Abstract

The Arabian Nightshas been present in the literature of the Westesithe
beginning of the eighteenth century and the traiosiaof Antoine Galland in 1704.
Critics have identified its stories in the work afwide variety of Western writers,
most notably, William Beckford, Samuel Taylor Cadigre, William Wordsworth,
Alfred Tennyson, W. M. Thackeray, Charles DickeRk$izabeth Gaskell, Edgar
Allan Poe, Gustave Flaubert, Stendhal, Goethe, aildxee Dumas, Marcel Proust,
Leo Tolstoy, Jorge Luis Borges, A. S. Byatt, andrik@a Warner. However,
relatively little has been said about the implicas of The Arabian Nightdor
modern and modernist writers from James Joycedn Rhys. Even less has been
written on the relationship between the ancient egnd the emergence of the
modern short storjorm. Focusing on the work of three short fiction wistavho
published on the cusp of modernism: Robert Lousv&tson, Oscar Wilde, and
Joseph Conrad, this thesis explores the placelted Arabian Nightsin the
emergence of modern short fiction in Britain.

My study is not an attempt to trace the origind’bé Arabian Nightss it features
in modern short fiction. The project is more celhgr@oncerned with howTlhe
Arabian Nightsallows us to re-read the modern short story ratien the other way
round. This thesis is less concerned Witle Arabian Nightger se, than it is with
how The Arabian Nightshas been borrowed, taken up, appropriated, trimuosla
adopted and adapted within a specific strand of emodhort fiction published
between 1877 and 1899. The borrowings | consider lath conscious and
unconscious, casual and sustained, and it is eo&ith of the thesis to trace back
‘Arabian Nights’ allusions to a precise origin, assng such a thing were possible.
Rather this thesis is more interested e Arabian Nightgs a recurring intertext of
the short story.

If, as | will argue, bothirhe Arabian Nightand the modern short story have their
origins in the oral tale, their intimacy also ne¢d$e explained within the context
of modern print culture. The turn of the centuryripa@ical incorporated and
propagated tastes for exotic tales of the Eastnietropolitan audiences, a fact
which undoubtedly informed the short fiction of &tason, Wilde and Conrad.
Those same periodicals were looking to the pasiwsh as the present, outwards as
much as inwards. This is perhaps also true of thdam short story itself, which
does not merely embrace the modern and embodyshant print forms, but also
looks to the elongated oral tales associated \WwetHikes ofThe Arabian Nights

Stevenson, Wilde, and Conrad represent a partlgudancentrated response The
Arabian Nightsat the turn of the century, when the modern shtaty in Britain
was in its infancy. Through these writers, my stugyrks to relocate the modern
British short story (which | argue has been toalilgarestricted to the confines of
England and Europe), within a broader transnatiraate.
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Introduction

You have not to represent the world. You havepcesent only what you
can represent with pleasure and effect.
Robert Louis Stevenson

The Arabian Nightshas long been present in the literature of the ty\aasd
numerous studies have focused upon the respondieetappearance dfhe
Arabian Nightsin Europe since the eighteenth centliry.

However, across these studies, only passing referém the writers
examined below are made. Moreover, none identifjydeer connection between
the modern short story and the ancient epic th&hes One Thousand and One
Nights® Focusing on selected stories by Robert Louis $&we Oscar Wilde,
and Joseph Conrad, my study works to relocate théemn British short story,
which | argue has been too readily restricted eositierotic confines of England

and Europe, within a broader transnational ambit.

! The main works on which | have drawn are SuheifQalamawi'sAlf Layla wa Layla(1966);
Muhsin Jassim Ali'sScheherazade in England: A Study of NineteenthuBefinglish Criticism
of the Arabian Night$1981);The Arabian Nights in English Literature: Studierghe Reception
of the Thousand and One Nights into British Cult(k888) edited by Peter Caracciolo; Robert
Irwin’'s The Arabian Nights: A Companio(2004); The Arabian Nights and Orientalism:
Perspectives from East and W¢2006), edited by Yuriko Yamanaka and Nishio Tefsand
The Arabian Nights in Historical Context: BetweeasE and Wes{(2008) edited by Saree
Makdisi and Felicity Nussbaum. In addition to therks that consider the position dhe
Arabian Nightsbetween East and West, | have also resorted tortajor works on the narrative
techniques ofThe Arabian Nightswhich are Mia Gerhardt'§he Art of Story-Telling: A Literary
Study of the Thousand and One Niglit863), and David Pinault'Story-Telling Techniques in
the Arabian Nights(1992) on which | draw to examine the short strgd Robert Louis
Stevenson, Oscar Wilde, and Joseph Conrad.

2 Alf Layla wa Laylaas a title has had different translations into dpean languages, and
especially into English. For example, it is tratestbasOne Thousand Nights and a Nightich

is the literal translation from Arabic. It has albeen translated int®ne Thousand and One
Nights The Thousand and One Nighiehe Arabian Nights’ Entertainmentsr The Arabian
Nights In this dissertation, however, | will be using tiitle The Arabian Nightson the one hand
it is streamlined, and on the other hand, it isrtteest common in the West.



The texts by Stevenson | am going to examine @teet found inNew
Arabian Nights(1882),More New Arabian Nights: The Dynamit¢k885), and
The Island NightsEntertainment$1893). The texts by Wilde are to be found in
The Happy Prince and Other Talé€s388), The House of Pomegranat@s391),
andLord Arthur Savile’s Crime and Other Stori€k891). The texts by Conrad |
will be studying are ‘Karain’ (1897), ‘Youth’ (1898and ‘Heart of Darknes¥’
(1899).

In this introductory chapter, | am going to givebr@ef introduction on
The Arabian Nightsits reception in thén desiéecle and its relation to the short
story. | will then move on to examine Stevensonldé/iand Conrad as on one
level products of théin de siecle and as major figures in the rise of the short
story in Britain. First though | shall begin by fging my use of the term ‘short
story’ in discussing the works of Stevenson, Wilaled Conrad.

There has been significant divergence in termswantieth century

definitions of the short stof/lIt is tempting in this context to agree with Norma

% ‘Heart of Darkness’ has been considered as a navedvella, and a short story.

As this thesis is about shorter fiction (e.g. taled short stories) | am going to consider ‘Heért o
Darkness’ as a short story, or a tale, as | comipavigh the tales orhe Arabian Nights

In a letter toBlackwood Magazine’'spublishers of 31 December 1898, Conrad descrideart

of Darkness’ as ‘a narrative after the manner afuth”. He also describes it ‘as much as [his]
‘Outpost of Progress”. Thus, ‘Heart of Darknessayrbe considered as a narrative, a tale, a
story, or a conte. For further reference, €eHlected Letters of Joseph Conratl. by Frederick
Karl and Laurence Davies (Cambridge: Cambridge bhsity Press, 1986), I, 139-40.

