
Ghent University 
Faculty of Arts and 
Philosophy 

One Medium to Rule Them All? 

Transmedia Storytelling in The Lord of
The Rings-Franchise  

August 2018

1

Supervisor : Dr. Jasper 
Schelstraete

Paper submitted in  fulfilment 
of the requirements for the 
degree of «Master of Arts in de 
taal- en letterkunde (Nederlands 
- Engels) » by Lisanne Decock



The author and the supervisor(s) give the permission to make this master’s dissertation available for
consultation and for personal use. In the case of any other use, the copyright terms have to be 
respected, in particular with regard to the obligation to state expressly the source when quoting 
results from this master’s dissertation. 

The copyright with regard to the data referred to in this master’s dissertation lies with the 
supervisor(s). Copyright is limited to the matter in which the author has approached and recorded 
the problems of the subject. The author respects the original copyright of the individually quoted 
studies and any accompanying documentation, such as tables and graphs. 

2



ACKNOWLEDGEMENTS

I would like to thank my parents, for letting me choose my path in life and always supporting me no
matter what I chose. I would also like to thank my brothers; Stéphane for introducing me to the 
marvellous world of fantasy literature and tabletop role-play as well as live action role-play, and 
Rémy for introducing me to video games and let’s play-videos. 

I would also like to thank Johnny Lourtioux and Robert van Schaik for their feedback and 
corrections. Without them, this thesis would not have achieved this quality. 

I am also grateful to Renaud Van de Velde who helped me find the tabletop role-playing 
game as well as the free scenarios. 

Finally, I would like to thank my supervisor, dr. Jasper Schelstraete for allowing me to work 
on The Lord of the Rings and always bringing me on the right path when I was lost. 

3



Table of contents 

ACKNOWLEDGEMENTS                                                                                                                     p. 3

TABLE OF CONTENTS                                                                                                                           p. 4

LIST OF TABLES                                                                                                                                     p. 6

0. Prologue                                                                                                                                                     p. 7

1. Introduction                                                                                                                                            p. 8

2. Transmedia storytelling and Jenkins                                                                                                p. 10 

2.1 Definitions and some distinctions                                                                                    p. 10

2.2 The Seven Principles                                                                                                              p. 13

2.3 Transmedia and consumerism                                                                                            p. 17

2.4 The Mothership                                                                                                                      p. 19

3. The five Narrative Devices of the Lord of the Rings-franchise                                                 p. 21

3.1 First narrative device : World                                                                                             p. 22

3.2 Second narrative device : Races                                                                                          p. 29

3.2.1 Hobbits                                                                                                                    p. 30

3.2.1.1 Gollum                                                                                                               p. 31

3.2.2 Elves                                                                                                                          p. 31

3.2.3 Dwarves                                                                                                                 p. 33

3.2.4 Humans                                                                                                                   p. 35

3.2.5 Wizards                                                                                                                   p. 36

3.2.6 Ents                                                                                                                         p. 37

3.2.7 Orcs                                                                                                                           p. 39

3.3 Third narrative device : Magic                                                                                             p. 40

3.4 Fourth narrative device : Languages                                                                                p. 42

3.5 Fifth narrative device : Poems and Songs                                                                      p. 45 

4. The case studies                                                                                                                                     p. 48

4.1 Introduction and methodology                                                                                             p. 48

4.2 Video games                                                                                                                           p. 49

4.2.1 Presentation and transmedia storytelling principles                                     p. 49

4.2.2 The five narrative devices applied to video games                                                                 p. 52

4.3 Fan-made short films                                                                                                             p. 54

4.4 Tabletop Role-play                                                                                                               p. 55

4.4.1 Commercialized tabletop role-playing game                                                  p. 55

4



4.4.2 Fan-made tabletop role-playing scenarios                                                      p. 58

4.5 Remarks                                                                                                                                     p. 60

5. Conclusion                                                                                                                                             p. 62

6. Bibliography                                                                                                                                          p. 65

6.1 Primary Works                                                                                                                       p. 65

6.2 Secondary Works                                                                                                                   p. 69

6.3 Illustrations                                                                                                                              p. 75

7. Tables                                                                                                                                                       p. 76

8. Annexes                                                                                                                                                    p. 86

8.1 Illustrations                                                                                                                              p. 86

Word count: 26.669 words 

5



LIST OF TABLES 

1. The seven principles implemented in the video games

2.1 Schema of the five narrative devices implemented in the video games

2.2 Table of the five narrative devices implemented in the video games

3. The seven principles implemented in the fan-made short films

4.1 Schema of the five narrative devices implemented in the fan-made short films

4.2 Table of the five narrative devices implemented in the fan-made short films

5. The seven principles implemented in the tabletop role-playing game and scenarios

6.1 Schema of the five narrative devices implemented in the tabletop role-playing game and 

scenarios

6.2 Table of the five narrative devices implemented in the tabletop role-playing game and scenarios

6



0. Prologue

I have always had an interest for fairy tales. As for many young children, my father would read 

bedtime stories to me and my twin brother. We had a book collection of fairy tales and it is with 

those books that I learned the difference between goodness (bonté) and beauty (beauté) and many 

other words. Soon I wanted to read more difficult and long books on my own, and having a brother 

eight years older than I, I would turn to him for advice. He recommended me many fantasy books, 

and I read them with gusto. Yet, I did not read The Lord of the Rings before I was eighteen. I knew 

that Tolkien was the father of Fantasy, and knew his influence on nearly every book I read. But still 

I had been told that The Lord of the Rings was lengthy and full of never-ending descriptions, and I 

could not resign myself to read it. Nonetheless, I had not seen the films either. Every time they 

came on television, my father would watch them assiduously but my mind could not focus on them.

When I became eighteen I asked for the French translation of the books as a birthday gift. 

My surprise was great. There were lengthy descriptions, but all were called for and useful. I could 

not stop reading them and once finished, I was finally able to enjoy the films. 

In the meantime I had been introduced to tabletop role-play1 and once again I could see the 

influence of Tolkien on this hobby I grew to enjoy. Also, even though I had never been much of a 

gamer myself, I had often seen my brothers play and I could see the similarities between tabletop 

role-play and fantasy video games. 

When wondering what I would write my master-thesis about, the concept of transmedia 

storytelling came to my attention and the Lord of the Rings franchise seemed to be a perfect case-

study. Since then, I have read all I could find on Tolkien and his work, sometimes loosing myself in 

the density of subjects and scholarly articles. I sincerely hope my love for The Lord of the Rings 

will resonate throughout this thesis and that I will be able to convince you that this franchise is a 

great work of transmedia storytelling. 

1 A role-playing game can be defined as “a recreational activity based on the assumption of roles in a fictional setting
by the participants, where rules are presented for the resolution of tasks and conflicts, and where the participants are
not placed in direct competition to achieve their goals” (Fannon, 87). In the case of a tabletop role-playing game, 
the participants play sitting around a table. 
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1. Introduction

Tolkien’s influence is borderless. According to Brian Attebery, there is a “before” and an 

“after” Tolkien in fantasy literature, as there is a “before” and “after” Jesus Christ. Attebery said 

that “no important work of fantasy written after Tolkien is free of his influence, and many are 

merely halting imitations of his style and substance”  (qtd. in Besson 1). However, Tolkien did not 

invent an entirely new genre. It is clear that he “relies upon the literary tradition of the past” (Evans 

20). He used the “dwarves and elves which were part of fairy tales and myths in Western culture 

[…] but in his stories, their histories were intertwined in a newly fashioned history and geography. 

Their tribes were fleshed out and are made into a bigger, grander fantasy landscape” (Perry, n.pag.). 

Tolkien based himself on his knowledge of the Faerie-world in order to create a world consistent 

with the language he had created (Evans 29).

Nowadays, many authors and editors will avail themselves of Tolkien’s heritage in order to 

sell their novels. Indeed this seems to be a useful selling technique (Besson 2). On the contrary, 

some authors which might claim themselves of Tolkien’s heritage make no reference to his work. 

Indeed, they probably feel that Tolkien’s work is “so ingrained in Western pop culture, so 

influential, that saying something is ‘Tolkien-esque’ […] is too obvious” (Perry, n.pag). 

Tolkien’s influence is also highly present in tabletop role-play. Gary Gygax, the inventor of 

Dungeon and Dragons, most commonly known as D&D, admitted Tolkien’s huge influence on the 

game (Interview with Gary Gygax, TheOneRing.net). Early players remember that there were 

originally Ents and Hobbits in it (see chapter 3.2). Their names were later changed into Treants and 

Halflings, upon request of the Tolkien Estate. However, as for fantasy literature, Tolkien was not the

only one to exert influence on the creation of this particular game.  

Many role-players are also influence by The Lord of the Rings-universe when playing a 

tabletop role-playing game. Even though not all players have read the books, I can without 

hesitation say that all have seen the films and have been at least influenced by Jackson’s 

interpretation of the different races. 

Finally, Tolkien’s work has been groundbreaking in terms of fantasy video games. Perry 

argues that “developers such as BioWare, Black Isle, Blizzard, Obsidian, and other teams have 

created entirely original games grown from the culture put forth from Tolkien's works. Baldur's 

Gate, Everquest, The Elder Scrolls, Neverwinter Nights, World of Warcraft – they're all ground in 

Tolkien's fantasy” (Douglass, n.pag.). In general,  “the RPG fantasy genre grew from a sort of 

“culture”: these games partake of the tropes, mood, and elements of Tolkienesque high fantasy to 
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new ends, characters, and stories” (Dawson, n.pag.). Without Tolkien’s work, all the best-known 

fantasy video games would have been radically different. 

Fantasy literature, tabletop role-play, fantasy videogames; it is clear all must thank part of 

their current state to J.R.R Tolkien. Still, even though there is no denial that Tolkien did have a great

influence on those media in general, one could wonder whether the books or the films have had the 

biggest influence on The Lord of the Rings-franchise itself. As said before, all role-players have 

seen Peter Jackson’s The Lord of the Rings-trilogy, but little have read the books. And even though 

the fantasy video games could not have existed without Tolkien’s writings, there is no denying that 

most The Lord of the Rings-video games came out after the film’s release. The films also produced a

variety of by-products such as The Lord of the Rings-monopoly, figurines, Gollum-shaped plush-

toys, latex-swords, etc., which the books did not. It seems that the films are the ones which started a

case of transmedia storytelling and branding. Therefore, the mothership would also be the films. 

However, without Tolkien and the books, there would not have been a Lord of the Rings, aka 

Sauron, nor a Gollum, in the first place. Then, what is the mothership of this franchise? The books 

or the films? Or both?

Another question also rises: can we consider the fan-made production to be as good as the 

commercialized by-products? And what could we mean by “good”? It is a rather subjective concept 

which requires some kind of rating. 

This paper will first introduce the concept of transmedia storytelling, with its seven concepts 

according to Jenkins, the importance of commercialization and consumerism, and the concept of 

mothership. 

Thereafter, it will present five narrative devices present in both The Lord of the Rings-books 

and films, which allow the reader/viewer to immerse himself in the transmedia story which is The 

Lord of the Rings-franchise.

Finally, those five narrative devices will be tested on several by-products, some 

commercialized as well as some fan-produced. Those by-products are four video games (Lord of 

the Rings Online, The Fellowship of the Ring, The Return of the King, and The Third Age), two fan-

made short films (The Hunt for Gollum and Born of Hope), one marketed tabletop role-playing 

corebook and its extension (The Lord of the Rings Roleplaying Game Corebook, and The 

Fellowship of the Ring Sourcebook, by Decipher), and five fan-made, free of use, tabletop role-

playing scenarios.
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Although other narrative techniques exist, as well as other possible narrative devices, space 

constraints do not permit an exhaustive analysis. Therefore, this thesis limits its scope to these five 

narrative devices, which were carefully selected to represent the wide range. The five narrative 

devices will help us rate the by-products. If the commercialized by-products are more respectful of 

the created world and narrative than the fan-made by-products, it would be a first step towards 

arguing that the commercialized by-products deserve to have more authority in the franchise than 

the fan-made creations. However, if the fan-made by-products are as good, or even better in 

displaying the five narrative devices, they should be fully recognized as part and parcel of the 

franchise. 

2. Transmedia storytelling and Jenkins

2.1 Definitions and some distinctions

This paper will draw on the principles of transmedia storytelling as coined by Henry Jenkins on his 

blog, HenryJenkins.org. Henry Jenkins is one of the first theoreticians to have reflected on 

transmedia storytelling and therefore has become an expert in the field. According to him, 

transmedia storytelling theory attempts to “grasp a significant shift in the underlying logic of 

commercial entertainment, one which has both commercial and aesthetic potentials we are still 

trying to understand, one which has to do with the interplay between different media systems and 

delivery platforms” (“Revenge Seven Principles”, 12 Dec. 2009, emphasis added). Notably, 

transmedia storytelling is in its core connected with commercial entertainment. Although Jenkins 

realised that fan-made productions are an important part of transmedia storytelling and the 

evolution of his thoughts can be seen on his blog, he still seems to be mostly interested in 

transmedia storytelling from the producers point of view. The most well-known type of fan-

production is fan-fiction but others exist, as fan-made videos and fan-made scenarios for tabletop 

role-play. This paper will analyse both commercial and free productions of transmedia storytelling. 

In order to do such, Jenkins’ seven principles of transmedia storytelling will be applied to our case 

studies. These principles will be explained later in the next chapter. First, we must define and 

delimit the scope of transmedia storytelling. Therefore we will comment on three aspects of the 

transmedia theory: transmedia storytelling versus multimedia storytelling, transmedia storytelling 

versus transmedia branding, and adaptation versus expansion. 

According to Jenkins, “transmedia storytelling represents a process where integral elements of a 

fiction get dispersed systematically across multiple delivery channels for the purpose of creating a 
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unified and coordinated entertainment experience. Ideally, each medium makes its own unique 

contribution to the unfolding of the story" (ibid.). 

A distinction then needs to be made between transmedia and multimedia. On the one hand, 

multimedia is the “integration of multiple modes of expression within a single application” 

(Jenkins, 21 June 2010). Jenkins gives the example of an educational cd-rom that combines text, 

photographs, sound files and videos. Another example might be the multimedia short-story 

Inanimate Alice (InanimateAlice.com) which combines texts, pictures, videos, music, and sound 

files. On the other hand, “transmedia is the dispersal of those same [integral] elements across 

multiple platforms” (ibid.). Jenkins gives the use of the web to extend or annotate television content

as an example. A concrete case is the Discover Westworld website (discoverwestworld.com) based 

on the series by the same name. The website presents itself as the website of the park and allows 

visitors to book a room in one of the park hotels. By simply visiting the website, the viewer 

becomes a participant in the series trying to book his access to the park and thereby finds his 

immersion into the world extended. The role of the viewer will be different depending on whether 

he experiences a multimedia story or a transmedia story. With a multimedia story, the viewer is 

more passive as he receives the integral elements of a fiction through one application, a cd or a 

website, and is not required to look for those elements across different media. With a transmedia 

story, the viewer must become an active seeker of all the elements of a fiction across several media. 

As Jenkins puts it: “consumers become hunters and gatherers moving back across the various 

narratives trying to stitch together a coherent picture from the dispersed information” (Jenkins, 21 

March 2007). The possibility exists that the viewer will never gather all the content (Jenkins, 21 

June 2010).

Jenkins makes another distinction between transmedia storytelling and transmedia branding. 

Transmedia storytelling includes all elements that expand the fan’s knowledge about a transmedia 

franchise. In the Lord of the Rings franchise, video games like The Third Age or The Return of the 

King, both published by EA, are examples of transmedia storytelling, as playing them expands the 

gamers’ knowledge of the world, providing they have previous knowledge of it, acquired through 

other games or media. Transmedia branding includes elements which have limited contribution to 

the understanding of the world, as Kellogg’s Star Wars breakfast cereals (Jenkins,“Revenge Seven 

Principles”, 12 Dec. 2009). 

However, I would like to argue that the division between these those concepts is not entirely 

clear cut. Consider, for example, toys like latex-swords or figurines. Some might say those toys are 

simple commodities to exploit the markets. However, toys are “evocative objects that shape the 
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imagination in particular ways. They are authoring tools that grant to the purchaser the right to retell

and extend the story that they saw on the screen” (Jenkins, 14 Dec. 2017). Then, even breakfast 

cereals can activate a child’s imagination and allow him to extend his knowledge of a particular 

world. In theory, the distinction between transmedia storytelling and transmedia branding seems 

relevant, nevertheless, both concepts seem to be interchangeable in practice.  

Finally, Jenkins makes a last distinction between adaptations and extensions, both of which are 

encountered in transmedia storytelling. An adaptation “reproduces the original narratives with 

minimum changes into a new medium and is essentially redundant to the original work” 

(Jenkins,“Revenge Seven Principles”, 12 Dec. 2009). An extension “expands our understanding of 

the original by introducing new elements into the fiction” (ibid.). 

Again, the frontier between the distinctions is very thin. Indeed, a perfect adaptation of a 

work does not exist, as it would signify being a mere copy of the original. In every case the 

adaptation will bring some new insight on the original work. If an adaptation is faithful to the 

original, it will, through its unique media, emphasize an aspect that is present in the original work, 

but less visible. Consider for example the childish looks of Frodo and his friends which are 

emphasized in the films. In the case of a bad adaptation2, the new product will also bring some 

insights to the original work as it will add or change some elements from the original oeuvre. The 

question is then whether those changes or additions should be considered as an extension of the 

canon or simply dismissed as irrelevant to the canon. Both the adaptation and the extension expand 

the understanding of the original work. Still, some distinction may be perceived by considering the 

author’s intentions. If the author intends to create an adaptation, his work might be called so. If the 

author intends to create an expansion, then the result can be qualified as such. 

In concrete terms, transmedia storytelling is a process where elements of a fiction are spread across 

a newly created world, through multiple media, for a commercial purpose or as a free entertainment 

created by fans. The commercial by-products result in the canon, whereas the fan-made productions

result in the fanon (see chapter 2.3). The fiction can undergo an adaptation or be given an 

expansion. We can also define transmedia storytelling by what it is not, such as multimedia 

storytelling. To go further in the comprehension of transmedia storytelling, Jenkins developed seven

principles which will be explained in the next chapter. 

2 Finding an adaptation bad is of course a subjective notion and depends on the way the original work was 
interpreted. In the case of the Lord of the Rings films adaptations, one might have read the books as an historical 
story, and therefore consider the film bad because it displays lots of magic. However, one might also read it as a 
fantasy story, and therefore find the adaptations good.  
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2.2 The Seven Principles

On his blog, Jenkins has coined seven principles of transmedia storytelling which were formed 

through discussions Jenkins had within his storytelling and entertainment class at the University of 

Southern California before 2008. Those principles are always to be found in a transmedia franchise 

and therefore, if all the principles are present, they can be seen as indicators of a transmedia 

storytelling-franchise. 

The first principle is “spreadability vs drillability”. Jenkins defines spreadability as “the capacity of 

the public to engage actively in the circulation of media content through social networks and in the 

process expand its economic value and cultural worth” (“Revenge Seven Principles”, 12 Dec. 

2009). Drillability refers to the capacity of a consumer to dig deeper into a franchise in order to get 

the best and fullest understanding of a narrative or world (ibid.). While spreadability can be 

understood as a horizontal process where a maximum of people are sharing their interest for a 

certain franchise, drillability can be understood as a vertical process which is only undertaken by 

the most hardcore fans. Drillability is “a vertical descent into a text’s complexity” (ibid.).  

Even if there is no arguing that those two notions are indeed present in transmedia 

storytelling, some remarks are in order. First, Jenkins presents the two concepts as opposites. 

According to him, some transmedia franchises will give a higher importance to the drillable 

experience, whereas other franchises will prefer to expand the spreadable experience. However, I 

believe a good transmedia franchise should be able to propose both experiences to their fans. This is

why the two concepts should not be presented as opposites but rather as different sides of the same 

coin, complementing each other. 

Second, the definition of drillability is quite an issue. Jenkins argues that one fan can have a 

total knowledge of a narrative or world by researching everything there is to know about that 

franchise. This means that there is only one interpretation of a narrative, which is dictated by the 

author(s), and that the reader’s subjectivity has no impact on the way a franchise can be understood.

