaching onslaught of the Black Riders on Weather top hill,
Frodo gives in to temptation, he fellows the Ring, and suddenly learns 'while all else
remained as before, dim and dark, the outlines become horribly visible... In their white

ears, keen and ruthless eyes were blazing. They were running for him,' (FR, 258).

While the regular effect of the Ring in Tolkien's trilogy is to awaken the wearer
into a realm of superior sight, this brings supernatural qualities in a medieval dream
vision, whereby their relations in The Lord of the Rings are their eyes falling on him
and piercing him, as Lothlorien translates ‘Dream flower', telling Gerry and Pippin that
its inhabitants are 'falling behind the world"... From the early stages of Tolkien's
mythology, Lorien is the name of the God of Dreams... | suggest, then, that Lorien
itself is in a very real sense a dream that is sent or dreamed by the God of Dreams and
that the Company in Lorien is, in one sense at least, inside that dream. If the readers
accept Flieger's reading, it is clear that the mirror is within the limits of this 'dream
world, that is a metonymy for the place Lorien holds within the cartography of the text
as a whole. Namely, it is a reflection upon the world of dreams. It also parallels Sam's
allusions to being in a tale inside the story in which he himself read that way. Not all
dreams draw the same amount of plot focus, or internal perception, as others, as
Flieger often observes (Armitt, 2005, p. 44).

Nevertheless, there is a kind of ‘'trail' set for the reader to follow: part journey
and part map, the dreams almost act as a palimpsest to the main story, coloring but still
reflecting on what happens on the surface. The mirror is also in part a cluck on how to
read texts: it cautions restriction and close consideration by using the deserving
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character Sam as the reader’s symbolic model. He considers the water 'hard and dim,’
showing only stars, as Sam first enters the mirror: "Then he gave a low gasp, for the
stars went out. As if a dark veil had been withdrawn, the Mirror grew grey, and then
clear" (FR, 475). He comes to this 'cold letter' like any reader, initially finding only a
‘hard and dim' obstacle to information. Gradually, this shield becomes permeable,’
melts' away into gauze, and can act as the process by which discovery takes place with
much concealment as the veil. Vision is the key sense for medieval dream theory. It is,
as Hieatt observes, 'what the poet sees rather than... what he hears or thinks' that counts
(Hiett, 1967, p. 23).

The character peers in the same way as one interprets/reads the dream based on
its surface. Then, the reader sees a metaphorical paradigm in the dream story for
reading fantasy texts in general. It is typically during the sleep that the reader is made
conscious of the presence of a world beyond his/her own, pushing and inspiring his/her
in the same way that the reader's imagination is driven by fiction. However, just as we
fuel our fantasies with daily material while taking materials influenced by the other,
unknown nocturnal universe from them, fantasy texts are a complicated mixture of the

familiar and the foreign one (Ibid.).

The Hobbits' dreams capitulate an interesting theme. The things that constantly
appear are air (wind), earth (tunnels), water, and fire. These are regarded as the four
“elements,” or basic mechanisms of the world at medieval times. Not only is the time
period accurate, Tolkien is also remarking the Hobbit (and therefore human)
comradeship. The elements are basic, and their combination is essential for a stable
universe. The same, in a sense, could be said for Frodo, Sam, Merry, and Pippin ( Karl,
1983, pp. 45-46).

Faramir often (and Boromir once) has what is almost certainly the major central

dream in The Lord of the Rings: a voice cries (Karl, 1983, pp. 45-46):

Seek for the sword that was broken: In Imladris it dwells; There shall be
counsels taken Stronger than Morgul-spells. There shall be shown a
token, That doom is near at hand, For Isuldur’s Bane shall waken, And
the Hafling forth shall stand (1,323.).
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Dcnethor and his sons understand the dream appropriately, and Boromir heeds
it. Not merely does this permit the Council of Elrond to be absolute, but it also gives
Gondor some, if not much, optimism. A few hours later, he goes to sleep and dreams
about it. While he and Pippin are in the ores’ possession, the Hobbits dream of ores.
The motivation for these and many other dreams is basically earlier bodily stimuli.
Other dreams certainly have more reasons. The one that Faramir and Boromir share
cannot be called coincidence; there are some paranormal powers at work. Although
this highest power is never named in The Lord of the Rings, it is the same one that
“meant” Frodo to receive the Ring (1,88), and “ordered” the Council of Elrond to take
place (1,318). Both the Ring and the Black Breath influence the dreams of those with
whom they come in contact (Karl, 1983, pp. 45-46).

Not only do dreams and their predictions promote the members of the
fellowship, but they also add strengths and fascination to Tolkien’s story. The reader’s
attraction to Gandalf's escape from Orthanc is improved by his comprehension of
Frodo’s interrelated (though just lately understood) dream. while a hasty sunrise greets
Frodo following the Grey Havens, it is encouraging to keep in mind the similar
prospect in a year-old dream. Whether they deal with “pinnacles of stone,” “great dark
waves,” or “willow trees,” the most enjoyable characteristic of dreams is their

involvement in the magnificence of The Lord of the Rings ( Ibid.).

Frodo's prophetic abilities develop through the book. Initially, while he travels
into the domain of Elves and Men, the reality of his dreams proposes marvelous
sources, but as he nears Mordor, his dreams turn out to be gradually more deceiving
and unjustified. His investiture into the world of dream visions starts soon after he
takes control of the Ring. Almost immediately after Bilbo’s disappearance, Frodo
discovers himself disturbed by temporary flashes of prophecy, when “strange visions
of mountains that he had never seen came into his dreams” (FR, I, ii, 71). What is not
obvious is the resource of these dreams: is it just a usual dream, brought on by absent
Bilbo (somnium)? Is it the Ring, demanding to attract Frodo to depart the Shire so it
can get back to Sauron (oraculum)? Or is it an advanced authority, demanding to
organize Frodo for what lies ahead (visio)? Tolkien does not inform us. But what is
obvious is that these dreams are prophetic, and they are the first suggestion that

Frodo’s dreams are touching further than normal.
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Even before he leaves the Shire, Frodo’s dreams start to move further than the
somnium and is keen on the visio, as is confirmed by the dream practiced in the house
at Crickhollow. Being deceitful on the limitations of the Old Forest, Frodo chiefly
hears things: the sound of mortals living snuffing and the call of the sea. Although it is
indistinct and half-focused, this dream by now has farsighted traits. Responsive readers
will recall that later, where Gollum is twice explained as “snuffling” and that an orc of
Mordor is formerly called a “snuffler.” Frodo will ultimately accomplish the sea and
hear the waves collapse with his individual ears. However, Frodo is still in the Shire,
which is the recognizable daily world. Once he leaves the limitations of his mother
country, he enters the strange Old Forest, and meets Tom Bombadil, whereby the

capability comes into sharper spotlight.