Some of the famous critics who consider this warlaahorter fiction than the novel are Richard
Ambrosini in ‘The Mirror Effect in “Heart of Darkrss™, in Conrad’s Fiction as Critical
Discourse(1991), and John Marx ifhe Modernist Novel and the Decline of Emp2€05),
because they include its title in converted commuess like Conrad’s short stories such as
‘Youth’ and ‘Karain’, for example; while they writthe titles of his novels in italics, such as
Lord Jim The Nigger of the ‘Narcissusand others. Austin M. Wright, in ‘On Defendingeth
Short Story’ inThe Short Story Theory at A Crossrodi989), states that: “Heart of Darkness’
has been responsibly called a short story’, (p. 48kob Lothe, irConrad’s Narrative Method
(1989), refers to ‘Heart of Darkness’ as a nove(la, 157); so does Cedric Watts The
Cambridge Companion to Joseph Conrd®96), pp. 45-62. Quoted by Bruce Henricksen in
Nomadic Voices: Conrad and the Subject of Narrafh@32), Dennis Brown refers to ‘Heart of
Darkness’ as a ‘tale’, (p. 52).

* See Frank MyszoiThe Modern Short StorfCambridge: Cambridge University Press, 2001);
The New Short Story Theorjesd. by Charles E. May (Athens, Ohio: Ohio Uniitgr&ress,



Friedman when he argues that short stories arfethese works of “narrative
prose fiction” that are considered short by writéinge reading public, publishers,
critics, and scholars.For example, the stories of Oscar Wilde whichsarietly
called ‘fairy tales’ can be productively thought a$ short stories based on
Walter Allen’s suggestion that ‘the tale was anl dmam, composed to hold an
audience, listeners not readers. Today, the wordsrderchangeable, and to
attempt to make a formal distinction between stosied tales gets us nowhete.’
Even more problematic iBhe Arabian Nightgs a quite distinctive set of ‘short
stories’ and ‘fairy tales’ as Mia Gerhardt’s accbahfairy tales inThe Arabian
Nightssuggests:
The termfairy-tale (“Marchen”) has to be accepted, for want of adyett
one, as a set of expression, and must not be a&adalyio its component
parts; a fairy-tale is by no means always (in th@01 Nights’, hardly
ever) about fairies, and never a tale in the senadich | use the word.
The fairy tales inThe Arabian Nightsrevolve around the supernatural, the
magical, and the marvellous, brought about by swgiaral creatures, such as

genies and demons, for instarice.

1994); The Tales We Tell: Perspectives on the Short Seakyby Barbara Lounsberry and others
(Connecticut: Greenwood Press, 1998jort Story Theory at a Crossroadsd. by Susan
Lohafer and Jo Ellyn Clarey (Louisiana: Louisianat& University Press, 1989); Susan Lohafer,
Coming to Terms with the Short StqBaton Rouge: Louisiana State University Pres83);9
Valerie Shaw,The Short Story: A Critical IntroductiofLondon: Longman, 1983); and all the
books on short story introductions.

® Norman Friedman, ‘Recent Short Story TheoriesbRms in Definition’, inThe Short Story
Theory at a Crossroad®d. by Susan Lohafer and Jo Ellyn Clafeguisiana: Louisiana State
University Press, 1989), p. 16.

® Walter Allen, The Short Story in EnglistOxford: Clarendon Press, 1981), p. 3.

"Mia Gerhardt, ‘notes’The Art of Story-Telling: A Literary Study of thédlisand and One
Nights(Leiden: Brill, 1963), p. 41.

8 The fairy tales ofhe Arabian Nightsre many; a selected bunch of the most famoug falies,

or supernatural stories, dhe Arabian Nightdnclude the following: ‘The Merchant and the
Genie’, ‘The Fisherman and the Genie’, ‘Qamar Azaaim'Alaa Addin and the Magic Lamp’,
‘Ali Baba and the Forty Thieves’, ‘The Seventh Vggaof Sindbad’, ‘Abdallah of the Sea’
(‘Abdallah the Merman’), ‘The City of Brass’, théosies of the First, Second, and Third Sheiks,
and many more. See also Gerhardt, pp. 275-85.



If the fairy tale label poses questions, what miggntat stake in regarding
The Arabian Nightsas short storiesThe Arabian Nightshas been variously
considered and categorised by critics as an epicpliection of stories, a
collection of tales, a story-cycle, and as foller#ture in general. Robert L.
Mack, in his introduction t@Arabian Nights’ Entertainment(1995), describes
the stories offhe Arabian Nightss ‘ancient’ and compares them to the Homeric
epics, which are regarded as ‘foendations of [the West's] literary traditiorts.’
Some critics, such as Mia Gerhardt, David PinaRtipbert G. Hampson, and
Austin M. Wright, consider the work as a collectiof stories or tales’
Gerhardt, for example, also suggests fhiaé Arabian Nightsstories can be
‘conveniently called short storie§' Other critics, like Suzanne Garland Mann,
considerThe Arabian Nightss a story-cycl& Moreover, Kathrin Miiller and
Husain Haddawy, in addition to Pinault, consides ttork as folk literatur&®
However, there are certain critics, such as H. Waettk Gerhardt, who disagree

on categorisingThe Arabian Nightsas merely ‘popula™ literature or ‘folk

° Robert L. Mack, ‘Introduction’, imArabian Nights' Entertainmesf ed. by Robert L. Mack
(Oxford: Oxford University Press, 1995), p. x.

2 See David PinaulStory-Telling Techniques in the Arabian Nigtiteiden: Brill, 1992), p. 5;
Mia Gerhardt,The Art of Story-Telling: A Literary Study of tAdousand and One Nights
(Leiden: Brill, 1963), pp. 1, 41; and Robert Hampstihe Genie Out of the Bottle: Conrad,
Wells and Joyce’, iThe Arabian Nights in English Literature: Studiesthe Reception of the
Thousand and One Nights into British Cultuegl. by Peter Caracciolo (London: The Macmillan
Press, 1988), p. 235. See also, Austin M. Wright) Defending the Short Story’, ithe Short
Story Theory at a Crossroadsed. by Susan Lohafer and Jo Ellyn Clafeguisiana: Louisiana
State University Press, 1989), pp. 46, 48, in whiehconsiderdhe Arabian Nightsaas short
stories.

" Gerhardt, p. 41.

125ee Susan Garland Marifhe Short Story Cycle: A Genre Comparison and Reter Guide
(New York: Greenwood Press, 1989), p. 2.

13 See Pinault, p. 15; and Kathrin Miiller, ‘Formulasd Formulaic Pictures: Elements of Oral
Literature in the Thousand and One Nightsin The Arabian Nights and Orientalism
Perspectives from East and Wesd. by Yuriko Yamanaka and Tetsuo Nishio (Londbauris,
2006), p. 48.

