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Space (topos) as one of the main categories in modem literary criticism helps to 

discover and study unique aspects of the narrative such as functioning of archetypes, 

reflection of historical reality in the text, and different types of artistic consciousness 

(mythological and "realistic"). This work is a first study of time and space in Tolkien's 

trilogy The Lord of the Rings with the help of the chronotope concept proposed by 

Mikhail Bakhtin. A critic and author of an original literary concept and one of the most 

prominent representatives of the school of Russian formalism, Mikhail Bakhtin was also 

a contemporary of J. R. R. Tolkien who can be ranked among the most significant 

experimenters in the field of modem literature. 

Using Bakhtin's classification of spatio-temporal relations in the novel, I was able 

to identify a type of chronotope in Tolkien's major narrative as one close to mythological 

and epical chronotopes. In terms of this postulate, I explored methods Tolkien used to 

create unique time and space of fantasy to make this experimental literary genre widely 

popular since the middle of the twentieth century onward. 
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INTRODUCTION. 

TOLKIEN AND BAKHTIN: CHRONOTOPE, EXISTENCE, AND REALITY 

This work is a first study of time and space in Tolkien's trilogy The Lord of the 

Rings with the help of the chronotope concept proposed by Mikhail Bakhtin. A critic and 

author of an original literary concept and one of the most prominent representatives of the 

school of Russian formalism, Mikhail Bakhtin was also a contemporary of J. R. R. 

Tolkien who can be ranked among the most significant experimenters in the field of 

modem literature. In his prose, Tolkien reformed the novel-a genre that Mikhail 

Bakhtin devoted his life to studying. In my mind, Tolkien's fantasy accepts Bakhtin's 

chronotope as an effective tool of aesthetic analysis because, among other reasons, it not 

only finds, considers, and describes the "supporting columns" of the Tolkien's 

"secondary world"-space and time as poetic categories-but also preserves The Lord of 

the Rings's poetics in its wholeness. First of all, it helps to keep the autonomy of 

Tolkien's myth, to take the mythological consciousness of the writer into critical account, 

and reveal how ancient forms of textual time and space gain completely new 

interpretation in the trilogy. Interpreting Tolkien through Bakhtin's aesthetics will 

explore mythopoetic narrative in the context of Russian formalism on its highest

philosophical-stage. 

Bakhtin's ideas have been widely interpreted in Europe and the United States of 

America since the moment they became available for English-speaking readers. Critics 

who use not just Bakhtin ideas but practice his approach to literature nowadays are 

Benjamin Saxton and Gary Morson. Morson has definitely grasped the main specific of 
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Bakhtin's criticism saying that this Russian formalist "inherited moral urgency of 

Russian literature and turned it into a theory" (Morson 350). Bakhtin's ethics is 

considered in Morson's and Saxton's criticism in terms ofthe theory of polyphony, a 

specific relationship between the author and characters (Saxton 167). Polyphony that 

Bakhtin discovered, for example in Dostoevsky's novels, is definitely not just a formal 

feature of the narrative, but a kind of moral postulate that has a deep religious meaning: 

The full freedom that author gives to his imaginary characters is a reflection of freedom 

people receive from God. In Saxton's criticism, polyphony has acquired this specific 

moral characteristic which was something new in terms ofBakhtin's context. Inspired 

with Russian formalism, Bakhtin predominately explored and enjoyed literal (textual) 

effects of polyphony rather than considered it a moral decision of the author. Thus 

Bakhtin's polyphony opened a new sphere of discourse: moral relations between a 

narrator and his creation, when narrative is not just a fruit of imagination but a kind of a 

personalized subject with its own voice and tone. 

Eero Vaara, David Boje, and Anna Reffuse one more Bakhtin's concept

chronotope-to establish their "strategy narratives" understood as "auto-communication 

based on storytelling" (594). They also work with Bakhtin's "literary" time which is 

opposed to chronological one-a unique time of events dependable on characters and 

conflict. In this work, Bakhtin's chronotope is applied as a complex and powerful 

stylistic tool that allows one to analyze Tolkien's massive literary narrative in terms of 

time and space. Besides this, total respect to authorship and implicit potencies of the text 

makes chronotope a highly moral and ethical mode ofliterary criticism. Chronotope 

helps to study unique world of fantasy in its autonomy and describe its laws in 
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accordance with artistic principles of the author. It seems that this is what Tolkien always 

wanted. 

Space and Time in Tolkien 's Fantasy 

Chronos (time) and topos (place, space) have always been intuitively perceived 

by the authors of science fiction and fantasy as basic categories that distinguish their 

artistic world from all other literature. To define time and space in a literary text, as well 

as the elements through which these two categories realize themselves in the narrative, 

Mikhail Bakhtin proposed the term "chronotope" in his work Forms of Time and 

Chronotope in the Novel. It would be a mistake to think that Bakhtin merely admitted the 

presence of time and space in the text; he came to a conclusion that time and space, first, 

work together as an indivisible category of the narrative, and, second, Bakhtin notes that 

this new spatio-temporal category does not coincide with reality mistakenly perceived as 

an obvious picture of the world. He explored different models or modes of time/space 

reflection in the narrative and explained them with deep social, historical and cultural 

analysis. Bakhtin's chronotope has obvious connections with the author and his 

consciousness and can be understood as a textual DNA. 

In this and other ofBakhtin's texts, chronotopes are understood as "temporal 

and spatial relationships artistically mastered in literature" ( <PopMbl 9) 1, i.e. as a complex 

poetic structure (or a group of elements) which explains the nature, mutual dependence, 

mutual influence and correlation of time and space as basic artistic categories of a literary 

text. Bakhtin developed his chronotope theory studying historical varieties of the novel 

1 The quotes from Mikhail Bakhtin's works used in this paper are translated by me. 
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and came to the conclusion that each of these varieties has its own specific chronotope-

in other words, time and space in literature are always elaborated differently depending 

on the cultural and historical development of society. Bakhtin derived this concept from 

the epistemological theory of Immanuel Kant, who considered space and time the main 

"forms of knowledge" ( ct>opMbl 1 0). For Bakhtin, they are primarily the key to 

understanding the literary text and explaining genre: 

The chronotope in literature has essential genre significance. We can directly say 

that the genre and its varieties are determined precisely by chronotope; and in the 

literature, the leading principle in the chronotope is time. Chronotope as a formal 

and substantive category determines (to a large extent) the image of a person in 

literature; this image is always essentially chronotopic. ( ct>opMbl 1 0) 

Thus, chronotope occurs as a specific mode of existence, an individual way of self-

representation in time and space of a person, a thing, or an event in the text. In his 

analysis, Bakhtin pays attention not only to particular chronotopes of elements of 

narrative, but also to general chronotopes, which as widely as possible describes the way 

time and space, even Existence2 as a whole, are rendered in the literary world. 

Among the types of historical chronotopes that go through Bakhtin's analysis, two 

are worth to mention in regards to Tolkien's fantasy narrative. The first one is folklore 

chronotope which, according to Bakhtin, has "historical inversion" (ct>opMbl 74). It means 

that "artistic and mythological thinking localizes categories such as goal, ideal, justice, 

perfection, and harmonious state of man and society in the past" (ct>opMbl 76). Such a 

2 "Existence" here has almost mathematical meaning when time and space are perceived as physical 
dimensions which are highly influenced by a third variable- a consciousness of a character or author, i.e. 
the way that the world in all its aspects is depicted in the literary text. 

4 



chronotope is most obviously embodied in the "once upon a time" formula and is 

expressed in Golden Age motifs, references to the age of heroes, the ancient truth

echoes of this type of chronotope are clearly heard in The Lord of the Rings. The second 

one is idyll chronotope, which is very static and characterized by the unity of place, the 

cyclical time tied to the cycles of nature and the main events of a human's life (birth, 

marriage, labor, eating, death). The features of the idyllic chronotope are visible in the 

Tolkien's Shire, where self-sufficiency, unity with nature, and the enjoyment of its 

benefits are cultivated. 

IfTolkien obviously somewhat follows ancient genres, then what kind of 

chronotope does he create or re-create in The Lord of the Rings? 

Bakhtin's attention to the evolution of spatio-temporal paradigm in literary genres 

is some ways corresponds with the deep interest in experimentation that Tolkien had with 

history of English literature, especially to the epic (Beowulf). The mythological 

chronotope of the epic is the closest to the fantasy's space and time in the trilogy of J. R. 

R. Tolkien. In the Epic and Novel, Bakhtin identifies three stylistic (and chronotopic) 

features of the epic, which with some modifications are present in The Lord of the Rings. 

Firstly, "the subject of the epic [narrative] is the national epic past, the "absolute 

past" in the terms of Goethe and Schiller" (3noc 204). This fundamental feature ofthe 

epic, according to Bakhtin, is revealed not so much in the fact that the epic text speaks of 

"heroes" and their exploits but in the fact that the epic is a story about the past 

inaccessible to the listener and reader, which is separated for good from the present 

moment with the help of special spatio-temporal features. There is no direct historical 

connection with this heroic past: something, for example, that a modem European may 
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feel about the recent past ofhis country (for example, World War II). Therefore, the past 

of the epic is the "absolute" past, closed in itself and narrated from the point of view of a 

"reverent descendant" (3noc 204). Tolkien's desire to separate Middle-earth from the 

conventional reality is the desire to recreate in his text such an "absolute past" of the epic, 

and, as Verlyn Flieger says, present time in his narrative "as traveled road between past 

and present" (21 ). 3 

Secondly, "the source of the epic is a national tradition (and not a personal 

experience and free fiction based on it" (3noc 204). At first glance, this feature is absent 

in Tolkien's text: indeed, following the traditional novel, he seeks to convey the story 

through private individuals-first of all, Bilbo who writes memories of events he 

personally went through. But it's not a coincidence that Bilbo's notes are memoirs: this 

literary genre is far from fiction, although it does have some kind of subjectivity. In The 

Lord of the Rings The Red Book of Bilbo (which refers to The Hobbit) goes by the 

wayside and is claimed lost (its original has not been preserved, according to the 

narrator), and finally it became a part of the legends and local folklore of Hobbits. Thus, 

the text of the trilogy is no longer has individual authorship; it approaches prosodic 

storytelling method (an anonymous narrator), which corresponds to the epic. 

The third feature underlines the distance between the author or story-teller: "the 

epic world is separated from modernity, i.e. from the time of the singer (author and his 

listeners), by an absolute epic distance" (3noc 204). The author of the epic emphasizes 

the otherness of the world he describes, which is fundamentally different from the one 

3 In general, Flieger stays in framework of two worlds model, primary and Secondary ones, that Tolkien 
clearly follows in 110n Fairy-Stories." She presents functionality ofTolkien's time and admits its ~~frequent 
correlation with space, a characteristic that reviewers and critics have noted but have failed to put into its 
deepest context" (22). Thereby, Flieger indirectly legitimates Bakhtin's 11Chronotope" in Tolkien's studies. 
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where he tells his story. The world of reality and the world of the heroic past are different 

worlds, their values in the eyes of a rhapsodist and his audience, and the quality of their 

spatia-temporal structure are different-and narrator cannot juxtapose the high status of 

the epic world with the current state of things; he speaks about heroic past from the 

distant profane future. Such an impenetrable, absolute separation of the epic past is the 

main poetic feature of The Lord of the Rings that Tolkien emphasized in the text and 

defended in his correspondence with friends. 

From Reality to the Chronotope of the Fantastic 

If the historical types of chronotope in the novel, discovered by Bakhtin, evolved 

spontaneously, then in science fiction and fantasy literature, chronotope is often the result 

of the conscious efforts of an author, who seeks to put his story in a unique space-time 

framework. This is the reason why in Western criticism, time and space are also used as a 

criterion for analysis ofliterary genres, especially science fiction and fantasy. The 

difference between European/American criticism from Bakhtin's approach is that 

Western scholars in their understanding of genres rely on reality-a literary one assumed 

as "realism" (Suvin) or empirical (non-textual) one which perceived a priori by a modem 

human (Todorov)4. Such approach significantly affects a modern understanding of 

fantastic and seems somewhat limited in terms ofBakhtin's thesis of multiple spatio-

4 The modern "a priori" model of space-time, or the "world-as-it-is", is rooted in the aesthetics of the 
Renaissance. Just then, as Erwin Panofsky rightly pointed out, the Universe becomes a "continuous 
quantity consisting of three physical dimensions" which precedes all the bodies and contains all of them 
(noces 276). This Renaissance model of the Universe can be thought as a limitless box. Surprisingly, such a 
box is depicted in one of Stanislaw lem's Cyberiad stories. 
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temporal paradigms in literature and Tolkien's poetics based on his mythological 

consciousness. 

Darko Suvin in his "On the Poetics of Science Fiction Genre" compares Sci-Fi 

and, as he calls it, the "naturalistic literary mainstrearn"-a broad group of texts to which 

he includes all the literature devoid of fantastic elements. The latter refers to empirically 

known time (historical past and present), while Sci-Fi operates on possible, imaginary 

time and space. Only sometimes does the literature of the "mainstream" go beyond the 

usual time when dealing with "hopes, fears, premonitions, dreams" (378). Suvin's 

concept is based on the assumption that there is a certain number of texts (presumably, 

we are talking about the classical literature of European realism), which reflect the 

material world, extended in time and space, as it really is, i.e. in its "natural" form. The 

authors of these texts somehow managed to capture the spatial-temporal structure of 

Existence in all its objectivity and transfer it to a literary text. According to Suvin, 

science fiction is an escape from such an objective and overly naturalistic picture of 

Existence into the realm of fantastic, where time and space are different. In reality, 

science fiction literature is very often built according to the same laws as the 

"naturalistic" literature. Unknown planets, exploration of unusual space, painstaking 

construction of exotic social models, technological innovations-all this in Sci-Fi does 

not deviate from the "realistic" linear spatio-temporal paradigm. In other words, very 

often non-realistic genres and "naturalistic" literature share the same chronotope 

understood as a model of Existence that is present in the text as the basis of its artistic 

structure (plot, style, composition, characters, conflict, etc.) and depends on the 

individual consciousness of the author, his subjective perception of the world 
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predominately based on the collective consciousness of the group to which he/she 

belongs. Science fiction authors deliberately created and create fictional worlds within 

the framework of the spatio-temporal paradigm that prevailed by the time of its 

emergence as a genre at the end of the nineteenth century. A successful attempt to 

overcome the paradigm of European realism and create not just another world, but 

another Existence with a far-from-modem and unique spatio-temporal nature was made 

by J. R. R. Tolkien in his trilogy The Lord of the Rings. To examine the nature of this 

experimental artistic space, which was consciously and thoroughly developed by the 

author, is one of the objectives of this research. 

If Suvin understood reality as realism, then a whole group of critics explore the 

nature of fantastic genres through comparison with "reality" perceived as a spatia

temporal axiom that the modem reader understands through his everyday experience. 

"Reality" for such critics has become the primary chronotope while fantasy is usually 

presented as a secondary one and understood only through its visible dissimilarity with 

the "world-as-it-is." In terms ofTolkien's poetics, such an approach leads to results 

which sometimes go against his artistic intentions. 

The dominance of this empiric "reality" in Sci-Fi and fantasy critique is based on 

the syllogism ofTzvetan Todorov who offers a look at the nature of the fantastic through 

the eyes of the recipient. The fantastic, according to Todorov, is born as a result of the 

decision of a subject (a person) to consider an event or a phenomenon contrary to the 

fundamental laws of life: "either he is the victim of an illusion of the senses, of a product 

of the imagination - and laws of the world then remain what they are; or else the event 

has indeed taken place, it is an integral part of reality - but then this reality is controlled 
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by laws unknown to us" (25). The fantastic in Todorov's formula appears at the moment 

when a person decides to exclude an event or a phenomenon he observes from the 

context of reality, to remove it from the framework of causal events; however, the 

subjective nature of the fantastic, when a miracle is just a form of the recipient's refusal 

from any conventional interpretation, as a rule, is not very interesting to contemporary 

criticism. Researchers focus on the second variable in Todorov's formula--on "reality." 

Critics view this "reality" in a positivistic way: Carl Malmgren, for example, 

believes that the fantastic occurs when "the laws of physical science have been 

suspended" (261 ). Through relationships with such physical "reality" William Irwin also 

tries to define the fantastic, calling the latter "antireal subject matter" (8). In his 

interpretation, the fantastic is the antipode of reality, its complete opposition. S. C. 