Although Bombadil’s residence occasionally feels supplementary like it
belongs to a children’s fairy story than an adult daydream, the dream vision
fundamentals are nonetheless there. The Old Forest on the one part and the Barrow-
downs on the other side provide the landscape a strange superiority, and Bombadil
himself is positioned at the center. Regardless of his tricks and his comedian
manifestations, Bombadil's role is the authority figure who supervises Frodo’s
improvement as a dreamer. Bombadil is frequently called “the master,” and he has
power over both the quasi-natural world of the Old Forest and the paranormal one of
the barrow. In his home, Frodo practices his first full fledged dream vision (visio) in
which he observes in a glowing aspect Gandalf s flight from Orthanc (Stahl, p. 88):

Frodo could not help thinking that he was raised up, and ignoring he
saw that the pebble partition was a ring of grades, and that esoteric it
was a basic, and amongst the basic erected a peak of stone, parallel to a
marvelous highpoint not prepared by hands. On its top erected the
figure of a man. The moon as it design looked to swing temporarily
over his head and sparkled in his white hair as the wind mixed it. Up
from the gloomy basic beneath came the desperate of fell voices, and
the crying of many Casanovas. Abruptly a shadow, akin to the state of
strange wings, handed crossways the moon. The figure raised his arms
and a light flashed down from the control that he engaged. A dominant

bird cleared down and bore him away. The voices cried and the wolves
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sweet potato mered. There was a disorder like a concrete wind puffing,
and on it was borne the sound of feet, running, ... from the East (FR, I,
vii, 177).

Nowadays, it should be distinguished that both Merry and Pippin also practice
predictive dreams. Their dreams emphasize the capability of Bombadil’s home to
punctual prophetic dreaming. Both Merry and Pippin dream of proceedings in their
personal lives; merely Frodo’s dreams distress an important person as well as himself.
Although Gandalf will afterward tell Frodo that his dream was “late in coming,” it is
simply the glance of Gandalf ’s flight that readers will eternally see and, considerably,
what he sees is a fact rather than trickery. However, Frodo has seen what has been, not
what will be. After spending more time in the companionship of Bombadil, he makes
the jump from predictive dreams into a factual vision. At the subsequent
night:(Karl,1983, pp. 45-46)

... they overheard not at all any commotions. However, either one in his
fantasies or out of them, he was unable to tell, Frodo perceived a
sweetened melodic paaing to him: a melody that appeared to come like a
pastel light behindhand a vague downpour blind, and developing further
to turn the shroud all to silver and glass, until finally it was moved back,
and a far green nation opened afore him below a fast dawn (FR, I, viii,
187).

“In being ‘enchanted’ by Tom’s singing,” says Gordon Slethaug, “Frodo has
seen a predictive vision which not simply maintains him throughout his voyage but

comes factual at the end. He has glimpsed eventual authenticity” (1bid.).

Not all the dream visions in The Lord of the Rings happen when the dreamer is
essentially asleep. The dream practiced by Faramir and Boromir is practiced by the
Council while everyone is awake. Moreover, figures perform in a dominion anywhere
between waking and sleeping; for example, Frodo falls under the trap of Old Man
Willow “half in a dream” (FR, I, vi, 165), and when he wakes up in Rivendell, he first
believes that the venture so far has been “a long disagreeable vision” (FR, Il, i, 289 ).
At the same time as crossing Moria, there is enough time when Frodo puzzles dreams
and waking realism, most particularly when he sees Gollum and cannot tell if he is
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dreaming or not. The most outstanding example of waking dreams happens in a

different Elvish realm which is Lothlorien.

Lothlorien is distinctive in The Lord of the Rings in that its resemblances to a
particular medieval dream-poem: the fourteenth-century masterwork Pearl. Keeping in
mind that Tolkien is working with the text as writing The Lord of the Rings, possibly it
will not be astonished to discover features of the medieval poem in the current story. In
quality, setting, and even in characterization, Lothldrien stands a separate likeness to
Pearl. All texts happen in a fantastic setting; ‘Lorien’ in fact means a ‘dream’ and both
sceneries suggest similar moods from those that stride within them. As the dream-poet
and the companionship of the Ring go through deeper into their individual spiritual
environments, their concern and sorrow fall away. “In wonder at those fells so fair /

My soul all grief forgot” says the Pearl- poet (8.1-2).

More than any other figure in The Lord of the Rings, Galadriel is conscious of
the double-edged weapon of vision. “Seeing is both good and perilous,” she tells Frodo
(FR, M, vii, 470). For she knows, possibly even better than Gandalf, that if
compassionate forces can exercise dreams to direct an individual, the foe is evenly able
of using visions to mislead. Visions can damage as well as cure, mystify as well as
guide for that reason: “Tolkien gives his evil characters the power to create false
images ... or to cause men to perceive true images in a false structure” (Greene, p. 49)
and it is this vagueness of considering which marks the pivot-point of Frodo’s vision
life.

The Mirror demonstrates a lot of things from the past, present, and even the
future. Frodo observes a vision of Gandalf or Saruman and a branch of the “great
history in which he had become involved” (FR, II, vii, 471). Most importantly, though
he perceives the foe himself, an Eye is framed with fire. However, here Tolkien
merges and distinguishes the two limits of the somnium coeleste, the innocent and the
demonic construction that “represent ideal boundaries of genre dream visions”
(Kruger,1992, p.128). Galadriel, in whom there is “no evil,” sets alongside Frodo,
examining over him, considering and experiencing what he observes and practices. Till
now, Frodo’s dream is of the Enemy himself, the Eye who would disengage both of
them. Galadriel’s attendance makes the practice secure if not cheering; she is gifted to
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split the Enemy’s grasp on Frodo with only a few words "Do not touch the water!"
(FR, 11, vii, 472).