4 Quoted in Gerhardt, p. 43.



narrative’*®> Mack, moreover, goes on to suggest that Shahrst24aroleptic or

prophetic imagination would alert us to the facittive are closer here to the
world of magic realism than to that of literary matlism.*’ Tzvetan Todorov, in
The Fantastic: A Structural Approach to a LiteraBgenre(1975), classifies the
stories of The Arabian Nightsas marvellous tale® He suggests thaThe
Arabian Nightsfits the category of the marvellous tales morenttiee category
of the fairy tales. He goes on to argue that they feale is ‘only one of the
varieties of the marvellous® Todorov divides the marvellous @he Arabian
Nightsinto four types, three of which apply Thhe Arabian NightsThe first is
the hyperbolic marvellous, which includes hyperbaled exaggeration in
description or narrative such as this found in skaries narrated by Sindbad
about his voyages and the supernatural creaturenémunters. Second is the
exotic marvellous, when a supernatural event oatare is told about but
without having knowledge about the background of #vent or that creature,
such as theoc which Sindbad describes in his second voyage. Type of
marvellous is characterised by combining the natuith the supernatural. The
instrumental marvellous is the third type of malme$ that Todorov discusses.
In this type the reader finds ‘the gadgets, teabgiobl developments’ which are
‘unrealised in the period described but, afteraliite possible?® The examples

of this type include the ‘flying carpet’, the ‘fiyg horse’, the ‘revolving stone’,

15 See Gerhardt, p. 43.

' Here | would like to say that critics have useffiedleént spellings for the main charactersToe
Arabian Nights such as Scheherazade, Dinarzade, Dinazad, Shatwi&hahryar, but | am
going to use the spelling of the words as theyusedl in Husain Haddawy’s translation, for, on
the one hand, this is how they are pronounced iabisr and on the other hand, they are
simplified. Therefore, the names are going to beh&kwad, Dunyazad, and Shahrayar.

7 Mack, p. xii.

18 Tzvetan TodorovThe Fantastic: A Structural Approach to a LiteraBgnre trans. by Richard
Howard (Ithaca, New York: Cornell University Pre$8,/5), p. 54.

¥ Todorov, The Fantasticp. 54.

? Todorov,The Fantasticp. 56.



or the ‘apple that cures diseases’. The fourth typeorov discusses is the
scientific marvellous and which has come to be kmdaday as the science
fiction. However, this type does not have a cl@ak Wwith The Arabian Nights
so far?!

Mia Gerhardt, inThe Art of Story-Tellind1963), categorises the stories
of The Arabian Nightsaccording to their substance. For example, shgesig
that the stories may be regarded as love stordy, tales, travel stories, crime
stories, or wisdom storiéé.Husain Haddawy, iffhe Arabian Night1992),
also divides the work intdour categories of folk tales — fables, fairy wle
romances, and comic as well as historical anecdtitedast two often merging
into one category®> Nonetheless, and despite (or more likely becafjsalldhe
studies that have been made ®he Arabian Nights there is no stable
categorisation of this work. Gerhardt explains #gsdollows:

[T]he flowers culled from erudite works, and thersts proper, represent

two different literary categories. In the practafe’1001 Nights’-studies,

though, the line of demarcation between them témdiecome somewhat
blurred. Scholarly elements, written sources, emittransmission may
intervene in the shaping of the popular story; ba other hand, the

anecdotes and tales often bear traces of having iggeodelled to suit
the character of the collectiéh.

She goes on,

all the items included in it, also the anecdoted tales, and even the
most arid of the long pieces that were arbitraaitigled, were considered
as stories. They may be long or brief, historigafictitious, different in
tone, outlook and subject-matter, adorned or cruglatively modern or

%L For more on Tzvetan Todorov’s discussionTaie Arabian Nightsas marvellous tales, see
Todorov,The Fantasticpp. 54-57.

22 See Gerhardt, pp. 41, 115.

% Husain HaddawyThe Arabian Nights: Based on the Text of the Fauntie Century Syrian
Manuscript(New York: Norton, 1990; repr. New York: Everymartibrary, 1992), pp. xiv-xv.

% Gerhardt, pp. 43-44.



quite old, but stories they are all of them, arat is why they are there.

In studying the ‘2001 Nights’ we certainly must atlthis viewpoint and

take every one of them, just as it stands, onwis merits, simply as a

story?®

Elsewhere, Robert Irwin suggests that the tale$hef Arabian Nights
include ‘long heroic epics, wisdom literature, fdl cosmological fantasy,
pornography, scatological jokes, mystical devotidakes, chronicles of low life,
rhetorical debates and masses of poetry. A fevg @le hundreds of pages long;
others amount to no more than a short paragrdpfhe Arabian Nightss a
combination of all these categories, which givehaetflexibility that has allowed
it to move into the modern short story.

The origins ofThe Arabian Nightsdate back to the Abbasid Caliphate
which took place between (132 hegira-750) and (Bégira-1242Y that is,
between the reigns of Abou Al-Abbas Al-Saffah andeMousta’asem. Although
the stories ofrheArabian Nightstake place in Damascus, Cairo, and Baghdad, it
is claimed that they have three different origirtsich are, Persian, Indian, and
Arabic. The Persian origin is probably the earjies title is Hazar Afsaneh
which meand he Thousand Storiger The Thousand Talgsand which is about
the story of two kings, Shahrayar and Shahzamand, the Vizier's two

daughters Shahrazad and Dunyazad. According to. Ha8ar, ‘[tlhe book is

% Gerhardt, p. 44.

% |rwin, p. 2.

?"In the Arab and Muslim Worlds, two types of dame used: the common, which is the
Nativity calendar; and the Lunar, or the Muslimeralar. Some Arab countries, such as Syria,
use the lunar calendar starting from Prophet Muhadisnimmigration from Mecca to Medina,
and they call it ‘Hegira’, which is the literal tralation of the word ‘immigration’ in Arabic.
Other countries, such as Libya, use the Muslimrzide as a start from the death of Prophet
Muhammad, and call it Wafat Rasool, which meanatideof Prophet’. Here | am using the
Lunar, or Muslim dates using the Hegira calenddh ws equivalent in the Nativity calendar.



first referred to by al Mas'udi (896-956 AD). This confirmed by lbn Al-
Nadim (990 AD).?®

Having said this, what follows is not an attempttrace the origins of
The Arabian Nightss it features in modern short fiction. My projectorward
rather than backward-looking in this sense, andase concerned with howhe
Arabian Nightsallows us to reread these stories rather thawottier way round.
This thesis is not a study ®he Arabian Nightper se, but rather it is about how
The Arabian Nighthave been used, taken up, appropriated, translatieghted
and adapted within modern short fiction. These dwimgs are both conscious
and unconscious, casual and specific, and it igheaim of the thesis to trace
back ‘Arabian Nights’ allusions to a precise origagsuming such a thing were
possible. | have not used early manuscripts orceditto ‘root’ the references in
any sense. Because it is often not possible tofywevhich edition of The
Arabian Nightsthe ‘borrowings’ relate to, indeed because it niay the
borrowing has several different locations, | havefgrred to work with a variety
of editions of the tales, including one Arabic venspublished in Bulag, in 1831.
The main translation, however, that | dependedsokdward William Lane’s
which was published in 1865, and which | used irstvaf the comparisons |
made in this thesis. | also resorted to Husain ldagts two-volume translation
The Arabian Nightg1992), andThe Arabian Nights II: Sindbad and Other

Popular Stories (1998); *° and the Oxford Classics’Arabian Nights’

2 T, S. Hattar, ‘Arabian Nights Briefing’, http://jsis.artsci.washington.edp [accessed 12
February 2005] (para. 2 of 13). For the origing bé Arabian Nightssee Husain Haddawyhe
Arabian Nights: Based on the Text of the Fourtee®gtury Syrian ManuscrigtL992); Robert
Irwin, The Arabian Nights: A Companig2004); andArabian Nights’ Entertainmeasf ed. by
Robert L. Mack, (1995).