Fredericks strengthens this antithesis and considers fantastic as "deliberate violation of 

norms and facts" (37). Presenting a summary of critical thoughts of his time in the essay 

"Problems of Fantasy," the researcher notes: "despite ... commitments to various other 

formal definitions of fantasy, the authorities certainly emphasize this counter-reality 

principle as essential" (36). Further Fredericks writes that the denial of reality is only the 

first step in understanding the fantastic, that negation does not always lead to a total break 

with the reality, that the fantastic in one way or another appeals to the familiar picture of 

the world in the reader's mind. Such an antinomian relationship of repulsion and 

attraction between "reality" and the fantastic (the fantastic violates only some physical 

laws, but is fully consistent with the basics of everyday life) contributed to the 

classification of fantastic literature, where Tolkien's mythopoetic text is examined in the 

context of this "reality," i.e. critics do what Tolkien himself avoided in every way. In his 
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letter to Milton Waldman where writer shares his vision of Silmarillion, a book which 

became the cradle of his universe, he clearly rejects "reality" in traditional fantasy genres: 

"Myth and fairy-stories must, as all art, reflect and contain in solution elements of moral 

and religious truth (or error), but not explicit, not in the known form of the primary "real" 

world. (I am speaking, of course, of our present situation, not of ancient pagan, pre

Christian days" (167). In his essay "On Fairy Stories," mentioned in the letter to 

Waldman, the writer dwells on the reasons why the poetics of his epic lacks a direct 

connection with "reality" (this will be discussed in the chapter "Miracle as Law"). 

So, Tolkien deliberately shielded his Middle-Earth from any direct contact with 

historical reality (although he uses historical literary patterns and elements which are 

necessary and natural for any innovative text), but could not inspire his critics to do the 

same. Thus, Farah Mendlesohn found it possible to mention The Lord of the Rings in her 

classification of fantasy, built on the principle of contrast between "reality" and "the 

other side" (173). In the closed and self-sufficient world of Middle-earth Mendlesohn 

finds the equivalent of "reality"-" a mundane life, in which the fantastic .. .is very distant 

and unknown (or at least unavailable to protagonist)" (174). Such a space devoid of 

fantastic, according to the researcher, is ... The Shire, which appears in the classification 

ofMendlesohn as the representation ofTodorovian "reality"-a dimension separated by 

Tolkien from the Shire with eras, the duration of which has been measured with 

millennia. 

Moreover, a whole group of critics in modem Tolkien studies-Giddings, Fifield, 

Blisset, Plank-is busy proving the direct connection ofTolkien's world with history (in 

their interpretation history becomes a kind of contextually determined variation of 
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"reality"). The fact that the trilogy was written during World War II allows these critics 

to draw direct parallels between the plot of the novel and historical events. Christine 

Chism, for example, compares the mythology of Middle-earth with the mythology of 

fascism: "it is no accident that the writing of this renunciatory narrative occupies dark 

night after dark night, during a time when Germany was mobilizing and recasting heroic 

"Germanic ideals" to articulate and impose its own terrifying new world" (64). Tom 

Shippey in his Author of the Century confirms the possibility of allegorical transfer of the 

plot of the trilogy to the historical reality of the mid-twentieth century, but notes that after 

such an operation "it would have been a quite different story, a significantly different 

story, from The Lord of the Rings" (164). Nevertheless, Shippey does not abandon 

allegory as a way oflinking the Tolkien's myth to the historical context, thereby acting 

against the will ofTolkien himself, who wrote in the preface to the second edition of the 

novel: "I cordially dislike allegory in all its manifestations, and always have done since I 

grew old and wary enough to detect its presence" (Shippey 161). The relatively recent 

success of the film adaptation of The Lord of the Rings is the evidence of the failure of 

the historical-allegorical approach to the trilogy. This success proves that half a century 

after the events ofWorld War II, Tolkien's text is no longer read in the context of this 

war. In the film adaptation by Peter Jackson, the novel finally freed itself from the 

influence of twentieth-century history and became what it is by nature-a supra-historical 

literary myth. 5 

5 Even talking about the mythical background ofTolkien's narrative, researchers tend to accept 
Todorovian "reality" as a determining criterion and a reference point in their analysis which goes against 
Tolkien's aesthetics. For example, Tom Shippey explains the mythical in Tolkien's narrative, drawing on 
early criticism of Northrop Frye. In his reflections on the genre nature of The Lord of the Rings, Frye 
divides the text into layers, each of which has a different relationship with "reality." The layer of narration 
that is most distant from reality Frye calls "mythical" and connects it with the status of a character. What 
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This paper proposes two solutions that will help to align critical discourse with 

the concept ofTolkien. Firstly, it is necessary to shift the emphasis in the above-

mentioned formula ofTzvetan Todorov-from "reality" to the consciousness of the 

recipient, i.e. a character or author. Fantastic is what happens in the mind of a hero or a 

reader, and only his subjective decision allows the fact or event he observes to be 

regarded as fantastic. It is not an illusion or delusion, but specific understanding of nature 

and perception of existence in general as miracle. Here we come close to the Jungian 

concept of mythological consciousness, for which the fantastic is the norm of"reality." 

Mythology and literature inspired by it (first of all, epic and fairy-tales) are known to be 

the main source of material and inspiration for J. R. R. Tolkien6 and other authors of the 

Inklings literary circle, especially Clive S. Lewis. 

Secondly, it is worth taking the chronotopic autonomy of the Tolkien's universe 

as a given variable and, taking author's intentions into account, stop looking for "reality" 

in his texts and make found similarities between the Middle-earth and the "real" world in 

which the reader and critic of The Lord of the Rings exists crucial for the interpretation of 

the trilogy. Tolkien's world will become more understandable if it is not interpreted as a 

set of exotic "physical laws," but as a product of the author's mythological 

consciousness. In his text, Tolkien consciously overcomes the positivistic understanding 

of reality and turns to mythological archaic; however, his method is neither stylization or 

raises a character to the level of myth? According to Frye, if a hero is "superior in kind both to other men 
and to the environment of other men" or "the hero is a divine being" then "the story about him will be a 
myth" (Shippey 221). Thus, the mythical directly depends on the character's abilities and is tied to his 
storyline. Frye does not distinguish the mythical as a category of space and time; he does not notice that 
even the Hobbits, which according to his classification belong to the low mimetic level of narrative, i.e. as 
close to "reality" as possible, exist in the space of myth and realize themselves as a part of it. 
6 Andrew Lazo provides six main sources that determined the mythopoetics of Tolkien and Lewis: Homer, 
the New Testament, the Arthurian cycle, Beowulf, folk tales and literary tales (George MacDonald). 
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pastiche of the ancient myth nor its mechanical restoration-it is the myth rebuilt as a 

chronotope. 7 

Andrew Lazo proves this in his article "A Kind of Mid-Wife," dedicated to the 

creative relationship between Tolkien and Lewis during the inception of the trilogy. He 

cites Walter Hooper, who was a friend ofboth writers and said that when Tolkien started 

writing his novel, he "had already written up much of the background material, such as 

genealogies and geographies" (Lazo 40). In other words, Tolkien does not begin Middle-

earth with a plot or characters, but considers it necessary to present it primarily as a 

physical space first, which is also described in time through the genealogy of its 

inhabitants. Thus, space and time became the first stage of the creative process for the 

writer-in other words, Tolkien started his Middle-earth with chronotope. 

Chronotope in Modern Tolkien Studies 

The chronotopes or spatio-temporal structures (general one and particular ones) in 

the Tolkien's trilogy were analyzed quite rarely in modem criticism. If such an analysis 

took place, it was done exclusively in connection with the ideas of Mikhail Bakhtin; 

however, the application ofBakhtin's concept of chronotope in these rare publications, in 

my opinion, did not always fully correspond to the potential ofthe concept itself. For 

7 In accordance with this postulate, Brian Attebery considers fantasy as "a way of reconnecting to 
traditional myths and the worlds they generate" (9), Analyzing George MacDonald's "The Fantastic 
Imagination," Attebery clearly shows how first generation of fantasy writers embrace their texts 
chronotopically as new Being in its wholeness. In his essay, MacDonald speaks of "harmony between the 
laws by which the new world has begun to exist" (Attebery 19). Thus the European literary fairy tale in 
MacDonald's essay for the first time in its history pushes back the content of myth and directly refers to 
its form, which it perceives as "the world." MacDonald realizes that the characters, plot, style of a folk tale 
and myth exist separately from the "reality" we perceive nowadays, in its own special space and time, 
which can be defined as their own chronotope. Since the moment of this discovery, a literary fairy tale 
moves towards the fantasy genre, which not only reconnects to traditional myth, but freely uses this myth 
as a model for constructing a literary text within a specific chronotope. 
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instance, Maria Nikolajeva in her "Fairy Tale and Fantasy" shares that "one element that 

we immediately recognize as characteristic of the fantasy chronotope is the presence of 

magic" (141). The presence of magic, according to Nikolajeva, distinguishes the fantasy 

chronotope from the rest. How does this happen? What changes in the spatio-temporal 

structure of the "secondary world" when magic begins to act? The researcher does not 

clearly answer these questions. Magic allows Nikolajeva to switch the discourse to the 

usual for fantasy critique comparison between "reality" and "magic space" and to analyze 

texts where such a contrast exists (for example, Alice in Wonderland). She leaves a 

valuable but general remark about changing the nature of time in the genre: "In fantasy 

literature, the characters are temporally displaced from modem, linear time-chronos

into mythical, archaic cyclical time-kairos-and return to linearity at the end of the 

novel" (141). How does time work in the myth? What are the ways of moving heroes to 

fantasy chronotope? What is the role of characters in the unfolding of cyclic time of 

myth? All these questions are missed in Nikolajeva's work and have been analyzed in 

this research with the help of the theories ofMircea Eliade and structuralists. In my 

opinion, the magic should not be considered as the cause of the fantasy chronotope, but 

as one of its symptoms. Bakhtin, in his classification of chronotopes, does not distinguish 

magic as an element of the spatiotemporal structure of the imaginative world and finds it 

in all the chronotopes that he discusses: in the Greek novel, in the chivalrous novel, in the 

Rabelaisian chronotope which goes back to the folklore one, etc. The chronotope as an 

element belongs rather to organization of the text than to its content; it is the structure

forming basis of any narrative. 
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Sometimes researchers too literally understand the term "chronotope." For 

instance, considering the problem of time in The Lord of the Rings, Andrzej Zgorzelski 

tries to calculate the duration of each era preceding the one in which the narrative unfolds 

(129). Thus, the researcher reduces the problem of mythological time mainly to 

chronology. Outside chronology there is the fairy-tale's "temporal sphere" to where 

Zgorzelski relates the events of The Hobbit and supplementary stories like "A Part of the 

Tale of Aragorn and Arwen" which accompany the main narrative bringing new context 

to some storylines (131 ). In other words, the fairy-tale's chronotope, according to 

Zgorzelski, has been forced out from the center of the trilogy to its periphery. At the 

center of it there is epic time which the critic calls "time of events" (132). This time is a 

small part of the chronology, emotionally colored by the narrator and enriched by the 

details of the characters' lives- and it covers three volumes of The Lord of the Rings. In 

the exposition of events, Zgorzelski finds a peculiar "rhythmic pulsation" of the time's 

current: a rather vague and long time in the chapters on Shire at the beginning of the 

trilogy is being changed with "more observant, more detailed ... clearly defined" time "of 

the dangerous journey" (133). In my research, I describe this trend by contrasting the 

static and dynamic narrative spaces. 
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CHAPTER ONE. CHRONOTOPIC ELEMENTS OF MYTH IN FANTASY 
LITERATURE 

In order to better understand how epic time and space function in Tolkien's prose, it is 

necessary to put fantasy in the context of deep rethinking of myth and other ancient 

genres that took place in the twentieth century. Such a task is explained by the thesis that 

the time and space of myth is inherited by a new genre of fantasy invented and introduced 

into the literature by members of Inklings. Moreover, the emphasis on the mythical 

chronotope helped the literary tale to transform into the fantasy genre, which turned out 

to be one of the most fruitful, active, and popular in the 20th century. 

The beginning and reformation of fantasy literature in the Inklings literary club 

coincided with a new understanding of the myth in world literary criticism. It is difficult 

to say what happened before and in what sequence events took place: whether the deep 

interest of J. R. R. Tolkien and his colleagues in mythology influenced the aesthetics of 

his texts, or everything happened the other way-the unexpected success of fantasy 

created on the basis of a European literary fairy tale led to a rethinking of the myth in 

European criticism; or both processes were not related to each other and proceeded 

independently. Anyway, by the middle of the 20th century, European critics presented a 

ne approach to the most archaic genres of folklore-epic, fairy tale, and myth. In this 

sense, the role of the Inklings members was important. The uniqueness of their position 

was that they embodied the new understanding of myth in practice-in their own fiction. 

Briefly, the evolution of ideas about myth in literature and criticism can be 

depicted in three stages: 
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1. Collecting and classifying texts. As a result, the myth is understood as an 

ancient pseudo-science, as a surrogate for scientific knowledge (first half of 

the 19th century-first half of the 20th)- Frazer, Afanasiev. 

2. Convergence of fairy tales, myth and other genres of folklore with religion 

and psychology (middle of the twentieth century)- Jung, Eliade. 

3. Reformation of a new literary genre of fantasy based on a new understanding 

of myth and fairy tale (middle of the twentieth century)- Tolkien, Lewis. 

Today, all the diversity of approaches coexists peacefully in literary criticism. 

For example, in full agreement with critics of the beginning of the last century, 

the authors of The Bradford Glossary of Critical and Literary Terms see in myth first of 

all the quasi-science that ancient people, because oflack of real science, used to explain 

the universe and understand their place in the world. According to the authors of the 

glossary, the myth is "a traditional anonymous story, originally religious in nature, told 

by a particular cultural group in order to explain a natural or cosmic phenomenon" (278). 

Thus, the myth turns out to be some a kind of primary science, or "failed science" 

(Attebery 19), which naturally died as mankind accumulated knowledge. It is easy to see 

in this approach the echoes of the mindsets of the Enlightenment era, which reduced the 

whole spectrum ofhuman culture to interaction with Nature and the cosmos, the mindsets 

that associated cultural progress exclusively with the growth of knowledge about the 

environment. 

The discoveries of Carl Jung helped broaden the understanding of myth and its 

functions in human culture. The mythology, in the interpretation of Jung, is a special 

layer of human culture, rather than pseudo-science. According to Jung, myth pervades the 
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culture and consciousness of man; the person thinks with the help ofundying archetypes, 

which in tum are reflected in the myths. Thus, myths speak more about thinking than 

about the incomprehensible physical world that surrounded the ancient man. Since 

thinking and its derivatives are a permanent and integral attribute of culture, the myth, 

therefore, in its Jungian interpretation, left a group of ancient genres (epic, legend) and 

moved into the group of supra-literary phenomena and even categories of thinking that 

are applicable to the description of modem culture and reflected in the literature. After 

Jung, human consciousness has become "mythologized." 8 

Inklings club members also fruitfully mastered the newly discovered world of 

myth, experimenting with mythical time and space. As a result, their books (first of all, 

Chronicles ofNarnia by C.S. Lewis and The Lord ofThe Rings by J. R. R. Tolkien) with 

amazing inventiveness elevated the European literary tale to the level of myth and 

became confirmation of the partial truth of the Jungian approach to literature and literary 

criticism-human thinking is initially mythological. Therefore the transformation of a 

fairy-tale which was considered as children's reading into an epic, into a myth reborn is 

8 This is how Aldous Huxley presents the modern view on the nature of consciousness after 
Jungian turn in his Heaven & Hell: 

A man consists of what I may call an Old World of personal consciousness and, beyond a dividing 
sea, a series of New Worlds -the not too distant Virginias and Carolinas of the personal 
subconscious and the vegetative soul; the Far West of the collective unconscious, with its flora of 
symbols, its tribes of aboriginal archetypes; and, across another, vaster ocean, at the antipodes 
of everyday consciousness, the world of Visionary Experience. (Huxley, 8-9) 

The idea that the psychic world is no less real and no less great than the physical world, comes to fiction 
during this period. For example, deepening into the world of psyche is an important motive of H.P. 
Lovecraft. For a writer, this journey turned into the discovery of fears, phobias and, in general, chaos as 
the fundamental principle of consciousness. Chthonic mythological monsters endowed with semi-divine 
status of a totem beca(ne the personification of such fears for Lovecraft. Their appearance in the world of 
people, the return of the ancient pre-human and anti-human chaos is the subject of many stories of the 
writer. Lovecraft's literary traditions are present in the prose of the modern English sci-fi writer Colin 
Wilson (The Mind Parasites), which is an evidence of impact that Jungian approach to myth still has on 
modern literature. 
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just a return to the origins of the fairy-tale and an appeal to the mythological patterns of a 

reader's mind. 