However, as the schema theory as shown, our world-knowledge is organized around activity and 

action in schemata. Semino argues that “comprehension crucially depends on the availability and 

activation of relevant prior knowledge. In other words, we make sense of new experiences – and of 

texts in particular – by relating the current input to existing mental representations of entities and 

situations that we have experience in the past” (82). Namely, the reader’s/viewer’s comprehension 

of a franchise will depend on what schemata he has acquired throughout his life and experiences (as
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well as his readings and viewings). Even simpler, a person’s subjectivity will influence his 

understanding of a franchise. Accordingly, there is no best nor fullest understanding of a narrative, 

as the subjectivity of each influences the comprehension. Louis Menand gives a great example of 

this and explains how, when seeing The Fellowship of the Ring, he was surprised to see so many 

action scenes. He had read the books as a kind of historical novel and did not remember so much 

action. The fourteen year old he went to see the film with had read the books as a fantasy adventure 

novel, and therefore was not shocked by the magic nor the fights (qtd in Thompson, 47). Both used 

their own subjectivity and therefore held different interpretations. 

The second concept is “continuity vs multiplicity”. Continuity refers to the way in which a franchise

seeks to construct a sense of constancy between the different products of the franchise. The whole 

must be coherent and free of contradicting elements, in order to ensure the maximum plausibility 

among the extensions. Jenkins argues that “many hardcore fans see this kind of ‘continuity’ as the 

real pay-off for their investment of time and energy in collecting the scattered bits and assembling 

them into a meaningful whole” (“Revenge Seven Principles”, 12 Dec. 2009). Other franchises will 

develop a sense of multiplicity,  the products of which should be understood as different possible 

time-lines or parallel worlds. The concept of multiplicity gives more freedom, as it allows fans and 

official producers to develop another story, in parallel to the original, which is more appropriate to 

their own needs. Jenkins also stresses the importance of the concept “multiplicity” as it provides a 

solution to the fan-fiction problem. Fan-fictions are unauthorized extensions of the understanding of

the franchise’s world and characters, and, according to Jenkins, are always happening in a parallel 

world to the original story. As Jenkins says: “Fan fiction can be experienced by producers as a 

threat, something which may disrupt the coherence of their unfolding story, but when we embrace a 

logic of multiplicity, they simply become one version among many which may offer us interesting 

insight into who these characters are and what motivates their behavior” (ibid.). 

Again, we could argue that Jenkins views his concepts too much as opposites, and not 

enough as being complementary. An example of franchise maintining both continuity and 

multiplicity is the Captain America-franchise developed by Marvel. While most Captain America 

series shows the traditional story of Captain America fighting the Nazis, in the Captain America: 

Steve Rogers-series, Steve Roger is actually masterminded by the Red Skull, and becomes a 

member of HYDRA, which he customarily fights. 

Also, Jenkins notably seems to understand fan-fiction as only new retellings of an original 

story, and not as stories developing the original content, as with the fan-made short films, which 

will be discussed in chapter 4.3. 
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The third concept is “immersion vs extractability”. Even though both concepts are, again,  presented

as opposites, I believe a good franchise allows the consumer to experience both. Immersion is “the 

ability of consumers to enter into fictional worlds” (Jenkins, “Remaining Four Principles”, 12 Dec. 

2009.). According to Jenkins, immersion is the driving force behind the creation of the cinema. 

David Bordwell argues in an interview with Jenkins that “film viewing is [already] an active, 

participatory experience as it requires concentration, memory, anticipation, and a host of story-

understanding skills. […] More complicated stories demand that we play a sort of mental game with

the film” (qtd in Jenkins, 13 Sep. 2009). However, we will see that many other media nowadays 

allow an even higher form of immersion than the cinema. The counterpart to immersion is 

extractability, meaning that a consumer has the possibility to take something from the story with 

him in his everyday life. An example for this might be Arwen’s necklace that she gives to Aragorn, 

which is purchasable on Amazon.                

          

The fourth concept is “worldbuilding”. This concept may be the most explicit one. The author of 

any transmedia franchise should not focus on a character or a story but on a world which allows 

several characters and stories to be developed. Jenkins gives as example the Wizard of Oz books by 

L. Frank Baum, but The World of Narnia franchise and, of course, the Lord of the Rings franchise 

are perfect examples of this concept, as will be shown further in chapter 3.1. As Jenkins points out, 

“the concept of world building is closely linked to what Janet Murray has called the “encyclopedic” 

impulse behind contemporary interactive fictions” (“Remaining Four Principles”, 12 Dec. 2009). 

This encyclopedic impulse is visible in the consumer’s desire to create maps and charts of all the 

information present in a franchise. Many fantasy novels nowadays have a map of their world at the 

beginning or end of the book, as does all three books of The Lord of the Rings. It might even be 

argued that maps have become part of the fantasy genre. Authors use them to legitimize their 

created world and readers expect their presence. 

The fifth concept is “seriality”. A narrative arc can be broken into multiple distinct chunks and 

spread across multiple media systems. This is not a new concept, Charles Dickens already did this 

in the 19th century. He published his stories in instalments and some of his work was dramatized, 

therefore becoming a transmedia story. In light of Dickens’ work, transmedia storytelling is not a 

recent phenomenon, even though the discourse of it is. 

Jenkins seems to be torn between two sub-concepts of seriality, that is, the cliffhanger and 

the non-linear nature of transmedia. On the one hand, a good serial implies cliffhangers, “a moment 
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of rupture where one text ends and closure where one text bleeds into the next, creating a strong 

enigma which drives the reader to continue to consume the story” (ibid.). This implies a linear 

continuity, where a story X stops and only story X+1 can be read in order to form a coherent whole. 

On the other hand, Jenkins also advocates the concept of seriality as a non-linear one, where the 

consumer can choose to start with which ever media he chooses to, and in no particular order. This 

is of course incompatible with the previous “cliffhanger” sub-concept. Nonetheless, this does not 

undermine the importance of this concept, as both cliffhangers and non-linear elements do indeed 

appear in franchises. 

The sixth concept is “subjectivity”. Transmedia allows the consumer to gather several perspectives 

of the same narrative event by showing “the experiences and perspectives of secondary characters” 

(ibid.). An example might be a retelling of the Fellowship of the Ring, told by Bill the pony. 

However, the concept arguably goes further, as the subjectivity of the consumers and producers 

becomes of utter importance. Due to the appearance of online forums, all consumers can give their 

opinion on a story and share what they believe is the right interpretation. Never before has the 

consumer had so much input in the stories. This phenomenon is also present in let’s play videos; 

videos where a gamer gives some commentaries on a game he is playing while filming it. 

Finally, the last concept of transmedia is “performance”. This is the ability of some fans to create 

performances that can eventually become part of the franchise. Some performances are invited by 

the creators of a franchise, and are called cultural activators. An example is the photo found in the 

Westworld park in the series of the same name, which causes Peter Abernathy to break loose. Fans 

have traced back this photo posted by someone called Erik von Weber to an image bank (Getty 

Images). This man had also posted some photos connected to the Wild West, futuristic technology, 

and a picture of a red Samurai, whose armour is very alike those we can see in season 1. All those 

photos have led to several theories which are heavily discussed on forums and keep the hype for the

series alive.  

Some performances are not invited by the creators and result from the fan’s dual feelings 

towards a franchise. Fans hesitate between fascination and frustration. If they were not fascinated 

by a story, they would not continue to engage with it. However, if they did not feel some frustration,

they would not feel the need to write new content. The frustration comes from the feeling that the 

franchise does not exploit its potential to the fullest (Jenkins, 27 Sep. 2006). However, I would like 

to add other reasons for fans to create new content: to honour the author of a franchise, and to share 

their fandom with others. Fans might experience the need to make something concrete, as a fan-
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made short film or a fan-fiction, as a tribute to an author they admire. This is the case with the fan-

made films discussed in chapter 4.3. Fans might also feel the need to communicate their interest 

with newcomers to a fandom differently than merely by posting theories on social media (cf 

“spreadability”). This might be through creating fan-fictions or scenarios for tabletop role-play as 

will be examined in chapter 4.4.2. 

These seven concepts might not be exhaustive and Jenkins himself has rethought his 

concepts at least once, as the article Transmedia Education: The Seven principles Revisited (2010) 

shows us. However, they are a good starting point for thinking about transmedia storytelling.    

In this paper, the principle of immersion will be the most solicited. Indeed, this dissertation 

tries to understand which narrative devices combine to create immersion in the Lord of the Rings-

franchise. However, throughout the case studies, other principles will also be applied. 

2.3 Transmedia and consumerism

As seen in the previous chapter, Jenkins pays a particular attention to framing the users of 

transmedia franchises as “consumers”. Many theoreticians believe that transmedia storytelling 

emerges together with the industrialisation at the beginning of the 20th century (David Bordwell 

2009, Matthew Freeman 2017). Even though Matthew Freeman agrees that transmedia has a history

which traces back to the Odyssey, he also stresses the importance of new forms of mass production 

technology in developing transmedia storytelling as we know it today. Transmedia storytelling 

“operates on the basis that audiences will gain both a richer and fuller understanding of a given 

story if they consume more of its media texts” (Matthew Freeman qtd in Jenkins, 17 Jan. 2017). 

Only in times of mass-production can one produce goods on a scale large enough to develop a 

massive interest in by-products, which are fundamental to transmedia. As noted above, toys, 

figurines and games enable the consumers to have a never-ending interest in a franchise. They grant

the purchaser the possibility to retell a story and thereby extending his personal knowledge of a 

franchise. Although an understanding of these phenomena as mere by-products may be tempting, 

they sometimes are essential for the development of a transmedia story. In the case of the Star Wars 

franchise, 

“George Lucas [waved] his normal fees as director in favour of a percentage on the 

gross from ancillary products. Because the ancillary products became so central to his 

revenues they became central to his interest in the stories. This arrangement created a 

strong incentive for those pieces – the comics, the toys, the novelizations, and so forth –
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to be more fully incorporated into the story system of Star Wars” (Jenkins, 14 Dec. 

2017).  

This shows that, as Jenkins has experienced it, it is difficult to “separate the creative and 

commercial motivations of transmedia entertainment” (Jenkins, 10 Sep. 2009).

Assuming that transmedia is fundamentally linked to industrialization and capitalism, the question 

arises how we should consider the fan-made productions. Jenkins emphasizes the importance of 

consumer culture but he also stresses the relevance of the fan’s participation in his seventh core 

concept: performance. The fans create “their own culture — fan fiction, artwork, costumes, music, 

and videos — from content appropriated from mass media, reshaping it to serve their own needs 

and interests” (Jenkins, 19 June 2006). The sole liberty for the fans would then be the choice to buy 

whichever product they prefer and to connect the pieces as a puzzle to obtain a fuller and personal 

image of the franchise. And if ever the fan would choose to create a new piece to the puzzle, it 

would not be one for the original puzzle, but rather for another puzzle on the same theme as the 

original. According to Jenkins, fans do not expand the seriality of a franchise but rather create a 

multiplicity. Still this seems to be an oversimplified image of the fan-productions, especially for 

someone who calls himself an acafan (understand: an academic who tries to reconcile fandom and 

academic life). Jenkins therefore uses the term “participatory culture”. Participatory cultures 

involve fans acting not only as consumers but also as producers. However, they recognize that what 

they produce do not belong to the canon (the original text) but rather to the fanon (“the works 

produced by other fans which may or may not be constraining on subsequent interpretations” 

(Jenkins, 27 Sep. 2006)). It seems that participatory culture appears where there is already some 

base of commercial transmedia storytelling. This reconciles fandom and commercialization, 

however, it also gives the impression that the fandom is derived from commercialization, and 

therefore a secondary genre to transmedia storytelling. 

One issue is still not solved however: fan creations can be linear and therefore part of the 

same time-line as the original narrative. This clarification is important as the case will present itself 

when we will discuss two fan-made videos (The Hunt for Gollum and Born of Hope) and several 

fan-made tabletop role-play scenarios. 
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2.4 The Mothership

Since he is an avowed Trekkie (Star Trek fan), it is no wonder Jenkins uses the term mothership. A 

mothership is a ship providing facilities and supplies for a number of small vessels (Collins English 

Dictionary, 10th edition). In transmedia theory, a mothership is the primary work which anchors the 

franchise, and on which the by-products are based. This origin might be textual (novels and comics)

or visual (films, stage plays, and cartoons). However, in many interviews with other transmedia 

theoreticians on Henry Jenkins’ blog, the mothership always seems to be the films. In his response 

to David Bordwell (13 Sep. 2009), both men solely focus on franchises based on Hollywood films 

like The Matrix and Star Wars. This is by no means surprising. Jenkins reflects on the origin of 

transmedia storytelling, and says that it starts with the rise in industrialisation at the beginning of 

the 20th century, which coincided with the ascent of Hollywood. As highlighted in chapter 2.2, 

cinema used to provide the most immersive experience to the consumers. Still, Hollywood proved 

to be most resistant to transmedia practices. As Matthew Freeman puts it: “whereas some media 

forms – namely, comics – greatly afforded transmedia storytelling in the past, the cinema almost 

consistently militated against the telling of stories across multiple media” (qtd in Jenkins, 24 Jan. 

2017). Hollywood studios were used to produce and distribute their production independently, each 

company having its own studios and projection-rooms. Matthew Freeman explains that “without a 

regulatory influence forcing different media industries to work together, it was much more difficult 

for creative personnel to author storyworlds that crossed in and out of the cinema” (ibid.).

In order to survive, the Hollywood studios were forced to develop a transmedia attitude and 

sell toys, posters, comic strips and the like. Even in the case of the Land of Oz franchise, which 

started with the books by L Frank Baum, Baum himself felt the need to develop his stories into 

films, and to sell by-products (printed maps, posters, reviews, competitions, faux newspapers, etc.) 

(Matthew Freeman, qtd in Jenkins, 24 Jan 2017). It seems then, that the “mothership” to the most 

successful franchises are the films, raising the question whether the mothership nowadays of The 

Lord of the Rings is the books or the films by Peter Jackson. We know from Tolkien’s personal 

letters that he found his work “unsuitable for dramatic or semi-dramatic representation” (Letter no. 

194). However negotiations were held in 1958 with an American film company to sell the rights to 

the film. Even though Tolkien did not appreciate the synopsis which was sent to him and written by 

Morton Zimmerman, he was not completely closed to the idea, especially for financial reasons 

(Letter no. 207). During his lifetime, the BBC would adapt the story into a radio dramatization. 

Still, it is only in 1978 that the first goodies (toys, calenders, etc) made their appearance with the 

release of Bakshi’s film animation. 
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The films released by Jackson have had the biggest impact on the Lord of the Rings fan 

community. Whereas many fans were waiting for the adaptation and had high expectations, others 

were more afraid of the damage the films would do. Michael Martinez rightly predicted that “in 

addition to the official Tolkien-related merchandise, there [would] be the knockoff and competitor 

merchandise” (“Can Middle-earth survive the commercialization?”, n.pag.). A new generation was 

going to be introduced to Middle-earth by the films, and not all of them would go on and read the 

books. This created a division in the fan community. Still, many fans and academics also discovered

the books after having seen the films (Lianne McLarty 173, Ernest Mathijs 63). 

What is currently the mothership of the Lord of the Rings franchise? Following Jenkins’ 

reasoning, we might be tempted to say that the film-adaptions by Peter Jackson are the current 

mothership, as they are the most recent and are the source of most of the by-products. If so, can the 

mothership of a franchise change overtime? And what about the fan’s subjectivity? 

If the mothership of a franchise can be identified by the number of goodies and by-products 

it produces, then, at some point, Bakshi’s film animation must have been the mothership for the 

Lord of the Rings-franchise. Indeed, the pictures from the animation were used to produce toys and 

calenders (see annex), and they were the first goodies ever to be produced for the franchise. This 

also means that in the future, the mothership for this franchise might change. On 13 November 

2017, Amazon has announced acquiring the rights to produce a The Lord of the Rings-series. The 

eventuality of producing a series had been discussed before by HBO, Netflix, Hulu, and Amazon, 

but the latter finally succeeded in acquiring the rights. Amazon has already announced that it will 

produce five seasons, and the first one will reportedly focus on Aragorn’s youth. No doubt that 

Amazon will use the series to develop by-products, and if the series becomes successful, it might 

even overshadow Peter Jackson’s trilogy. 

The second remark that must be made is about the importance of the fan’s subjectivity. 

Although a series of books or films might provide the official mothership of a franchise, fans might 

not experience them as being the mothership. It all depends on the medium through which a person 

discovers the franchise. One might not be familiar with the books nor the films, but discover a 

franchise through tabletop role-play or video games. In this case, the person would probably for 

ever consider them the origin of their personal knowledge, thereby calling that medium the 

mothership.

In this paper, we will firstly concentrate on the traditionally considered motherships of The 

Lord of the Rings-franchise, that is the books by Tolkien and the films by Peter Jackson. They will 

20



be analysed as a whole, as well as separately, to understand which narrative devices allow 

immersion into this particular franchise.

Second, several by-products of the franchise will be analysed according to Jenkin’s 

transmedia theory and the five narrative devices. We will consider whether or not all five narrative 

devices are to be found in the by-products, and whether one mothership has more influence than the

other. This will also help to assert whether commercialized by-products are more respectful of the 

motherships than fan-made production, or whether they are on equal footing and therefore deserve 

to be respected equally. 

3. The five Narrative Devices of The Lord of The Rings-franchise

One of the main goals of this paper is to explore which narrative devices combine to create 

immersion in The Lord of the Rings-franchise. Five narrative devices have been chosen according to

their rare characteristics that are solely to be found in Middle-earth3. The five narrative devices are 

World, Races, Language, Magic, and Poetry and Songs. All those devices are interconnected. For 

example, Elves (Races), live in Elf-realms (World), and speak different forms of Elvish (Language).

They use their language to sing songs (Poetry and Songs), and sometimes their language also seems

to carry some form of magic (Magic).

The first four narrative devices (World, Races, Languages, and Magic) are inherent 

characteristics of Middle-earth. The last narrative device, Poetry and Songs, is more a narrative 

technique than an inherent characteristic. However, as we will see, this device has often been 

considered as a fundamental element for immersion in Middle-earth, both for the books and for the 

films, even though they address this narrative device a bit differently. 

Of course, all narratives take place in a world inhabited by some populations, speaking some

language, and eventually performing some kind of magic, and the narrative can be expanded 

through poems and songs. Nonetheless, those five narrative devices and their concrete forms in The

Lord of the Rings-franchise are unique to the narrative and can solely be used to tell a story in 

Middle-earth, at the time of the War of the Ring. Because their forms are so recognizable, they 

allow the reader/viewer to be immersed in the narrative without any doubt about which world he is 

being immersed in.

3 This means that those characteristics could also be applied to The Hobbit-franchise, or The Silmarillon. However, 
the emphasize has been put to explain the five narrative devices as they exist at the time of the War of the Ring, 
especially for the World device. Therefore, if we consider the narrative devices simultaneously, there should be no 
hesitation whether or not we are working with The Lord of the Rings-franchise. 
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All devices will be analysed according to the materials that The Lord of the Ring-books (as 

well as the appendices at the end of The Return of the King-book), and Jackson’s extended version 

of the films provide. Sometimes the information about the devices will be expanded according to 

knowledge that Tolkien’s personal letters can provide. 

3.1 First narrative device: World

Tolkien started experimenting with Elvish languages when he was twelve years old. Once satisfied, 

he needed a place to put these languages to use. For him “the invention of languages is the 

foundation. The 'stones' were made rather to provide a world for the languages than the reverse.” 

(Letter no. 165). Language was the driving force behind the creation of The Silmarillon, which 

contains the mythology of Middle-earth, and from there The Hobbit and The Lord of the Rings came

to life. However the creation of the languages preceded the world, this does not mean that Tolkien 

hasn’t given all his thoughts to the flora and the different realms of Middle-earth.  

Tolkien re-imagined an entire planet, which contrary to common belief is not called Middle-

earth but rather Arda. Middle-earth itself is a continent, which is not unlike the world we live in. 

Rather, the name Middle-earth comes from the Old English and was a name for the inhabited lands 

of “Men between the seas” (Letter no. 165). We should understand Middle-earth as our own 

European continent. Tolkien explains in his appendix “On Translation”, that he is not the inventor 

of the story of the One Ring, but rather a mere translator of Biblo’s Red Book which had come into 

his hands. Already in The Fellowship of the Ring-book, Tolkien hints us to understand that Middle-

earth is located on the same earth as in the Primary World4. While spending the night at the 

Prancing Pony, Frodo looks at the sky and sees a star called The Sickle. Tolkien provides us with a 

footnote indexing that the Sickle is the Hobbit name for the Plough or Great Bear. Not only the stars

are the same as ours, but also the length of the days and seasons are the same as in the Northern 

Hemisphere. This allows the readers to feel more confident with this new world and therefore to 

have a better immersion in it.   