% Robert Irwin describes Haddawy’s version as ‘ayveadable translation’ that targets the
reader who wants ‘to taste the authentic flavoufTdfe Arabian Night} tales.” (p. 7). This




Entertainmerg (1995), edited by Robert L. Mack. Occasionallygeferred to
Burton’s translation,The Book of the Thousand Nights and a Ni¢ft897),
because it is the only version | could get holdnofvhich the animal stories that

| discuss in this dissertation are exclusively fbcth

The Reception ofThe Arabian Nightsin Britain

The Arabian Nightsvas not valued at the time of its appearance éenArab
world as it is nowaday&! nor was it appreciated there in the nineteenthucgn
as it was in the West.

The admiration foiThe Arabian Nightss as varied as the attempts to
classify it. In other words, the stories Tfie Arabian Nighthave been admired
for various reasons throughout the ages. A reasbimd this appreciation may
be linked to Husain Haddawy’s words in describihg stories ofThe Arabian

Nights

translation is edited by Muhsin Mahdi, who publidhan important edition of an Arabian
Manuscript of The Arabian Nightsfrom the Bibliotéque nationale; a manuscript tlst
considered as the oldest surviving version of theoductory pages ofhe Arabian NightsSee
Irwin, p. 7.

30 Stevenson, Wilde, and Conrad may have been infeceby more than one translation of the
original Arabian Nights because, in the nineteenth century alone, thexee Vive different
English translations; some of which were translat@dctly from Arabic. The first to start the
line of translation was Edward Forster, who produbes work in 1802, followed by Jonathan
Scott in 1811, then appeared the translation ofr{H&orrens in 1838, Edward Lane’s between
1839 and 1841, John Payne’s between 1882 and a884fjnally, the richest and most popular
of all, Sir Richard Burton’s which appeared betw&885 and 1888. Jonathan Scott’s translation
Arabian Nights Entertainmentfl811) is the literary translation into Englistorft Galland’s
French translation. Lane presented the first dimaetslation ofThe Arabian Nightsfrom Arabic
into English (1839-1841) using the Bulaq editioohid Payne started to translate the Calcutta Il
edition in 1876 or 1877.

Stevenson might have read all the previous transit What is most unlikely is that Stevenson
might have had a look at Burton’s translation, esst not until he had written both Hiew
Arabian Nightsbooks, since this translation started in the y&85] which was the publication
year of his second bookjore New Arabian Nights: The Dynamitdde might have also read
Galland’s translation, due to his fluency in Frendlilde and Conrad, however, might have used
Burton’s translation.

31 See Gerhardt, p. 43.



In the Nights themselves, tales divert, cure, redeem, and saes. |

Shahrazad cures Shahrayar of his hatred of woreanhés him to love,
and by doing so saves her own life and wins a goad; the Caliph

Haroun al-Rashid finds more fulfilment in satisfyihis sense of wonder
by listening to a story than in his sense of jestar his thirst for

vengeance; and the king of China spares four hviesn he finally hears
a story that is stranger than a strange episoda s own life. Even

angry demons are humanised and pacified by a googl &nd everyone

is always ready to oblige, for everyone has a geatory to telf?

Robert L. Mack also refers to this merit of therig® by saying,

The diversion or entertainment provided by a wallitistory can mitigate
a sentence or even prevent an execution; narriései often serves as a
placating salve to the impatient or to the wickedwaell as a healing,
consolatory balm for the wound&d.
The two quotations above explain the seeminglyquai merits ofThe Arabian
Nightswhich stand behind its admiration. Following thagic, the value offhe
Arabian Nightsis related to the fact that in the stories, theimary is
intermingled with the extraordinary, the supernaltwvith the mundane, humans
with genies. Yet the enthusiastic reception of ¢hides in Europe also has a
quite specific connection with orientalist fantasisurrounding the East as
exotic3* The stories we are told are full of ‘pleasure aharvellous adventure
and a sense of wonder,” which, as Haddawy expressedkes life possible

[...][the] pleasure is vicarious and aesthetic, dafifrom the escape into an

exotic world of wish fulfilment and from the undgrig act of transformation

%2 Haddawy,The Arabian Nightsp. xiv.

33 Mack, p. ix.

34 Exoticism as a concept is hard to discuss in #dinspace. It is not even in this sense that |
am using the word ‘exotic’; thus, | will explain myse of exoticism in the context of this
dissertation. | am using the term ‘exotic’ hereyired) on the definition given to exotic literature
by the Italian writer and film director Pier Padasolini inTempomagazine (March 1969): ‘the
sense of arlsewherk see Chris Bongie, ‘An Idea Without A Future: Hxism in the Age of
Colonial Reproduction’, irExotic Memories: Literature, Colonialism, and thénFde Siécle
(California: Stanford University Press, 1991), pCBris Bongie, moreover, defines exoticism as
‘a nineteenth-century literary and existential piccthat posited another space, the space of an
Other’, (pp. 4-5).
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and the consequent pleasure, which may be bestedef Freudian terms as the
sudden overcoming of obstacf&.If the blending of the ‘Islamic narrative
function’ with the ‘emerging popular tradition’ ighat partly gives the work its
popularity, as Muhsin J. Al-Musawi propos&se further suggests thahe
Arabian Nightswas a source for ‘the unlimited, the boundless, the exotic>’
This ‘escape into the exotic’ from the pressuriiig 0f thefin de sieclehas a
deep connection with the receptionTdfe Arabian Nightsn the period in which
Stevenson, Wilde, and Conrad produced their mast&san short stories.

From the beginning of the nineteenth century thestaf The Arabian
Nights ‘were read and enjoyed mainly for their exotic af@bulous
enchantments, enchantments which continued to coémd shape various
literary and aesthetic attitudes and to inspire evwke the intimate whisperings
of many a poetic soul throughout the centdfy.’

In 1812, Henry Weber wrote in his introductionTtales of the Eaghat
few are those,

who do not recollect with pleasure the emotionsy tfelt when the

Thousand and One Nights were first put out intarthands; the anxiety

which accompanied the perusal; the interest witickvtheir minds were

impressed in the fate of the imaginary heroes ardihes; the golden

dreams of happiness and splendour which the famlaces and
exhaustless treasures of the east presented tartizgjination:’

% Haddawy,The Arabian Nightspp. Xiv-xv.

% Muhsin J. Al-Musawi,The Islamic Context of the Thousand and One NigK&sw York:
Columbia University Press, 2009), p. 67.

