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[. Introduction

J.R.R. Tolkien’s novelhe Lord of the Ringkas been fascinating readers all over the world
ever since its release in the 1950s. Widely reghrale the foundation work of fantasy
literature, it carries the reader off to an amazawayld full of strange creatures like hobbits,
dwarves and Ents. The desperate journey of Frodohobbit, and the immense task he finds
himself faced with forcefully illustrate the impartce of friendship, the concept of home and
how vital it is to pursue one’s goals without egaring up.

In the early years of the new millennium, the Negaland film director Peter Jackson took
up the huge challenge of adapting Tolkien’s elateofantasy world to the screen. By using
innovative computer animation techniques he managedeate a convincing visualisation of
Tolkien’s novel, which had been deemed unfilmahle do its wealth of detail. His film
version of The Lord of the Ringsvas met with great enthusiasm and its successimema
unbroken until today. Among its seventeen Academls the Oscar for the “Best Adapted
Screenplay” (2004) can be found.

It soon turned out, however, that fans of the navete rather critical of Jackson’s action-
packed visualisation of Middle-earth. Fans of ti,fon the other hand, were disappointed
when they discovered how slow-paced the originalehavas. Startled by this curious
phenomenon, | started to research this topic ~naaslamazed at how little literature there is
to be found on Jackson’s film in the context of Kieh’s novel. Academic papers tend to
focus either on the film or on the novel, but conapige issues are largely neglected.

This thesis sets out to thoroughly explore theadrfilm-making in contrast to the art of
literature and tries to apply these findings to idse of literary adaptation. What different
demands do film and literature have towards a téxtere does “the core of the original” lie?
Which elements can be directly transferred from meelium to the other and which cannot?
When do changes to the literary source become s&g&sAnd, most importantly, how does
a text become dramatically effective in adaptation?

Assuming a thorough knowledge of both novel amdfithis thesis provides answers to these
guestions and illustrates how Jackson and hisvihiting team applied the basic principles of
adaptation to Tolkien’'he Lord of the RingdVhen references to the “film” are made, they
refer to the extended DVD version of Jackson’s &atag, as this longer version corresponds
more closely to Tolkien’s original text. For thekeaof simplicity abbreviations of the film
titles are used, namely FS fohe Fellowship of the Ring T for The Two Towerand RK for
The Return of the Kindf the title of one of the three parts of the abis mentioned, its full

name will be given. Whenever possible, however téxé of both novel and film is treated as



one coherent text, as the partition into separatgspwas never intended by the author
himself.

One major area of discussion comprises changeacksdn’s adaptation as far as storyline,
kernels, atmosphere and events are concerned. \épisbhdes were omitted in the film and
why? Are there new episodes that do not occur énattiginal text? How do they affect the
flow of events? To which extent did episodes anehes get rewritten to meet the specific
demands of the medium of film? And which changes lba rather ascribed to the script-
writers’ personal preferences?

Another large field under investigation are chagesiand characterisation. How did Tolkien
characterise his protagonists? Does Jackson’s agprio Tolkien’s heroes differ from that
used in the novel? Do characters’ decisions atdterstay the same or do altered motivations
lead to different choices? And if so, how do thelsanges affect character development and
the way the protagonists are perceived by the aadief the film?

An attempt at answering these questions will beariaddrawing on the basic principles of
adaptation. My analysis does not aim for completenevhich would not be achievable
considering the large amount of textual materiadbath novel and film. My claims are rather
illustrated by a selection of examples that | cdesimost important when comparing
Jackson’s dramatic version dthe Lord of the Ringgo Tolkien’'s novel. Contrary to
traditional adaptation studies, the main-principheler which these exemplary alterations are
analysed is not fidelity to the original source.n8igtency, believability and dramatic
effectiveness are considered most desirable. fhaily due to these attributes that any
dramatic adaptation can stand on its own and wtilaet new audiences to the world of its

literary source.



I. From Novel to Film: An Introduction to the Theory of Adaptation

1. The Fascination of Adaptations

Watching an adaptation is like entering somebodg’slimagination: When film-makers read
novels they are thrilled by the action, feel witle ttharacters and imagine the fictional world
between the pages in bright colours — just like imavidual reader does. Adaptations are a
reproduction of the film-maker’s subjective readwofghe original, translated into the special
language of filnt.

In the cinema, the audience shares in the film-msaleterpretation and visualisation of the
literary source. There are either viewers who heeas the novel or those who have not.
Knowing audiences tend to have expectations andaddstowards the adaptation, because
they already have their own mental images and hofied a fairly accurate portrayal of the
original story. The film-maker’'s phantasy, howevieardly ever correspond to their own.
Therefore knowing viewers will constantly compahneit own mental version of the story to
that which is presented to them on the screen. Gduslead to disappointment or provide
enriching input to one’s own reading of the stdnyany case, the reader’s imagination of the
story will never be the same after seeing the adi@pt as it gets “colonized by the visual and
aural world of the film?3

A large part of the audience, on the other handl, watch the adaptation as a film only,
unaware of it being an adaptation or not familiathwts literary source. Therefore, an
adaptation has to appeal to unknowing audiencézlmg both logical and exitiry.
Adaptations are a tempting challenge for film-makers famous novels already have their
audiences. Readers want to see what their favdwoit& looks like on the screen, while non-
readers tend to be attracted by prestigious namesstsellers and literary classics. This often
leads to adaptations of novels being a (finansiatcess.

If the original novel is not widely known, film-maks have more freedom in their
interpretation of the story. If they find themsedveonfronted with fans of popular novels,
however, their success often depends on the etdemlhich their reading coincides with that
of the majority of other readers. At the same tiitre-makers have to find the right balance
between the formal demands of the art of film amktklity to its literary source, as the

! Cf. MacFarlane 7

? Hutcheon 122

* Cf. Hutcheon 122-123
* Cf. Hutcheon 7

> Cf. Bowden 177-178



pleasure of watching an adaptation is due to aurexof repetition and difference. Due to

these reasons many well-known movie directors teraboid literary adaptatiorfs.

2. The Field of Adaptation Studies

Adaptations of literary sources have existed stheebeginnings of cinema, going back as far
as the silent era of film. According to Ray, madnart half of all commercial movies can be
traced back to literature.

For a long time adaptation studies have been caatiparin their nature. They are a field of
study located between film theory and literary stadtending to be closer to the latter.
Adaptations were seen in relation to their literapurces and fidelity to the original was
considered the most desirable goal. Often the ditoihs of cinema became the focus of
attention and adaptations were widely perceivethf@sior to their original texts. Moralistic
terms like “betrayal”, “loss” or “violatior” were used in this context, setting adaptation in a
sinister light as if they were “vampiric [...], drawf] the life-blood from [their] source and
leaveling] it [...] dead®. This approach to adaptation goes back to knowiegers’ thwarted
expectations and is neither systematic nor objectiv

Over the past two decades adaptation studies abaddbe idea of the novel's supremacy
and moved to the opposite extreme: It became contmoegard adaptations simply as films
and no longer as adaptations. Leitch boldly desl&4fde text is dead; long live the tekt”
and Andrew claims that comparing films to novelsuldobe like comparing paintings to
poems and thus impossible. As films, adaptationgdconly be compared to films and not to
texts of any other medium even if they were theirrse of inspiratior?

Neither of these two approaches, however, ackn@eleddaptation as a confluence of two
art forms, which are similar in their narrative urat but differ fundamentally in their
signifying systems. Authors like MacFarlane or Hugon try to establish relationships
between film and novel without evaluating the addptersion. They rather analyse how far a
film-maker has chosen to transfer elements thabeatnansferred from novel to film and give
honour to both texts aliké.

® Cf. Naremore 7

7 Cf. Ray 42

® Stam 55

° Hutcheon 176

19 ¢f. MacFarlane 3-12

" Leitch 21

12 ¢f. Andrew 32

B Cf. MacFarlane 196-197



These three different approaches illustrate thaptdion studies are an area still in a state of
flux and that the interest in comparing the twdetént arts of film and literature remains

unbroken.

3. Different Aspects of Film and Literature

Film and literature share the same underlying pplac the art of story-telling. Being
narrative in format, they find themselves confronigith similar challenges like timing,
pacing and release of information. Events musirbetl causally and emotions of characters
must develop in a believable wy.

This, however, is where the similarity ends. Altgbuelated as “sister arfs” novel and film
tend to be considered as opposed to each othep@s \@and images. The text of a novel is
encoded by a verbal signifying system consisting/atten words. Words are conceptual and
symbolic, inspiring mental imagery. Therefore, tegt of a novel belongs to the realm of
imagination®®

Film, on the other hand, is a multi-track mediurheText of a film makes use of a system of
visual, aural and verbal signs, which form a hybfitle fictional world is present before the
viewer’s eyes and not conjured up by written wardly. Set, dialogue, lighting and music all
contribute to the creation of this world. This mak#m part of the realm of visual and aural
perceptior.’

Whereas literature is good at conveying interndgioacand offers an insight into the
protagonists’ minds, film cannot directly show what going on beneath the surface.
Therefore, its strength lies in depicting extereahflict. Protagonists are characterised
through their actions and not through interior mogaes or thoughts and external images
(e.g. gestures) are used to mirror inner triths.

Novels depend on the voice of a narrator who rel#te events of the story to the reader,
usually in past tense. Film, on the other handsdoat have to be narrated because it is
presented and therefore it is characterized by idiaweg. MacFarlane argues that in film the
narrator is replaced by the camera, because theraadiirects the viewer’s gaze by focusing

on details the film-maker wants the audience to $be viewer, however, may not always

4 Cf. Ray 39

18 Cf. Elliot 1-11
7 Cf. Hutcheon 23-25
'8 Cf. Hutcheon 57-58



discern these details as films are not seen franfeaime like novels are read word by word.
Film is an entity that happens in present tenseoffietis a huge degree of objectivity.

While novels are usually written by one single auttilms are made by a number of people
in a collective process: Actors, editors, desigreamd composers are among the staff that
contribute to the success of a film. It is the oesbility of the director to bring all these
elements togethéf.

As film is an expensive art, a given budget habedkept when producing a film. This often
hinders creativity as far as film length or theliidion of scenes is concerned. Novels, in
contrast, are not affected by monetary aspect taais needed to write them is papér.
These differences between the media of literatodefdm must be taken into account, when a
novel is adapted for the screen. The ability ofheaedium should be used at its best when
replacing one illusion of reality by another in ptiion. How this works and how the
signifying system of literature can be translatetb ithat of film will be shown in the

following sections?

4. The Nuts and Bolts of Screen-writing

Although screenplays form the spine of every filimy are not considered pieces of art.
Written for the single purpose of being turned iatfilm, they have to meet certain criteffa.
An overview of these underlying principles of sereeting, based on Darsie Bowden’s
textbookWriting for Film, will be given in this chapter; for the sake oardly they will be
arranged in a list.

1. Due to the limited amount of film time and theited span of attention of the audience,
the text of a film must be concise and move forwatrd quick pace. It is a rule among
film-makers that the conflict has to be establishtthin the first twenty minutes of a
film or the audience will get boréd.

2. The plot has to be as clear and as memorabt®ssble, because viewers cannot go
back to earlier scenes of the film like readers saa novel if they get confused.
Therefore, independent subplots should be avditled.

1% Cf. MacFarlane 17-29
%% ¢f. Hutcheon 80-83
*! Cf. Bowden 4

*2 Cf. Hutcheon 56

3 cf. Bowden 3

*% cf. Bowden 18

% Cf. Bowden 17



3.  The structure of a film has to be defined dleas well. Good screenplays consist of a
beginning, a middle and an ending, which includesdlimax. Expositions are largely
avoided and action/adventure-films in particulaartsin medias res. If a film-maker
decides to add a resolution, in which he ties wséoends, this resolution should be
short and tranqufl®

4.  As the audience of a film expects to be entexth dramatic tension and suspense are
crucial elements of any film. This is why scenesustl start when the action begins and
not earlier. Tension tends to build up well whem tbressure on the protagonist
increases constantly and the opposition they facgrong. Not only should the entire
film head towards a climax, where the conflict @dved and the premise of the film is
proven, but each scene should have a climax avits. Throughout the film tension
should rise consistently without getting highernthihe climax at any point. Quiet
moments of rest must be included as well, becaasstap tension “has the unfortunate
tendency to exhaust itself?®

5. Action has to be conveyed by the characterghasaudience only knows what the
characters tell them combined with the images showrihe screen. Character in its
turn is conveyed by action and reaction to thediel world. This leaves dialogue with
the difficult task of fulfilling a number of diffent functions at once, e.g. exposition,
characterisation and advancing the stSry.

6. Just as the plot, characters have to be cldafiged in their roles, too. Film-makers try
to introduce as few characters as possible, bedhesethey will be remembered more
easily by the audience. Characters that do notribomé¢ to the conflict of the film
should be avoided altogeth&r.

7.  All characters of a film should manage to ceptine audience. This is achieved if they
display extraordinary qualities but stay human re same time. They have to be
capable of strong passions and emotions, which mexstlop gradually and reach a
climax in order to be believable. All this helpsethiewer to identify with them.

Stereotyped characters work well in comedy, butaige avoided in generd.

%% Cf. Bowden 33-50
" Bowden 40

%% cf. Bowden 37-45
% cf. Bowden 15-25
%0 ¢f. Bowden 18

%! ¢f. Bowden 57-58



8.  The conflict of a film has to be external amdrdatic. Internal conflict has to be played
out in interaction with other characters and isséed through the character’s actidhs.
These points do not only illustrate what film-makeave to keep in mind when producing a
new film but even more what they have to be awameh®n dealing with an adaptation. The
temptation of transferring the greater freedomhw hovel to the film is strong, but being
faithful to the letter does not make an adaptasancessful. According to Bowden, exact
screen representations of literary sources arerféobto fail®®, because they neglect the
special demands of the medium of film. How theseqiples can be transferred to the art of

adaptation will be explored further on in this dission.

5. Some Thoughts on Adaptation as Intertextuality

As illustrated above, literature and film encode&tseby using two different signifying
systems. Therefore, the adaptation of a literaty@®to the screen can be compared to the
translation of a text from one language into anotfbe best translations, however, are not
literal, but retain only the meaning of a text bgking use of the other semiotic syst&m.

What matters most in translation as well as in tatagn is the equivalence in meaning of a
given text. A text is not just copied, but paragiehand made suitable to an opposed medium
of expression. Thus, film-makers first interprditarary source and then recreate it anew by
using the different signifying system of film. Idlya the resulting text is both faithful to its
original material and new in its formal structdre.

Adaptation involves a change in the medium of esgitn, while at the same time it tries to
capture the “spirit” and the “ton& of its literary source. Film-makers therefore havdind

out what these two might be, knowing quite wellttliaeir answers are subjective and
unavoidably influenced by personal preferences lalokfs. Two different adaptations of a

single novel will thus never be the saffe.

6. Adaptation in Practice

Despite the subjectivity of any adaptation, there some basic methods film-makers use

when adapting novels to the screen. These techmidguewn on the particularities of the

%2 cf. Bowden 31-32
3 Bowden 178

3% Cf. Hutcheon 16
% Cf. Bazin 20

%’ Cf. Hutcheon 176



mechanics of film (as discussed in 4.) and helghange the medium of expression of a

literary text while retaining its most importanesients.

6.1. Transferable Elements

Elements belonging to the narrative function okxt tcan be transferred directly from one
medium to the other as they are not bound to amyate system. This is the case for action,
kernels, themes and to a certain extent also farachter, which must be reshaped according
to the ways of expression of the medium of filmeTmain goal is to keep the underlying
ideas of the literary source but to add dramatitsitsn so that the film will capture its

audience®

6.1.1. Action

Adapting the action of a novel is a job of contiatt The text has to be reduced in size and
complexity, as it takes longer to perform an actioan to write about it and the attention of
the audience tends to wane after a maximum of thoees. Film-makers have to decide what
events they think are necessary to tell the stodytey to simplify the plot. In this process of
selection whole plotlines may be dropped and dijvesepisodes are omittéd.

Scenes are modified or replaced by new scenesetiiegto have strong transitions. To
increase dramatic tension, they are made to contane action than in the original and rise to
a sharper climax. Apart from that every scenerohdaptation has to fulfil several purposes
at once: It should provide exposition for scenesdme, contribute to characterisation and
further the plof?

The chain of events may be reordered and the pasingansformed as well. “Temporal
condensatiori® is a common phenomenon, as the passing of tirharis to depict in film.
While some elements of the literary source are wety elements may be invented by the
film-makers to keep the action clear. Sometimesevthat happen in the background or are
summarized in the novel have to be dramatized dsfieey are essential for understanding
the plot*

38 Cf. MacFarlane 13-20
% Cf. Bowden 182-185
%0 cf. Bowden 185-197

*2 Cf. Hutcheon 71
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6.1.2. Kernels

Other transferable elements are the kernels orir@rdunctions of a text. These
interchangeable terms are used to describe pofnasstory that make a choice necessary:
Protagonists find themselves in a situation whéey tcan either say yes or no with their
choice determining the further direction of thetgfo

Film-makers have to select from the kernels ofribeel and sometimes their choice creates
new kernels that are not present in the originat. tdMacFarlane claims that different
directions at kernels tend to be perceived as maiwrations by the audience and are

particularly prone to criticisrfi!

6.1.3. Characters

Characters can be transferred from one text tohancas far as external attributes and
character development are concerned. Thus, chasticte like age, profession or tone of
voice make their way into an adaptation. Elemeritshe plot are used as a means of
characterisation and internal conflict gets actetf®

Only characters that are essential to the plot béllkept by the film-makers for the sake of
clarity. If the function of a minor character isportant at one point, it may be taken over by
one of the main-characters. Thus, different characget combined into one in an act of
condensatiof®

The motivations of characters can be directly tiemed into the adaptation as well.
According to MacFarlane changes in the motivatiohsharacters usually lead to negative

reactions on the part of viewers familiar with trevel®’

6.1.4. Dialogue

Dialogue is transferable only to a certain extét the actual words or phrases of what
characters say are kept, but they are reinterptetetie film-makers. They rework dialogue

so that it serves more than one function at one,tine. exposition, characterisation and

* Cf. MacFarlane 13
* Cf. MacFarlane 14
* Cf. Bowden 182-184
% Cf. Stam 71

7 Cf. MacFarlane 24
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advancing the story. Sometimes major characteesdakr lines from minor characters, if the
content is important for the plét.

This makes dialogue in adaptation a recreationlwdtvis said in the original source. What is
usually kept are characteristic ways of expres#ianbelong to each character (e.g. Gollum’s

way of speaking ifThe Lord of the Ring$®

6.2. Intransferable Elements

Even if an adaptation shares actions, kernelsackens and themes with its literary source, it
may still evoke responses quite different from Wréten text. This is due to elements that
depend on a specific signifying system and theeefoainnot be transferred directly into

another medium. Such elements as atmosphere, plamed and to a certain extent the

psychology of characters have to be interpretedhkyfiim-makers and are visualized in a
very subjective way as interpretations are alwaygestive>°

Lighting, set and pacing are used to convey atmargptwhile music plays a major role in

depicting emotions and linking up individual themEmotions and thoughts of characters are
visualised by posture, gestures and facial expresfifferent camera shots and movements
lead to different effects and modes like slow mmwtior rapid cutting help to increase

suspense. Thus, the verbal description of the neveétanscoded into sound and visual
images>*

Point of view cannot be transferred directly in atd#ions, either. As film functions without a

narrator, conveying a point of view that is not esorent poses a great challenge for film-
makers. Either the device of voice-over is usedcteate the illusion of a first person

subjective narrator in an adaptation or — what bappmore often — the matter is dropped
altogether?

Changes in the category of intransferable elemargsusually less easy to pinpoint for the
audience but just as important to make an adaptatak and to evoke the viewer's memory

of the original text?

* Cf. Leitch 129

* cf. Bowden 196

*% Cf. MacFarlane 13-26
*! Cf. Hutcheon 23-40
> Cf. Stam 72

>3 Cf. MacFarlane 198
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7. Concluding Thoughts

Any literary adaptation confronts the audience vatimebody else’s phantasy. Imaginative
visualization varies most in fantasy fiction, asthis kind of novels new worlds and strange
creatures are conjured up by words.

After the release of an adaptation, the sale ofotiginal novel usually increases. Images of
the film make their way onto book covers and argelyi used in marketing. Thus, adaptations
bring literature to a larger public. They offer easier access to difficult novels and further
the joy of reading. Knowledge of the literary sauchanges the perception of an adaptation
and knowledge of the film in its turn influences tteading of the novéf.

Cultural and social phenomena at the time of arptatian’s making can lead to a shift of
emphasis in the themes of the text and add neweslsnto the plot. Thus, adaptations show
how stories evolve over time to fit new audiencesl @ live up to all kinds of new

expectations®

> Cf. Hutcheon 29
>* Cf. Bazin 22 & Hutcheon 118-121
%% Cf. Hutcheon 176
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[1l. The Author and the Director
1. J.R.R. Tolkien

Born in 1892, John Ronald Reuel Tolkien grew upgoome the founder of the literary genre
of fantasy.

As a professor of Anglo-Saxon at Oxford Universitglkien’s interest in the history and
development of languages had been keen from chotiloo. Already in his youth he enjoyed
inventing his own “private languagé$’and used them in his diaries. As languages do not
exist without people who speak them, he decided tthey belonged to different tribes of
Elves®® Deeply regretting that England had no complex wighyy equal to the Finnish
Kalevalg he set out to invent a mythology of his own toyae his Elvish languages with a
cultural background. First drafts of this mythologgte back as far as 1917 and the work of
his life was published posthumously by his son §bgher aghe Silmarillion>®

Aside from his mythology, Tolkien had always enjdyeriting humorous stories for his four
children. One of these storieBhe Hobbit happened to be published in 1937 due to a friend
of the family, who enjoyed reading the manuscrigie immediate success of the story of
Bilbo, the hobbit, who finds a magic ring and déses dragon, made his publishing company
Allen & Unwin eagerly demand a seqd@l.

This sequel, however, developed a life of its oas,in it Tolkien linked the world ofhe
Hobbit to his private mythology. Darker in mood and nadren’s book,The Lord of the
Ringstook twelve years to be finished, growing to a kangf no less than one thousand
pages! Although his publisher considered it the work ofjienius, he was convinced of it
becoming a financial disaster and therefore indiste it being published in three separate
parts. Tolkien detested this idea as the novelwréten as one coherent story, but in the end
he had to give ifi*

Published between 1954 and 19%6¢ Lord of The Ringsurprised both its publisher and its
author with its extraordinary success. Fan clubseviermed and continuing sales brought
renown to the professor, who had not been usee#tivbeforé?

Having witnessed the industrialisation of rural Emgl and fought in World War 1, Tolkien

was a man critical of technology and deeply coraarg. When friends of his recorded him

>’ Carpenter (1995) 47

*% Cf. Carpenter (1995) 119-126
> Cf. Carpenter (1995) 97-106
% ¢f. Carpenter (1995) 164-186
®1 Cf. Carpenter (1995) 187-208
%2 Cf. Carpenter (1995) 211-221
% Cf. Carpenter (1995) 222-234
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reading from his novel, he was very sceptical arsd $poke the Lord’s Prayer into the tape
recorder to cast out any devils lurking within tteshnical device. Being perfectionist and in
love with details, he was hostile towards most dgearin proposed adaptations of his né¥el.

Although Tolkien died in 1973 the success of hisksdives on and remains unbroken until

today.

2. Early Attempts at Adapting The Lord of the Rings

Although The Lord of the Ringased to be regarded as unfilmable, first atterapedapting
Tolkien’s novel were made as early as the 19504.96b, the BBC released a 12-part radio
adaptation by Terence Tiller. Tolkien, however lidexl the vast compression of the story,
calling Tiller's version a “sillification®® of his novel. Only in 1982 would a second BBC
radio play consisting of 26 instalments be sucecdiygbroduced.

Aware of the fundamentally different nature of demamd prose, Tolkien considered his novel
“very unsuitable for dramatic [...] representati®hdnd was not pleased with any attempts of
bringing fantasy literature on the stage. In hisags‘On Fairy-Tales” he claims that fantasy
ceases to be fantasy as soon as it is acted outhameffore adaptation could never be
successfuf’

Still, when an American film company offered tortdihe Lord of the Ringsito an animated
film, Tolkien was not averse to the idea at fi@hly when he discovered that the film script
by Morton Zimmerman showed a “complete lack of egsdor the original® did he reject
the offer. Apart from several misspelled names att@ptor had a preference for fairy castles,
flying eagles and battle scenes and Tolkien felt tthe heart of the tale[...], the journey of
the Ringbearers,[...] ha[d] [...] simply been murdeféd”

Only after Tolkien’s death, in 1978, an animate@@dtion of the novel was released by
Ralph Bakshi. Comprisingihe Fellowship of the Ringnd a part ofThe Two Towerst was
not followed by a sequel due to a chorus of devasftariticism. In 1980, Rankin and Bass
adaptedrhe Return of the Kindput failed just as Bakshi had two years before.

Tolkien’s idea of film-making goes back to the emeeof the 1960s, where the art of special

effects was still in its beginnings. In the meamjmew technologies and effects have enabled

% Cf. Carpenter (1995) 217

® Tolkien in Carpenter (1981): Letter 198, 19 June 1957

® Tolkien in Carpenter (1981): Letter 194, 6 November 1956
% Tolkien (1968) 47-48

% Tolkien in Carpenter (1981): Letter 207, 8 April 1958

% Tolkien in Carpenter (1981): Letter 210, June 1958
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directors to create life-like visualisations oftional creatures and fantastic places. It is ironic
that only the advance in technology, which Tolkiested so much, should make a film
adaptation ofrhe Lord of the Ring&nally possible.