The vision gives Frodo the insight he needs to complete his quest: it is the
ability to look inside another's heart and read its temptations, just as Galadriel testes
the hearts of the company upon meeting them. Now that he has seen the Eye, which
Galadriel calls “that which is hidden,” she tells Frodo, “Your sight is growing keener.
You have perceived my thought more clearly than many that are accounted wise” (FR,
I, vii, 474). Having gained this ability, Frodo can use his insight to determine the
motives of others. For instance, he reads Boromir’s intention better than Boromir
himself, and he sees the faint echo of humanity that still beats in Gollum’s heart
(Kruger,1992, p.128).

At the same time, the scene marks Sam’s beginning into the kingdom of dreams
and visions, although its implications for the humbler hobbit will not be clear for some
time before. Till now, Sam has not emerged on the space level; he is, after all, Frodo’s
servant, and the most dominant character compensates little concentration to him. Yet,
Galadriel distinguishes Sam’s significance to the end of Frodo’s task, and, as such, she
awards him a vision, too. Sam sees both the present and the future: the deforestation of
his mother country, the Shire, which is already ongoing, and Frodo “lying fast asleep
against a great dark cliff ” (FR, I, vii, 469). Both will show the fact. The vision
originally fills him up with anger and antagonism; nevertheless, it eventually
establishes to Sam’s benefit. Although such intelligence in no way alleviates his
mourning, it does train him for what lies forward and stops him from being debilitated
by sorrow. When the vision is comprehended, he can still seize accomplishment.
Considering Frodo lifeless, he takes the trouble of the Ring upon himself, thus
accumulating it from the control of the Enemy, and perceptive of the destruction of the
Shire before he comes back to it. Sam is talented to put aside his sorrow for the

vanished trees and focuses on sowing innovative ones.

Their time in Lothlérien is a turning point in many ways. Sam’s and Frodo’s
role begins to reverse; Sam becomes the hero and Frodo is the dependent. As the pair
draw slowly nearer to Mordor, Frodo's mysterious and prophetic dreams become
progressively dubious not in light of the fact that Frodo has stopped to have them, but
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since the developing force of the Ring clouds his memory of them. During the entry of
the Marshes, for example, Frodo has a fantasy where “the dim shadow had passed, and
a reasonable vision had visited him.... Nothing was left from it in his memory, yet
because of it he felt happy and lighter of heart. His weight was less weighty on him"
(TT, 1V, ii, 306). When they arrive at Ithilien, its depiction has decreased to "another

delicate, unrecoverable dream of harmony™ (TT, IV, iv, 333).

At the same time as Frodo’s dreams float away from visio and oraculum, Sam’s
dreams take on their uniqueness. Rationally sufficient, he firstly dreams of home, or

what seems to be home:

He thought he was back in the Bag End garden searching for
something; however he had a hefty pack on his back, which made him
stoop. Everything appeared to be weedy and rank by one way or
another, and thistles and bracken were attacking the beds down close to

the lower part of the support.

"A task of work for me, | can see; yet I'm so drained,” he continued
saying. As of now, he recollected what he was searching for: "My line!"
he said, and with that he woke up (TT, 1V, vii, 391).

At the first glimpse, Sam’s dream looks not more than the troubled anxieties of
an overtired gardener. However, proceedings confirm that his dream has predictive
traits. When he backs to the Shire, he discovers that it is destroyed and damaged, and
what is one time a backyard has turned out to be a slagheap. There are still weeds in
Bag End itself: Saruman and his tag-along, Grima Worm tongue, have “set up shop”
in the Shire. Further, ingeniously, the hobbits also discover that there is no further
pipe-weed offered to the normal people whom Sam symbolizes; it has all been

accumulated away by Saruman and his lackeys.

As with Frodo’s progress, Sam’s first dream has predictive traits. The second
has all the traits of the visio. In the badly lit dark caves of Torech Ungol, the merely

“unguarded” surpasses into Mordor :

Then, at that point, as he stood, obscurity about him and a darkness of

sadness and outrage in his heart, he couldn't help suspecting that he saw
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a light; a light to him horrendously splendid at first, as a sun-beam to
the eyes of one since a long time ago covered up in an austere pit. Then,
at that point the light became shading: green, gold, silver, white.
Distant, as in a little picture drawn by elven-fingers, he saw the Lady
Galadriel remaining on the grass in Loérien, and blessings were in her
grasp. Furthermore, as far as you might be concerned, Ring-conveyor,
he heard her say, re-bit yet clear, for you | have arranged this (TT, IV,
ix, 417-18).

Sam rapidly tells again his master of the Lady’s award, a phial which glows
with the stars set in the middle of the water of her well. Manipulating the light, the
hobbits approximately win throughout to security: only when it is secreted does their
danger fall upon them.

As they enter more into the darkness, the authority of light diminishes. The
Ring permeates with the superior component of its maker’s control and grows stronger
and stronger. Part of that control physically includes the capability to influence dreams
and visions to compel its enemies away from the armed forces of good. Sam,
provisionally conduct the Ring, is attracted by “wild fantasies” in which he turns to be
“Sam wise the Strong, Hero of the Age, striding with a flaming sword across the
darkened land, and armies flocking to his call as he marched to the overthrow of
Barad-dar” (Rft, V1, i, 316). Frodo’s visions are further restrained and dangerous. The
Ring firstly casts Sam like an orc (Rft, VI, i, 230), and after that disturbs Frodo with an
inexorable vision of its attendance. “I begin to see [the Ring] in my mind all the time,”
he tells Sam, “like a great wheel of fire” (Rft, VI, ii, 240). Slowly, the burden of the
Ring vague all else:

| have no recall of the taste of food, the sensation of water, the sound
of wind, the memory of a tree, grass, or flower, or the vision of the
moon or star. In the dark, Sam, I'm naked, and there's no barrier
between me and the wheel of fire. Even with my waking eyes, | begin

to see it, and everything else goes away (Rft, V1, iii, 264).

At this point, Tolkien conflates all the somnium animale, somnium naturale

and the somnium coeleste; Frodo’s bodily anguish, his psychosomatic tiredness, and

56



the energetic wickedness of the Ring cooperate a role. Macrobius also recognizes that
such visions could be caused “by mental or physical distress, or anxiety about the
future”. Frodo bears all three in accumulation to the suffering of the Ring until he
approves his contravention end, and until even the reminiscence of the hobbit he has
been gliding away. He must depend then on Sam’s power, Sam’s recollections and
Sam’s vision of the upcoming, in which stories will narrate their enormous actions and
their names will be detained in respect. That vision is, of course, accurately what
happens.