37 Al-Musawi, p. 68.

3 Muhsin Jassim Ali,Scheherazade in England: A Study of Nineteenth uBerEnglish
Criticism of the Arabian NightgColorado: Lynne Rienner Publishers; in assoaiatiath
Baghdad University Press, 1981), p. 38.

39 Quoted in Ali, p. 39.
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The nineteenth-century reader identified with tleéidnal life of The Arabian
Nights with all its charm and fascination. A while latém, 1834, Leigh Hunt

wrote:

To us, the Arabian Nights are one of the most bieduiooks in the

world: not because there is nothing but pleasurd, ibut because the
pain has infinite chances of vicissitude, and bseathe pleasure is
within the reach of all who have body and soul, andgination. The

poor man there sleeps in a door-way with his l@are] is richer than a
king. The Sultan is dethroned tomorrow, and hasexr throne the next
day. The pauper touches a ring, and spirits wadnupim. You ride in

the air; you are rich in solitude; you long for selyody to return your
love, and an Eden encloses you in its arms. Yoe liasig world, and you
have another. Fairies are in your moon-light. Hapd imagination have
their fair play, as well as the rest of us. Theseaction heroical, and
passion too: people can suffer, as well as enjoy,ldve; you have
bravery, luxury, fortitude, self-devotion, comedy good as Moliere’s,
tragedy, Eastern manners, the wonderful that is @commonplace, and
the verisimilitude that is in the wonderful calerglacadis, robbers,
enchanted palaces, paintings full of colour angeing warmth for the
senses, desert in arms and exercises to keep Iy,nsantions to the rich,
humanity for the more happy, and hope for the raisief°

The high appreciation clearly present in Hunt's dgrevokes a work that
satisfies all tastes due to its variety, but whghlso inevitably accented by the
Oriental lifestyle and the Eastern atmosphere whieptivatingly makes
available an ‘escape into the exotic’.

The popular demand for the tales united with thenawtics, from
Coleridge to Leigh Hunt, whose words about thestalentinued to be very
passionate and appreciative:

New Arabian Nights! — What! New Arabian Nights’ Eriainments of

the old stock! genuine! more Scheherazade and radat More
Zobeide and camaralzaman, and commanders of tlefiFaand ladies

0 Quoted in Ali, p. 47.
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in veils, and enraptured linen-drapers, and geamig magicians, and

‘light of my soul,” and heads made no more of thamip-tops**

In 1838, anAthenaeumreviewer considered’he Arabian Nightsas
becoming popular and inspiring, and that they ‘misstn no uninteresting
chapter in any comprehensive history of modermaitee.*” The admiration of
The Arabian Nighten the nineteenth century increased due to thegration of
the work’s literary valué®

However, not only was this admiration present amdhg highly
educated people, but also, on the popular levelidles ofThe Arabian Nights
enjoyed substantial interesthe Arabian Nightsvas considered at this time as
‘the most popular book in the world'This was Leigh Hunt's opinion after
reviewing six new editions for theondon and Westminsterin 1839%° The
demand on new editions continued throughout théucgiso that in 1875, James
Mew wrote: ‘Every rolling year seems to requesamgér number of editioné®.

In 1896 theAthenaeunwrote: ‘It is a striking testimony to the lastipgpularity
of the “Arabian Nights” that publisher after pulbles brings out one edition after
another (of uncopyright versiongy.’

Elsewhere in Europe, the reception Tie Arabian Nightsstarted to
increase rapidly since Antoine Galland first intwodd his translatiori,es Mille
et Une Nuitg1704-17). The admiration of this work grew in tieenantic period,

and continued to do so in the Victorian efde Arabian Nightsvas either

*1 Quoted in Ali, p. 41.

“2 Quoted in Ali, p. 37.

“3 Ali, p. 38.

*4 Quoted in Ali, p. 42.

S Ali, p. 42.

“® Quoted in Ali, p. 42.

*" Quoted in Ali, pp. 42-43.
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written about by many romantic poets, or it wasspre in their poetry. Major
romantic poets like Samuel Taylor Coleridge, WitlidVordsworth, and Walter
Scott, included it in their poetry, and wrote abthgir experiences in reading
it.*® Victorian writers, such as Charles Dickens, ElathbGaskell, and George
Meredith incorporated clear references in theirkgdo The Arabian Nighté® It
also continued to be appreciated by twentieth-ecgntuiters and poets, such as
James Joyce, W. B. Yeats, Jean Rhys, Angela CartdrJorge Louis Borges,
and more recently by A. S. Byatt, and Marina WarAear Robert Irwin puts it in
his companion to the tales: ‘Indeed, it might hbeen an easier, shorter chapter
if | had discussed those writers who were not #rilced by thélights’® Robert
L. Mack summarises the situation neatly when hes,s&yith the exception of
Ovid’'s Metamorphoseand — obviously — the Bible, few works have hadhsa
profound and lasting influence on the English &tgrtradition as th&@housand
and One Night&™*

One of the indications of the burgeoningTdfe Arabian Nightsn the

late nineteenth century is that magazines and giedls wrote about it

“8 SeeThe Arabian Nights in English Literature: Studies iretReception of the Thousand and
One Nights into British Cultur€1988), edited by Peter Caracciolo; Robert Irwififee Arabian
Nights: A Companiorf2004); andThe Arabian Nights in Historical Context betweersEand
West ed. by Saree Makdisi and Felicity Nussbaum (2008)

“9 See notes (48) and (50).

0 Irwin, pp. 290-91. In Robert Irwin'§he Arabian Nights: A Companiof2004) andThe
Arabian Nights in English Literature: Studies iretReception of the Thousand and One Nights
into British Culture(1988), edited by Peter Caracciolo, there areaudounts of the writers who
were ‘influenced’ by The Arabian Nights. Their efting studies have covered a variety of
writers over long and different periods of time.elthstudies include: Joseph Addison, Samuel
Johnson, John Hawkesworth, James Ridley, WilliarckBed, Jean Potock, Johann von Goethe,
Thomas Moore, Samuel Taylor Coleridge, William Wswdrth, Walter Scott, Alfred Lord
Tennyson, W. M. Thackeray, Wilkie Collins, Jamesoifison, Christina Rossetti, Elizabeth
Gaskell, George Meredith, Charles Dickens, EdgéamPoe, Charles Nodier, Gustave Flaubert,
Stendhal, Alexandre Dumas pére, Gérard de Nerwaeph de Gobineau, Marcel Proust,
Aleksandr Pushkin, Leo Tolstoy, Arther Conan Doy, B. Yeats, H. G. Wells, James Joyce,
Italo Calvino, George Perec, H. P. Lovecraft, Aagéhrter, Jorge Luis Borges, John Barth, A. S.
Byatt, and more.