Nature in Middle-earth at the time of the War of the Ring is both familiar and alien for the readers. 

Most of Middle-earth is covered with forests, even though some places have been made barren, like 

the Dead Marshes or the region around the Black Gate. The abundance of forests in Middle-earth 

4 Tolkien makes a distinction between the Primary World in which we live in, and the Secondary World which is the 
result of a writer’s creation. 
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might be a reflection of Tolkien’s own love for trees (Letter no. 165). This love led him to invent 

new species to cover Middle-earth, especially in the regions inhabited by Elves. Examples of new 

plants and trees are Mellorn-trees (pl. Mellyrn), Elanor and Niphredil flowers, and Athelas which is 

also called kingsfoil and has a great importance for the narrative. 

In addition to hosting new species, the nature in Middle-earth also has the property of being 

alive and personified. This is most apparent in the character of Tom Bombadil which is some kind 

of nature-god. However, also more genuine natural elements have their own will, personality, and 

the ability to communicate. In The Two Towers, book and film, Legolas tells Gimli that Fangorn, a 

forest, is very old and full of memory. Elves are able to communicate with trees, as the “old Elves” 

(II, 610), as Treebeard calls them, wished to talk to them and learned them to speak. Even the sky is 

able to communicate. Indeed, the morning before going into Fangorn, Legolas reads the sky and 

senses that blood has been spilled, as the dawn is red. The natural world is warning Legolas, Gimli, 

and Aragorn that the Uruk-hai have been slaughtered and that their tracking is coming to an end. 

Brisbois argues that “Legolas is not interacting with folk superstition, instead the rising of a red sun 

literally means what Legolas says; there are strange things (clues) waiting for them at the foot of the

forest, and some danger awaits” (206). In those cases, nature apparently wants to help the 

Fellowship, but there are also times when the nature becomes a hindrance. It appears that all good 

races of Middle-earth experience nature that is not contained by civilization as dangerous (Brisbois 

203). This is partly reasonable, as there are indeed dangerous natural elements and places, such as 

Old Man Willow in the Old Forest, the Mount Caradhras, the Barrow-downs, and the Dead-

Marshes.  

Besides the natural spaces of Middle-earth, the continent can also be separated into five types of 

habitation: the cities of Hobbits, the cities of Orcs, the cities of Men, the cities of Elves, and the 

cities of Dwarves. 

The Hobbits “live in a relationship of stewardship with nature” in the Shire (Brisbois 203). 

The Shire is traditionally seen has an authentic, plain, English countryside, with farms, water-mills, 

pastoral bridges, gardens, and Hobbit-holes (Smials) with round doors and windows for the affluent 

families. The films also sketches the Shire in such fashion. Steven Woodward and Kostis Kourelis 

argue that “[all] that is associated with the innocence of the Shire is depicted in the language of 

British vernacular – rustic walls, wooden paneling – which evokes comfort and domesticity” (198-

199). 

Before the War of the Ring, the Shire had been static and unaware of the dangers that 

threatened her. When encountering Elves for the first time, Frodo learns that the Shire has always 
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been protected by Rangers but that it is now under threat. The danger threatening the Shire is the 

advance of industry. Indeed, all that is bad and dangerous in The Lord of the Rings is associated 

with manufactures and black engines, which happen to be found where the enemies such as Sauron, 

Saruman, and the Orcs, reside. 

Even though the Hobbits are stewards of nature, and therefore have the upper-hand on it, 

they still respect it and pursue harmonious coexistence. To the contrary, Sauron and Saruman use 

nature for their own ends, and do not hesitate to destroy it. Not only are they surrounded by metal 

and manufactures, their attitude is industrial as well. Saruman is said to have “a mind of metal and 

wheels; and he does not care for growing things, except as far as they serve him for the moment” 

(II, 616), and in the second film, he promises that “the old world will burn in the fires of industry”. 

Saruman has turned Isengard into a factory, such has Barad-dûr (II, 724).

 Tolkien hated the advance of industry and its consequence on the landscapes (Letter no. 

213). In his books, Saruman’s mind of metal and wheels is a representation of the advance of 

industry across the rural Midlands. In Tolkien’s time, Europe went from an agrarian society which 

believed in myths and legends to an industrial society which had stopped dreaming about Faërie. In 

the films however, Saruman and Sauron do not represent the advance of industry, as the developed 

countries have long gone from an industrial society to a service sector which no longer produces 

material goods but information. The forges of Isengard and Barad-dûr rather represents “the new 

[world] of information technologies” (Cubitt 76). 

In terms of architecture, Tolkien’s Isengard is a circular stone-wall surrounding a broad 

plain, with in its centre the Tower of Orthanc. Isengard has only one gate, which faces south. It is 

situated at the north-western corner of the Southern Kingdom of Gondor. Under Saruman, the valley

around Isengard “has become a wilderness of weeds and thorns”(II, 722). There are no trees left 

alive, and the only proof that a forest once existed is through the “stumps of ancient groves”. The 

roads to Orthanc are “paved with stone-flags, dark and hard; and besides their borders instead of 

trees there marched long lines of pillars, some of marble, some of copper and of iron, joined by 

heavy chains” (II, 723). On the circular stone-wall, there are “many houses […], chambers, halls, 

and passages, cut and tunnelled back into the walls upon their inner side, so that all the open circle 

was overlooked by countless windows and dark doors” (ibid.). The plain inside Isengard looks like 

a graveyard, full of mounds and domes of stones. The loud furnaces and iron wheels which 

transform Isengard into a manufacture reside under the ground. The tower in its middle, Orthanc, is 

made of four piers of black stone, who “welded into one, but near the summit they opened into 

gaping horns, their pinnacles sharp as the points of spears, keen-edged as knives” (II, 724) (see 

annex). Isengard is one of the best described places in the narrative. 
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Peter Jackson respected Tolkien’s vision of Isengard on many points. There is no living tree 

inside or outside Isengard. The ground has been opened to underground caverns where the Orcs 

forge weapons and armours. However, the circular stone-wall is not covered in houses, and Peter 

Jackson modelled Orthanc in “an exaggerated Gothic fashion” (Kourelis and Woodward 203), made

of black metal.

Also Barad-dûr has been transformed into a Gothic tower in the films. Tolkien describes the 

Dark Tower as “wall upon wall, battlement upon battlement, black, immeasurably strong, mountain 

of iron, gate of steel, tower of adamant” (I, 522-523). The tower is said to have an eye inside it that 

does not sleep (523). In Jackson’s adaptation, Barad-dûr is represented with Sauron’s eye at the top 

of the tower. The tower is made of stone and steel, and is, as in the books, a construction made of 

tower upon tower (III, 1207). 

Throughout their journey, the Hobbits will also discover three cities inhabited by Men. The first city

is Bree, which makes a transition between the Shire and Meduseld, capital of Rohan. Bree is 

inhabited by Men and Hobbits, and Merry describes it as “homelike enough” (I, 194).

Tolkien does not give us many architectural details about Bree, only that it is made of some 

hundred stone houses, surrounded by gates that closed at nightfall, “but just inside them were small 

lodges for the gatekeepers” (I, 197).  Bree has an inn, The Prancing Pony, at which the Hobbits will 

spend the night. It is made out of “two wings running back on land party cut out of the slopes of the 

hill, so that at the rear the second-floor windows were level with the ground” (I, 199). It has a wide 

arch leading to a courtyard, and left under the arch is the doorway. 

In The Fellowship of the Ring-film, Bree is represented as a rural English village. Kourelis 

and Woodward notice that “[t]he Prancing Pony, a country pub with a creaky wooden interior where

medieval foods and spirits are served up, completes our expectations” (201). However, Bree is 

depicted as muddy, dark, and filled with loud and coarse Men. The gates of Bree are terribly thin 

and do not seem strong enough to keep out the Nazgûl. Already there, at the border of the Shire, the 

Hobbits are in danger. 

The second city of Men discovered by Merry and Pippin is Edoras, the capital of Rohan. 

Edoras has been depicted rather differently in the books than in the films. Indeed, Tolkien imagined 

Edoras as surrounded by plains filled with green grass for the horses to eat, a stream for them to 

drink, and some willow-trees to provide shade (II, 661-662). Upon the western side of the “high and

green”(…) burials mounds, “the grass was white as with a drifted snow: small flowers sprang there 

like countless stars amid the turf” (ibid.). The imagery is quite idyllic. No doubt Tolkien was 

inspired by Beowulf and King Hrothgar’s golden hall. Indeed, Meduseld, the king’s great hall, 
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which stands upon a green terrace, has also a golden roof as well as golden door-posts. Even though

Tolkien does not inform the readers whether the great hall is made from stone or from wood, the 

connection to King Hrothgar’s hall, Herot, implies that it is made from wood, as are the other 

houses of Edoras. The inside of the great hall is decorated with branching runes on the floor, richly 

carved pillars, “gleaming dully with gold and half-seen colours” (II, 668), and tapestries 

representing the Rohirrim’s past with, among others, the story of Eorl the Young at the battle of the 

Field of Celebrant. 

In Peter Jackson’s adaptation Meduseld and the houses are also made of wood, and the Great

Hall’s roof and door-posts are indeed golden. Peter Jackson’s drew his inspiration from Viking and 

Anglo-Saxon prototypes of houses (Kourelis and Woodward 206). The inside of Meduseld respects 

Tolkien’s description. However, the landscape around Edoras is different. In the film adaptation, the

plains around Edoras are rocky and barren. There is no green grass, nor stream or willow-trees. One

might wonder where the horses find their fodder and how such a landscape can produce Middle-

earth’s best horses. In the film adaptation, one can see the mound in which Theoden’s son, 

Théodred, has been buried. Indeed, white flowers grow on the mound, but the grass is not “white as 

drifted by snow”. Tolkien’s idyllic scenery has been transformed into “an island rising on a rocky 

outcrop from a broad, desolated valley between two spectacular mountain ranges” (ibid.). Only the 

stables, which are richly decorated, befit the horse-based culture. 

The third city the four Hobbits will discover is Minas Tirith, at the easternmost point of the 

White Mountains. The city was originally a fortress, and was therefore constructed upon seven 

levels, each level protected by a wall and a gate facing another direction. The outer wall is called 

the City-Wall and is black (III, 1076), whereas the other walls are white. To access to the fields 

around Minas Tirith, one must first go through Rammas Echor, a protection wall surrounding the 

Pelennor Fields and Minas Tirith. Pippin, on his journey to the city, notices that the wall seems 

partly ruinous, but that many people are working on it. Between Rammas Echor and Minas Tirith 

are the Pelennor Fields, which are “rich, with wide tilth and many orchards” (III, 981). There are 

homesteads “with oast and garner, fold and byre, and many rills rippling though the green from the 

highlands down to Anduin” (ibid.).  The city in itself is “vaster and more splendid than anything 

that he [Pippin] had dreamed of; greater and stronger than Isengard, and far more beautiful” (III, 

984). However, as in the fields surrounding Minas Tirith, Pippin gets an impression of desolation, 

indeed many houses are empty and the city is falling into decay (III, 984). The top of the city, inside

the seventh wall, is called the Citadel. The Citadel includes a white-paved court with a fountain and 

the dead White Tree, emblem of Elendil’s heirs and the Tower of Ecthelion, the stewards’ house, 

which shines like crystals (III, 982). Inside the Tower of Ecthelion stands the king’s throne as well 
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as the steward’s unadorned black stone chair. The great hall of the tower is lit by deep windows, 

pillars of black marble upholding the roof, which is part golden, part painted in many colours. There

are no tapestries on the walls, the hall being solely decorated with statues and behind the royal 

throne, with an image of a tree in flower (III, 986-987). 

Peter Jackson respected to a large extent Tolkien’s vision of the house of Stewards. The only

difference is that the vaulting is not golden nor does it have flowing traceries of many colours, 

probably because this would clash with the white and black marble and the clean aspect of this 

place, which might remind some of a hospital. And indeed, Minas Tirith is ill. Denethor, in his 

foolishness, did not take care to maintain the city is its original state. The walls are falling and the 

houses are in bad state. In the films this is not apparent, but Gandalf tells Pippin that the soldiers are

guarding the tree because they hope a King will return and restore Minas Tirith to what it was, 

before it fell into decay. As for Edoras, the film does not depict fields of green grass surrounding the

city but rather dead grass, without life. Neither are there farms and orchards. This might be because 

Peter Jackson wanted to make the viewer understand that we have come to the end of an age, the 

natural resources are worn out, and some change must come. 

On their journey through Middle-earth, the Hobbits also have the opportunity to rest at two Elven-

realms: Rivendell and Lothlórien. 

Rivendell is the house of Elrond, a mighty-elf ruler, who established it in during the Second 

Age in 1697. It is located at the edge of a narrow gorge of the river Bruinen. We are not given much

information in the books about the architectural appearance of Rivendell. It is situated in a deep 

valley (I, 367), Bilbo describes it as “a perfect house, whether you like food or sleep, or story-

telling or singing, or just sitting and thinking best, or a pleasant mixture of them all” (I, 293), and 

according to Sam there are many hidden passages. Tolkien might have been influenced by his 

holiday in Switzerland in 1911, as he already acknowledged its influence on his writing for Bilbo’s 

journey from Rivendell to the Misty Mountains (Letter no. 306). Indeed, his drawings of Rivendell 

do give a feeling of a Swiss scenery (see annex). In the film adaptation, Rivendell is transformed 

into a complete city. According to Gary Russell, “there are so many little influences—the whole 

kind of Prague architecture, there’s a lot of Art Nouveau, some Italianate and other stuff, mingling 

with Celtic designs” (qtd in Kourelis and Woodward 202). In addition to the Art Nouveau style, the 

walls are decorated with paintings telling the story of how Sauron was defeated by Isildur and how 

Narsil was broken, and by statues of important Elves.

The second elf-realm that the Hobbits encounter is Lothlórien, a forest governed by the 

Elves Celeborn and Galadriel, with in its centre the capital: Caras Galadhon. When the Fellowship 
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enters the forest, they are amazed by the splendour of the trees, the mellyrn, which display golden 

leaves. This is the reason why Lothlórien is also called the Golden Wood. When walking towards 

the capital, Frodo spots “at some distance, a hill of many mighty trees, or a city of green towers: 

which it was he could not tell” (I, 457). Caras Galadhon is not a city made of wood but rather made 

of trees, by that I mean that the trees are not cut to make the Elves’ houses but rather bended into 

the wished shape. The mellyrn are so big that terraces can be made on their branches to provide 

shelter to the Elves (I, 460). At the top of the biggest mallorn resides Celeborn and Galadriel, in “a 

house so large that almost it would have served for a hall of Men upon the earth” (I, 461). Inside 

they house, there is an oval chamber “in the midst of which grew the trunk of the great mallorn” 

(ibid.), filled with light. Its walls are green and silver, and its roof is made of gold. 

In the film-adaptation, Caras Galadhon is a city more natural than Rivendell, but it still has 

elements of Art Nouveau, such as the stairs to the king and queen’s house, as well as the house itself

(see annex). This allows the viewers to make a connection in the architecture of the two Elven-

realms which may have been missing in Tolkien’s vision. 

Finally, we are introduced to one of the dwarves-cities; the Moria, under the Misty Mountains. The 

Fellowship accesses the Moria through dwarves-doors which are not made to be seen when shut. On

the doors, once the moonlight shines on it, the emblems of Durin, the Tree of the High Elves, and 

the Star of the House of Fëanor can be seen, as well as a riddle: speak, friend, and enter (see annex).

The answer to the riddle allows the visitors to enter. The Moria, at the time of the War of the Ring, 

is no longer inhabited by Dwarves. They had to flee from it because their greed for mythril, the 

strongest metal on Middle-earth, had awakened the Balrog. 

Again we learn little about the architecture of the place in the books. It is filled with tunnels,

holes, pitfalls, stairs, and chambers such as the chamber of Mazarbul (I, 419). We should not 

consider the Moria as a coarse mine, the Dwarves are brilliant masons and the inhabited parts of the

city are beautiful. During their time spent in the Moria, the Fellowship sleeps one night in a huge 

empty hall, the roof of which is held by “mighty pillars hewn of stone”, and whose walls are black, 

“polished and smooth as glass”, flashing and glittering (I, 410). The Moria is mostly dark, as it is 

beneath earth, but in the upper-rooms there are windows allowing the sunlight to come in, such as 

in the above-mentioned empty hall, and in the chamber of Mazarbul, where Balin’s tomb is bathed 

in a ray of sunlight.  

In the film-adaptation, the doors of the Moria are the exact replica of Tolkien’s drawing. 

Once inside, Peter Jackson immediately suggests to the viewers that the Moria is no longer 

inhabited, as there are corpses everywhere, which do not appear in the book. The inside of the 
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Moria is primarily hollow, with bridges allowing to get around, and not an overlay of rooms and 

tunnels as in the books. This is not a bad choice of representation as it gives the impression that the 

Dwarves mined a hole directly to hell, where they awoke the Balrog. There are also stalactites and 

stalagmites coming from the ceiling and the ground of one of the tunnels they go through, giving a 

feeling of being in a cave. We do not get to see the empty hall, only the chamber of Mazarbul which

now has only one wooden door instead of two made of stone, and a well. Jackson’s Moria 

resembles a mine with several caves, whereas Tolkien’s is intended to be a “magnificent complex of

underground excavations” (Letter no. 297). 

3.2 Second narrative device: Races

Throughout his novel, Tolkien depicted several races of intelligent beings such as Hobbits, Elves, 

Dwarves, Humans, Wizards, Ents, and Orcs. Even though all those races have unique 

characteristics, they are also all human in their attitude. Indeed, Tolkien wanted to display different 

types of intelligent beings but was confronted with the limitation of his imagination. In the Primary 

World, only one type of intelligent beings exists; we humans. Therefore all his races are based on 

human characteristics, and each race has his speciality, such as Dwarves being smiths. C.S Lewis 

noted that “much that in realistic work would be done by ‘character delineation’ is here done simply

by making the character an elf, a dwarf or a hobbit. The imagined beings have their insides on the 

outside; they are visible souls” (15).  

However, Tolkien did not completely make up which races would be representative of which

human characteristic. He based himself on traditional Northern, Germanic, and Anglo-Saxon 

mythology in order to give life to his Elves, Dwarves, and other races (Gasque 152). Still, Tolkien 

did give them the appearance as we know them today. For example, at the time of publication, in 

1954, Elves were traditionally known as tiny and being able to hide in a cowslip. It seems that the 

readers at that time had some trouble with visualizing Legolas and Glorfindel has tall and beautiful 

Elves (Gasque 152). Nowadays Elves are seen as exactly what Tolkien intended them to look like, 

and the tiny little Elves have been given a new name, Fairies or Pixies. Still Peter Jackson’s 

adaptation undoubtedly helped to fix the image one has of Elves, Dwarves, Hobbits, and the like. 

His influence should not be underestimated.  
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3.2.1 Hobbits

Hobbits, or Halflings, are Tolkien’s unique creation. One day, in the late 1920s or early 1930s, 

Tolkien was correcting a very dull set of exam papers. On the top of one paper, he wrote “in a hole 

in the ground there lived a hobbit” (Stanton 7). He started to reflect on what Hobbits were, from 

were they came from, and how they lived. Hobbits can be divided into three breeds: the Harfoots 

who prefer highlands and hillsides, the Stoors, who prefer flat lands and riversides, and the 

Fallohides, who are lovers of trees and of woodlands (I, 4). In his letters, Tolkien is clear about the 

fact that Hobbits are intended as a branch of the human race. This is the reason why they can co-

exist in Bree, and that they themselves make a simple distinction in name between the Small Folk 

and the Little Folk (Letter no. 131). Stanton argues that Hobbits are rustic English people, only 

smaller (7), although one could see them as the incarnation of humanity. Indeed, they are presented 

as small, provincial, and comfort loving. Rogers argues that all humans (in the Primary World) see 

themselves as such (72). Every human in history has taken pride of his good food and ability at 

throwing great parties. As Rogers notices: “their humanness, such as it is, reflects mankind in 

general rather than Englishmen in particular” (71). 