3. Peter Jackson

At the first glance the New Zealand director Pekackson looks like a curious choice for
adapting Tolkien’sThe Lord of the Ring$o the screen. Known as “the Kiwi prince of

splatter™®

he had almost exclusively produced movies fuljjofe and horror up to that point
and was famous for turning any plotline into a grosmedy full of violencé*

Born in 1961, Jackson knew very early that he watdenvork with special effects. By the age
of nine he had filmed the first effects of his ownhis street and started to shoot tiny films,
leaving his parents worried because of his pretereari horror. Just like Tolkien, he learned
the crafts of his art all by himself, never atterga course on film-making.

His debut movieBad Taste(1987) aimed at shocking the audience by detalisdlays of
cannibalism. Although it did not have a script avas banned at the Ontario Film Festival, it
won the prize for the best gore film at the Parstival of Fantasy and Science Fiction.
Jackson wanted to make “enjoyable splatter]...], temldor all the family”>
movie,Meet the Feebleg 989), and a zombie shockBraindead(1992), followed*

In 1994, his wife and long-time collaborator Framlgh persuaded Jackson to make a film on

. A gross puppet-

one of the most spectacular murder cases in NewaZedistory, where two teenage girls
brutally murdered one of their mothers. Here, for first time, working with actors became
important for Jackson, @deavenly Creatureslid not depend on special effects alone. The
success ofHeavenly Creaturedead to Jackson’s first big-budget Hollywood filirhe
Frighteners(1996), a ghost-hunter movie, which did not becenfi@ancial success.

As a teenager Jackson had liked Bakshi’s animaiforhe Lord of the Ringand devoured
the novel. When plans of remakikgng Kongwere turned down, he decided to take on the

challenge of adapting Tolkien’s fantasy masterpicehe screen. His long experience in

70 Pryor 13

7t cf. Pryor 9-13

72 Cf. Pryor 25-37

7 Jackson as cited in Pryor 102
7% Cf. Pryor 38-104

7> Cf. Pryor 130-146; 191-210
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special effects and his involvement in the foundofgthe special effects company Weta
predestined him for this jof5.

As a “control freak?’, Jackson took on the roles of director, writer anaducer and decided

to shoot the three parts of the film simultaneoustgr a period of 15 months. His incredible
dedication to his work resulted in a film that wbim worldwide fame and no fewer than
seventeen Academy Awards altogether. Among theseOHtar for the Best Director (RK,

2004) can be fount.

Sir Peter Jackson was knighted in 2010 and werk btmdviddle-earth with his three-part

adaptation ofrhe Hobbit whose first part was released in 2012.

4. The Lord of the Ringon Screen

Tolkien’s “unfilmable™®

Lord of the Ringsvas Jackson’s first attempt at an adaptation and a
great challenge. The script was written in a céibeceffort by Jackson himself, his wife Fran
Walsh and Philippa Boyens. For TT also Stephen|&mevas part of the script-writing
team®° For the sake of simplicity | will use Peter Jagksaname only when referring to the
adaptors in this thesis, without meaning to diseesthe other members of the team. The first
script envisaged Tolkien’s novel as a two part #&ategn. When the filming company
changed from Miramax to New Line, however, thrdedi were granted to Jackson and the
script had to be restructuréd.

Jackson was aware that he would be confronted avithrge fan base and high audience
expectations. This meant that he had to remaihftaito the original text but at the same time
he had to take the demands of non-readers intaatto

In spite of the three hour length of every parthef film, a lot of interesting material had to be
cut from the theatrical version die Lord of the RingsThe originally planned extended
version of the film was released on DVD only andudes up to 50 minutes more material
per part. In contrast to the theatrical version,iclwhfocuses on battle sequences, more

character driven scenes and quieter moments weoglirced. Jackson sees the theatrical and

7% Cf. Pryor 230-248
77 Jackson as cited in Pryor 326
78 Cf. Pryor251-272
” Leitch 145
8 ¢f. Pryor 355
8 cf. Appendices of FS, From Book to Script 00:04-00:05
82
Cf. Newman 4
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the extended film as alternate versions of equalomance, even if the extended version
comes closer to his vision @he Lord of the Ring®

In analogy to Tolkien’s structure of the novel, sl hours of bonus material were added to
the DVDs in the form of Appendices. As Jackson aasare of Tolkien fans being critical of
his adaptation, he justifies alterations in thegpeadices and meticulously documents the
filming process ofThe Lord of the RingsThe film-writers highlight again and again thiae t
film was “made with love [...], with great care andnemitment® and that everybody was
“mindful of the novel®, knowing the book “inside out®. Claiming that “this should
ultimately be Tolkien’s film, it shouldn't be ouf€” Jackson pleads for kind criticism on part
of the fans almost too eagerly. Boyens in her adds: “We all love these books [...] and
this world. This is our interpretation, our visi@ur attempt to bring it to lifé®

5. The Reception of Jackson’$he Lord of the Rings

The three parts of Jackson’s film adaptation weteased between 2001 and 2003 and were
met with great enthusiasm. Focusing on action aheraure, Jackson'$he Lord of the
Rings became a mile-stone in computer-generated filmimgakNew software had been
developed to visualise vast battle scenes anding loharacters like Gollum or Treebeard to
life. The differences in size between the charactesre successfully rendered on screen and
animations of cities blended in beautifully wittethreath-taking landscape of New Zeal&hd.
Moreover, Jackson’s experience as a director ofrohofiims came in useful in his
visualisation of Tolkien’s monste?S. The details of design imagined by the renowned
Tolkien illustrators Alan Lee and John Howe earmgedat praise as did Howard Shore’s
haunting soundtrack.

It soon became clear, however, that the peopleemjmyed the films were often not identic to
those who enjoyed the book. Fans of the film tertddae disappointed by the novel's lack of
action sequences, while fans of the novel weréatad by changes to story and characters.

Also scholars’ opinions on Jackson’s adaptatioly eansiderably?

8 Cf. Mathijs 45

# Jackson in Appendices of FS, J.R.R. Tolkien: Creator of Middle-earth 00:49
¥ Mortensen in Appendices of FS, From Book to Script 00:18

8 Ordesky in Appendices of FS, From Book to Script 00:01

¥ Jackson in Appendices of FS, J.R.R. Tolkien: Creator of Middle-earth 00:22
8 Boyens in Appendices of TT, From Book to Script 00:20

8 Cf. Thompson 284-285

% Cf. Hall 55
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The visualisation of Middle-earth was unanimoushaiged® and the modernisation of
Tolkien’s language was welcomed by many crificSome noticed a certain influenceSir
Warson Jackson'§he Lord of the Rind3 while others appreciated the quicker pace of the
story compared to the nov@l Critics like Barker, however, where “seriouslyhagt®’ as
they found the long battles scenes offensive t&i€nls work® or missed the quieter human
moments of the nov&l Jackson’s rather superficial portrayal of the éslwas widely
criticised and not all scenes were deemed to bar dl& viewers not familiar with the

novef®°

. Even Jackson’s biographer Pryor states that $tatk strengths are not the ethereal
moments but the darker, more immediate qualitiescaves overrun with orcs and
monsters*®* and regrets “moments of sillined¥ he finds in Jackson’s film. Tolkien’s son
Christopher was not in favour of Jackson’s adamtaltiut remained in the background of the
discussiort® The Lord of the Ringalso became a topic in queer stutfiéand in gender
studies®.

Fans of the film, however, ignored the on-going ateband happily bought posters,
bookmarks, puzzles or computer games featufimg Lord of the RingsMerchandise reached
from these more common items to absurdities likexlanasks, Barbie dolls or talking plush
Gollums. Fans could collect Kinder Egg or BurgendKifigurines, order “King of the ring”
onion rings or travel to New Zealand, which hasnbadvertised as the “Home of Middle-
earth” ever sincé” Fans share their ideas in uncountable online ferand their enthusiasm

led to an unprecedented revival of Tolkien’s naVél.
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IV. Changing the Story

In a thesis covering all three parts of Jacksodapéation ofThe Lord of the Ringst is not
possible to take every single alteration in stoyli structure and scenes into account.
Therefore, completeness is not the aim of thisysiel

Instead of randomly listing changes a reader ohtheel encounters when watching the film,
| will focus on a rather small number of alteragomhich | find important and discuss them in
greater detail. My examples will be selected on Iasis of the theoretical background
presented in Chapter 1l and will be grouped acegydo the principles of adaptation stated
there. Thus, Jackson’s treatment of transferal@aents like events, kernels and themes will
be illustrated. Episodes that were left out in filre will be closely examined and episodes
that were invented anew by the script-writing tesithbe explored.

An attempt at analysing the impact of these ali@naton the progress of the tale and on the
overall atmosphere of the story will be made. Il wiplore if the changes under discussion
were necessary to translate Tolkien’s novel from linguage of words into the visual and
aural language of film or if they were rather imlnged by the author on grounds of personal
preference. My analysis will be complemented bia@dugh discussion of Jackson’s altered
chronology and structure of the story.

1. Chronology, Structure and the Issue of Time

Tolkien’s The Lord of the Rings structured in quite a peculiar way. Insteagsenting
events chronologically, Tolkien splits the narratioto two separate strands after the first two
Books, each following the story of one of the hdedbHe does not jump back and forth
between these strands, but tells Merry and Piptosy in Book 3 and Frodo and Sam’s
story in Book 4. This makebhe Two Towera novel consisting of two distinct storylines told
neatly one after the other with only few referenbesveen them. Similarly, Book 5 covers a
mix of Pippin’s adventures in Gondor and Merry’'sRohan, while the reader meets Frodo
again only in Book 6.

The issue of time is another interesting aspedtotKien’s novel. After Bilbo’s birthday party
in Chapter | no less than seventeen years pasgebiefodo learns about the true nature of the
Ring in Chapter II. In this section Jackson’s @ggh towards Tolkien’s rather complicated

concept of structure and time will be discussed.
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1.1. Compression of Time

In the novel, Frodo inherits Bilbo’s Ring at theeagf thirty-three and sets out on his journey
on his fiftieth birthday. Thus, seventeen yeardbéveen the events of the first two chapters.
This quick passing of time at the beginning of tlowel is slightly confusing for the reader,
who has only just got used to time and charactedgsitawould interrupt the flow of events
even more in a film.

Therefore, Jackson lets Gandalf reveal his knovdedigout the Ring in the aftermath of
Bilbo’s birthday party to avoid any break in thirfi As a result, Jackson’s Frodo leaves the
Shire in the same night, while it takes Tolkient®do another six months to prepare for his
departure. This compression of time keeps the mdkaving and turns the Frodo of the film
into a youngster, which was regarded as more ajpgeab the predominately young
audience®® Interestingly, Tolkien heavily protested againssimilar approach to time in
Zimmerman’s script for a proposed adaptation ofriagel. Unaware of the special demands
of the medium of film, he suggests that rather eéinite statement about time should be

made as the temporal relations must not be touted.

1.2. Interweaving the Different Storylines

Tolkien's story moves forward in — what Shippeylsat a “leapfrog’ pattern’®. The
separate strands of narration, told from the pointiew of three different hobbits, are neatly
kept apart from each other. Thus, the individuahdines repeatedly overtake one another
and narration recommences at an earlier point efstory when the reader returns to a
different hobbit hero.

For Tolkien it was “essential that these two brascishould each be treated in coherent
sequence™. As they were “totally different in tone and scerié'? they should not get
mixed up in adaptation. Tolkien, however, did rfabk in dramatic terms. While it may be
acceptable in a novel to let 155 pages pass betimexio’'s capture by the orcs and the next
mentioning of his name, this is not the case iitna What causes tension in the novel would
make the audience lose track of the quest’'s gaabéRrodo as its main-character.

For Jackson it was clear from the beginning that niovel's peculiar structure had to be

abandoned, if the film should reach non-Tolkiendexa as well. Consequently, he skilfully

198 f Porter 49
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interweaves the different storylines and tells theents chronologically, staying true to
Tolkien’s timeline printed in Appendix B. He evemeates new strands of narration by
directly showing events that are told in retrospecthe novel (i.e. Saruman building his
industrial complex and the Paths of the Dead). &siding to do so, he provides the audience
with the complete picture of everything that happenMiddle-earth at a given moment. The
viewer will remember all the important characteas, they appear again and again in the
course of TT and RK. Moreover, frequent cliff-harggdetween events from different
storylines keep the level of tension high.

A side-effect of the adjustment of the chronolo@ia atory is its vast impact on the release of
information. As the reader witnesses the eventaoh strand of the novel through the eyes of
one of the hobbits, they do not know what is happeat different places of Middle-earth at
the same time. Tolkien uses this mismatch of infdrom between individual characters to
create tension, because the reader shares inwlilelésenent of the hobbits:*

This concept of misinformation ceases to work iokdan’s film. On screen, the audience is
presented with the overall picture of events andwsmore than the individual characters.
This turns a number of scenes of the literary smuecundant, if they serve the sole purpose
of creating narrative tension based on a lack foirination. In RK, for example, the audience
knows that Frodo is alive when Sauron’s messengetyges the hobbit’'s coat of mail, while
in the novel this is a dramatic moment for the esadvho does not yet know if Frodo
managed to escape from the orc-tower. Jacksonftineread to eliminate a number of scenes
and replace them by new ones to create strongticarssand to increase dramatic tension. He
does so most skilfully in RK, where the audiencavsted to their chairs by the rapid change

of scene linked with seamless transitions.

1.3. Partition into Three Parts

Tolkien did not conceiv@he Lord of the Ringas a trilogy but as one coherent story. As
mentioned in 1.3., the patrtition into three partsviorced upon him by his publisher and he
found it difficult to provide each part with an indlual title. Jackson was well aware of this
fact — but it is much easier to split a writtentteMo individual parts than to do so with a film.

Films demand a much stricter structure into begignclimax and ending, which had to be

1B cf, Appendices of TT, From Book to Script 00:02
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incorporated into all three films of Jacksoiiilse Lord of the Ringd herefore, Jackson had to
break the story in places logical for the strucofreach film**

When comparing the three parts of the film to thokéhe novel, it soon becomes clear that
the distribution of events is quite different: Jsmk wanted FS to end with the capture of
Merry and Pippin to bring the scene at Parth Gabean end and to set the topic for TT.
Therefore, FS comprises “The Departure of Boromitfijch, in the novel, is part dthe Two
Towers

According to Jackson, the literary version Tie Two Towersloes not have a dramatic
beginning or a climactic ending, as it was not teritto stand on its own. As the middle part
of the story, it proved hardest to adapt and olwidanges in structure were necessary to
adapt it to the scree€n® Whereas Tolkien'§he Two Towersonsists of 21 chapters, only 12
of them made it into Jackson’s film. The confroimatwith Saruman after the destruction of
Isengard was shifted to RK as was Frodo’s encouwiiér Shelob and his ensuing capture.
Boyens argues that the episode of Shelob would bage anti-climactic after the huge action
climax of Helm’s Deep!’ Even if postponing these two major events confoimsolkien’s
timeline, Jackson robbed the film of the novel'ardatic cliff hanger of Frodo being “alive
but taken by the Enemy” (725) at the endTdfe Two TowersThus, Jackson’s different
structure of the text leads to new questions remgiopen after the second part of the film.
RK incorporates the missing chaptersTble Two ToweréBook 3: VIII-XI; Book 4: VII-X)
and bringsThe Lord of the Ringw its close, sharing Sam'’s final sentence “Wéth, back”
(1008) with the novel. Interestingly enough, thietiof each film is mentioned by the
characters in Jackson’s adaptation and is thudigigad.

Each film starts with a prologue that either pr@&dexposition or links the new part of the
film to the one before. Thus, Galadriel narrates gtory of the Ring in FS, while Gandalf’s
fall in Moria is relived by Frodo in a dream seqoerat the beginning of TT. In RK, the
prologue familiarises the audience with Gollum’stpand illustrates his metamorphosis from
hobbit to monster.

As the plot and the themes of a film have to beneef very clearly, Jackson makes use of
narrator figures in all three parts of his adaptatiGaladriel serves as a narrator not only in
FS but also in TT and the idea of Bilbo and Frodiimg The Lord of the Ringas their life-

story is kept in FS and RK. A special messagelezaled to the end of each part of Jackson’s

13 ¢t Porter IX
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film and is mused on to set the tone for the naxt,@.g. Sam tells Frodo of the importance of
not giving up in TT.

To clarify the geography of Middle-earth maps dreven on screen repeatedly. This helps the
viewer to follow Frodo on his way to Mordor. At tlsame time it is a beautiful allusion to

Tolkien’s novel, which includes maps that accomptywritten text.

2. Omitted Episodes

When a novel of one thousand pages is adaptesl,oibvious that only a comparably small
selection of events can be transferred to the sci@ertain episodes work well in a novel but
would lead to a digression of focus in a film, wdaction and characters have to be defined
more clearly and dramatic tension must be buitk&i claims that Tolkien’s novel contains
passages that would be “just extremely boring”hiéwsn in a filmt*® Film length and the
audience’s limited span of attention must be kepiind as well. Thus, whole chapters of
Tolkien’s novel are left out in Jackson’s adaptatid The Lord of the Ringand many details
do not find their way into the film, e.g. Gandalftter in Bree, the naming of Aragorn’s
sword or the Red Arrow of Gondor (to name justw&)fdn this chapter the most common

reasons for omissions will be analysed and illtstravith selected examples.

2.1. Speeding up the Pace

Tolkien’s novel develops at a leisurely pace andgeéaous episodes are usually followed by
stays in “safe haven¥® to give characters and readers a chance to daahbreath. A film,
however, has to move forward at a swift pace topkée audience’s attention over the
duration of three hour$® Well aware of this basic principle of film writinglackson
eliminates scenes that do not further the plot. ¢hiaracters stumble from one dangerous
episode to the next and many of the quieter scamesmitted.

This quickened pace changes the overall perceptidnatmosphere of the story. While some
viewers enjoy the fast sequence of battles and tamsothers miss Tolkien’s peaceful
moments of respite, as continuous high dramatisidentends to exhaust itself rather s6gn.
Examples of how omissions lead to a quickened pacehe Lord of the Ringare given

below.

118 ¢, Sinker 49
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2.1.1. Frodo’s Journey through the Shire

In the novel it takes Frodo and his companions déjes before they finally leave the Shire.
While tramping through the countryside, Frodo, Sard Pippin sing songs, meet Elves and
are saved from the Black Riders by Farmer Magglthodgh the threat of the Black Riders is
immanent, these first chapters have the relaxedsgihere of a camping trip. Later, the
friends are joined by Merry at Crickhollow, Frodaisw house, where they sit comfortably
together before the real adventure starts.

In a film, however, it is vital to start the stoswiftly and to get the audience involved in the
main-conflict from the very beginning. After thetdided account of Bilbo’s birthday party,
setting the conflict and building dramatic tensioecame essential to keep the audience’s
attention. Therefore, Tolkien’s “pastoral beginritt was replaced by a hurried flight from
the Shire with the Black Riders close on the hablbigels to satisfy the audiences’ hunger for

action!?®

2.1.2. The Old Forest and the Barrow-downs

Just like Frodo’s journey through the Shire, thélits’ adventures in the Old Forest and on
the Barrow-downs do not advance the story. Thessoéps on the road to Bree serve to
characterise the hobbits and to show them manalgingerous situations on their own.

As these episodes do not have any impact on theefustory, it was easy for Jackson to leave
them out without viewers that are not familiar withlkien’s novel noticing any gap. In the
film the hobbits reach Bree immediately after leavihe Shire.

2.1.3. Choices on the Great River

When the fellowship travels down the Great RiverGaladriel’s elven boats, the main-
conflicts is about the further course of the joyrrig@oromir wants the Ring to travel to Minas
Tirith, whereas Frodo knows that his road lies wissre. Two chapters of the novel are
dedicated to this conflict, which is finally solvegl Frodo leaving on his own.

Realising that this debate about the further rdaith@ fellowship would only complicate the

story, Jackson omitted it for the sake of clarlhstead, his dialogues at that point focus on

122 Davis 59
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the conflict between Boromir and Aragorn about kimig, which is more important to the

plot.

2.1.4. Ghan-buri-Ghan and the Wild Men

When the army of Rohan travels to Minas Tirith lie hovel, they find the road held against
them. A safe path is shown to them by Ghan-burirGhide leader of a tribe of Wild Men
living in this area. As a sign of gratitude, Théogeomises to give this stretch of land to the
Wild Men after the war and to stop hunting them.

Jackson again chose wisely when he left out thisode, as it would only slow down the

action without contributing to the developmentlué story.

2.2. Cutting Minor Characters

Only characters that are essential for the plotraresferred from novel to film in adaptations.

This makes it easier for the audience to remembehea characters and keeps the story
simple. Therefore quite a few of Tolkien’s charastare missing in Jackson’s film (e.g.

Prince Imrahil). Sometimes only their role remamshe film but is given to other characters

(e.g. Arwen incorporating the EIf lord Glorfindetf* Jackson manages to transfer all of the
novel’s main-characters to the film so that viewtat do not know the novel do not get the
impression that any important characters are ngs&®ramples of such minor characters that
were left out are Tom Bombadil, Beregond and Arafgokinsmen.

2.2.1. Tom Bombadil

On their way through the Old Forest on the borddrshe Shire, the hobbits meet Tom

Bombadil, the singing master of the woods. He myaterious figure over whom the Ring

does not have any power, and he almost exclussmaks in verse. “Oldest and fatherless”
(258), he is often seen as a representative ofeéself and philosophical issues are linked to
his character.

Although a whole chapter of the novel is dedicdtedim, he is not transferred into the film,

because he does not advance the story of Frodes quany way. Boyens points out that the

hobbits might have met him on their journey newadhs, but this encounter is not shown on

124 ¢f. Stam 71
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screen as it would only have distracted the audieBome of his lines are taken over by
Treebeard in TT to give “honouf® to his charactel?®

2.2.2. Beregond and Bergil

Beregond of the Guards and his son Bergil are Ripgiompanions in Minas Tirith and
contribute to saving Faramir’s life on the pyrethe film, their role is successfully taken over
by Gandalf, who does not have any time for Pippithe novel as he is busy working against

the enemy.

2.2.3. The Grey Company

On the road from Isengard to Rohan, Tolkien’s Arags joined by his kinsmen, who have
come looking for him. They bring word from Elrondich Galadriel and give Aragorn a
standard woven by Arwen. In the film, the role loiktso-calledGrey Companys taken over
by Elrond, who brings Aragorn his finally reforgsaord.

There is no doubt that Jackson’s use of an alreadsting character as a messenger is
dramatically more efficient than introducing neveda at this advanced point of the story.
What he does not consider, however, is that thd bmween Rivendell and Rohan is long
and full of enemies. This makes Elrond’s suddereapmce in Rohan not very credible and

turns the Elf-lord into a deus ex machina.

2.3. Different Characterisation as a Reason for Omssions

As the medium of film makes use of a visual andabsignifying system that cannot directly
express thought, characters have to be charaaddbgeaheir actions. Jackson adaptBue
Lord of the Ringsccording to this basic principle of film-makinghieh led to a number of
changes not only in character development but misthe storyline. Scenes that involve
elaborate interior monologues were eliminated odifiexd, sometimes at the cost of character
depth as Porter clainté’

As Jackson was not always content with Tolkien’arabter development, he modernizes his
heroes and sometimes lets them act differently tlessaribed in novel. His different approach

towards certain characters caused some scenes ofiginal to be lost as well.

12 Boyens in Appendices of TT, From Book to Script 00:08
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2.3.1. A Conspiracy Unmasked

In the novel, Merry and Pippin suspect Frodo ohplag his departure from the Shire and
therefore watch him closely. With the help of Sdraytlearn about his quest and decide to
follow him on his hopeless journey. At Crickholldwodo finds out about his friends’ doings
and reluctantly welcomes them as his companions.

Jackson’s adaptation does not contain any scengmabfkind, as Merry and Pippin are
portrayed as significantly less mature than in tloeel. They do not actively decide to
become Frodo’s companions but stumble into him dmydent. The chapter “A Conspiracy
Unmasked” would thus undermine Jackson’s charaetiéon of Merry and Pippin and could
not be transferred to the film. (Cf. V.1.3)

2.3.2. The Choices of Master Samwise

When Sam finds Frodo after he was attacked by 8hblbelieves his master to be dead and
does not know how to go on. His despair is convegethe reader by a deeply emotional
interior debate that forms a whole chapter of Taks novel. Sam crying over his master’s
body, considering suicide and finally forcing hidfise take the Ring is one of the most
moving episodes ofhe Lord of the Rings

Jackson, however, does not include Sam’s dilemntasiradaptation, as monologues are not
dramatically effective on the screen. Instead, $aseen crying at Frodo’s side, only to be
interrupted by orcs one instant later. Only whenfinds Frodo in the orc-tower does the
audience get to know that he took the Ring to kieeafe. It is a pity that Jackson did not
come up with any dramatic solution to depict Sad@spair in a more obvious way, as most
of it is lost to viewers who are not familiar withe novel. Besides, this hurried treatment of
Frodo’s apparent death shifts the focus of theoglgison the rather lengthy fight against
Shelob and thus away from the hobbits’ emotions\{(cf.2.).

2.3.3. The Houses of Healing

After the battle of Minas Tirith, Tolkien shows Ayarn in the role of a healer, who eases the
pain of his subjects: “The hands of the king aeehthnds of a healer, and so shall the rightful

king be known” (844). The reader witnesses Aradgwaling Faramir, Eowyn and Merry and
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perceives him as an ideal king, who is not onlprggrand determined in battle but also a
caring father figure to his subjects.

This virtue of Aragorn — stemming from medievaktdry tradition — does not find its way
into Jackson’sThe Lord of the RingsA scene focusing on Aragorn as a healer wouldee hav
cost precious film time without furthering the ploAt the same time Jackson’s
characterisation of Aragorn differs significantlsorin Tolkien’s (cf. V.3.1.) and therefore
showing him as a healer was not as important fckstm as it was for Tolkiel?®

2.3.4. Faramir and Eowyn

Tolkien dedicates an entire chapter to the buddiovg relationship between Faramir and
Eowyn. He lets the reader witness their first nmegtiexplores Eowyn’s psychology and
traces the blossoming romance between the two cileasavith great care.