* Mack, p. ix.
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continuously. For example, in 13 December 1890 Séuweirday Reviewstates, in
discussing Galland’s version, that ‘This is themian which the youth of many
generations have been set dreaming of wonderseofjdéhgeous East” In the
Atlantic Monthlyof June 1889, C. H. Toy wroteThe Arabian Night$ beauties
and treasures lie partly on the surface, partlpdedown. The adventure, magic,
drollery, wit, and passion are easily recognisalhes profounder social and
religious sentiments must sometimes be searched*fior 23 September 1899,
The Athenaeumstates that ‘it is [Galland’s] glory to have beée first to bring
the “Arabian Nights” to Europe? Meanwhile, inThe Short Story: A Critical
Introduction (1983), Valerie Shaw states that in the flourighiperiod of
magazines and periodicals ‘the originatabian Nightsenjoyed a vogue in
England,” and that ‘the Oriental tale play[ed] ampinent part in early periodical
fiction.”®

The general high admiration ®he Arabian Nightgontinued, and in the
second half of the nineteenth century it was inetuth Sir John Lubbock’s list

of ‘Best Hundred Books®® John Ruskin, moreover, highly regarddthe
Arabian Nights and it has been said that ‘[i]Jt was one of theotaite books for
[his] family fireside reading> Such was the case in Lady Burne-Jones'’s house,
and Emma Roberts once wrote: ‘I had commencedngatlie “Arabian Nights

Entertainments” at the age of five [...] since whmdriod | had read them over

and over again at every opportunity finishing wttle last published number of

2 Quoted in Ali, p. 76.

%3 Quoted in Ali, p. 75.

*>* Quoted in Ali, p. 76.

% valerie ShawThe Short Story: A Critical IntroductiofLondon: Longman, 1983), p. 32.
* See Ali, p. 41.

ST Ali, p. 41.

15



the translation by Mr. Lane. This study has givee @ strong taste for
everything relating to the East, and Arabia espigcid
Clearly, from the discussion abovEhe Arabian Nightgpeaked in late
nineteenth-century Europe, and Britain in particu@hich coincided with the
fin de siéclefears and desires, the emergence of modernismthandse of the
short story. It was one of the ‘exotic’ Orientabogts to withdraw to from the
varied pressure that surrounded life at the enth@fnineteenth century. John
Gross, inThe Rise and Fall of the Man of Lettét969), writes:
Whatever one puts it down to — economic difficidtieforeign
competition — it is undoubtedly possible to detbégt the 1880s a
widespread faltering of Victorian self-confiden@e,new edginess and
uncertainty about the future. Among writers, suctli@mate might have
been supposed to favour a mood of determined nealsd so, in some
cases, it did. But the commonest reaction was wathdl, a retreat into
nostalgia, exoticism, fine writingpelles-lettres®
Clare Hanson links the sorts of pleasurable faesasve have already seen
associated witifhe Arabian Nighteven more explicitly to turn of the century
discourses of empire when she states:
At a time when the sun of empire was beginningetars political terms,
the ‘native’ or exotic found its way into Engliskterature as a new arena
for fantasy, replacing the romantic mediet@dosof Morris and Rossetti.
The remote settings of India, Africa and the Fastiedfered a distance in
place which allowed for the release of certain srefathe imaginative
and the fantastic which could not be received itite literature of
everyday life, especially in the form of the reafisvel®

The Arabian Nightaindeniably embraced ‘the remote settings of Ifidig and

the Far East’, and ‘the imaginative and the faitagthich real life was not able

%8 Quoted in Ali, p. 41.

¥ Quoted in Bernard Bergonzi, ‘Late Victorian to Mwodist: 1880-1930, iPAn Outline of
English Literature ed. by Pat Rogers (Oxford: Oxford University Rrel098), p. 347.

% Clare HansorShort Stories and Short Fictions, 1880-19B6ndon: Macmillan, 1985), p. 34.
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to offer. Therefore, at the end of the nineteerghtary, numerous were those
who identified with William Henley's ‘charming triie’ to Shahrazad; and
‘their own admiration and love for the tales’ wenérored in this essa¥.

In the late nineteenth century, the reader waacéd to the tale-within-
tale techniqué? and as sucfihe Arabian Nightsvas considered as a gem in ‘the
art of storytelling’®® The framing device became very successful for many
reasons. Muhsin Al-Musawi describes some of thendjgishing features of the
frame narrative:

The frame tale also works as a navigational troperey cultures and

lands, not only because of its Indo-Persian origih also because of its

cluster of tales that speak of religions, commesitilanguages, and
cultures that undergo expansion, contraction, dmetxon. The frame
story for the collection attracts readers for mibi@ one reason. It can be
taken as evidence of wit, challenge, intelligerarg] resourcefulness on
the part of the female storyteller Scheherazitle.’

From the late nineteenth century onwartlse Arabian Nightstarted to

be considered as children literature, especialtyesgery famous stories, such as

‘Ali Baba and the Forty Thieves’, ‘Alaa Addin anHet Magic Lamp®® ‘The

1 For Henley's essay, see Wiliam Ernest Henley,atfian Nights' Entertainments’, ifthe
Works of W. E. Henley: Views and RevieWwsols (London: D. Nutt, 1908), V, 249-256. Henle
also wrote a long poem orhe Arabian Nightssee, William Ernest Henley, ‘Arabian Nights’
Entertainments’, imMhe Works of W. E. Henley: Poeriis/ols (London: D. Nutt, 1908), I, 59-78.
%2 See Cedric Watts, ‘Heart of Darkness’,Tihe Cambridge Companion to Joseph Conredl

by J. H. Stape (Cambridge: Cambridge UniversitysPrel996), p. 47. See also, Robert G.
Hampson, ‘The Genie out of the Bottle: Conrad, Wealhd Joyce’, inThe Arabian Nights in
English Literature: Studies in the Reception of Ti®usand and One Nights into British Culture
ed. by Peter Caracciolo (London: The Macmillan £r&888), p. 218.

8 Alan Sandison, ‘Arabesque’, Robert Louis Stevenson and the Appearance of Misterm\
Future Feeling(Houndsmill: Macmillan, 1996) p. 87.

& Al-Musawi, p. 30.

8 Although these two stories are claimed to havelaeteled later, because they were not present
in the early versions dfhe Arabian Nightsl have included them in this dissertation based o
the critics’ opinions that these stories are cargid asArabian Nights stories because they
were found in various versions of the work. Husbkiaddawy has translated the stories of
‘Sindbad the Sailor’ and ‘Alaa Addin and the Mag&mp’ depending on Galland’s version. He
remarks that Galland wrote in his diaries that bartl the story of ‘Alaa Addin and the Magic
Lamp’ from Hanna Diab, who was a Maronite Christ@anAleppo in 1709. This story first

17



Ebony Horse’, and more supernatural stories whichmfa considerable part of
the written work. The children’s stories ®he Arabian Nights‘compete’, as
Robert Irwin suggests, with the books that are iipatty written for children
by Dean Farrar, Frederick Marryat, E. Nesbit, GeokacDonald, and other
children’s-story writer§®
In general, The Arabian Nights‘has not only shaped the West's
perception of the ‘Orient’ as the quintessentialn€’ but has also contributed
decisively to developing and channelling creatiwgagination in virtually all
areas of human activity” Peter Caracciolo usefully summarises:
What the Nights uniquely provides is a largely secular model of
capacious, protean fictions employing an expresaivalgam of prose
and verse, realism and fantasy, comedy and tragaths within tales
that are responsive to the needs of society, amtl tteemselves to semi-
dramatic reading®
| would stress here the phrase ‘responsive to #&aels of society’, because, as |

argue below, the short story, when it was borrlectdd, as well as responded to,

the demands of the sociéty.

appeared in Arabic in 1787 in a manuscript that wetten by a Syrian Christian priest who
lived in Paris. The priest’'s real name is Dionys&tsawish, but his anonym was Dom Denis
Chavis. The manuscript was written in order to ‘ptete the missing portions of the fourteenth-
century Syrian manuscript.” Later on, between 1868 1808, the story appeared in Paris in a
manuscript written by a Syrian collaborator of 8dtre de Sacy named Mikhail Sabbagh. See
Husain Haddawy,The Arabian Nights Il: Sindbad and Other Populaori&ts (New York:
Husain Haddawy, 1995; repr. New York: Everyman’srary, 1998), p. xvi.

 |rwin, p. 274.

