Introduction:

In the 2013 Harper Collins paperback edition of The Silmarillion by J.R.R Tolkien a letter from the author to Milton Waldman was included as a preface. In this letter, Tolkien thinks back to his inspirations for the creation of Middle-Earth and the legendarium accompanying it. He says that "this legendarium ends with a vision of the end of the world, its breaking and remaking, and the recovery of the Silmarilli and the 'light before the Sun' after a final battle which owes, I suppose, more to the Norse vision of Ragnarök than to anything else" (Tolkien 1977, xix). This introduces the idea that the Norse mythology influenced his own. He adds later in the same letter that a part of The Silmarillion is dedicated to "The Children of Húrin, the tragic tale of Túrin Turambar and his sister Níniel of which Túrin is the hero: a figure that might be said […] to be derived from elements in Sigurd the Volsung" (Tolkien 1977, xxi). Both of these quotations highlight an important Northern influence in Tolkien's literary creations.

Such an influence can be explained by the professor's interest in Old Norse literature, and more specifically medieval Icelandic literature. Indeed, John Ronald Reuel Tolkien, the well-known author of The Lord of the Rings and The Hobbit, had been interested in medieval literature from a very young age. He changed his Classics degree for an English Language and Literature degree specialising in Old and Middle English, as well as Old Norse (Lee 11). Later, when he was teaching at Leeds University, he created a "Viking Club" to read Icelandic sagas (Lee 13) and, in Oxford, he created another club with the same purpose called the 'Kolbítar' or 'Coalbiters' (Lee 14). In these clubs Tolkien read Icelandic literature amongst other Old Norse texts, the Saga of the Volsungs and the Prose Edda being some of them. The Saga of the Volsungs tells the tale of Sigurd the dragon slayer, his family and their tragic destiny. In the letter quoted above, Tolkien compares Sigurd to Túrin Turambar, whose story is told in The Silmarillion. The Prose Edda is a 13 th -century text by Snorri Sturluson which tells the stories of the Norse creation as well as stories about giants, dwarves and elves. The Prose Edda is divided into several parts. The first part is a prologue linking the Norse myths to history: the Gods are said to descend from the Thracians. The second part is called "Gylfaginning" and tells the story of King Gylfi and his encounters with the Aesir, the gods. The last part is called "Skaldskaparmal", where Bragi, the god of poetry tells the story of the gods to a man called Aegir. The Prose Edda introduces the stories that form what can be called 'Norse mythology'. Tolkien, when he began writing his books taking place in Middle-Earth did so to create a "mythology for England" (Hostetter 285) and The Silmarillion is an attempt at doing so; several actual myths probably influenced his own. There is therefore a form of intertextuality between the texts Tolkien read and which inspired him and his writing. In fact, there is also a very strong intertextuality in the medieval texts mentioned above: The Prose Edda tells the story of 'Sigurd the Volsung' in "Skaldskaparmal", and the Saga of the Volsungs is based on poems from the Poetic Edda that were lost. The Poetic Edda is a lost text in verse which The Prose Edda is based on; that is why sometimes The Prose Edda is called the Younger Edda. Because The Silmarillion is less famous than The Lord of the Rings or The Hobbit (which had been popularized by Peter Jackson's films adaptations), there is less research done on the former. Some papers mention the Icelandic influence on Tolkien's works but those papers often also mention other Nordic or Old English influences, such as the Kalevala (a Finnish epic poem) and Beowulf. The works that concentrate on The Silmarillion are often shorter and only talk about one aspect of the similarities. In this paper, I will question the influence of old Icelandic literature, such as The Prose Edda and the Saga of the Volsungs, on Tolkien's The Silmarillion.

To do so, I will first focus on the Icelandic tropes in Middle-Earth. From the onomastics to the importance of family relationships and revenge without forgetting the creation myth in Norse mythology, there are several pieces of what constitutes an Icelandic atmosphere which are present in The Silmarillion. I will follow by concentrating on the people of Middle-Earth and Midgard. I will show that they are some men in The Silmarillion, such as Túrin Turambar, who present Icelandic qualities and could be saga protagonists. Then, it can be shown that the elves and dwarves who thrive in Middle-Earth have a lot of similitudes with the ones from Norse mythology. Finally, I will dwell on magic and fantasy. I will focus on the monsters in Norse mythology who inspired Tolkien for his writings, paying particular attention to the figure of the dragon. Continuing with dragon-like interests, I will talk about the recurring theme of greed and gold-related curses.

1 Icelandic tropes in Middle-Earth 1.1 An Icelandic Set-up First of all, Tolkien draws his inspiration from Icelandic literature for the structure of his imaginary world, as well as the structure of the story. The Silmarillion, more than The Lord of the Rings or The Hobbit, can be associated with Icelandic sagas. According to Heather O'Donoghue in Old Norse-Icelandic Literature: A Short Introduction: "Only in The Silmarillion does Tolkien echo the darkness of Old Norse-Icelandic myth and heroic literature, and its repeated focus on genealogy, miscegenation and betrayal" (156). They share common themes of journeying through the land, revenge and family relationships. Sagas often focus on people, whether they be commoners or kings. The Silmarillion similarly follows different characters, from the mortal men to the highest elven kings. "The Ainulindäle", the first part of The Silmarillion can also be compared to another Icelandic text, by the way it is structured and by the topics broached in it. "The Ainulindäle" and the Prose Edda share the specificity of telling the tales of the Gods and the beginning of the world. For all of these reasons, one can say that some Icelandic tropes appear in Middle-Earth.

The Importance of Names and Language

The Norse language inspired Tolkien for the creation of his world and his characters before anything else. The first thing that can be noted is how Midgard, the realm of North mythology which is inhabited by men can be translated by Middle-Earth, the name of Tolkien's imaginary world. Tolkien chose this name because it was the "inhabited world of men" (Tolkien, 1954) that is to say, the land that the men dominated after the Third Age. It was no longer the land of the elves or the Gods: "Gone was the 'mythological' time when Valinor (or Valimar), the Land of the Valar (gods if you will) existed physically in the Uttermost West, or the Eldaic (Elvish) immortal Isle of Eressëa; or the Great Isle of Westernesse (Númenor-Atlantis)" (Tolkien, 1954). In the same manner, Midgard is the realm of men: "And from [Ymir] eyelashes / the gentle gods made/ Midgard for the sons of men" (Sturluson 17). Tolkien accords a lot of importance to names in The Silmarillion, and so there is often a link between the name of a place or a person and the characteristics of that same place or person. This is not specific to Tolkien of course, but Tolkien has a tendency to use Icelandic names for places in Middle-Earth. One of the examples that O'Donoghue points out in Old Norse-Icelandic literature: A Short Introduction is the case of Mirkwood forest. She says that "the great forest Mirkwood, which as Myrkviðr (the black forest), features in Eddaic poetry as a mythic barrier for heroes or gods to cross" (155). The name of the place is associated with the function of the aforementioned place. Tolkien goes as far as changing the name of the forest to enrapture his new essence: in The Silmarillion, it is said that "the name of the forest was changed and Mirkwood it was called, for the nightshade lay deep there, and few dared to pass through" (Tolkien 1977, 359). This highlights the importance that Tolkien gives to onomastics, and it is not limited to the name of places.

Various of the protagonists of his different books have more than one name and use different names depending on the situation there are in. The more famous of these characters is Aragorn in The Lord of the Rings who is called Strider when he is introduced in The Fellowship of the Ring. The revelation of his true name also means the revelation of his title and, therefore, of his destiny. Likewise, Túrin Turambar the main character of the eponym chapter twenty-one of The Silmarillion, in the thirty-six pages in which he appears, uses not less than five names: Neithan, Gorthol, Agarwaen and Mormegil. Neithan means "The Wronged" (Tolkien 1977, 238);Gorthol "Dread Helm" (Tolkien 1977, 414), for his horrific helm;

Agarwaen means "blood-stained" (Tolkien 1977, 376); for Túrin killed his friend Beleg by mistake and Mormegil means "The Black Sword" (Tolkien 1977, 412). Each one of these names describe the character, his deeds and his possessions. The same can be seen in The Prose Edda, when Odin, one of the gods of Asgard, is introduced. His names have significations and describe his roles: "Odin is called All-Father, because he is the father of all gods. He is also called Father of the Slain [Val-Father], because all who fall in battle are his adopted sons. […] He is also called Hanga-God [God of the Hanged], Hapta-God [God of Prisoners] and Farma-God [God of Cargoes], and he named himself in many other ways on his visit to King Geirrod" (Sturluson 31). The list of all the other names runs through the rest of the page. Not only do Túrin and Odin both have multiple names but it is also said that both of them choose their names. Naturally, the fact of naming a character to suit his temperament is not specific to Norse literature nor to Tolkien but the continuing self-determination and the abundance of those names are particular to these texts. In addition to that, Susan Robbins points out in her article "Old English, Old Norse, Gothic: Sources of Inspiration and Creativity for J.R.R Tolkien's

The Hobbit and The Lord of the Rings" that "one of Tolkien's primary methods of invention was to find words or names in old texts that raised questions about their meaning, or seemed out of place as anomalies" (Robbins 69). This technique can be seen in the names of the dwarves in The Prose Edda: on page 23 there is a list of dwarves' names from Norse mythology.

In this list can be found several names that Tolkien used for his dwarves in The Hobbit, such as (but not limited to) Durin, Thorin or Fili. However, the name Gandalf also appears in the list: even if he is a dwarf his name means "Sorcerer Elf, Wand Elf". 1 Gandalf is the name of one of the Istaris, that is to say the wizards in The Silmarillion and he plays a very important part in both The Hobbit and The Lord of the Rings. He is definitively not a dwarf in Tolkien's writing but the name intrigued Tolkien enough for him to reuse it in another context. Susan Robbins adds that "many of Tolkien's fantastic creatures were constructed philologically" (71). She uses the example of the Wargs: in The Hobbit, these animals are described as "evil wolves over the Edge of the Wild" (Tolkien 1937, 114). Robbins explains that "the Old Norse vargr means both 'wolf' and 'outlaws'" (Robbins 71) and so, Tolkien created these evil wolf-like creatures which serve as mounts for Orcs basing himself on the name and not the contrary. In general, Tolkien was inspired by the Old Norse language (as well as Old English and probably others) to create his characters and to name his secondary world.