Hobbits are rather round, as they eat six meals a day. They have curly hair, on their head as 

well as on their feet. They do not wear any shoes since their feet have tough leathery soles. Hobbits 

also like to dress is bright colours, especially yellow and green. Their faces are “good-natures rather

than beautiful, broad, bright-eyed, red-cheeked, with mouths apt to laughter, and to eating and 

drinking” (I, 2). Hobbits are also small, “smaller than Dwarves” (I, 2). Their height is variable, 

“ranging between two and four feet of our measure” (approx. 61 cm to 152 cm) (I, 2). This 

smallness allows Hobbits to disappear swiftly, which Men mistake for magic. Their ability to 

disappear comes from “a professional skill that heredity and practice, and a close friendship with 

the earth, have rendered inimitable by bigger and clumsier races” (I, 2). Stanton argues that their 

smallness should not allow us to conclude that they are “little people” in the sense that they are not 

mystical as “miniature elves and fays” (7). However, even though Hobbits and Humans cohabit in 

Bree, Éomer and the Rohirrim consider them as “little people in old songs and children's tales out of

the North” (II, 565). Even Treebeard, which is one of the oldest living beings of Middle-earth, has 

never heard of Hobbits. They are stuff of legends and songs, and therefore I believe they do deserve

to be seen as “little people”. 

Hobbits are stewards of nature. Because they live in the ground, in Smials, and cultivate 

plants, they can be seen as a fusion between Elves and Dwarves. Their economy relies on country 
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crafts and farming, and they “do not and did not understand or like machines more complicated than

a forge-bellows, a water-mill, or a hand-loom, though they were skilful with tools” (I, 1).

Even though Hobbits have no magic abilities, they are still able to cope with the Ring 

without succumbing to it as quickly as other species. The Ring has an effect on them (unlike Tom 

Bombadil or Shelob), but as long as their hearts are pure, they can co-exist with it, as Bilbo did, 

even though he started to feel thin and stretched after so many years of carrying it (I, 42). However, 

Hobbits with rotten hearts will faster be under the command of the Ring, such as Gollum. 

3.2.1.1 Gollum

Gollum was once a Stoor of the name of Sméagol, living in the Gladden Fields, near a lake. 

In this lake, his cousin Déagol found the One Ring, and Sméagol killed him to get it. Tolkien 

explains that Sméagol got affected by the Ring so quickly because he had a mean soul (Letter no. 

181). Sméagol was corrupted further by the Ring, “he used it to find out secrets, and he put his 

knowledge to crooked and malicious uses” (I, 70). Sméagol lost all his friends, started stealing, 

spoke more and more to himself and gurgled in his throat. The other Hobbits started to call him 

Gollum, cursed him, and told him to go far away. Gollum followed the river up till the Misty 

Mountains were he decided to stay, escaping the sunbeams that hurt his eyes. The Ring influenced 

his mind but also his body. He started to walk on all fours, moving as silently as a spider. He 

became thin and his skin got paler. He got a scrawny neck, clammy fingers, and his eyes became 

large and pale. The Ring also gave him an extended longevity, as he lived for nearly 590 years. 

Gollum lost everything that made him a Hobbit, and he became something new, an Adam to a new 

race. His fate is linked to his “precious”, so much that it would have been impossible for him to live

once the Ring got destroyed. 

Even though Gollum is fundamentally malicious, The Two Towers-film also demonstrates 

Gollum’s good nature. The viewers witness an interior fight between the bad Gollum and the good 

Sméagol, and it seems that Sméagol is winning. This scene shows a more “human” Gollum, trying 

to redeem himself. In the book also, Gollum is seen in some moments as more Hobbit-like, as when

he caresses Frodo’s knee. He is than described as an old, weary Hobbit, shrunken by the years (II, 

935). 

3.2.2 Elves

As said before, Tolkien based himself on Northern, Germanic, and Anglo-saxon folklore to create 

his Elves. Elves are traditionally divided into two categories: the Light Elves and the Dark Elves. 
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Tolkien’s Elves can be put in the former category, whereas the Orcs, which are derived from Elves 

(of which we will speak in chapter 3.2.7), can be put in the latter category. Even though folklore can

be a great help to understand Tolkien’s races, it can also be a hindrance, as Elves were at the time of

publication traditionally seen as small Fairies or Pixies. 

The Elves were the first creature Tolkien thought of to inhabit Middle-earth. The languages 

he invented, which where the reason behind the creation of a new world, were Elvish languages. 

The Elves were not only the first creatures Tolkien thought of, they are also the first created in his 

mythology of Middle-earth. Another name designated to the Elves is the First-Born. The 

Appendices learn us that the Elves were born of the thought of Eru Ilúvatar, the One, in Middle-

earth. In the First Age, some of the Elves heard the summons of the Valar5 to pass from Middle-

earth over the Sea to the West, and those Elves are called the Eldar. Those who crossed the sea are 

called the High Elves, and they became enhanced in power and knowledge. Some of the Eldar heard

the call but did not cross the sea. Those Elves are called the Sindar, of Grey-Elves, such as Legolas. 

Finally, some of the Elves did not answer the call. Those are called the Lesser Elves and they hardly

appear in the story (Letter no. 144). The High Elves encountered by the Fellowship, such as 

Galadriel and Celeborn, are Exiles. They returned over the sea to Middle-earth against the wishes of

the Valar because they missed the beauties of this land. 

Elves are “Men with greatly enhanced aesthetic and creative faculties, greater beauty and 

longer life, and nobility”(ibid.). What distinguishes Men from Elves is their lifespan. The doom of 

Elves is their immortality. Elves see the Men’s short lifespan as a gift from Eru Ilúvatar and envy 

them, whereas the Men, the “Followers”, envy the Elves’ immortality. 

This immortality is also what makes the Elves so wonderful, especially in the eyes of Sam; 

“Elves, sir! I would dearly love to see them. Couldn’t you take me to see Elves, sir, when you go?” 

(I, 84). Indeed, the Elvrs are magnificent because they were alive at the beginning of time, they 

lived throughout all the ages, experienced Morgoth’s fall and Sauron’s first defeat. In some way, the

Elves Frodo and Sam encounter are themselves legends.  

The Elves of Middle-earth are wood-creatures, even though, like Legolas, they are attracted 

to the sea. As described in chapter 3.1, the Elves live in forests. Keenan remarks that the Elves are 

“almost druidic in their worship of and empathy with trees. Legolas is drawn to them as strongly as 

Gimli is to caves. And still better, Elves understand the language of the trees” (74). Indeed, the 

Elves live in harmony with nature. This harmony is what allows them to practice crafts that Sam 

misinterpret as magic (I, 469). Tolkien said that their “magic is Art, delivered from many of its 

human limitations: more effortless, more quick, more complete” (Letter no. 131). The Elves are 

5  The Valar are semi-gods, born out of the though of Eru Ilúvatar, living on Arda. 
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experts in crafts, music, poetry, and healing. They do not research knowledge for power, but simply 

to understand and adore the world they live in. This adoration is also what pushed them to work 

with Sauron in order to create the three rings. The Elves wanted to live in Middle-earth, which is, 

contrary to the Blessed Realm, mortal and subject to time. However, the Elves wanted to preserve 

Middle-earth from its change and therefore created the Rings, not for power but for preservation of 

beauty. This suggests that the Elves are not perfect creatures, as one might think at first. They are 

proud and avid of knowledge and beauty. At the time of the War of the Ring, they are also relicts. If 

Sauron wins, they will be killed, but if the Ring is destroyed, they will have to leave Middle-earth. 

Therefore, for the Elves “all chances of the war of the Ring were fraught with sorrow” (III, 

Appendix A, 1353). 

As said before, the Elves are enhanced Men in beauty and nobility. Still, we are not given 

much information about their appearance in the books. Elves are tall, graceful, and light, since 

Legolas makes hardly any imprints when walking over snow (I, 380). They all have fair faces, 

which perpetually look young, such as Arwen’s (I, 296), or ageless such as Elrond’s (I, 295). Elrond

and Arwen have dark hair and grey eyes, whereas Galadriel, Arwen’s grand-mother, has hair of 

deep gold (I, 461), similar to Glorfindel (I, 295). Elves have unusually good hearing and sight, such 

as Legolas. Some, such as Galadriel, are even able to look into people’s heart. 

Other characters are not physically described in The Lord of the Rings-books, which allowed

Jackson a great freedom. Legolas is tall in the films, but blond-haired. In the Silmarillon, one can 

understand that Elves are generally dark-haired, as would Legolas. However, Legolas’ father, 

Thranduil, is described in The Hobbit as having blond hair, therefore Jackson is not wrong in giving

his son the same colour hair. 

Although the Elves are never described in the books as having pointed ears, Tolkien 

described Hobbits in a letter as having “ears only slightly pointed and 'elvish’” (Letter no. 27). 

Some have perceives this as an indication that Elves do indeed have pointed ears, whereas others 

have argued that it is an ambiguous statement (Dunkerson, n.pag). Jackson has decided to present 

the Elves with pointed ears, and there is no doubt that this helped fixing this physical characteristic 

in traditional knowledge about this race. 

3.2.3 Dwarves

As Tolkien, I will speak about this race as Dwarves, and not Dwarfs. He explains in a letter that his 

dwarfs are called Dwarves because they “are not really Germanic ‘dwarfs’” (Letter no. 156). 

Indeed, in traditional Norse and Germanic folklore, Dwarfs, contrary to Elves, were seen as evil, 

33



hostile, and born out of stone. Although Tolkien’s Dwarves are not particularly evil nor born out of 

stone, they do have characteristics in common with traditional folklore Dwarfs: “the ‘dwarves’ of 

my legend are far nearer to the dwarfs of Germanic [legends] than are the Elves” (Letter no. 297). 

Similar to traditional folklore, Tolkien’s Dwarves are masters of metallurgy and have forged many 

swords, such as Sting, Frodo’s dagger. At the council of Elrond, old Glóin, a friend of Frodo’s uncle

Bilbo, and Gimli’s father, tells Frodo that “in mining and building [we have] surpassed the old days.

You should see the waterways of Dale, Frodo, and the fountains, and the pools!” (I, 299). However, 

many skills were also lost, such as in metalwork. Glóin says that they “make good armour and keen 

swords, but we cannot again make mail of blade to match those that were made before the dragon 

came” (I, 299).  It is greed that brought desolation upon the Dwarves. Indeed, it pushed the 

Dwarves to mine too far in the Moria in search of mythril, and to disturb the Balrog. This greed is a 

characteristic shared with the traditional folkloric Dwarfs. Robley Evans argues that the Dwarves 

are “represented as craftsmen who take minerals and make them into jewels, and so, by the very 

nature of their art, alter the shape of the earth, in contrast to the Elves who live among the trees 

without changing their life” (120-121). I disagree with this. When visiting the Glittering Caves, 

Gimli immediately tells Legolas how much he wishes to return there and explains that: “None of 

Durin's race would mine those caves for stones or ore, not if diamonds and gold could be got there. 

Do you cut down groves of blossoming trees in the spring-time for firewood? We would tend these 

glades of flowering stone, not quarry them” (II , 714). Similar to the Elves, he would only alter the 

stones to make them even more beautiful. Evans is also wrong when asserting that the Elves live 

among the trees without changing their appearance. Galadriel and Celeborn live in a house on a 

terrace with green and silver walls and a golden roof. This shows that the Elves have altered the 

shape of the trees. In Peter Jackson’s adaptation, it is even more clear that the Elves give particular 

shape to trees, as the stairs are typically Art Nouveau, and therefore unnatural.  

Dwarves and Elves are connected by their feuds but also by their love of crafts. Indeed, the 

Elves are also smiths, as they reforge Isildur’s sword. The doors to the Moria were forged by 

Dwarves for the Elves, which indicates that Dwarves and Elves have for long been on friendly 

terms. However, the Dwarves and the Elves have also been enemies since their origins. This feud is 

one of the main themes in The Lord of the Rings story. 

In terms of physical appearance, Middle-earth’s Dwarves are traditional. They are tough, 

small, gifted with great strength, and wear beards. There are not many female Dwarves, and when 

they appear in the outer world, they dress as males. This is the reason why the Men believe that 

Dwarves are born from stone.  

34



3.2.4 Humans

If the Hobbits are the Men of the primary world per excellence, then, what are the Men of Middle-

earth? If we look at the work done by character delineation, Hobbits are bon-vivants, Elves are 

nature lovers and Dwarves are miners and craftsmen. Men, to the contrary to those races, do not 

seem to be limited to one characteristic. Some Men are evil, like Bill Ferny, Grima, and even 

Denethor, while some are good, such as Aragorn and Éomer. Some are fighters such as Boromir, 

while other are learned Men, such as Faramir. Men are capable of everything. 

In Middle-earth’s mythology, Men were not the first intelligent beings to be born. First came

the Elves, and the Men, which are called the Followers, were supposed to come second. However, 

the Dwarves came in between them, and maybe even the Ents (Tolkien had not decided yet when 

they should be born (Letter no. 247)). If the previous ages were the ages of Elves, the time has come

for them to disappear and to make way for the Age of Men, which is the Fourth Age and starts with 

the destruction of the Ring. 

Faramir says that the Men can be divided into three groups: “the Men in our lore, calling 

them the High, or Men of the West, which were Númenoreans; and the Middle Peoples, Men of the 

Twilight, such as are the Rohirrim and their kin that dwell still far in the North; and the Wild, the 

Men of Darkness” (II, 887). The Men of Darkness are not of great importance in the narrative, 

except as enemies to fight against, such as the Easterlings. The Easterlings are not extensively 

described in the books, only as “tall, but broad and grim, bearded like dwarves” (III, 1075). In the 

films they have kohl-rimmed, almond-shaped eyes, dark skin, and turbans. 

In the Third Age, the difference between the High Men and the Middle Men recedes, as both

populations mingle (II, 887). The High Men were the Men who went across the sea to Númenor and

who were granted a greater longevity. Those who did not rebel against the Valar during their stride 

for eternal life were allowed to go back to Middle-earth once Númenor was destroyed. Amongst the

descendants of these people are Aragorn, Faramir, and Boromir. This population is further divided 

between the Dúnedain and the rest, Aragorn being a Dúnedain. The more pure-blooded 

Númenorean descendants in Gondor are tall, dark haired, and grey-eyed (II 861 and III, 1009). In 

the books, Aragorn himself meets this description, as well as Boromir, and even though the colour 

of Faramir’s hair is never mentioned, he also has grey eyes. By contrast, Boromir and Faramir have 

dark blond hair in the films. This may have been done to show that they are less pure Númenoreans 

than Aragorn, and that their blood is already mixed with those of the Middle Men. Still, most of the 

people of Minas Tirith in the films do have dark hair, respecting Tolkien’s descriptions. 
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The Middle Men were those who helped the Elves in their stride against Morgoth, but who 

decided to stay in Middle-earth, rather than going to Númenor. They were the ancestors of the 

Rohirrim. The Rohirrim are golden-haired, bright-eyed, strong, and tall people. As with the 

Númenoreans, they are white skinned. 

3.2.5 Wizards

The Wizards are five messengers from the West “sent to contest the power of Sauron, and to unite 

all those who had the will to resist him” (III, Appendix B, 1423-1424). The Istari appear as old Men

but they age slowly. Tolkien wrote that they were “embodied in physical bodies capable of pain, and

weariness, and of afflicting the spirit with physical fear, and of being ‘killed’” (Letter no. 156). 

However, they are not human. Even though they are called Wizards, they are not the only ones to 

have control over the natural world. The Elves are also said to control magic, but has we will see in 

chapter 3.3, magic in Middle-earth is a complicated business. 

In The Lord of the Rings-books, we encounter three of the Istari: Gandalf, Saruman, and Radagast. 

Radagast is “a master of shapes and changes of hue; and he has much lore of herbs and 

beasts, and birds are especially his friends” (I, 355). His appearance is not described, but being 

called “the brown”, one can easily imagine that every element of his physic is brown. Radagast has 

been removed from the films, probably because of his minor importance in the narrative.

Saruman was the greatest of the Istari before he allied himself with Sauron, against whom he

was sent to fight. He had long studied the arts of the enemy and was trusted by the two other 

Wizards until he imprisoned Gandalf on the pinnacle of Orthanc. He is described as having a long 

face, with a high forehead, deep darkling eyes, white hair and beard but strands of black still show 

about his lips and ears (II, 754). Saruman was called “The White”, but because of his rebellion, he 

lost his colours. Indeed Gandalf recalls: “his robes, which had seemed white, were not so, but were 

woven of all colours, and if he moved they shimmered and changed hue so that the eye was 

bewildered” (I, 337). In the film, Saruman’s robes do not change of colour, however, the appearance

of his face indeed matches the one in the books.

Gandalf the Grey has much knowledge in hobbit-lore, “an obscure branch of knowledge, but

full of surprises. Soft as butter they can be, and yet sometimes as tough as old tree-roots. I think it 

likely that some would resist the Rings far longer than most of the Wise would believe” (I, 64). To 

the Hobbits he is only an old man learned in fireworks. He is described as wearing a “tall pointed 

blue hat, a long grey cloak, and a silver scarf. He had a long white beard and bushy eyebrows that 

stuck out beyond the brim of this hat” (I, 32). Throughout the journey, Gandalf will be of good 
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advice. Especially in the books, Gandalf is shown as the guide of the Fellowship, but also of 

Middle-earth in general. Although he can produce what appears to be magic, Gandalf only uses it in

the moments of utterly necessity. He is shown more often as “the Counselor who persuades other to 

accept their responsibilities” (Evans 127). When being asked what type of being Gandalf was, 

Tolkien answered that Gandalf as well as the other Istari were the guardian angels of Middle-earth 

(Letter no. 131). This is the reason why, after dying in the fight against the Balrog, Gandalf can 

come back. His physical body died in the confrontation, but his spirit survived, thereby 

reincarnating himself, now being Gandalf the White. 

In the films, Gandalf is portrayed as more hesitant than in the books, for example during the 

council after the Battle of Pelennor Fields. Martin Barker argues that Gandalf has been made weak. 

In the books, “his wizardry lay not in his sword but in his intellect” (Barker, 84), but now his 

incapability of deciding what to do next presents him as powerless. I do not completely agree with 

this statement. It is true that the Gandalf from the books would have known what to do next, and the

film shows him in a difficult position. However, his strength is not lacking. His mental strength has 

been replaced by his ability to fight. Kristin Thompson rightfully argues that after his resurrection, 

Gandalf appears much more vigorous and bellicose (50). There is a real difference in appearance 

between Gandalf the Grey and Gandalf the White, which does not exist in the books. In addition to 

this new strength, Gandalf the White is also shown as younger, he keeps his back straight, his hair is

white and not grey any more. In the promotion interviews, Ian McKellen often used the term 

samurai to refer to this new Gandalf. In the films, his wizardry lays in his sword, already before his 

transformation. Indeed, even in the Moria, Gandalf does not hesitate to fight with it.

3.2.6 Ents

Ents are, like the Hobbits, Tolkien’s unique creation. Although he explains in his letters that they 

came to life without his help, he wrote that he never really thought about them before writing the 

chapter called Treebeard in The Fellowship of the Ring (Letter no. 247). He felt that he was not 

creating them, but rather reporting events “and had at times to wait till 'what really happened' came 

through” (Letter no. 163). As noted before, Tolkien was a lover of trees, and it is therefore not 

surprising to find such a race. Still, the name of the Ents came from Tolkien’s love for the Anglo-

Saxon language. Indeed, he always thought that something had to be done about this peculiar 

Anglo-Saxon word that meant “giant”, or “mighty person of long ago” (Letter no. 157). 

In The Two Towers we learn that Ents are stewards of trees. When the world was young, 

they lived together with their female counterpart, Entwives, and their children, Entlings. But soon, 
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the Ents gave their heart to the forests, the mountains-streams, and the sloop of the high hills. They 

“learned of the Elves and spoke with the Trees” (II, 619). The Entwives, to the contrary, enjoyed the

meads in the sunshine beyond the feet of the forests, and the company of the lesser trees, the fruit 

tree, but did not desire to speak to them, only to be obeyed. The Entwives made gardens to live in, 

whereas the Ents went wandering in the forests and came back to their wives from time to time. 

Then the Entwives moved across the River Anduin, and the two groups saw each other even less.

After the first war with Sauron, Treebeard and the other Ents went back to those gardens, but the 

Entwives were gone, and since then no new Entlings were born. This means that, such as Dwarves 

and Elves, the Ents are a dying race in Middle-earth. Tolkien explains that he did not believe that 

the Ents would one day be reunited with the Entwives. He thought that the Entwives had been 

destroyed with their gardens in the war of the Last Alliance, or that, if some had had the chance to 

flee, they would have been captured by tyrants, and that a rapprochement would be difficult after 

being estranged from their males for such a long time (Letter no. 144). Still, is some hope left for 

the Ents. Indeed, Treebeard recalls that even though some Ents are becoming more tree-ish, some 

trees are also awakening, and perhaps becoming more Entish (II, 609). Maybe, one day, one of the 

trees will awake completely, and with some chance will be female, and they might create new 

Entlings. 