7 Ulrich Marzolph, The Arabian NightReader ed. by Ulrich Marzolph (Michigan: Wayne
State University Press, 2006), p. vii.

% Caracciolo, p. 16.

%9 See Adrian HunterThe Cambridge Introduction to the Short Story ingligh (Cambridge
University Press, 2007), p. 3
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The Modern Short Story
The story is as old as man. It is transferred @adsing day through generations.
Although the earliest stories have not survivede ‘®an guess what they were
like from those that have come down to us from @&mmore recent past, from
the Arabian Night$ Entertainmentsthe Gesta Romanorujrthe Decameronof
Boccaccio and so o
It is not unmerited to considdihe Arabian Nightsas a precursor of the
short story, and subsequently, of what has becamogvik as the modern short
story in Britain. To be more precis&he Arabian Nightsand Shahrazad in
particular, have been regarded by many critics gmeent’ to the short story.
For example, Walter Allen, ithe Short Story in Englis{1981), writes:
the short story, before the modern short story cartee being, was a
manifestation of the romance. Its province wasetkteaordinary; its aim,
if not to astonish, was at least to surprise; itgppse, to entertain. Think
of Scheherazade, who entertained the sultan s astthnished him so
successfully that literally she kept her head [..4 Noubt the story-
teller's wit, his elegance in the presentation isfraterial, his choice of
words, his style generally, were all factors makioigthe appreciation of
his art; but fundamental to everything was theehst’s desire to be
astonished?
Thus, there is a teller to ‘astonish’; there isséeher longing to be ‘astonished’;
and there is the oral amusing and entertaining. tAleese are the main
characteristics offhe Arabian Nightavhich have descended to the new born
form of the short story. This idea is also exprddse Nicole Ward Jouve, iRe-

reading the Short Story1989); Jouve tells of her experience readiffe

Arabian Nights

O Allen, p. 3.
" Allen, p. 5.
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| beganThe Thousand and One Nighitss summer. One of the delights
they give is that they are too bulky to make algingplume, unless it be
printed like the Bible, so you have to say ‘thenihey play with
multiplicity and refuse to totalise anyway. If yoegard the Bible ashe
Book you would have to say th@he Thousand and One NiglaeThe
Stories plural, earlier and better thdine Decameronr The Canterbury
Talesor Perrault or Grimms’ fairy tales or any other &¢n collection
of stories. [...] Their plurality expresses for meawis one of the prime
pleasures of the story, that it plays or should pleth abundance, with
contrasts and contradictions of life, with high don, not trying to make
awhole out of them but letting each man and woman tadlrtktory in
their own words and with their own degree of wikaniboyance,
eloquence or rumbustiousness. They are a ‘viviarirout-farm, of
stories. [...]The Thousand and One Nighist only show how multiple
stories can co-exist, inter-relate and spawn othesgle a vast and
infinitely mobile form, one that demands as muchhare time in the
reading tharLa Recherche du Temps Perdhut the stories ceaselessly
rupture the unit. And so, there is no risk of tisi@ion, by which | mean
the drive to homogenise experience by making whativerse and
specific into a unified whole, which is the overwhang temptation of
the Book’?

Jouve suggestively shows the features et Arabian Night®iave. On the one
hand she places the narrative alongside grand wsré&s asThe Decamergn
The Canterbury Talesand Charles Perrault’s or the Brothers Grimmiiy/faales;
and on the other hand, she positions its narmaiiveelation to the birth of a

much ‘younger’ form: the short story. She goesmauggest:

| see inThe Thousand and One Nighas archetypal model standing
behind all stories, collections of stories, stalHig, even when people
are least aware of them. It is the power of greatstthat they are of
relevance even to those who do not know of themahg writing that is
real puts things at play that are deeper and biggar consciousness,
and that continue to exist beneath what histonoainents make visible.
Of course, | must not underestimate the influehey tave had over the
West [...] traces of their impact can be found evémgre [...]"3

"2 Nicole Ward Jouve, ‘Too Short for a Book?’, Re-reading the Short Stored. by Clare
Hanson (Hampshire: The Macmillan Press, 1989)7p. 3
3 Jouve, p. 39.
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We have already seen the dangers of regartimegArabian Nightsn originary

or universal terms; nevertheless, the logic of f@ssage suggests it is not
unfeasible to say thdthe Arabian Nightss a sort of parent to the modern short
story, even if that parenthood has gone largelyckmawledged. Joyce Carol
Oates suggests ihales We Tell: Perspectives on the Short S{@898), that
‘Like a river fed by countless small streams, thedern short story derives from
a multiplicity of sources™ and she considerShe Arabian Nightsas one of
these resources.

Despite the long and short histories that have lodened regarding the
beginnings of the short stof§it is clear that the story in its modern form bega
to flourish in the second half of the nineteenthtagy. Preceding the emergence
of the short story, the ‘three-decker’ Victorianvebwas the dominating genre
in fiction.”” Gradually, towards the end of the nineteenth agntthe multi-

volume thick novel was replaced by the one-voluroeeh By the end of the

™ Joyce Carol Oates, ‘Beginnings: “The Origins artl & the Short Story™, inThe Tales We
Tell: Perspectives on the Short Stoed. by Barbara Lounsberry and others (Connecticut
Greenwood Press, 1998), p. 49.

> See Oates, p. 49.

® Frank Myszor, irThe Modern Short Storf2001), discusses the beginnings of the shorystor
and he puts forward four claims. Some critics rdghat the short story is as early as the Gothic
literature, which started with Horace Walpole amg@loped in the writing’s of Edgar Allan Poe
and Nathaniel Hawthorne, and became known as ‘Hoi@thers claim that the short story is
strongly related to Romanticism, because the roicmrgpeak for the isolated individual, the
outcast, the little man cast against the wildnesklawlessness of society’. A third claim is that
the short story did not start until Realism appéarefinal opinion revolves around the idea that
the origins of the short story lie in the sketclas®l tales: the sketches started with Joseph
Addison (1672-1719) and Richard Steele (1672-172%), developed to reach Charles Dickens
in Sketches by Bof1835-36) and W. M. Thackeray ifhe Book of Snobgl846); the tales
started with Washington Irving’Sketch BooK1820) and Nathaniel HawthorneTavice Told
Tales(1842). See Frank Myszofhe Modern Short StorfCambridge: Cambridge University
Press, 2001), pp. 10-11. Anecdotes and jokes nsayhka considered as possible origins of the
short story due to their ‘end-loaded’ endings. Bigszor, p. 8.