However, Frodo can never be totally healed while he resides in Middle-earth. A
haziness of dreams and recollections prolong to disturb him, particularly on the
bicentennial of a variety of wounds. On the first anniversary of the Ring’s destruction,
for instance, Farmer Cotton discovers him “half in a dream” in which Frodo informs
him, “It is gone forever ... and now all is dark and empty” (Rft, VI, ix, 376). His
straightforward words that returning home “feels more like falling asleep again” (Rft,
VI, vii, 341) deviously reminds the reader that he has experienced one more level of
realism, thus building his association with Middle-earth fragile at best. He no longer
belongs there. Therefore, he takes ship with the Elves and Gandalf, and at last

practices his dream as a wake-up actuality:

On an evening of rainstorm Frodo sensed a sweetened perfume on the
air and overheard the encyclopedic sounds of singing that derived over
the water. And afterward he couldn't help suspecting that as in his
fantasy in the place of Bombadil, the dim rainstorm drapery went all to
silvery crystal and was stirred back, and he observed white beaches and
past them a far green nation under a quick dawning (Rft, V1, ix, 384).

Dreams are one of the most fascinating features of The Lord of the Rings
though they are frequently ignored. However, few thoughtful readers of Tolkien may
disagree that the fellowship’s awakening hours are occupied with wonder and
escapade, and less still descend pleasure and perception from the personalities’

unconscious adventures.

It is fitting that the protagonist Frodo dreams more frequently than any other
character in this epic. When he is still in the Shire, the mountain phantom he has never
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seen entered his dream. These images remind Frodo of his mission if they do not
confirm that it is his duty. Whenever Frodo is safe in the sanctuary, strange dreams
visit him and release from his mind any serious thoughts of staying and abandoning the
mission. These dreams happen while enjoying the Shire, Bombardier’s house,
Rivenkell, and possibly Los Lorien ("Somehow I knew I should leave Los Lorien
when it was close" ) (I, 466). Frodo's dreams are usually prophetic; he imagines Misty
Mountains, Ethan Garden, and Gray Harbor long before seeing these places. Lies are
also the only informed character who speaks in his sleep. He murmured: "Gandalf,

Gandalf" while Isyllian was sleeping (I1, 362).

Although Frodo's dreams are various, almost all of his dreams are related to the
wind. He hears the sound of "the strong wind blowing through the leaves of the forest"
(I, 154). When he dreams that Gandalf is escaping from Orthanc, Frodo feels "the
sound of a gust of wind blowing" (I, 177). Dreaming that his house in Crickhollow is
attacked, Frodo subconsciously imagines what is happening, feeling the wind which
"surround the house and shake it" (I, 240). Frodo also dreams of fire. In Caradhras (I,
379), "he thinks the fire is warming his toes,” and Dame rarely leaves his mind in
Mordor. Meili's dream is very strange. As a buck lander, he is more accustomed to
water than any other hobbit in the fellowship, having bought Merry more than once
and dreaming of deep water and drowning (I, 178,235). Considering the dream of the
hobbit together produced an interesting theme. Things that keep appearing are earth
(tunnel), air (wind), fire, and water. In the Middle Ages, these are considered the four
"elements” or basic components of the universe. Not only is the time period correct,
but Tolkien is also commenting on Hobbit (and human) friendship. Elements are basic,
and their combination is necessary for a stable universe. In a sense, for Frodo, Sam,

Meri, and Pippin, the situation is almost the same.

Hobbits are not the only ones dreaming as humans. Faramir's dream is more
concerned than anyone else. He sees the drowning of Numenor and the "great wave of
darkness”. .. Here it comes, the darkness cannot escape "(I11, 297). Faramir often (and
Boromir used to have) has one of the most important dreams in The Lord of the Rings:

a voice shouts:

Seek for the sword that was broken:
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In Imladris it dwells;

There shall be counsels taken Stronger than Morgul-spells.
There shall be shown a token ,

That doom is near at hand,

For Isuldur’s Bane shall waken,

And the Hafling forth shall stand (1,323.)

Dcneshor and his children correctly interpreted their dreams and are aware of
Boromar. Many other things in this epic have a high potential vision. Aragorn feels
things with his dream (I, 497), and the EIf mix "Living Night and Deep Dreams" (lI,
55). Golum has a secret dream (I, 325), but it is usually worried. Of course, other
dreams have more purposes. The common ground between Faramir and Boromir
cannot be called a coincidence; there are some supernatural forces at work. Although
this supreme authority is never mentioned in The Lord of the Rings, it “means” that
Frodo accepts the Lord of the Rings (I, 88) and “orders” the convening of the Elrond
Conference (I, 318)

The telepathic and prophetic aid of the Elves for both Arwen and Galadriel has
distinctive "telepathic™ gifts which look so common for Elves. Galadriet talks with the
mentality of others and even shows the supremacy to understand them. She appears
one time in a dream, but her more energetic function is to cooperate with others to
motivate them to present superior acts of courage. Through her communiqué abilities,
Galadriel is persuasive both orally and telepathically, and she uses these abilities to
achieve great benefits. together transferring dreams/visions to Aragorn, with whom she
has the strongest sacred/love relation, and having visions, Arwen is seen. While her
gifts are typically used to motivate Aragorn to acquire a variety of actions or to renew
him to keep on the investigation because Aragorn is a noteworthy manager, Arwen's

ability to influence him also changes the course of Middle-earth record.

Galadriel appears to converse with Elrond telepathically in The Two Towers.
Galadriel is speaking aloud of her nervousness about the approaching war at Helm's
Deep. She informs Elrond, who is in Rivendell, that Frodo is starting to comprehend
that he will be inspired by the Quest, and the fate of Middle Earth will depend on the
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contribution of the Elves in a clash. A dependent of Elves arrives at Helm's Deep in a
prospect shortly afterward. Haldir directs them from Lothlorien and inquires Théoden
if the Elves ought to connect forces with Men. The supposition is that Rivendell and
Lothlorien elves turn up in time to help turn the war to the advantage of Men. The
ability of Galadriel to "talk" to Elrond and his capacity to get the message point to a
discriminating method of communiqué. Galadriel also informs Elrond she thinks he

has "seen" the Quest's status.