Icelandic Landscape and Journeys

In addition to that, the landscapes of Middle-Earth, especially in The Silmarillion have some similarities to Nordic countries' landscapes. Tolkien not only named his world after elements from Norse literature but also made some parts of it look like it. These similarities are not very explicit in Tolkien's writing: there are no places in Middle-Earth that are described as looking exactly like Iceland for example. In fact, if we look at volcanoes, one of the specificities of the Icelandic landscape, the only volcanoes in Middle-Earth are associated with evil and are situated in a desolate landscape, which is not accurate to a potential description of the island. Marjorie Burns, in her book Perilous Realms: Celtic and Norse in Tolkien's Middle-Earth particularly was interested in this question of the Norse landscape in Middle-Earth and dedicated a chapter of the book to this question. In this chapter, called "Bridges, Gates and Doors" she dwells on some elements of the landscapes in The Silmarillion which are, according to her, inspired by the North and its mythology. She says that "when the mood is primarily Norse, obstinate gates, hefty bridges and inhibiting natural formations more typically lie in the way" (Burns 52). In chapter twenty-one of The Silmarillion, the bridge over the river Narog, which was built on the council of Túrin Turambar, is the case of a "hefty bridge" that changes the course of the story. Indeed, I'll develop later how Túrin Turambar and his story are profoundly inspired by sagas. For now, it is only necessary to note that the bridge he advise to erect was the demise of the city of Nargothrond because he was so solid that he could not be destroyed and because of that the dragon Glaurung was able to cross it and destroy the city: "In that day the bridge over Narog proved an evil: for it was great and mightily made and could not swiftly be destroyed, and the enemy came readily over the deep river, and Glaurung came in full fire against the Doors of Felagund, and overthrew them, and passed within." (Tolkien 1977, 254). The great bridge of North mythology is of course the Bifrost, the "bridge from the earth to the sky" (Sturluson 21). However, this same bridge is supposed to break when the Ragnarök (the final battle of the gods) happens: "Sturdy through it is, it will break when the son of Muspell ride over it" (Sturluson 21). The bridge over Narog could be compared to the Bifrost for the significance it holds over Túrin: the city of Nargothrond was a haven and a place where he spent time with elves while he was only a mortal man. The bridge over the Narog, which was the only way to this place, was then a link between the rest of the earth and this haven of peace that is Nargothrond, except that, contrarily to the Bifrost, the bridge did not yield when the enemies were walking on it. Another bridge mentioned in The Silmarillion is the "bridge that led to Sauron's isle" (Tolkien 1977, 204). This bridge is also an obstacle for Lúthien and separates the land of evil from the rest of the world.

Moreover, Burns adds that bridges are not the only indicators of a Northern atmosphere: gates are also extremely important in the sagas' quests, as they are in Tolkien's heroes' quests. Burns wrote that "[t]his piling up of opposition is typical throughout Norse mythology, where savage dogs, persistent guardians, massive barriers, and a variety of unwelcoming gates appear with regularity-gates with iron rings, gates that hinge upward, and barred gates, like those before Utgard, the giants' citadel (the very name, Utgard, suggestive of the inaccessible)" (Burns 2005, 59). This refers to the stronghold of Utgard-Loki, a giant king, to which Thor travels. Although, the passage concerning the gates is fairly short in The Prose Edda: it is only said that "the front entrance was shut. Thor went to the gate and tried to open it, but after struggling to open the stronghold, they finally had to squeeze between the bars" (Sturluson 57). Nevertheless, Burns mentions the gates in the tale of Beren and Lúthien, the nineteenth chapter of The Silmarillion: "Similar barriers appear throughout Tolkien's literature. In the tale of Beren and Lúthien, the bridged entrance to Sauron's fortress is guarded by a series of wolves" (Burns 2005, 60). Indeed, in the tale of Beren and Lúthien, the former goes to the citadel of Sauron to release Beren. The bridge before the gates is the place of a battle between Huan the wolfhound and the werewolves of Sauron. This is the first of many obstacles in Beren and Lúthien's quest. However, the gate to Sauron's Isle is nothing compared to the other gate the protagonists face: the Gate of Angband. Angband is the "dungeon fortress of Morgoth" (Tolkien 1977, 378), and one of the most protected places in Middle-Earth. Tolkien wrote that "black chasms opened beside the road, whence forms as of writhing serpents issued. On either hand the cliffs stood as embattled walls, and upon them sat carrion fowl crying with fell voices. Before them was the impregnable Gate, an arch wide and dark at the foot of the mountain; above it reared a thousand feet of precipice" (Tolkien 1977, 211). And yet, through the power of Lúthien Tinúviel, they cross the gate and succeed in their quest. Beren and Lúthien are the heroes that Burns mentions when she writes "Like the Norse gods on their heroic or shamanistic quests (where rushing water, vast forests, towering mountains, massive doorways, or guardian figures intercede before they reach their challengers), Tolkien's heroes must overcome similar obstacles, similar impediments, before confronting their own versions of risk and enmity in highly eddic forms. In the confrontations that ensue, they (like Odin in his journeys to gain wisdom and power) will be required to sacrifice, to lose themselves before finding themselves and before gaining something in the end" (Burns 2005, 60). Indeed, Beren loses his hand to succeed in his quest and overall, the two lovers had to face great challenges to be together. Even if the tale of Beren and Lúthien is often more similar to medieval romances (such as the tale of Tristan and Isolde) some Nordic elements penetrate the story. This kind of intertextuality is closer to what Gérard Genette calls "hypertextuality": there is no direct mention of sagas or Eddaic poetry in Tolkien's work. The references to Icelandic literature are more subtle: it is an inspiration more than an appropriation. This is not the case of other works by Tolkien, for example "Sigurd and Guðrun" is Tolkien rewriting the tale of Sigurd the Volsung. The article called "Tolkien's Sigurd & Gudrún: Summary, Sources, & Analogs" by Pierre H. Berube presents the resemblances and differences between the tale of Sigurd in the Saga of the Volsungs and in Tolkien's rewriting of the story. The Silmarillion is not a rewriting of the Saga of the Volsungs or The Prose Edda but there are still resemblances between the stories.

Then, the theme of the journey is a very important aspect of both Icelandic sagas and Tolkien's work. If some of Tolkien's text such as The Lord of the Rings or The Hobbit invite the reader to follow a group of characters on a singular journey, The Silmarillion follows different characters following different paths. The website LOTR PROJECT 2 offers an interactive map of Tuor's, Túrin's and Beren's movements, which shows the length of their journeys. Without being described at length like the journey in The Lord of the Rings, several characters go on different journeys across Middle-Earth. In addition to that, the importance of travelling versus staying in one place is exacerbated in the different names given to the divisions of elves in accordance with whether or not they took the "Great Journey". 3 Thus, the Eldar are those who accepted the journey and the Avari are those who did not. Similarly, there is a difference between the Calaquendi who came to Aman and the Úmanyar who never came to Aman. This separation alludes to the "rite of passage" that is the journey in Icelandic sagas. Margaret Clunies Ross explains in The Cambridge Introduction to the Old Norse-Icelandic Saga that "[t]he travel pattern is extremely important to the two last-named sub-genres. Virtually all sagas of these sub-genres involve a travel schema combined with a biographical syntagm focalised through the persona of a young male hero." (138). In the Saga of the Volsungs, the journey is often a voyage: King Volsung and his sons go to Gautland, to visit Siggeir, by ship: King Volsung and his sons journeyed to Gautland at the appointed time, according to the invitation of their in-law, King Siggeir: "They set off in three ships, all well manned, and the voyage went well" (40). King Helgi also set off by boat to attack King Hodbrodd and others journeyed to conquer or to search for revenge. Without being perfectly identical, the journeys undertaken by the protagonists in the Saga of the Volsungs and The Silmarillion are comparable, at least in terms of intention.

Genealogy and Honour

Focus on Family Relationships and Masculinity

The Silmarillion is equally reminiscent of the old Icelandic sagas in the importance accorded to family relationships. In O 'Donoghue's own words, "[o]nly in the Silmarillion does Tolkien echoes the darkness of Old Norse-Icelandic myth and heroic literature, and its repeated focus on genealogy, miscegenation and betrayal" (156). This important focus on genealogy appears in other of Tolkien's texts, for example, the first pages of The Lord of the Rings called "On Hobbits" explain at length the importance of genealogy for the hobbits. The importance of genealogy in The Silmarillion can be seen when Tolkien presents the sons of Fëanor and Fingolfin: more than a page is dedicated to the presentation of each son, with their description and their wives (60). In fact, the sons of Fëanor are the characters who are followed through the events of the book, as their oath keeps bringing troubles to Middle-Earth. In addition to that, Marjorie Burns wrote in Perilous Reams that "in Tolkien's fiction, this emphasis on the male bloodline has clearly left its mark, so much that characters are often most strongly defined through who their father were" (8). Hence, the male characters in Tolkien's book often add after their name "son of". One of the examples in The Silmarillion is "Beren son of Barahir" (Tolkien 1977, 117) but many characters are presented that way. This custom is directly influenced by the Icelandic traditions of a patronymic surname: indeed, Icelandic surnames are formed by the name of the father and followed by "son" or "dóttir", 1.2.1 Focus on Family Relationships and Masculinity Morgane Durand 14 which literally means "son of" or "daughter of". It is interesting to note that the Saga of the Volsungs does not use this particular way of presenting the lineage. It simply says: "Here we begin by telling of a man who was named Sigi, and that it was said that he was the son of Odin." (35). One could assume this is a choice made by the translator, but the original version does not use Odinson either: "Hér hefr upp ok segir frá þeim manni, er Sigi er nefndr, ok kallaðr at héti sonr Oðins." This emphasis on the male bloodline in both Tolkien's work and Icelandic sagas leads to thinking about the portrayal of masculinity in both these texts.

Jessica Clare Hancock highlights in the book Masculinities in Old Norse Literature that the "Völsunga saga foreground[s] male kinship. These texts interrogate what it means to be a father, son, uncle nephew or brother, and what is then owed to the others in this relationship: support, vengeance, education or love" (217). In the Saga of the Volsungs as well as in The Silmarillion performative masculinity is closely associated with familial relationships. That is to say, men are supposed to defend their family honour and perform revenge if their honour is besmirched. This typically male obligation is passed down the generations. For example, in

The Silmarillion, the fault of Fëanor is passed on to his sons, as they are all sent into exile. This decision will lead to them taking arms in their father's name. In addition to that, according to

The Cambridge Introduction to the Old Norse-Icelandic Saga, "the characters in these dynastic prehistories are often caught up in tortuous family problems, including legitimacy of birth and access to inheritance […], incest and conflicts of loyalty to blood-kin versus loyalty to marriage alliances and blood-brotherhood (Völsunga saga)" (80). Thus, the performance of those masculine acts leads to conflict. This conflict is not limited to one generation, as the sons and grandsons are demanded to account for the crimes of their fathers. This is particularly clear in The Silmarillion, where elves can live for a very long time but the conflicts are also passed down on generations. As the Saga of the Volsungs is named after the Volsung family, The Silmarillion could have been named the sons of Fëanor as their obsession over their father's jewels creates most of the conflict of the book. To put it simply, the "Volsunga saga, deal [s] with successive generations of legendary royal dynasties and their family problems" (Clunies Ross 133) and The Silmarillion deals with the problems surrounding the Silmarils and their creator's sons.