It was precisely a special world that Tolkien presented as Middle-earth, a 

particular mode of reality, where the mind realizes itself differently than in the familiar 

world. Other members of Inklings had never concealed their deep interest in myth and 

mythology. The interpretation of the myth proposed by C. S. Lewis in his response to 

modernist theology "Myth Became Fact" and in numerous theoretical writing by Tolkien, 

among which "Preface to the Silmarillion" is the most noticeable, shed light on the 

genetic link between fantasy and mythology, especially in the aspect of time and space.9 

New ideas about the nature of man, about the laws ofhis psyche, prepared by 

Jung and the school of psychoanalysis, were supported by the discoveries in other fields. 

The breakthrough in the theory of myth, which took place in European science in the 

mid-20th century, was eclectic. A new understanding of the genre was obtained on the 

basis of data from many sciences, primarily folklore, religious studies, psychology and 

anthropology. Such a universal approach to research was only possible for versatile 

specialists who worked at the interface of all these sciences. To these, without a doubt, 

belonged Mircea Eliade, who studied the ancient cultures of the East and left a noticeable 

9 The impulse to rethink the myth in a new way Lewis received during a discussion about the mythological 
nature of Christianity-a permanent argument which he had had all his life. In the essay "Myth Became 
Fact," he insists on the vitality of the Christian myth, which exists as a kind of "mountain" of reality, 
towering over the numerous concrete and comprehensible "truths down here in the valley" (par. 9). The 
concept of myth as "system of names, rituals, formulae, and metaphors" seems shallow to him (par. 2). 
He shows that the modern critic who sees Christianity as an obsolete myth in fact still wants to live in the 
frame of this myth. Thus, the myth is revealed as a "vital and nourishing element ... that gives life" (par. 
6). Lewis sees the uniqueness of Christianity in that it embodied in history what existed before it as a 
myth-namely, the plot of a dying and resurrecting god. In Christianity, the myth for the first and last time 
becomes a fact of history without ceasing to be a myth-"that is the miracle," states Lewis (par. 10). The 
historicism with which Christianity filled the myth has changed the nature of the myth, endowing it with 
specific time and space. The myth in this transfigured form became the basis of Tolkien's trilogy. 
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mark on religious and folklore studies. According to Eliade, the myth in its textual and 

ritual expression formed a special time and space where the ancient man realized himself 

as a cosmic being, staying in interaction with the universe in all its temporal and material 

integrity. 

The chapter will consider the following elements ofthe myth's chronotope that 

can be found in fantasy: 

specific "realism" of mythical reality; 

mythical duality of the world; 

a shift in the universe as the beginning of a mythical story; 

appeal to the beginning of the beginning; 

the cyclical nature of time in myth; 

collective as the audience of myth; 

mythical anti-historicism. 

All these structural and stylistic features will be examined on the fantasy material in order 

to clarify how they were assimilated by the new literary genre. 

One of the most important tenets of Myth and Reality, the fundamental work of 

M. Eliade, is the "reality" of myth which is "regarded as a sacred story ... because it 

always deals with realities" ( 6). The revelation of this special "realism" of the myth 

Eliade links with a tum in the scientific understanding of this phenomenon. Myth ceases 

to be "fiction," a surrogate for knowledge, and becomes what it was for ancient people

a reality, a special sacred chronotope, where one can enter (return) with the help of a 

ritual. Attebery also underlines the ability of ritualistic nature of the myth to tum time 

backward: "a good story is like an affective ritual: it puts you there, makes you 

21 



experience or re-experience something" (19). The moment of ritualized return to a 

different space-time, the motive of moving a hero who belongs to our world to a different 

dimension with other laws that are different from our reality is central in fantasy 

literature. In Lewis's Chronicles ofNarnia, such movement is associated with portals, the 

entry to which is available if a number of strict conditions is followed, the most important 

of which is the call of Asian who, according to theory of myth, is a "Supernatural Being" 

(Eliade 7). A portal that divides two worlds (two realities that differ from each other with 

their space-time properties) exists as well in The King of Eljland 's Daughter by Lord 

Dunsany: the heroic knight Alveric comes to the country of the King of the Elves through 

the bush; it is also worth mentioning that he loses this opportunity when the Elf King 

closes the portal. Thus, the portal opens (and closes) for the heroes only at the behest of 

Supernatural Beings-and this is a portal into a different space and different time that are 

perceived as a new reality. The heroes of Lewis perceive the world ofNarnia precisely as 

"reality," and when they lost the opportunity to return there, in their memories, they 

experience it as a one-of-a-kind reality. Tolkien elaborated on his portals in a slightly 

different way. Unlike other authors, Tolkien does not use the system of two worlds: the 

mythologized reality of The Lord of the Rings is the only reality of the book. Portals (for 

example, the door to the land of the Dead in the third book) lead only to peripheral places 

of Middle-earth, which store echoes of previous eras. 

An important difference in the return to another reality, practiced in fantasy 

literature, is its emotionally restrained character compared to the ecstasy of mythologized 

consciousness. In the examples that Eliade gives in his book, the break with the world 

and transition into space and time of the "golden age" often has orgiastic character. In the 
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fantasy literature, passing through a portal can be compared to a ritual, but the process 

itself does not show any trace of excessive emotional elevation or frenzy. Heroes accept a 

new reality and adapt to it, while maintaining clarity of thinking and their daily habits. 

They are internally ready to move to another chronotope; moreover, the existence in the 

space of myth changes heroes, transforms them externally and internally. Returning to the 

natural world after a long-term absence, the "kings" and "queens" ofNamia lose their 

gained adulthood, but the memory ofNamia and the experience oflife in the "reality of 

myth" remains with them for good. 

The key meaning of"reality" (which is opposite to imagination) of the chronotope 

in Tolkien's prose was noted by Humphrey Carpenter in his discourse on the place and 

role of the biblical myth in The Lord of the Rings ' style. In his book on the Inklings, he 

cites a remark by Lewis on his aforementioned discussion on the legitimacy of comparing 

the Gospel and the plot-based motif of the reviving god of pagan mythologies studied and 

described by James Frazer and other folklorists of the 19th century. Tolkien's answer, 

according to Carpenter, was paradoxical: "Yes, Tolkien answered, except that here is a 

real Dying God, with a precise location in history and definite historical consequences. 

The old myth has become facf' ( 44-45). Thus, in the Inklings discussion, a postulate of 

reality, truth of the myth was formulated and later it formed the basis ofTolkien's 

mythopoetics. IfTolkien's heroes live in super-natural reality of myth, then Lewis's 

characters live 

The duality of the world inherited by fantasy from a literary tale of Romanticism 

(the romantic two-world-space of E. T. A. Hoffinann) is also an essential element of the 

space-time structure of the myth. The reality of myth and the reality of the world go 
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through mutual attraction; they are in a dynamic approach, which ends with a collision 

that generates the plot of the myth. The interaction of two realities Eliade calls 

"breakthrough of the sacred (or the "supernatural") into the world" (6). As a result of this 

breakthrough, the world is changing and becoming what it is now. Thus, according to the 

logic of the myth, any movement in the world, and even more-the global change of its 

spatial and temporal measurements-begins from above, with the invasion of the 

supernatural. The natural world in the myth is passive; any changes in it are local. A 

qualitative change in the world is brought from the outside; the supernatural is changing 

the world, and first of all, the space and time of the world we live in. In Tolkien's fiction, 

such global change is expressed as a "change of epochs." The tools of these global 

changes are represented by already mentioned "portals" (for example, in The Lion, the 

Witch, and the Wardrobe by C. S. Lewis), artifacts (the Sauron's ring in The Lord of the 

Rings), magic texts (runes in the novel of Lord Dunsany), or by the direct participation of 

supernatural creatures that resembles a religious ritual (such is the call of Asian in the 

Lewis' Chronicles ofNarnia). 

The myth tells about a shift in the universe, which led to the order of things that 

we currently see. Eliade stresses that "myth ... narrates not only the origin of the 

World ... but also the primordial events in consequence of which man became what he is 

today" (Eliade 11). The invasion ofhigher reality is always limited in time, but it leaves 

visible and irreversible changes in the physical world and in men. As a result of such 

interactions, the world as we know it appears-this is, as pre-Jungian folklore studies 

said, how the "scientific" aspect of myths reveals itself to an ancient man who wanted to 

explain how everything around became as he saw it. The "shift" mentioned above 
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coincides with the plot of The Lord of the Rings, which can be presented in its most 

general form as the history of transformation of the world into a state observed by the 

reader. Tolkien retains the main message of the myth: to explain to the audience why the 

world is as it is today. The essential difference of the Tolkien's myth from the classical 

one is the rich and, in many ways, autonomous storylines that do not depend directly on 

the "scientific," interpreting, role of the myth. The story ofFrodo and his friends can be 

read without delving into the history of Middle-earth. The uniqueness ofTolkien's 

mythologized text is that the reader deals with literary myth, a syncretic experimental 

genre that selectively combines the stylistics of the anonymous archaic with the 

achievements of European literature created by individual authors (first of all, a 

developed plot and psychologically accurate characters). An important component of 

Tolkien's text is also its volume, which makes it possible to reveal the artistic concept at 

the scale of the classic novel. This does not naturally exist in the myth, in the form in 

which myth approached the moment of its first written fixation; however, among the 

anonymous genres of antiquity, there are those that, on the one hand, inherit the 

"chronotope" of the myth, and on the other, offer a reader or a listener a rich plot material 

in a substantial amount-this is an epic with which The Lord of the Rings has much in 

common (heroic themes, type of heroes, scale of events, etc.). 

The mythological nature of the chronotope ofTolkien's epic is also emphasized 

by the reader's perception of the text. Numerous Tolkien fan clubs around the world, in 

full agreement with the postulate of the interaction of the sacred and profane spaces in the 

myth in the unity of ritual, are engaged in reproducing the events of the book in theatrical 

performances, a "return" into them. Thus, they behave as carriers of the mythological 
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consciousness who are "not only obliged to remember mythical history, but also to re-

enact a large part of it periodically" (Eliade 13). 

Talking about specificity of time in myth, Eliade mentions origin myth. The 

appeal to the beginning of the beginnings is a steady motive of mythological 

consciousness·. Returning and turning to the source means the ability to create and change 

the world around. 

If it is not told when the dance originated, 
One must not speak about it. 
Unless one know the origin of the dance 
One cannot dance. (Eliade 1 7) 

These lines from Finnish folklore clearly demonstrate that, first of all, for mythical 

consciousness the context is important because it helps to see momentary events against 

the background of cosmic integrity, to put "today" in a chain of times going to the 

beginning of beginnings. Restoring the integrity of the times and events in the myth is a 

way to see and understand their meaning. Integrity permeates the mythical world of 

Narnia, the seven books about which are a chronicle of the world built on the biblical 

model. Creating Narnia, Lewis at the same time makes an attempt to perceive the Bible 

and the New Testament as a myth and to show how it pervades European culture and 

literature. The composition of Chronicles follows the composition of Bible texts and then, 

after The Lion, the Witch, and the Wardrobe, it presents Narnia as a fantasy equivalent of 

European pax christiana. An appeal to the beginning, to the source, is the basis of The 

Lord of the Rings. The One Ring is an ancient artifact that opens the events of the trilogy 

and completes them. And even if the Ring itself did not come to the world of Middle-

earth directly from the cosmic beginning of the beginnings, in the context of the epic it 

forms all the events ofthe plot, forms the context of the story. The history of the Ring 
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brings importance to the events of the trilogy and reveals their true meaning. Tolkien is 

not just a stylist-he reforms and changes the myth, selectively applying the poetics of 

myth in his text. "The beginning of the beginnings" of Middle-earth is removed from the 

trilogy; it is represented in the Silmarillion. Therefore, we can speak of the history of the 

One Ring as of a situational origin myth which builds the logic of events for a certain 

time period that in Tolkien's mythopoetics is called the "epoch." Division of the history 

of Middle-earth into epochs allowed Tolkien to create his own local mythology inside 

each of them, its own "beginning ofbeginnings" for every "epoch." In this, Tolkien 

demonstrated the flexibility of a new genre and a new understanding of the myth. 

Not only the "beginning of beginnings" as an important location on the map of 

mythical chronotope received a new interpretation in Tolkien's creative laboratory, but 

also the cyclical nature of time itself. Based on its prehistoric beginning, the world, 

according to the logic of myth, returns to it, forming cycles. The cyclical time of myth is 

the most important moment of the existence of the world for mythological consciousness. 

This reviving world of cyclicity is found in all ancient mythologies, from ancient Greece 

to ancient and modem Hindustan. And this cyclicity finds itself in the sacred ritual, as 

well as in the motif of return, which Tolkien so richly and deeply developed in the 

storyline of Aragom, the stranger and the king, whose role in the building of mythopoetic 

background of The Lord of the Rings will be analyzed in another chapter. The cyclical 

nature of mythological world, in addition to the storyline of one of the main characters, 

finds a peculiar interpretation in Tolkien's texts that distinguishes it in many aspects from 

the interpretation of mythological cyclicity in the likes of Lewis's or Dunsany's 

(multiplicity of cycles versus uniqueness of one cycle). 
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According to Eliade, the beginning of the mythological ritualized time "was 

originally connected with an end" (48). And if the beginning of time in myth is associated 

with order, and the world itself appears as cosmos, then at the end of time the world turns 

into chaos. Thus, the world history "was the passage from Chaos to Cosmos" (49). The 

world does not gain anything from the history; it only spends resources, provided in 

abundance at the beginning of beginnings. According to Indian mythology, described in 

Mahabharata, the four periods of history, representing the circle of time cycle, end with 

Kali-Yuga, the last stage of resource depletion. Hesiod placed five "centuries," from gold 

to iron, which lead the world from order to chaos, in his circle of times. The logic of the 

mythological consciousness does not know progress; the world declines in order to rise 

again "because the fall from the order ofbeing and the return to it, is a fundamental 

problem in human existence," as Eliade notes (50). 