Jackson, who is not as keen as Tolkien on tyindooge ends, does not tell Faramir and
Eowyn’s story. What he does include, however, skart glimpse of the two of them standing
together at Aragorn’s coronation, bliss writtenlmth their faces. This is a clever technique
of showing Tolkien fans that he acknowledges the lstory between the two characters, even
if he chooses not to tell it. For Alleva this ifapression taken too faf° as the allusion will

be lost to viewers unfamiliar with the novel.

2.4. Shortening the Resolution

Tolkien’s novel does not end after the climactistdgction of the Ring, but continues with a
resolution of no less than eighty pages. This @par in a novel and would be even more so
in a film, as films usually end shortly after thelimax. As was to be expected, Jackson
shortened this resolution considerably and focus#g on the aspect of Frodo’s departure
into the West.

2.4.1 Many Farewells: Frodo’s Home-Journey

Two complete chapters of Tolkien’s novel deal witlodo’s journey back home. The hobbits
take farewell of their companions, revisit impottgrlaces of their journey (e.g. Rohan,

Rivendell and Bree) and meet again charactersviiea¢ involved in their adventure (e.g.

128 Cf. Ford 72-73

129 plleva 20
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Galadriel and Bilbo). Tolkien takes great painstieoup any loose ends in these chapters,
including details like what happened to Sam’s pohlye atmosphere of this passage is a
strange mix of joy and sadness and Frodo’s futuffeisngs are anticipated.

Jackson, on the other hand, visualises Frodo’s Hoareey very effectively by letting the
camera sweep over a map of Middle-earth back t&thee. Although this kind of shortening
IS necessary when adapting a novel to the screegerdsen claims that “much of the original
novel’s richness is hereby 108, As again many of the quiet scenes between thbitsoare

left out, the overall focus shifts to the long-dreaut battle scenés®

2.4.2 The Scouring of the Shire

In the novel, the homecoming of the hobbits is@gly one. Frodo and his friends find the
Shire occupied by evil Men under the command ofi®an, who wants to take revenge on
the hobbits for the destruction of Isengard. Tneese cut, modern houses built and industry
has found its way into the pastoral Shire. Underl#ad of Merry and Pippin the hobbits free
the Shire and Saruman is killed by Grima at Bag.Bhd

For Jackson it was an easy decision to leave obe “Scouring of the Shire” except for a
short vision of it in the Mirror of Galadriel. Itauld be “anti-climactic” to start telling a new
story “after nearly nine hours of storytellifg® and the audience would get confused. Even
now the ending of the film is often perceived as llng and slightly out of tune with the rest
of the film!** Readers of the novel, however, inevitably misssiese of the hobbits having
grown up to manage their own affairs and the idhed €ven the most idyllic places can be

affected by evils from outside.

3. New Elements

Adapting a novel to the screen does not only leaariginal scenes being omitted but also to
the invention of new episodes by the film-make@mstimes it is necessary to fill in gaps of
the narration by visualizing scenes that are sunzegror told in retrospect in the literary

135

text.” Themes have to be clearly defined in a film, s seenes may become essential to

illustrate them to the audience. As character ieaked through action and not through
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thought, interior monologues have to be replacedharacter-revealing events and dialogue.
Different character development, on the other h&wag, to be visualised by scenes in which
new character traits are acted bijtAlso the quest for dramatic tension leads to tivemtion

of new scenes, if scenes of the literary source rae deemed fit for direct dramatic
representation’

These are the most common reasons for new epidotiag their way into a literary
adaptation. How Jackson introduces new scenéged_ord of the Ringwill be discussed in

this section by drawing on a number of examplesftioe film.

3.1. Tellingvs. Showing

It is a strength of literary texts that great amsuof information can be conveyed in a very
short time: Events may be summarized or told ishiteack and information on past events
gets inserted into the plot whenever it is need®&ilm as a perceptive medium, however,
depends on the direct visualisation of events. Actjon important to the plot must be shown
on screen and exposition must be converted inteavisnages without disrupting the flow of
events->*

Jackson found himself confronted with a huge chgke as Tolkien makes vast use of these
literary devices inThe Lord of the RingsEntire chapters of the novel are concerned with
exposition presented in the form of dialogue, whilany dramatic events are told in
retrospect only. This gave rise to a large numib&ew episodes that are present in Tolkien’s
novel but were witnessed only indirectly by thedera Apart from the examples drawn upon
below, this is the case for e.g. Gollum’s storystpavents at Théoden’s court, Gandalf doing
research about the Ring in Minas Tirith and Sanéslaing.

3.1.1. Exposition: The History of the Ring

Tolkien introduces the reader to the history of Riag in two long chapters, where past
events are the topic of discussion among the cteasadn “The Shadow of the Past” Gandalf
relates the origins of the Ring to Frodo, while smg details are provided in “The Council of

Elrond” 170 pages later.
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As lengthy dialogues about expositional issues alocapture the audience’s attention in a
film, Jackson presents the viewer with a prologuet tovers the history of the Ring as a
continuous narrative. Although this prologue prdsetine audience from having any open
guestions about the Ring and the nature of thekBRaders, it is a clever solution and sets the

tone of the film from the very beginning.

3.1.2. Making the Ring Visible

Apart from its history, the secret nature of thadris another challenge for anyone adapting
The Lord of the RingdAs its temptation exists in Frodo’s mind onlyckison had to come up
with a number of ways to make the Ring’s increasnfigience on the hobbit visible. Thus, he
lets Frodo take out the Ring on many occasionsetnind the audience of its physical
existence and shows it dangling from the hobbigskwery often. At the Council of Elrond it
sits in the middle of the table with the reflecsoaf the fellowship dancing on its golden
circle as they argue about it. When Frodo losesihg in the snow and Boromir picks it up,
the Ring's temptation on both characters is viseali very effectively. Frodo’s unfair
behaviour towards Sam in Osgiliath and on the $@iCirith Ungol is another translation of
the negative influence of the Ring into imagesMardor, the Ring’s chain cutting into the
flesh of Frodo’s neck beautifully illustrates th@unds inflicted upon the hobbit by his long
burden (cf. V.5.1.).

Jackson successfully manages to keep the imadpe d&®ihg and its negative effects on Frodo
present in the viewer's mind at all times. Sometimeowever, this happens at the cost of
credibility, as it is unlikely that Frodo would &lout the Ring when confronted with an angry

Nazgul like he does in Osgiliath.

3.1.3. Saruman and his Industrial Complex

In Book 2 and 3 of the novel, the evil wizard Saamris a more immanent threat to the
fellowship than Sauron. Still, before his downfladl only appears indirectly in the novel, as
none of the hobbits ever come to Isengard to seeahihe height of his power. Even after the
destruction of Isengard, descriptions of his indaktcomplex are scarce and the evils of
Saruman’s technological inventions are largelytefthe reader’s imaginatidi’

Referring to one of the most important villainsymdirectly is unusual for a novel, but in a
film it would be nothing short of anti-climactic.h&refore, Jackson turns Saruman and his

149 ¢t Davis 57-58
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creation into an additional strand of the story amdrcuts it with the hobbits’ tales in FS and
TT (cf. 1.2.). He painstakingly depicts the evifsimdustrialisation by images of trees being
felled to feed his furnaces and of orcs being sgawnThe audience sees Saruman
commanding his armies of orcs and planning hisudisea Rohan. Thus, dramatic tension is
created and kept at a high level. Whereas Tolkiee'scriptions focus on the peaceful life in
the Shire that is being threatened, Jackson vissthe villain who poses this thré8tlt is a
powerful interpretation of what Tolkien left out Ims novel and Saruman’s stronger presence

again shifts the focus of the story to the loudetion packed scenes of the film (V.5.2.).

3.1.4. Boromir’'s Death

The battle leading to Boromir’s death is not showthe novel. The reader only learns that it
has taken place when Aragorn finds Boromir's deadlyland discovers that the hobbits were
captured by orcs. Jackson, eager for any battleestbe Lord of the Ringbas to offer,

dedicates eight minutes of FS to the battle betweeriellowship and the orcs, turning it into

one of the climaxes of the film.

3.1.5. The Destruction of Isengard

The destruction of Isengard by the Ents is anogtxample of an episode that is reported in
flashback only by Tolkien. Merry and Pippin giveletailed account of the Ents’ vengeance
when they are reunited with their companions antlistuins of Isengard.

It is uncommon for a novel to abandon one of ilakes so readily by letting it take place
“offstage™*?. Jackson uses the attack of the Ents on Isengaadvary effective parallel plot
to the battle of Helm’s Deep. His visualisationtlos episode is impressive and the images of
the tree shepherds devastating the home of thelager stay with the audience even after the

film.

3.1.6. The Paths of the Dead

Aragorn’s adventures on the Paths of the Dead atréoid directly in Tolkien’s novel either.
After Aragorn’s summoning of the dead direct naoratstops and the end of the episode is
told in flashback by Legolas after the battle ohlsi Tirith.

141 Cf, Davis 68
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Jackson turns the Paths of the Dead into anotlparat strand of narration and returns to it
several times during the battle of Minas Tirith. (&f2.). Thus, the audience knows that
Aragorn took the ships of the enemy and his arrorathe Great River does not come as a
surprise like in the novel. This robs the storyook unexpected turn, but the close depiction
of Aragorn’s encounter with the dead (as inventgdJackson) adds dramatic tension and

provides the story with even more action.

3.1.7. Osgiliath

In the novel, the ruined city of Osgiliath is natgimore than a name. All the reader knows is
that Faramir is sent there by his father and alrdiest in its hopeless defence.

Jackson, on the other hand, turns Osgiliath intargrortant setting of his adaptation. In TT
Frodo is taken to Osgiliath by Faramir and the deme battle between Faramir's men and
the orcs becomes a new episode of RK. Here theemaceliis once again confronted with
Jackson’s personal interpretation of Tolkien’s noaad not with a direct transferral of

elements from book to film.

3.2. Themes: lllustrating Old and New Themes

As discussed above, themes can be transferredidifemam novel to film in adaptation (cf.
[1.6.1.). This happens to most of the themeJtoé Lord of the Ringd=riendship, the hidden
heroism of common people, man’s relationship targatnd the evils of technology are all
implied in Jackson’s film like they are in the nbvEhe visualisation of themes may differ,
however, as they have to be depicted more clearlthe screen to become obvious for the
audience. Apart from that, film-makers sometimesidke to introduce new themes into an

adaptation if they consider them important for pkegt or for society in general.

3.2.1. Silver Glass: Death and Immortality

In his letters Tolkien claims that “[tjhe real thenfjof The Lord of the Ringsis about
something much more permanent and difficult: Demtd Immortality™*®. This message is
not conveyed directly in the novel but has to blermed by the reader into the events they

read about.

3 Tolkien in Carpenter (1981): Letter 186, April 1956
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Jackson, in contrast, chooses a direct approatiettheme of death. By transferring Arwen
from Tolkien’'s Appendices into the film, the cowfliof her giving up immortality for
Aragorn is present in all three parts of his adamta Death as a theme is also addressed by
Gandalf in RK. Using the imagery of the last chaptieTolkien’s novel, the wizard comforts
Pippin, saying that

[d]eath is just another path, one that we all ntalsé. The grey rain curtain of

this world rolls back and all turns to silver glagsd then you see it. [...]

White shores and beyond. A far green country uadewift sunrise. (RK: Disc

1, 00:35)
Although this scene turns Frodo’s journey into ¥iest into an allegory of death (which was
not intended by Tolkien), it forcefully illustrateéke issue of death and the hope for a life

hereafter.

3.2.2. The Children of Rohan: The Human Side of War

In contrast to Tolkien, Jackson turns the “humaaligyi** of battle into a theme of his
adaptation. By inventing the story of two childr@inRohan, he shows the impact of war on
the individual: Freda and Eothain are sent to Esldma their mother during a raid on their
village and are reunited with her after the batfiélelm’s Deep. The despair of the villagers
is conveyed in vivid pictures as is the fear of Wwemen and children hiding in the caves of
Helm’s Deep during the attack. The heroes’ compasfor young boys being fitted with
battered weapons underlines the terror of wartfosé who are forced to fight:

Aragorn: Farmers, farriers, stable boys... These are noessldi...]
Legolas: They're frightened. | can see it in their eyes.][Aragorn, they
cannot win this fight. They are all going to di€T({ Disc 2, 00:50)

All this illustrates the devastating effect of wanr the civilian population and the damage it
does to individuals. This new theme is not onlynaltically effective in its representation but

it enriches Tolkien’s story by highlighting the hars of war on a personal level.

3.3. Character Development

Characters can be transferred directly from oneimneaf expression to the other, as far as
their psychological development and their motivagiare concerned® Sometimes, however,

film-makers introduce new characters to convey irtggd messages or they change the

4 Jackson in Appendices of TT, Editorial: Refining the Story 00:13

%5 cf. Bowden 182-184
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development of already existing characters to addtien or suspense. As character has to be
acted out in film, this gives rise to a number efanscenes in Jackson’s adaptationTbé
Lord of the Rings

3.3.1. Romantic Tension

Romantic subplots are considered essential forlm fo appeal to female viewel®
Therefore, Jackson turns Arwen into a major charaahd her love to Aragorn becomes an
additional strand of the story in all three partshe film. The events of this narrative strand
bear little resemblance to Tolkien’s Appendix A,vitnich Arwen’s story is told, and are a
product of Jackson’s imagination.

Jackson also invents a softer and sweeter verdidolgien’s rather harsh and unfeminine
Eowyn to make her love for Aragorn more believafue a modern audience. Her girlish
gualities are explored in a number of new scenesTinwhich involve Aragorn, his film-
horse Brego and her poor cooking skills. All thioydes The Lord of the Ringsvith
romantic tension, which is almost entirely absenthe novel. (For a closer discussion of

Arwen and Eowyn cf. V.4.)

3.3.2. Boromir and Faramir as Brothers

The character of Faramir is interpreted quite d#ifely by Jackson: Whereas Faramir is a
wise young captain in Tolkien’s novel, Jackson shdwm mainly in his role as Boromir’s
little brother. He is neither as clever nor as papas his brother and feels inferior to him in
the film. As he is constantly compared to BoromjrHis father, Jackson adds two scenes to
the story that shed light on the relationship betwthe two brothers and on Faramir as a boy.
Jackson imagines this fraternal relationship asecland affectionate, e.g. Boromir is seen
defending his little brother when his father snedrlim. In the novel, the only allusion ever
made to the relationship between the two brothedicates that Boromir was very dominant
and did not care for his brother’'s wishes whenrssted on going to Rivendell instead of
Faramir (cf. V.3.4.).

148 ¢f. Kuipers 115
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3.3.3. Merry and Pippin’s Farewell

In Jackson’s FS and TT, Merry and Pippin are muchenioolish and careless than in the
novel, but in RK they finally grow up. To make thigther abrupt change in personality
credible, Jackson needed a scene to smoothen thigitdiotransition from irresponsible
youngsters to more mature versions of themselvasrefore, Jackson shows Merry and
Pippin saying farewell to each other before theg separated by Gandalf. This scene
provides a first step towards growing up, as thessness of the War of the Ring is finally
brought home to the hobbits. Merry scolds Pippmnldoking into the palantir and gives him
his pipe-weed as a token of farewell. The bond betwthe two hobbits is shown in a very
sensitive way and mused about by Merry, who st&ysna alone. In the novel, this farewell
scene never takes place as Pippin’s departure®@atidalf is very sudden and leaves no time
for words (cf. V.1.3.).

3.3.4. Saruman’s Death

Also earlier changes in the storyline can leadhe invention of new scenes in literary
adaptations. An example for a new episode duennaarrangement of events is the death of
Saruman in JacksonBhe Lord of the RingsAs the Scouring of the Shire is omitted in the
film, Saruman cannot be killed in its aftermatrelike is in the novel. Jackson therefore had to
find a new way to dispose of his evil wizard. Heeslso very cleverly at the parley with
Gandalf at the beginning of RK. Only the setting bot the way of Saruman’s death is
changed, as he is stabbed by Grima like he isamtivel. Unfortunately, this scene is not part
of the theatrical version of the film, which leavbe audience at the cinema in the dark about

Saruman'’s further fate.

3.3.5. Pippin’s Song

Pippin singing to Denethor in RK is one of the mslgtfully constructed scenes of the entire
film: By choosing a melancholic melody for “The Oldalking Song” of the novel, Jackson
establishes a mournful atmosphere and shows thegehtawards seriousness in the nature of
the once foolish hobbit. At the same time he chareses Denethor as heartless and cruel, as
the steward is untouched by Pippin’s song and keapsating. The scene is intercut with
images of Faramir losing against the orcs in Oahi]i which adds action and suspense. In
their turn, the images of Men dying serve to she@wen more negative light on the steward,

who continues his meal, chicken blood trickling aolws chin. Thus, Jackson very effectively
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characterises Pippin and Denethor (1), advanceplttg?2), increases dramatic tension (3)

and creates a wistful atmosphere (4) in one siscpae.

3.4. Suspense and Comic Relief

New scenes may also be inserted into a literarptatian to add suspense to the plot. Jackson
tends to prolong suspenseful sequenceshef Lord of the Ringby inventing more details
and new turn$?’ He also comes up with humorous scenes that arprasent in the literary

text to lighten the overall dark atmosphere offtime.

3.4.1. The Attack of the Wargs

An example of a newly invented suspenseful episndeK is the warg attack on Théoden’s
company on the road to Helm’s Deep. Having slaimynaolves and their riders, Aragorn
falls off a cliff and is thought to be dead by fris and audience. Saved by his horse Brego,
he arrives at Helm’s Deep as a hero before théekagainst Saruman’s armies begins.
Although the fellowship is attacked by wolves beftite gates of Moria, no episode similar to
Jackson’s warg attack can be found in Tolkien’sehowarg-riders are mentioned by Tolkien
but they never enter the stage. Fascinated bydie of these fiendish, wolf-like creatures,
Jackson decided to show them in action to providéo@ien’s journey to Helm’s Deep with
more suspens&® Smith, however, claims that this episode “addshingt to the narrative
except more sweaty, sword-wielding actitii"and that it does not “transmit [any] elements
of the original that cannot be otherwise convey&d'The invention of this action packed
scene happens again at the expense of restfulssoérlee text and instead of furthering the

plot it rather delays it>*

3.4.2. Sam Slipping at the Black Gate

When Frodo and Sam reach the Black Gate, thetfieohselves confronted with the difficult
choice of whether to trust Gollum to lead them tortdor by another way. Jackson took this
rather quiet episode of Tolkien’s and transforntedto a scene full of suspense. In TT, Sam

slides down a slope, gets stuck with his leg andinsost discovered by the enemy. He is

147 Cf. Leitch 138

Appendices of TT, Cameras in Middle-earth 00:41
Smith 83

Smith 84

Cf. Smith 83-84

148
149
150
151
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saved by his elven cloak, which takes on the colmiuits surroundings and makes the

watchman’s gaze pass him by.

3.4.3. Pippin Lighting the Beacons

In the novel, the beacons of Gondor are blazinghtiyr, when Pippin rides with Gandalf to
Minas Tirith. Jackson takes Tolkien's image of theacons and turns it into a dramatic
element: As Jackson’s Denethor refuses to defesdcity, Pippin heroically climbs the
beacon of Minas Tirith and lights it with a torad®Bn one mountain top after the other the
beacons of Gondor flash up until the signal reachesoden in Rohan and alerts him to
Gondor’s plight.

This new episode does not only provide dramatisitenbut it enthrals the viewer with
amazing images of the landscape of Middle-eartivoltld be interesting to know, however,
if Denethor’s passive attitude really inspired Huene of Pippin lighting the beacons or if it
was the idea of this beautiful scene that led edifferent characterisation of Denethor (cf.
V.3.2)).

3.4.4. Faramir as an “Obstacle*?

The omission of Shelob from TT left the middle pafrlackson’s film without a climax as far
as the Frodo/Sam-strand of the story was concedaetison gave the task of providing a new
climax to Faramir, which led to a radical changéhi@ role of the captain of Gondor. Jackson
practically reinvents Faramir and turns him intoodnstacle to Frodo and his quest. Instead of
being cooperative like in the novel, Faramir wantsake the Ring to his father and leads the
hobbits to Osgiliath. They get caught up in badthel Frodo is confronted by a Nazgul, which
puts the Ring into great danger.

Jackson thus constructs a new climax for TT by ragldinother battle scene and by letting
Faramir choose differently at one of the text’'snieds. This was a daring move as different
decisions at kernels are usually perceived as malferations by readers of the novel.
Straying far from his literary source, Jackson doed stay consistent in his new
characterisation of Faramir and drifts off into tkalm of incredibility by letting Frodo finger
the Ring right under the Nazgul's nd$&(Cf. V.3.4.)

2 Jackson in Appendices of TT, From Book to Script 00:03

133 Cf. Smith 84



39

3.4.5. Gollum’s Fateful Bread Crumbs

Tolkien makes the selfless friendship between Franth Sam one of the main themedbé
Lord of the RingsNot once is the friendship between the two habbiiestioned, let alone
threatened.

This loyal kind of friendship was regarded as taononious and steady for a film. Therefore,
Jackson invents a new scene in RK that shows Gathamaging to separate the two friends.
Throwing away the hobbits’ provisions and spreadirgpd crumbs over Sam’s coat, Gollum
makes Frodo believe that Sam has eaten the remadhdkeir food. Angrily, Frodo sends
Sam away and enters Shelob’s tunnel with Gollumy @en Sam finds their food does he
realise Gollum’s treason and comes to Frodo’s aid.

Boyens explains that this scene makes Frodo appess human, as he “is not always right
[... and] does not have complete faith in Sath"Apart from that, they wanted Frodo to enter
Shelob’s tunnel without Sam to make his confrontativith Shelob “more tens&®. Jackson
may have achieved an increase in dramatic tensgidhib alteration, but at the same time he
took a great risk, as major changes in a characpmychology tend to be looked at critically

by viewers familiar with the novel (cf. V.1.).

3.4.6. Drinking Games at Edoras

To lighten the serious atmosphere of the film, 3aokincludes a new scene in RK that shows
the characters celebrating the victory of Helm'sepeMerry and Pippin dance and sing,
while Gimli loses a drinking game against Legol@sllapsing over a pile of empty mugs
with his beard full of beer, Gimli reminds the agmiie of a binge-drinking teenager that does
not know when to stop. It is one of the few quietegnes that Jackson adds to his adaptation,

in this case making heavy use of coarse humour.

4. Modifications and Alterations

When a novel is adapted to the screen, it is taé@dlinto the perceptive signifying system of
film: Scenes are remodelled to become dramaticfigient, dialogue is rewritten to fulfil

more than one function at a time and plot and atara must be defined more clearly than in

14 Boyens in Appendices of RK, From Book to Script: Forging the Final Chapter 00:04

155 Boyens in Appendices of RK, From Book to Script: Forging the Final Chapter 00:03
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the literary text to enable the audience to follthe story. There is hardly any scene that
remains in its original form in literary adaptatith

All this turns an attempt to document every singlkenge between Tolkien’'s novel and

Jackson’s cinematic adaptation hopeless. One didllldundreds of pages and still be far

from completeness. This chapter discusses the gmsmon reasons for scenes getting
modified in Jackson’sThe Lord of the Ringdy relating adaptational theory to selected
examples from the film. Moreover, the topics of asphere, language and point of view will

be touched upon and Jackson’s approach to Tolkmoesy will be explored.

4.1. Dramatic Visualisation and Suspense

If a scene works well in a novel, it is not necedgaffective on screen. Novels contain
lengthy descriptions and dialogues, while a greatt of the action takes place in the
characters’ minds only. All this has to be dranmediand acted out by the characters to make
the scene fit for the screen. Often suspensefuhaiés are added to keep dramatic tension
high, while passages lacking action are condersethé sake of pac&’ One can draw from

an abundance of examples when looking at the welksda recreates entire episodes to make

The Lord of the Ringdramatically effective. A small choice of thesédse discussed below.

4.1.1. Introducing Merry and Pippin

In Tolkien’s novel, Merry is introduced in passiag one of Frodo’s friends, who helps to
clean up after Bilbo’s party. Pippin, on the othand, enters the scene seventeen years later
on the eve of Frodo leaving the Shire. Boyens lyghktates that “you need more energy
[when you...] introduce two of the main-charactétin a film. Therefore, Jackson uses the
fireworks display at the party as a means of iniobalg Merry and Pippin. Always up to
mischief, the two hobbits steal an enormous roaketset it off, only to be caught by Gandalf
moments later. This scene characterises Merry @opirPas carefree trouble-makers right

from the beginning and is very effective on theesor(cf. V.1.3.).

136 cf. Bowden 15-50

Cf. Bowden 15-17
Boyens in Appendices of FS, From Book to Script 00:13

157
158
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4.1.2 The Council of Elrond

Taking up thirty pages of the novel, the CouncilEdfond consist of no fewer than thirteen
characters sitting together reasoning about thedutf the Ring. Faced with an abundance of
expositional facts, the reader soon gets lostenvist amount of names and places and their
endurance is put to a hard test. As informatiortaaveyed through dialogue only, it is
probably the scene least fit for dramatic use @& émtire novel. This makes it hardly

surprising that Jackson found the Council of Elrtfiehdishly difficult”*>°

to adapt.

Jackson transfers expositional matters to the gusldo reduce the chapter’s vast amount of
information. As Saruman’s doings are presented saparate strand of narration, Gandalf’s
report of Saruman’s treason is shifted away from @ouncil as well. Moreover, Jackson
eliminates all minor characters and gives the sSpgagarts to the future members of the
fellowship. Thus, the episode no longer focuseshenhistory of the Ring but turns into a
heated debate of what should be done with it. Amsition has already been provided in the
prologue, the audience knows what the charactersagguing about and can easily follow
their “shouting match*®®. The conflict between Boromir and Aragorn abow kingship of
Gondor is established and Elrond is very dirediivappointing a Ring-bearé?*

Focusing on aspects that further the plot, Jackkms not overburden the audience with
background information and manages to turn Tolleeather dry account into a dramatically

effective episode.