Revenge

The notion of revenge stems from this focus on patriarchal lineage and is extremely important in Icelandic medieval texts. According to The Cambridge Introduction to the Old Norse-Icelandic saga, the sagas represent: "the reality of life in Iceland, a society in which concepts of honour and shame, conflict, vengeance and resolution dominate the lives of both men and women" (130). In the Saga of the Volsungs revenge is fully rooted in the plot: after Volsung's death Signy and Sigmund, his only remaining heirs plot for revenge. Signy goes as far as testing her sons to see if they are fit to avenge Volsung, as only male descendants can avenge their fathers. She demands to Sigmund to kill her child if he is not capable of taking revenge: "When brother and sister next met, Sigmund said that he thought himself no closer to having a companion, even though the boy was there with him. Signy answered: 'Then take the boy and kill him. He need not live any longer'. And so he did." (42). The same thing happens with Signy's second son, that she sends after the first one. She needs a son to be able to take revenge but according to her, her husband was not able to father such a son (while she can, because of her lineage). Then, Signy is so invested in her plan for revenge that she decides to sleep with her own brother in order to produce an heir who would be worthy of taking revenge. The extreme methods preferred by Signy to assure that revenge will be executed show how important revenge is in this text. Moreover, revenge is a circle: if you kill to revenge your father, the sons of the man you killed will kill you to avenge their father etc. For example, in the Saga of the Volsungs, Sigmund's son Helgi killed King Hunding to take his place and Hunding's sons searched to take revenge on Helgi: "In order avenge their father, Hunding's sons now raised an army against Helgi" (48). Gloriana St. Clair explains in her article An Overview of the Northern Influences on Tolkien's Works that "[t]he underpinning of Norse ethics was a system of comitatus (loyalty to friends, to lord), kinship, and revenge" and so, "[t]he effect of comitatus is to make the bond of friendship as close as that of kinship. The code demanded revenge for the death of a friend or a kinsman" (65). This code of honour is transported in The Silmarillion, where revenge also takes a very important place. There are several mentions of characters swearing an oath to avenge the death of a loved one, for example: "Beren buried his father's bones, and raised a cairn of boulders above him, and swore upon it an oath of vengeance" (Tolkien 1977, 191). But the more memorable oath of revenge is the one undertaken by Fëanor and his sons after the darkening of Valinor: "They swore an oath which none shall break, and none should take, by the name even of Ilúvatar, calling the Everlasting Dark upon them if they kept it not […], vowing to pursue with vengeance and hatred to the ends of the World Vala, Demon, Elf or Man as yet unborn, or any creature, great or small, good or evil, that time should bring forth until the end of days; whoso should hold or take or keep a Silmaril from their possession" (Tolkien 1977, 89). This oath will lead to wars and ruin, and ultimately the death of six out of seven sons.

The Creation Myth and The Prose Edda

Tolkien intended to create a mythology for England when writing The Silmarillion, and to do so he invented gods and a creation myth which are presented in the "Ainulindalë" and the "Valaquenta", at the beginning of the book. The Prose Edda also presents the creation myth and the different gods of the Norse pantheon or, more accurately, I should say pantheons, as the Norse gods are separated into two categories: AEsir and Vanir. The division is not also clear, as Snorri Sturluson often refers to the whole of the gods as the AEsir. Freya, Frey and their father Njord seem to be the only gods called Vanir in The Prose Edda. They are all associated mainly with fertility, nature and wisdom, which may be characteristics of this category of gods. The gods in The Silmarillion are also separated into two categories: the first one is the Valar and the second is the Maiar. They also both can be called Ainur, "the Holy Ones" (Tolkien 1977, 3): "The Great among these spirits the Elves name the Valar, the Powers of Arda, and Men have often called them gods. The Lords of the Valar are seven; and the Valier, the Queens of the Valar, are seven also" (Tolkien 1977, 15). Regarding the Maiar, Tolkien says about them that: "with the Valar came other spirits whose being also began before the World, of the same order as the Valar but of less degree. These are the Maiar, the people of the Valar, and their servants and helpers. Their number is not known to the Elves" (Tolkien 1977, 21).

Not only do the two mythologies share this aspect of separating the gods into two different groups, related but not totally identical, the structure of presentation of the gods in

The Prose Edda and The Silmarillion are fairly similar: each god is introduced with his powers and sometimes physical descriptions (from page fifteen to page twenty-three in The Silmarillion and from page thirty-one to page forty-five in The Prose Edda). These presentations are both made at the beginning of their respective book, giving a clear overview of the powers at play before learning about their adventures or interventions in others' adventures. Therefore, when Marjorie Burns advances that "readers with Edda or saga awareness see even more. […] they see how Asgard's gods have infiltrated both Tolkien's Middle-Earth and his Valinor" (20), she is not wrong. However, there are no clear parallels between the gods of Asgard and those of Valinor. Njord could be associated with Ulmo as they are both reigning over the seas and controlling water, but their resemblances stop there. In the same way, Hel, the Norse goddess of the dead could be associated with Námo as he is "the keeper of the Houses of the Dead, and the summoner of the spirits of the slain" (Tolkien 1977, 19). The most interesting comparison is between Odin, the All-Father of North mythology and the characters he inspired in The Silmarillion. The most obvious would be Manwë, for he is the "first of all Kings: lord of the realm of Arda and ruler of all that dwell within" (Tolkien 1977, 16). Yet, Melkor and Sauron both share similarities with Odin. Indeed, Melkor has been gifted by Eru power and knowledge: "To Melkor among the Ainur had been given the greatest gifts of power and knowledge, and he had a share in all the gifts of his brethren" (Tolkien 1977, 4). Odin is the one in Norse mythology to be gifted knowledge because he drank at the Well of Mimir: "Wisdom and intelligence are hidden there, and Mimir is the name of the well's owner. He is full of wisdom because he drinks of the well from the Gjallarhorn. All-Father went there and asked for one drink from the well, but he did not get this until he gave one of his eyes as a pledge" (Sturluson 25). Marjorie Burns points out that "[i]f we remember that one of Odin's epithets is the fiery-eyed and that he, like Sauron, lost something of his physical self in his search for greater power, another link suggests itself.

Where Odin gives up an eye to gain wisdom from the Spring of Mimir (thus earning the epithet, One-eyed), Sauron-in his efforts to 'make himself master of all things in Middle-earth' (Silmarillion, 289)-loses the greater part of his physical self (thus becoming little more than an Eye, a searching sleepless Eye). Beside the Red Eye or the Lidless Eye, Sauron is referred to as the Great Eye, the Eye of Barad-dûr, the Evil Eye, the Nameless Eye" (100). This surprising parallel does not stop there: it is said in The Prose Edda that "[w]hen Odin sat in its high seat, he could see through all worlds and into all men's doings" ( 16). This position of power on high ground and a supernatural sense of sight is also associated with Sauron and Melkor.

Concerning Sauron, this can be associated with him as the Great Eye during the events of The Lord of the Rings. For Melkor, his seat in Angband is not as described in The Silmarillion as in The Children of Húrin but it is said that he places Húrin "in a chair of stone upon a high place of Thrangorodrim" and then Melkor says "Therefore with my eyes thou shalt see, and with my ears thou shalt hear, and never shalt thou move from this place until all is fulfilled into its bitter end" (Tolkien 1977, 233). This implies that Melkor already had eyes capable of seeing more than just what was in front of him. Melkor could also be associated with the Norse god Loki, for they are both apart from the rest of the gods of their respective pantheon. However, Loki is an ambivalent figure, sometimes on the side of Asgard's gods and sometimes not, while Melkor is always portrayed as opposing the Valar and seeking their destruction. Altogether, I have to disagree with John Gough when he states that "the Norse creation myth and Tolkien's clearly share no common ground" (7). Even if there are differences between the Norse pantheon and Tolkien, some influences can be found. In general, there are an important number of Northern themes that emerge in The Silmarillion. However, the focus in The Silmarillion, as well as in the sagas, is mainly on the people and their journeys.

People of Middle-Earth and Midgard

Then, the Icelandic medieval texts not only inspired Tolkien for the creation of his world, they also influenced his characters. Tolkien modified the vision of elves and dwarves that English people had at the time: his inspiration for these imaginary races is deeply Nordic.

Even if, contrary to The Lord of the Rings or The Hobbit, the elves are the main focus of The Silmarillion, there are also human protagonists who are memorable. One of them is Túrin Turambar, whose story is told in the eponymous chapter of the book. Like Sigurd in the Saga of the Volsungs, he is known for killing a dragon. Yet, their resemblances do not stop there and Túrin is one of Tolkien's most Icelandic protagonists.

2.1 Sigurd and Túrin: Northern heroes?

Imperfect Protagonists

First of all, Tolkien said in his essay On Fairy Stories that when he was young his favourite tales were the one of "Sigurd of the Volsungs". Therefore, this character is dear to him and probably influenced him when writing his own characters. The story of Túrin Turambar is told through multiple versions: "The Lay of the Children of Húrin", "Turambar and the Foalókë", "Of Túrin Turambar" (in The Silmarillion), "Narn i Hîn Húrin" and lastly the book

The Children of Húrin published by Christopher Tolkien in 2007. The great number of versions of this story show how much Tolkien worked on it. However, it is important not to forget that it is Tolkien's son, Christopher, who ultimately chose which version of his father's work was to be published. Taking that into account, Túrin's characterization in The Silmarillion is similar to Sigurd's in the Saga of the Volsungs. Gloriana St. Clair states that "[t]he heroes of these tales are not very admirable; it is fairly difficult for the reader to care whether they triumph or not" (69). Túrin made a series of bad decisions which led to several people dying and numerous catastrophes: he led Saeros to his death, joined a "band of such houseless and desperate men as could be in those evil days lurking in the wild" (Tolkien 1977, 237), killed his friend Beleg, "slew Brodda in his hall, and other Easterlings that were his guests" (Tolkien 1977, 257) and many other awful deeds. Even if Sigurd performed great deeds, such as killing a dragon and avenging his family, he also made some decisions that made him hard to care for: he holds himself in a high esteem and because of it he ignores the dragon's accurate warnings; he also chose to kill Regin4 and pretended to be Gunnar to lie with Brynhild (while still being married to Gudrun). In Sigurd's case, it is important to remember that what can be considered immoral today was not necessarily at the time when the Saga of the Volsungs was written. However, Sigurd's choices led to discord and ultimately death. While his decision to marry Gudrun while having sworn an oath to Brynhild is due to magic and he cannot be held accountable for it, his conversation with Brynhild once he had recovered this memory is entirely up to him. He attempted to psychologically manipulate Brynhild, which led to his betrayal and death; and even on his deathbed he lied to Gudrun. He swore that "[he] never did a disservice to Gunnar.