Despite the fact that they are depicted on screen as standing in detach spaces,
the connection involving Galadriel and Elrond exposes that each one of these Elvish
managers has visions and can converse telepathically. The capability of Galadriel to
converse with others by discussions to their minds is also highlighted in each part.
Throughout the prospect in which the Fellowship first meets Galadriel, who sends her
thoughts into the minds of the voyage, Jackson first clarifies the contact during voice
overs-she not only greets Frodo, for example,he informs him that he bears evil in the
figure of the Ring. Galadriel reads minds, and before anyone informs her what has
happened to him in Moria, she discusses loudly what has occurred for Gandalf. After
knowing Galadriel, Boromir is obviously distraught (He, later on, reveals to Aragorn
that Galadriel is aware of his reservations for Gondor and that the tone of voice of
Galadriel has been heard in his head). Galadriel says loudly after discriminating the
Fellowship's feelings that the investigation is "balanced on the edge of a knife™ with
silence to frown mean-inclusively at Boromir, but that "hope remains at the same time
as the company is true,” giving Sam a friendlier, but more meaningful look. A
commentary from Galadriel comforts Pippin knowing that he will be able to act in the
expanded version of The Fellowship of the Ring. In Middle-earth, Galadriel's dreams
often prompt action and restore Frodo when he is mainly in suspicion about his ability
to achieve something. Further, even in Tolkien's work, together Frodo and Sam hint at

a probable and terrible hope.

Frodo's vision is gloomy; the intercut descriptions are black and white and
exposed so quickly that the spectator has little time to understand. Most clearly,
imprisoned Sam makes an intuition, recoiling under a thrash as he challenges to
elevate his head. Then, viewers understand why Frodo wants to continue with the

Quest, whereby the inferences of his failure look threatening.
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The indications of Frodo's failure seem threatening to follow the exploration.
At the end of this dream, Galadriel tells Frodo intentionally that she has seen related
visions as well. It is not even suitable for Frodo to clarify what he has seen. Galadriel
distinguishes the requirement of the search in addition to few others like Gandalf. Just
like the vision of Frodo in the echo, victory or defeat, superiority or dread appear to be
black and white as the metaphors Frodo has seen. Galadriel instills in Frodo the terror
of such a future and the importance of his quest by allowing Frodo to see first-hand
possible future for Middle Earth-one that engages burning slavery-ridden Shire. If
Frodo doubts the requirement of the exploration, particularly after the defeat of
Gandalf in Moria, his suspicions are almost certainly degenerated by what he has seen

in the mirror.

Through another vision series, Jackson also includes Galadriel in The Return of
the King. He bewails transferring Sam away when Frodo disintegrates outside the deep
hole of She lobs and discovers how alone he is to complete the journey. He envisions
himself in a beautiful, blossoming meadow as he falls, and positive Galadriel gives
him a hand to elevate himself up. Just like the bottle of starlight that formerly helped
drive away She lobs and lights the way of Frodo, Galadriel lights the method and
renews Frodo in a bright white dress, that is almost sparkling in the sunshine on the

screen.

Frodo is brought to his feet in the real world by this figurative sign, giving him
the improved wish to keep on onward with the search. Arwen knows about the dreams
of her father and appears to have inherited this ability. Jackson gives the spectators
Arwen's dream as she proceeds to the Gray Havens in The Return of the King. Arwen
stops on the path as she "watches" her youthful son running to Aragorn, and is
unconscious of the Elves about her. When she sees the kid exhausting the amulet-the
jewel she gave to Aragorn- she comprehends that the baby is hers and Aragorn's.

Arwen returns to Rivendell irritably to confront Elrond.

Arwen blames her father because he hides the information from her, and he
says that this brilliant prospect is almost misplaced. They just distrust which version is
going to occur. Elrond admits evidently, just as Arwen is exposed to be, that he is a

prophet. Arwen also shows the prospective for others to provide visions partially to
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reinforce the point of Arwen in The Two Towers and to remind spectators of the
romance between Arwen and Aragorn (who are alienated from each other). Aragorn

has a vision of Arwen when he mainly needs to be revitalized.

Arwen also demonstrates that it is possible for others to give visions. Aragorn
has a vision of Arwen when his most requests are to be revived partially to reinforce
Arwen's position in The Two Towers and to remind spectators of the fiction between
Aragorn and Arwen. Aragorn has a dream of Arwen when he most desires to be
revitalized." Aragorn has only run away being pulled into a river off a cliff, and he
emerges more dead than alive as he washes ashore. Audiences see Arwen come on
screen to kiss and comfort him as if in Aragorn's dream/vision. This vision revitalizes

him and, as a reborn boss, he can come back to Helm's Deep.

In The King's Return, as Aragorn sleeps in a tent at Dunharrow, he dreams of
Arwen again. Arwen is weak and pale. Life force fades in this vision/dream as she
wishes she can examine Aragorn one more time. Aragorn wakes from this horrifying
dream aggressively only to be called to the tent of Théoden, where Elrond awaits him.
Elrond corroborates that Arwen is definitely departed, and only if Sauron is murdered,
her life will be kept. Aragorn is stimulated by this nightmare of a vision to embrace the
transformed weapon, Anduril, from Elrond and to follow the Army of the Dead, who
will afterward battle the Pelennor Fields in support of Men. Aragorn is "given" dreams
or visions when he is insensible or sleeping, unlike Arwen, who has waking visions.
The filming of these dream/vision scenes by Jackson proposes that Arwen sends the
information to Aragorn at a time when he needs urgent support and is in a receptive

psychological state to acquire the information.

Men usually dismiss visions as not being "real; when his normal mind does
not supersede the information, Aragorn gets the dreams/visions. Though Aragorn lives
among Elves for a long time, he is still a man, and a man of accomplishment in
particular, who used to depend on his skills and ability to distinguish what he sees and
hears in the substantial world. Jackson, on the other hand, mentions that the Elves send
psychic messages and perceive visions in the waking world, signifying that as part of
their authenticity. Elves, like Arwen, embraces visions more willingly.
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Visions of Arwen motivate Aragorn and promote him to capture the action.
After having his dream/vision in The Two Towers, Aragorn can take off to Helm's
Deep and notify Théoden that a great militia of Orcs is forthcoming. Aragorn
acknowledges his fate as the recurring King of Gondor in The Return of the King and
heeds the advice of Elrond. While, by her physical presence, Arwen does not
straightforwardly manipulate Aragorn, the visions he has of her prompt him to act.
Live Tyler sums up her character in a meeting as a "symbol of never-ending optimism,
confidence, and the scenes are based on her entire faith in Aragorn and her co-
ownership." Her deeds are behind their loyalty. Her belief supports her to perform on
his behalf and to motivate her father and her future husband to do a superior

performance.