4.1.3. Théoden'’s Farewell

When Théoden is slain in battle, his dying words directed at Merry in the novel. As
Eowyn is supposed to be in charge of his peopledaras, he does not know that she was
seriously hurt in battle and asks Merry to sayvesieto her on his return.

In contrast to Tolkien, Jackson lets Eowyn surniee encounter with the Nazgul unscathed.
This enables him to show a direct farewell scertevden Théoden and Eowyn. Contrary to
Merry, Eowyn is next of kin to Théoden and theirefsell evokes a stronger emotional
response in the viewer. At the same time, howehes,alteration reduces the importance of
the hobbits in the film, as Merry is not presenttiis scene anymore. Also Eowyn’s deed is

put into perspective, as she is not wounded irde&Fat of the Nazgul.

19 Boyens in Appendices of FS, From Book to Script 00:15

Shippey 69
Cf. Ford 80

160
161



42

4.1.4. Marching with Orcs

After their flight from Cirith Ungol, Frodo and Saare mistaken for deserting orcs and are
forced to join an orc company on their march over plains of Mordor. Weakened by his
struggle against the Ring, Frodo can hardly keepqgthick pace of the orcs, but manages to
walk on until the orcs reach their destination.

Jackson includes this episode in RK, but rendedsaitnatically more attractive by giving the
hobbits a more active role. When Frodo cannot l@epis legs any longer, Sam initiates a
fight between the orcs and the hobbits use thdtieguhaos to escape. Thus, active external

action is used to make the scene tenser.

4.1.5. Mount Doom

The destruction of the Ring in the fires of Mounbdin is the climax offhe Lord of the
Rings Frodo claims the Ring for himself, puts it onldecome invisible and is attacked by
Gollum, who bites off his finger.

In the novel, Gollum, dancing with joy, stumblesidalls into the abyss, taking the Ring with
him. Boyens criticises that this solution turns déointo a passive bystander, which is
inappropriate for the main-character of a film t&t ¢limax. Therefore, Jackson lets Frodo
wrestle with Gollum for the Ring at the brink oktabyss. Frodo does not manage to take the
Ring back and falls with Gollum off the edge. Ibr@ath-taking scene Frodo is seen dangling
over the fiery abyss, clinging to the rock with biseding hand, while Sam desperately tries
to save him. Boyens explains that they wantedwte grodo the choice to let go and end it all
to increase the dramatic tension of the scene @amdake the climax of the story even more

exciting.*®?

4.1.6. Horror Film Elements

To enhance the atmosphere of individual scenes vimyal details are added when a novel is
adapted to the screen. As a horror film directackdon introduces gory details into his
adaptation and replaces descriptions of the nowdl mew repulsive images. Monsters and
orcs are depicted as revoltingly ugly and are shawrmlose-up pictures, e.g. the name
“Mouth of Sauron” is taken literally with the canaeiocusing on the messenger’s rotten teeth
smeared with blood. A man from Dunland cuts his d&nd to swear allegiance to Saruman,

162 cf, Appendices of RK, From Book to Script: Forging the Final Chapter 00:17
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while his orcs rejoice in the idea of eating “m#&sh” (TT: Disc 1, 00:15). When the Black
Riders approach Frodo in the Shire, they are astatwith the picture of worms emerging
from the ground to highlight the enemy’s connectrath death and decain Moria, Pippin
does not simply throw a stone into the well, bushms in a whole carca¥s.Often the
camera captures the perspective of the monstays Sbelob or Saruman’s spying birds) to
create the illusion of the characters being watdhethalevolent eye¥®?

These are only a few examples of how Jackson usesrHilm elements to raise the level of
suspense in his adaptation. Whereas suspenseivedérom the detailed account of the
characters’ feelings in the novel, Jackson triepravoke feelings similar to those of the

characters in the viewer by confronting them wetalting images and gory details.

4.2. Simplification and Causality

Readers read novels at their own speed and mak&shie between. They do not necessarily
have to keep track of everything that happens, usecéhey can reread unclear passages or
return to earlier episodes. In contrast to readivagching a film is not a private pastime and
films are usually finished in one sitting. Therefpadaptors like Jackson try to keep scenes as
simple as possible and establish causal relatipagietween different episodes for the sake of

clarity.®

4.2.1. Snow on Caradhras

When the fellowship is defeated by the snow on @laas, it is left to the imagination of the
reader to decide who is to blame for the blizzattere are “fell voices on the air” (282), but
do they belong to Sauron, to Saruman or to the matuitself?

“There are many evil and unfriendly things in therld that have little love for
those that go on two legs, and yet are not in leagth Sauron. [...] Caradhras
was called the Cruel [...] long years ago, when runafiSauron had not been
heard in these lands.” (282)

In a film, clear causalities are important and wdlial events are linked up to make the
audience see how it all fits together. Therefoaekdon does not offer a number of possible

explanations for the origin of the blizzard to thewer, but shows Saruman as the one who

163 Cf. Hall 55-58

Cf. Harl 65
Cf. Bowden 15-17
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concocts it. As too many open questions can betimg in a film, the flock of birds flying

past the fellowship is also explicitly ascribedSaruman.

4.2.2. The Well in Moria

In Moria Pippin is fascinated by a hole in the grduhat once was a well. In the novel, he
throws in a stone, which is answered by faint kisockthe deep. It is left open, however, if
the attack on the next day is due to this episode.

Jackson once again establishes cause and effesn, widualising this scene in FS. Images of
the caverns directly under the well suggest thatesevil has been woken by Pippin’s foolish
action and drum beats echo through the mines. linm®the chamber is swarming with orcs
and there is no doubt that Pippin is to blametierfellowship having been discovered.

4.2.3. The Hobbits’ Swords

Belonging to a peaceful people not used to fightthg four hobbits do not carry any swords
when they set out from the Shire. In the novelytget daggers from Tom Bombadil, who
finds them among the treasures of the defeatedWwasight. Except for Frodo, who inherits
Bilbo’s sword Sting, the hobbits use these swandsughout the novel.

As Jackson omits the episode of the hobbits’ enmyumith the barrow-wights, he had to find
another way to provide the hobbits with swordstdad of introducing a new scene, he lets
Galadriel give them to Merry and Pippin as a presghile Sam continues to use a sword he

got from Aragorn on Weathertop.

4.2.4. The Role of the Palantiri

The palantiri of Saruman and Denethor are imporeajects: In the novel, they explain how
Saruman can communicate with Sauron and why Denstems to be all-knowing. Grima
throws Saruman’s palantir at Gandalf during thdegaof the two wizards in the ruins of
Isengard. Pippin saves it from being lost in théewand is discovered by Sauron when he
looks into it the following night. Confronting Saur in Saruman’s palantir some days later,
Aragorn learns about the dark fleet sailing towavtisas Tirith and uses this information to
come to the city’s aid on time. Denethor’s palaniir the other hand, is responsible for the
steward’s growing despair and only shows the imafgeithered hands wreathed in flame

after Denethor died on the pyre whilst holding it.
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Jackson keeps Saruman’s palantir as an elemens indaptation, as Pippin’s attempt of
stealing it and his resulting encounter with Sauaom dramatically effective scenes. In the
theatrical version of RK it is simply picked up Byppin amidst the ruins of Isengard without
any explanation of its origin. Even in the extendedsion (where it falls out of Saruman’s
robe when his body is pierced to the wheel) no gamknd information on its history or

nature is provided. It is Pippin who learns of thgpending attack on Minas Tirith from

Sauron. Although Aragorn’s encounter with Sauroshiswn in RK, it happens at a later point
of the story and does not advance the plot. Thanpialof Minas Tirith is left out entirely and

Denethor’'s madness is not due to his knowledgeaaf@’s plans. Thus, Jackson simplifies
the complex role of the palantiri and keeps themsagernatural tools in dramatically

effective scenes only.

4.2.5. The Battle at the Black Gate

Jackson lets all the members of the fellowship tesgnt at the final battle at the Black Gate
and intercuts the scene with Frodo and Sam’s steugigviount Doom. Seeing the fellowship
united once more, the viewer can fully concenti@tethe action and is not distracted by
wondering where missing characters are. In the IndWerry stays in Minas Tirith, as he is

still recovering from his confrontation with the ¢l

4 3. Different Decisions at Kernels

Different decisions of characters at kernels temdbé perceived as major alterations by
viewers familiar with the original text of an adafpbn. Sometimes, however, such alterations
are deemed necessary by film-makers to make saanes suspenseful or to illustrate the
development of a character if it stands in conttasthe literary sourc®® In Jackson’s
adaptation, different choices at kernels are regpidaigiven to characters in leading positions
like Aragorn, Théoden, Faramir and Treebeard. dacksnds to alter their decisions in a way
that action is delayed. Only when conflict can eided no longer, do they finally accept the
challenge like they do in the novel. (For a moreated discussion of this topic cf. V.3.)

168 Cf. MacFarlane 13-14
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4.3.1. The Road to Helm’s Deep

Whereas Tolkien’s Théoden does not hesitate tmgear against Saruman, Jackson’s King
of Rohan wants to protect his people by preserpiegce. Instead of attacking Saruman, he
leads his people to the “refuge of Helm’s Deep” (Disc 1, 01:25). When armies of orcs

besiege Helm’s Deep, however, he finally has tepcthe fact that battle must be fought.

4.3.2. Aragorn’s Dilemma of Kingship

Tolkien’s Aragorn never falters in his determinatito become king and risks his life to
achieve this goal. Jackson, on the other handrgysrtAragorn as driven by self-doubts and
therefore presents him with kernels that are not plathe novel. At these kernels, Aragorn
decides against kingship again and again. Only wihkacomes obvious that the king alone
can save Minas Tirith by taking the Paths of thaddoes he accept his inherited role and his

ancestor’s sword is reforged.

4.3.3. The Hesitation of the Ents

In the novel, the Ents decide unanimously to attaekgard in revenge for Saruman’s felling
of many beloved trees. Jackson’s Entmoot, howearets differently. As Jackson’s Ents want
to avoid conflict, Pippin shows them the damageedtmtheir land. Overcome with anger,
Treebeard changes his mind and leads the Entsrtaftea all (cf. VV.8.).

4.4. Action Elements

According to Bowden, the main reason why peopleclvdtims is the human wish for
entertainment. Due to established film traditiomsy cinematic genre creates certain
expectation in the audience. Viewers of a fantaby fike The Lord of the Ringsfor
example, hope to be carried away to a world fulepic battles, dazzling special effects and
breath-taking action sequences. If a film fallsrslud these expectations it runs the risk of
disappointing its audience and thus becoming anéiia flop*®’

As an expert in special effects, Jackson eagedl tp the challenge of turninthe Lord of
the Ringsnto an action-packed film overflowing with innoixa computerised effects. Battle
scenes are prolonged and many new action detailadated, e.g. on Caradhras the fellowship
is buried by an avalanche, while the watcher of ifla@loes not only grab Frodo’s leg but

187 cf. Bowden 3
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throws the hobbit high into the air. Jackson’s poepation with loud and suspenseful
episode, however, shifts the focusTt¢fe Lord of the Ringaway from the hobbits as the true
heroes of Tolkien’s novel. The following example® going to illustrate how Jackson

prolongs suspenseful episodes and how he addeeasit even to quiet parts of the text.

4.4.1. Weathertop

When Aragorn and the hobbits are attacked by tleelBRiders at Weathertop, the scene
takes place in a dell at the foot of the hill ie thovel. They try to fend their enemies off with
flaming brands but do not draw swords. Jacksorstesis the scene of the attack to the more
spectacular top of the hill and engages the companysword fight against the Black Riders.
Thus, he adds new details to their fight and drawghe cliché that every battle has to be

fought with swords in fantasy films.

4.4.2. Moria

To raise the level of suspense, Jackson prolorggotirney of the fellowship through Moria
by putting in more obstacles. Tolkien’s rather shesrcounter of the fellowship with orcs in
the Chamber of Mazarbul is turned into a complgkting sequence, in which an enormous
troll is taken down after many fruitless attem@s. their flight to the Bridge of Khazad-dim,
the fellowship has to cross a newly invented brittlget crumbles to pieces under their feet.
They have to jump over chasms and Gimli and Frddwst fall into the abyss as the steps
dissolve under their feet. Preceded by this lengtivpductory scene, the actual Bridge of
Khazad-dim and Gandalf's confrontation with the rBgl shrink in importance, as the
audience perceives them as just one more actiomereg. As continuous dramatic tension
tends to exhaust itself, it is debatable whethekskan's attempt at increasing suspense really

worked in this case.

4.4.3. The Dead Marshes

Jackson introduces new action elements also tooFaod Sam’s journey through the Dead
Marshes. In the novel, Sam stumbles and sees ties f&# the dead in the water before his
feet. Jackson, in contrast, lets Frodo fall inte o the pools. Frodo is attacked by the dead,

who look at him with blind eyes and rotten teetle. isl saved in the nick of time by Gollum,
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who pulls him out of the water. Thus, Jackson trieadd more excitement to an episode that

is rather quiet in the novel.

4.4.4. The End of Denethor

In the novel, Denethor dies on his pyre behindedodoors:

[T]hose outside heard the greedy roaring of theeviiithin. And then Denethor
gave a great cry, and afterwards spoke no moré) (83

This indirect reference to Denethor’s death is r@st#de solution in the novel, but it was not
perceived as dramatic enough by Jackson. Screawithgpain, the burning steward jumps
from his pyre in the film and falls off the edge Mfnas Tirith as a bright ball of fire. This
scene contains more action than Tolkien’s versibrDenethor's death, but whether it

manages to affect the viewer’s feelings in a similay is questionable.

4.4.5. Cirith Ungol

Also in Cirith Ungol Jackson focuses on action amdlence at the cost of the quieter
elements of the novel. Tolkien’s Sam does not haveght when looking for Frodo in the orc
tower, as the two orc companies eagerly eliminateth other in their fight over Frodo’s coat
of mail. Instead, his despair at not finding Fraaal his will to continue are depicted very
closely. In the film, Sam stabs no fewer than fowrs on his way to the top-chamber, as
Jackson replaces the dramatically not effectiverivdl action of the novel with external

violence.

4.4.6. Battles

Tolkien’s emphasis was not on warfare when he wiidte Lord of the Ringsbut on the
characters’ journey and development. The largddsatf Helm’s Deep and Minas Tirith each
do not take up more than one chapter of the nowndl the focus is laid on the hobbits’
perception of event$?

Confronted with Zimmerman’s attempt at adapting tfeeel to the screen, Tolkien was
strongly against inflating the battles scenes, tsedbattles tend to be too simil& If
either the Ents or Helm’s Deep had to be omittealki€n would have preferred the battle to

168 Cf. Porter 177

% Tolkien in Carpenter (1981): Letter 210, June 1958
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be left out, because it is “incidental to the maiary” and the final battle of Minas Tirith
“would gain by having no competitdf®. Tolkien, of course, was no film-maker and did no
know the technical possibilities the cinema of tlwenty-first century would have to offer. In
spite of that, however, his love was with the quabiaracter-defining scenes of the story and
not with scenes “of screams and rather meaninglashings™’*

Jackson provide$he Lord of the Ring&ith much more fighting and violence, attemptiog t
make the story as visually effective as possibklrer claims that Jackson’s film is “one of

the bloodiest epics in contemporary cinerf@’and “highly militarist™"®

, as the film-makers
spend large amounts of time on creating greatebstines. While some fans tend to enjoy the
detailed battle scenes ®he Lord of the Ringslackson has been severely criticised for his
glorification of violence by scholaré? Even if Jackson highlights the damage of war on
individuals (e.g. the children in Rohan), he temdlsdepict valour in battle as one of the

highest forms of human virtdé®

4.4.6.1. Helm’s Deep

The battle of Helm’s Deep takes up nine pagesemitbvel: Legolas and Gimli compete over
who kills more orcs, the friends get temporarilypemted and when prospects are bleak
Théoden decides to ride out to meet the enemy. \ilaam comes, the battle is over and the
remaining orcs flee to the woods never to be sgama

Jackson turns the battle of Helm’s Deep into thmak of TT and dedicates twenty-eight
minutes to it. A large host of Elves joins Théodearmy to honour the old alliance between
the different peoples of Middle-earth: “Do we leavéldle-earth to its fate? Do we let them
stand alone?” Galadriel asks (TT: Disc 2, 00:26)sTaises the status of the battle of Helm’s
Deep to that of the battle of Minas Tirith, astatp, now decides about the future of Middle-
earth. Jackson adds many new details and narroapesdo make the episode as “exciting
and dramatic*’® as possible, e.g. Aragorn commands the archeBvish, Legolas skates
down a flight of stairs on a shield and the EIf dials killed. To add a human touch, the
arming of young boys is shown and images of frigagtewomen and children hiding in the

7% Tolkien in Carpenter (1981): Letter 210, June 1958

Tolkien in Carpenter (1981): Letter 210, June 1958

Kellner 32

Kellner 31

Cf. Davis 67

Cf. Kellner 31

Jackson in Appendices of TT, Editorial: Refining the Story 00:12
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caves under the stronghold remind the audiencehait whe Rohirrim are fighting for (cf.
3.2.2)).

4.4.6.2. The Battle of Minas Tirith

The battle of Minas Tirith is even greater in itmdnsions than the battle of Helm’s Deep in
Jackson’s adaptation. In the novel, Tolkien focusasthe episode of Eowyn and Merry
slaying the Nazgul and no more than sixteen pages with the Siege of Gondor and the
resulting battle.

Jackson again inflates the battle to huge dimessigiocating thirty-five minutes of RK to it.
Mamakil and trolls are shown in great detail andauntable special effects aim at stunning
the viewer, e.g. Legolas skates down the trunknaf of the oliphaunts and the head of the
massive battering ram Grond is glowing red witle.fiAgainst the enormous masses of orcs
the armies of Men alone cannot prevail, but thepede on the help of the computer-

generated Army of the Dead, who does not enter Goindhe novel.

4.4.6.3 Focus on Aggression

Apart from the great battle scenes of the film, thealience of Jackson’s adaptation is
confronted with a general readiness to use violemcpart of the characters that is not present
in the novel. Sam and Frodo physically abuse Golbmtheir way to Moria, repeatedly
threatening to kill him. Aragorn initiates a fisglit against Théoden’s guards in the halls of
the king without any obvious reason and beheadsoS8auhideous but ultimately peaceful
messenger at the Black Gate. In Isengard, Legdlasts Grima, again without any logical
reason behind it. While Jackson insists on his gearadding to the excitement of the film,
Smith accuses him of introducing some action scésasly for the purpose of assuring that

not a minute goes by without a noisy, gory confation™’".

4.4.7. Magic

The magic of Tolkien’s novel is of a quiet and utmabive kind. It can be found in the power
of lembas-bread, in the water of Galadriel's mireord in the silent force of nature as
illustrated in the draughts of the Ents. Magicepidted as a natural phenomenon, which most

people do not understand and therefore perceivge sagernatural power. Tolkien’s wizards

77 Smith 83
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are old wise men, who do not produce puffs and emwekh their magic. The power of
Saruman’s voice is described more closely thamtagic powers and there are only a few
tastes of Gandalf's magic the reader gets in tivelne.g. his ability to make light and fire.

In the tradition of fantasy films, however, magg loud and visible. SincS&tar Wars a
fantasy film is only complete if it contains at $#ane computerised fight between wizards
and Jackson makes use of this cliché in his patrafymagic inThe Lord of the Rings®
Saruman’s powers seem to be endless, as they emafleo conjure up a snow storm, to
possess Théoden from afar and to send a mightybditeat Gandalf during their parley.
Gandalf in his turn is seen acting as an exorcesting Théoden. Whereas the episode of
Gandalf’'s capture in Orthanc is simply described‘thgy took me” (254) in the novel,
Jackson stages an action-packed fight betweenwbenizards, in which the two old men
throw each other high in the air and send glitggedeams of light at each other. Although
Tolkien heavily criticised the introduction of “@levant magic”’® into any adaptation of his
novel, magic has to be made visible somehow to il@naltically effective on screen.
Scholars, however, criticise Jackson’s depictiommafgic as being exaggerated and Fuller
cynically observes that the duel between Gandadl &aruman “looks like it was

choreographed in Hong Konty®.

4 5. Visual Characterisation

The need to characterise protagonists throughredtaction also leads to the modification of
scenes in adaptations. Typical aspects of the cteagd personalities are enhanced if they are
considered essential to the story. New aspectsnamuced, if different character qualities
are perceived as dramatically more desirable. Somst characters are involved in scenes
where they are not present in the literary sourdaghlight their importance, e.g. Pippin rides
with Gandalf to the aid of Faramir in RK. Only feaxamples of characterisation through
action will be discussed below, as the issue ofagdtarisation is thoroughly dealt with in
Chapter V.

78 Cf. Flieger 74

Tolkien in Carpenter (1981): Letter 210, June 1958
Fuller 19

179
180



52

4.5.1. Frodo in Lothlérien

Jackson characterises Frodo as a lonely personsiaget apart from others by the fact that he
is the Ring-bearer. This is first hinted at on thairival in Lothlorien. Whereas Frodo has
been expected by the Elves in the novel and isomedcl with open arms, the fellowship is
denied entry to the elven country in FS becauderadlo’s burden. Thus, Jackson’s Frodo is
stigmatised by the Ring and ultimately alone indusst, which is not the case in the novel.

4.5.2. The Last Debate

After the battle of Minas Tirith, Gandalf and treadtlers of Men discuss what further steps
should be taken to prevent Sauron from prevailmghe War of the Ring. In the novel, it is
Gandalf who suggests attacking Mordor to avert @d#argaze from Mount Doom.

Jackson gives this role to Aragorn in the film. $htlne scene becomes character revealing, as
it shows Aragorn as a mighty leader, who is finathady to take on the responsibilities of
kingship.

4.5.3. Aragorn’s Coronation

At Aragorn’s coronation, Frodo brings the crownAmgorn and Gandalf sets it upon the
king’s head. This is Aragorn’s wish, as he has cam his inheritance “[b]y the labour and
valour of many” (964). In Jackson’s adaptation thkes are different: Although it is still
Gandalf who crowns the king, no hobbits are invdlirethis act and it is Gimli who holds the
crown. This change in the cast of the coronati@nechows that the focus of Jackson’s film

is not on the hobbits but the other members ofdhewship are of equal importance.

4.6. Different Point of View

In contrast to novels, films are characterisedngjrtimmediacy and offer an omniscient point
of view to the audience. This leads to a differéistribution of information compared to the

novel, as the viewer shares in the complete piatfi@vents. In individual scenes, however,
the camera may take on the role of a narrator aesept the events from the perspective of
one single character. This character does not saghs have to be the one the reader

identifies with in the novel, as the following exples are going to show:

181 Cf. MacFarlane 17-29
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4.6.1. Through the Eyes of the Villains

Unlike Tolkien, Jackson does not télhe Lord of the Ringgom the hobbits’ point of view,
but presents the audience with the complete piatithke War of the Ring. This enables the
viewer to get an insight into the plans of the epewhich is not provided in the novel. The
audience knows what Gollum, Saruman and the Witclgkare planning to do to the
fellowship and are eager to find out whether the{ succeed, e.g. Saruman tells his orcs
before the battle of Helm’s Deep that “victory tshand” (TT: Disc 2, 00:17) and that they
should “leave none alive” (TT: Disc 2, 00:18). Thssispense is created by showing the
enemies’ doings in great detail. In the novel, ib&der does not know what the fellowship’s
enemies are up to, which also raises the leverdion but by different means.

4.6.2. The Reunion of the Fellowship

The reunion of the fellowship after the destructadinthe Ring is withessed through Sam'’s
eyes in the novel. Sam wakes up and bursts ints tdgoy when he finds out that Frodo is
alive and fine. Later, the hobbits are joined by tther members of the fellowship. Giving
the point of view to Sam in this crucial scene orsrTolkien’s conviction that Sam is “the
chief hero®? of The Lord of the Rings

There is no doubt, however, that Frodo is the nmogortant character in Jackson’s film.
Therefore, Jackson places Frodo at the heart @&tlgne. His smiling face is shown close up,
while his friends jump onto his bed to hug him. S'hakes more sense in dramatic terms, as

Frodo as the main-character should be the centgeaition.

4.7. Atmosphere

Atmosphere is an element that cannot be transfdin@d novel to film directly. More
subjective than transferable elements, it is reetedy film-makers with the help of set,
lighting and music®® Jackson manages to capture the overall atmosptiewiddle-earth
astonishingly well, even if some scenes evoke quiddferent response in the viewer.

8 Tolkien in Carpenter (1981): Letter 131, probably 1951

183 Cf. MacFarlane 13-26
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4.7.1. Leaving the Shire

Although the first stage of Frodo’s journey has tlkaxed atmosphere of friends going on a
camping trip, this is not the case in Jackson'sptaten. As the hobbits’ adventures in the
Shire are condensed into one exciting flight to Blueklebury Ferry, the level of suspense is
high and the threat of the Black Riders is immedidhus, the omission of Tolkien’s quieter
introductory scenes in the Shire creates a fundtatigifferent atmosphere at the beginning

of the hobbits’ journey.

4.7.2. Bree

A different atmosphere can also be due to minomgbsa in setting, as illustrated by the
arrival of the hobbits in Bree. In the novel, Bsmves as a safe haven: The hobbits receive a
warm welcome at the inn, which is a homely plaged ¢he common room rings with
laughter. Only when Frodo slips the Ring on higgéin by accident does the atmosphere
become tense.