Returning the world to a state of resource abundance and moral purity is the main 

task of the ritual. Sometimes the cycle does not repeat the beginning but transfers the 

world to a completely new state. Eliade calls this state "absolute beginning" (51). This 

absolute beginning of the beginnings is possible only after total destruction of morally 

and physically exhausted world. Such understanding of time cycle is a characteristic of 

the biblical tradition which Lewis applied to Chronicles ofNarnia chronotope. Biblical 

time covers only one cycle, which makes the history of the world unique, and this 

uniqueness makes every moment of the world history unrepeatable and, thus, highly 

valuable. The fact that time is the key cross-cutting theme of the Lewis's book can be 

guessed from the title: Narnia passes the "biblical" circle of events-from creation to the 

"last battle," and then time and space of this world ends; Narnia changes its form of 
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existence for good and becomes merely the text of chronicles. As for Tolkien, it is hard to 

talk about absoluteness in the metamorphosis of Middle-earth that takes place during 

Frodo's journey. At the end of his long adventure, the world does not collapse 

completely; it is still exists, but it does not return to its starting point-the world has 

changed again. Tolkien violates and abolishes the logic of descending which is a feature 

of ancient mythologies-the ancient world, unlike modem one, did not know any other 

logic, except the logic of complete regression. Only two modes of the world are familiar 

to the mythological consciousness: the updated renewed cosmos preceded by chaos 

which had been destroyed in apocalypse. Tolkien, as the heir to the European literary 

tradition, which exploited the biblical model of time, introduces a new unique mode into 

mythology of fantasy- a changing world, an evolving world, which is far from primitive 

perfection, but not destroyed in the ritual of renovation performed by Frodo in the mouth 

ofOrodruin Mountain (tossing the Ring in the mouth of the mountain is a sacral ritual 

leading to the change of the world). The world of Middle-Earth is a becoming world that 

contains both cosmos and chaos as temporary periods of its evolution. Having deprived 

these two poles of the classical myth of their absoluteness, Tolkien introduces them into 

his mythopoetic world as relative elements, proposing instead a gradation of order and 

chaos. Thus, the world of Middle-earth in its different epochs and eras balances between 

cosmos and chaos. The cyclical incompleteness of Middle-earth is an important point that 

distinguishes this world from Dunsany's Erl or Lewis' Namia. Unlike Namia, Middle

earth is not born and does not end in front of the reader, demonstrating the complete 

mythological cycle. Unlike Erl, it does not dissolve in the myth, leaving the history of 

humankind. The story of Frodo is a chronicle of the epochal change in the history of the 
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world, which in itself surpasses all the epochs and basically becomes endless in its time 

and space. This incompleteness of Middle-earth bears a powerful ideological and stylistic 

meaning: on the one hand, it directly influences the chronotope, expanding the historical 

and geographical boundaries of the scene where the main conflict develops, which gives 

historical depth and perspective to every event of the plot; on the other hand, it conveys 

an important philosophical idea about the fundamental indestructibility of the world. The 

latter, of course, speaks not so much about the materialism of the author that was never 

inherent to Tolkien who was a Catholic, but about the indestructibility of goodness' 

potential in the world. The world, according to Tolkien's myth, never reaches Hesiod's 

"iron age" or Kali Yuga, which comes as a result of complete oblivion of the good as 

Mahabharata says. Tolkien's Middle-Earth never exhausts its good, manifesting it in 

unexpected ways, in unexpected places and creatures inhabiting it. It is the 

indestructibility of good that makes Middle-earth a special mythological world with an 

atypical historiosophy, where mythological time is enriched with the category of 

formation and becoming. In this sense, Tolkien's understanding oftime is close to the 

Hebrew's one, which found its fullest expression in the texts ofthe Old Testament. Victor 

Bychkov in his work The Aesthetics of Late Antiquity describes the biblical concept of 

time using the term olam: 

The Greek understood existence as presence in a certain place in the cosmos - a 

kind of unchanging spatial structure. For the man ofthe Old Testament, being is 

participation in the living stream of events, the stream of time, which is denoted 

by the comprehensive Jewish term olam. Olam is an endless stream of time 
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containing everything that exists ... olam is dynamic, you need to act inside of it, 

its content is history. (23) 

A clear, detailed development of the physical space in the trilogy (up to including 

geographical maps in the text) on the one hand, and the adventure as the sum of all hero's 

actions unfolding against the background of detailed geography allows us to talk about 

the combination of the Greek and Biblical chronotopes in the text of The Lord of the 

Rings. To describe such syncretism, Jane Chance used the term "hybrid" in relation to the 

Tolkien's myth. However, as we see, Tolkien does not mechanically combine the features 

of different mythologies-he creates literary myth as the generation of writers before him 

created a literary fairy-tale. Tolkien's myth not only appeals to myth, but recreates it on 

the basis of classical European literary tradition. Blue is definitely a hybrid of yellow and 

green, but at the same time it is an entirely new color. 

A semiological approach to the myth and the mythical demonstrates anti

historicism which is quite logical for structuralism. Appealing to antiquity, the myth, 

according to Levi-Strauss, is addressed to all times at once: "It explains the present" 

(292). Thus, the structuralists emphasized the "timelessness" of the mythological 

chronotope. Historical traces in the myth are barely distinguishable: even if historical 

events are reflected in the myth, their existence over time is reduced only to the existence 

of the plot elements, or, as Levi-Strauss put it, history is present in the myth as a set of 

"patterns" of time. As an example of a historical event that turned into a mythological 

"pattern," Strauss cites the great French revolution of 1789, which became an expression 

of the national spirit. Among the modem mythological patterns born literally before our 

eyes and confirming the concept of Strauss, we can note the so-called "Immortal 
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Regiment"-an expression of the victory of the Russian people in the Second World 

War. The decay of the historical memory of the war led to the fact that the dead soldiers 

became legendary heroes for contemporary Russians, and thousands portraits of these 

heroes are once a year, on Victory Day, taken to the streets of cities. "This victory is 

inscribed in our DNA!" said the representative of Russia at the UN, Vasily Nebenzya. 

Thus, the "immortal regiment' no longer has a strict chronological reference to the 

historical victory in May, 1945. It has become a part ofthe living mythology of nation, 

building its mentality and shaping its future. 

In general, semiologists and Inkling members, of course, have little in common; 

however, the fact that both groups together overturned the previous concepts of myth 

inherited from the 19th century scholars, and turned to myth as to a) an object of creative 

experiment, and b) a polysemantic sign on the map of consciousness, demonstrates how 

creative and philosophical thought in the middle of the 20th century made the largest 

discovery in the field of culture and literature, while moving in different directions. 

The invention of fantasy is not a local revolution in the fairy tale genre, but the 

result of a deeply developed shift in the sphere of Humanities. The inclusion of Inklings 

writers into the context of literary criticism of the middle of the last century, their literary 

polemics made possible a deep rethinking of the myth and the emergence of a new 

literary genre. In this coupling of scientific and artistic potentials, the Inklings followed 

in the footsteps of the early German romantics, who developed romanticism as a 

phenomenon in their literary and philosophical circles. The "chronotope" question of 

fantasy is one of the key ones, since it defines the whole poetics of the genre. The study 

of the mythological chronotope seems to be the most promising in determining the nature 
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of space and time in fantasy because of the common genetic traits related to the new 

genre and ancient folklore. 
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CHAPTER TWO. MIRACLE AS LAW: EARLY THEORETICAL APPROACH TO 

FANTASY IN J. R. R. TOLKIEN'S "ON FAIRY STORIES" 

The fairy tale came to the attention of philologists late compared to the historical life of 

the genre. Even so, it has a two-hundred-year-old tradition of scientific exegesis and 

literary elaboration. The rich source of material discovered by Brothers Grimm in the 

beginning of the nineteenth century impregnated the European literary tradition, 

contributing to the emergence of the fantasy genre as we now it in the twentieth century. 

In this sense, the role of the members of the Inklings, a literary group from Oxford 

University, most especially C. S. Lewis and J. R. R. Tolkien, was crucially important. 

The uniqueness of their position was that they put their new understanding of myth into 

practice in their experimental fiction. The purpose of this chapter to explore how 

Inklings, particularly Tolkien in "On Fairy Stories," elaborated the question of the nature 

of fairy tales and laid the foundation for the emergence offantasy, a genre which 

reinterpreted myth in terms of European literary traditions. Tolkien's analysis will be 

interpreted in the context of modem understanding of myth, particularly through 

categories of time and space as universal categories of any literary text. Being the key 

elements of fantasy poetics, mythical time and mythical space in Tolkien's writing 

received completely new and unique form. Based on the postulate of chronotopic 

consanguinity of myth and fantasy, and on Tolkien's early approach to the genre, this 

chapter will offer its own definition of fantasy . 
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Tolkien invested much energy into setting the fairy tale on a new theoretical basis. 

The author of The Lord of the Rings explained his understanding of this topic in his 

lengthy essay "On Fairy Stories," which was presented in 1939 as a series oflectures at 

the University of St. Andrews, Scotland, and dedicated to the English folklorist Andrew 

Lang. Speaking of the "fairy tale," Tolkien does not mean only folk fairy tales that do not 

have authorship. He speaks in general about the world of the fairytale and the fantastic, 

which is why his critical essay may well serve as a source for understanding the position 

of the Inklings on issues of mythology, fantasy, and fairy tales. With the rethinking of the 

nature of the European folk and literary tales, post-war literary criticism began the 

theoretical development of a new artistic method, which in the future received the name 

of"fantasy." In this article, I follow Tolkien's terminology and use the term "fantasy" as 

a synonym for fairy stories. 

It is worth noting the general tone of the essay. From the very beginning, Tolkien 

removes himself from the role of a philologist and tries to reveal the nature of the genre 

from a writer's disposition. Tolkien speaks in the first person, which demonstrates his 

ultimate emotional interest in the subject matter. As a result, his essay on fantasy is not 

just a sum of the thoughts of a critic and theorist but a writer's understanding of the 

genre, which he deeply elaborates with a fixation on his own experience. With this 

approach, when the author and the critic are combined in one person, it is rarely possible 

to separate the author's self-reflection from objective philological observations. This 

feature is noticeable not only in Tolkien's essay, but also in the critical works of other 

representatives of the genre (e.g., Ursula Le Guin). Hence the peculiarity of the essay 

style: Tolkien tries to feel the specifics of fantasy more than to understand them. He uses 
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his usual figurative language from fiction in order to convey to his listeners the essence 

of"fairy stories" in an artistic way-using images but not the concepts or definitions: 

"The land of fairy-story is wide and deep and high, and is filled with many things: all 

manner of beasts and birds are found there; shoreless seas and stars uncounted; beauty 

that is an enchantment, and an ever-present peril; both sorrow and joy as sharp as 

swords" (38). Thus, Tolkien talks about the fairy tale using the language of the fairy tale. 

As if justifying his artistic approach to the problem, Tolkien is in a hurry to reject 

any scientific understanding offantasy. He insists on the exclusion of the genre from any 

theorization and scientific speculations. Even more, he considers the use of linguistic or 

even philological tools for working with the genre as a sacrilege, as a violation of fairy

tale secrets, as the destruction of magic: "Fairy cannot be caught in a net of words; for it 

is one of its qualities to be indescribable, though not imperceptible. It has many 

ingredients, but analysis will not necessarily discover the secret of the whole" (42-43). 

Scientific rationalism is not the right instrument for analysis of fairy stories. Tolkien 

prefers non-analytical intuitive approach to the problem. 

Formulating quite scientific questions about the origin of the fairy tale and its 

elements, Tolkien hurries to reject the traditional philological approach of his time and its 

achievements. He insists that folklorists and anthropologists could not grasp the essence 

of the genre, but managed to squeeze from the magical texts only folkloric or 

anthropological information that was interesting for them (e.g., "migrating" plots). Such 

an interest in details is legitimate but does not reveal fantasy in its completeness. Tolkien 

sees his task in finding and disclosing "values the long alchemic process of time have 

produced" in fairy-stories ( 49). For this, as he thinks, a complex scientific work is not 
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needed at all. Moreover, it is harmful for those who want to understand the specifics of 

the genre. Tolkien illustrates the uselessness of the theoretical approach to the fairy-story 

with two metaphors. First, he insists that scholars and readers "must be satisfied with the 

soup that is set before us, and not desire to see the bones of the ox out of which it has 

been boiled. ( 49). Second, he insists on aesthetical wholeness of the fairy story which, as 

Tolkien thinks, is destroyed in analysis: 

It is indeed easier to unravel a single thread-an incident, a name, a motive-than 

to trace the history of any picture defined by many threads ... the picture is 

greater than, and not explained by, the sum of component threads. Therein lies the 

inherent weakness of the analytic (or "scientific") method: it finds out much about 

things that occur in stories, but little or nothing about their effect in any given 

story. (49) 

Catching the bones in the soup and pulling the threads out of the carpet: this is, according 

to Tolkien, what philologists do with fantasy texts. Therefore, regarding the question of 

the fairy-tales, "philology has been dethroned from the high place it once had in this court 

of inquiry" (50). This "anti-scientific" approach can be explained by the fact that the 

author of the essay is a writer of one kind of fantasy. On the one hand, as a writer, being 

in the midst of the literary process, Tolkien had no opportunity to stand aside and look at 

his brainchild objectively. On the other hand, Tolkien, according to Brian Attebery, in the 

history of the genre, became a "great meteorite" that "fell into the stream" of fantasy and 

"almost blocked it off altogether" ( 154 ). In this metaphor, Attebery's account of the 

historical development of fantasy not only notes the enormous influence of the English 

fantasy writer on the development of the genre but also shows the immaturity of the very 
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nature of this relatively new literary phenomenon. Fantasy at the time Tolkien writes his 

"On Fairy-Stories" is a literary genre on the stage of"becoming." Tolkien, in his 

criticism of the philological approach to fantasy, indirectly tries to protect his "cauldron" 

of soup (56) from untimely attempts to taste the content. The pot is still cooking; the dish 

is not yet ready to eat. 

Tolkien's unwillingness to solve the problem of the nature of fantasy is indicated 

at the very beginning ofhis work. The title of the essay directly states that work will not 

be about fairy tales, but about a special kind of text that Tolkien has so far designated by 

a general term: "stories." 

It can be assumed that before World War II, the author of classic fantasy had not 

yet fully defined what the new genre could be called. The definitions available at that 

time-fairy tale, romance-obviously did not satisfy him. In his essay, Tolkien more 

often indirectly relates to the differences between a newly born genre and similar texts, or 

those ones which represented previous literary tradition. He tries to define the essence of 

fantasy by separating it from the texts which he thinks can be mistakenly taken as fairy 

stories: he writes about texts that, in his opinion, do not belong to the new genre but 

traditionally accepted as samples of it. And here, as a parameter that helps to distinguish 

fantasy from similar and related genres, Tolkien intuitively approaches what Bakhtin 

called the "chronotope." 

As the first and main difference between fairy stories (and fantasy) and other texts 

where elements of the miraculous or unreal are present, Tolkien claims that aesthetically 

and stylistically the latter derive from "our world" and "our time." Analyzing Swift's 

Gulliver's Travels, Tolkien notes that "such tales report many marvels, but they are 
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marvels to be seen in this mortal world in some region of our own time and space" ( 44 ). 

Even the diminutive size that relates Lilliputians with fairies does not make them more 

fabulous. "Liliputians are merely men," Tolkien notes, without going into further 

explanation of what makes fantasy heroes more than regular human beings. It is obvious 

that the world of fantasy is not our world, and its heroes live in a different temporal 

dimension which superficially reminds "real" world. Literally, this axiom is implemented 

in the texts ofTolkien and other Inklings members; however, the purely mechalfical 

transfer of a hero who does not look like a real man into a unique chronotope is not a 

guarantee that the text about this hero will automatically be read as a fairy-story. Tolkien 

himself, in his attempt to delineate the world of fantasy, does not make positive 

statements about the nature of fantasy space-time. He stands on the basis of apophaticism 

(negation), trying to define the external boundaries ofthe genre and separating it from 

what cannot be taken as fantasy. The separation of the fantasy chronotope from "our" 

world and "our" time is found in the historiosophy and mythology of the Lord of the 

Rings trilogy; however, as ironic as it may sound, Tolkien could not maintain this 

separation in his theoretical account of fantasy. 

In addition to the fact that the laws of our time and our familiar space do not work 

in the fantasy world, Tolkien proposes in his essay a number of other apophatic truths 

about the nature of the genre. First of all, the writer denies the decisive role of physical 

differences between the familiar world and inhabitants of fantasy. Tolkien considers 

narrow-minded a view on fairy stories as tales about giants and midgets. Only one 

superficial change in the form and type of creatures or objects is not enough to make the 

story "fantastic." Sometimes a fairy story can be realistic in its style and still be more 
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"magic" than those ones with dwarfs and giants. The court of King Arthur, presented in 

legends very similar to the courts of the historical medieval monarchs, "is a fairy story 

rather than the tale of Oberon" ( 41 ). The presence of fantastical (physically different and 

unreal in our world) beings in "Nymphidia" did not help Michael Drayton to create a true 

fairy story. His king of fairies, Oberon, and his court are merely "common things wholly 

in miniature" (Oliver Elton). In these two examples Tolkien compares an anonymous 

folklore source with undefined time of written fixation (a legend) with a literary tale 

belonging to an individual (not collective) author. From this comparison it is obvious that 

Tolkien finds the time and space of an ancient legend much more suitable for fairy stories 

than the mechanical stylization of a miracle based on physical inconsistency found in a 

literary fairy tale. 