[he] respected [their] oaths and [he] was never overly friendly with his wife" (90). As Gloriana St. Clair said: "Sigurd is equally unwilling to face up to his problems" (69) as Túrin is. In The Silmarillion the lexical field surrounding Túrin is ambiguous: he is both praised for being "fair and strong" but he is also associated very early on with "fear" and "grimness of heart" (Tolkien 1977, 236). Both Sigurd and Túrin are hubristic and believe that they are chosen for a life of glory. This is highlighted by the fact that the character development of both is "sketchy" and "Turin's character is described when he is a child; he never grows beyond it" (St. Clair 69).

However, neither Sigurd nor Túrin are evil characters, and fate has a lot to do with their doom. In "Master of Doom by Doom Mastered: Heroism, Fate and Death in The Children of Húrin", Jesse Mitchell argues that misanthropic characters such as Fëanor, Thorin and Boromir "are still on the side of Good, murky though their agendas may at time seem; they are all still heroes, not caricatures" (88). He continues by saying that "Tolkien therefore recognized at least two different kinds of heroic ethos: the heroes with a Christian ethos (like Frodo and Sam) live by principles of enduring hope; the heroes with a pagan ethos (like Boromir and Túrin) have no hope, but are rather preoccupied with aspirations of immediate lof and dom 5 " (90). Mitchell made no reference to Sigurd in this article but nearly the same thing can be said for him. If his first intention was to avenge his family, his decisions soon led to his own downfall: if he lets Regin tempt him to kill the dragon it is not to protect his family or his kingdom but for the glory that will inevitably come with such a deed. After the slaying of the beast, he could leave Regin or the gold, having gained his reputation. However, even if he knew his fate (as Gripir told him in chapter sixteen "Gripir foretells Sigurd's future") he chose glory, even if for a short time only. Nonetheless, all the blame is not to lay on Sigurd or Túrin, for fate played an important part in their destiny. Fafnir's hoard is cursed, and so as soon as Sigurd took possession of it his destiny was sealed. In the same manner, Túrin's life is dictated 5 These terms refer to what George Clark define as "good report [and] fame" and the virtues of the pagan hero.

by his father's curse. Yet, Mitchell highlights that "the tragedy of Túrin is not concerned with what happens to him (for even prolonged sequences of horrible events can be conducive to eventual eucatastrophe) but rather upon his deliberate actions" (91). His decision to flee instead of facing justice for the murder of Saeros (which he was not exactly guilty of) is the triggering factor for the events of the rest of his life, the same as Sigurd's decisions towards Regin and Brynhild. Sigurd and Túrin are thus presented as imperfect heroes, not always likeable and doomed but whose heroic deeds are remembered.

Similar Journeys

In addition to that, Sigurd and Turin share similar journeys, especially concerning their fight with the dragon. Gloriana St. Clair points out that "in both plots, a sister and a brother are involved (Sigmund and Signy; Túrin and Nienor); a highborn maiden (Brynhild is a Valkyrie daughter of Odin; Finduilas, an elf) loves a mortal hero; a compromise solution (Brynhild's marriage to Gunnar, Nienor possible marriage to Brandir) fails because the hero demonstrates hubris" (St. Clair 1996, 69). If this can seem like coincidences, as many stories share these elements, some others show how similar these two stories are. First and foremost, Sigurd and Túrin are both known for slaying a dragon. Dragons are already creatures that appear in medieval texts, as it can be seen in many bestiaries 6 but Fafnir is the only dragon in the Saga of the Volsungs, and Glaurung is one of the only named dragons of Middle-Earth. Their defeat is therefore an important event, and not many can claim to have killed a dragon. 7 In addition 6 Dragons in medieval bestiaries are often portrayed as being very different from the dragons we know today. For example, the dragon in the Aberdeen Bestiary is wingless and looks more like a snake. 7 In The Silmarillion the other dragon mentioned in depth is Ancalagon the Black and he only appears briefly in the last chapter of the Quenta Silmarillion called « Of the Voyage of Eärendil and the War of Wrath ». The most well-known dragon of Tolkien's universe is obviously Smaug, which appears in The Hobbit.

to that, the technique used by the protagonists to kill the dragon is fairly similar. Sigurd followed Odin's advice to "dig several ditches for the blood to run into; then you sit in one of them and thrust at the heart of the worm" (63). Túrin, similarly "came beneath the dragon.

Then he drew Gurthang, and with all the might of his arm, and of his hate, he thrust it into the soft belly of the Worm, even up to the hilts" (Tolkien 1977, 266). This technique makes sense, as the belly is a vulnerable part for the majority of animals, but the similarity between the two killings is remarkable. I'll talk later about how Fafnir and Glaurung are also very similar, which emphasize the resemblances between their deaths. In addition to that, some details of Sigurd's story can be found in Túrin's. Fafnir says that he possesses a "helm of terror" (64) that later Sigurd will take for himself. Túrin also possesses a "helm of terror", called the "Dragon-Helm of Dorlómin" (Tolkien 1977, 236): by the name alone, this helm is reminiscent of Sigurd's.

One helm is worn by a dragon while the other wears the image of one: without being completely identical, these helms are similar enough to be noted. Finally, these two characters have a lot of similitudes and share character traits that are common in Icelandic medieval literature. It is not to forget that the story of Túrin Turambar is also inspired by the Finnish Kalevala, which makes it a crossover of different Nordic material, which may explain why this story 'feels' more Northern than some others. Tolkien himself says in a letter to Milton Waldman that "the tragic tale of Túrin Turambar and his sister Níniel of which Túrin is the hero: a figure that might be said […] to be derived from elements in Sigurd the Volsungs, Oedipus and the Finnish Kullervo" (Tolkien 1977, xxi).

Elves, Dwarves and Men

In the precedent part I discussed the northern characteristics of Túrin Turambar, which is the hero of a chapter of The Silmarillion. Yet, it is important to notice that Túrin is human and human protagonists are rare in The Silmarillion, which explores more thoroughly the First Age in which the Elves reigned. Indeed, if The Hobbit concentrates on a company of dwarves (and a hobbit), The Silmarillion puts into focus the race of the elves. Tolkien changed people's vision of dwarves and elves with his writings, moving away from English and Irish folklore.

However, these imaginary races are not created ex nihilo and some similarities can be seen between the elves and dwarves of Norse mythology and those created by Tolkien.

Light Elves, Dark Elves and Orcs

Tolkien changed the image people have of elves. Before The Lord of the Rings, elves were some kinds of fairy: still today the Cambridge Dictionary's definition of "elf" is: "an imaginary being, often like a small person with pointed ears, in popular stories". Tolkien leaves behind this image to create elves who are human-sized and have different character traits than the elves of popular culture. In this way, the elves in The Lord of the Rings and The Silmarillion are more closely related to the elves who are presented in The Prose Edda. Not a lot is said about the elves in The Prose Edda: they inhabit a world called "Alfheim", which means "Elf World" (Sturluson 28) and there are two types of elves. The first type is the "light elves" (or Ljósálfar) which are described as "more beautiful than the sun" (Sturluson 28) and who live in Alfheim. The second type is the "dark elves" (or Dökkálfar) who live "down below in the earth" and are described as "blacker than pitch" (Sturluson 28). In addition to that it is said that the dark elves are "different from the light elves in appearance, and far more so in nature" (Sturluson 28). Little more is said about the elves, light or dark, in The Prose Edda.

There are different suppositions for how these elves influenced Tolkien's elves. First of all, Marjorie Burns thinks that there is a connection between the dark elves and the dwarves: "Light-elves live in Álfheimr (Elf-home) and are generally associated with the gods, but there are dark-elves too, dwelling underneath the earth and associated with dwarfs." (23) This supposition is probably based on the fact that the dark elves are said to live underground, which is a characteristic shared with the dwarves of Middle-Earth. However, this seems inaccurate in my eyes, because there are already dwarves in Norse mythology who are described in The Prose Edda and are very similar to Tolkien's dwarves, so Tolkien's dwarves are much more likely to be inspired by Nordic dwarves than by Nordic Elves.

Burns also advances another theory for how Tolkien was inspired by this dichotomy between the elves: "He makes a good attempt at this by borrowing from the Norse dark/light elves in The Silmarillion, where there are two primary races: the Elves of the Light (who journeyed to Valinor and saw Valinor's two light-bearing trees) and the Elves of Darkness (who remained in Middle-earth). Though the divisions are not always clear, differences between Light and Dark Elves come to a head in the story of Eöl, 'named the Dark Elf' (Silmarillion, 132).

Eöl has more liking for Dwarves than for his own Elven kin, and his story is not a happy one (he slays his wife in an attempt to kill their son). However, Dark Elves are not necessarily bad; nor are Elves of the Light all good, and there are Grey-elves (Elves of the Twilight), Greenelves, Deep-elves, the Wood-elves of Mirkwood, and even Sea-elves (all of which creates a link to Anglo-Saxon, where compounds of this sort are found)" ( 24). This makes more sense, This leads me to believe that there is a third way the Dark Elves of The Prose Edda could have influenced Tolkien's Middle-Earth. It is said in The Silmarillion that "Melkor breed the hideous race of the Orcs in Envy and mockery of the elves" (Tolkien 1977, 47). I would argue that maybe the term "dark elves" inspired Tolkien to create Orcs: Orcs are originally Elves who had been "by slow arts of cruelty, corrupted and enslaved" (Tolkien 1977, 47). In this interpretation, the darkness is mainly in the heart of those creatures: "and deep in their dark hearts the orcs loathed the master whom they served in fear" (Tolkien 1977, 47). In addition to that, they lived in dark and tunnels since Morgoth's fortress of Angband was mainly underground, so it would work with the Norse Dark Elves preference for underground dwellings.