Anticipating the fateful events at the inn, Jacksiepicts Bree as a hostile place right from
the beginning. Arriving in Bree in the pouring rathe hobbits find the gate closed and the
gatekeeper eyes them suspiciously. The inn is simgrmith suspicious characters and the
common room is far from being inviting. Due to thiseboding atmosphere, it comes as no
surprise to the audience that the hobbits soomgetrouble.

4.7.3. Pippin and the Palantir

In Rohan, a change in setting has an effect sirtoléihe scene discussed above, but this time
the forbidding atmosphere occurs in the novel: WRapin steals the palantir from Gandalf
and gets questioned by Sauron, the company is cgnipithe open in Tolkien’s novel. This
creates a strong sense of danger, as they an®farshelter and an easy prey for the Nazguls.
Jackson abandons this element of danger by traimmgfePippin’s encounter with Sauron to
the halls of Edoras, where the company is safeastelto defend themselves if necessary.

4.8. Miscellaneous

In this section Jackson’s approach to poetry anthéorather archaic language of the novel
will be the topic of investigation. As these twauss do not fit into any of the categories
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above, they are combined to form the final chaptéehis part of my discussion about changes

between Tolkien’s novel and Jackson’s adaptatiorhefLord of the Rings

4.8.1. Poems and Songs

A characteristic feature of Tolkien’s novel is thethor’s frequent use of poems and songs.
Varying in length between some lines and severgépathey are a means of characterising
the characters that sing them and often set thelrobthe scene they occur in. Tolkien uses
songs to familiarise the reader with the historyiddle-earth (e.g. “Gil-galad was an Elven-
king”) and to enhance the historical importanceéhef events at the time of the novel. Instead
of giving a detailed account of the battle of Mirffasth in prose, for example, he includes a
song of the events as it was sung by bards in ¢hesyto come. This adds to the authenticity
of The Lord of the Ringand makes the world of the novel come alive taréaeler.

Obviously, it is not possible to recite long poeims film, as they do not further the plot and
would only delay action. Therefore, the score afkdan’sThe Lord of the Rings mainly
instrumental. Leitmotifs link up the themes of thisn and make them easily accessible to the
audience®*

Songs, however, do play a role in Jackson’s adaptaGandalf and Bilbo hum “The Old
Walking Song”, while a drinking song combined oé tiBath Song” and“Ho! Ho! Ho!” is
sung by the hobbits in FS. Pippin’s song for Deoeth RK is a stanza of “A Walking Song”.
Jackson also invents new songs, i.e. another dgnkiong in RK, Eowyn’s lament at
Théodred’s funeral, a number of Elvish songs anaigArn’s coronation chant. It is striking
that most songs in Jackson’s adaptation are ingiodanguages (i.e. Elvish and the language
of Rohan). Thus, songs are used to create an diatleettural background for the different
peoples of Middle-earth on the screen. Althouglksaie makes an honest effort to preserve a
taste of Tolkien’s poems in his adaptation, it mawoidable that the hobbit music so rich in

Tolkien’s novel is largely los£®

4.8.2. Language

Tolkien employs a broad range of linguistic stylesis novel. Whereas the hobbits’ language
is rather colloquial, human characters like Aragtend to use a rather archaic form of

language. Antiquated pronouns (e.g. “WHbu not let me ride with this company?” — 768

184 cf, Jorgensen 45

185 cf, Jorgensen 45
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[emphasis added]) and archaic phrases (e.g. “takbfene’s] fast” instead of “to eat
breakfast” — 765) are frequently used in dialogue.

Jackson modernises Tolkien’s language, as arclpressions might irritate the audience and
distract them from what is said. Therefore, theialcivords of Tolkien’s dialogue hardly ever
make their way into Jackson’s adaptation, but awritten in a neutral style that is easily
understood by the audient®.

Kozloff argues that Jackson also adds a melodrarnaich to the language of his characters,
e.g. “l would rather share one lifetime with yowathface all the ages of the world alone”
(Arwen in FS, Disc 1, 01:32). Such florid turnspbfrase are considered to work well on the

screen, as they lead to a strong emotional resporibe viewer:®’

188 Cf. Leitch 138-142

187 Cf. Kozloff 165
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V. Changing the Characters

For Tolkien, the characters ®he Lord of the Ringaere sacred. “I should resent perversion
of the characters [...] even more than the spoilifighe plot and scenery?® he wrote in
1958, referring to Zimmerman'’s fruitless attemptwiting a screenplay of Tolkien’s novel.
Characters are indeed transferable from novelnods far as psychological development and
character motivations are concerned. Internal tregli however, have to be dramatized to
make them accessible to the audietfeelackson and his team try to modernise Tolkien’s
heroes, “[straying] in cinematically valid but chater-changing way$® at several points.
Thus, some of Jackson’s characters act differdndiy their literary counterparts and often
the focus of character development is a new'dhe.

In this part of my thesis | will take a close loak the main-characters @he Lord of the
Ringsand discuss the different approaches Jackson d¢boseng them to the screen. The
following chapters (with the exception of 5.3.) atuctured identically: An analysis of
Tolkien’s character in Section 1 will be followed la detailed discussion of Jackson’s
interpretation of the same character in Sectio@lfanges between the two versions of each
character are highlighted and an attempt at eva#ite effects of changes on the audience
is made.

Jackson’s characters will be looked at indepengeinim the novel as far as character
development is concerned. Common trends in Jacksemy of characterisation will be
explored and their effectiveness on the screen belidiscussed. Here, above all, the main
criteria will be the consistency and believabitifyJackson’s visualisation.

Unfortunately, in a thesis of this scope not aliretters can be given credit. Minor characters
like Bilbo, Eomer or Grima will be omitted and soGandalf, whose characterisation in the
film is astonishingly faithful to the novel. Thecdies of my analysis is laid on the hobbit
characters, as they are the heart of Tolkien’sysdad its true heroes. Again, | do not aim at
completeness, but | will focus on what | conside tmost important aspects. Rather than
offering a complete discussion of each charactey to provide an overview and a starting
point for further thought.

The findings ofThe Lord of the RingProject, an international survey conducted by Mart
Barker and Ernest Mathijs from Aberystwyth UniveygR003), will be taken into account as

188 Cf. Tolkien in Carpenter, Letter 210: June 1958
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well. This highly interesting data from more tha#,@00 viewers provides a remarkable

insight into character preferences and identiforatn RK.

1. Hobbits

Hobbits are the heroes dhe Lord of the Ringand Tolkien’s most remarkable creation. They
illustrate that common people are capable of gaett of heroism if they have something to
fight for. As a peace-loving, joyful and simple pé® who are not interested in events outside
their idyllic Shire, hobbits are the charactersidentify with in Tolkien’s richly coloured
fantasy world. Therefore, the events of the stoeylargely perceived through their eyes.
Whereas most of the hobbits in Tolkien’s novel adelts (with an age difference of thirty-
two years between Frodo and Pippin), Jackson ckdosgive them all the same age, barely
out of adolescence. This makes it more likely faanh to be close comrades in the eyes of a
modern audience and thus even easier to identtfy\#i

In this chapter the characterisation of Frodo, Seerry and Pippin will be looked at closely

and differences between novel and film will be ¢&chc

1.1. Frodo

Frodo, the Ring-bearer, is the central characteifttd Lord of the RingsResisting the
temptation of the Ring and bravely carrying on tlgio all kind of dangers, he belongs among
the most heroic characters of the novel. Perceilange parts of the story through his eyes,
the reader suffers with him on his strenuous joytoeMordor.

Jackson calls Frodo “the spine of the mo¥i&"and claims to have kept his film “Frodo-
centric™®. At the same time, however, he makes a numbeigoifisant changes to the
character of Frodo so that the hobbit tends totrdifferently than his counterpart in the novel
in many scenes. Thus, Frodo ranks among the cleasatiat changed most when transferred

to the screen.

1.1.1. Novel: A Wise and Mature Hobbit-hero

Fifty years old but physically “well-preserved” (42Frodo is the oldest of his hobbit

companions. Unlike typical hobbits, he is interdsie events outside the Shire and knows

192 ¢f, Porter 49; Kozloff 163
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how to speak Elvish. He is a mature character andnapetent leader of the hobbits on the
first stage of their journey, e.g. making plans #or early departure at Crickhollow or
deciding to keep off the road in the Marish.

When Gandalf tells him of the power of the Ringod& does not panic or seem helpless.
Instead, he agrees to take the Ring to Rivendehi®fown accord in order to protect the
Shire. He is melancholic at leaving home, but atdhme time his heart has been yearning for
adventures. As it takes him half a year to set @uthis journey, he is well prepared.
Completely aware of the dangers that await himki&ws that his road will probably take
him to Mordor and that it is unlikely that he wélVer come back.

As a clever and careful hobbit, Frodo is diplomaticconversation with strangers, which
makes Aragorn take a lot of effort to convince Hhifrhis good intentions. In Lorien it is left
to Frodo to (successfully) negotiate with the Eltedet Gimli enter their realm and he is
greeted as a guest of honour by Galadriel and GeielWhen he is questioned by Faramir
later in the story, he skilfully avoids the truththout telling lies and is an equal partner to
him in conversation, giving witty retorts.

As the most important member of the fellowship, derdfinds himself in a responsible
position and many decisions are delegated to hinms his task, for example, to decide
whether the company should enter Moria or which &y should take at Rauros. In the first
case he chooses very wisely by letting the felloprsbte over their way by daylight. He even
takes on responsibility when he is not asked wm, ley keeping watch on the river when he
suspects Gollum of pursuing them. He has a keeghinsto the minds of others and is called
“‘wise” (357) by Galadriel.

Frodo is reluctant to take his friends along onhogeless errand, although he values their
friendship highly. Deeply concerned about theirhwis follow him anywhere, he tries to give
them the slip twice: first, when leaving the Shared later at Rauros, where he succeeds but
for Sam. When danger is close, however, Frodo woelder leave their side but fight for
them like at the Ford of Rivendell. He fully appeges the selfless friendship of his faithful
servant Sam and would never distrust him.

When it comes to Gollum, Frodo always treats hispeetfully, calling him Sméagol, and
never touches him roughly. Throughout the storydBroemains Gollum’s master, praising
him for his good guidance and rebuking him when disving for the Ring becomes too
obvious. He protects Gollum against Faramir's meocanise “the servant has a claim on the

master for service, even service in fear” (672).t#¢ same time, however, Frodo is well



60

aware of Gollum probably “[being] up to some wickeds” (698) and never once takes

Gollum’s word over Sam’s.

Even if Frodo’s struggle against the power of thegRyets harder with every step he takes,
his will to continue remains unbroken. His selffesss and his great sense of duty in spite of
all private suffering make Frodo appear almosttdée:

What he had to do, he had to do, if he could, and yhether Faramir or
Aragorn or Elrond or Galadriel or Gandalf or anyaise ever knew about it
was beside the purpose. (692)

He never questions his quest or gives in to despaémn when hope seems lost: “I've still got
to do the best | can” (903), he says, and “l canaga it [...], | must.” (913). Only once does
Frodo depart from this perfect picture, namelyhat very end of his quest when he does not
manage to destroy the Ring.

Tolkien portrays Frodo as a very mature, clever saifless hobbit, who is independent in his
choices and heroic in his deeds. Thus, he createsnplex main-character, whose suffering
after the loss of the Ring seems believable sohisatlecision to sail into the West in the end

does not come as a complete surprise to the reader.

1.1.2. Film: An Immense Task for a Naive Hobbit-yogster

Actor Elijah Wood’s round, staring eyes and his wasiged look give the audience the
impression that Frodo is a hobbit that must sélldioked after. Indeed, Frodo seems to be the
youngest of the four hobbits setting out from thér&and he is very inexperiencEd.

When he learns the truth about the Ring of powepdrgcs and his flight from the Shire is a
headless one. Being told where to go by Gandalfides not have any plans of his own at all.
Not once in FS does he take on the role of a leddstead, his vulnerability is highlighted
when he is the last to reach the safe ferry.

Also in the course of the story Frodo never findadelf in a position to make decisions and
simply follows his companions. Thus, he is portchys helpless and passive. He does not
grasp the meaning of his quest at first, naivelliebimg that “the Ring will be safe in
Rivendell” and that he can “go home” (FS: Disc 1;2%) after taking it there. His lack of
geographical knowledge shows that he is not prepsrehis journey at all and it prompts
him to ask whether Mordor is “left or right” (FSida 2 00:03) when the fellowship sets out

from Rivendell.

195 ¢f, Smith 4
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Again and again Jackson portrays Frodo as not baihg to stand on his own: When the
Black Riders chase him to the Ford of Rivendetakkes Arwen to defend him. In one scene
even his thoughts are voiced by Gandalf:

You feel its power growing, don’'t you? [...] You musé careful now. Evil

will be drawn to you from outside the Fellowshipnd\ | fear, from within.

(FS: Disc 2, 00:11)
Moreover, important information (like the fact th@bllum is following them) is withheld
from Frodo by Aragorn, which makes him seem likehdd that is too fearful and immature
to face the truth.
Making conversation is not Frodo’s strength, eitliis trusts Aragorn in Bree without asking
any further questions and when talking to Faramirfdolishly gives his quest away. After
being wounded at Weathertop he does not speakiatantrast to the novel and only groans
with pain. On the other hand, it is Frodo who sslttee riddle at the Gate of Moria (instead of
Merry in the novel). It is interesting that Jackssimould change this scene to emphasize
Frodo’s intelligence, when he portrays him as nagh@v on the uptake in general.
The influence of the Ring on Frodo is even strongethe film than in the novel. This is
shown right from the beginning by Frodo’s tormenggbression when he loses the Ring in
the snow and by him taking out the Ring at the nuo$ikely occasions (e.g. when confronted
by a Nazgul in Osgiliath). Under the Ring’s powerditacks Sam fiercely, pointing his sword
at him, and sends him away. Thus, Jackson proikdedo with an evil side that remains
hidden in the novel®
Although friendship is important to him, Frodo istnconcerned at all about his friends
following him into danger. When he leaves the fglbip at Parth Galen, he does so
primarily out of fear of Boromir and not because Wwants to protect his friends. On
witnessing Merry and Pippin being captured by ohes,does not turn round to help them.
This — as well as his cruel behaviour towards Sastards in marked contrast to the caring
Frodo of the novel.
Jackson stresses the fact that “to bear a ringowafep is to be alone” (FS: Disc 2, 00:57).
Different from the novel, Frodo is almost deniedrgrio Lothlorien because of his burden.
The fight against the corrupting power of the Risd-rodo’s and ultimately no one can aid
him to resist that power. “You cannot help me, SaRS: Disc 2, 01:06), Frodo says
repeatedly and seems like a desperate, lost ctikhvihe looks at the Ring. This feeling of
being utterly alone leads him to side with Gollwwho knows what he is going through,

having borne the Ring himself.

1% Cf. Fuchs 262-263
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Gollum and Frodo are portrayed as equals, allyiggirest Sam. Frodo trusts Gollum and
shows pity for him, because he sees his own steugugirored in Gollum. His wish to help
him is mainly selfish, as he wants to see thatetits of the Ring can be cured and that he
himself will be able to find peace one d&y.

Frodo’s will to continue on his quest is not asradat as in the novel and it often takes Sam
to motivate him to keep going, e.g. in OsgiliathMinas Morgul. Suffering greatly from his
burden, Frodo is desperate and always close tagyiwp: “I can’t do this” (FS: Disc 2, 00:56
and TT: Disc 2, 01:31) and “l don’t think I want'tgRK: Disc 2, 00:01) are sentences that are
given to Frodo by Jackson. Another new aspect &ld*s strong sense of foreboding of
future sufferings, e.g. when he observes “I dohibk I'll be coming back” (RK: Disc 1,
00:48).

Unlike in the novel where Frodo’s journey into tkiiéest is meant to be taken literally,
Jackson uses his departure at the end of the a®ry metaphor for death. This is made
explicit by Annie Lennox’s song “Into the West” thte end of RK, which recalls Gandalf's
explanation of death:

Death is just another path, one that we all must.tdhe grey rain curtain of
this world rolls back, and all turn® silver glass (RK: Disc 2, 00:35)
[emphasis added]

Joining Bilbo on his journey into the West therefeaomes as a surprise to Frodo as well as to
the audience and is not as carefully prepared #einovel.

On the whole, Jackson chooses a different apprtathe character of Frodo that contrasts
sharply with Tolkien’s characterisation. By emphasy Frodo's weaknesses and
vulnerability, he makes Frodo appear even moredikeartyr, as his deeds come at a greater
personal sacrifict’”® On the other hand, he shows that Frodo “is noaghamright™®® by
exploring the unfair and selfish side of his pediiy brought to light by the overwhelming
influence of the Ring. All this turns Frodo intobalievable character that is not free from
mistakes — but at the same time he is not partiguieable. This is mirrored by the results
of The Lord of the RingBroject, where Frodo is not among the favouriterattars of RK.
Viewers who do not have any knowledge of the baaiked him significantly lower than

readers of the novéf°
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1.2. Sam

Frodo’s faithful servant and friend Sam is the sebero ofThe Lord of the RingsStrongly
characterised by his unconditional friendship teder, he is “the most closely drawn
character, the successor to Bilbo of the first hab& genuine hobbit®* as Tolkien wrote in
a letter to his son. Jackson manages to captureahge of Sam quite well, except for a
number of alterations to his character, which baldiscussed below.

1.2.1. Novel: Frodo’s Faithful Servant

Right from the beginning Tolkien makes it cleartt®&am is Frodo’s gardener and servant.
Therefore, Sam addresses Frodo very formally {Mg. Frodo”, “sir”, “master”, “begging
your pardon”) and always remains respectful towdids Frodo in his turn calls Sam “lad”,
establishing their difference in age as well assatial status. Even when Sam becomes
Frodo’s “dearest hobbit, friend of friends” (61@)the course of their journey, this distanced
way of addressing each other is kept. Also Santtgeracolloquial way of expressing himself
shows that he is not as learned as Frodo.

As a simple and cheerful hobbit, Sam has a vengldte nature. He is easily moved to tears,
like when Gandalf chooses him to be Frodo’s congamr when he has to part from his
pony at the Gates of Moria. He blushes when Gahattroks at him and in his clumsiness he
tells Faramir of Frodo’s quest. Both grief and grg feelings he shows openly.

At the same time Sam is clever, mainly by trustimdpis instincts. He identifies their pursuer
as Gollum without any effort and instinctively knewow to handle the Ring when he carries
it. At the breaking of the fellowship he is the pmine to read Frodo’s mind, consequently
becoming his only companion on the road to Moréte knows very early that their road will
take them to Mount Doom and always keeps theirdgggready even in the safe valley of
Rivendell.

His bond to Frodo is very close and the two hobdtmise to share an ideal form of friendship:
Sam puts his own needs and wishes behind Frodaiays caring for him in a loving way,
protecting him, keeping him warm and giving theistl drops of water to him without any
negative sentiments. Sam’s unconditional friendsisipbest shown in the chapter “The
Choices of Master Samwise”, where he cannot leawelds dead body (as he thinks)
because he does not want to be parted from hinjelipHMr. Frodo to the last step and then

2% Tolkien in Carpenter (1981): Letter 93, 24 Dec. 1944
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die with him? Well, if that is the job then | mugt it.” (913) — This illustrates Sam'’s attitude
and the depth of his friendship very well.

When Gollum joins the two hobbits as their guidamSieeply distrusts him. He does not care
whether Gollum hears him say nasty things about bum he understands his longing for the
Ring and the struggle between the two sides opéisonality. Sam is far too good-natured to
do any harm to Gollum, though: Even when Frodo dsks to bind Gollum at their first
meeting, his knot is “hardly tight enough” and Serigentler than his words” (603). When
Gollum is not present, Sam even shows traces gffpithim, calling him a “poor wretch”
(609). Only after Gollum’s betrayal does Sam atthick physically, but even then he spares
him in the end, because “he could not strike thiag lying in the dust, forlorn, ruinous,
utterly wretched” (923). Also Sam’s humour is partlerived from his ability to imitate
Gollum’s way of speaking, as the following exempldralogue illustrates:

“Sméagol always helps, if they asks nicely.”
“Right!” said Sam. “Idoesask. And if that isn’t nice enoughbégs” (638)
[emphasis added]

All this makes the relationship between Gollum &aan very complex, but at no point does it
ever threaten the friendship between Frodo and Sam.

Sam’s heroism stems from his devotion to Frodo,ctvhihakes him attack the huge spider
Shelob and take the Ring when he thinks Frodo Ied ¢tHe does so although he is fully
aware of the Ring'’s evil power, performing a deedher Gandalf nor Galadriel dared to do
when offered the Ring. Sam, however, never persdiuaself as a hero and always keeps his
“plain hobbit-sense” (881):

The one small garden of a free gardener was ahdsesl and due, not a garden

swollen to a realm; his own hands to use, not drelh of others to command.

(881)
At his return to the Shire he is not changed, baisdgind and selfless as he was when he set
out on his journey. He uses Galadriel's gift (a lodxearth from her garden) wisely to restore
the beauty of the Shire and is rewarded by havirgg dnly mallorn tree outside Lorien

growing in his garden.

1.2.2. Film: Sam’s Darker Side

Jackson did not want to show Frodo as Sam'’s superithe film so that the audience would

not feel offended by the idea of different sociklsses in the Shif8? Consequently, Sam

202 cf, Appendices of TT, Tolkien: Origins of Middle-earth 00:23
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does not act servile towards Frodo and the usenakter” or “Mr” when he addresses Frodo
is inconsistent in the film. The two hobbits araialg, with Sam seeming more like Frodo’s
elder brother than his younger servant. Only towdh@ end of TT is it mentioned at all that
Sam is a gardener.

As Frodo is characterised as very young and helpless not hard for Sam to appear more
mature than him in the film. He seems to be thestlof the four hobbits and the most settled
one, being in love with Rosie right from the staBeing self-confident and cheeky, he
complains about Galadriel's present of elven rapenodestly asking her if she has “run out
of those nice, shiny daggers” (FS: Disc 2, 01:01).

Due to Jackson’s characterisation of the hobbitseasg younger and more naive in general,
Sam is slower on the uptake than in the novel: ilreRdell, for example, he is sure that the
hobbits will be “off home” (FS: Disc 1, 01:25), &® does not grasp the importance of
Frodo’s quest. He is also ignorant of Gollum foliow them. At the breaking of the
fellowship Frodo is sure that Sam “will not undarsd” (FS: Disc 2, 01:15) his leaving on his
own and they become companions only by accident.

Like in the novel, Sam is characterised by hisrgrériendship to Frodo, which Jackson
portrays very well with Sam wading into the waterfollow Frodo or carrying him on his
shoulders. Still, their friendship is not free fraonflict. When Frodo sides with Gollum and
sends Sam away at the Stairs of Cirith Ungol, Setmadly leaves Frodo to his fate. Only on
finding the wrapping of the lembas bread Gollunethraway does he turn back and follow
them. It would be unthinkable for the faithful Sarhthe novel to desert Frodo, especially
under these circumstanc@s.

Jackson characterises Sam as tougher than in tred, ®og. he sheds no tears at the parting
from his pony. When Gollum enters the scene, ha eligplays a rather disquieting side of
his character. He does not shy from physical vicégemften hitting Gollum without a reason
and almost killing him if Frodo would not interfer8am does not have any insight into
Gollum’s personality, believing that “there’s nati¢gft in him but lies and deceit” (TT: Disc
1, 01:33). He also abuses him verbally and thenfla is an open one between two bitter
enemies. He never imitates or pities Gollum lik¢hia novef®*

Another major difference to the film is the facattsam is not given the status of Ring-bearer

like in the novel when he takes the Ring from Fraaothe chapter of “The Choices of Master

293 f, Fuchs 258
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Samwise” is omitted. His role at coming back to 8iere is also diminished, as the Scouring
of the Shire does not take place and thereforetisano need for planting new trees.

Aware of his role as “the genuine hobbit”, Jacksmms Sam into a narrator at the end of
TT.2% In this speech, Sam does not only muse aboutntipertance of stories like in the
novel but he also identifies his reason for fightas the belief “that there is some good in this
world” (TT: Disc 2, 01:33). This seems a rathetygdrinciple for an ordinary hobbit and not
entirely believable to the audience.

Interestingly, Sam is depicted as corpulent by SacKas already before by Bakshi), although
he is never described as such by Tolkien, who esipés his physical strength. Actor Sean
Astin had to gain more than thirty pounds to taketloe role as Sam so that he could be
addressed as “stupid fat hobbit” (TT: Disc 1, 0}8Y Gollum in the film?%

All in all, Jackson’s characterisation of Sam istume with Tolkien’s and Sam’s strong
capacity for friendship and hope endear him toaih@ience. Although Sam is not as flawless
as in the novel as he displays unnecessary violewegrds Gollum, he is one of the favourite
characters of RK% By freeing Sam of the role as Frodo’s servantasgimilating their age,
however, Jackson makes the four hobbits resemble @her rather closely and they are less

easily kept apart by the audience at the beginning.

1.3. Merry and Pippin

Frodo’s companions Merry and Pippin are young dmekdful hobbits, who often lighten the
serious atmosphere of both novel and film. Althoubky are distinct characters, they
undergo a similar development from rather inexpexel hobbits to responsible heroes in the
novel. Also Jackson chooses to modify these chersmah a similar way, adding even more
similarities between the two hobbits. Therefore,rieand Pippin will not be discussed
separately in this chapter but general trends okstan’s characterisation of the two hobbits

will be shown.

1.3.1. Novel: Easy-going but Faithful Heroes

Although Merry and Pippin are younger than Frodd kss learned in the old lore than him,

they are responsible hobbits their companions emon.