Tolkien extends his apophatic principle, which denies the significance of physical 

differences for fairy stories, to animals. Tales about animals, which are present in the 

folklore of all cultures without exception, are not fairy tales in their essence: "Animal 

form is only a mask upon a human face," writes Tolkien ( 46). Thus, the mask, understood 

as allegory, is not the tool that fantasy authors use. The masks of animals hiding a human 

face are suitable for satire and moralizing from which the fairy tale is situated very far. 

Tolkien repeatedly stresses that moralizing allegory kills the spirit of the fairy story. 

Indeed, intelligent animals in the literature of fantasy (e.g., in The Chronicles ofNarnia 

by C.S. Lewis) are not animals from Aesop's fables. They are far from the theater stage, 

the public square, to where the mask came from the ritual and from where it proceeded 

into the literature. They do not carry any duality in themselves, any division into external 

and internal (mask and person, story and morality, scene and forum). Talking animals in 
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fantasy illustrate another principle: the gift of speech in Lewis's world is the gift of 

Asian, the Creator ofNarnia, bestowed on everyone including animals. If we consider 

this nuance in the context of Inklings' aesthetics, in the context of a deep rethinking of 

myth and mythology which took place in club discussions, then talking animals are a sign 

of the special space-time in which the events take place: a special space of myth where 

logos (speech, thought, consciousness) is not limited to the world of people but fills the 

whole universe as the primary divine gift available to all creation. In this context, the 

mask is something contrary to the aesthetics of the myth; it emphasizes the difference 

between man and animals, the gulf between them. The mask is a tool of separation while 

in the space of myth, in the chronotope of the fairy story, this separation is removed and 

the primary unity of the literary world in logos is recreated. The world of fantasy is 

logos-centered. 

The third thing that differentiates fairy stories is their non-participation in what 

Tolkien called the "machinery ofDream" (45). Dream and vision in themselves can 

depict wonderful events similar to a fairy tale. But at that moment when the author 

informs the reader that everything depicted earlier is an illusion of a sleeping 

consciousness, "he cheats deliberately at the heart of Faerie" (45). Thus, inside a dream, a 

story can be quite fabulous, but, declared a figment of the imagination, it completely 

loses its aesthetic effect. Using Bakhtin's term, we can say that at the moment of the 

disclosure of the unreal, fantastic nature of events, the chronotope of the narrative 

changes: the plot returns from the space of possibilities to "our world" and "our time," 

which is incompatible with Tolkien's theory of the fairy tale. It is not a coincidence that, 

unlike other luminaries of the genre, Tolkien in The Lord of the Rings completely 
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excluded a system oftwo worlds (primary and secondary) and the movement from one 

world to another, from "our" world to the world of fantasy. Margaret Hiley rightly points 

to this revolutionary feature ofTolkien's poetics. Speaking about the creative methods of 

modernist writers, who actively addressed the myth before Tolkien and the Inklings, she 

notes: 

[t]hey frequently take already extant literature, which functions as the primary 

system of myth (such as Homer's Odyssey for Joyce's Ulysses, or the various 

sources that are quoted in fragments in Eliot's The Waste Land), and superimpose 

on it the secondary system of their own work, thus robbing the primary work of 

its own identity and significance, stealing its language. (842) 

Tolkien is far from such "theft" because his approach is different: he borrows the creative 

method of the classical myth and ignores its content. He is far from superimposing "our 

world" and classical myth; he does not need primary and secondary "systems"-he 

creates his own sole and self-sufficient world which organically unites myth and reality 

in entirety of the "true myth" (Hiley 854). That is why in The Lord of the Rings there is 

only one world, in the time and space of which events take place. And this is not "our 

world" where magic is a mask, an illusion, or a dream. Middle-earth is the world 

encountered in the oldest layers of our culture, a world created by a consciousness that 

perceives reality in its primary and integral supernaturalism. 

Tolkien also notes the positive features of the new genre. Judging as partial and 

incomplete attempts to introduce the magic into our world in the above-mentioned 

literary texts, Tolkien insists that magic lives only in a "realm or state in which fairies 

have their beings" ( 42). Thus, he insists on a special world, a special space in which the 
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writer can place miracles. The words "realm" and "state" emphasize the integrity of this 

space: its unity and closed impenetrability for everything that is regular and non

miraculous. 

According to Tolkien, the miracle is not an external force that regains its place in 

the mundane (profane) reality becoming an island of magic in the ocean of rationalistic 

philistinism (as, for example, it is seen in the first chapters of Harry Potter and the 

Philosopher's Stone by J. K. Rowling; but before her, the same contrast technique was 

widely used by E.T.A. Hoffmann). A miracle in the "state" of a fairy tale is a reality that 

is consistent with the laws of this particular realm, not a rare and memorable exception. 

Tolkien insists that the contrast created by a miracle in "our" world is destructive to 

fantasy aesthetics where the laws of nature themselves do not contradict the miraculous. 

This destructive contrast is a basis for an understanding of the miraculous in the 

Enlightenment era (e.g., Gulliver's Travels and The Adventures of Baron Munchausen). 

The very nature of the marvelous in Swift's and Raspe's books is presented as something 

supernatural; it is either an exaggeration or understatement of the laws of physics. Baron 

falls from the Moon and not from a chair, for example; his fall leaves a deep hole in the 

ground and did not just raise dust, etc. The physical laws themselves are not repealed or 

reinterpreted; they are only comically sharpened with the help ofhyperbole. 

In fantasy, the miracle is essentially different. It has nothing to do with 

overcoming the laws of nature because it is a law of nature. A miracle loses its status of 

exclusiveness and supernaturalism in a world where everything is wonderful and 

supernatural. The whole world of fairy stories is a space of the miraculous, a wonderful 

integrity without islands of a mundane, non-wonderful reality. In other words, the quality 
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and status of the miraculous in fairy stories and in the previous literary tradition are 

fundamentally different: the law of miracle comes to replace the exceptional 

manifestation of the supernatural; this law deepens the understanding of nature, cancels 

the rationalistic and positivistic approach to reality, and reinterprets nature as a whole in 

all its potencies. This is the polemical sharpness of fantasy aesthetics in relation to the 

previous literary tradition. Tolkien and the Inklings go beyond the framework of this 

tradition, not just developing and enlarging the genre of a literary fairy tale, but offering a 

new "chronotope" with its special space and time, the special nature of things where 

miracle is the law. 

Leaving aside the question of the reader's perception of such a world, for which 

Tolkien introduces the concept of Secondary World, to which "literary belief' leads (60), 

let us tum to the hero and the conflict. "Most good fairy-stories are about the adventures 

of men in the Perilous Realm," Tolkien writes ( 42). To expand this short formula is not 

easy, largely because it is applicable not only to the texts of fantasy. For example, 

adventure and travelling are the main elements of Ancient Greek and chivalric romances 

which have their own special adventurous time and wonders. Adventurous time, 

according to Bakhtin, is characterized by abnormal length due to its oversaturation with 

events that do not fit an ordinary human life (Eaxnm, <l>opMbi 16-17). This type of time 

does not have any influence on heroes; it does not change them either inside or outside 

(physically). By the end of the story, the hero of a Greek adventurous novel is exactly the 

same as he was at the beginning: he only acquires something that was unfairly taken 

away before because of different circumstances (as a rule, he gets his bride back). The 

nature of the "adventures" ofTolkien's heroes is completely different. All adventures are 
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subordinate to the mission; it is the mission that builds the logic of adventures in The 

Lord of the Rings and The Chronicles ofNarnia. And the mission itself-the transition of 

the world to another positive quality-implies the adventurous character of the plot. The 

space where all events take place is a space of danger, says Tolkien. This space rapidly 

goes through metamorphosis, which is fraught with opposite outcomes. Changes and the 

movements affected by these rapid changes permeate all layers of the mythical world 

and, above all, the characters. The hero's journey, ending with eucatastrophe, an 

unexpected resolution of the conflict in a way that is positive for the characters and for 

the reader as well, becomes the visible expression of the global metamorphosis. 

Expanding the formula ofTolkien above, we can say thatfantasy is a world of wonder, 

going through catastrophe to metamorphosis, the result of which is the rebirth of the 

world of wonder in another time-space paradigm. This formula is valid for early fantasy 

stories: The Lord of the Rings, The Chronicles ofNarnia, and The King's ofEljland 

Daughter by Lord Dunsany. The end ofNamia and the end of Middle-earth, thus, is the 

end of fantasy. Together with the storylines of the characters, with the exhaustion of the 

conflict, the unique chronotope in which the events unfolded and characters existed is 

over. 

Discussing the question of the genesis of fantasy, Tolkien shows himself 

something of an agnostic. He says that it is impossible to understand rationally the 

essence of fantasy; it can only be mystically felt. In spite of his own "imperfect vision" of 

the nature and genesis offantasy, Tolkien nevertheless places fairy stories among 

interesting relative genres. Speaking about an accepted point of view on the origin of 

genres in the literary criticism of his time, Tolkien understands it in the opposite way: 

45 



The Olympians were personifications of the sun, of dawn, of night, and so on, and 

all the stories told about them were originally myths ... of the greater elemental 

changes and processes of nature. Epic, heroic legends, saga, then localized these 

stories in real places and humanized them by attributing them to ancestral heroes 

... And finally these legends, dwindling down, became folk-tales, Miirchen, fairy

stories- nursery-tales. That would seem to be truth almost upside down. (51) 

The myth, localized in the ancient genres of folklore, settles in a fairy tale, the main 

audience of which are children, carriers of non-rationalistic, "mythological" 

consciousness. Thus, a fairy tale is a "distilled" myth, a remnant of a myth, which served 

ancient people as a tool for exploring reality which they could not understand. Rejecting 

this view, presented by Max Miiller, Tolkien writes that the "history of fairy-stories is 

more complex than the physical history of the human race, and as complex as the history 

ofhuman language" (49). The fairy tale, which was at the origin ofhuman civilization 

and which became, in fact, the first word uttered by man in the world and for the world, 

is not subject to rational linguistic analysis, since this is a monolithic foundation of 

culture that cannot be divided into simpler components. Denying inheritance and 

diffusion as the ways to explain the origins of a fairy tale, Tolkien insists that 

independent invention "is the most important and fundamental" (50) approach to the 

problem of the fairy-tale's genesis. 

The fairy tale for Tolkien is the primary reality of culture not a child's reading. 

This justification of the genre is the main contribution of the Inklings to the development 

of the fairy stories. By bringing the tale out of the framework of a simplified 

understanding of contemporary philological science, Tolkien was able to rethink it in 
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terms of the myth and, enriching the fairy tale with a special chronotope of the 

miraculous, introduce it into modem literature as a new genre that received wide 

popularity from the twentieth century onward. 

47 



CHAPTER THREE. THE MIDDLE-EARTH'S CHRONOTOPES 

Time and space present themselves in the unity of chronotope which gains 

physical and visible forms in the text. The most significant chronotopic elements in The 

Lord of the Rings include geographical locations, their boundaries (edges), water in all its 

forms and kinds (rivers, lakes, streams, Sea), the chronotope of the Road and the path, the 

chronotope of the memory, realizable in the forms of the annals and manuscripts, the 

artifacts' chronotope. Also, the characters have their own chronotopic aspect. All 

chronotopes of the text are often intertwined and together they create unique chronotopic 

wholeness of the narrative. 

Prologue as the Chronotope 's Formula 

The chronotope is set up and discussed at the very beginning of the story, in the 

Prologue. The fact that Tolkien specifically stipulates and presents the concept of time 

and space sharply distinguishes his epic from contemporary literature, where the 

chronotope is given a priori. Thus, time in The Lord of the Rings is formalized and 

formulated as a separate theme of the story. 

Prologue as a poetic formula which opens The Lord of the Rings explains the 

essence of the conflict and unfolds it in a clear chronotopal framework. Listing the tribes 

inhabiting Middle-earth10 in the formula, Tolkien attributes space to elves and dwarves: 

10 Tribes are collective actors in Tolkien's trilogy where the individual and collective as categories are 
equally involved in the conflict; moreover, each hero-a human, a hobbit, a dwarf, or an elf-is a symbol 
of a tribe he belongs to on the arena of global conflict (different aspects of collectiveness in Tolkien's text 
are also discussed in chapter 2). 
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"under the sky", "halls of stone"-and assign the time to people who "doomed to die" 

(LotR frontispiece). The spatial attributes indicated in the formula-sky and stone

correspond to the biblical "heaven" and "earth" from the first chapter of the book of 

Genesis which means the highest and lowest point in space. "Heaven and earth" in the 

Hebrew's text of Genesis, hashamayim ve'et ha'aretz, is close to Greek cosmos. Thus, 

elves and dwarves occupy the cosmos, and in this confined space the concept of measure 

becomes necessary and significant. The gift of "measure" is owned by mortal people, 

because the finiteness of their life is a way of measuring time in the world of immortal 

beings. The measure brings value to the new world, helps to comprehend and "measure" 

it not only in a geographical sense, but also in a spiritual one. The humanistic meaning of 

the measure relates the Tolkien's epos with the ancient Greek formula "man is the 

measure of all things" and fits the epos into the frame of traditional antique understanding 

of man as a spiritual being located in the center of the Universe, far from the extremes of 

a purely spiritual existence (elves) or material one (dwarves). 

Beyond space and time, there is a "Shadow" mentioned twice in Prologue. 

Mordor and its darkness are an unaccounted and inappropriate location in the opening 

formula. This location does not have its chronotopic address on the map of Middle-earth: 

heaven and earth are occupied, time is given to mortals. That is why, because of its 

foreignness to the chronotope, "Shadow" wants to rule the world-it does not know any 

other type of interaction with the Universe. 

The formula does not mention the Hobbits as well. Does this mean that the 

Hobbits do not have their own chronotopic address, just as "Shadow" does not have it 

too? How to explain that a tribe without a "residence permit" becomes the main acting 

49 



force of the global conflict? In the narrative, Tolkien constantly emphasizes the surprise 

that Frodo provokes when other characters meet him and understand his mission-the 

mission ofthe One Ring's keeper. Hobbits are an element of the equation that no one has 

taken into account, and the result of inclusion of such a surprising variable into equation 

of global conflict will be a new spatiotemporal configuration of the world. If the formula 

is clear and precise in its message and does not imply any other solution than the death of 

the world ("in the darkness bind them"), then the unaccounted element of this pessimistic 

equation completely changes the final solution because of its unexpected 

unaccountedness. 

Hobbits are not included in the formula also because they did not get the ring, 

they do not have access to power. The lack of magical power makes them invisible in the 

eyes of the author of the formula. This circumstance indicates that the author of the 

opening lines may be Sauron or the nameless ancient Evil that he represents. Therefore, 

the chronotope of the poetic formula is the desired chronotope of Middle-earth from the 

point of view of the one who seeks the absolute power of Evil. But the text of the book 

contradicts the formula and draws other, more complex, chronotopic relations. The 

collision of the trilogy, therefore, can be represented as a struggle between two concepts 

of space and time in Tolkien's myth: a closed monochromatic chronotope of power 

("Shadow"), in which time and space essentially no longer exist, and an open, emerging, 

changeable, and progressing chronotope, the essence of which is movement, 

development, constant metamorphosis, i.e. life. 
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Chronotope of Memory 

The time in The Lord of the Rings is always experienced by the heroes as a 

moment of the present that is shown as a part of the mythological cycle. The main events 

of the trilogy always reveal this cycle making it visible. Each event is an echo, reflection, 

or variation of the similar event from the past or even several events at once. Temporal 

layers in Tolkien's narrative are always superimposed, resonating with each other: 

Current events always appeal to a context consisting of similar or related events that took 

place before. Speaking in musical terms, each event is not a note but sounds always as a 

chord-time in the trilogy is always symphonic (from old Greek syn-together, phone

sound). The past burdens the present and experiences itself as the present again in every 

step Frodo and other characters make. It creates a space of meanings in every moment of 

history, enriches it with a historical, psychological, cultural, and religious perspective. To 

ensure the unity of such a complex time, Tolkien turns to the memory ofhis characters

individual and collective, reflected in writing or in oral tradition. 

As shown in previous chapters, mythological time and space are always 

antipathetic with respect to history and geography-real space and real time. Tolkien 

exacerbates this feature of the myth, eroding the chronological framework even more, 

and building the space and the "history" of Middle-earth as a "matrioshka" doll: each 

chronotopicallayer of narrative hides (or reveals) another one, which is deeper and more 

ancient. The time and space of Middle-earth, as it appears on the first pages of The Lord 

of the Rings, is not the primary time of the myth, not the "beginning of the beginnings." 