Dwarves

The elves are not the only inhabitants of Middle-Earth who have similarities with their northern counterpart. Indeed, Tolkien's depiction of dwarves is very similar to the one in The Prose Edda and the Saga of the Volsungs. First of all, Tolkien was inspired by the names in The Prose Edda for the names of the dwarves in The Hobbit; the only dwarf named in The Silmarillion does not appear in that list but there is a clear resemblance in terms of sounds between the names. As I have mentioned earlier, names and onomastics have a lot of importance for Tolkien, and often when he borrows names from other texts, he also borrows identities and characteristics. So, from this information alone, it is possible to imagine that the dwarves in The Hobbit are similar to the dwarves of North mythology. The Silmarillion explains the creation of the dwarves and their characteristics: they are "stone-hard, stubborn, fast in friendship and in enmity, and they suffer toil and hunger and hurt of body more hardily than all other speaking peoples; and they live long, far beyond the span of Men, yet not for ever" (Tolkien 1977, 39).

They are also associated with forges, gold and jewels: "In the darkness of Arda already the Dwarves wrought great works, for even from the first days of their Fathers they had marvellous skill with metals and with stone; but in that ancient time iron and copper they loved to work, rather than silver or gold" (Tolkien 1977, 100). The dwarves of The Prose Edda share this love for crafts and gold. Chapter five of "Skaldskaparmal" (the second part of The Prose Edda) is called "The Dwarves make Treasures for the Gods" and tells the story of how Loki commissioned two dwarves, Brokk and Eitri, to create treasures for the Gods. Despite Loki's attempts to make them fail, they ended up creating a ring which "every ninth night eight rings of equal weight would drip from it" (Sturluson 93), the fastest of boars and a hammer that would never miss its mark and always come back. This passage shows how dwarves are perceived in Norse mythology as great blacksmiths. The dwarves in The Silmarillion also create magical jewels, the most blatant example being the Nauglamír, the Necklace of the Dwarves: "it was a carcanet of gold, and set therein were gems uncounted from Valinor; but it had a power within it so that it rested lightly on its wearer as a strand of flax, and whatsoever neck it clasped it sat always with grave and loveliness" (Tolkien 1977, 130). It is important to note that dwarves (as supernatural beings) are specific to the Nordic and Germanic folklore: Tolkien popularised them.

The way dwarves are created in The Prose Edda and The Silmarillion are also quite similar. In Norse mythology the dwarves are said to have been maggots to which the gods have given thoughts and a human-like shape: "the dwarves had come to life in the soil under the earth, like maggots in flesh. The dwarves emerged first, finding life in Ymir's flesh. They were maggots at that time, but by a decision of the gods they acquired human understanding and assumed the likeness of men, living in the earth and rocks" (Sturluson 22). In a similar fashion, the dwarves of Middle-Earth were given shape by Aulë, one of the Valar. They were also the first to be created, before the Elves and the Men. It is not specified with what material he created them but it is said that Aulë "made first the Seven Fathers of the Dwarves in a hall under the mountains in Middle-Earth" (Tolkien 1977, 37), and Ilúvatar calls them Aulë's "handiwork" (Tolkien 1977, 38), implying that he crafted them from some materials that were available in the mountains, perhaps rocks and clay. In both cases, dwarves are the first direct creations of the gods and have a very strong link with the earth.

Lastly, the dwarf called Mîm who appears in the chapter "Of Túrin Turambar" is reminiscent of Andvari who appears in the "Otter's Ramson" in both The Prose Edda and the Saga of the Volsungs. Mîm is the dwarf who is captured by Túrin's companions and led them to his dwelling which he calls the "House of Ramson" (Tolkien 1977, 241). Mîm ultimately betrays Túrin and leads Orcs to his home where Túrin and his companions were sleeping.

There is not much explanation in The Silmarillion for Mîm's betrayal but some texts from Tolkien's legendarium imply that it had something to do with the gold he kept in the "House of Ramson". Gloriana St. Clair points out that "Mîm's reluctance to leave his sack recalls the dwarf Andvari who is connected with the treasure in the Volsunga saga" (St. Clair 1996, 70).

Andvari is a dwarf whom Odin, Loki and Hoenir encounter on one of their journeys. Loki stole his gold from him and in retribution he cursed the said gold. Both dwarves are portrayed as cherishing their gold above all things, and being ready to betray for it. Tolkien explores more this aspect of the dwarves in The Hobbit, where Thorin Oakenshield fall prey to a goldsickness. To conclude, Tolkien took a lot from Norse mythology's dwarves to create his own: blacksmith and jewel creators, they have a strong link to the earth and crave gold and riches. 8

Women

The Silmarillion has a myriad of characters, Valar, Elves, Dwarves and Men, but there are only a few women. However, these women are often in positions of power and are quite unforgettable characters. The same thing can be seen in the Saga of the Volsungs, where few women appear but these women are essential to the story.

8 Because of this, Tolkien's portrayal of the dwarves is often called antisemitic. You can find more information of this topic in the article called « DWARVES ARE NOT HEROES: ANTISEMITISM AND THE DWARVES IN J.R.R. TOLKIEN'S WRITING » by Rebecca Brackmann

Women of Power

The first type of women that appear in Tolkien's world and in sagas are women who are in some position of power. They are princesses or queens and/or have magical powers.

One of these women is Galadriel: she is the only daughter of Finarfin and one of the leaders of the Noldorin rebellion against the Valar. She followed her brothers and the sons of Fëanor on their journey to see Aman. Because of this, she reminds me of Signy in the Saga of the Volsungs. She is also the only daughter of Volsung and she has ten brothers: "they had ten sons and one daughter" (37). She also departs from the land of her birth and is met in this new land with the death of her father and her brothers. Signy warns her family that her husband is going the betray them, but her father does not listen: "he plans to betray you […] do not put yourselves in this trap, for you will not escape this treachery if you do not do as I advise" (40). Her father did not listen to her and so it leads to his death: "Signy learned that her father had been killed and her brothers taken prisoner and destined for death" (41).

Similarly, Galadriel follows her brothers and the sons of Fëanor into exile, for she desires to see Aman: "she yearned to see the wide unguarded lands and to rule a realm of her own will" (Tolkien 1977, 89). However, she does not swear the oath that the sons of Fëanor undertook and even if she was "eager to be gone" (Tolkien 1977, 89) she was still wary of Fëanor. She did not speak against him but her unwillingness to swear the oath is what protected her later. I would argue that Signy at the beginning of the Saga of the Volsungs is a character who shares similarities with Cassandra from Homer's Iliad: she predicted what would happen if her father and brothers stayed in Gautland, but she was not listened to and her predictions became true. She is not listened to because of her condition as a woman, showing that even if women are in position of power, they are still relegated to a secondary role, with the man making the decisions. She is even said to have foresight: "Signy spoke to her father: […] I know through my foresight and that special ability found in our family that if the marriage contract is not quickly dissolved, this union will bring us much misery." (39) Concerning Galadriel, her position is quite different and ambiguous. She is unwilling to swear Fëanor's oath but still follows him into exile. She became the voice of reason once she has met with another woman, Melian. However, she distanced herself from her brothers and their grudge, which allowed her to survive the First Age, the Prophecy of the North and the Doom of the Noldor: "Celeborn of Doriath, with Galadriel his wife, who alone remained of those who lead the Noldor to exile in Beleriand" (Tolkien 1977, 306). While not being as perceptive as Signy, Galadriel also stood out as being the only survivor of her family. Gloriana St. Clair also points out a resemblance between Signy and Aerin. Aerin is a character who appears only briefly in The Silmarillion, her part in the story of Túrin Turambar is more developed in The Children of Húrin. In The Silmarillion she is only known for helping Túrin's mother: "[Morwen] was succoured secretly by a kinswoman of Húrin named Aerin, whom Brodda, an Easterling, had taken as his wife" (Tolkien 1977, 235). Aerin also appears to give information to Túrin when he goes back to his childhood home in hope to find his mother: "Then Túrin strode to Brodda's table, and seizing him he drew his sword, and demanded that he be told whither Morwen had gone; and Aerin declared to him that she went to Doriath to seek her son" (Tolkien 1977, 257). St. Clair talks about this character and the character of Signy as having divided loyalty: "the theme of a woman with divided loyalties is a recurring one in Northern literature and it does provide an interesting and dramatic situation" (St. Clair 1996, 69). Indeed, both characters are torn between their loyalty to their family and the country of their birth and their husbands. Signy was initially "unwilling" to marry Siggeir but did so after her father demanded her to, yet once she was married to him, she still chose to warn her family. Furthermore, she plots her revenge for the death of her family but still stays beside Siggeir. Even in her death she chooses to stay with her husband, albeit she took part in his murder: "I have worked so hard to bring about vengeance that I am by no means fit to live.

Willingly I shall now die with King Siggeir, although I married him reluctantly" (47). In The Children of Húrin, Aerin also chooses to die with her husband, even if Túrin offers her an escape: "I should die as soon in the wild with you, as with the brute Easterlings" (Tolkien 2007, 245). In addition to that, the Cambridge Introduction to the Old Norse-Icelandic Saga points out that "many female characters employ magic in the sagas, and occasionally, women appear as prophetesses" (230). I have shown before that Signy was portrayed as having prophetic tendencies and she is not the only woman in the Saga of the Volsungs to practice some kind of magic. In the chapter called "Signy gives birth to Sinfjotli", a sorceress came to her and helps her change shape. In The Silmarillion too women practice magic: Melian, Galadriel and Lúthien all have some kind of power that is not normal for elves to have. Yet, Christopher Hansen points out that "in Tolkien's work, women's fates are more often than not tied up with those of men" (11). This is also the case in Icelandic sagas: the end of Signy with her husband emphasized how their lives are intertwined. Even when women stand out as powerful and wise, they are still portrayed as being under the influence of men. They are also probably portrayed according to the status of women at the time when the stories are written. The place of women is ambiguous in 13 th -century Iceland, where women could perform "manly" tasks and inherit land but were ultimately considered below their men in the social hierarchy. 9

Tolkien also creates powerful and important female characters, but they are still conforming to the norms of 20 th -century women roles. They are also portrayed as being particularly feminine: Galadriel and Lúthien are as known for their beauty as they are for their powers.

The only females that are outside of men's influence are the one who are not working for the forces of good.