During their time spent with the Ents, Merry and Pippin attend an ent-moot. A moot is a 

gathering of Ents. The term comes, such as their own name “ent”, from the Anglo-Saxon and was 

an “assembly of people to discuss public first appearances of something like popular government in 

English history” (Stanton 56). Treebeard tells the two Hobbits that such a gathering has become a 

rare occurrence. Indeed, the Ents have had no political importance in Middle-earth for many years, 

tending their forest, although those forest were getting smaller. Many Ents have furthermore 

become more tree-like, without anything to do. Those diminished Ents are called Huorns. Merry 

says about them that he thinks ‘they are Ents that have become almost like trees, at least to look at 

[...] [but] they still have voices and can speak with the Ents” (II, 737). Those Huorns are queer, 

wild, and dangerous, cross with the Orcs for having destroyed their natural habitat. 

Unsurprisingly, Huorns and Ents appear as trees. Treebeard, one of the mightiest Ents, is “at 

least fourteen foot high, very sturdy, with a tall head, and hardly any neck” (II, 603). His arms, at “a

short distance from the trunk, were not wrinkled, but covered with a brown smooth skin. The large 

feet had seven toes each. The lower part of the long large face was covered with a sweeping grey 

beard, bushy, almost twiggy at the roots, thin and mossy at the ends” (Ibid.). There are as many 

different types of Ents as there are trees, but one element that stands out the most is their eyes. All 

the Ents have the same eyes: “not all so old or so deep as Treebeard's, but all with the same slow, 

38



steady, thoughtful expression, and the same green flicker” (II, 626). All Ents also share a 

remarkable physical strength which allows them to break down the gates of Isengard. The enemy 

attempts to reproduce this strength by creating Trolls, but Treebeard asserts that they are merely 

counterfeits, as Ents still are stronger than Trolls. 

3.2.7 Orcs

In The Lord of the Rings, Orcs are mainly used to constitute an army for Saruman and Sauron, 

which   the armies of Gondor and Rohan can kill without any conscientious objection. Orcs are 

selfish, prone to fights, and capable of eating their own kinds. 

In the books, three types of Orcs exist. The first type are the goblins of the Moria, also 

called Northern Orcs. They are probably the type of Orcs which were, as Treebeard recalls them, 

made as “counterfeits” of Elves in the olden day (II, 633). They are the smallest type of Orcs. The 

second type of Orcs are Sauron’s Uruk Hai, which are said to have destroyed Osgiliath. They are 

large, evil, and black (I, 422). They are also long-armed and crook-legged, not as tall as Saruman’s 

Orcs, but larger and more powerful than the Orcs from Moria. Their origin is not known. Finally, 

the last type are Saruman’s Uruk Hai, which may be ruined Men, or the result of a blend of Orcs 

and Men (II, 616). They can endure the sun, contrary to the other breeds of Orcs, which allow them 

to fight even during daytime. They are the tallest types of Orcs, and have large hands and thick legs.

In the films, three types of Orcs also exist, but they are classified otherwise. There are the 

Goblins with blunt noses, short, stooping, yellow- and slant-eyed. There are the Orcs, which are 

“Elves gone bad”, such as Treebeard explains, which have brown and red faces. And finally there 

are Sauron’s Uruk-Hai, which are tall, black, muscular, and have long coarse hair that resembles 

dreadlocks (Kim, 877). 

Tolkien and Jackson have often been criticized for the aspects of these creatures. Indeed 

they are all depicted as having dark skin. In the books one can argue that the colour-coding is not 

associated with race but rather with goodness and badness. By that I mean that all the good races 

are white, because white is typically associated with goodness, whereas Orcs are black because they

are mean, but it has nothing to do with race. Rearick comments: “Remembering that dark and light 

in The Lord of the Rings is about the powers of good and evil and not race, readers should realize 

that Orcs are dark because they are far from the good” (870). In the films however, the colour-

coding seems to be associated with race, as the Uruk-Hai dreadlocks are typically associated with 

the African community6. 

6  For more reading about the racial-question in The Lord of the Rings, please read :
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3.3 Third narrative device: Magic

Magic in Middle-earth is a tricky business. It might seem that there is not much magic in Middle-

earth, especially in the books. Still, Middle-earth is full of magic. There are two aspects of magic, 

the natural magic and the learned magic. Elves, Wizards, and even Hobbits display what we can call

natural magic. Through their connection with the earth, those beings have special abilities that make

them appear magical, best exemplified by the Hobbit’s ability to disappear. It is said that Men 

mistake this for magic, but the books explain that is is “a professional skill that heredity and 

practice, and a close friendship with the earth, have rendered inimitable by bigger and clumsier 

races” (I,2, emphasis added). Elves also display natural magic, even though they do not recognize it 

as such. Rather, “it is the total natural mode of their being and action” (Fuller 24). Wizards also 

display this kind of magic. Indeed, their power is mostly innate, although they can increase their 

magical ability through knowledge and lore. However, what makes them Wizards is their origin, not

their knowledge or experience. 

A second form of magic is the learned magic, which is not as clearly presented in the 

narrative. The Mouth of Sauron is said to have “learned great sorcery” (III, 1163), and the Witch-

King of Angmar is a black sorcerer, probably called “Witch” because his powers are not natural. 

Wizards are also able to develop new skills, such as Saruman who with his knowledge developed a 

power over the minds of others (II, 740). 

Nearly all the races in Middle-earth can use one form or the other of magic; even the Orcs, 

since at the gates of Moria, Gandalf says he has tried to cast spells "in all the tongues of Elves or 

Men or Orcs" (I, 399-400). Men and Dwarves can also use magic, but it isn’t said whether their 

magic is natural or learned. Both types of magic can be devised into two further types: Spells and 

Crafts. 

Spells are a form of magic, activated through thought or language, that have a short-lived 

effect on the world. There are many spells activated through simple thought, such as when Gandalf 

-Tally, Robert T. Jr. “Let Us Now Praise Famous Orcs: Simple Humanity in Tolkien's Inhuman Creatures”, Mythlore, 
Vol. 29, No. 1, 2010, pp. 17- 28.

-Young, Helen. “Racial Logics, Franchising, and Video Game Genres: The Lord of the Rings”, Games and Culture, Vol.
11, No. 4, 2016, pp 343-364.

-Rearick, Anderson. “Why is the Only Good Orc a Dead Orc? The Dark Face of Racism Examined in Tolkien's World.” 
MFS Modern Fiction Studies, Vol. 50, No. 4, Winter 2004, pp. 861-874. 

-McLarty, Lianne. “Masculinity, Whiteness, and Social Class in The Lord of the Rings.” From Hobbits to Hollywood. 
Essays on Peter Jackson’s Lord of the Rings, edited by Ernest Mathijs and Murray Pomerance, Rodopi, 2006, pp. 
173-188.............. .

-Kim, Sue. “Beyond Black and White: Race and Postmodernism in The Lord of the Rings Films”, MFS Modern Fiction
Studies, Vol. 50, No. 4, Winter 2004, pp. 875-907.
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uses a shaft of white light to drive off the flying Nazgul assaulting Faramir and his soldiers, and 

such as the fight between Gandalf and Saruman (only in The Fellowship of the Ring-film). Also 

people without natural magic abilities can cast spells, such as The Witch-King, who helps 

destroying the first gate of Minas Tirith with a “blasting spell” (III, 1084).

There are also examples of spells cast with language, such as when Gandalf lights a fire on 

Mount Caradhras (naur an edraith ammen! (I, 389)), or when he breaks Saruman’s staff (Saruman, 

your staff is broken. (II, 761)). Elves can also cast spells with language, such as Arwen who, in the 

film, enchants the Bruinen river to make it flood and take the Nazgûl away. Elf-minstrels have the 

ability to make the things of which they sing appear before the eyes of those that listen (III, 

Appendix A, 1387). 

Sometimes, language can have a direct influence on the world, without necessarily being a 

spell. When Gandalf asks Bilbo to give him the ring at the beginning of The Fellowship of the Ring-

film, the light decreases, as if the world was reacting to the tension. Another example is when the 

sky grows dark when Gandalf reads the inscription on the Ring in the Black Speech of Mordor. 

Words give their user powers over the natural world. When Sam is being attacked by Shelob, he 

cries aloud in an unknown language to him a plea for help to Elbereth, one of the Valar. At the 

moment he utters this speech, he immediately feels his courage return. Still, Sam has no other 

ability than to disappear like all Hobbits. This means that language in itself can be magical. 

The second form of magic is craft. Crafts are material objects on which some spell has been cast, or 

which is naturally magical. Nearly each race is capable of crafts. Elves can produce cloaks that 

render invisible, and ropes that are strong but light weight. Dwarves can produce magical toys (I, 

35), and doors that are made invisible when shut such as the gates of Moria. Wizards, such as 

Gandalf, can create firework in the shape of a dragon which is “terribly life-like” (I, 36). Men seem 

to have lost their capacity to create crafts, but in the past they could enchant swords such as the one 

Merry got from the Barrow-downs (only in the books). Aragorn recognizes them as being “the work

of Westernesse, wound about with spells for the bane of Mordor”(II, 540). Also Orthanc, Saruman’s

tower, was made by Men in the past (II, 741), and there is “some wizardry in it, […] older and 

stronger than Saruman’s” (II, 741). 

Even though magic is ubiquitous is Middle-earth, it has its restrictions. For example, casting

spell after spell is tiresome. Right before fighting with the Balrog, Gandalf admits being “weary 

already” from the previous fight with the goblins. Another restriction is that magic still seems to 

work according to empirical rules. When Legolas wonders whether Gandalf could use his fire-spell 

to burn the snow, Gandalf answers that he “must have something to work on. [He] cannot burn 
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snow” (I, 380). Another example is that regardless of its power, no creature can fly without wings. 

Indeed, even Gandalf, one of the most powerful Istari, needed Gwaihir’s help to escape Orthanc. 

Finally someone’s magic abilities depend upon their initial strength. For example, a typical person 

putting on the Ring would simply become invisible. However, if Gandalf had used the Ring, he 

would have gained a power “too great and terrible” and become like the Dark Lord himself (I, 81).

3.4 Fourth narrative device: Languages

Tolkien created Middle-earth to shelter his invented Elvish languages. Elvish tongues are also the 

only truly represented languages in the books. However, nearly all the races have their own tongue. 

Tolkien reflected on the matter in Appendix F, and this has greatly utilized in Peter Jackson’s film 

adaptations.

 One must keep in mind that Tolkien intended his readers to understand the narrative as a 

translation from Bilbo’s Red Book, and therefore that the language represented in this story by 

English was the Westeron, the common speech of the West of Middle-earth. Westeron is, in the 

Third Age, the native language of most of the beings in West Middle-earth, besides the Elves. 

Tolkien loved the Elves and therefore wanted them to have a beautiful language, with many 

liquid vowel sounds, which had a smoothing effect. There are several Elvish tongues, and only two 

of them are represented in the narrative, Quenya and Sindarin. All the Elves spoke at the beginning 

“Common Eldarin” (Salo, xiii). Then, some of the Elves heard the summon to go to the Blessed 

Realm. Those Elves, the Eldar, developed their own language which is Quenya. Some Elves heard 

the call but stayed in Middle-earth, those Elves are called the Sindar and speak Sindarin. When 

some of the Eldar returned to Middle-earth and became the Exiles, they were confronted with 

Sindarin and adopted this language for everyday use. Quenya became the Elvish language-form 

used in ceremony, ritual, and songs. It became some kind of Elven-latin. In the books and in the 

films, Sindarin is the most common elvish tongue. Some examples are the song to Elberth Frodo 

hears in Rivendell (I, 309), the conversation between Legolas and Aragorn in Fangorn Forest (The 

Two Towers-film), and the conversation between Aragorn and Arwen (The Two Towers-film). Still, 

we also get some examples of Quenya, such has Galadriël’s lament (I, 492), and Gandalf's Moria 

Gate Spell (The Fellowship of the Ring-film).

Some Men such as Aragorn are also able to speak Sindarin. In general, all Men can speak 

Westeron, the Third Age evolution of Adûnaic, the original Mannish tongue in the West of Middle-

earth. However, the Men from Gondor, the descendants of the Númenoreans, speak a derivative of 

Adûnaic enhanced with Elvish words. In the Third age, only some people from Gondor are still able
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to speak Sindarin. Still its influence is remarkable. When Frodo and Sam are taken to Ithilien, two 

of Faramir’s Men are assigned to guard them. They speak in “a language of their own” (II, 861), 

which Frodo recognizes as some variant of Elvish, and brings him to conclude that those Men are 

descendants of Númenoreans. However, he does not recognize the influence of Adûnaic, which is 

the ancestor of Westeron, the language spoken by the Hobbits.

The Men from Rohan are also able to speak the Westeron, but it is not their mother 

language. The Rohirrim speaks Rohirric7. Legolas praises this language and says that it “is like to 

this land itself; rich and rolling in part, and else hard and stern as the mountains” (II, 662). Rohirric 

is rendered in the narrative as Old-English. However, Rohirric is not the ancestor of Westeron, 

which is rendered in English, as the ancestor of Westeron is Adûnaic. Many place names and names

in Rohan are in Old-English, such as Éomer, whose name means quite ridiculously horse-mare (Éo: 

horse and mere: mare), Éowyn, whose name means delight in horses (wyn: joy) (Tinkler 165), or 

Riddermark, which is how the Rohirrim call their land (Ridda: horseman, mearc: boundary) 

(Tinkler 167). In the books, we do not have many words or sentences in this language, but some 

examples can be given, such as Westu Théoden hal! meaning Be thou healthy, Théoden!. However, 

Peter Jackson really gave life to this language in his adaptation, especially in scene in the stables, 

and when Éowyn sings at her cousin’s funeral. 

The Rohirrim and the Hobbits are connected through their language. Even though the 

Hobbits in the Third Age speak Westeron, some old words only used by Hobbits, such as  

“mathom” (for useless things that cannot be thrown away), have a direct relation to Rohirric. This is

because the Hobbits never had a language of their own; rather they spoke in the language of the 

closest human population. Before going to what is in the Third Age known as the Shire, the Hobbits

lived by the river Anduin, not far from the ancestor of the Rohirrim, and therefore adopted their 

tongue. This also shows the great capacity of Hobbits to adapt to every situation. 

Another population which is always illustrated speaking the language of Men, Westeron, are

the Dwarves. The Dwarves after the destruction of their realms such as the Moria, became travelers,

laboring and trading about the lands of Men. Therefore they picked up the Westeron, even though 

with an accent “due to their own private tongue” (Letter no. 176). In secret, they use Khuzdul, the 

Dwarve tongue. Not many examples of this language are given in The Lord of the Rings-narrative, 

only a few words such as Khazad-dûm, the Dwarve name for the Moria, and mazarbul, which 

means “records” and gives its name to the chamber containing the tomb of Balin. In The Two 

Towers-book, Gimli also shouts one sentence in Khuzdul, which is Baruk Khazâd! Khazâd ai-

mênu!(II, 699), meaning “Axes of the Dwarves! The Dwarves are upon you!”. Probably feeling that

7  Tolkien never really gave a name to their language, which is also sometimes called Rohan, Rohirian, or Rohanese 
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this was a rare opportunity to use Khuzdul, Peter Jackson used this sentence in The Hobbit-films, 

during the Battle of the Five Armies. The Dwarves personal names are also solely spoken in secret 

among them. For example, Gimli is the name that outsiders are allowed to use, however it is not his 

real name. 

With what little Khuzdul we get, we can only conclude that it is “a language strong in 

‘jagged’ consonants like ‘z’ and ‘k’ and sparing in open vowels like ‘e’” (Stanton 154). The accent 

Tolkien intended his Dwarves to have would have been Scandinavian in nature, especially for the 

Dwarves of Dale and the Long Lake region (Letter no. 144). However, in the films, John Rhys-

Davies, the actor playing Gimli, decided to give his character a Scottish accent (Rearick, 863). 

The Ents, such as the Hobbits, lack a personal language at the origin. Having learned to 

speak with the help of the Elves, Entish is an Elvish-derived language which they have adopted. 

Ents are not hasty people, and this is reflected in their speech. In Entish every word is a narrative, as

every word carries the past experience of the world. For example, the Entish word for hill is 

something like a-lalla-lalla-rumba-kamanda-lind-or-burúmë, but this is only an attempt made by 

Merry and Pippin to represent a fragment of actual Entish. Evans rightfully comments that “such a 

language is not just spoken; it ‘takes place’, it occurs” (148). Entish is also a chanted language. At 

the ent-moot, “the Ents began to murmur slowly: first one joined and then another, until they were 

all chanting together in a long rising and falling rhythm, now louder on one side of the ring, now 

dying away there and rising to a great boom on the other side” (II, 626). This aspect of Entish is 

sadly not represented in the film adaptation. 

Finally the Orcs originally had no native language either, rather “they took what they could 

of other tongues and perverted it to their own liking: yet they made only brutal jargons, scarcely 

sufficient even for their own needs” (III, 1486). This is not surprising for a race which has been 

made as counterfeit for another population, the Elves. Like their own existence, their language also 

must be a counterfeit of the language of others. There is not one Orkish tongue, but rather a swarm 

of different barbarous dialects, so many as there are groups or settlements of this race. To 

communicate between the different tribes, Orcs use Westeron, which has become their native 

language for many, even though they corrupted it with Orkish words. An example of Orkish is tark 

(III, 1185), meaning Man of Gondor, which is a debased form of tarkil, a Quenya word meaning 

descendant of the Númenoreans. In the Third Age, some of the highest ranking Orcs also use the 

Black Speech of Mordor which was devised by Sauron. An example is Uglúk u bagronk sha 

pushdug Saruman-glob búbhosh skai' (II, 579), a debased form used by soldiers of the Dark Tower, 

of which the translation is not known,. The only accurate sentence in Orkish we get is “Ash nazg 
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durbatulûk, ash nazg gimbatul, ash nazg thrakatulûk agh burzum-ishi krimpatul!” (I, 331) and 

figures in the inside of the Ring. 

In terms of phonology, “the prevalence of “hard” sounds like b’s and k’s and g’s, grating 

sounds like “sh,” the absence of “smooth” vowels (notably present in Elvish) represents Tolkien’s 

attempt to create what he has called a “hideous” language” (Stanton 155). It is crude, coarse and 

unpoetical, contrary to the Elvish tongues.  

It seems that the beauty of one’s language is directly associated with the goodness of its 

population. Tolkien saw the Elves as perfect creatures and therefore gave them what he imagined to 

be a beautiful language, with flowing vowels, something really soft. Orcs were always imagined to 

be bad, and therefore their own language, and the Black Speech created for them, is harsh and 

guttural. 

3.5 Fifth narrative device: Poems and Songs

If there is one element that distinguishes Tolkien’s The Lord of the Rings from other fantasy novels 

and therefore allows a better immersion in his universe, it is certainly the abundant inclusion of 

poetry and songs. Depending on how repetitions and reprises are counted, there are between fifty 

and sixty poems in the whole narrative. Most of the poems are actually songs and are explicitly said

to be chanted. Sadly, the poems and songs have often been misinterpreted as redundant, or causing 

an unnecessary break in the narrative (Isaacs 8). If one pays more attention to them, one realizes the

diversity and importance of those pearls within Tolkien’s oeuvre.   

Nearly each race in The Lord of the Rings-books has its own poetry- and singing-style. The 

Hobbits sing about their feelings and their daily activities, “about things that make us laugh; or 

about food and drink, of course” (II, 1055). Pippin calls their songs rustic (II, 1055), and thereby 

resembling peasant folk songs. The Elvish poems celebrate persons and places from long ago, their 

favorite themes are romantic love and physical beauty. Elves sing in polyphony, and their voices are

ethereal (I, 103). Their songs reflect who they are, a superior class, educated, and fond of music, but

remote from the other populations because they are doomed to disappear. The Men, as we have said

before, can be divided into two populations: the Gondorians of Minas Tirith, and the Rohirrim. The 

latter provides us with representations of men-made poetry. The poems of Rohan are like their 

inhabitants: representative of Anglo-Saxon culture. The Rohirrims are warriors and their poems 

therefore have the classic ubi sunt theme (Kelly 195). They tell the deeds of warriors dead on the 
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battlefield, and mourn them as well as praise them. The Entish poems have long lines and frequent 

repetitions with some alternations. As for their language, the Ents repeat some sentences but with 

different nuances in order to convey the more accurate description. Finally, Dwarve-made poems 

are regrettably almost non-existent in The Lord of the Rings. The only poem we get is the one sung 

by Gimli about the splendors of the Moria in the ancient times. Even though this song is sad, and 

makes the “darkness seem heavier” (I, 413), it also gives hope to Gimli to one day restore the 

Dwarve-Kingdom. 