Elrond seems almost unenthusiastic to reforge the sword in Jackson's trilogy,
but because of Arwen's wish, and his love for his daughter, he does as she asks and
then takes the reforged sword to Dunharrow's Aragorn. Aragorn questions himself and
seems more of a contemporary Western man in the cinematic trilogy than Tolkien's
prospective king, who still embraces his destiny. Arwen trusts Aragorn and supports
him to continue as he sees the ruins of the sword of Isildur and during an interval at

Rivendell, when he asks if he can go on the Search.

Her attendance inspires Aragorn even when Arwen is not there in a scene. On
behalf of Arwen, Elrond shows to be a representative when he introduces himself to
Aragorn at Dunharrow. Elrond uses Arwen's fading bodily circumstance to encourage
Aragorn to go following the pathway of the Dead as Aragorn starts discovering the
Army of the Dead. Arwen's regular vision of Aragorn as the King of Gondor,
satisfying his fate as the heir of Isildur, keeps the accomplishment going and makes

her a more energetic power to be reflected with, principally in Jackson's trilogy.

Gandalf absconds Frodo, Pippin, Sam, and Merry, on the East Road close to the
Shire edge at the end of VVolume 111, The Return of the King. Merry turns to others and
detects, "Well, here we are, just the four of us who began together... We've left behind
all the others, one after another. It seems more like a slowly fading dream" (Armitt,
2005, 46). Frodo answers: 'Not to me... To me, it feels more like falling asleep again’.

Merry's comment makes much more structural sense to a modern reader than Frodo's.
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In Merry's words, the epic trip that covers the trilogy becomes a dream, where the
boundary between sleeping and waking actually finds itself on the limitations of the
Shire. The voyage to Middle Earth, in this common sense, acts in a structurally similar
way to the trip to Wonderland, and like Alice, these four travelers engross themselves

completely into it and completely come again (Ibid.)

The Lord of the Rings affects the dreams of those who are in contact. When
Frodo reaches Mordor, his dream is "a dream full of fire” (I1l, 214). Even after being
destroyed, the Lord of the Rings continues to haunt Frodo's dream. In the Shire, Farmer
Cotton saw Frodo "half dream and half awake", holding Alvin's gift in his hand,

groping for the Lord of the Rings. "He left forever," Frodo said (I11, 376).

Dreams and their predictions not only benefit the fellowship members but also
add depth and charm to Tolkien's story. The reader's fascination with Gandalf's escape
from Olsanc is reinforced by his understanding of Frodo's related (but recently
explained) dreams. After Grey Harbor, when Frodo ushered in a fast sunrise, it is
comforting to recall the same scene in a year-long dream. Yes, whether it is "Shifeng",
"Dark Dark Wave" or "Willow Tree", the most satisfying thing in the dream is their
contribution to the majesty of the Lord of the Rings. The connection between Frodo
and dream themes has been emphasized by important writers such as Richard West
(West, 1967) and Verlyn Flieger (Flieger 1997). The latter fully analyzes this and

underlines:

The Hobbit therefore appears to be a counter-traditionalist to encourage
the uprising of Isadora Duncan and Nijinsky, Picasso and Braque, Joyce
and Elliott. A rare example of (Elliot) 's innovative cultural response, a
moment that gave birth to surrealism ... "It blew me away", Diaghilev
challenged Kokdo, and Kokdo had to use it. surprise and disorient the
public. Do the Hobbits belong to such a company? If it's. They are like
that. They are responses to responses, a continuation of the dialogue
(Flieger, 1997, p. 1213).

Frodo lived through all the typical dream experiences of different historical
periods [3.2], including the surreal experience analyzed by André Breton.
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Freud undoubtedly reaches the peak of modern dream thinking; his insight and
cultural influence on dream research undoubtedly reach the peak. He admires Aristotle
and acknowledges only the second earliest notion of the dream, which automatically
excludes the concept of dream as predictive exposing. As seen previously in the first
part of Communicating Vessels, Brittany follows Freud's last part of the book to give

two core roles for the dream experience.

Frodo finds an old idea of a dream that has not been derived from his
experience [3.1.1). When Frodo is in the house of Tom Bombadil, he receives his
future revelation from Havens Gray. The strange view of the mountain (FR 1.2) "I have
never seen” (FR 1.2.). In his second vision, he listens to "the sound of the sea " in
Crickhollo, and he has never heard about in his real life, and he observes the tower he
has never seen before which is an additional dream that can be categorized as a dream
that can happen in wetlands. The dark shadows pass and just a vision visits him in this
disease. | did not stay in his memory, but he still felt the pleasure and light feeling of

my heart.

The Lord of the Ring also has dreams of past events, whereby the subject has
never experienced before. In the Chapter: The Home of Tom Bonbadiru, Frodo dreams
that Gandalf escaped from Orusanku, which took place eight days ago. However, it is
important to emphasize that there is no clear reference to the involvement of
supernatural forces (Eru, Valar, or Maiar) that could explain the origins of these
prophecies in their dreams, which are not derived from experience . This approaches
Tolkien with Brittany and contemporary Surrealist catalogs. They explicitly reject the

possibility of revelation and vision of the supernatural dimension.

Through Frodo, the reader also finds that the description of dreams can be
explained based on the experience of the waking state according to the interpretation
proposed by Aristotle in ancient times and shared by most modern authors and
Brittany himself .This is the dream Frodo has in Rivendell after being ambushed at the
ferry. It is an "unpleasant dream". As Gandalf tells him, he said loudly in the dream
that happened a few days ago (FR Il. Many meetings). Following the same line of
thinking, Frodo's dream can be classified as the pale eyes he saw on his journey
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through Muria's darkness, and he could hardly believe what he saw. Frodo's dream
about the Shire .

As Descartes mentions in "Modernity”, some of Frodo's dream experiences
described in "Lord of the Rings" take place in an undefined area, where it is difficult to
distinguish between dreams and reality. This can be seen during the journey through
the old forest. And the other were in Rivendell, Frodo remembered the great dangers
he had just experienced. These dangers seemed to him to be dreaming. However, in
one episode, when Frodo and Sam are in Mordor, at Sirius Ungor, on the way to

Doomsday, it was impossible to distinguish between realistic dreams (JeTh, 2011).