Monstrous Women

The other type of female figures who appear in sagas and also in Tolkien's legendarium are monstrous creature. In the Saga of the Volsungs the wolf who kills Signy's brothers is clearly called a "she-wolf" (41). The Old Norse text uses the word "yIgr", which is the word specific to female wolves. This wolf is also said to be a sorceress who would have assumed the form of a wolf: "And some men say that the she-wolf was Siggeir's mother, who had assumed this shape through witchcraft and sorcery" (42). In The Silmarillion there is also a female monster: Ungoliant. Ungoliant is an enormous spider, the ancestor of Shelob, the spider in the passage of Cirith Ungol in The Lord of the Rings. This kind of monstrous women only appears outside of civilisation, in places of limits such as the forest or some "cleft of the mountains" (Tolkien 1977, 77). It corroborates Jeffrey Jerome Cohen's fifth thesis which says that the monster "polices the borders of the possible" [START_REF] St | Volsunga Saga and Narn: Some Analogies[END_REF]: not only monsters such as the she-wolf in the Saga of the Volsungs or Ungoliant in The Silmarillion are at the borders of the world they 9 To learn more about the place of women in Iceland during the Middle Ages see Valkyrie: The Women of the Viking World by Jóhanna Katrín Friðriksdóttir are also at the borders of what a woman is supposed to be. Hansen points out that it is less in their forms that they are monstrous but in their non-respect of the patriarchal society and the binary gender norms: "It is the form the "evil woman" is embodied in, while the "proper woman" is defined by her acceptance of Catholic binary gender norms: subservience to the husband, monogamy, sexual restraint only for procreative activity, etc." (5). Ungoliant is characterized by her unsatisfiable hunger: "she was famished" (Tolkien 1977, 77). Incapable of satisfying her hunger, she goes as far as eating her own progeny. Hansen argues that this hunger is also sexual (as it is shown by the vast number of children she has) and so her sexual nature is what makes her monstrous. Yet, motherhood is also extremely associated with femininity and so this also reminds the reader of her gender. Monstrous women are not limited to Tolkien and Norse mythology and can be found in other texts; one can think about Medusa in Greek mythology for example. However, the she-wolf in the Saga of the Volsungs and Ungoliant are both extremely important in the two narratives as their actions engender an escalation of revenge.

Magic and Fantasy

Tolkien is known for popularizing the genre of fantasy and particularly fantasy that takes place in what he calls in his essay On Fairy Stories a "Secondary World" (Tolkien 1947, 12). This world is populated with men but also other races, such as the dwarves and elves we have seen earlier. But they are not the only inhabitants of Middle-Earth and some monstrous creatures also roam the earth. In addition to that, some characters practice magic and Tolkien is fond of stories of magical jewels. Likewise, The Prose Edda and the Saga of the Volsungs present people doing magic and magic jewels also appear at some point in the story. This is not the case of all Icelandic sagas, as most of them concentrate on the life of Icelandic folks and do not include magic of any kind, but the Saga of the Volsungs is part of a type of saga called "Fornaldarsögur" which means "'Sagas of ancient time' or 'mythical-heroic sagas'" (Ross 31). The Prose Edda, for its part, presents the events of Norse Mythology and so is filled with monstrous creatures and magic. In this part, I will demonstrate that Tolkien's creatures and magic system were also inspired by Norse mythology and sagas.

Dragons and Other Monsters

Dragons

Dragons are very well-known fantasy creatures and are far from being specific to Tolkien's stories. Dragons are found in legends all around the world and have been in people's imagination for a long time. In the Saga of the Volsungs, the dragon Fafnir is the main adversary of Sigurd and it is its defeat that gives Sigurd his glory. Similarly, Túrin Turambar, in

The Silmarillion, kills the dragon Glaurung and it is this deed that he is remembered for. Several dragons appear in medieval literature (for example in Historia Regum Britanniae) but there are specificities that tie Glaurung and Fafnir together. The first things that Tolkien seems to have borrowed from North mythology for his dragons are their anthropomorphic qualities.

Both Fafnir and Glaurung are very intelligent and capable of talking. Not only they are capable of speech but their conversations are another weapon. Fafnir is not described as being able to breathe fire, but the venom in his word is even more dangerous. The reader does not know that Fafnir is capable of speaking until after Sigurd inflicted him a mortal wound; only at this point Fafnir starts speaking. He questions Sigurd "Who are you, or who is your father, or who is your family, you who are so impudent that you dare to bear weapons against me?" (63).

Initially, Sigurd refuses to answer, probably conscious of the danger of an enemy knowing your identity. However, Fafnir asks more questions and Sigurd immediately tells the whole truth: "My name is Sigurd and my father is Sigmund" (63). Fafnir continues to question Sigurd and their exchange reveals that Fafnir knows more than he normally should. First, he knows more about Sigurd than he revealed to him: "I know that if you had grown up with your kinsmen you would know how to fight when angered. But it is yet stranger that a prisoner taken in war should have dared to fight me, because few captives are valiant in fight" (64). Sigurd grows suspicious of Fafnir's words. Fafnir is going to deny that: "You take everything I say as spoken with malice. But this gold that was mine will be your death" (64). Fafnir threatens Sigurd, but he also lay the seed of doubt in his mind. Sigurd refuses to listen to Fafnir's advice, but his conversation is deranging because of how precise and accurate Fafnir's words are. Fafnir already knows he is going to die, so what is the point of discoursing with his slayer? By doing so he is toying with Sigurd, like a cat playing with his prey. Fafnir knows he is doomed to die, but he also seems to know that Sigurd will not live for long after killing him.

The way Glaurung talks to Túrin is similar. Their first encounter is in the ruins of Nargothrond, where Glaurung immediately recognises Túrin and starts taunting him: "Evil have been all thy ways, son of Húrin. Thankless fosterling, outlaw, slayer of thy friend, thief of love, usurper of Nargothrond, captain foolhardy, and deserter of thy kin. As thralls thy mother and thy sister live in Dorlómin, in misery and want. Thou art arrayed as a prince, but they go in rags; and for thee they yearn, but thou carest not for that. Glad thy father be to learn that he hath such a son; as learn he shall" (Tolkien 1977, 255). Glaurung knows what to say to enrage Túrin, and similarly to Fafnir, he uses only the truth. He also mentions the family of Túrin, which we saw earlier is a very important topic. It is also said that Glaurung is laughing during that scene, amused by Túrin's rage. The reaction is extremely anthropomorphic and highlights the sadism of Glaurung, who clearly enjoys Túrin's misery. This integration of Norse characterization makes the monster even more frightening. Tolkien himself said in a letter to Naomi Mitchison that he was inspired by Fafnir for the conversation of one of his dragons, but not Glaurung: "Fafnir in the late Norse versions of the Sigurd-story is better; and Smaug and his conversation obviously is in debt there". Smaug, the dragon in The Hobbit, shares with Glaurung and therefore Fafnir his way of taunting his prey and asking questions to them. Smaug's conversation with Bilbo, the hobbit protagonist, is longer than the one between Glaurung and Túrin and maybe even more successful in showing the way the dragons play with their prey.

In addition to the resemblances in their demeanour, the "plans for the dragon's demise are similar in the Narn and the Volsunga saga" (St Clair 1996, 70) 10 . To a lesser extent, this can also apply to Smaug's death, which was also came from beneath him. I would argue that both Glaurung and Smaug were inspired by Fafnir, the most well-known dragon of North mythology.

Wolves, Demons and Eagles

Dragons are not the only creatures that can be found in Tolkien's writings that are inspired by Norse mythology. The first resemblance that can be found is between Surt and the Balrogs. Surt is "Muspell's guardian, possibly a fire giant or a demon" (Sturluson 175) and he is described as having "a flaming sword" (Sturluson 13). His role during Ragnarök will be to "set off to battle, and defeat all the gods, burning the whole word with flames" (Sturluson 13).

We don't learn much more about him in the Prose Edda, but his characteristics are very similar to the Balrogs in Middle-Earth. Marjorie Burns points out the resemblance in Perilous Realms:

"the Balrog is related to Surt (of the Norse fire realm)" (Burns 2005, 20). Indeed, the Balrogs are fire creatures that served Morgoth. They are said to have been beings who were corrupted by Morgoth 11 : "Dreadful among these spirits were the Valaraukar, the scourges of fire that in Middle-earth were called the Balrogs, demons of terror" (Tolkien 1977, 23). Balrogs are under the orders of Morgoth, and they are very powerful: Morgoth calls them to chase Ungoliant after she turned against him. Their chief, "Gothmog, Lord of the Balrogs" (Tolkien 1977, 120) is the one to kill Fëanor and the Balrogs fight at the Battle of Sudden Flame with Glaurung.

They are also said to be destroyed during the Great Battle of the War of Wrath: "The Balrogs were destroyed, save some few that fled and hid themselves in caverns inaccessible at the roots of the earth" (Tolkien 1977, 302). Balrogs are quite mysterious, as we don't know a lot about them: even if there are supposed to be hordes of them in the First Age, the only close encounter with one of them is in The Lord of the Rings. The fellowship had to face one during their passage through Moría and the duel between the Balrog and Gandalf shows the power of the Balrog: Gandalf is an Istari, that is to say, a wizard and still he could not win their fight.

The Balrogs being ferocious opponents and fire creatures are the only sure information we have on them. Nonetheless, their role as guardian of Angband and their association with fire is highly reminiscent of Surt.

The other creatures that can be found in Middle-Earth and are reminiscent of Norse mythology are the wargs. The wargs are a race of imaginary animals and are described in The Hobbit as "evil wolves" (Tolkien 1937, 114). Wargs do not appear in The Silmarillion as such, but there are "werewolves": "Sauron brought werewolves, fell beasts inhabited by dreadful spirits that he had imprisoned in their bodies" (Tolkien 1977, 192). There are good chances that the wargs are a different word for the werewolves. In both cases, wolves are overall portrayed in Tolkien's universe as allies of evil. They serve Morgoth and Sauron and attack the protagonists. In the chapter telling the tales of Beren and Lúthien, Sauron captures the companions of the protagonists and orders them to be eaten by a wolf one by one as a form of torture: "[Sauron] cast them therefore into a dark pit, dark and silent, and threatened to slay them cruelly, unless one who betray the truth to him. From time to time they saw two eyes kindled in the dark, and a werewolf devoured one of the companions; but none betrayed their lord" (Tolkien 1977, 201). This scene is reminiscent of the one in the Saga of the Volsungs, where Siggeir orders Volsung's sons to be devoured one by one by a wolf. Wolves are ambiguous figures in Norse Mythology, as they are often associated with Odin but Fenrir, the wolf-son of the god Loki, is said to devour Odin during Ragnarök. Marjorie Burns explains this in Perilous Realms: "Wolves are the last of the traditional Norse war beasts associated with Odin, and Tolkien uses their characteristics in a particularly innovative way. In eddic accounts, Odin keeps and feeds two wolves, Freki and Geri (both names indicative of greed). The two are pets, though pets of a remarkably hostile kind. This fraternizing with wolves, however, does not immune Odin from their dangers; it is the giant, humanized wolf, Fenrir, that ultimately destroys Odin, devouring him in the apocalyptic battle of Ragnarok" (Burns 2005, 103). This is particularly interesting as I stated before that Sauron is often associated with Odin. In addition to that, wolves have a tradition of being represented as evil, not only in Norse mythology but in German folklore too. This topos is perpetuated in Middle-Earth, where there is no redemption for those beasts: they are made truly monstrous by their name and their evil nature. Marjorie Burns dwells on that representation of wolves in Middle-Earth: "wolves kept by both Morgoth and Thû (a variant name for Sauron) come even closer to eddic accounts.