20 cf, Appendices of TT, Editorial: Refining the Story 00:16
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Merry in particular is a mature character, evemeithas kept a cheerful, childlike nature and is
not brought down easily. At Frodo’s departure fritva Shire he is in charge of Frodo’s new
house in Crickhollow, fulfilling his task to Frodo’satisfaction. It is him who leads the
hobbits through the Old Forest and who solves iti@le at the Gate of Moria when even
Gandalf himself fails to do 8

Pippin, who has not come of age yet, is more ak#édin his behaviour than Merry, who is
eight years older. As he enjoys being the centegtehtion, he leads the topic of conversation
to Bilbo’s disappearance in Bree, not thinkinglé tonsequences this might have for Frodo.
He still has to learn from his mistakes, like whenthrows a stone into a well in Moria and is
punished for it by Gandalf. His blunders, howeegg due to the “curiosity of the young” and
not to “a lack of [...] intelligence®®. The latter is an attribute he certainly has, aptoves,
for example, when preparing their escape from thi@ircapturers.

In the novel, Merry and Pippin are characterisedhayr great capacity for friendship, which
is already shown at the beginning of their jourireyhe chapter “A Conspiracy Unmasked”.
Having watched Frodo closely over the past morttiesy secretly found out about his quest
and expected him to try and set out on his joumdeye. Therefore, they confront him with
the truth at Crickhollow and persuade him to lenthbe his companions:

“You can trust us to keep any secret of yours sardhan you keep it yourself.
But you cannot trust us to let you face troublenaland go off without a word.
We are your friends, Frodo. We are horribly afraidut we are coming with
you; or following you like hounds.” (Pippin; 103)

In spite of being cheerful souls who serve as camlief sometimes, Merry and Pippin are
well aware of the dangers they get themselveswiten joining Frodo on his quest. Even
when it becomes clear at the Council of Elrond Brado’s road will lead him to Mordor they
insist on coming with him. Thus, they actively dkrito be Frodo’s companions twice
although they are fully aware of the (probably flat®nsequences of their decision. There is
no doubt that they would have followed Frodo to ¢hne of his journey, if they had not been
captured.

Later in the story, Merry and Pippin mirror eachestin their development: Being separated
at the end of Book Ill, both of them swear featiyeither Théoden or Denethor and manage to
save their liege lord’s child. Merry in particulbecomes a hero when he assists Eowyn in
slaying the Nazgul and is wounded himself. Thenoleedeeds are acknowledged in all the

2% f Porter 25-33
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western lands and their (not only physical) grovethllustrated during the Scouring of the

Shire, where the two friends lead the attack ag&@asuman’s ruffians.

In the novel, their humour mainly stems from thehieerful nature and the fact that they stay
down-to-earth through all their adventures. Thdairp hobbit-sense set against the lofty

speech of kings forms a contrast the reader careiptbut laugh at.

1.3.2. Film: Comic Relief

Different from Tolkien, Jackson portrays Merry aRgpin as two foolish teenagers who
constantly try to surpass each other in the misctiiey causé®® As they are mainly
characterised by their preoccupation with food dndk, they seem interchangeable and can
hardly be kept apart by the audience at first.

Not a trace of their sense of responsibility is$farred into the film: They are silly and
immature, stealing Gandalf's biggest firework raciad setting it off at their first entrance.
In Bree Pippin gives away Frodo’s name in conveysawith strangers; at the Gate of Moria
Merry wakes the watcher by unmotivatedly throwingnes into the pool (instead of solving
the riddle like in the novel) and in the mines Rippannot keep his fingers from a skewered
carcass, pushing it into the well.

As “A Conspiracy Unmasked” is omitted, Merry andpin’s motivation to join Frodo
changes dramatically: In the film the two hobbttsngble into Frodo and Sam perchance only
to be chased by a Black Rider one moment laters,Ttmey do not follow Frodo on their own
account but become a part of the fellowship byded.

They do not have any knowledge of the Ring or efdlangers of their journey, either. Even
after the company’s flight to Rivendell they do igoasp the greater context of Frodo’s quest
at all, as Pippin’s naive question “Where are weng®' (FS: Disc 1, 01:41) shows. His
volunteering for the fellowship is a purely selfislot, as he wants to enjoy any privilege
granted to others.

Due to these changes, the aspect of friendshipdestvthe hobbits is weakened. Although
Merry and Pippin save Frodo at Parth Galen by balgi sacrificing themselves to the orcs,
they are fully aware that this will lead to theaparation from him. In the novel neither of
them would ever have done that, as the excerpt cité.3.1. shows.

The main-function of Merry and Pippin in FS and i§That of comic relief, achieved through
physical humour that usually refers to eating ankdng, e.g. Pippin drinks an enormous pint

210 of Smith 4
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of ale or belches after eating too many piece®miblas. According to Porter, this makes the
hobbits nothing but “a naive, silly counterpointhe serious nature of the QueSt".

Only in RK does Jackson put more emphasis on theacterisation of Pippin and Merry. As
soon as the two hobbits are separated from eadr, dtiey seem to be growing up. This is
illustrated by the development of Pippin in pardecu Although he still seems helpless and
slightly naive, he lights the beacons of Gondargsia melancholic song for Denethor and
talks about death with Gandalf.

Even if Jackson lets the two hobbits act more loailyi in the film by making them rouse the
Ents and light the beacons, their importance inWmee of the Ring is greatly diminished.
Merry’s role in slaying the Nazgul is downplayedigheir heroic deeds are never mentioned
by any of the other characteér$.They do not become heroes at their return honherias
the Scouring of the Shire is omitted in the filnihelr development for the better, however, is
shown by them sitting quietly over their mugs of,alvhen earlier in the story they would
have been up to mischief in a situation like @at.

As demonstrated above, Jackson’s characterisatibteny and Pippin contrasts sharply with
Tolkien’s in the novel. The two hobbits are redutdhinor characters and comic relief in FS
and TT, hardly ever advancing the story. This cleardyastically in RK — but in spite of their
great deeds in the last part of the film, they db lmecome the celebrated heroes they are in
the novel. This undermines Tolkien’s concept of owmn people becoming heroes and
decreases the importance of hobbits in the filmblits rather seem to be “in the background
of [Jackson’s] epic** as a childlike people in need of protection when and Wizards
fight their battles. By focusing on the heroic deed Aragorn and Legolas, Jackson takes
even more glory from the hobbits’ struggle. Younigwers of the film, however, often
identify with Pippin’s lively character, as theord of the Ring€Projects shows, where he

ranks among the favourite characters in K.

2. Gollum — Between Hobbit and Monster

Gollum, the treacherous former owner of the Ris@g character no reader of Tolkien’s novel
is likely to forget. His peculiar manner of speakitis craving for his “precious” and the

conflict between the two sides of his personalitgken him one of the most complex
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characters ofThe Lord of the Ringsin the film, Gollum is a masterpiece of computer
animation. The audience, however, perceives himigficantly different compared to the
novel, as Jackson gives away Gollum’s evil intemgiat a much earlier point of the story.

2.1. Novel: A Tragic Character

The reader gets to know about Gollum’s tragic pasa hobbit already in the second chapter
of the novel. Gandalf tells Frodo how Gollum canyetlie Ring by killing his friend, hints at
the fact that he might play a role in destroying Ring and muses about him being cured,
although “there is little hope of that for him. Yeot no hope.” (54). Thus, Gollum is not
introduced as an utterly evil character. Right fribia beginning, he is shown as an individual
driven to ruin by the power of the Ring — a dangsrand false companion, but he is not yet
lost beyond recall.

Bearing that in mind, Frodo and the reader alikestantly have to judge Gollum according to
his behaviour when they finally meet him in persod decide whether to trust him or not.
The hobbits are well aware of the struggle goingnside Gollum’s mind and, like the reader,
they know that one day either the evil Gollum oe tmore temperate Smeéagol side will
prevail. Not knowing what Gollum is up to createtobof suspense and keeps the reader
involved in the story.

After swearing on the precious “to be very very @jo(604), Gollum is eager to please the
hobbits, e.g. by catching rabbits for them. He ¢ettebm faithfully, never attacking Frodo,
and his change for the better is reflected in hesimer of speaking. He uses “I” more often
when referring to himself or his old name “Sméagdlithough his Sméagol side gets quite
attached to Frodo, his “nice master” (624), hisrierg for the Ring remains unbroken, as his
only monologue in the novel (overheard by Sam) shdwe even asks Frodo to give him the
Ring at one point, but subordinates when he isketbdor it (623).

The conflict between him and Sam does not escafteny point and even though they
constantly tease each other, Gollum never attaaks &rbally or physically as long as they
are companions. Neither does Gollum try to put Bratdodds with Sam.

Witnessing their friendship and Frodo’s kindnessamls him, Gollum almost changes his
mind before leading the hobbits into Shelob’s Lair:

A spasm of pain seemed to twist him, and he tumngdy, peering back up
towards the pass, shaking his head as if engagedhme interior debate. Then
he came back, and slowly putting out a tremblingdhavery cautiously he
touched Frodo’'s knee — but almost the touch wasrass. For a fleeting
moment, could one of the sleepers have seen haywibuld have thought that
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they beheld an old weary hobbit, shrunken by therg/éhat had carried him far
beyond his time, beyond friends and kin, and te&l§ and streams of youth,
an old starved pitiable thing. (699)

Unfortunately, Sam’s rough reaction on waking upkesaGollum’s moment of doubt pass
irrevocably. Thus, Gollum can be seen as a tragiaracter, whose only chance of
reformation is spoiled by a moment of misundersitagfd®.

Even when Gollum finally betrays the hobbits in Bbés lair, he does not touch Frodo,

because “Shelob will get him, not Sméagol: he psaahi he won't hurt Master at all” (709).

This promise is strong enough until they meet ezttler again on the brink of the abyss on
Mount Doom.

Due to his unique manner of speaking and his nlayered personality, Gollum is one of the
most out-standing characters of Tolkien’s creation.

2.2. Film: Evil to the Core

Jackson knew that there was much at stake wheammedo putting Gollum on screen and
even observed that it “would have killed the fifit{"if he had failed. Thus, he goes to great
pains to present the audience with a perfect aiomatf Gollum that moves and acts like a
living creature.

Jackson’s Gollum is more aggressive than his hyecmunterpart: He is introduced to the
audience attacking Frodo and trying to take thegRiom him by force. His conflict to Sam is
an open one, which regularly leads to fights asl.wel Shelob’s lair he is gloating and
malicious, seemingly enjoying the show of Froddfigg for his life. When Frodo manages
to escape, Gollum almost kills him in his desire tlte Ring, proving that he lied when he
swore his oath to Frodo in the beginning.

Gollum is characterised as much meaner than imdvel. He regularly insults Sam, calling
him “stupid fat hobbit” (TT: Disc 1, 01:37), “sill{RK: Disc 1, 00:07) or “horrid” (RK: Disc

1, 00:25). Being an outright liar, he even managedrive a wedge between Frodo and Sam
by making Frodo believe that Sam ate all their mions. When Frodo sends Sam away,
Gollum grins one of his malicious, nasty grin®.

At the same time, Gollum acts as Frodo’s doppelgémgpre obviously than in the bddk

Frodo’s pity for his companion stems mainly frone tfact that he sees his own future
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foreshadowed in Gollum’s, as both of them cravelierRing. “I have to believe he can come
back” (TT: Disc 1, 01:33) and “I have to destrolydtRing] for both our sakes,” (RK: Disc 2,
00:08) Frodo says, proving that his help for Gollisnselfish in naturé®® Jackson even
wanted to show Frodo wearing a mask of Gollum ie aoene of TT to highlight their
connection even more strongly but rejected the idée end*

In the film, Gollum seems to have forgotten hid re@me, as it is brought back to him only
when Frodo calls him by it: “My name... my name... S®éagol” (TT: Disc 1, 00:46).
Also his mutation from hobbit to monster is reveate the audience at a much later point,
namely in the prologue of RK, when the audienceaaly has a highly negative picture of
him??2,

Fran Walsh in particular wanted to turn Gollum irda even more “schizophrenfé®
character than in the novel, as Jackson observes, There are no fewer than three scenes in
which the audience watches Gollum leading heatsecudsions with his other self. In the first
one, Sméagol sends the Gollum side of him awaynbufor good, as his second monologue
shows: “Kill them both. [...] And then we takes itanthey’re dead,” (TT: Disc 2, 01:42-
01:43) Gollum fantasises, only to discuss his gialeading the hobbits to Shelob in his last
private debate, which is overheard by Sam.

Thus, Gollum’s ill intent is revealed to the audieras early as at the end of TT (and to Sam
at the beginning of RK). This changes the viewgyarception of Gollum immensely
compared to the novel. The audience no longer &g/ tto decide whether Gollum can be
trusted, but knows that he will lead the hobbit® ia trap. The question shifts from “Will
Gollum be cured?” to “What atrocities will he do tiee poor hobbits?”. Gollum therefore
appears in the worst possible light and any pigydhdience might have felt for him is gone
immediately. The scene of Gollum touching Frodoiseed& and almost repenting is made
redundant and consequently left out in the film.

Jackson’s animation of Gollum is a technical magséee and the scenes in which Gollum
leads lively discussions with his own reflectiorttve water illustrate his split personality very
effectively. By revealing Gollum’s plan of killinghe hobbits much earlier in the story,
however, Jackson leaves less room for the audiengelge Gollum according to his actions
and clearly defines him as evil. This makes Golliase in depth compared to the novel,

although he is still a complex character.

220 of Fuchs 258
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3. Leaders of Men

In The Lord of the Ringghe reader/viewer meets three mighty leaders efi:M\ragorn, the
future king of Gondor, King Théoden of Rohan andh&kor, the Steward of Gondor.

It is striking that, when characterising these ¢hrelers, Jackson makes all of them delay
action as long as possible. At kernels, all threaracters decide against acting in order to
avoid confrontation, which is not the case in tbeel. How Jackson’s characterisation of the
leading figures differs from Tolkien’s in this resg and how it affects character development
will be illustrated in this chapter. Also Faranienethor’s son, is included in this chapter, as

he too does not reach his final decision by a tiney in the film.

3.1. Aragorn

Aragorn is a classic hero and one of the most itapbrcharacters ofhe Lord of the Rings
apart from the hobbits. Setting out as Strider Ramger, he aids Frodo on his quest and is
crowned King of Gondor after the War of the RinghiW faithfully transferring the external
attributes of Aragorn to the screen, Jackson adusnber of new aspects to his personality,

which makes the King’'s development in the film qudifferent from that in the novel.

3.1.1. Novel: A King Never Questioning His Destiny

Tolkien’s Aragorn is an epic hero, who is deterndine take on his inheritance as the King of
Gondor. Being wise and kind, he meets all the requents of a king: He eloquently
convinces Frodo of his trustworthiness in Bree, iated between Gimli and the Elves of
Lothlérien so that they can all pass through tlaid in peace, pardons his soldiers who panic
on the road to the Black Gate and does not enteadTirith after victory in battle in order to
avoid any internal conflict at times of war.

He is aware of his role and his duties as the dielsildur, carrying Isildur’'s broken sword
with him until the time is ripe for it being refagd in Rivendell:

Renewed shall be blade that was broken,
The crownless again shall be king. (167)

“Those verses go with [his] name” (168) and his slyeenamed Anduril, is his trademark
throughout the novel. Passages of the novel thaw ghragorn having doubts never refer to

his aptness as a future king but only to the ctmess of his decisions (e.g. about the further
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course of the fellowship at Parth Galen). Thus,ghara is portrayed as thoughtful and
conscious of his responsibility as a leader. Tiggbing to Minas Tirith has been certain all
his life is shown by comments like “When have | bdesty [...], who have waited and
prepared for so many long years?” (580) and “arr lamg prepared approaches” (756).
According to Ford, Tolkien’s notion of kingship godéack to medieval literature, where
lineage alone was not enough to be accepted agtittul king. Thus, Aragorn has to prove
worthy through victory in battle and through digptey supernatural powers (e.g. the ability
to command the Army of the Dead and his use ofpilaet athelas in healing). Before he
manages to do so, his claim (but not the princgdl&ingship) is repeatedly questioned by
Boromir and Denethd?*

His future with Arwen is bound up to his becomingdas well, as Elrond states in Appendix
A that his daughter “shall not be the bride of &fgn less than the King of both Gondor and
Arnor” (1036). This is another reason why Aragooesl anything to prevail in battle against
Sauron and never falters in his task.

As Aragorn is a very private man, his amorous aimrst are not part of the novel and his
relationship to Arwen is only hinted at very subt§e mentions, for example, that his “heart
dwells in Rivendell” (197) and remembers her iniear The reader learns details from their
love only in Appendix A, realizing that in the bacdk his mind she must have been his
guiding star all the time.

Tolkien’s rightful king of Gondor is also a healgho is able to ease suffering by the use of
the plantathelas.Thus, Aragorn can heal the victims of the Blacledh (e.g. Eowyn and
Merry). It is a very philosophical thought that imd should be able to heal the wounds war
inflicts upon his people and it superbly illustsatbe responsibility of a king, which Aragorn

meets very well.

3.1.2. Film: A Reluctant King Full of Self-doubts

Aragorn’s way to kingship in the film differs sidiiantly from the way depicted in the novel.
Although Aragorn is Isildur’'s heir, he is very retant to take on the role of king and full of
doubt in his ability to do so. He seems resigned fairly content with being Strider, the
Ranger, who roams the wilderness. Elrond observas “fAragorn] turned from that path

long time ago” and that “[h]e has chosen exile”:(B&c 1, 01:29).

2% f. Ford 74-75
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This state of mind is illustrated by his sword, @hiies broken behind glass in Rivendell,
useless like in a museum, just a “broken heirlodfS: Disc 1, 01:30). There it remains
throughout FS and TT and Aragorn confesses thdtbes] not want [the power to wield it]”
and “never wanted it” (FS: Disc 2, 00:01). His lige does not give him any confidence — on
the contrary, he fears to have inherited Isilduvisakness, which might render him unfit to
rule #°

Only through the pressure of others (i.e. Bororlrpnd and Arwen) does Aragorn finally
face his fears in RK. Still, it is not him who dédes that Isildur's sword should be reforged
but Arwen, and it is taken to him by Elrond. Aragaaccepts the sword, but he does so
unwillingly and only because it enables him to swnnithe Army of the Dead to save
Gondor??®

In spite of his qualms Jackson’s Aragorn is evement@roic in his deeds than Tolkien’s: He
alone commands the armies at Helm’s Deep when Kimgpden fails to protect his people,
stays unchallenged in battle and never doubtsviarsdecisions. Often it is him who saves the
day in the nick of time, as he is portrayed as a mho can solve any problem. Characters
and audience alike perceive him as a hero whileifiself does not.

Jackson also highlights Aragorn’s soft side by diwglon his relationship to Arwen, by
building up romantic tension between him and Eowyd by letting him develop a special
relationship to his horse Brego. His vulnerabilgyshown as well when he is thrown from a
cliff by a warg-rider and believed to be dead.

In two other scenes, however, Aragorn’s aggreseiasculine side is put into focus: In
Théoden’s hall he knocks down several guards inptesence of the king and at the Black
Gate he beheads Sauron’s messenger without angusbueason. Here the wise king-to-be
rather acts like an angry teenager who cannot @bhis violent impulses. This unnecessary
use of violence is neither in tune with Jacksor@dier characterisation of Aragorn nor with
Tolkien’s protagonist.

Jackson shapes Aragorn as a modern, self-doubgirggviith romantic ambitions, who has to
gain confidence in his own abilities before reagtiins goal. This makes Aragorn appear very
human and thus easy to identify with for a moderdience. As illustrated above, he is softer
and more aggressive than in the novel at the smmee This does not irritate the audience and

the success of Jackson’s interpretation of Aragsroonfirmed byThe Lord of the Rings

22 cf Ford 78-79

226 Cf. Ford 82
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Project, where 25 per cent of the participants rmhagorn as their favourite character in
RK.227

3.2. Denethor

In the novel, Denethor, the Steward of Gondor, eeras an example that too much
knowledge of the hopelessness of a situation caohtie insanity. How Jackson simplifies the
complex psychology of Tolkien’s suicidal king bycabing his mental decay solely to the

death of his son Boromir will be traced in the daling sections.

3.2.1. Novel: Minas Tirith’s Fierce Defender

Tolkien’s Steward of Gondor is a lord of great auity and intelligence. As a learned man,
Denethor hides behind fair words when talking ton@df and Pippin, asking “shrewd
guestions” (741). Seemingly all-knowing, exerciabsolute power over his servants and has
the ability to “see far” (748) by secretly usingeoof the lost palantiri:

Pippin had an uncomfortable feeling that most oaiMhe had said or done
was somehow known to the Lord of the city and mwels guessed of what
he thought as well. (788)

This makes Denethor seem “much more like a greaandithan Gandalf” (740) and in the
“strain between their wills” (796) he can hold Galid gaze surprisingly long. Although the
topic of the Ring is never mentioned in conversgtidbenethor knows exactly what is going
on. The conflict between him and Gandalf, howebegomes an open one only in the end
when he has lost himself to despair.

By using the palantir, Denethor is well aware of threat of Mordor and meticulously
prepares his city for Sauron’s assault. When Pigpiives in Minas Tirith, the city is getting
ready for war: The beacons of Gondor are lit, tredlsvare repaired, women and children
leave for shelter and armies are gathered. leigrahat Denethor will not surrender to Sauron
unfought and that he is able to defend his people.

It is not the news of Boromir's death that finallyeaks him, but the certainty of being
responsible for his second son’s fatal injury. Wik@mamir is brought in dying it is “as if
something had snapped in his proud will, and hernstmind [is] overthrown” (805).
Primarily, however, his use of the palantir is tante for his downfall, as the visions of

Sauron’s power he saw in it “fed the despair oftt@art until it overthrew his mind” (838).

227 Cf. Kuipers 106
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Thus, remorse and despair lead to Denethor conmgnittilicide. Even on his pyre, however,

he is a powerful lord and capable of reasoning @igémdalf, never once losing his authority.

3.2.2. Film: A Raging Madman

Peter Jackson’s interpretation of Denethor diffeeskedly from Tolkien’s portrayal. Leaving
out Denethor’s shrewdness, Jackson focuses pryrariDenethor’s role as a madman. Thus,
Denethor is hostile towards Gandalf right from theginning, using sentences at their first
encounter which he utters only on his pyre in tbekb Right after his first entrance he is
called a “madman” (RK: Disc 1, 00:46) by Gandaldaime term “madness” is taken up
repeatedly when he is the topic of conversatiop @K: Disc 1, 01:26).

Denethor does indeed act unwisely: He revolts agaime monarchy (“The rule of Gondor is
mine and no other's” — RK: Disc 1, 00:45), haradsasamir openly for not bringing him the
Ring of power and does not seem concerned by theatall (“Where are Gondor’'s
armies?[...] At the whim of a madman [Minas TirithjiMall.” (RK: Disc 1, 00:46).

Whereas Aragorn hesitates to take on his role kdagain Jackson’s film, Denethor fails to
defend his city and thus avoids confrontation v@8#uron. Contrary to Aragorn and Théoden,
however, Denethor does not overcome his relucttm@et. This leaves Pippin to light the
beacons of Gondor and Gandalf to make arrangerfarsittle.

Different from the novel, the starting point of @#hor's mental decay lies in the past and is
brought about by the death of Boromir, his favauisbn. Therefore, the audience meets
Denethor already in a state of paralysis that da¢sllow any further development of him as
a character. The fact that Denethor is mad witbefgsiillustrated best by his hallucinations of
Boromir, which hinder him from accepting his secsoa Faramir.

Seeing Faramir brought back dying, however, pubimasven further over the edge and from
this point on there is hardly any reason in hisesspeanymore. Although he never asked for
Théoden’s help in the film, he panics and crieshédden has betrayed me! Abandon your
posts! Flee [...] for your lives!” (RK: Disc 1, 01:h6Gandalf relieves him from his panic by
knocking him unconscious with his staff and takesrahe command of the city. In this scene
Denethor, the grieving lord, is turned into cométief. There is little dignity in his death
either, when he is seen plunging from the city dsight fireball. In spite of all its special
effects, this scene rather inspires laughter tleamstand Jackson’s insensitive disposal of
Denethor seems inappropriate.

Moreover, Denethor is portrayed as explicitly savamd cruel in the film. While he sends

Faramir to his death he does not even bother esting, but enjoys a meal of chicken and
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tomatoes. Red traces of food are seen running dosvohin like blood, intercut with scenes
of battle. Thus, he is depicted as a murderer.

Although Jackson’s portrayal of Denethor is comsisin itself, it is still controversial. The
transformation of a noble lord, who sacrifices &amity to the defence of his city, into “an

unmotivated psychopatff®, is widely perceived as simplification taken tan#°

3.3. Théoden

Bravely sacrificing his life for his people, Théadef Rohan personifies an ideal kingThe
Lord of the RingsHis motivation for fighting, however, is a difeart one in the film, as he

shies away from confrontation until the very last.

3.3.1. Novel: A Heroic King of Old

Different from Denethor in the novel, Théoden igead in a state of paralysis when the
reader meets him for the first time. He is

so bent with age that he seemed almost a dwarflut Jhis eyes still burn
[...] with a bright light. (501)

Due to listening to his counsellor Grima’s advike,does not realize the danger of Saruman,
is suspicious towards Gandalf and feels old anditsphen he acts, he acts according to
Grima’s will, believing it to be his own. Howevdre is not bewitched in any way and thus
able to speak fluently without problems, standipgaigreet Gandalf and his companions.
When Gandalf gives him hope by leading him outsidd telling him of Frodo’'s quest, he
“feel[s] as one new-awakened” (504) and realizes @rima has been nourishing his despair
and weakness. Kind as he is, however, he doesurasip Grima for being in league with
Saruman and lets him go unharmed.

Free from Grima’s influence, Théoden does not ranpaissive any longer and declares war
on Saruman. He decides immediately that “[he hifhsell go to war, to fall in the front of
the battle, if it must be” (507). Thus, he becoradseroic king, who is adamant on righting
the wrongs done to his people, even if it may tistife. At Helm’s Deep he does not need

Aragorn to encourage him to ride out and meet tieeg, because he wants to do so himself.