The poems and songs reflect the culture of each race, even of the Orcs, which have no 

culture and therefore no songs. But more than that, they all have different purposes in the narrative. 

Some of the songs, especially those sung by the Hobbits are to clarify their feelings to the reader, 

such as Pippin’s bath song (I, 132) which expresses his relief felt when taking a bath. Some songs 

are explanatory, such as Tom Bombadil’s explaining how he found the Hobbits in peril (I, 165). 

Some give courage, such as the Oliphaunt poem (II, 844-845), or Sam’s song in the Tower of Cirith 

Ungol (III, 1188-1189). This later also functions as a signal to Frodo that Sam is coming. Some 

songs are also magical, such as Tom Bombadil’s song (Ho! Tom Bombadil, Tom Bombadillo (I, 

175)), which allows Frodo to literally sing for help when captured by the Barrow-wight. Finally, 

some poems are riddle-like and have an omen-function, such has Boromir’s dream (I, 320), or the 

song of Beren and Lúthien that Aragorn sings on his way to Rivendell, foreshadowing his own love-

story with Arwen. 

Until now I only discussed the poems and songs in the books, however, the films also 

display a variety of music and songs that are, more than one might think, connected to the books, 

and of utter relevance for the immersion in Middle-earth. 

During his research, Daniel White (2016) investigated the importance of The Lord of the 

Rings- film scores and found out that one of the elements that transported the viewers the most into 

the story was the music. While there is only one proper song from the books that is to be found in 

the film-adaptation, the song of Beren and Lúthien, there are many connections between the books 

and the films. 

First, in the same way that some of the poems and songs were not redundant to the narrative 

but rather helped the reader to understand the feelings of the character, the film score guides the 

emotions and evokes what the readers should be feeling at any given time (Peter Jackson, youtube). 

Second, the film score is also given a cultural significance. From the books we can gather 

that Hobbit-music is made with flutes (I, 38) and with fiddles (I, 207). Throughout the films, the 

Shire-theme is given several variations, however, the flute or the fiddle are always present, playing 

the melody-line. Moreover, the music is typically Irish Celtic music, developed in the rural regions 
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of Ireland, which is consistent with the rural and rustic aspect of the Hobbit-culture described in the 

books (M.D. Young, 27). We can find the same pattern with the Men-music, played by horns, 

reminding us of Boromir’s horn, or the Elven-music played with the harp, reminding us of Galadriel

playing the harp (I, 485), and sung with an ethereal, remote, voice8. Even the music-theme for 

Isengard is in accordance with its industrial description. The theme is played in a 5-4 meter, an 

explicit choice by Howard Shore because of its particularity of giving an unfinished feeling, as if 

the things were in movement towards a certain purpose, in this case industrialization.

Finally, even though the poetic songs from the books do not appear in the film adaptation, 

there are other new invented songs that do, such as Lament For Théodred, Edge of the night, more 

commonly known as Pippin’s song, The Fine Brew of the Green Dragon which Pippin and Merry 

sing in Meduseld, or even The Revelation of the Ringwraiths. In the case of Lament For Théodred, 

The Revelation of the Ringwraiths or other music with lyrics in another language, Edward Shore 

tried to maximize its authenticity by sending the original poems written in English to David Salo, a 

Tolkien scholar translate them in the appropriate language. In the case of the Lament For Théodred,

it was translated in Rohirric, and for The Revelation of the Ringwraiths, in Adûnaic. 

When discussing all five narrative devices we can conclude that Tolkien’s narrative remains the 

primary source of knowledge about Middle-earth in general. However, Peter Jackson’s adaptation 

did create the aesthetics of the world. Indeed, Tolkien wrote a lot of background for the world, the 

races, the magic, the languages, and even the poems and songs, if we consider that most of them are

strongly connected to the world, such as The Ent and the Entwive. He created what we could call 

the background mothership. Still, Tolkien did not give complete physical descriptions of all aspects 

in his narrative, and it was up to Peter Jackson to create them and bring them alive. He created the 

aesthetic mothership. We can see both versions of the narrative as complementary and both as 

useful in order to understand all the aspects of The Lord of the Rings-franchise. This means that 

both versions of the narrative could together be the motherships of the by-products. However, it 

might be that one version, the books or the films, has a bigger influence on the by-product than the 

other.

8  For a longer but very enlightening description of the film score as cultural references for the different populations 
of Middle-earth, please refer to Young, Matthew David. Projecting Tolkien’s musical worlds: a study of musical 
affect in Howard Shore’s soundtrack to Lord of the Rings. Saarbrücken, 2007, 
etd.ohiolink.edu/rws_etd/document/get/bgsu1179760402/inline. Accessed 23 June 2018. 
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Now that the five narrative devices for both the books and films have been analysed, we 

must research whether or not they appear, and in what particular form, in other by-products of the 

franchise. This will also help us assert whether or not the fan-made production should be considered

as equally deserving by-products of the franchise as merchandised by-products. The by-products in 

question are four video games (Lord of the Rings Online, The Fellowship of the Ring, The Return of

the King, and The third Age), two fan-made short films (The Hunt for Gollum and Born of Hope), 

one marketed tabletop role-play corebook and its extension (The Lord of the Rings Roleplaying 

Game Corebook, and The Fellowship of the Ring Sourcebook, by Decipher), and five fan-made, free

of use, tabletop role-playing scenarios. 

 4. The case studies 

4.1 Introduction and methodology

 Three types of case studies have been chosen: video games, short-films, and tabletop role-play.  

The four video games have been chosen as they all presented a unique combination of 

original mothership and the absence or presence of newly created characters. I have not been 

playing these games, rather I watched videos of people playing and commenting the games on 

YouTube, known as let’s play-videos9.For each game I watched, if available, fifteen videos, each of 

twenty to forty minutes10. For some games it was enough to see the game in its totality, for others it 

was not. However, they did give me enough information to be able to consider the five narrative 

devices. Those games are The Fellowship of the Ring played by Timpedia, The Return of the King 

played by RuudDevil, The Third Age played by WaReuR, and the Lord of the Rings Online 

(LOTRO) played by Balthelion. 

Two short films will also be analysed: Born of Hope (2009) and The Hunt for Gollum 

(2009). Both short films are fan-made but have been acclaimed for their quality, regarding the 

narrative as well as the aesthetics.

Finally, one merchandised tabletop role-playing game and five fan-made tabletop role-

playing scenarios will be analysed. The merchandised tabletop role-playing game in question is The

9 There is traditionally a difference made between let’s play-videos, walkthrough-videos and playthrough-videos. 
Let’s play-videos have as goal to be humoristic and provide leisure to the viewers. The player gives personal and 
subjective comments on a game and makes jokes about it. A walkthrough-video has as goal to explain to other 
gamers how to play a game, by giving tips and tricks. A playthrough-video shows a gamer playing a game for the 
first time and his personal evolution. However, those terms are sometimes interchanged. 

10 Only ten videos on The Fellowship of the Ring by Timpedia were needed to see the whole game. 
Only fourteen videos on The Return of the King by RuudDevil were needed to see the whole game. 
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Lord of the Rings Roleplaying Game Corebook and its extension, The Fellowship of the Ring 

Sourcebook, by Decipher. This game has received the Origins Award for Best Roleplaying Game in 

2002, and is usually the most praised one on forums. The five fan-made tabletop role-playing 

scenarios are made by two different players. Snow and Subterfuge, The road less travelled, and 

Race the Devil have been written by Andy Warner and are to be found on 

www.seekingsolis.co.uk/MERP_resources/. Erreur sur la personne and Des affaires de magiciens 

have been written by A. Gaugain and are to be found on errance.eternelle.free.fr/. 

Through these different case studies, which include both merchandised and non-

merchandised by-products of The Lord of the Rings-franchise, I will try to assert whether or not the 

fan-made productions respect the motherships and the five narrative devices in order to create 

immersion, as well or even better than the merchandised products. 

4.2 Video games

4.2.1 Presentation and transmedia storytelling principles

The four video games tackled by this paper are all rpg-games, Lord of the Rings Online 

having the particularity of being an MMORPG. This choice has been made because these games 

seemed to provide a better immersion into the game and Middle-earth in general than another type 

of game such as RTS-games or TD-games11. 

In 2002, the Tolkien Estate, which has the rights to the books, licensed Vivendi to create a 

series of video games based on The Hobbit, The Fellowship of the Ring, and The Return of the King.

The Tolkien estate wanted to compete with the games that were going to be published by EA 

(Electronic Arts) and based on the films. They really did play the card of the “original” text and 

therefore the official mothership to this game is the novel alone.  In The Fellowship of the Ring-

game (the Xbox version), the player has access to three different characters from the books, Frodo, 

Gandalf, and Aragorn. It is quite a consistent adaptation of the books and it follows the events from 

the narrative nearly step by step, from the Shire up until the banks of the Anduin river, before the 

Fellowship breaks up.  However, even though the game wanted to be faithful to the books, it still is 

11 RPG : Role-playing game, MMORPG : massively multiplayer online role-playing game, RTS: Real-time 
strategy, TD: Tower-defense. 
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a multiplicity, as near the end of the game, Sam is captured by a Nazgûl and the player must 

succeed in delivering him. This never happens in the original narrative. 

Directly based on the films are two games developed by EA, LOTR: The Return of the King 

(2003) and LOTR: The Third Age (2004)12. EA acquired the rights to produce Lord of the Rings 

games based on Peter Jackson’s films and until July 2007 was not authorized to use any material 

coming from the books (H. Young 346). In both games we have access to extracts from the films. 

The official mothership in for those games are the films. 

The Return of the King-game is an adaptation that initially allows the player to have access 

to six characters: Gandalf, Aragorn, Legolas, Gimli, Sam, and Frodo. Once the game is completed, 

he also obtains access to Faramir, Merry, Pippin, and Gollum. The player must complete three 

different time-lines, Aragorn’s, Frodo and Sam’s, and Gandalf’s, beginning with the battle of 

Helm’s Deep with Gandalf as tutorial, to the episode of the Crack of Doom, in which Frodo must 

succeed in throwing Gollum into the lava. This final episode lets us understand that although the 

game is based on the films, we are dealing with a multiplicity, as the game does disrupt the original 

narrative. Indeed, in the narrative, Gollum trips and falls into the lava without Frodo’s or Sam’s 

intervention.

In The Third Age-game, the player must control new characters, such as Berethor of Gondor,

Idrial the Elf from Lothlórien, or Elegost the Dunedain. The company is after the Fellowship and 

tries to join them, but always just misses them. The game is an extension of the narrative, but must 

still be considered as a continuity, as it does not contradict the mothership in any way. 

Finally, the last video game of our case-study is Lord of the Rings Online (LOTRO) (2007). In 

2005, Vivendi transferred its license to Turbine Inc., which developed and published this 

MMORPG. From 2010 to 2016, Warner Bros Games also helped to edit the game, and therefore 

some influence from the films might be found. This means that the official motherships for this 

game is the books and the films, with the books having a biggest influence. Being an MMORPG, it 

is not possible to let the players play characters such as Gandalf or Aragorn. Rather, the players 

create a new character, choosing from six races: Men, Elves, High Elves, Dwarves, Hobbits, or 

Beorning, and nine classes, such as Burglar or Champion. This game also can be considered as an 

extension as it extends the reach of the original narrative by adding new quests and episodes absent 

from the motherships. 

12 On GameCube, PlayStation 2, Xbox, and Game Boy. The Game Boy Advance-version is an tactical RPG. 
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As presented above, all the above mentioned games display several elements of Jenkins’ transmedia

theory, as can be seen in table 1. First, all the games are examples of drillability, as they allow the 

player to dig deeper into his knowledge of a franchise. Through the let’s play-videos, the games are 

also examples of spreadibility, as the player shares his love or hatred of a video game on the 

YouTube social media platform. Second, the games display a continuity or a multiplicity. In the case

of LOTRO, the frontier between both continuity and multiplicity is thin. Indeed we could argue that

the game displays both: it does not contradict the original narrative as known in The Lord of the 

Rings motherships, but there are some disruptive elements for the world itself, such as the plethora 

of fighting Hobbits. Third, the games all present cases of immersion rather than extraction. They 

allow the players to enter the fictional world. Fourth, RPG-games also typically display world-

building elements: the characters must move around into a particular environment, therefore video 

games develop “Spatial Stories” (Jenkins, 10 July 2004). In these cases they adapt the narrative 

from the motherships into different environments. LOTRO, being a MMORPG, has the biggest 

opportunity to build an extended world, and succeeds in doing so. Fifth, the games are chunks 

displaying a non-linear seriality and can all be played on their own, without players having played, 

seen or read any other element of the franchise. However, The Return of the King could also be seen

as the result of a cliffhanger which started in a previous video game by EA.: The Two Towers. 

Indeed, the tutorial of The Return of the King is the final battle in The Two Towers video game. 

Sixth, these games also present another subjectivity than that of for example Frodo, especially The 

Third Age and LOTRO as they provide new and different characters. Even though Jenkins 

introduced the concept of secondary subjectivity when speaking of secondary characters in the 

mothership taking a bigger importance in the by-products, I would argue that new created 

characters also display secondary subjectivity. Indeed, The Third Age and LOTRO let players 

understand that those new characters were always present in the motherships-world, only not 

spoken of, because they were too minor. Still, they display a new personal subjectivity on the 

narrative. Additionally, through the let’s play-videos, we can also gather the player’s subjectivity 

and how he experiences the game and its immersion. Seventh, these let’s play-videos can also be 

perceived as performances. The players, through playing those games and commenting on them, 

create new content that could extend other people’s knowledge of Middle-earth and therefore, at 

least, extend the fanon. 

The player’s subjectivity in let’s play-videos brings me to the question of mothership. As said, some

games have as official mothership the films and others the books. However, if we look at the 

comments given by the players, we can see that they usually do not make any distinction between 
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the books and the films, and speak about both, without paying attention to the official mothership. 

For example, when watching the let’s play-videos of The Fellowship of the Ring by Timpedia, we 

can hear that he makes mistakes, mixing events that happened solely in the films with events that 

happened solely in the books. In the first video, Timpedia says that Gandalf never took the Ring in 

his hand, unlike the game. However, in the books, Gandalf did take the Ring (I, 65). Timpedia 

admits never having read the books and his approach to the game is that of a viewer of the films. 

Therefore we could argue that the mothership of this game is also the films, even though it might be

only for Timpedia himself. 

Playing LOTRO, Balthelion makes similar comments. For example, when his character is 

saved by a man called Strider in the first video, he says “but we don’t know who Strider is yet, but 

we do, ‘cause we have seen the movies” (emphasis added). However, when his character is at 

Rivendell and must help the Elves reforging Narsil, he explains that in the books, the sword is given

to Aragorn before the Fellowship leaves Rivendell, and not as in the film-adaptations, at 

Dunharrow. This means that for this player, both the films and the books are the motherships. 

RuudDevil also seems to consider both the books as the films as the motherships of The 

Return of the King-game. He often calls the characters by their actor’s name, such as Ian McKellen 

for Gandalf. However, in the first video he also says that he preferred the battle of the Pelennor 

Fields in the book over the battle in the film, and in the sixth video, he explains how the throne-

room of Minas Tirith is carefully described in the books and how Tolkien is wrongfully accused of 

being vague. Clearly, even though he is still able to make a distinction between the books and the 

films, he still consider The Lord of the Rings-narrative to be a mix of both the books and the films. 

This shows that a person’s subjectivity will influence his approach to the games and therefore what 

he considers to be the foundation of a franchise, a.k.a the mothership. 

4.2.2 The five narrative devices applied to video games

As we can gather from tables 2.1 and 2.2, some narrative devices are easier to exploit than others. 

Each game rightfully presented the world of Middle-earth as well as the different races, even though

there might be some differences, depending upon the official mothership. The narrative devices 

magic, languages, and poems and songs show mixed results. 

Magic is one of the most intricate aspects of Middle-earth. Indeed, the books and the films 

suggests that magic is ubiquitous, and that all races are able to perform some magic. However, it is 

a capacity shared by a minority, and always subtly. In The Return of the King-game and in The 
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Third Age-game, magic cannot be called subtle, on the contrary. In The Return of the King-game, 

Aragorn has, among other capacities, the choice of lightening his sword and to cast a fireball with it.

This would never would have happened in Tolkien’s or Jackson’s Middle-earth. In The Third Age-

game, Idrial can invoke a water spirit, even though there is no water around. This seems to 

contradict the empirical rules of Middle-earth, in the same fashion that Gandalf cannot burn snow 

and needs to have support for it. One element that all the games do respect is that magic is tiring 

and cannot be used infinitely. However, one could argue that this is not out of respect of Middle-

earth’s magic, but rather a gameplay device. If magic could be used infinitely, the characters would 

be nearly indestructible and it would diminish any challenge.  

The second unevenly used narrative device is the use of languages. The books as well as the 

films do provide the readers/viewers with a broad range of newly invented languages. The Third 

Age-game and The Fellowship of the Ring-game do provide at least some examples of an Elvish 

language, probably Sindarin. I could not find any example of Middle-earth’s languages in LOTRO, 

even by going on different forums, still it seems strange for such a broad game not to display any 

element of Sindarin. This should be further investigated. The Return of the King-game starts with an

introduction by Galadriel, first in Sindarin and then in English. However, in the game itself, there is 

no display of Elvish or any other language. Indeed, the game is mostly about fighting adversaries 

and levelling-up.

The last poorly applied narrative device is the one about poems and songs. The Fellowship 

of the Ring-game being a faithful adaptation of the books, it displays several of Tolkien’s poems 

such as those of Tom Bombadil.  LOTRO does not display any of the poems and songs, however it 

gives the players the opportunity of playing different instruments and inventing poems and songs 

for contests. Furthermore, the game uses several background soundtracks specially created for the 

game and the place where it can be heard. For example, the music in the Old Forest goes well with 

the frightening looks of the place. The two EA games (The Return of the King and The Third Age) 

use the films score as background music. However, it has no narrative purpose as in the films, nor 

does correspond with the order used in the films. In The Third Age for example, when our group 

arrives in the Moria, we do not hear the Moria-theme but rather a variation of the Prophecy-theme 

that the viewers of the first film can hear in the introduction. 

In general, we can say that some games are better in using the five narrative devices for 

immersive purposes than others. Especially the EA Games do rather poorly and their immersion in 

Middle-earth relies mostly on the fact that we can play the characters from the films, or that we can 

encounter them. If commercialized by-products show such mixed results, we can wonder if the fan-

made short films will do better. 
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4.3 Fan-made short films

In 2009, many fan-made short films connected to The Lord of the Rings-narrative were produced. In

May 2009, The Hunt for Gollum directed by Chris Bouchard made its apparition on YouTube, and 

some months later, in October, Born of Hope directed by Kate Madison came out, first on 

Dailymotion and later on YouTube. Both the producers are great fans of The Lord of the Rings-

narrative, of the books as well as of the films. Both short films were acclaimed by the public. The 

Hunt for Gollum won The People's Choice Award at the Tri-City Independent/Fan Film Festival and

the Best Live Action award at the Balticon Film Festival in 2009 and Born of Hope won the Best 

Micro-Budget Feature award at the London Independent Film Festival in 2010. 

The Hunt for Gollum tells the story of Aragorn chasing Gollum to know more about the 

Ring and finally bringing him to the Woodland Elves. It is based on the events told by Gandalf at 

the council of Elrond (I, 328-330). However, the aesthetics are those of Jackson’s films. Chris 

Bouchard has stated that the production-team wanted to make a tribute to what Peter Jackson did, 

and that the looks of the films were a great inspiration (Masters, n.pag, and “High-Def”, n.pag.). 

Therefore we can conclude that both motherships are here used, Tolkien’s narrative as the 

background mothership, and Jackson’s narrative as the aesthetic mothership. 

Born of Hope also bases itself on both motherships. Born of Hope tells the story of 

Aragorn’s parents, Arathorn II and Gilraen, as told in the Appendices (III, Appendix A, Part five, 

1385-1386). However, Kate Madison intended her film to be a prequel to Jackson’s films, and 

therefore attempted to recreate the same aesthetics (Martin, n.pag.). 