This is a measurable local chronotope immersed in a potentially infinite and 

immeasurable time and space. Therefore, already at the beginning of the first book, 
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Tolkien refers the reader, who wants to localize Middle-earth, to The Hobbit, which, in 

tum, also represents a local history in an unlimited chronotope of myth. Tolkien uses the 

"matrioshka" method further along the story. For example, it is seen in Elrond's speech at 

the council where the Fellowship of the Ring appeared. Listing the defeats ofSauron in 

the past, Elrond recalls the Last Alliance of Elves and Men and compares the ancient 

battle with those that preceded it: 

I remember well the splendour of their banners,' he said. 'It recalled to me the 

glory of the Elder Days and the hosts of Beleriand, so many great princes and 

captains were assembled. And yet not so many, nor so fair, as when 

Thangorodrim was broken, and the Elves deemed that evil was ended for ever, 

and it was not so. (LotR, Il.2.236-237) 

Elrond's speech embeds Frodo's story in the context of a thousand-year history, giving 

the journey an epic dimension. In Elrond's speech, there are four time layers involved: 

the moment of the present, where the reader, along with Frodo, reinterprets the story as a 

new (and yet another one) link in the eternal battle of good and evil; the moment of the 

future, where the story, by analogy with the past, is seen as a future direct clash of Sauron 

and the united forces of different nations of Middle-earth (the Fellowship of the Ring in 

this context seems like a new alliance of Men and Elves, which is moving at its full speed 

to a new battle in the finale of the third volume); a moment of the past associated with the 

previous holder of the Ring-Isildur; and, finally, a moment of the distant past, to where 

only Elrond's memory leads-"hosts ofBeleriand" and "when Thangorodrim was 

broken." Multilayer time is a wonderful stylistic feature of the trilogy, which makes the 

world of Middle-earth contextually localizable, but infinitely far from the absolute 
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beginning. Middle-earth against the backdrop of this temporal infinity is only a random 

aberration of time and space, concretized in the measurable storylines of the heroes and 

in an exhaustive conflict. 

Memory as a tool that allows a writer to create complex, multi-layered time is 

present in the text not only in the form ofheroes' memories. The collective memory of 

people fixates substantial changes in the local chronotope in a manuscript, annals, a book 

or a family tree. At the same time, individual or collective memory does not violate, but 

contributes to the manifestation of the peculiarity of the narrative noted above -the 

erosion of the chronotopic borders of Middle-earth which leads to a contextual 

chronotopic infinity, against which the story develops. This trend is demonstrated by the 

Red Book attributed to Bilbo. 

In the first lines of the Prologue, Tolkien refers the reader to the Red Book of 

Westmarch manuscript, which is present only as an artifact (and not as a text) on the 

pages of The Lord of the Rings. Thus, even before the story begins, Tolkien forms his 

multilayer chronotope: the events of the trilogy are associated with the events of The 

Hobbit, which in turn are set out in the Red Book that is lost. The Red Book, which is not 

accessible to the reader, contains a lot of information; references to it are scattered 

throughout the Prologue. For example, one can learn from it about "Bandobras Took 

(Bullroarer), son of Isengrim the Second, [who] was four foot five and able to ride a 

horse. He was surpassed in all Hobbit records only by two famous characters of old" 

(LotR Prologue 2). This reference to the lost book mentions someone who had lived 

before the records about him were made in the book, and who is compared in this 

reference to a third person who had lived far before the compared one became a part of 
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records-that is how Tolkien creates his multilevel time flow. The reader will also learn 

from the Red Book a briefhistory of the One Ring, which contains Bilbo's "memoirs" 

(LotR Prologue 12) that were "disbelieved" by Gandalfwho played a great role in all 

described events. Even within his own world, Tolkien is fighting against the concept of 

what can be called objective "reality." 

Thus the basic source of the narrative is claimed lost and extremely subjective. 

Although, "the original Red Book has not been preserved, but many copies were made, 

especially of the first volume, for the use ofthe descendants of the children ofMaster 

Samwise. The most important copy, however, has a different history" (LotR Prologue 

14). Reference to a lost source is a popular element of the poetics ofpostmodemism11 • 

Obviously, Tolkien resorts to it before the postmodem experiments and with slightly 

different goals. It was said above that Tolkien removes the "beginning ofbeginnings" 

from the chronotope of Middle-earth; the world, as the reader sees it on the pages of 

trilogy, has no beginning and no end; it is not localized in time and space of the reader. 

The lost original of the Red Book is also a peculiar rejection of the textual "beginning of 

beginnings," a rejection of the only true source containing the only true account of 

events. Preventing the reader from relying on a clear chronological framework of history, 

Tolkien also deprives the reader of a reliable source of interpretation of events- "holy 

scriptures," of which only "copies" remain. 

Why does the author need this blurring of time and space in his narrative? Why 

does he permanently claim the relative, and sometimes dubious, reliability of manuscripts 

and chronicles of the Shire? Firstly, as already noted, this makes the chronotope of the 

11 Compare, for example, the history of the Ad so's manuscript in Umberto Eco's Name of the Rose, or 
analysis of texts which never existed in "A Survey of the Works of Herbert Quain" by Jorge L. Borges. 
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story voluminous and multilayered. Tolkien deliberately moves away from the 

"beginning of beginnings," from a strict chronological sequence, deliberately refers to 

several parallel chronologies ( elven, hobbit, human ones )-and he does not do this to 

confuse the reader, but this way he reveals the plasticity of time, and thereby its relativity. 

The adventure of Frodo is compared to The Adventure of Bilbo, the fight of Middle-earth 

peoples with Sauron for the Ring-with the same episodes of the past. A complex 

echoing (or mirroring) of events arises, each of which is a continuation and reflection of 

the other one. Thus Tolkien offers his philosophy of history: on the one hand, it shows 

the cyclical tradition of ancient mythology, on the other hand, the author, changing the 

scale of events, exposing subtle causal relationships, introduces the idea of development, 

evolution, and qualitative change of man and the world which was unfamiliar to the 

ancient myth. 

Tolkien's mythological cycles are open: they repeat each other in general terms 

(the struggle between good and evil, light and "shadow"), but at the level of a private 

person (Frodo, Bilbo, Galadriel, Aragorn, Gandalf, etc.) there is no cyclicity. The path to 

"there" implies a mandatory "back," and this return to the point of departure is possible 

only in a geographical aspect. In the spiritual sense, the hero never returns to his previous 

state of body and mind: both Bilbo and Frodo will always remain where they went, even 

after returning to the Shire. This is the second reason for the chronotopic blurring of the 

narrative: Due to the lack of the fixed external space-time boundaries, to the absence of 

external sources regulating the interpretation of events, the author shifts the focus to what 

is happening "here and now" regardless of the historical and literary context, and gives 

the reader the privilege to interpret the text-not the events, but, first of all, spiritual 
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(internal) metamorphosis that occurs with heroes during their adventure. Internal is 

always ahead of external in Tolkien's world. Historical time and space lose their 

absoluteness in the world of Middle-earth, but this does not mean the loss of absoluteness 

as a category of narration. According to Tolkien, absolute value is given to the moment 

of Adventure and to individual and global metamorphosis as its result. 

Memory is a key mechanism for actualization of time as category in the narrative. 

The endless and formless time is structured and ordered by the memory of the creatures 

that inhabit Middle-earth, but it is not exhausted by their memory, neither it is fully 

described in different kinds of texts: "their [Hobbits] own records began only after the 

settlement of the Shire, and their most ancient legends hardly looked further back than 

their Wandering Days" (LotR Prologue 3). The relatively limited and localized memory 

of Elves, Hobbits, and Men does not so much diminish the significance of the nations of 

Middle-earth, as it emphasizes the infinity of time, which seems autonomous and 

independent of the events narrated in the book. The endless current of time was wordless 

and speechless before chronicles (or memory as it is) appear, but it still was present as a 

category of Being, and all the nations ofMiddle-earth accept this as an axiom of their 

existence. 

The boundless time is consonant with the endlessness of space, which undergoes 

conditional changes approximately corresponding to the geography of the settlement of 

nations. Tolkien emphasizes conventionality and fragility of the connection between 

physical space and the history ofMiddle-earth (which is a product of memory) with the 

namelessness oflarge locations. If relatively small locations that coincide with the habitat 

of nations have specific names: Khazad-dum and Moria, the Shire and its towns-
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Bucklebury, Westmarch, Crickhollow, Bree and others, Rohan and Gondor with its cities, 

then global locations sometimes lose their names and become equal to their essence: the 

sea is just the Sea, the largest river Anduin is often called the Great River. The situation 

is the same with the division of time: the reader is a witness of events leading to the end 

of the Third Epoch; obscure hints about previous eras are scattered along the text but 

eventually lead to the impenetrability of"Elder Days" (LotR Prologue 12). Thus, the 

chronotope ofMiddle-earth concentrates, thickens and becomes extremely concrete in the 

context of the Adventure which the heroes go through, and returns to the original 

uncertainty and namelessness outside the hero's storyline. 

The specificity of the memory of the peoples of Middle-earth is that it does not 

materialize time mechanically, filling it with all available facts. Memory does this 

selectively and always coexists with forgetfulness: "The beginning of Hobbits lies far 

back in the Elder Days that are now lost and forgotten. Only the Elves still preserve any 

records of that vanished time, and their traditions are concerned almost entirely with their 

own history, in which Men appeared seldom and Hobbits are not mentioned at all" (LotR 

Prologue 2). The narrator points out the fragility of the people's memory, its temporary 

nature, subjectivity, and imperfection, the disproportionality of memory and the 

millennia! stream of time which this imperfect memory is trying to grasp: "Of their 

original home the Hobbits in Bilbo's time preserved no knowledge" (2). In addition to 

forgetfulness, memory selectively changes objects, events and their participants, giving 

them a sense that makes them meaningful and understandable for a particular community. 

For example, immediately after the disappearance of Bilbo, his image undergoes a 

change in the memory of the Shire: 
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It became a fireside-story for young hobbits; and eventually Mad Baggins, who 

used to vanish with a bang and a flash and reappear with bags of jewels and gold, 

became a favourite character of legend and lived on long after all the true events 

were forgotten. But in the meantime, the general opinion in the neighbourhood 

was that Bilbo, who had always been rather cracked, had at last gone quite mad, 

and had run off into the Blue. There he had undoubtedly fallen into a pool or a 

river and come to a tragic, but hardly an untimely, end." (LotR 1.2.41) 

Thus, the memory oftimes, spaces, and people in the interpretation ofTolkien, is an 

extremely subjective and important element of culture, which speaks more of its carrier 

(people) than of the facts. Collective memory functions in strictly mythological way 

preserving and transmitting the subjective "truth" of reality which always stays elusive. 

This thesis is clearly proved with the difference between real Bilbo and his folklore 

counterpart from the legends of the Shire. Technically, Bilbo's storyline may be 

considered as Tolkien's experiment on folklore reconstruction defining the ways reality is 

transformed into an object of culture. 

What does the memory of Middle-earth's peoples keep? Events that became 

milestones (or "great events" (LotR Prologue 13), as well as the turning points ofhistory, 

which Tolkien and Bakhtin call accidents. Milestones and accidents become the content 

of chronicles and manuscripts mentioned in the trilogy, and embed the history of Middle

earth in the context of adventure. These are mainly battles such as the ones that complete 

The Hobbit and The Return of the King. But taking the importance of "small" as a 

category ofTolkien's poetics into account, it can be said that particular "accidents" are 

much more important than "great events" of chronicles, and very often such small 
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occasions lead to great events. One of such accidents which turned out to be a milestone 

for the whole narrative opens Tolkien's book-Bilbo's birthday. 

This event is extremely multifunctional and involves several chronotopic plans at 

one time (the symphonic character of the event's time). First, the birthday year marks not 

only the year of a character's life that passed, but the end of a whole long period. The 

constant alternation of two modes-movement and statics-in the global chronotope of 

Middle-earth and in individual lives of the main characters is a cross-cutting feature of 

The Lord of the Rings' poetics. In the particular case of Bilbo's birthday it's especially 

visible: Tolkien shows with extreme clarity that this year's birthday has the meaning of 

an "accident." This meaning is emphasized by the figures: 111 years of Bilbo and 33 

years of Frodo are celebrated on the same day. Both numbers contain the triple as their 

element and mean completeness, maturity, the end of the ripening period and readiness to 

use the accumulated force and resources in a new field. For Bilbo, this means the end of a 

quiet life in the Shire (statics) and the return to the space of adventure and creativity 

(dynamics); Frodo becomes the owner of Beg End and the owner of the One Ring. 

Second, Bilbo's legacy going to Frodo, his moving to Bilbo's house, and "coincidence" 

oftheir birthdays (Frodo will keep on celebrating Bilbo's birthday every year) make the 

young nephew a literary double of Bilbo, who continues his adventure, develops it, and 

enriches it with his own storyline. Finally, on Bilbo's birthday, the Ring gains its new 

guardian and thereby paves the way for the inevitable ending of its own history and the 

entire Third Age. Thus, the symphony of time creates symphony of meaning. 
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Tolkien directly calls the finding of the Ring described in the manuscript of Bilbo 

an "accident" (LotR Prologue 11 ). Interpreting this situation later, Gandalf mentions the 

reasons hidden in the depths of the event: 

There was more than one power at work, Frodo. The Ring was trying to get back 

to its master ... So now, when its master was awake once more and sending out his 

dark thought from Mirkwood, it abandoned Gollum. Only to be picked up by the 

most unlikely person imaginable: Bilbo from the Shire! 'Behind that there was 

something else at work, beyond any design of the Ring-maker. I can put it no 

plainer than by saying that Bilbo was meant to find the Ring, and not by its 

maker." (LotR 1.2.54) 

Thus, in the eyes of the reader, Bilbo's "accident" is slowly moving into the category of 

"event" in order to become a milestone at the end of the trilogy that determined the 

decline of the Third Age. The driving force of any "accident" of such a kind, according to 

Bakhtin, is "the intervention of irrational forces" ( <!>opMbl 20), which is confirmed by 

Gandalfs interpretation. Summing up all these "irrational" reasons, Tolkien introduces 

the category of fate into the narrative as the broadest generalization of story's highest 

logic: accidents leads to events which become milestones that reveal the will of fate. 

In the world of Middle-earth, as it was shown in the previous chapter, a miracle is 

a law of nature, and therefore, as researchers note, in Middle-earth there is no religion in 

the usual sense of the word (Stanton 30). Nevertheless, Tolkien does not deprive his 

imaginary world of the religious category of fate, which, by the meaning that the heroes 

of the trilogy put into this concept, is close to Providence. So, Gandalf refers to Fro do in 

Rivendell saying: "fortune or fate have helped you" (LotR 11.1.216). Good fate, leading 
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the world as a whole and each hero individually to victory over evil, is the most general 

category of the Tolkien chronotope. It stands above everything; the most ancient and 

powerful creatures ofMiddle-earth, magicians and Elves, appeal to fate. In his farewell 

speech to the members of the Fellowship of the Ring, Celebom, Lord ofLorien, says that 

"For we are come now to the edge of doom" (LotR II.8.358), implying that the world is 

no longer subject to the power of Elves and less powerful creatures-it goes into power 

of fate. Summarizing the mission ofthe just-created Fellowship of the Ring, Elrond 

addresses his participants and declares fate a source and reason of unfolding events: 

That is the purpose for which you are called hither. Called, I say, though I have 

not called you to me, strangers from distant lands. You have come and are here 

met, in this very nick of time, by chance as it may seem. Yet it is not so. Believe 

rather that it is so ordered that we, who sit here, and none others, must now find 

counsel for the peril of the world. (LotR II.2.236) 

In Elrond's speech the providential role of fate is clearly seen: he appeals to fate which 

gathered representatives of different nations to stop the evil and help the world to go 

through painful metamorphosis. Finally, the sign of fate sees Gandalf in Bilbo's pity for 

Gollum: "the pity of Bilbo may rule the fate of many" (LotR !.2.58), which prophetically 

determined the ending of the trilogy. Thus, predestination builds a logically verified plot 

out of the chaos of events and accidents. In the light of the highest logic of fate, each step 

of the heroes is endowed with a metaphysical meaning besides a purely contextual one. 