Reading LOTR again, Boromir's explanation about his appearance in
the Elrond Council really disturbed me. Faramir had many prophetic
dreams... Boromir once. Do you really have this dream? Boromir looks

honest, but I can't say that | believe him.

Faramir's dream was "sent" to him (by a force stronger than him, no matter
what it is)... Is he "selected" to be a member of the company? If so, does Boromir
change his fate by insisting on taking his place, or is this a bigger plan in the first
place? If he is not the chosen one, why does Faramir sleep so often? The reader can
guess what would happen if Frodo meets Boromir in Ichlien, but would he have been
in that position? Faramir will not try to seize the ring, and this is what prompts Frodo
to break the friendship. If there is no Boromir, will the sacrament be broken? A captain
in Gondor said that Lamir's life is fascinated for some reasons. It is always thought that
it is Eowyn ... If he became one of the nine, he could be killed like his brother. Is his

life fascinated just because Boromir insists on protecting him?

Tolkien connects mutually dream and reality, and there is no requirement to
wake up. In the factual medieval method, the dream visions that are practiced by Frodo
and Sam have exposed them an everlasting realism more than the power of humans.
This comprehension, their achievement, and sacrifice receive Frodo’s and Sam’s final
compensation: the right to cross the Sea to Elven home, the eventual authenticity of
Middle-earth.
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The Lord of the Rings is one of the utmost widespread works of creative
literature of the twentieth century. Dreams assume a conspicuous part for Tolkien —
inside The Lord of the Rings, The Notion Club Papers, The Lost Road, and his own life
— yet it is genuinely protected to say that Frodo is not dreaming all through the entire
story. Dreams include their capacity inside Tolkien's work; however, to set that, they
are the bigger component through which the Lord of the Rings happens and appears to
repudiate what Tolkien writes in On Fairy Stories. That is, Tolkien "would likewise
bar, or dismiss as out of hand, any story that utilizes the hardware of Dream, the
longing for genuine human rest, to clarify the obvious event of its wonders.” If Lord of
the Rings occurs inside a fantasy of Frodo's, it would corrupt the validity of all that
occurred (JeTh, 2011).

Considering all aspects, what strikes the reader most about the fantasies that
seem disperses all through Tolkien's works is something in accordance with "spans."”
These fantasies, for Tolkien, fill in as frames between the essential reality and the
optional reality, whereby he is the sub-maker. In addition, they fill in as extensions
between two separate focuses on schedule — recall that he decides to compose an
anecdote no time like the present Travel. Further, as it appears, the point in time that is
in the past is likewise on the plane of the auxiliary reality, or reality; they are very

much the same for Tolkien(. Ibid.).

Tolkien generally wants to be an Elf-companion (perhaps mourning the way
that he was not named Alboin). At one point in his imaginative cycle, he "since a long
time ago stops to create (Letters, 231)" and rather hold up until the following piece of
the tales/legends come to him, or uncovers themselves to him. This is a similar cycle
obviously of the fantasies that Alboin and Lowdham examine as their fantasies about
language. Lowdham calls them. Appearances of phonetic apparitions... words, even
periodic expressions, ringing in my ears; both in a dream and waking deliberation.
These three philologists — Tolkien, Alboin, and Lowdham are definitely not simple
occurrences — they have the idea that these old dialects are inseparably restricted with
the legends of the world. Luckily, every one of the three has a preference for the
"disposition™ or "feel" of the dialects they hear, and hence writes them down for the

peruser's advantage. Curiously, Alboin and Lowdham both interpret large numbers of
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similar expressions and etymological goodies although they show up in various stories

(maybe they are similar characters in various stories (JeTh, 2011).

In this way, the fantasies that these characters have are not "simple" dreams,
but instead, they are voices from an earlier time or associations with the optional
reality. Inside The Lord of the Rings, the fantasies are not worried about phonetics;
however, they actually fill in as scaffolds to some other time or a potential place.
Frodo's fantasies are to a great extent prophetic. Otherwise, they do not see the future.
yet what's going on at generally a similar time, however in a better place, for example,
when he longs for Gandalf and his detainment on the White Tower at Isengard.While
in the place of Tom Bombadil, Pippin longs for old Gray Willow, and he hears voices

inside the fantasy of Tom and Goldberry (Ibid.).

Finally, individuals appear to be battling with characterizing or attempting to
abstain from characterizing what is "genuine.” Rather than adventure excessively far
down that way, fantasies-and fairy stories also— are phenomenological genuine.
Although they do not really comprise evident and unmistakable "realities” that can be
demonstrated, they are genuine as they have an impact upon individuals and the world.
Dreams are genuine in that they happen to individuals and individuals can discuss
them, expound on them, and future activities might be impacted by them. Fairy stories
are genuine; it is certain that the greater part of humans can discuss the impacts that
The Lord of the Rings has had on our "genuine” lives. Lowdham indicates this point;
he discusses development "of the significant kind that has obtained an optional
unmistakable overflow of energy and passes from one brain to another”" (JeTh, 2011).
It is as though these etymological dreams were an image that began and ricocheted
from one individual to another and from the father to the child.
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CONCLUSIONS

The dream vision is a gorgeous different form which is used for several
purposes in the Middle Ages. It touches its highest fame in the late medieval period.
Having a wide range of sources, including sources from the Bible to Boethius, dreams
give authors the chance to arrive at strange dominions which bent the rules of time and
space. The flexibility of the instructions which manage the world of dreams means that
the form is used for comfort, advisory literature, spiritual and logical investigations,
courtly comedy, social analysis, or mystical knowledge. In this regard, dream visions

are some of the most charming works of the medieval period.

Medieval poets find the dream a functional means of structuring their writings
as a metaphorical tool. It has many compensations; it ruses and connects the attention
of spectators by engaging to the widespread knowledge and by fascinating its elements
to become psychoanalysts or interpreters. It also permits for the opening of unequal
and actually incompatible substances. Further, it persuades and helps the use of
unforgettable descriptions and allows the writer to disown accountability for what goes
after. In addition, it summons a reliable and imposing ritual of creative thinker
literature and offers a method of dealing with a large variety of subjects, including
heavenly prediction, suggestive quest, political or thoughtful assumption, and
apocalyptic vision. Furthermore, it presents a spot of entrance into the representative
form (occasionally figurative) which is less restraining than the meeting of pragmatist

narrative.