Morgoth, the prime force of evil in these accounts, sends demons in 'wolvish form and flesh' to hunt down enemies, and he keeps one wolf, Carcharoth, the Red Maw (sometimes called 'Everhungry' or 'Jaws of Thirst'), by his throne, just as Odin keeps Freki and Geri. Again, in a way highly reminiscent of Odin, Morgoth, 'with his own hand,' feeds Carcharoth on the 'flesh of Elves and Men' (III,288). Sauron (who is called 'Lord of Wolves' and who imitates Morgoth in the legendarium much as Saruman imitates Sauron in The Lord of the Rings) also keeps a favoured wolf (or werewolf) by his chair, and this wolf, Draugluin, is fed as well 'on flesh of Man and Elf' (III,252)." (Burns 2005, 104). Sauron himself transforms into a werewolf to face Huan: "[Sauron] took upon himself the form of a werewolf" (Tolkien 1977, 205). It is interesting to note how, in the story of Beren and Lúthien, the wolves are very clearly associated with the enemies but the hounds, such as Huan are forces of good. In Norse mythology, there is also a wolf that is said to chase the sun and who will ultimately eat the moon during Ragnarök. This confirms this theme of wolves as antagonists and shows that they are a threat during Ragnarök.

Another type of creatures which appears in The Silmarillion and can be linked to Norse mythology are the Eagles. As Marjorie Burns points out very well, the Eagles of Middle-Earth are portrayed as saviours, helping the protagonists in their quests: "In The Silmarillion, Thorondor, 'King of Eagles, mightiest of all birds that have ever been' is the primary rescuer (110). It is Thorondor who transports Fingon to Thangorodrim (where the captive Maedhros is freed). It is Thorondor and his vassals who save Tuor and the remnant of Gondolin on a high mountain pass, and it is Thorondor who carries Lúthien and Beren away from Morgoth's dungeon-fortress (and away from a fiery setting reminiscent of Mount Doom)." (Burns 2005, 100). Like the Balrogs, not a lot is said about the Eagles in The Silmarillion: they are the messenger of Manwë, the leader of the Ainur, and were created by him. All their appearances in The Silmarillion are for them to help another character escape; likewise for their contribution in The Lord of the Rings and The Hobbit. Similarly, eagles appear in Norse mythology when escape is needed: in The Prose Edda Odin changes into an eagle to escape from Suttung after drinking the mead: "he possessed all the mead. Then, changing himself into the shape of an eagle, he flew away as fast as he could" (Sturluson 86). Marjorie Burns also points out the importance of eagles in North mythology: "The eagle associated with Valhalla has both positive and negative connotations, representing both the power and threat of war and the power of transference between spiritual states or worlds" (Burns 2005, 100).

Then, she talks about the Eagles in The Silmarillion and argues that the Eagles of Manwë can represent doom: in the "Akallabêth", the part of The Silmarillion that tells the fall of Númenor, the Eagles are the one to bring destruction: "There would come at times a great cloud in the evening, shaped as an eagle, with pinions spread to the north and the south; and slowly it would loom up, blotting out the sunset, and then uttermost night would fall upon Númenor.

And some of the eagles bore lightning beneath their wings, and thunder echoed between sea and cloud." (Tolkien 1977, 332). Burns uses this example when she says that: "[E]agles in Tolkien's worlds can be threatening and 'cruel' as well as helpful, and in this they come closer to the eagles of Norse mythology. In The Silmarillion (before the Drowning of Númenor), Manwë, the chief of the Valar (and the one who sends Gandalf to Middle-earth), warns the Númenóreans of their impending doom by sending visions of 'the Eagles of Manwë'" (Burns 2005, 100). This shows that many of the creatures that were imagined by Tolkien have been at least partially inspired by Norse Mythology.

Fantasy Elements and Magic

Tolkien's world is full of magical creatures and magical beings. Magic is often an important part of fantasy literature, where wizards and other magicians of all kinds wield spells. However, magic is not a predominant part of The Silmarillion: there are a lot of magical creatures and elements but magic itself is rarely used directly. 12 In Norse mythology, magic is also present and is used in various situations. While Tolkien probably did not intend to copy the magic that can be found in Norse mythology, there are still resemblances between the two.

Magic Users

Whereas fantastical creatures and especially monsters are portrayed as "other", magic is represented as being part of the self. In Norse mythology and Tolkien's universe, magic is not something you can learn, it is something that you are born with. It is also something that not everyone can use: in The Silmarillion, there is no mention of Men using magic, this power is reserved for the Elves and their gods. The Ainur presents magical abilities, as said in the "Valaquenta". For example, Irmo is "the master of visions" (Tolkien 1977, 19) and Ulmo can "speaks to those who dwells in Middle-Earth with voices that are heard only as the music of water" (Tolkien 1977, 17). These abilities are not surprising when it comes to divine characters. Similarly, the Norse gods have some magical abilities: Frey is said to "control the rain and the shining of the sun" (Sturluson 35) and Frigg "knows the fate of men" (Sturluson 30). However, other persons show magical abilities in Norse mythology.

First, they are dwarves: their magic is different from the one of the Aesir. The dwarves seem to inject magic into their works, but it is not exactly said how they do this and if they have other magic of their own. Thus, the dwarves are said to simply use a forge to create treasures for the gods but ultimately, they create magical artefacts. Similarly, the dwarves in The Silmarillion and The Lord of the Rings are known for their magical jewels, without any indication that they have a magic of their own. In The Lord of the Rings, the fellowship encounters a magic door made by the dwarves, which needs a password to open. The magic used by the dwarves is therefore linked to materiality. The same thing can be said about some of the elvish magic: Fëanor forged the Silmarils and they are also magical artefacts. For the elves, words are also powerful: it is implied that Fëanor's oath has some kind of magical power.

Once Fëanor had sworn his oath, the narrator says that "for so sworn, good or evil, an oath may not be broken, and it shall pursue oathkeeper and oathbreaker to the world's end." (Tolkien 1977, 89). Once again, there is no explication of how this kind of magic exactly works.

The other type of magic that we can encounter in both Middle-Earth and Norse mythology is foretelling and prophecies. In the Saga of the Volsungs, several characters are said to possess the gift of foresight: Signy predicted the destiny of her family and Sigurd himself is said to "know events before they happened" (72). This magical ability can be explained by the fact that both Signy and Sigurd are descendants of Odin, one of the most powerful gods of the northern pantheon. The gift of prophecy is also found in numerous characters in The Silmarillion, even if this gift is often temporary. For example, is it said that "foresight came upon Felagund" (Tolkien 1977, 150), which implies that it is not an ability she possesses in normal circumstances but something that is gifted to her at a precise moment.

Another similar episode shows that elves seem to have a prophetic power, but one that manifests itself only on certain occasions. Curufin says to Eöl that "[his] heart warns [him] that if you know pursue those who love you no more, never will you return either" (Tolkien 1977, 157). This foreshadows the death of Eöl and his family. Some characters are also capable of magical feats that are not explained: Lúthien was capable to send Carcharoth to sleep with her voice and she is said to possess "arts of enchantment" that "caused her hair to grow to great length" (Tolkien 1977, 202). Indeed, the Maiar often present magical characteristics, because of their own nature: they are spirits "of the same order as the Valar but of less

Shape-shifting and Dark Magic

There is another category of magic we did not see and it is everything that enters the "dark magic" category. I will include in this category every magical act that is perpetuated by the "enemies" with the aim of doing arm or any magic which serves dark purposes. In The Prose Edda, the gods are not the only creature to have magical powers and sometimes the powers of these other characters are greater than the gods' own power. The main example of that is when Thor and Loki go to visit "giant-land" and found themselves at the "stronghold of Utgarda-Loki" (Sturluson 57). When they arrive, they are confronted with a series of tests, which they are confident they can pass. However, they are incapable of realising any of the tasks that were asked of them, but only for Utgarda-Loki to reveal that they had been deceived. The giants have used magic to cheat: they created illusions, transforming mountains into a cat and fire into a grandmother. In The Silmarillion, Melkor is also capable of illusions to distract and deceive his enemies, but they are not as complicated. To hide from the Valar and be able to execute his plans he used "shadows [to] hid[e] himself and his servants […] and the lands near his dwelling were shrouded in fumes and great clouds" (Tolkien 1977, 113).

Morgoth possessed a lot of power, as he was one of the Valar before rebelling against Ilúvatar: it is even said that "[t]o Melkor among the Ainur had been given the greatest gifts of power" (Tolkien 1977, 4). He principally uses his powers to create evil creatures, such as the orcs and the Balrogs. His powers also affect the mind, and the Men (who are portrayed in Middle-earth as the most easily corrupted race) often succumb to his poisoned words: "Yet neither by wolf, nor by Balrog, nor by Dragon, would Morgoth have achieved his end, but for the treachery of Men" (Tolkien 1977, 228).

Morgoth and Sauron also present various similarities when it comes to their power. Sauron is a shape-shifter, a power that Morgoth used to possess but which he lost: " [Sauron] took upon himself the form of a werewolf, and made the mightiest that had yet walked the world" (Tolkien 1977, 205) and "[t]hen Sauron shifted shape, from wolf to serpent, and from monster to his own accustomed form" (Tolkien 1977, 205). The same powers can be found in The Prose Edda in the character of Loki. Loki is one of the Aesir but he is also their enemy: it is said in The Prose Edda that "his nature is evil and he is undependable. More than others, he has the kind of wisdom known as cunning, and is treacherous in all matters" (Sturluson 39).

He is a shape-shifter and uses this ability to thwart the dwarves' attempt at pleasing the gods: in the chapter called "The Dwarves Make Treasures For The Gods" in The Prose Edda, he changes into a fly to harass Eitri while he is at his forge. He also tries to escape the vengeance of the gods by turning into a salmon. Loki shares some characteristics with Morgoth and Sauron, but Loki is presented as a trickster and his powers are more often than not used for pranks rather than true evil deeds.