The films are perfect examples of the seventh core principle of transmedia storytelling: 

Performance. Indeed, these films were created by fans for fans without any intention of 

commercialization. However, contrary to what Henry Jenkins asserts, they were not created out of 

frustration. Rather these films are a proof of their creators’ love for both Tolkien’s and Jackson’s 

narrative and are intended as a tribute. Neither are they examples of multiplicity. Henry Jenkins said

that fan-made creations take a narrative and rewrite them, which brings disruption to the original 

narrative of a franchise, thereby creating a multiplicity. In these cases, both fan-made short films are

examples of a continuity, as they are adaptation of content found in the books and in the appendices,

and do not disrupt the original narrative. These films also perfectly reflect another principle which 

is drillability. Through visioning them, a fan can enjoy more details about an event which has been 
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discussed in a few words in the books, and thereby create a more complete personal vision of these 

events13. 

Even though those films are unofficial extensions of the franchise, they do as well or even 

better than the video games in respecting the narrative devices. As tables 4.1 and 4.2 show, they 

correctly use four out of five of the narrative devices (World, Races, Languages, and Poems and 

Songs). Magic is present nowhere in the short films. First because the narrative has no need of 

magic being displayed. Second because it was probably too expensive to create, and fan-made 

films, however short they are, depend on a small budget. However, this does not mean that magic is 

non-existent in their re-creation of Middle-earth. In terms of languages, only Sindarin is displayed 

in the films, which fits the fact that the Dúnedains and the Elves do speak Sindarin. The Orcs are 

shown speaking in Westeron, the common tongue which is translated into English. This is also 

consistent with the canon, as even though the Black Speech already did exist at the time of these 

narratives, it only gained in popularity amongst the Orcs during the War of the Ring, and in their 

daily life they spoke Wetseron. As we do not encounter any Rohirrims or Dwarves, their languages 

could not be displayed. Finally, the Poems and Song narrative device is closer to the films than to 

the books. Indeed, hardly any poems or songs are displayed in the short films (besides a story being 

told in Born of Hope). Instead, the fan-made short films use music and songs as background, which 

guides the emotions and evokes what the viewer should be feeling at any given time. 

Although they were created by fans, these short films used and respected the narrative 

devices remarkably well and they deserve to be respected in the same manner or even better than 

the video games.

4.4 Tabletop Role-play

4.4.1 Commercialized tabletop role-playing game

In 2002 Decipher published The Lord of the Rings Roleplaying Adventure Game in which fans 

could become their favourite character from the narrative. However, this game did not provide 

much freedom to the players, as only some characters were playable, and the story was already 

mapped out. Nearly at the same time, Decipher published The Lord of the Rings Roleplaying Game 

(note that the title is nearly the same as the previous book and provoked some confusion) including 

a corebook and three sourcebooks (one per book/film), of which only The Fellowship of the Ring 

sourcebook will be used in this paper. With these books, the fans could create their own character 

13 For a complete vision of the fan-made short-films implementation of the seven transmedia storytelling principles, 
see table 3.
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and own quests while remaining in Middle-earth. The corebook has a watchword to spark our 

creativity and to explore the multiple quest possibilities. However, the corebook also instructs the 

Game Master (GM) to respect the already established narrative by Tolkien and Jackson, and to 

avoid any disruption. 

 The Lord of the Rings Roleplaying Game has both the books and the films as official 

mothership. Indeed, they obtained a license by Tolkien Enterprises (which has the licenses for all 

by-products derived from the books) and New Line Cinema (the licenses for all by-products derived

from the films). We can again make a difference between the books being the background 

mothership and the films being the aesthetic mothership. Indeed, the books provide the biggest 

background for all the information found in the corebook and its extension. The books also provide 

quotes which appear in the corebook and the sourcebook. The films provide the aesthetics for all the

race and place descriptions, and pictures to be found in the corebook and sourcebook. For each time

that the films and the books are not in accordance, a compromise has been made. For example, 

Caras Galadhon is described as in the books, but Galadriel and Celeborn’s house is not described. 

Instead, a picture from the film is given as illustration. The corebook and sourcebook are very 

detailed, but some elements are also added, which can create a disruption from the original 

narratives, and therefore a multiplicity14. Indeed, the corebook and sourcebooks do not mention 

where their information comes from, and it might be that some are new creations made by the 

authors, without it being apparent. Furthermore, the books also present some elements which are 

apparently disruptive, such has magicians having the possibility of becoming Wizards. Wizards 

being a race and not a status or title, magicians cannot become Wizards. Another example is that the

corebook explains that in addition to the five Wizards we know of from Tolkien’s books, other 

Wizards also came from the West to help Middle-earth’s population, and even though they are still a

rare population, they are also more common than what we could expect. This means that fans can 

play as a Wizard, without it being disruptive for the game-world. Still, it is disruptive for the 

franchise, and we could therefore consider that the world depicted by The Lord of the Rings 

Roleplaying Game corebook and sourcebooks create a multiplicity, and not a continuity. This 

tabletop role-playing game also typically depicts the world-building concept. Indeed, even though 

the purpose of tabletop role-playing is to create quests to fulfil, and therefore more generally to 

create stories, the stories from The Lord of the Rings Roleplaying Game are intrinsically connected 

to the world. Indeed, for each location given in the book, three quests are proposed if the GM has no

time to come up with one himself. It is the location that gives rise to a story, therefore, the locations 

14 For a complete vision of the tabletop role-playing game and the scenarios implementation of the seven transmedia 
storytelling principles, see table 5. 
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are essential. Finally, such a book is a perfect example of performance invited by the authors, also 

known as cultural activators. Decipher gave the keys to a game featuring Middle-earth, but the fans 

are the ones that give life to this game and use it in their own manner. The fan’s importance in the 

appropriation of a tabletop role-playing game will be shown in the next chapter. 

As we could expect from such a dense corebook and its extension, all five narrative devices 

are tackled and mostly respect the franchise, as we can see in tables 6.1 and 6.2. As said before, the 

corebook advocates a respect of the original narrative and advises the GM not to create any 

disruptive element. However, the book itself creates some disruptions as it gives the impression that

any person from any race in Middle-earth can become a Wizard. Still, in general Decipher really 

managed to make a compromise between Tolkien’s books and Jackson’s films and gave the keys to 

a more than complete universe in which every detail counts. 

Even though there are some problems with the magician-wizard question, the game did a 

good job in handling the magic of Middle-earth. The corebook warns the players as well as the GM 

that magic is ubiquitous, but also that it is subtle, and could not be used to cast countless spells. 

There are two types of magic: spells, which are of major importance, as well as crafts. Only Elves 

and Wizards have natural magic (the Hobbits ability to disappear is seen as magical, but the Hobbits

have that natural capacity and nothing else). Other races can learn some magic capacities, and this 

depends on their order: magician, loremaster, or minstrel. Magicians are the most powerful holders 

of magic besides the Wizards. The game says that even though they do not have natural magic 

abilities, they do have some connection to it, which allows them to learn magic more easily than 

others. Loremaster are said to be typically Elves of noble Men and to have acquired their minor 

magic abilities through books and research in libraries. Minstrels can, through their verses and 

songs, bring hardened Men to tears or inspire soldiers to fight harder. This is what I called the direct

influence of language on the world and which I have classified as being magic as well. Finally, the 

corebook warns players choosing for magic not to abuse it, as, in the same manner of Gandalf, 

people having magic abilities should use it only when in physical danger and rather should counsel 

their group.

Finally, the game succeeded in giving an importance to the poems and songs-device. All 

players may evolve their character in their verse-composing capacity, which can have a great 

importance if the GM succeeds in including this aspect in his quests. Furthermore, minstrels are 

said to be the chief practitioners of art, including verses, songs, and instruments. Players playing a 

minstrel must sing and compose verses in order to influence the quest. Therefore they become in 

some way akin to Tolkien inventing poems and songs for his narrative. 
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Of course, this is how the creators of The Lord of the Rings Roleplaying Game intended the 

buyers of this game to play. Still, we should investigate whether players use the game-rules to create

characters and quests in accordance to the franchise, or whether they give themselves some liberty 

and therefore create a multiplicity. 

4.4.2 Fan-made tabletop role-playing scenarios

Fans have understood well that one of the best ways to immerse themselves into a world is through 

tabletop role-play. In this chapter we will analyse five tabletop role-play scenarios made by two 

fans: Andy Warner and A. Gaugain. Andy Warner created three scenarios based on the Middle-earth

Role Playing game (MERP), called Snow and Subterfuge (2001), The Road Less Travelled (2003), 

and Race the Devil (2000). A. Gaugain created two scenarios based on The Lord of the Rings 

Roleplaying Game, called Erreur sur la personne and Des affaires de magiciens. Most of those 

scenarios are intended to be played by beginners and therefore have as task to display a wide range 

of elements from the game and the world15. 

Andy Warner based himself on the MERP-game which was published before the films, in 

1984, and has as official mothership Tolkien’s books. The scenarios were published at the same 

time as the films, but I did not find any element which might suggest that Andy Warner was 

influenced by the films, and therefore there is probably only one mothership: the books.

A. Gaugain wrote two scenarios based on The Lord of the Rings Roleplaying Game, which 

has two motherships, the books and the films. However, A. Gaugain himself seems to be mostly 

inspired by the films, as the examples he gives are from that medium. What is more, he admits that 

his quest, Des affaires de magiciens, does not respect the books but the film, as it is based on some 

events disrupting from Tolkien’s vision. However, he also gives the names of some eagles, 

Landroval and Meneldor, which helped saving Frodo and Sam from Mount Doom, names that are 

never mentioned in the films. Still, I would say that his personal primary mothership is the films, 

and the books are only there to support his knowledge from the films. Especially interesting is the 

fact that Gaugain admitted that his scenario, Des affaires de magiciens, relied on some events from 

another film: Princess Mononoke by Hayao Miyazaki. One would not expect such a different genre 

to have an influence on a quest in Middle-earth. Still, this influence does not bring any disruption to

The Lord of the Rings-narrative.

Both scenarios have the particularity of being made by fans for fans and are free of charge 

and easy to be found on the internet. These “performances” as Jenkins calls them were created in 

15 Only Race the Devil was created for advanced players.
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order to share their creator’s love for a game and a franchise. Still they are also the direct result of 

cultural activators; their reaction was one called for by the creators of the MERP-game and The 

Lord of the Rings Roleplaying Game. All the scenarios are written with care for the original 

narrative and are mostly not disruptive16. Finally, these scenarios also use cliffhangers, which is a 

result of seriality. Race the Devil was written as a continuity of Snow and Subterfuge, and so was 

Des affaires de magiciens for Erreur sur la personne. Especially Snow and Subterfuge presents a 

cliffhanger, the dwarve-poem found in this quest which is a key element to resolve the next quest, 

Race the Devil. Perhaps unconsciously, Andy Warner understood what a good story is about: 

suspense. 

 In terms of narrative devices, Andy Warner more than A. Gaugain exploited them fully. As 

tables 6.1 and 6.2 show, Warner introduces different locations (Egladil, the Mitheithel river, etc.), 

different races (Elves, Hobbits, Humans, Dwarves, Trolls, etc.), different types of magic (herb lore, 

crafts, spells and runes), different languages (Sindarin, Khuzdul, and Westeron), and he even 

introduces a poem, which is the paramount of a Tolkienesque feeling. Andy Warner also creates 

some new places, such as Barad Cam which is the Tower of the Fist, and a town called Sarik, but 

this is not contradictory to the original versions of the narrative. On the contrary, the name of Barad 

Cam is consistent with a series of other towers called Barad. 

A. Gaugain fails to meet the standards of his fellow fan and scenarist but he still respects the

narratives. He mentions several locations in Middle-earth, such has Rivendell and Dunland, and 

provides a picture of Orthanc in the films, as well as an illustration of Gandalf standing atop 

Orthanc, probably based on the books, but which resembles the films. He also mentions nearly all 

the well-known races in Middle-earth, such as Men, Elves, Dwarves, Hobbits, Wizards, and Orcs. 

However, he creates a hobbit-character which is said to be in the service of Elrond at the time of the

War of the Ring. This would not have been possible, as the Hobbits lived peacefully in their 

settlements such has the Shire, and would never have been in contact with Elrond. A. Gaugain does 

not mention a lot of magic, only through the character of Radagast, and a new magician called 

Mazraël. Still, he indexes the places where the magic used by Radagast can be found in the 

corebook, which gives the GM indications about the magic. Gaugain also does not mention another 

language than Westeron, but this shows that he is familiar with the different languages, even though 

they are not used. Finally, and this is where he clearly performs less well than Andy Warner, A. 

Gaugain does not mention any kind of music, song, or verse. This might be because Gaugain is 

16 A. Gaugain tried through his quest, Des affaires de magiciens, to explain how Gandalf got his staff back from 
Saruman after being imprisoned on the top of Orthanc in the film. However, this in based on a mistake. Indeed, 
Gandalf’s staff after Orthanc is not the same as before Orthanc, even though they look similar. Still, he wrote this 
trying to respect what he through had happened, and therefore we should not consider it as a disruption, as it was 
done unknowingly. 
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principally focused on the films, and nearly no poems or songs appear in that medium. The films 

convey the importance of music through the score which is used as background, but Gaugain could 

not translate this into the scenario. However, in general, both fans and scenarists successfully 

communicate a feeling of Middle-earth through their quests. 

4.5 Remarks

We can notice a pattern across the three different media. The easiest way to induce 

immersion in Middle-earth is with the first narrative device, world, and by mentioning Middle-earth

itself and all the different cities, forests, rivers, and plants in it. Another easy way is by mentioning 

the typical races inhabiting Middle-earth, such as Hobbits, Elves, Dwarves, and Wizards, as well as 

characters from the narrative, such as Frodo, Gandalf, Aragorn, etc. The three last narrative devices 

are the most difficult to reproduce faithfully, especially with some of the video games. Magic was 

the most difficult narrative device for all media to use. If video games want to introduce magic, it 

should not be restricted to a few spells or to one spell per battle, as it would ruin the game-play of 

those choosing to fight with magic. However, because of that, it does reduce the fidelity to the 

original narrative. Still, choosing not to display any magic in a game would also be wrong, as magic

is omnipresent in Middle-earth. In a fan-made short film such as The Hunt for Gollum and Born of 

Hope, the shortness of the film allows the producers to avoid any magic without breaking the 

illusion of Middle-earth. In the tabletop role-playing games, the creators allow the players to use 

different kinds of magic, but do warn them not to abuse it in order to have a better experience. This 

might be the better way to respect Middle-earth’s magical integrity. 

Languages were again not the forte of the video games. Indeed, if the game introduced a 

language, it was only Sindarin, and for The Return of the King, it was only in the introduction, not 

even in the game itself. The fan-made films also failed to display a great variety of languages, only 

Sindarin. Still, we could argue that in this case, because the only encountered races are Men, Elves, 

and Orcs, introducing another language was impossible. The tablet-top role-playing game and 

scenarios were again the best at respecting and using the different languages. People can evolve in 

their language proficiency, and this can be useful in quests, such as deciphering messages in another

language. 

Finally poems and songs were also difficult to implement in the different media.  According 

to what the primary mothership was, the media should have displayed background music to guide 

the emotions, and/or show the importance of songs and verses, again as a means of displaying 

emotions, and to make a progress in the narrative. Two out of four video games failed this narrative 
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device, whereas the two others succeeded, each in their own way (using the songs from the books or

creating new scores to guide the feelings and set the atmosphere). The fan-made films, using both 

motherships, used primary new score, but Born of Hope went a bit further and showed a man telling

stories. This might add to the narrative, but it does give a feeling of immersion into Middle-earth. 

However, both films succeeded in using this narrative device for immersive purposes. The tabletop 

role-playing game and scenarios also mostly succeeded in using this narrative device. Decipher 

proposes a vision of Middle-earth in which songs and verses have a great importance, through the 

minstrel-order, and through the composing-verses skill. Andy Warner used a piece of poetry to give 

quest indication in order to make the quest advance. Only Gaugain left out this device for 

immersive purposes in his scenarios, but as his scenarios are based on the game by Decipher, the 

actual players mat still have used something linked to poems and songs. Maybe the group playing 

those quests had a minstrel or someone with composing skills. Gaugain’s scenarios did not close the

doors to this narrative device. 

We can conclude that in general, the fan-made productions, short films and tabletop 

scenarios, did as good or even better than the commercialized by-products of the franchise in 

respecting the original motherships and creating immersion into this particular franchise that is The 

Lord of the Rings. According to Jenkins, fan-made production are secondary to the 

commercialization of by-products. This means that without commercialized by-products, fans 

would not produce anything. This is true for the tabletop role-playing scenarios. Indeed, they were 

created on basis of a commercialized by-product. However, the fan-made short films were not the 

result of any by-product, and therefore cannot be seen as a secondary creation. They are on an equal

footing with the commercialized by-products and should be respected as such. Furthermore, these 

fan-made short films have such an importance for the fan-community that they nearly became part 

of the original canon. Indeed, Born of Hope created a new village, called Taurdal, which is 

classified on most big internet sites about The Lord of the Rings. Even though there is a sign 

warning the visitors that this place is not part of the official canon, it was considered important 

enough to create an entire web-page on the subject.  And still, even though the tabletop role-playing

scenario’s were created as result of a commercialized by product, they did an equally good job as 

the fan-made films, in using the five narrative devices in order to create immersion in Middle-earth. 
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5. Conclusion

This thesis had three main goals. First, to study which was the mothership of today’s The 

Lord of the Rings-franchise. Second, to develop several narrative devices that could be used to 

induce immersion in Middle-earth. Third, to test out those narrative devices in practice on 

commercialized by-products and on fan-made by-products to assert whether this latter deserved to 

be considered as part of the franchise. This last goal is of course not a broad enough analysis, other 

elements besides narrative devices should also be considered. However, I believe that the narrative 

devices were already a good start to assert the importance of fan-made by-products in a franchise. 

Finally, throughout this thesis, I also wished to demonstrate that The Lord of the Rings-franchise is a

great case of transmedia storytelling.  

In order to understand what transmedia storytelling is about, this paper used Jenkins’ 

transmedia storytelling theory. Jenkins defined transmedia storytelling as “a process where integral 

elements of a fiction get dispersed systematically across multiple delivery channels for the purpose 

of creating a unified and coordinated entertainment experience. Ideally, each medium makes its own

unique contribution to the unfolding of the story". Through our discussion, we can conclude that 

this definition has its flaws. First because integral elements of a fiction would mean that a fan’s 

subjectivity has no influence on his interpretation of a story. Second because “unified and 

coordinated entertainment” does not include one of Jenkins’ own principles: multiplicity. 

We also defined transmedia storytelling by other concepts such as multimedia storytelling, 

which transmedia storytelling is not, transmedia storytelling and transmedia branding which, as we 

have seen, are interchangeable, and adaptation and extension, which are both present in transmedia 

storytelling and in franchises. 

Second, we explained Jenkins’ seven principles, which are spreadability and drillability, 

continuity and multiplicity, immersion and extractability, worldbuilding, seriality, subjectivity, and 

performance. Through our discussion, we came to criticize some of these principles and to add new 

nuances to them. If all those seven principles appear together, we are dealing with a well-developed 

transmedia storytelling franchise. The more nuances from those seven principles a franchise uses, 

the more complete it is. These seven principles were later applied to our case studies.  

We then continued with the importance, in Jenkins’ eyes, of consumerism with respect to 

transmedia storytelling and franchises. According to Jenkins, a franchise develops by-products 

which are sold to the fans and which build up the canon. The fan-creations are only secondary to 

those commercialized by-products and are essential in developing the fanon. The case studies 
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discussed in this paper tried to show that the fan-made productions deserve to be equally respected 

as the commercialized by-products. 

Finally, with regards to the transmedia storytelling theory, this paper tackled the importance 

of the mothership in a franchise, as it anchors the franchise and is the base for the by-products. This 

brought up the question whether the books by Tolkien or the films by Jackson were the mothership 

for today’s The Lord of the Rings-franchise. 

Once all the elements of transmedia storytelling as coined by Henry Jenkins have been developed, 

we were able carry on with the five narrative devices. These narrative devices are elements which 

can be found both in the books and in the films, and which combine to create immersion in The 

Lord of the Rings-franchise. They were chosen according to their peculiar characteristics in the 

franchise. They are the world, the races, the languages, the magic, and the poetry and songs. The 

first four narrative devices are intrinsic characteristics of the narrative, whereas the fifth narrative 

device is a narrative technique which is tackled in different ways according to the medium used. 

The analyse of these devices allowed us to realize that both the books and the films can work 

together as motherships, the books being the background mothership, and the films being the 

aesthetic mothership. 