In Tolkien’s narratives, particularly The Lord of the Rings, dreams provide
cautions or device for visions; this is seen during the character of Frodo. Even though
their principle does not essentially influence the story and change the Hobbit's voyage,
they offer a glance into what may occur. Some dreams do turn out to be a truth and
proceedings such as Gandalf’s escape from Orthanc, and the vision of the Undying
Lands turns out to be a piece of the story.

By using themes such as Frodo’s disappearance, Gandalf’s liberation, and the
early histories of Carn Diim and Westernesse in dream systems in The Lord of The
Rings, Tolkien amplifies unity and coherence to the trilogy. This foreshadowing

produces awareness and permits more of the strange powers of the mind to be
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unlocked. The other uses of dreams in The Lord of The Rings donate to the difficulty
and ambiguity the characters sense. The suggestive images often found in dreams add
senses and seriousness to the story. The effects developed by using dreams to
reproduce suspicion and the impression of a perplexing psychological state, in
combination with the foreshadowing of actions, cause the story to take a living form

and color in front of the eyes of the reader.

The use of dream visions in Tolkien's The Lord of the Rings is ambiguous and
perplexing and is full of pictures and implications like any other dream visions. In
some examples, it seems that Tolkien uses dreams to show his characters events
happening in another time and/or a place. However, in other places, it appears to be a
threatening or comfort of something unexpected, and yet others are outside the
enlightenment. From the threatening Mirror of Galadriel to Tolkien’s Great Wave,
dream visions hold an abnormal meaning in Tolkien’s legendarium and are always a
combination of noticeable images and fancy, that is either illuminated elsewhere or not
at all. The dreams visions are his method of letting the reader enter into his mind, thus
permitting them to watch him feel out the story and challenge various paths to

“determine” which one is correct.

Each dream in this heroic work has a meaning, and each takes one of three
universal types; it may compact with ancient times events, and even if the events
portrayed are yet unidentified to the visionary, a dream might also reflect the current
time and convey a character to observe something hundreds of miles away. Finally, a

dream may expose a strange secret code of the upcoming future.

Tolkien is strongly critical of this style of fictional text, accusing it of using
what he calls 'Dream'’s machinery' to generate ' a pleasant image in a disfiguring frame.
The use of dream traditionally adapted in the medieval narrative will be more
reasonable, whereby the hero awakens into dream, giving the ability to open the
hidden eye of the flesh to a clearer vision of the absolute. It is freedom from the

limited view of earthly life to be provided with a better vision.

Tolkien's audiences can dispute that the waking hours of the fellowship are
filled with wonder and adventure, where fewer draw joy and insights from the
subconscious escapades of the protagonists. One might want to clarify how much
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impact dreaming has on the behavior of the central protagonists, how the plot is
formed, and for what reasons the author uses dreams in his novel. For Frodo, the key
dreamer of Tolkien's trilogy is obviously not the association he holds to dream by this
phase. His journey into a dream has gathered as a moment of improved explanation,
that is a consequential association he holds to dream by this phase and being more
completely alive when 'dreaming' rather than when ‘awaking'. The terror of death or
threat is the key feature of Frodo's dream. The figure who peers into its surface is just
the same way as one understands/reads the dream.

Dreams assume a critical part inside the Lord of the Rings. Through dreams,
mythical being companions discover data and direction, while creators and philologists
get bits of the legends and dialects they want to clarify. Tolkien sees dreams as a
possible entrance into the universe of fairy. In book one of the Lord of the Rings,
Frodo envisions Gandalf's break from Orthanc on the rear of Gwaihir seven days
earlier and associations away. A comparable extraordinarily improved impact is
capable when he and Sam use Galadriel's mirror, seeing the fate of their journey and
the contentions across the center earth with which it matches. While Galadriel's mirror
is seen with wonder and doubt as "mythical person enchantment,” Frodo takes no
incredible shock at his vision of Gandalf's rescue: "it was just a fantasy" on learning of
its authenticity "Just a fantasy.” If Frodo can excuse his experience; consequently, does
it suggest that such dreams are surely normal in the center earth? Such an end proposes
that Tolkien sees dreams, even ones of a prophetic sort, as regular wonders, arising
unassisted. However, Bombadil's home is not really the most everyday setting in which
such a fantasy may happen. The peruser can make a few inferences about Tolkien's
assessment of dreams. The majority of dreams are deficient and hard to recall.
However, there are different encounters that empower a lot of more prominent

perceptions inside the fairy world.

Concerning Tolkien's characters, an entrance into genuine dreaming and vision
is accomplished with the assistance of a guide, that is an agent of the fairy. Elendil, a
mythical being companion, serves for Alboin the very job that Galadriel, a genuine Elf,
serves for Frodo and Sam, thus allowing them to look further. The guide does not
instill the limit with respect to dreaming, yet they work with it to such an extent that it

does not look like what one can accomplish normally. Similar to narrating, one cannot
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arrive at the fairy alone; the faery needs to come to you. It appears that the faery
comes to Tolkien. Consequently, it may be less regular than he would have enjoyed.
Generally, Tolkien can just get or recall parts of what he needs, and he needs to
persistently rediscover how things fit together. Tolkien's portrayal that he has always
wanted of his creative interaction consistently relates considerably more to the primary
degree of dreaming, the disappointing openness of clues and scraps going before
obvious dreams. He is getting looks at a language, and a set of experiences, which
needs to work out a large part of the setting for himself. Tolkien would positively be
distressed at the idea that his scholarly hypothesis on an express visionary degree of

dreaming mirrors an individual longing for a greater amount of such encounters.

Tolkien intertwines together dream and reality, and there is no necessity to
wake up. In the real medieval style, the dreams visions are practiced by Frodo and Sam
have revealed them everlasting realism above and outside the realm of individuals.
This awareness and their achievement and sacrifice mark Frodo’s and Sam’s ultimate

reward: the right to cross the Sea to Elven home, the final reality of Middle-earth.

To conclude, in the dream sequence of events, the researcher finds a figurative
model for the interpretation of fancy texts in all purposes. It is first and foremost
throughout sleep that we are made conscious of the continuation of a world that is
beyond our own, which drives and inspires us in the same way that fancy motivates
our mind's eye. Nevertheless, just as we increase our dreams from the substance of
each day while intriguing from them objects enthused by the other an unidentified
nocturnal world, fantasy texts are a multifaceted mixture of the recognizable and

unusual things.
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