The actions of the heroes fit into the logic of the mission, allowing the reader to evaluate 

every deed of the character from the highest point-from Providence's point of view. 
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Fate, as events unfold, turns the story of the stolen ring into a drama of a truly cosmic 

scale that determines the future of the universe. 

Chronotope of the Road: Between the Statics and Dynamics 

Time and space in the trilogy are clearly divided into two modes: the time of 

adventure and the time of songs; action time and the time of the memories of these 

actions. In a broader sense, we can talk about the static and dynamic chronotopes of 

narrative, which are interconnected by the road or its variations (path, river). "The 

significance of the road chronotope in literature is enormous: a rare work occurs with no 

variation of the road motive, and many works are directly built on the chronotope of the 

road, road encounters, and adventures," Bakhtin wrote (([JopMbl 24). These words are 

fully consistent with the poetic nature of The Lord of the Rings. 

In order to understand the importance ofthe chronotope of the road in Tolkien's 

fantasy, it is necessary to accept as aforementioned stylistic axiom the division of the 

space of the trilogy. The space of statics and the space of dynamics correspond to a 

certain concept of the world-the world as a state, or the world as a formation or 

becoming. 12 Moreover, both of these worlds do not merge in the trilogy; they have their 

own clear boundaries but actively interact with each other during the global 

metamorphosis of time and space (the changing eras). All locations visited by the heroes 

correspond to one or another type of space: statics is observed predominantly in towns or 

some ethnical areas (The Shire, Hobbiton, Bree, Minas-Tirith, etc), and dynamics (or 

becoming) correspond to mountains, rivers, and roads along which travelers move. 

12 Verlyn Flieger also notes a dual nature of Tolkien's time: "fluid and static, linear and circular, mortal and 
immortal" (22). 
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Heroes are also divided into groups depending on their attraction to the poles of dynamics 

or statics; among them there are Hobbits who prefer settled lifestyle, and Rangers who 

always travel. The four hobbits in the center of the story connect statics and dynamics: 

they are settled people who set off on the Road. 13 

Large static locations are the Shire, Lori en, the House of Elrond in Rivendell, and 

some others. What are chronotopic characteristics of such kind of spaces? First of all, 

their detachment and autonomy. Hobbits cherish their isolation from the big world; they 

disappear all the time from "the history of Men and of Elves" and are not interested in 

"events in the world outside" (LotR Prologue 4). The same characteristics, self-

sufficiency and even secrecy, are found in the Elven kingdoms that Frodo and his friends 

visit. The inhabitants of Lori en cultivate their own uniqueness and protect their kingdom 

with charms not only from enemies (orcs), but also from the peaceful nations of Middle-

earth. Their inaccessibility turns them into characters of local folklore that cannot be met 

in the present. As a result, Gimli has to convince the horsemen of Rohan of the existence 

of Galadriel (II-38). Sam draws an important parallel between two dissimilar static 

spaces-Shire and Lorien: 

[t]hese folk aren't wanderers or homeless, and seem a bit nearer to the likes of us: 

they seem to belong here, more even than Hobbits do in the Shire. Whether 

they've made the land, or the land's made them, it's hard to say, if you take my 

meaning. It's wonderfully quiet here. Nothing seems to be going on, and nobody 

seems to want it to." (LotR II.7.351) 

13 Settlement and movement, statics and dynamics form the basis of Sam Gamgee's permanent internal 
conflict, which most vividly demonstrates the dissimilarity of two modes of existence and their forced 
proximity in the character's mind. This conflict is explained by the logic of the Fellowship's mission and 
the logic of fate which, as it was shown before, is the highest chronotopic category of Tolkien's narrative. 
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Sam reveals an important similarity between dissimilar locations: both the kingdom of 

the Elves and the Shire are weighed down by any changes and strive for complete stasis. 

The spaces of stasis are not only self-sufficient and separated from external life, from the 

space surrounding them-they are also detached from time. Later, Sam will notice that 

time did not flow for them in Lorien in the usual way, Legolas even had to explain to him 

that several days spent in Galadriel's realm correspond to a complete change of the 

Moon, which Sam simply did not notice (LotR 1!.9.379). Legolas is one through whom 

Tolkien presents the philosophy of time he implemented in the trilogy. According to 

Legolas, Elves' kingdoms are pretty close to a complete static of time when its flowing 

nature is about to lose the slightest dynamics, and time for Elves almost turns into a 

different category-eternity: 

[t]ime does not tarry over .. . but change and growth is not in all things and places 

alike. For the Elves the world moves both very swift and very slow. Swift, 

because they themselves change little, and all else fleets by: it is a grief for them. 

Slow, because they do not count the running years, not for themselves. The 

passing seasons are but ripples ever repeated in the long long stream. Yet beneath 

the Sun all things must wear to an end at last. (LotR 1!.9.379) 

An important aspect of Legolas's speech, which is similar in tone to the biblical book of 

Wisdom ofSolomon14, is the subjective nature of time's perception: Elves not only live 

years and centuries like other creatures of Middle-earth, they acutely feel time's flow due 

to their proximity to eternity. Moreover, the very presence of the Elves changes the 

14 Time theme opens Ecclesiastes: Ita time to be born, and a time to die" etc. Human life in all its main 
aspects is clearly juxtaposed to the time flow as universal category. Time, according to Ecclesiastes, 
proves temporality of human existence and, at the same time, gives meaning to every moment of life. 
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nature of time-in their kingdoms, as the Hobbits notice, time flows remarkably 

differently. Thus, Tolkien develops time as a flexible category of the visible world, which 

is presented not only as an aspect ofhero's physical existence in the space, but as an 

effect of this existence, and as an aspect of hero's subjective perception of the world as 

well. 

The same mode of time is observed by Frodo, resting in Elrond's house before 

traveling to Moria: he notices that time in Rivendell almost disappears, the event as a 

dynamic category of life goes by the wayside (events are almost absent in Rivendell, with 

the exception of the Council of Elrond which can be understood as preparation for action, 

not an action itself), they are replaced by a state of bliss and relaxation, i.e. inaction. 

Sometimes inaction finds a literal expression: heroes are either in bed, or want to sleep, 

or fall asleep. This feature looks completely natural in the conditions of "extended" and 

"slow" time in a static location. In Rivendell, "Frodo woke and found himselflying in 

bed" (LotR 11.1.213 )-thus begins the chronotope of the house of Elrond. In one of the 

halls of the Elven palace "Sam had fallen asleep" (LotR 11.2.227) right before Bilbo 

started reading his poem of Earendil. The Shire, which is an exemplary static location, in 

Hobbit's songs is also a space of rest and sleep: "Upon the hearth the fire is red, Beneath 

the roof there is a bed ... Fire and lamp, and meat and bread, And then to bed! And then 

to bed!" (LotR 1.3.76). In the song the Hobbits are singing on their way to Buckland, the 

Shire is synonymous with the word "home" opposed to the "world": "Home is behind, 

the world ahead." In the same couplet, "home" and "world" are interchanged: "Then 

world behind and home ahead, We'll wander back to home and bed." Thus, static and 
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dynamic spaces alternate and close in a circle, united by the Road or "path" (as a variant 

of the Road). 

What else, besides isolation, seeming self-sufficiency, and dreaming is 

characteristic of static locations in the trilogy? This is, as before mentioned, active 

inaction, which is expressed in the form of a celebration or a feast. The narrative opens 

with a double birthday that is celebrated by Bilbo and his nephew in the Shire. As it is 

typical for Tolkien's narrative, after the apogee of the feast the hero immediately 

disappears, moving to a different state of things-he leaves the statics and goes into the 

dynamics of Adventure. Although there is no dynamic spaces for Bilbo anymore in the 

trilogy: The next time the reader sees Bilbo in another static location-in the house of 

Elrond, where he is busy with writing songs and presenting his biography which is also a 

form of active inaction. 15 During the Council, Bilbo is indignant that lunch will be 

delayed due to negotiations (LotR II.2.242). Bilbo's outrage is caused by the fact that the 

Council's discussing the future of Middle-earth is an invasion of dynamics into the space 

of statics, which, according to Bilbo, is inappropriate. In a static location, the energy of 

the Adventure freezes, and any reminder of it is a violation of the unwritten agreement on 

the division of the Middle-earth chronotope on two zones; this is a sign of a threat to the 

order of things. The members of the Fellowship of the Ring are forced to leave the 

hospitable spaces of the Shire and the Elven kingdoms so that the plot can go back to 

dynamic areas and develop further. Bilbo does not go away with them and appears in The 

15 Bilbo recommends the house of Elrond to Frodo as "a perfect house, whether you like food or sleep or 
story-telling or singing, or just sitting and thinking best, or a pleasant mixture of them all" (I, 219). Thus, in 
his short report, Bilbo describes features of any static location in Tolkien's trilogy that were summarized 
as active inaction. In his description, meditation is prioritized over eating, sleeping and singing, i.e. full 
static always overcomes any form of dynamics, even if the latter one is just a form of rest or joy. 
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Lord of the Rings as a representative of static spaces; his main function in the narrative is 

to be an echo of the Adventure that he once experienced and to which he actually never 

returns: "I got here without much adventures" (LotR II.1.225). But even in this role, Bilbo 

can still serve the Adventure, falling into resonance with it due to his memories and 

memoirs (the role of the Red Book was discussed before, in the context of the chronotope 

of memory). 

However, both statics and dynamics deep down feel their mutual gravitation. 

Aragom, as a dynamic hero, discovers this connection on the Council: "If simple folk are 

free from care and fear, simple they will be, and we must be secret to keep them so. That 

has been the task of my kindred" (LotR II.2.242). The life mission of the Rangers (and all 

representatives of the dynamic chronotope) is to preserve static spaces and their active 

inaction, authentic isolation, and their fostered self-sufficiency. In tum, static chronotopes 

support and bless dynamic spaces located beyond their borders. To reveal this interaction, 

Tolkien uses the motive of gifts. A short stay in the hospitable Lorien ends for the 

members of the Fellowship ofthe Ring with a final feast and gifts receiving. Each present 

subsequently saves the hero's life during the Adventure: the light ofEarendil helps Frodo 

in his fight with Shelob, a piece of soil from Lori en helps Sam to cultivate his garden, 

Bilbo in Rivendell gives Frodo a mithril coat which saves his life in Moria, the Elfstone 

from Galadriel and the Elendil sword from Elrond help Aragom in the last battle etc. The 

function of these gifts fully coincides with magic helpers ' role in lore fairy tales as it is 

described in Vladimir Propp's Historical Roots of the Fairy Tale. According to Propp, 

magical helpers (animals or things) give power over nature, since "power lives in them" 

(195). In the context of the interaction of static and dynamic spaces in the narrative, 
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magic gifts are a path of the remote, indirect participation of static space in the global 

conflict: Galadriel helps Frodo and his friends because their victory is in her interests. 

Finally, any static space is a place for songs and creativity, for comprehending the 

experience gained in the dynamic zones of the world. The main character carrying this 

function is, without a doubt, Bilbo. Bilbo is the most vivid expression of the memory of 

the Shire and of the national memory of this stage in the history of Middle-earth. In his 

Red Book and in his poetry, Bilbo captures the spiritual and symbolic meaning of 

Adventure. Unlike the narrator, Bilbo does this based on the poetics of myth. The poetics 

of the trilogy and the poetics of the ballads and poems included in it are different: having 

rethought the key poetic elements of the myth (first of all, time and space) in the trilogy, 

Tolkien painstakingly restores them in their original form in Middle-Earth's folklore or 

literary works of his heroes. In particular, he includes the return to the original state of the 

world, obligatory for a mythical narrative, to the famous formula that Bilbo uses as 

desirable ending ofhis book: "and he lived happily ever after to the end of his days" 

(LotR !.1.32). Bilbo repeats the same formula at the Council at Elrond (LotR II.2.263) as 

the most striking state of the static. At the Council, he postpones his creative plans 

(statics) in order to embark on a journey with a new mission (dynamics). This formula for 

Bilbo is an eternally receding point in the space of his personal myth, the horizon line 

where he must come, being enriched with the experience of Adventure received on the 

Road, in order to return this experience to the world in the form of ballads, songs and 

stories. In this light, the chronotope of the Road in the trilogy acquires, in addition to a 

geographical one, other meanings-symbolical, psychological, and even spiritual. 

Observing all the changes that happened with Frodo on the way to Rivendell, Gandalf 
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prophesies: "He may become like a glass filled with a clear light for eyes to see that can" 

(LotR !1.1.217). Thus, the Road uniting the static locations of the narrative serves as a 

means of positive spiritual metamorphosis ofthe hero. 

From the very beginning, Frodo's path runs away from the commonly used 

highways and tracks. He and other Hobbits move along secret paths, sometimes without 

them at all. Such behavior is primarily explained with the danger that lies in wait for 

anyone who has left static space and entered the "world": "you step into the Road, and if 

you don't keep your feet, there is no knowing where you might be swept off to" (LotR 

1.3.72). The Road, which at first appears as a space of uncertainty, immediately after the 

start of the journey becomes a space of danger. Fleeing the Black Riders on his way to 

Buckland, Frodo avoids the road. Later he keeps on using the same strategy as well as the 

Fellowship of the Ring does. Tolkien emphasizes the contrast between the familiar and 

well-known roads and paths that few people remember: if the Road is always open, then 

the paths go "through spinney" (LotR 1.6.1 07); the Road usually leads to the gate, to 

residential buildings; paths creep "behind the house"; the Road is always seen, while 

paths are often "vanish" (LotR 1.6.1 08); Road leads to the intended goal-clear and 

visible final destination, while paths are often unpredictable (LotR 1.6.112). The Strider 

Aragom, guiding the Hobbits to Rivendell, wants the group to "leave the open and take to 

cover" (LotR 1.11.177). The approach of danger forced the travelers to "pick their way 

through a pathless country" (LotR 1.12.197). The impassability that surrounds the heroes 

is a sign that the Road has lost its meaning in the light of the mission that they perform. 

Frodo's mission completes the Third Age, rebuilds the world and, therefore, cancels the 

previous geography with its roadmaps, declares it ineffective and even dangerous. The 
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time of metamorphosis is the time of searching for new ways, laying new roads, creating 

a new map of the world. Not all heroes understand and accept this: 

He stepped forward; but Borornir stood irresolute and did not follow. 'Is there no 

other way?' he said. 'What other fairer way would you desire?' said Aragorn. 'A 

plain road, though it led through a hedge of swords,' said Borornir. 'By strange 

paths has this Company been led, and so far to evil fortune. (LotR II.6.329) 

The Fellowship spends a lot of time discussing their ways, searching for a new Road, 

which turns out to be the most dangerous and, at the same time, extremely right one. 

Rejection of new paths, in fact, leads Borornir to death. He is the only one who did not 

survive to see the final battle at the Mount Doorn. 

Author enriches the chronotope of path with additional meanings: the path is not 

only an alternative to the Road that has lost its sense in the era of change (safely connect 

people)-path emphasizes the special status of those who follow it. Strider notes that the 

Hobbits' group is moving along the path that served the peoples of Middle-earth in their 

previous skirmishes with the "evil that carne out of Angrnar" (LotR 1.11.181 ). A little 

later author mentions that "they were probably following the very track that Gandalf, 

Bilbo, and the dwarves had used many years before" (LotR 1.12.203). Thus, the path is a 

trail to other places, to other events and to other people who experienced the Adventure 

in the past. It allows the chronotope of the Road to gain a deeper historical perspective 

and scope, to become symphonic as narrative time. 
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The Chronotope of Water 

In some sense, the chronotope of river is related to chronotope of the Road. 

Remembering Bilbo, Frodo notes that his uncle "used often to say there was only one 

Road; that it was like a great river; its springs were at ever doorstep, and every path was 

its tributary" (LotR !.3.72). Thus the River is introduced to the narrative as a metaphor of 

the Road. Often, both elements are interchangeable in the narrative: "the River is at least 

a path that cannot be missed," says Aragom to Boromir (LotR II.9.380). In addition to the 

physical boundaries on the map of Middle-earth (the rivers separate Rohan from Gondor, 

Brandywine is the border of the Shire, etc.), the river is also a kind ofboundary in the 

spiritual world. Both meanings are combined in the episode of Black Riders' exile with 

the waters of Ford on the Rivendell border: the river physically separates the evil, and 

then destroys it. Such a function of the river in the narrative is explained by the magical 

properties ofwater that Tolkien directly borrowed from folklore. 