Finally, magical artefacts can also be corrupted by dark magic, as is the case with the Palantíri. The Palantíri are "[s]tones [which] had this virtue that those who looked therein might perceive in them things far off, whether in place or in time" (Tolkien 1977, 350). In The Silmarillion these stones are used by the Númenóreans to protect their land from their enemies. However, in The Lord of the Rings, the Palantíri are said to be dangerous magical objects, because they have been taken by Sauron and now serve darker purposes. Tolkien also explains in an unsent letter to Naomi Mitchison the distinction he makes between "magia" and "goeteia" when it comes to Melkor's dark magic (magia being physical magic and goeteia charms and conjuring): "The Enemy's operations are by no means all goetic deceits, but the chapter of the Saga of the Volsungs called "Sigurd Eats The Serpent's Heart", birds are encouraging Sigurd to kill Regin only to keep the gold for himself. R.G Finch explains in the Nelson bilingual edition of the text that "The belief that birds (and other animals) were able to give warning of impending danger was widespread in Europe and elsewhere […]. At the turn of the century there was still a belief in Iceland that the gift of understanding the speech of birds was conferred by eating the heart of a raven or stone-falcon […]. The birds here, as in the corresponding section of the Poetic Edda (Fáfnismál, st. 33 ff.) also serve as an incitement to action" (Finch 33). This penchant for greed can also be found in Tolkien's texts. For example, in the chapter called "Of Maeglin", the elf named Eöl shows an extreme jealousy over the members of his family, and his selfishness ended up killing Aredhel (his wife) and cursing his son Maeglin. Eöl's greed was passed down to his son, who told the secret to accessing the city of Gondolin to Melkor because his love for Idril was not returned. However, the theme of greed is very often talked about in Tolkien's works through the metaphor of jewellery.

Silmarils, Rings of Power and Curses

In each of Tolkien's main novels taking place in Middle-Earth, a magic jewel is at the centre of the story: the Silmarils for The Silmarillion, the One Ring for The Lord of the Rings and the Arkenstone for The Hobbit. These jewels are a source of fascination and desire. The One Ring, as well as many of the Rings of Power, have a power of their own. It can affect the people around it, creating greed even in the stronger hearts in order to return to Sauron, its owner. For example, the power of the One Ring can be seen at the end of The (who are also called Nazgûl) are the spirits of the Men to whom the rings have been given by Sauron. The rings were corrupted and so the Men became wraiths at the service of Sauron and bound to him by the rings. We do not know much about the seven rings that were given to the dwarves, except that they can multiply whatever the dwarves mine: "the Ring needed gold to breed gold" (Tolkien 1955(Tolkien , 1050)). This property is very similar to what the ring Draupnir can do in Norse Mythology: Draupnir "had the characteristic afterwards that, every ninth night, eight gold rings of equal weight dripped from it" (Sturluson 67). Marjorie Burns also connects Draupnir to the Rings of Power in general, for the power that the One Ring exerts over the other rings: "Both Odin and Sauron have rings with supernatural powers. In Norse mythology one of the few objects associated with Odin is the ring Draupnir, an arm ring that magically produces eight more rings, all equal in weight, every nine nights. In Tolkien's books, Sauron's One Ring has the power to dominate the three, seven, and nine lesser rings associated with the One" (Burns 2005, 100). Icelandic literature also portrays gold as being cursed in the Saga of the Volsungs and The Prose Edda: the ring of gold from Andvari's hoard is said to be "the death of whoever owned it, and the same applied to all the gold" (58). The One Ring can be seen as cursed in The Lord of the Rings, and the same thing can be said for the Silmarils in The Silmarillion. The Silmarils are not cursed by their maker and are not the product of evil, unlike the Rings of Power, but the oath that Fëanor made cursed everyone who desire them: "the Silmarils are cursed with an oath of hatred and he that even names them in desire moves a great power from slumber" (Tolkien 1977, 198). The Silmarils seem to have the same kind of power as the Rings, as they corrupt every soul they came into contact with, as it can be seen with Thingol. Thingol demands to Beren to bring him a Silmaril, initially as an impossible task for the hand of his daughter. However, the simple fact of asking for the Silmaril makes Thingol overcome with greed and ultimately leads to his murder by dwarves who also covet the Silmaril. Other magical jewels appear in The Silmarillion, such as Nauglamír, the Necklace of the Dwarves that serves to hold Thingol's Silmarils and which is said to "had a power within it that it rested lightly over on its wearer as a strand of flax, and whatsoever neck it clasped it sat with grace and loveliness" (Tolkien 1977, 130). This profusion of magical jewels that cause everyone around to be obsessed with them enables Tolkien to make a commentary on greed; the last words of Thorin Oakenshield, one of the protagonists in The Hobbit, illustrates this point of view: "If more of us valued food and cheer and song above hoarded gold, it would be a merrier world " (Tolkien 1937, 263).

Conclusion

The influence of medieval Icelandic literature on Tolkien's book is often subtle but undeniable for a knowledgeable reader who knows medieval Icelandic literature and Norse mythology. Tolkien was first inspired by the Old Norse language and used many terms and names for his own universe. There are also Icelandic themes that appear in Tolkien's writing, such as the importance of the journey. Sometimes, elements of the natural world that are often found in Icelandic literature are also found in The Silmarillion, such as bridges and gates that are obstacles for the protagonists. The Silmarillion is also similar to Icelandic sagas because of the emphasis put on family relationships, especially between men, and the notion of revenge that is a result of conflict. The Silmarillion is also similar to The Prose Edda in the way they present their respective pantheons of gods and the stories associated with them.

The mortal protagonists of the Saga of the Volsungs and The Silmarillion share similar characteristics and plot points, which make them appear as imperfect protagonists. The role of women in Icelandic sagas and Middle-Earth is also similar, with powerful women who are often still limited in their power by their sex, in comparison to the many men around them.

Many of the invented races that populate Middle-Earth, especially elves and dwarves, can be seen as inspired by their northern counterparts. Many of the animals that we can encounter in Middle-Earth are similar to the ones populating the Icelandic sagas and mythology. The dragons are particularly similar, not only in their description but in the way they act towards their prey, the venom in their words being as dangerous as their teeth. Tolkien also used elements from North mythology to create some creatures of his own, such as the Balrogs or the Orcs. The use of magic in Middle-Earth seems to follow most of the rules that are shown Conclusion Morgane Durand 54 in the sagas, and the theme of cursed jewellery is as much present in Tolkien's writing as in Norse mythology, if not more. However, Norse mythology and medieval Icelandic literature are not the only influences on Tolkien's work. As he wanted to create a mythology for England, Tolkien drew his inspiration from English and British medieval literature: Marjorie Burns shows in Perilous Realms the Celtic influence in Tolkien's works and some themes of medieval romance appear in some stories, such as Beren and Lúthien. When it comes to intertextuality, Tolkien himself had a particular theory. In his essay On Fairy Stories, he imagined a "soup" of all the stories that had been said before him and he explained that every new story had elements to this soup but also takes from it: "we may say that the Pot of Soup, the Cauldron of Story, has always been boiling, and to it have continually been added new bits, dainty and undainty" (Tolkien 1947, 9). You could make endless soup out of this cauldron: all stories are put in this cauldron and other stories scoop out of it; and so, when Tolkien created The Silmarillion, he scooped out some elements from Norse mythology (but not only). He also added to this soup with his own stories, and many of the fantasy writers of the 20 th and 21 st centuries were inspired by Tolkien's stories.
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There is a family tree of the different type of elves at the end of The Silmarillion: see appendices.

Even if it is considered in the story a noble deed, it is still murder and it is implied that he did so to keep the entirety of Fafnir's gold for himself.

See 2.1.2

I use the Cambridge dictionary definition of magic which is: "the use of special powers to make things happen that would usually be impossible".

'magic' that produces real effects in the physical world. But his magia he uses to bulldoze both people and things, and his goeteia to terrify and subjugate."

degree" (Tolkien 1977, 21). Melian is one of the Maiar that we know the most of, and who uses the most magic: she created a "girdle" to protect Doriath, preventing any enemies to enter the city. Tolkien also implies that they are other spirits in Middle-Earth, maybe capable of magic, that are invisible: "in Middle-earth the Maiar have seldom appeared in forms visible to Elves and Men" (Tolkien 1977, 21).

The last kind of magic that can be found in Tolkien's universe is the one done by the Istaris, the wizards send to Middle-Earth by Manwë. The most famous of these wizards is Gandalf, who is a main character in both The Lord of the Rings and The Hobbit, but who is only mentioned very briefly in The Silmarillion. The Istaris are said to have "many powers of mind and hand" (Tolkien 1977, 360) and are able to "held converse […] with beasts and with birds" (Tolkien 1977, 360). However, we don't see the Istaris use their powers often. Only three of the Istaris (out of five) are named and appear in Tolkien's stories: Gandalf is the most wellknown, followed by Saruman (who appears in The Lord of the Rings) and Radagast (who makes an apparition in The Hobbit). We only see glimpses of their powers: in The Hobbit, Gandalf uses his powers to create fire and scare the Orcs away and in The Lord of the Rings he creates light to see in the mines of Moría. Marjorie Burns, and other critics, theorized that Gandalf resembles Odin: "Gandalf is not a god but an emissary of Manwë, the godlike chief Vala, who is himself based on an idealized Odin and who, like Odin and Gandalf, associates with eagles and is sometimes described as wearing a cloak of blue" (Burns 97). Gandalf shares with Odin many things, including the way they are portrayed, and so, it is not completely impossible to imagine that they also share similar powers. In Norse mythology and The Silmarillion, magic appears in some situations, but it is often unclear what exactly are the rules for this magic to work.

Magic Jewels and Curses

Tolkien's magical artefacts are not simply that, they also invite a reflection on immorality. In The Silmarillion, The Lord of the Rings and The Hobbit, magical jewels are a main element of the quest and are always linked to evil matters. In Norse mythology, the same can be seen in stories like the Otter's Ramson. In many ways, the Rings of Power and the Silmarils are inspired by Draupnir and the other magical jewels present in Norse mythology.

Gold and Greed

To begin with, the theme of greed and its consequences can be found in Norse mythology. Both the Saga of the Volsungs and The Prose Edda tell the story of the dwarf Andvari who kept a pile of enchanted gold. Andvari was killed by the gods, and his gold fell into the hands of Fafnir. Fafnir killed his father to get the gold and he transformed into a dragon after keeping the gold for too long. This transformation becomes a metaphor to criticize the evil nature of greed. Fafnir is not only presented as greedy; he is also a murderer: "Fafnir killed his father […] and it was murder since he hid the body" (59). His evil nature is embodied by his monstrous body, but his death will also be caused by greed. Indeed, his brother Regin pushes Sigurd to kill Fafnir and it is heavily implied that he did so because he coveted the gold for himself. Marjorie Burns points out that "[t]he Norse, for example, have some unsavoury tendencies. They have a capacity for 'malice, greed, destruction (the evil side of heroic life).' For all their glory in deeds, they have a dragon and 'bestial' potentiality" (Burns 2005, 173). In