The last section of this paper, and most important one, was the case studies. In this chapter, several 

by-products were tackled. These by-products are four video games (Lord of the Rings Online, The 

Fellowship of the Ring, The Return of the King, and The third Age), two fan-made short films (The 

Hunt for Gollum and Born of Hope), one marketed tabletop role-play corebook and its extension 

(The Lord of the Rings Roleplaying Game Corebook, and The Fellowship of the Ring Sourcebook, 

by Decipher), and five fan-made, free of use, tabletop role-playing scenarios. Henry Jenkins’s seven

principles, as well as the five narrative devices were tested on these by-products. This allowed us to 

come to several conclusions. 

First, all seven transmedia storytelling principles are apparent in both commercialized as 

well as fan-produced by-products. However, there are differences in the nuances that the various by-

products can render. For example, only the let’s play-videos display a real case of spreadability. 

Indeed, through the comments below the video, the player can actively discuss the game, and by 

that the franchise, with his fans. Another example is that only the fan-made short films display one 

of the reasons to produce a performance; as a tribute to the authors. The fan-productions display a 

great variety of nuances of the seven principles, and could work as a franchise on their own. This 
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already demonstrates that the fan-productions are not secondary to commercialized productions in a

franchise, as Henry Jenkins asserts. 

Second, what concerns the five narrative devices, the case studies revealed that in general, 

some narrative devices, such as world and races, were easier to employ than others, such as magic, 

languages, and poems and songs. The case studies also revealed that the fan-made by-products did 

as well as the commercialized by-products in using and respecting the five narrative devices. In 

some cases, the fan-made productions did even better than the commercialized by-products; 

compare the fan-made short films with the two video games by EA. This also allows us to say that 

the fan-made productions should be respected at their fair value, and not as secondary to 

commercialization.

Finally, what concerns the motherships, the case studies confirmed our assumption 

developed after the analysis of the five narrative devices. Indeed, fans do not seem to make a 

difference between the books and the films, despite the presence of an official mothership as with 

the video games. Even though they realize that the films and the books are two different entities,  

they consider them together in order to form their personal interpretation of the franchise, the books

being the background mothership and the films being the aesthetic mothership. Also some 

commercialized by-products share both motherships, such as the tabletop role-playing game by 

Decipher. 

This paper has of course its flaws. First because it deals with the franchise from only one 

point of view, which is Jenkins’. Other theories should also be applied to the franchise, such as 

Frank Rose’s Deep Media. Second, because only a few by-products were analysed and other types 

could have been tackled as well, such as fan-fiction, or Live Action Role Play (LARP). However, 

these flaws can easily be addressed, and I hope someone, if not me, will focus on them in the future.
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7. Tables

 1. The Seven Principles implemented in the video games 

The Fellowship of
the Ring 

The Return of the 
King 

The Third Age LOTRO

Spreadability vs 
Drillability

The game itself is a case of drillability as it allows the player to dig deeper in 
his knowledge. 
The Let’s play-video is a case of spreadability as the gamer shares on a social 
media (YouTube) his fandom

Continuity vs 
Multiplicity

Multiplicity: a 
Nazgûl takes Sam 
– which doesn’t 
happen in the 
narrative

Multiplicity: 
Frodo and Sam 
must throw 
Gollum in the lava

Continuity: no 
disruption

Continuity as no 
disruption from 
the NARRATIVE.
BUT multiplicity 
as no Hobbit in 
the WORLD 
would be a fighter 
as in this game

Immersion vs 
Extractability

Immersion into the game 

World-building Yes: represents the
different places 
from the first book
and uses them as 
background for 
the game.
(But: not a real 
development of 
the world).

Yes: represents the
different places 
from the films, 
such as Helm’s 
Deep and uses 
them for the game.
(But: not a real 
development of 
the world).

Yes: represents the
world as in the 
films and uses 
them for the game.
(But: not a real 
development of 
the world).

Yes: represents the
world as in the 
books and goes 
further in giving a 
detailed 
representation of 
nearly ALL the 
places in Middle-
earth 

Seriality ( non-
linear or 
cliffhanger)

Non-linear: 
someone can play 
this game without 
any previous 
knowledge 

Non-linear: 
someone can play 
this game without 
any previous 
knowledge. 
BUT also 
Seriality: the 
tutorial at Helm’s 
Deep is the final 
battle of the 
previous game: 
The Two Towers

Non-linear: 
someone can play 
this game without 
any previous 
knowledge

Non-linear: 
someone can play 
this game without 
any previous 
knowledge

Subjectivity No secondary 
character 
subjectivity as we 
play as Frodo, 

Primarily no 
secondary 
character 
subjectivity (once 

Secondary character subjectivity?  We 
do play new characters, but they do 
not appear in the original narrative. 
But: it is still another character’s 
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Gandalf and 
Aragorn. 
BUT: let’s play-
video: player’s 
subjectivity

the game is 
finished we can 
play with Faramir,
which is a 
secondary 
character, but he is
only available 
once the game is 
finished). 
BUT: let’s play-
video: player’s 
subjectivity 

vision on the narrative: O.K. 

Plus: let’s play-video→ player’s 
subjectivity 

Performance Let’s play-videos can be seen as performances. Indeed, through commenting 
the games, the players add new content, or at least a new take on the canon, 
and by that extend the fanon. 

However, even if the games themselves were intended to be played, they were 
never intended to be filmed and posted on YouTube, therefore we cannot speak
of cultural activators. In these cases, the fans make a performance in order to 
share their interest in the game and the narrative. 

2.1 Schema of the five narrative devices implemented in the video games

TABLE 2.1 –
video games

THE 
FELLOWSHIP 
OF THE RING

THE RETURN 
OF THE KING

THE THIRD AGE LOTRO

WORLD V V V V

RACES V V V V

MAGIC V X X O

LANGUAGES V O V ?

POEMS AND
SONGS

V X X V

V : no contradiction with the books and/or films 
X : contradictions with the books and/or films
O : hesitation
?: unknown 

2.2 Description of the five narrative devices implemented in the video games

THE 
FELLOWSHIP 

THE RETURN 
OF THE KING

THE THIRD AGE LOTRO
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OF THE RING

WORLD Respects the 
description from 
the books
ex: -the old forest 
is really 
frightening
       -Bree is made 
of stone houses
       

One disruption: 
kingsfoil has 
healing powers, 
which in the 
books and films is 
only given to 
Aragorn.

Respects the 
aesthetics of the 
film
ex: -Helm’s Deep 
is totally the same 

Respects the 
Respects the 
aesthetics of the 
films (and of the 
books)
ex: - lots of forests
      - the Moria is 
a city of chamber 
upon chamber 
(//book) but the 
bridge has the 
same aesthetics as 
in the film.  

One disruption: 
kingsfoil has 
healing powers, 
which in the 
books and films is 
only given to 
Aragorn.
       

Respects the 
description from 
the books
ex: - the land 
around Edoras is 
green
      - kingsfoil, 
niphredil and 
elanor are present 
for quests, but are 
common plants 
without powers

RACES All the races 
encountered in the
game are in tune 
with the 
descriptions from 
the books.

(we can play 
Frodo, Aragorn, 
and Gandalf)

All the races 
encountered in the
game are in tune 
with the 
descriptions from 
the films.

(We can play 
Aragorn, Gandalf, 
Frodo, Sam, 
Legolas and 
Gimli) 

All the races 
encountered in the
game are in tune 
with the 
descriptions from 
the films.

(We can play an 
Elf, several types 
of Humans, and a 
Dwarve. It 
respects the fact 
that Hobbit 
usually do not go 
on adventure, and 
therefore we 
cannot play as 
one). 

All the races 
encountered in the
game are in tune 
with the 
descriptions from 
the books.

One disruption: 
we can play 
Hobbits, who are 
traditionally 
home-lovers and 
against 
adventures.

MAGIC Respects the 
Magic of Middle-
earth
ex: - only Gandalf 
in the Fellowship 
has “magic” 
abilities (can light 
his staff, cast a 

Does not respects 
the Magic of 
Middle-earth 
ex: - Aragorn can 
light his sword 
and cast a fireball 

One element 

Does not respects 
the Magic of 
Middle-earth 
ex- the Elf Idrial 
had Spirit Power 
skills, of which 
one of the first is 
“loudwater fury”, 

Hesitation: 
Only some races 
have access to the 
magic classes such
as lore-master, 
minstrel, and 
rune-keeper: ok.
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fireball, and heal).
      -magic has a 
cost: mana. 

respected: - magic
has a cost, 
Gandalf for 
example can only 
cast 30 fireballs 
and then needs to 
reload 

which consists in 
calling a water 
spirit to attack, 
even though there 
is no water nearby.

One element 
respected: - magic
has a cost: action 
points

Problem: even 
minstrels, which 
are said in the 
books to be able to
invoke the images 
of certain people, 
can in this game 
make magical 
damages.

=>In general, 
there is a real 
effort of accuracy

One element 
respected: - magic
has a cost: power-
points

LANGUAGES Displays different 
languages
- Glorfindel 
speaks in Sindarin
with Aragorn

BUT: only 
Sindarin, no other 
language

Hesitation
The game starts 
with an 
introduction made 
by Galadriel, 
which starts in an 
Elvish language 
(probably 
Sindarin). 
However, it is the 
only display of 
invented language.

The Elf Idrial 
thanks Berethor in
Elvish 

BUT : only 
Sindarin, no other 
language

No proof found of 
any use of 
language, but is 
seems strange for 
such a diversified 
game not to 
display it.

POEMS AND
SONGS 

Respects the 
Poems and Songs 
from the books 
Tom Bombadil 
sings the exact 
same songs as in 
the books.

Use of music but 
no purpose.

Sometimes we get
the music from the
films, but they do 
not seem to have a
bigger role than 
background 
music. They do 
not share any 
feeling. 

Use of music but 
no purpose.

Sometimes we get
the music from the
films, but they do 
not seem to have a
bigger role than 
background 
music. They do 
not share any 
feeling. 

-New musics have
been developed in 
the same manner 
as those of the 
films, and they do 
share feelings, 
such as the music 
in the Old Forest, 
which is 
frightening.
- all players can 
play instruments 
according to their 
class.
- music can be 
magic (for the 
minstrel class)
- the great liberty 
given to the 
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players allow 
them to hold 
Poetry Contests, 
such as those at 
Windy Acres 
Ranch 

3. The seven principles implemented in the fan-made short films

The Hunt for Gollum Born of Hope 

Spreadability/ drillability Drillability as the fan-made short films allow to dig deeper into 
the directors’ personal interpretation but also of our personal 
interpretation 

Continuity / multiplicity Continuity as they do not present any disruption with the original
narrative

Immersion/ extractability Immersion as the fan-made short films allow the viewers to 
immerse themselves deeper in Middle-earth

World-building Yes: they represent some spaces from the books and the films, 
but also expand the world in the case of Born of Hope (see table 
4.2) 

Seriality Non-linear: Can be understood 
on its own, we do not need any 
previous knowledge from the 
books and the films to enjoy it 
fully.

Non-linear: Can be understood 
on its own, we do not need any 
previous knowledge from the 
books and the films to enjoy it 
fully.
BUT: Kate Madison did intend 
it as a prequel to The Lord of 
the Rings-films. Therefore there
is still some kind of linearity 

Subjectivity No secondary character 
subjectivity. 
BUT: the film is the result of 
the director’s personal 
interpretation and therefore of 
his subjectivity 

Secondary character’s 
subjectivity: Gilraen.
AND : the film is the result of 
the director’s personal 
interpretation and therefore of 
her subjectivity 

Performance The films are performances created to testify their creator’s love 
for the franchise, both the books and the films. 
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4.1 Schema of the five narrative devices implemented in the fan-made short films

TABLE 4.1 – Fan-made short
films

THE HUNT FOR GOLLUM BORN OF HOPE

WORLD V V

RACES V V

MAGIC ? ?

LANGUAGES V V

POEMS AND SONGS V V

V : no contradiction with the books and/or films 
X : contradictions with the books and/or films
O : hesitation
?: unknown 

4.2 Description of the five narrative devices implemented in the fan-made short films

TABLE 4.2 – Fan-made short
films

THE HUNT FOR GOLLUM BORN OF HOPE

WORLD Respects the description from 
the books and the aesthetics of 
the films
ex: - map of Middle-earth from 
the books
      - replica of the Prancing 
Poney from the films

Respects the description from 
the books and the aesthetics of 
the films 
ex: - map of Middle-earth from 
the books
      - replica of Rivendell from 
the films

RACES All the races encountered in the
film are in tune with the 
descriptions from the books and
the aesthetics of the films
ex: -Gandalf and Gollum do 
look a lot like those of the 
official films
      - we encounter Orcs, 
Dúnedains, Men from the 
villages near Anduin, and 
Elves.

All the races encountered in the
film are in tune with the 
descriptions from the books and
the aesthetics of the films
ex: -we encounter Dúnedains, 
Orcs, Elves, and even a troll.

MAGIC Not mentioned Not mentioned 

LANGUAGES Only Sindarin Only Sindarin

POEMS AND SONGS New songs, in the fashion of the
official films, that brings to the 
narration. 

New songs, in the fashion of the
official films, that brings to the 
narration 
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ex : -the introduction song is 
ethereal and translates a tension

ex: - the song during the funeral
is similar to a prayer

A man tells a story in rhymes 
(37:43 min) → very 
Tolkienesque 

5. The seven principles implemented in the tabletop role-playing game and scenarios

Decipher  ANDY WARNER A. GAUGAIN

Spreadability/ 
drillability

Drillability, as those tabletop role-play game and scenarios allow the 
players to deepen their knowledge of the franchise

Continuity/multiplicity Continuity as it wishes
to respect the original 
narrative.
BUT multiplicity as 
there are disruption 
with the world 
developed by the 
motherships: ex 
magicians (see table 
6.2)

Continuity as it brings 
no disruption with the 
original world

Multiplicity as there 
would not have been a 
Hobbit at Elrond’s 
service at the time of 
the ring

Immersion/ 
extractability

Allows immersion in Middle-earth

World-building Yes: Develop the 
different possible 
quests in relation to the
places, and by that 
contribute to the world-
building.

Yes: Respects the 
world as described in 
the books, but 
contribute to World-
building by adding new
places.

Yes: Respects the 
world as shown in the 
films, and uses it to 
develop a story. 
(But: not a real 
development of the 
world).

Seriality Non-linear: the game 
can be played without 
any previous 
knowledge.

Cliffhanger: Snow and 
Subterfuge → Race the
Devil 

Cliffhanger: Erreur sur 
la personne → des 
affaires de magiciens

Subjectivity Yes: it allows to create 
new characters with 
their own subjectivity 
on a story.

Yes: new characters 
have been created by 
the scenarist for the 
quest purposes and 
demonstrate their 
unique subjectivity.

Yes: new characters 
have been created by 
the scenarist for the 
quest purposes and 
demonstrate their 
unique subjectivity.
We also have the 
subjectivity of 
secondary characters 
such as Radagast.
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Performance This tabletop role-
playing game is a 
cultural activator: the 
players are expected to 
create new 
performances on its 
basis.

These scenarios are performances which are the 
result of cultural activators.

6.1 Schema of the five narrative devices implemented in the tabletop role-playing game and 
scenarios

DECIPHER- game ANDY WARNER-
scenarios

A. GAUGAIN
scenarios

WORLD V V V

RACES V V V

MAGIC V V V

LANGUAGES V V O

POEMS AND SONGS V V ?

V : no contradiction with the books and/or films 
X : contradictions with the books and/or films
O : hesitation
?: unknown 

6.2 Description of the narrative devices implemented in the tabletop role-playing game and 
scenarios

DECIPHER – game ANDY WARNER –
scenarios

A. GAUGAIN –
scenarios

WORLD Respects the 
descriptions from the 
books and the 
aesthetics from the 
films
ex: - In the sourcebook,
most of the information
about Caras Galadhon 
comes from Tolkien’s 
description. BUT no 
information is given 
about Galadriel’s and 
Celeborn’s house as in 
the books ( green and 
golden). Instead, a 

Respects the 
descriptions from the 
books but also adds 
new creations
ex: - he knows details 
from the books such as 
the forest of Egladil, 
and the Mitheithel river
      - creates places 
such as Barad Cam: the
tower of the Fist, and a 
town called Sarik. BUT
those are not disruptive

Respects the aesthetics 
from the films
ex: the description of 
Orthanc 

Mentions some places 
such as Dunland and 
Rohan, which are 
present in the films or 
mentioned. 
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picture from the film is 
given.
=> compromise 
between both versions 
of the narrative

+ gives information 
about places only 
encountered in The 
Hobbit and The 
Silmarillon → so broad
a description as 
possible of Middle-
earth. 

RACES Most of the 
informations do respect
the description from 
the books and the 
aesthetics from the 
films. 

BUT : several 
problems
ex : - warrior Hobbits
       - magicians can 
become Wizards

Mentions several kind 
of races such as Elves, 
Humans, Hobbits, 
Dwarves, Trolls, 
Goblins, and Orcs.

Mentions several kind 
of races such as Elves, 
Humans, Hobbits, 
Dwarves, Wizards, 
Trolls, and Orcs.

BUT: one small 
problem
→ creates a Hobbit in 
the service of Elrond at 
the time of the War of 
the Ring, which would 
not have been possible 
in both Tolkien’s or 
Jackson’s versions

MAGIC Respects the Magic of 
Middle-earth
ex: - compromise 
between the books and 
the films: both Arwen 
and Gandalf can do 
watershaping, as for the
Bruinen river shaped as
horses. 
       - people without 
natural magical 
abilities can learn 
magic
       - Hobbits have the 
natural ability to 
disappear 
        - ministrels have 
some kind of magical 
ability through words, 

Respects the Magic of 
Middle-earth
ex: - Dwarves can use 
magic to set traps, and 
uses runes such as on 
the doors of the Moria 
      - people can have 
some king of magical 
herb lore, such has 
Aragorn with Athelas
      - magic cloaks and 
boots
      - some people can 
use language to deceit 
and to manipulate

Respects the Magic of 
Middle-earth
ex: - Radagast has earth
magic the all kinds of 
magic linked to beasts 
      - there is another 
magician mentioned: 
Mazraël 

(but we do not have 
much more information
than that)
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which can inspire 
people

LANGUAGES All languages are 
mentioned and 
sometimes even 
explained in terms of 
phonology, such as 
Khuzdul.
- all players can 
improve their language 
abilities: ex Sindarin 
+5.
- some languages 
cannot be learned, such
has Khuzdul or Entish 

Mentions many 
different languages 
such as 
- the lost sword is 
called RingRist in 
Sindarin
- the lost sword is 
called Cold Cleaver in 
Westeron
- The annals and the 
poem were written in 
Khuzdul 

Only Westeron is 
mentioned as such  but 
this foreshadows that 
A. Gaugain is familiar 
with the existence of 
other languages 

POEMS AND SONGS Respect the importance
of poems and songs 
such has in the books: 
ex: - Players can 
improve their capacity 
such as “verse-
composing”
- minstrels must 
compose verses and 
songs in order to 
inspire their 
companions 

Respect the importance
of poems and songs 
such as in the books: 
ex: - a fragment of 
poem in Khuzdul gives 
information about the 
lost sword 

No mention at all 
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8. Annexes

8.1. Pictures

Bakshi’s The Lord of the Rings 1979 Calender on Amazon, by BR. Paper Company 

Bakshi’s The Lord of the Rings Action Figures on Pinterest
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Isengard by J.R.R Tolkien on LotrMinecraftMod 

Rivendell- Looking East, by J.R.R Tolkien, on TheOneRing
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Rivendell, 1937, by J.R.R Tolkien, on Tolkien Gateway

Caras Galadhon in 

Jackson, Peter. “LOTR The Fellowship of the Ring - Extended Edition - Caras Galadhon (Still at

0:05).” YouTube, uploaded by EgalmothOfGondolin01, 2 March 2013,

https://www.youtube.com/watch?v=qdD6Cte8HrU. Accessed 24 June 2018. 
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Caras Galadhon in 

Jackson, Peter. “LOTR The Fellowship of the Ring - Extended Edition - Caras Galadhon (Still at

0:18).” YouTube, uploaded by EgalmothOfGondolin01, 2 March 2013,

https://www.youtube.com/watch?v=qdD6Cte8HrU. Accessed 24 June 2018. 
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The Moria in 

Jackson, Peter, director. The Lord of the Rings: The Fellowship of the Ring. Extended edition. (Still

at 2:27:05). New Line Cinema, 2002. 
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Tolkien, J.R.R. “The Doors to Moria” In 

The Fellowship of the Ring, 1954, 50th anniversary edition, Harper Collins Publishers, 2005, p. 398.
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