In its magical role, water appears in two aspects. First, it is a peculiar attribute of 

memory-and this way water becomes time's representation. Water magically preserves 

the past for the future or reveals the future to heroes. The water ofKheled-Zaram lake 

gives hope to Gimli and his people because the "fair and wonderful" lake hides the 

"Crown of Durin till he wakes" (LotR II.6.325). Mythological time always turns back to 

the moment considered as the "golden age" (for instance, in local dwarves' mythology 

this is the time of Durin), and the water in this sense is a medium, a substance that unites 

present moment of the "iron age" and the "golden age" in the future or in the past-thus, 

water belongs to all times and appears the most universal chronotopical element of the 
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narrative. The same function is performed in the episode with Galadriel's "mirror," in 

which Sam and Frodo see the events awaiting them-the "mirror" is a bowl of water. 

Second, as was shown above, water washes away evil and purifies the world 

which fully corresponds to the ancient meaning of sacred ablutions and rituals associated 

with water. On the way to Lothlorien, the Fellowship crosses the Nimrodel stream, about 

which Legolas sings a ballad and says that the water of the stream is "healing to the 

weary." Indeed, when Frodo comes into the water he feels that "the stain of travel and all 

weariness was washed from his limbs" (LotR II.6.330). A sad Elven ballad connects the 

stream and a beautiful girl, which gives the river a traditional mythological dimension 

that endows human phenomena with phenomena of the Nature (personification); 

however, the water has also its own negative pole: at the gates of Moria, a monster who 

came out of the lake attacked the Guardian of the Ring. Gandalf uses an epithet "dark 

waters" when he describes what has happened and adds: "there are older and fouler 

things than Orcs in the deep places ofthe world" (LotR II.4.301). In these words ofthe 

magician, "dark water" is a reference to prehistoric time and space, while the life-giving 

water ofNimrodel has real power. Obviously, here Tolkien refuses the folk concept of 

"dead water," which literally kills the hero of the fairy tale, but actively uses the "living 

water" of folk tales, which gives strength. Such a creative limitation of folklore heritage 

is a consequence of the author's Christian position, according to which evil is not an 

independent and self-sufficient power in the world; evil is just a spoiled good. Indeed, 

seeing a dark lake, Gandalf exclaims: "But what has happened to the water; I cannot 

guess" (LotR II.4.293). In other words, initially the good space has undergone a tragic 
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change, but even in this state, water is not a source of evil, but rather a victim of 

circumstances, i.e. a part of History. 

Finally, the geographical and magical significance of water in all its 

manifestations is complemented by the religious significance that the Sea possesses in the 

world of Middle-earth. Tolkien's heroes have different relationships with the Sea: for the 

Hobbits, it is the "word of fear" and "token of death" (LotR Prologue 7); for the Elves, 

the Sea is a coveted abode and constant poetic motive for their chants, closely adjacent to 

another frequently used Elven motif-the stars. As part of the trilogy, the Sea is a 

constantly receding horizon of ultimate statics, ultimate peace, where, after all, Bilbo, 

Frodo and the Elves go after their missions are complete. As a point of absolute peace, 

the Sea cannot be a dynamic location of Middle-earth (the trilogy does not describe any 

events that happened in the sea), but the Sea's influence is constantly felt in the Elven 

kingdoms and in the world in general. The motifs of departure, extinction, decline, and 

completion are always accompanied with the reference to the Sea. This creates the 

context in which the Adventure leads to inevitable historical change which brings the end 

to obsolete forms of existence and, conversely, the beginning to new ones. 

Creating the chronotope of the Sea, Tolkien followed a tradition based on 

Renaissance literature (More's Utopia, Bacon's New Atlantis, Campanella's The City of 

the Sun), where the Sea is presented as a visible boundary of human geographical habitat, 

people's physical and moral abilities, as a visible border between the material, explored 

world and the intangible, spiritual one. The Tolkien's image of the Sea also refers to the 

traditions of English romanticism (Byron's Chi/de Harold's Pilgrimage). The romantic 
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and almost sacred image of the endless Sea gives the elegiac mood to Elven ballads and 

serves as the most remote and unattainable boundary of the Middle-earth's chronotope. 

Chronotope ofThe Edge 

The large chronotope of the Road, as well as the division of the narrative's space 

of Middle-earth into static and dynamic locations, is closely associated with the 

chronotope of the edge. This subtle element, nevertheless, has important poetic function: 

the "edge" is a meeting point (or a collision) of dynamics and statics; it is always a border 

zone where various heroes meet; and the result of such encounters is a new impetus for 

the development of the plot. 

The "edge" manifests itself as a motif and as a chronotope from the very 

beginning. As a motif, it is present, for example, in the name of Bilbo's estate, which 

directly speaks of its location at the outskirts-Bag End. The deeper meaning of the 

"edge" also appears through the literal meaning: for the inhabitants of the Shire, Bilbo is 

a man with oddities (LotR 1.1.21) and, after his disappearance, "silly old fool" (LotR 

1.1.30). Proximity to the edge as a psychological aspect is expressed as extremeness or 

eccentricity, and as physical and social distance in relation to the center and its 

inhabitants, as openness to other "centers" of other locations. Frodo inherited the 

closeness to margins and edges from his uncle and appears as Bilbo's double in this and 

many other ways. 

The motive of the "edge" is a permanent element of Fro do's storyline. It can be 

seen in the already mentioned choice, which the Hobbits permanently make in favor of 

the path, not the Road, on their way to Rivendell, and then to Mordor. The path fully 
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possesses all the signs of the edge. Here's how these signs are presented in a text 

explaining why Frodo bought a house on the outskirts of Crockhollow: "Fro do has 

chosen it, because it is stood in an out-of-the -way comer of the country, and there were 

no other dwellings close by. You could get in and out without being noticed" (LotR 

!.5.98). In other words, the outskirts allow you to hide and focus on a goal that residents 

of the center are not aware of. The edge area means security and stealth, and at the same 

time, the edge does not allow anyone to choose it as a permanent location for residence. 

Bilbo leaves Bag End followed by Frodo who also leaves his new home at Crockhollow; 

The Hobbits as well have to leave the hospitable home of Tom Bombadil, which is far 

away from any centers of Middle-earth. An edge as a location is good for temporary rest, 

brief gaps of statics between turbulent periods of dynamics. 

As a peculiar expression of the "edge" chronotope, we can consider a "large inn" 

in Bree. Although the Prancing Pony is located "down on the Road", the author 

emphasizes that the main things for this location and its inhabitants remains in "former 

days" (LotR !.9.147). Thus, the inn physically remained in the city center, but with time 

moved to the outskirts of the civilized world. The inn is a very effective tool in terms of 

plot development. This is a meeting point for heroes representing various peoples of 

Middle-earth, and, as a result of such a meeting, the inn becomes a place where new 

plans appear, new unions and friendships start, new dangers occur-all these have direct 

and effective impact on the plot. The Prancing Pony is the common territory of various 

characters: The Hobbits came there;1before them, a wizard had stayed over there who left 

a message for Frodo; Strider Aragorn converges with them, and, finally, the Nazguls 

reach this location to kill them all. The inn is the edge of the habitats of all these 
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creatures. In the hotel they are "residents" and "aliens" at the same time. And of course, 

the inn as a type of the 'edge" chronotope includes "temporariness" as its defining 

feature. The Prancing Pony is a temporary stop on the way; it's not the Shire, but it also is 

not the Road. 

Chronotope of Artifact 

Artifacts have a special chronotopic meaning. There are quite a few of them in the 

trilogy: the One Ring itself, forged by Sauron; Elendil's sword, which chopped off of 

Sauron's finger; the mithril chain mail donated to Frodo by his uncle; the light of 

Earendil protecting Frodo in Mordor; Saruman's palantir, and others. They are non

verbal carriers of memory (gifts from the past) and, as such, serve as tools for actualizing 

the complex composition of narrative's time. Often artifacts complicate the chronotope 

even more, directly and freely changing the space-time paradigm- removing the hero 

from the current moment (One Ring) or reducing the distance (palantir). 

At first glance, all artifacts can be viewed through the prism of the "magic 

helpers" concept proposed by Vladimir Propp. Indeed, they all have magical powers and 

share their abilities with the owner. Propp, however, binds these magical powers of 

artifacts to the elements of nature and the physical limitations that the hero of the fairy 

tale successfully overcomes: an invisible hat makes the hero invisible, boots-walkers 

carry him over long distances in the blink of an eye, etc. In other words, "magic helpers" 

tum their possessor into a "powerful shaman" (Propp 184) who masters time and space 

and who pursues his absolutely selfish goals (for example, marriage to a princess). 

Tolkien's approach is different: the author submits all the power of artifacts to one task-
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weakening or eliminating evil. Out of this context, the "magic helpers" of the heroes lose 

their meaning: Gendalfhides palantir from Pippin; Frodo hides the Ring from others and 

wants to get rid of it. "Dark" magic of artifacts is either dangerous or useless for 

members ofthe Fellowship. 

The chronotopic meaning of artifacts is very strong. Each artifact has its own 

story; each of them appears before readers already burdened with powerful layers of 

historicity. The reader can trace the story of each artifact and see how, thanks to it, the 

time and space of the trilogy changes. For example, Elendil's sword appears at the 

Elrond's council in the halo of its legend, so that, being reforged, the sword plays a new 

role in Frodo's story, which unfolds in front of the reader's eyes. In this case, layering 

and mutual enrichment of the narrative's temporal plans occurs. A similar effect is 

demonstrated by the mithril chain mail, which first saved Bilbo, and then saved Frodo's 

life in the dungeons of Moria, being enriched in this way with a new legend. Thus, 

artifacts are not just magical items; they have rich history and even their own 

"storylines."16 A lot of events associated with each of them were largely triggered by the 

artifacts themselves: for example, ifFrodo hadn't had Earendil, the battle with Shelob 

could have been shorter, and Sam simply wouldn't have enough time to help him; 

palantir unwillingly used by Pippin helped to confuse Sauron and receive necessary 

information about his plans, etc. 

The One Ring of Sauron is also burdened by its own legend given in the 

beginning of Prologue and most fully presented on the council in the house ofElrond. 

The Ring does not come to the trilogy from a historical emptiness; it is chronotopically 

16 One Ring is the only artifact which can "speak" and has its own "will." This makes the Ring similar to a 
character with unique and one-of-a-kind features. 
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rich. IfTolkien created this artifact according to the folklore model of"magic helpers," it 

could only endow the hero with invisibility, or change his appearance. But the author 

goes further: the Ring does not just make Bilbo or Frodo invisible, it removes its owner 

from the usual course of time and gives him his own, local time that is associated with 
' 

and belongs only to the One Ring-this explains the unnatural longevity of the Ring's 

owner. Moreover, the artifact allows the holder to see the world in a different way when 

physical space is no longer an obstacle. Frodo not only sees Sauron (and vice versa)-he 

feels his presence through space which proves that the Ring establishes spiritual 

connection between its holder and its creator. Thus, the magic power of the Ring is power 

over time and space, power over the chronotope. This is the gift of the Ring to a one who 

temporary owns it. 

Character's Chronotope 

Each character has their own chronotopic aspect. The four Hobbits are sedentary 

people who set off on a journey; thereby, productive spatio-temporal antinomies such as 

locality-globality, statics-dynamics are actualized. The first-born Tom Bombadil is 

removed from the chronotope of Middle-earth (which seems local on the background of 

Bombadil's legend) and placed in The Old Forest; he represents the unclouded beginning 

of the Tolkien's myth, a kind of echo, sounding from the beginning of time. The Nazguls 

personify the dead past, which, according to the laws of the fairy tale, returns to the living 

in the present and seeks to drag them into eternal oblivion. 

The most clearly local chronotope of a character is represented in Aragorn. In the 

image of the Strider, Tolkien sequentially recreates the main features of the classical 
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myth, which are directly related to the sacral functions ofthe hero and his role in the 

reconstruction of the perishing world. In Aragorn's storyline, the cyclical time of myth 

becomes visible and set in motion by ritual. The kenosis of King Aragorn, when he 

voluntarily leaves his high social status and becomes a homeless Ranger, is ritualistic. 

Eliade in his Myth and Reality mentions the Californian Yuron tribe, which practiced the 

ritual of the world's renovation arranging a pilgrimage to sacred places "where the 

Immortals performed certain acts" (44). Yuron rituals took place in the mountains and by 

the river. Such a "circumambulation" grasps the world as a whole, restores its integrity, 

makes it a sacred space again, seized by the power of rebirth. This idea is an engine of 

Aragorn's storyline: he visits and actively manifests himself in all kingdoms (regions) of 

Middle-earth without exception. Aragorn even comes to the kingdom of the dead to call 

on its inhabitants to participate in the renewal of the world (the war with Sauron, 

therefore, goes back to its ritualistic nature). The return of the dead in mythology, 

according to Eliade's research, coincides with the new year, with the return of the world 

to its beginning. The apogee of this process in Tolkien's trilogy is the wedding feast of 

Aragorn and Arwen at the end of the trilogy and the coronation ritual, which can be 

considered as the moment of chronotope's updating and the beginning of a new era of 

Middle-earth. The stylistically rich image of the Gondor king can also be interpreted in 

terms of the biblical myth: the hero's kenotic descent right up to the loss ofhis name, the 

complete dissolution in the world, disappearance, and then his new ascent to the 

"beginning of the world" as a recognized savior of the world is an obvious allusion to 

Christ, which is natural in terms ofTolkien's Catholicism. 
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The chronotopical aspect is present in every poetic element of The Lord of the 

Rings. The change of eras as the most general expression of the narrative's main theme is 

primarily shown through the space and time of the trilogy and can only be understood 

through analysis of the chronotope's development. Middle-earth as a world at the stage of 

global transformation goes back to the traditional mythological model of the annual 

chronotopic cycle. The trilogy presents the world in a period of its utter exhaustion, 

which, thanks to the ritual, ends with renewal and rebirth; however, the mythological 

chronotope is enriched and modified by the author. In particular, the traditional 

mythological hero Aragom is not a central character; he is accompanied by other heroes 

with different chronotopic frameworks. Unlike the myth, Tolkien is attentive to the role 

of the small in his narrative-a "small" character (physically and spiritually), hidden 

location, or an artifact. According to his artistic concept, it is a small and inconspicuous 

thing, person, or event that plays a large and important role during the crisis period of 

metamorphosis, at the time of the world's renewal. This idea is the key to understanding 

the logic of chronotope in The Lord of the Rings. 
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CONCLUSION 

Space as a category ofliterary analysis occupies an important place in modem 

literary criticism. The rationale for this relatively new term occurred simultaneously in 

European and Russian (Soviet) criticism. The difference in approaches demonstrated by 

Western and Russian scientists only enriched the category of space with new meanings: 

Michel Foucault and his school saw culture as a space of meanings structured with the 

help of discursive restrictions; Mikhail Bakhtin connected space with time and in the 

form of "chronotope" applied it to specific texts of the world literature. 

Bakhtin's chronotope is a unique concept which reaches the depth of 

philosophical abstraction and at the same time appeals to concrete textual context. This 

quality makes it a surprisingly flexible tool for analyzing Tolkien's experimental prose, 

which helps to reveal the writer's work as a laboratory of the genre (novel). The analysis 

of time and space's organization and functioning in The Lord of the Rings presented in 

this paper is far from completeness. The spatio-temporal nature of Tolkien's narrative is 

rich and diverse, and therefore needs a more detailed study. The main objective of this 

work is to apply Bakhtin's concept to fantasy texts; to study, using concrete examples 

from The Lord of the Rings, how this concept works with mythopoetic narrative, and to 

develop a methodology for analyzing the spatio-temporal paradigm of experimental 

prose. I consider this task accomplished. The proposed approach to the most significant 

text written in the fantasy genre seems fruitful to me, and the analysis technique is valid. I 
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will be glad if other researchers find it interesting and apply it to other texts of the world 

literature. 
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