228 Alleva 21

229 cf. Barker (2009) 383-384
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He stays true to the old alliance with Gondor, méakering in his conviction to come to their
aid. This is illustrated by the Muster of Rohan jehitakes place even before Gondor calls for
help in battle.

In the novel, Théoden has a close relationship éorivand keeps him by his side on the road.
Merry tells him about the Shire and his heart [$illwith love for this old man” (760) when
he offers him his service. “As a father you shaltb me” (760), says Merry and Théoden
never fails him, even if he forbids him to followrhto battle.

Théoden can be seen as an example of what a classicand king should be like: a

courageous leader, who fights for his people add his allies at whatever cost.

3.3.2. Film: A Peace-loving King

In the film Théoden’s initial inability to act isoh brought about by Grima but by a mighty
spell of Saruman himself. Théoden is introduced whie words “Saruman has poisoned the
mind of the King” (TT: Disc 1, 00:32) and “the kisgnind is enslaved” (TT: Disc 1, 00:59),
so there is little doubt about the reason for hesital and physical decay.

Théoden has indeed become nothing more than a pgip&rima, who makes all his
decisions for him in place of Saruman. This is shid@st at the banishment of Eomer, where
Grima speaks for him and produces the king’s ibegsignature, which he must have forced
from him. Saruman’s spell is so strong that Théockamot speak properly and hardly reacts
when he is told about his son’s death in battleusThrhéoden is portrayed as completely
passive without a single thought of his own lefhian.

His eyes do not burn brightly like in the novel} lbhey are clouded by a thick white layer as
if they belonged to man long deceased. This makéaden seem like a statue that clings to
its throne with withered hands, but no longer a anrbeing.

Gandalf saves Théoden by “draw[ing]” (TT: Disc 1,:16) Saruman from him in an act of
exorcism that is not in line with Tolkien’s idea ofagic at all (cf. IV.4.4.7.). It is a fight
between the two wizards that makes Théoden becomeeli again and not his own
realisation that he has been wrong like in the hove

Whereas Théoden trusts Gandalf blindly in the novyatkson’s King of Rohan questions
Gandalf's advice. Here the viewer is again conedniith a different decision at one of the
text's kernels: Jackson’s Théoden takes his timeotwsider Gandalf's advice only to decide
against attacking Saruman. He rather wants to lead hiplpeto safety by hiding in the
fortress of Helm’s Deep. When Saruman attacks Rodetion is forced upon Théoden, but it

is Aragorn and Gandalf who save Rohan in the endetWThéoden sees farm-boys being
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fitted for war, he asks “Who am |, Gamling?” (TTisD 2, 00:51), which shows that he is
aware of the responsibility a king has for his gedyy making the right decisions.
He also questions Rohan’s old alliance to Gondor:

“Why should we ride to the aid of those who did nome to ours? What do
we owe Gondor?” (RK: Disc 1, 00:32)

This shows that the safety and well-being of higpbe are of high priority to him, even if he
risks coming across as selfish in front of his callors and allies.

At the same time Jackson adds a more aggressieetsidhéoden’s character, e.g. when
Théoden lets Grima be thrown down a flight of staind almost kills him. This reminds the
viewer of Jackson’s interpretation of Aragorn, wdfmws both a softer and a tougher side in
the film as well.

Théoden, like Aragorn, is portrayed as a modermw,hewho avoids confrontation as long as
possible and is driven by self-doubts at timessBhift away from stereotypical characters to
characters with a complex psychology, as perforrhgdJackson, is often perceived as

appealing to modern audiences.

3.4. Faramir

As Captain of Gondor and Denethor’s son, Faramint®among the mighty leaders of Men.
He is a character whose actions and nature werageddamost strikingly in Jackson’s
adaptation ofThe Lord of the Ringstike Théoden, he has to take a detour by making
mistakes before he finally arrives at the rightisien. (His brother Boromir, on the other
hand, stays much closer to Tolkien’s original vamsieven if his relationship to Merry and
Pippin is more developed in the film and his lonpifor the Ring more pronounced.
Therefore, even if Faramir is less of a main-charathan his brother, this chapter is

dedicated to him, whereas Boromir will not furttberdealt with in this thesis.)

3.4.1. Novel: An Ideal Leader

In contrast to his brother Boromir, Faramir is asevicharacter, who never acts rashly and
weighs all the evidence to arrive at the right sieci. He is characterised by his ability to
listen to others in conversation and finds out nthin they actually say. Thus, he guesses
correctly that Isildur's Bane must be the reasanFimdo’s journey and that it can only be a
mighty “heirloom” (656). At the same time he is taus enough to keep what he has learned

to himself and does not question Frodo any furithéine presence of his men.
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Faramir does not desire power and would never tdelrenemy’s weapons, knowing what
dangers lie in them. When Sam blunders and teitsdiiout Frodo’s quest, Faramir stays true
to his earlier words and tells the hobbits to hawdear:

“I would not take this thing if it lay by the higlay. Not were Minas Tirith
falling in ruin and | alone could save her, so,ngsthe weapon of the Dark
Lord for her good and my glory. No, | do not wisit uch triumphs.” (656)

As soon as he knows the truth about Frodo’s qhestioes not think about hindering him any
longer but does anything to help him on his furfoerney, e.g. he provides the hobbits with
food and walking sticks. He is very modest, rejggtsam’s praise: “I had no lure or desire to
do other than | have done” (667). Due to his cawsetreatment of them, Frodo and Sam
seem more like his guests than his prisoners. Raralso treats Gollum respectfully yet
sternly. His thoughtful nature turns him into aemlodel of a responsible leader and Frodo is
moved by his friendship which “turns evil to grgaod” (679).

Of his sons Denethor always preferred Boromir, lth@l warrior, to Faramir, who had a
mind of his own in his wish to be just. However spite of his learnedness Faramir is also a

worthy captain of the armies of Gondor, adored isypeople, who follow his call.

3.4.2. Film: An Imperfect Son

In TT, Jackson’s Faramir bears hardly any resenaelaon his literary counterpart. He is

characterised as neither intelligent nor gifted Bretiethor claims that he “know[s] his uses —
and they are few” (TT: Disc 2, 00:32).

Faramir is depicted as a fighter rather than ak#rinBeing taciturn, he hardly talks to the

hobbits (except for the matter of Gollum) and ketq@sn prisoners as supposed “orc spies”
(TT: Disc 2, 00:27). When his men beat Gollum, fsahes the scene unmoved.

Introduced as Boromir’s lesser brother, Faramis seehance of rising in his father's esteem
by bringing him the Ring of power as a “mighty §iff T: Disc 2, 01:21). Consequently, he

does not hesitate to take the hobbits to MinaghTas soon as he finds out that Frodo is
bearing the One Ring. This makes the sentence & ah for Faramir, Captain of Gondor, to
show his quality” (TT, Disc 2 00:41/ 665) take oulifferent meaning: In the novel it stands
for Faramir’'s quality as a wise and generous levbereas in the film it means Faramir’s

guality as a son in the eyes of Denethor.

Instead of keeping Frodo and the Ring safe, howdsaaamir makes a detour to the ruins of
Osgiliath, where he knows the enemy to be lurKirgs is not only irrational but also highly

dangerous, as Frodo gets caught up in battle add fiimself face to face with a Nazgul. On
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witnessing this scene and Sam’s monologue abouittpertance of tales, Faramir changes
his mind for no apparent reason and lets Frodomaatis journey after all.

In this scene Jackson’s Faramir is given a numbeentences from the novel, which are all
out of context. It is not clear at all why he anedo “understand one another [...] at last”
(TT: Disc 2, 01:33) or in what way he has shown ‘Wisry highest” (TT: Disc 2, 01:37)
quality. How Faramir comes to trust a half-mad hgblho has just stopped dangling the
Ring of power in front of a Nazgul's nose, is alsft open.

These ambiguities prevent Faramir from being a dowharacter with clearly defined
motivations in TT. In RK, however, he acts in limgh Tolkien’s characterisation and thus
turns into a more believable character, who hasddus own voice.

Jackson explains that he had to turn Faramir iaio 6bstacle®®® because of the changed
chronology of the film that demanded a climax foe rodo/Sam-strand of the story in TT.
As Shelob was transferred to RK, Faramir had t@igeothat climax by being less predictable
and not “the good guy [...who] offers [the hobbitsjup of tea®®".

Although Jackson manages to add new and interessipgcts to the father-son relationship of
Denethor and Faramir, his characterisation of Far@annot consistent in TT. In the film,
Faramir makes different decisions out of new maiiwes, which are not always clear for the
audience. Here, Jackson takes the risk of irrigatiiewers familiar with Tolkien’s novel, as
changes in motivations of characters tend to begperd as major alteration¥

By being less impeccable than in the novel, howewaramir offers more room for
development. This can be seen best by his makstgral against his father at his return to
Minas Tirith. Thus, Faramir becomes a more dynaofmaracter in the film, even if the
audience has to put up with a number of ambiguitidss characterisation in the beginning.

4. Women

The Lord of the Rings a novel featuring astonishingly few female elcsers, who — like
Galadriel, Arwen and Rosie Cotton — do not furtthex plot and thus cannot be considered
major characters. Alleva even goes so far as tionclhat “Tolkien always seemed a little
theoretical in his presentation of wom&ti”

This peculiarity of Tolkien’s work was problematighen the novel was turned into a

blockbuster movie. As Jackson aimed at reachingde wudience with his films, he had to

230 Appendices of TT, From Book to Script 00:03

Boyens in Appendices of TT, From Book to Script 00:04
Cf. MacFarlane 24
Alleva 22
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include more female presence in order to provideate viewers with female characters they
can identify with. This was achieved by giving Ghlal the role of a narrator (cf. prologue
FS; TT) and by “beefing up” the roles of Eowyn akidven. How Jackson enlarges the roles
of Arwen and Eowyn and whether he succeeds iniogatemorable female characters is

discussed below.

4.1. Arwen

Elrond’s daughter Arwen can be found in Appendixather than in Tolkien’s novel itself.
Therefore Jackson and his team had to invent hreppality in order to turn her into a female

main-character.

4.1.1. Novel: Moving In the Background

As a minor character, Arwen is hardly mentionedha novel at all. In three of the four
scenes in which she is present she is utterly y@senly moving in the background, never
uttering a word (221, 343, 951). Only a very aftenteader registers her existence at all and
is not surprised when she turns out to be Aragoonide. Even at her wedding, which is
summarised in one sentence only, she remains:silent

Aragorn the King Elessar wedded Arwen Undémiehia €City of Kings upon
the day of Midsummer, and the tale of their longtiwg and labours was
come to fulfilment. (951)

She is described as incredibly beautiful and thetmmotable thing she does until the final
chapters of the novel is sing “a song of Valind®52). At her parting with Frodo, Arwen
finally speaks and is revealed as a kind and utaletsng character: She gives Frodo a white
gem to wear around his neck as a substitute fodés¢royed Ring and offers him her place
on the elven ship sailing into the West, anticipgtis sufferings.

Her complete story in connection to Aragorn is tmldAppendix A, where she is given more

dialogue on six pages than in the whole név&l.

4.1.2. Film: From Warrior to Victim

In the film Arwen is turned into a main-charactgppearing on all three film posters, which is

an honour granted to the most important membetiseofellowship only. The audience meets

2% ¢f. Porter 119



84

her for the first time as a warrior queen, who dseh sword and exercises power even over
Aragorn, the leader of the fellowship. (Here sheomporates the role of Glorfindel, a mighty
Elf-lord of the novel.) She carries the woundeddérdo Rivendell, challenges the deadly
Black Riders and makes the river rise by magic,ctvhin the novel is done by none others
than Gandalf and Elrond uniting their powers.

Arwen is actively engaged in FS not only by saviingdo but also by encouraging Aragorn
when he doubts his ability to become king and in IRKmaking Elrond reforge Aragorn’s
sword. She angrily confronts Elrond when she finds that he lied to her about her future
and is present in all three parts of the film tlylowisions she shares with Aragorn.

In spite of her active entrance into the film, hoee Arwen becomes a much more passive
character as the story proceeds: Carrying chigyromantic part of the story in TT and RK,
she repeatedly exchanges Elvish words of love withgorn. This love is threatened when
Aragorn and Elrond talk her into leaving Middlet#aand finally even her life itself gets
bound up to whether Aragorn will defeat Sauronai fihus, she takes on the role of a victim
and her fate is largely determined by the actiort decisions of others, which does not fit a
main-character. Neither is it appropriate for apamant character to be seen passively sitting
on a horse or lying on a divan for the greatest @f T and RK>*®

This inconsistency in Arwen’s behaviour mirrorsklaan’s uncertainty of how he should treat
his female main-character. Originally he had wameden to be more participatory in the
fight against Sauron by making her a “ruthless tBgl¥*® who joins the Elvish army at
Helm’s Deep. This idea, however, was abandoned -emlg at major protests of Tolkien fans
— and from TT onwards the focus was laid on hee lelationship to Aragorn, conveyed in
dreams and visiorfS’

Arwen’s frequent use of Elvish can be interpretecaaother sign of unease the film writing
team experienced when dealing with this charabterother character uses Elvish as often as
Arwen, which makes the audience wonder if a foréagrguage translated in subtitles serves
to hide the fact that her dialogues are ratheraifat do not further the plot.

Her love and her lost immortality are beautifullym®bolized by the pendant of the Evenstar,
which Arwen gives to Aragorn as a token of her lavéheir parting. The idea of this pendant
might have originated from the white gem given tod®é in the novel and it serves as a

constant reminder of the bond between the two kver
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Although Jackson manages to keep Arwen in the fottise audience’s attention throughout
the three parts of the film, her character develepms not satisfactory. Introduced as an
independent warrior queen in FS, she turns morenam@ into a passive victim as the story
develops. Thus, she does not become a forcefulléeofearacter and a continually strong

presencé>®

4.2. Eowyn

In contrast to Arwen, Eowyn is a character thattigbntes to the plot also in the novel by
heroically slaying the Lord of the Nazguls. Drawing Tolkien’s description of Eowyn,
Jackson develops Eowyn's character further by apdimre female attributes to her
behaviour. How he manages to turn Tolkien’s ratioddl Eowyn into a warm-hearted girl will

be explored in the following sections.

4.2.1. Novel: A “Cold Maiden of the Rohirrinf®

Even if Eowyn is a woman, she does not come a@®egmrticularly female, being described
as “a child of kings, slender but as a steel-blaidér, yet terrible” (823) and as a
“shieldmaiden [whose] hand is ungentle” (939). Wiiea reader encounters her for the first
time, she stands close to Théoden like a pieceodration belonging to the hall, not allowed
to participate in the discussion. She is charasgdrby silence and takes on the role of a quiet
watcher in the background, being rather a shadew ¢hwarm-hearted woman, whose fate it
is to be left behind when the men go to war.

Her unrequited love for Aragorn is rather a formadfniration, as she only watches him from
afar and never exchanges words with him. She ieva with what he represents, like “a
young soldier” who admires “a great captain” (948khen indirectly confessing her love to
him, she does so in a stiff and impersonal manndraaly her falling to her knees saying “I
beg thee” (768) in the end can be interpretedexgatypically female. Due to the lack of any
kind of personal interaction between her and Aradeading up to that scene, it is not hard to
believe Aragorn’s explanation that “in [him] sheés only a shadow and a thought” (849).
Robbed of the chance of taking part in the greatidef her time by Aragorn’s rejection, she

wishes to die and thus rides to battle in male udssy Ironically, only after giving up her
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female identity by becoming Dernhelm, the solddaes she become an active character of
the story killing a mighty enenfy°
When she resumes her female role again in the Koolélealing, she falls in love with

Faramir, with whom she finds happiness.

4.2.2. Film: A Smiling Girl’'s Tale

In a film dominated by male characters, renoundergininity as a key to success is not an
advisable premise if a large female audience shoelteached. Therefore, Jackson’s Eowyn
completely lacks the male attributes given to Imethie novel but she is characterised as soft
and girl-like instead.

She is introduced as warm and caring, weepingeatigath bed of her cousin Théodred and
singing a funeral song for him. At other times imeerry giggle can be heard (e.g. in
conversation with Gimli — TT: Disc 2, 00:00). Wharagorn finds her asleep and adjusts her
blanket, she seems young and innocent like awgn still needs somebody to look after her.
Her motherly side, on the other hand, is highlightdren she calms down the children in the
Glittering Caves during the battle of Helm’s Debforeover, she is seen crying several times.
At the same time, Eowyn also has a tough side: y&fls at Grima at the banishment of
Eomer, raises her voice when Théoden considergdoiwar and practises fighting with her
sword. When Aragorn rides off to the Paths of teadshe openly questions his decision and
screams “You cannot leave on the eve of battleK:(Risc 1, 01:38). Although she is not
allowed to fight and sent away to care for the woraed children, she does not stand as
isolated as her literary counterpart.

Eowyn is much more present in the film than in tievel. She follows the company to
Helm’s Deep and back to Edoras, taking part inNhester of Rohan. This provides many
opportunities to create a complex picture of Eowagna woman with hopes and fears and a
past.

Also her romantic ambitions towards Aragorn arecdrh with great care. Different to
Tolkien’s Eowyn, Jackson’s Eowyn does not fallawé with an illusion of Aragorn but with

a real man, who proves his human qualities totnenany scenes, e.g. he calms down a horse
in the stables (TT: Disc 1, 01:26-01:28), practifsgisting with her (TT: Disc 1, 01:30-01:32)
and covers her shoulders when she sleeps (RK: Di€6):26-00:27). Their relationship is
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more down-to-earth than in the novel, as they tréagether and have time to get to know
each other. Thus, Jackson paints a much more playsicture of Eowyn’s lové*

When Aragorn rejects her, she does not despaithangoing to war is neither suicidal nor
linked up with her disappointment. She rather waste fight for her people and to prove
worthy in battle. As a very female character, hisgdise as Dernhelm is not realized in the
film either?*

Also her emerging love relationship to Faramiras shown in the film. It is only hinted at by
a short glimpse of Eowyn and Faramir in the Houdéddealing and by them holding hands at
the crowning of Aragorn.

Despite Jackson’s sensitive approach to the ctaraétEowyn, there is one scene where
Eowyn serves as comic relief, namely when her litglid cook is shown. This unfortunate
scene is not only stereotypical but it does nathi picture neither Jackson nor Tolkien draw
of her?*?

In a film full of battle sequences, Eowyn adds ratiwatension to the plot and provides a
strong female character that goes to war for tlke & her people. The success of Jackson’s
modern characterisation of Eowyn is shown besTlie Lord of the Ring®roject, where
Eowyn — in contrast to Arwen — scores exceptionhilyh in identification among female

viewers?*

5. Enemies and Villains

Tolkien has a very peculiar way of dealing with il main-characters. Instead of showing
their abominable nature directly, he rather avditgsm over large parts of the novel. Thus,
Sauron remains a disembodied presence througheutdbel, while Saruman has his first
actual entrance only after his defeat. How Jackdeals with Tolkien’s villains and his

seemingly unfilmable way of characterising thernthis topic of this chapter. To round off the

discussion, some remarks about orcs will be madecs
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5.1. Sauron

Sauron, the Dark Lord of Mordor, is the enemy ¢fdakcent peoples of Middle-earth and the
reason why the events ®he Lord of the Ringsome to pass. His the “Lord of the Rings”,

giving its title to novel and film.

5.1.1. Novel: A Disembodied Presence

Although Sauron is omnipresent in the novel, thereot a single scene in which Sauron is
seen directly. Instead, he is constantly repregemyethe Ring and, later on, by the symbol of
the flaming Eye. His will is carried out by his nyaservants, which makes it possible for him
to remain hidden in the shadows as an unseen saodiregil, always in the background,
scheming and planning ruin.

Sauron is part of the old stories told by Gandall &lrond and his name is “ominous and
disquieting” (42) even for the hobbits in their fwaal Shire, as Sam’s refusal of learning all
the verses of “Gil-galad was an elven king” shoWstidn’t learn that part [about Mordor], it
gave me the shivers” (182).

The horror of Sauron increases constantly througktwel novel: First Sauron is associated
with the mysterious Black Riders, whose blood-daglishrieks and animalistic sniffing
terrify Frodo and his companions on the road toeRdell. Later, in Lorien, Frodo sees
Sauron’s flaming Eye for the first time:

The Eye was rimmed with fire, but was itself glazeellow as a cat's,
watchful and intent, and the black slit of its gugpened on a pit, a window
into nothing. [...] So terrible was it that Frodo atiorooted, unable to cry out
or to withdraw his gaze. (355)

When the Ring whispers words of temptation to Fradoses Sauron’s voice, trying to bend
Frodo to his master’s will. Sauron’s will is alstherent in his ruthless orcs and in his flying
Nazguls and in all the destruction they cause. WPigpin is questioned by Sauron in the
palantir, he feels as if “he was falling to piec€s79) and is in deep shock, although their
encounter lasts only a few seconds.

As an invisible “nebulous evif*> Sauron is much more threatening than he would be i
had been given a definite shape by Tolkien. Thdees imagination makes him more terrible
than any description could ever be. Sauron’'s disehedl presence, however, is a great

challenge to put on screen in a blockbuster movie.

3 Sinker 44
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5.1.2. Film: The Ring as a Character

Jackson admits that Sauron “has always provercdiff*® and in the beginning he was not
sure whether he should give him a physical shapwbrOriginally he had wanted to stage a
huge duel between Sauron and Aragorn at the Blaatle @ith Sauron transforming to his
angelic form, but decided against it in the endbrigf glimpse of Sauron’s coat of mail, when
Isildur cuts off his finger bearing the Ring in thmlogue to FS, is all the audience ever gets
to see of Saurofi.’

In spite of his doubts, Jackson lives up to thdlehge of visualising Sauron’s disembodied
presence on screen very well. He sticks to Tolleeapresentation of Sauron (Black Riders,
the Ring, the Eye, the palantir) and makes it walko on the screen by changing
astonishingly few details. To keep Sauron and émeptation of the Ring in the audience’s
mind, the Ring is shown very often. It is seen hagground Frodo’s neck most of the time
and Frodo takes it out to look at it even at thesinumlikely occasions, e.g. during an orc fight
or when facing a Nazgul at Osgiliath. At the Colie€iElrond it is present as well, lying on
the table with the reflections of the fellowshipndang on it, and Boromir's temptation is
illustrated when he picks it up at Caradhras. Irrddo the audience sees its chain cutting into
Frodo’s sore neck as a symbol of the tortures Fredaffering because of it (cf. IV.3.1.2).
Also the image of Sauron’s Eye searching for Friedased throughout the film. Thus, the
horror of being watched without being able to sae’® enemy is transferred to the screen
very well#*8

Jackson bring3he Lord of the Ririg chief enemy to the screen in a very convincirayw
One common point of criticism, however, is JacksaXtensive use of horrors right from the
beginning, e.g. the silent threat of the Black Rsdef the novel is replaced by a wild chase
and a sense of apocalypse in the film. This leawndg little room for Jackson to increase the

hobbits’ (and the audience’s) fear of Sauron indberse of the film.

5.2. Saruman

Saruman, the head of Gandalf’'s order, dedicatedifaiso preserving peace in Middle-earth
by studying the devices of the enemy. This, howeleads to his downfall and the potential

saviour of Middle-earth turns into one of its woestemies. This is Saruman’s starting point
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in both novel and film, but as the story proceedsimber of differences in the portrayal of

Saruman can be observed.

5.2.1. Novel: Sauron’s Secret Rival

Tolkien puts great strain on describing Saruman aszard that starts out good but entirely
loses himself to evil on the way. Through study®guron’s ways with the help of his
palantir, Saruman’s hunger for absolute power gromtf he starts to breed an army of his
own.

As a mighty and subtle wizard, he manages to ®iakron into believing that he is in league
with him when in fact he is planning to replace hasithe Dark Lord. He renames himself
“Saruman of Many Colours” (252) and wants to furthéhowledge, Rule [and] Order” (253)
by using the One Ring. According to him, wizardsidt rule over lesser folk for the benefit
of all. The reader knows that Saruman works “imlry of Sauron” (254) and that he does not
intend to join him.

Saruman’s magic (like Gandalf's) is of a deep auntigkind and is never shown directly in
the novel. It is due to his voice that he managesxercise power over others: His voice is

low and melodious, its very sound an enchantment All that it say[s]
seem|[s] wise and reasonable. [...] None reject [.s.pleas and its commands
without an effort [...] The wise he could persuaded ahe smaller folk he
could daunt. (553-554)

Saruman cannot deceive Théoden and Gandalf, howeveris cast from the Order after the
destruction of Isengard. Given the chance to regenonly sneers at Gandalf and thus proves
that “he has withered altogether” (962). First,élreard keeps him under guard in Isengard,
but then he lets him go to roam the lands as adre&pbbed of his magical powers, he takes
revenge on the hobbits “in a small mean way” (d®2ilevastating the Shire with the help of
evil Men. Frodo spares him, but in the end hellediby Grima at the doorstep of Bag End.
Although Saruman’s presence can be felt over lpages of the novel (e.g. at the Council of
Elrond or at the battle of Helm’s Deep), there andy three scenes of the novel in which
Saruman is actually present. Funnily enough, tlade tplace only after his defeat in battle
when his power is taken from him. The reader ngets to see Saruman at the height of his

power and his industrial complex is only shown rifedestruction by the Enfs’
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This is rather a peculiar way of structuring a gt@ven for a novel, and it is highly unlikely
that this strategy of meeting one of the majoraimé onlyafter his defeat could work on

screen.

5.2.2. Film: Sauron’s Ally

Jackson meets the challenge of giving more draalbtieffective presence to Saruman with
flying colours: In FS and TT the scene moves tadsed no fewer than eleven times (FS: 5,
TT: 6), showing Saruman creating “an army worthyMdrdor” (FS: Disc 1, 01:06) and
trying to hinder the fellowshif?® He even takes on the role as a narrator at ome, paicing
Gandalf’s fears before he enters Moria. This kéepsin the audience’s mind and the horrors
of his industrial development make the audiencegee him as a greater threat than Sauron.
In the film, the dangers of Isengard and of Mord@ interchangeable, as Saruman is nothing
more than a puppet of Sauron. His statement “Tagethy lord Sauron, we shall rule this
Middle-earth” (TT: Disc 1, 00:19) shows that he sla®t question Sauron, but is willing to
join forces. Consequently, the battle of Helm’s péms the same dimensions as the future
battles against Sauron’s armies.

Saruman blindly takes on Sauron’s goals, neverridgsio have the One Ring for himself,
and he does not have any “noble” reason behinddtiens like in the novel. Waging war for
war’s sake, he proclaims that “the old world willrb in the fires of industry” (TT: Disc 1,
00:19) and that “the world of Men shall fall” (TDisc 1, 01:30). It is not clear, however,
why his mind is set on destroying mankind, whickerdas his motive in the novel at all.
Jackson’s depiction of Saruman’s magic is also lprohtic, according to Smith. It shows
Saruman as “a caricaturesque evil wizat"who sends Gandalf flying through the air with
the help of his staff, concocts a blizzard on Chrasl and possesses Théoden’s mind like only
the devil would. The scope of his magic powersrsgreater than in the novel, but they often
seem over the top (cf. IV.4.4.7.)

Jackson bestows constant presence on Saruman amd=3T — only to eliminate him from
the theatrical version of RK completely. In the esima the audience never learns what
happens to him after the destruction of Isengatuchvlieaves not only illustrator Alan Lee
“disappointed and shocked® In the extended version, however, Saruman isbstitby

Grima on the tower of Orthanc. His body falls diettower and is pinned to a wheel-like
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mechanical device. Jackson “loved the idea of Sarulanding on a spike” and “the imagery
[...] of the wheel [...] rotating. [...] It felt sort od just way for him to go ou®®>. This change

of Saruman’s death is brought about by the fadtttiteScouring of the Shire is omitted in the
film (cf. IV.3.3.4.).

By giving a considerable amount of screen time aoufian, Jackson manages to keep the
audience interested in him. As Sauron’s ally, Sanms a serious threat, which is underlined
very well by the close depiction of the terrorshid factory complex. However, Saruman’s
magic is not subtle at all and Jackson heavily draw clichés when bringing it to screen.

This turns Saruman, the evil wizard, into a raitereotypical character.

5.3. Orcs

Jackson must have felt like a kid in a candy stdnen it came to visualising orcs. In the film,
orcs are grotesquely ugly with distorted facesrssead missing eyes, as if they had sprung
out of one of the horrors films Jackson used to endlhey are a mindless mass bent on
fighting, heavily depending on computer animatiowd &pecial effects, getting uglier from
part to part of the trilog§>*

Jackson lets his imagination roam free, always ogmip with new repulsive images: The
audience sees beastly creatures licking blood fkaives, witnesses the birth of one of the
Uruk-hai, who emerges from a slimy bladder onlkitbthe orc that assisted his birth and is
confronted with cannibalism, when Merry and Pippinapturers dine on one of their fellow
orcs?®

The only orc standing out from the crowd is theitzmp of Sauron’s orc army in RK, whose
pink face is even more hideous than the other aced. He is the only orc that is
personalized, making grand statements like “Thee twh the Orc has come” (RK: Disc 1,
01:09) and is finally killed by Aragorn in battle.

Compared to Jackson’s creations, Tolkien’s orcoatrappear like a civilized people, even if
they are unpredictable and violent. Not all of them stupid and some even guess the greater
context of the war. Grishnékh, for example, belgeMerry and Pippin to be the Ring-bearers
and wants to have the Ring for his own use. ThekénaFrodo and Sam overhear in Mordor,
on the other hand, feels that war is not going ¥@llISauron and knows that “even the Top

Ones can [make mistakes]” (720). Contrary to thma,forcs talk amongst each other, even if
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these conversations tend to end in argument andtgoes even in murder. Although they are
selfish and greedy, they are always aware of tiodér as servants and never make claims for
the sovereignty of their race.

Jackson’s approach to orcs is a very sensatioral @ways out on shocking the audience
with new atrocities and sometimes provoking laugkghout meaning to. Even if slightly
over the top in their ugliness, they are worthyrespntatives of Sauron and illustrate the
horrors of Mordor very well.

6. Elves

When talking about Elves, there are four charactkes come to the audience’s mind:
Legolas, Arwen, Galadriel and Elrond. As the chemasation of Galadriel hardly differs
from Tolkien’s novel and Arwen is discussed in 4this chapter will focus on Elves as a

species and their representation in the film, dngvan Legolas and Elrond as examples.

6.1. Novel: An Isolated, Fading Race

In Tolkien’s novel, Elves are portrayed as a peoyie keep themselves to themselves. They
avoid contact to other races and do not mingleheirtaffairs. When Frodo asks Gildor’s
advice in “Three is Company”, for example, Gildsrreluctant to answer Frodo’s questions,
as Elves know that “advice is a dangerous gift")(83

Elves are fair and beautiful to look at, but theg a fading people. Thus, an air of sadness
permeates their songs as they are taking farewalliddle-earth to return to their lost lands
in the West. As Galadriel points out, the Elves’

spring and [...] summer are gone by, and they wiNbende seen on earth again
save in memory (366).

Still, they can be merry like children (e.g. in Bndell) and, as Sam puts it, they are “so old
and young, so gay and sad” (85) at the same titis. i$ illustrated by Legolas, who is the
Elf the reader gets to know closest as a relialdmbrer of the fellowship.

Elves

have their own labours and their own sorrows, dmay fare little concerned with
the ways of hobbits, or of any other creatures wganth (83)

and therefore, they value the concept of free vally highly. Elrond, for example, does not
force Frodo to be the Ring-bearer but he waitsafoybody to volunteer, as this is “a heavy
burden [...] that none could lay [...] on another” (264
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Although Elves are skilful fighters, they do notnjdhe armies of Men, but fight their own
battles against the servants of Sauron in their tamas, unaided by other races. Unlike
stereotypes, they dwt have pointed ears®

6.2. Film: Entertaining Action-heroes

Apart from Arwen, Elrond and Galadriel, Jacksontgds all look the same: They are tall and
athletic with pointed ears and artificially blonkiair.

Although Jackson manages to convey the Elves’ rohlag connected to their departure
from Middle-earth in FS (e.g. Galadriel), he maifdguses on their role as warriors in TT
and RK. Legolas is not only skilful with his bovkdi in the novel but he behaves like a kind

of “superelf?>’

, surpassing anyone else in battle. Due to a wvasuat of special effects he
seems to have super powers, gracefully skating dawetaircase on a shield and bringing
down a mimakil without any effort. This may illstie the light-footedness of Elves, but it
primarily turns Legolas into a good-looking actioero>®

The Elvish language is widely used in the film, nigin scenes dealing with two completely
different notions: love and war. This is in linetvackson’s general characterisation of Elves
as fighters and with Arwen as the main-charactethefromantic subplot of the film. Thus,
Elvish, a language of poetry in the novel, turn® ia language not only of love but also of
battle.

Contrary to Tolkien's Elves, Jackson’s Elves getvaty involved in the war of Men at the
battle of Helm’s Deep. They are not as isolatethdke novel, as Jackson assimilates them to
the other races. He calls it “a romantic notfofi"that the Elves should honour the old
alliances and fight alongside Men, although he ledhat it is “completely wrong® in
terms of the novel.

Elrond is characterised as a stern leader andydiogoto Smith, he “does not even try to
appear noble, fair, strong, wise, venerable or 'Kitid Indeed, he mercilessly forces the
members of his Council to take the Ring and do¢sa@ for his daughter’s wishes at all.
Although the representation of Elves differs greagtween film and novel, Elves are usually

very popular with the audience of the film. Legolasparticular is perceived as “codi,
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mainly by young women who have not read the b8divoreover, Jackson’s Elves are a

264 is inferred from their

topic of discussion in queer culture, as a “hommtiersubtext
effeminate looks. By turning Elves (e.g. Legolasipiaction heroes, Jackson makes them
dramatically effective and very much appealing toa@ern audience, who watches a film out
of the simple reason of being entertained. Thesagés, however, lead to a loss of character

depth in the film and to a rather superficial reqgr@ation of Tolkien’s Elves.

7. Dwarves

Apart from Gimli, Dwarves only play a minor part ioth novel and film. Through Gimli's
tales and the history of Moria, however, the reat®ver gets an idea of this tough and
sturdy people. To which extent the picture of Dvesn(and of Gimli in particular) differs

between novel and film is the topic of the follogitwo sections.

7.1. Novel: Gimli as an Intercultural Messenger

As the reader is expected to be familiar with DveariromThe Hobbif the characterisation
of Dwarves is not a major concernTdie Lord of the RingPwarves are portrayed as “stone-
hard [...] in labour or journey” (418), being goodaftsmen and reliable companions. Their
weakness for precious metals like gold or mitrsitheir greatest flaw and it brought about
their enmity with the Elves.

Apart from being a fearless and worthy member o fellowship, Gimli is mainly
characterised by his ability to overcome the oldpdie between Elves and Dwarves. In
Lothlérien he slowly gives up his prejudices agailses because of Galadriel's kind words
and becomes fast friends with Legolas. Thus, he astan “intercultural her&®® who

mediates between two different cultures.

7.2. Film: Coarse Humour to Lighten the Atmosphere

Gimli is the only Dwarf featuring in the film — arte is quite a remarkable character. He
drinks ale until he collapses, finds funny expléora for all his shortcomings (e.g. his falling

off a horse was “deliberate” — TT: Disc 2, 00:0@pantertains the audience with his coarse
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sense of humour (e.g. “It's the Dwarves that gonswing with little hairy women.” — RK:
Disc 1, 00:20).

Although his sturdiness and his beard make him ktoéng, he is not as tough as he would
like to be. Contrary to his looks, Gimli is a codawho is afraid of the trees of Fangorn
harming him after he has insulted them unknowinglyis discrepancy between reality and
Gimli's glorious image of himself creates humoug.avhen he loses a drinking game against
Legolas, who does not even feel dizzy yet (RK: Disd@0:20). Also Gimli's shortness is
regularly made fun of, e.g. when he tries on a it which is obviously too long for him
but he observes that it is “a little tight acrdss thest” (TT: Disc 2, 00:56). Thus, Gimli often
serves as comic relief and makes the audience lawgfilm full of darkness and dread.

At the same time, Jackson manages to convey thsimggofriendship between Gimli and
Legolas astonishingly well. This makes Gimli a huous and likeable character that will stay
in the audiences’ mind. Especially younger men, Wwhmd the film too serious and in need

of lightening, appreciate Jackson’s interpretatbimli, the Dwarf>%°

8. Ents

Ents, the tree-shepherds, are among Tolkien’s rowestive inventions and one of the
highlights in special effects of TT. Representiraggune, they take revenge on Saruman the
“tree-killer” (554) for all the destruction he cags The Ents’ way to their decision to attack
Isengard, however, is different between novel afd.fThis and the not always logical

characterisation of Treebeard in Jackson’s filn kaél the focus of this chapter.

8.1. Novel: Treebeard’s “Long Slow Wrath Brimming Over” %’

Treebeard is “the oldest living thing that still & beneath the Sun upon this Middle-earth”
(488). This makes him wise and considerate andstaim into a philosophical character,
whose principle is not to be “hasty” (452). In thavel, he muses about the danger of telling
one’s real name (454), the hastiness of langudgk [("*.] is a hasty word for a thing that has
stood here ever since this part of the world waget” — 455) and the sad fate of his race
since the loss of the Ent-wives.

He immediately perceives the hobbits as a speckesamed in the “Old Lists” and means no

harm to them at any point. When the hobbits telebeard about Saruman’s doings outside

2% f. Barker (2005) 371

%7 488
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Fangorn forest, their coming initiates a changh@Ents. As masters of their realm, they had
known about orcs felling trees and mourned thessés, but only now they realise that their
neighbour Saruman is to blame for it.

“I have been idle. | have let things slip. It mwstbp,” (463) Treebeard observes. Thus,
Entmoot is not about deciding what to do next, abbut “rousing” (464) the other Ents.
Treebeard succeeds and leads the Ents to war galsk He points out, however, that this is
“not a hasty resolve,” (475) but the result of “laag slow wrath [...] brimming over” (488).
Ents are quirky in their slowness, but their reaimour is drawn from their “treeish-ness”
which is often reflected in their language: Treedesdeeps standing upright, for example, and
he tells the hobbits that his drink “will keep [thegreen and growing” (455) as if they were
young trees themselves. At the same time, how&rgs are melancholic beings and a fading

race.

8.2. Film: A Very Hasty Decision

In the beginning neither the viewer nor the hobkitew whether Treebeard, this strange tree-
like creature, can be trusted. On his first appeaaTreebeard is seen treading on an orc in
order to kill it. This almost becomes the hobbitge too, as it first takes Gandalf to convince
him that they are not orcs. Thus, Jackson’s Emaat as peace-loving as their counterparts
in the novel.

They are not as wise as in the novel either. Itepm@ms a great surprise to Treebeard when
Pippin shows him how much of his forest was desttiopy Saruman. As the guardian of
Fangorn, one would expect Treebeard to know hisebhis makes the viewer wonder if he
does not take his job seriously or if he is just glow to notice even the most obvious
changes to his land.

The Ents’ aversion to hastiness is transferred th&ofilm, but Jackson exaggerates it. At
Entmoot, for example, the Ents have only just $ired saying good morning” (TT: Disc 2,
00:53) when it is getting dark again. Jackson “tbtfee idea that Treebeard was borfiig"so

he makes the hobbits fall asleep when he sings@ tothem. Unfortunately, in these scenes
where Treebeard acts as comic relief, the audidaes not laugkvith him butabouthim.

The most obvious change in connection to Ents, keweis the outcome of Entmoot.
Different Tolkien’s Ents, Jackson’s Ents decaginstgoing to war and Treebeard wants to
send the hobbits back home (which is ridiculousprie considers the many miles full of

%% Jackson in Appendices of TT, Editorial: Refining the Story 00:07
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enemies between Fangorn and the Shire). Justiikéetiders of Men, Treebeard, the leader
of the Ents, avoids confrontation — only to be &urdnto action later, when he sees the
damage done by Saruman with his own eyes. Thugéabe of the story is slowed up again
by a different decision of one of the major chagestat a kernel. Despite Treebeard’s un-
hastiness, this final change of mind happens ospie of the moment and is not in tune with
the way Jackson characterised him before. If k tih@ Ents a number of days to refuse going
to war, how can they revise their decision in a feimutes?

The scenes that show the Ents’ fight in Isengarckwery well and Jackson brings this part
of the story to life, conveying the message otirataking revenge on industry very clearly.
This more than compensates for the omission of Bombadil in the film, who is the second
representative of nature the reader meets in thel A However, due to some contradictions
and inconsistencies in the behaviour of the Erasksbn’s realisation of the tree-shepherds

has to be looked at critically.

%9 ¢f. Davis 60-63
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VI. Conclusion

Due to its wealth in detail, J.R.R. Tolkien’s fasyaepicThe Lord of the Ringssed to be
regarded as unfiimable — even Tolkien himself cdergd the novel “unsuitable for [...]
dramatic representatioff®. Confronted with a failed attempt at turnifige Lord of the Ring
into a film-script in 1958, Tolkien stated that étffailure of poor films is often precisely in
exaggeration, and in the intrusion of unwarrantedten owing to not perceiving where the
core of the original lie€".

Tolkien, of course, was no film-maker and his pipies in regard to dramatic adaptation
have to be treated with caution. Contrary to ltier@, which is conceptive and belongs to the
realm of imagination, the medium of film is perdeptand confronts the audience with ready-
made pictures. As discussed in great detail, tla@ee a number of rules that apply to
screenwriting and to the adaptation of literaryrses to the screen: Elements that do not
further the plot must be dropped to keep dramainsibn at a continuously high level and
internal action has to be acted out. Scenes andatieas have to be defined clearly to keep
the viewer involved in the film. For the sake aihé& management dialogue has to fulfil
several functions at once.

Thus, alterations to the original text become nemgsto make an adaptation dramatically
effective. In this respect adaptation resembles atieof translation, as a literary text is
rendered in the specific language of film. Somenelets (i.e. events, kernels, themes and
characters) can be transferred directly from notelfilm, while other elements (i.e.
atmosphere, mood and emotion) are expressed brelgntiifferent means on the screen.
Ideally, the script-writer’'s interpretation of tls¢ory evokes a reaction in the viewer that is
similar to that of the reader of the novel. If tlésthe case, the “core of the original’, as
Tolkien calls it, has made its way into the dramadaptation. In traditional adaptation
studies, fidelity to the original source was coesal most important for determining the
value of an adaptational work. This approach, h@wreg obsolete, as any adaptation must be
able to stand on its own as a film and manage ptuca audiences that are not familiar with
the novel as well.

Peter Jackson’s three-part adaptationToke Lord of the Ringsvas received with great
enthusiasm by readers and non-readers of Tolkide.alt is a technical masterpiece of
animation and brings Tolkien's world to life in autitude of amazing pictures. Still,

Jackson’s extensive use of special effects andttrg’s breath-taking pace were perceived as

270 ¢f. Tolkien in Carpenter: Letter 194, 6 November 1956

21 Cf. Tolkien in Carpenter, Letter 210: June 1958
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irritating by many viewers familiar with Tolkienisovel. Fans of the film, on the other hand,
found the original novel too slow-paced and hadf@ms with its rather antiquated language.
In order to mak&he Lord of the Ringdramatically effective, Jackson and his team chdng
the narrative structure of the text and renderedctiain of events chronologically. Thus, the
independent storylines of the novel were carefullgrwoven and new storylines — often
containing material that is told in flashback ire thovel — were introduced. This keeps the
level of dramatic tension high throughout the figmd, most noticeably, it leads to a new
distribution of events between the three partdeffiim, which stands in contrast to the three
parts of the novel.

To simplify Tolkien’s complex story and to captutee audience’s attention, a number of
episodes and minor characters were omitted in datksidaptation. As this was the case for
many quiet and peaceful moments of the novel, tbasssions lead to an overall quickening
of the narrative pace. Scenes tend to start inasegeis and suspense rises to a high level at an
early point of the story. All this is necessarykeep the audience entertained, but Jackson did
not take the fact into account that continuous itensvithout moments of respite might
exhaust itself after some time.

New elements were added Toe Lord of the Ringas well. Jackson and his team made the
characters act out internal conflict in newly inteshscenes and visualised episodes that are
not told directly in the novel. Themes and chanad®/elopment — which sometimes differ
from the novel — are illustrated by additional s®rand episodes. Other episodes were
introduced to increase suspense, to add romamisiote or to provide Tolkien’s serious story
with comic relief. Many of these new aspects ankdd to special effects and action, but they
also aim at entertaining the female audience biydieg a touch of romance.

Episodes present in Tolkien’s novel had to be medigs well to mak&he Lord of the Rings
dramatically effective. On the one hand, complesués were simplified to make the story
accessible to viewers that are not familiar witle triginal novel. Causal relations were
established between independent episodes and iwsgitere of a number of scenes was
changed. The characters’ language was modernisgédspense was added. At the same
time, however, a great amount of new action elemesis added to prolong already existing
episodes. Thus, the great battle scenes (althougiinor importance in Tolkien’s work) take
up large parts of TT and RK and Jackson’s herosplall a disquieting readiness to use
physical violence. Although Jackson claims tike Lord of the Rings “not about action

1272

[...but] a beautiful story that has action element#’i“’4, collectible merchandise is usually

272 Appendices of TT, Warriors of the Third Age 00:20
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fitted with war gear and even figurines of charectiat are not present at the large battle
scenes carry sword&® By introducing action sequences and fights intmynaeaceful scenes
of the novel, Jackson assimilates one incidentnttheer, which tends to have a flattening
effect on the single episodes. The horrors depictdes, for example, are so impressive that
they can hardly be surpassed in the following pairtéie film. The focus on the loud, action-
packed scenes of Tolkien’s story also diminishesittiportance of the hobbits, often creating
the impression that hobbits are just bystanderdewMen fight for the future of Middle-
earth.

As far as the characters ©he Lord of the Ringare concerned, Jackson tends to modernise
Tolkien’s protagonists. Mighty leaders like Arag@nd Théoden question their role as King
and their decisions often delay action for the safkgeace, which is not the case in Tolkien’s
novel. Only when war can no longer be avoided dxy tight to protect their people. Thus,
different decisions at kernels prolong the storg Bead to new kernels. The role of women is
beefed up compared to the novel and invented dedbiArwen and Aragorn’s love story are a
part of all three films of Jackson’s adaptationwign, too, displays many more female
attributes than her literary counterpart to prouide film with a strong female character the
female audience can identify with. Legolas is tdrneto an action-hero, whereas Gimli
serves as comic relief throughout the film.

The villain Saruman is given more actual presencéackson’s adaptation than he has in the
novel and his rise to power is depicted very effety. Sauron, on the other hand, remains a
disembodied presence also in the film, his infleebeing visualised by the corrupting power
of the Ring and by the ugliness of his servantsaAachnical masterpiece, Jackson’s Gollum
convinces the reader with his split personalityt, feel1is shown in an even more unfavourable
light than in the novel. Whereas his intentions aoé entirely clear in the novel, Jackson
portrays him as utterly false and shares Gollunesgwith the audience at an early point of
the story.

In contrast to Gandalf and Boromir, who do not shmany differences to their literary
counterparts, the minor character of Faramir hag metivations behind his decisions and is
not always convincing in his development. Treebgatule refusing to act in the beginning,
makes very hasty decisions in the end, which arénnoine with the picture Jackson paints of
him earlier on. Denethor’s suicidal development, tbe other hand, is shortened and

simplified.

73 ¢f. Porter 167
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The greatest changes, however, are found in caonewith hobbits. Assimilating their age,
Jackson depicts the four hobbits as young and eréxqced and they are overwhelmed by the
immense task they have to face. Frodo seems likgldened youngster and displays an evil
side in Jackson’s adaptation that is not presentatkien’s main-character. Sam is not
subordinate to Frodo like in the novel and thenfdighip between the two hobbits is rendered
convincingly also on the screen. Merry and Pippimthe other hand, serve as comic relief in
FS and TT and become distinct characters onlyerfitial part of Jackson’s adaptation. The
hobbits’ deeds are diminished in importance andki€ols message of ordinary people
displaying heroic qualities in times of need doesalways make its way onto the screen.
Although Peter Jackson created Tolkien’s world @adtiful pictures and convincing in its
detall, it does not come as a surprise that himéorgenre used to be that of gore and splatter
rather than that of romance and emotion. In hiseiplices to RK, Jackson claims that one of
his dreams would be that if Tolkien could see hisd

“he would be happy with what we have added and weahave changed and
what we have simplified. He probably would not By with all we have
simplified, but | hope he would at least have s@mmese of delight in the fact
that t£17i4$ mythology that he set out to create i taking on a life separate to
him.”

Tolkien’s opinion on Jackson’s adaptation will nebe known — but that does not matter. It
probably would be that of an author offended byngjes done to his work. Fans, however,
love Jackson’s adaptation ®he Lord of the Ringand are not only eager to buy DVDs and
merchandise but also Tolkien’s novel. Thiisie Lord of the Ringss brought to a larger

public, experiencing an unprecedented revival. Meniences find access to Tolkien’s rather
difficult novel by watching Jackson’s adaptatiordasome to appreciate Tolkien’s timeless

story of Frodo and the temptation of the enemyisgRi

7 Appendices of RK, From Book to Script: Forging the Final Chapter 00:23
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English Abstract

Peter Jackson’s cinematic adaptation of J.R.R.i@olk novelThe Lord of the Ringsas been

a great success ever since its release between&@D2003. Studies, however, show that
fans of the novel do not necessarily like the fdnmd vice versa. This thesis aims at analysing
the differences between Jackson'’s film and itsdig source to find out why this is the case.
Drawing on the theory of adaptation and film-makiafierations to story and characters are
highlighted and their effect on the audience isl@gal. Jackson and his film-writing team
tried to modernise Tolkien’s story and its charectby making Tolkien’s heroes less
infallible. The heavy use of special effects — mseey for bringing Tolkien’s world to the
screen — led to a shift of focus away from Tolkgequiet and peaceful scenes to the great
battles, which are only minor matters in the noVélis reduces the importance of the hobbits,

who illustrate the heroism of common people andhftre heart of Tolkien’s novel.
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German Abstract

Peter Jacksons filmische Adaption von J.R.R. TakiRomarDer Herr der Ringest noch
immer so beliebt wie zu ihrer Veroffentlichung irerd Jahren zwischen 2001 und 2003.
Studien jedoch zeigen, dass Fans des Romans mbbktingt diejenigen sind, die den Film
maogen — und umgekehrt. Diese Diplomarbeit analiysier Unterschiede zwischen Jacksons
Verfilmung und seiner zugrunde liegenden literdrest Quelle um herauszufinden, warum
das der Fall ist. Anderungen von Handlung und Gttaran stehen im Mittelpunkt dieser
Diskussion und ihre Wirkung auf das Publikum wiréreert. Hierbei wird auf Grundlagen
der Adaptations- und Filmtheorie Bezug genommere Drehbuchautoren um Jackson
versuchen Tolkiens Geschichte und seine Charakiermmodernisieren, indem sie letztere
fehlerhafter gestalteten als im Roman. Der grofgaidtinsatz von Spezialeffekten, der
notwendig ist, um Tolkiens Welt auf den Bildschimm bringen, fiihrte zu einer Verlagerung
des Augenmerks von den ruhigen Szenen des Romarzsi lden grol3en Schlachten, welche
im Roman nur nebenséchlich sind. Dadurch verringett die Bedeutung der Hobbits, die
das Heldentum herkdmmlicher Menschen veranschauliabnd das Herz von Tolkiens

Roman bilden.
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