" Shaw, p. 5.
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century, the popularity of the even smaller, shrortevel lessened after the
flourishing market of serialising fictioff.

In the Victorian era, the short story was largelgandensed novel’, or a
mini novel, where the writer’s skill was to be seerhe ability of ‘squeez[ing]
the machinery of plot and character into the redutame of a few thousand
words.””® But, from around mid nineteenth century onwardss tstarted to
change. The short story became less merely a nwdtt@nrinking’ the novel into
a shorter frame of writing; rather, this shortness seen as in itself rich with
meaning, significance, complexity, and, in Henrynda’s words, ‘multiplicity’:
this fullness took places a result afrather than in spite of, its brevit§?’

This combination between brevity and density, orawvhlenry James
describes as ‘pregnant brevify’started to impress the early modernists around
the beginning of the twentieth century: ‘the artsafing less but meaning more
[...] became the basis of modernist experimentatiothe short story fornf?
The late nineteenth-century reader was startingdiine to the short fiction due
to the effects of the ‘age of haste’ that was aquamying the emergence of
modernism, along with the rise of industry and siife experimentation, and
the rapid growth of ‘modern’ life demands, all ohwh led to a growing market
for shorter, less time-consuming fiction. This wiae period of ‘the emergence
of a new reading public with no great time to sp&téor these reasons the

short story has been described by Adrian Huntdreasy “up to speed’ with the

8 Shaw, p. 5.

" Hunter, p. 1.

8 Hunter, pp. 1-2.

81 Quoted in Shaw, p. 64.

8 Hunter, p. 2.

8 Alfred C. Ward, Aspects of the Modern Short Story: English and Asaer (London:
University of London Press, 1924), p. 103.
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realities of modern life®® This also is what drove Elizabeth Bowen to describ
the short story as the ‘child of the centUfyH. E. Bates stresses the importance
of the short story in an age where people areitiglkaster, moving faster, and
apparently thinkingfaster.?® William Rathbone Greg, ititerary and Social
Judgementg1877), suggests that the pace of life increaseatisngly in the
second half of the nineteenth century: ‘the mosestcharacteristic of life in
this latter portion of the #century is its SPEED Greg continues to describe
this period of life as ‘a life ohaste]...] a life filled so full’.2® The brevity of the
short story, in general, responded to, as much @spicted, the age in which it
thrived; ‘it is the literary form readily adaptalie the experiences of modernity
and the accelerated pace of life ‘that travelsast' ¥° In other words, the short
story became successful at conveying condensedonactiand intense
signification in a relatively short fran@.

The density and concentration of the short storg genre allows a short
story to be read in a relatively short time. L.Hartley describes this idea best
when he says that readers would “devour [the shtmties] singly on a news
[s]heet’®* but would be disinclined to read them in collectid® Hartley's
explanation for this is that “starting and stopgiexhausts the reader’s attention

just as starting and stopping uses up the petral @ar.” This calls to mind

8 Hunter, p. 3.

8 Quoted in Hunter, p. 3.

8 Quoted in Hunter, p. 3.

87 Quoted in Walter E. Houghtoffhe Victorian Frame of MindNew Haven: Yale University
Press, 1957), p. 7.

8 Quoted in Houghton, p. 7.

8 Hunter, p. 3.

% See Dominic HeadThe Modernist Short Story: A Study in Theory andcRce (Cambridge:
Cambridge University Press, 1992), p. 4. See atsagHton, p. 7.

1 Quoted in Head, p. 1.

“Head, p. 1.

% Quoted in Head, p. 1.
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Edgar Allan Poe’s idea about the short story beesyl in one sitting and thus
saving the reader the exhaustion that Hartley de==t* A short story must be
read ‘without interruption’, Poe suggested. It mderesting to note here that
Shahrazad made use of what Poe called ‘unity ofesgion’ long before Poe
even thought of it. Shahrazad tries to tame Shalnray interrupting, every night,
his arousing line of emotions, and detaching himuptby from the atmosphere
of the intensity of the short story. Shahrazad ugits Shahrayar's level of
concentration which results from her storytelli®iahrayar is put in a mood in
which he goes through a route where he must fabigla stage of emotions,
suspense, and impression, or, in short, all thatesounder the term ‘totality’
that a short story provides. Here, Shahrazad sdspéms ‘totality’, every night,
when Shahrayar reaches it; she, then, restartsagaan.

Anthony Burgess, in a comment on Conan Doyle’s I8hkerHolmes
stories, describes an advantage of the short shoy,what the late nineteenth-
and early twentieth-century reader wanted, whendmsiders ‘the story doing a
kind of novelistic job and doing it briefly> Therefore, the short story fits into
the turn-of-century pressures and inflexibility tfne, especially if the first
sparks of modernism are taken into consideration.

Magazines and periodicals contributed to a gretngxo the rise of the
short story, which did not burgeon in England uthi# 1880s. Regardless of
opposing opinions to the rise of such magazinegn&tance, Q. D. Leavis’s and
Malcolm Elwin’s, who view that the ‘mass readingteps affected the

relationship between authors and publishers andittfianctioned in opposition

% Shaw, p. 9.
% Quoted in Head, p. 4.
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to the high literaturé® some of these magazines and periodicals, both drigh
popular, gave a considerable opportunity to thenente and spread of the short
fiction. More optimistic opinions, such as CynthMéhite’s, consider the bright
side of this ‘mass reading’ press, simply becauséoobsted the ‘national
education’ and it opened up opportunities for evagyto read’ Yet, an even
more buoyant and supportive opinion to the peridicagazines was that of H.
G. Wells’'s who acknowledges W. E. Henley’'s creditreinforcing the short
story as ‘a prestigious literary forr:

The Nineties was a good and stimulating periodaf@hort story writer

[...] The National Observewas at the climax of its career of heroic

insistence upon lyrical brevity and a vivid finigh.] Then came the

generous opportunities dihe Yellow BogkandThe National Observer
died only to give birth toThe New RevieW...] No short story of the
slightest distinction went for long unrecogniséd.

As Clare Hanson argues, the ‘literary’ magazines@ariodicals profited
from the 1880s expansions, since they became mumeeiadised, and thus,
focused subjects started to be published in themerefore, some critics may
find that there is ‘association between literanyawation and specialised coterie
magazines which persisted to this d&§'At their beginnings, these specialised
magazines took two different directions. There were the one handThe
Yellow BookandThe Savoywhich adopted topics of Symbolism and Decadence,
and were edited by Henry Harland succeeded by Ar@wmons. In the other

direction, there wa$he National ObserveandThe New Reviewdited by W. E.

Henley; these magazines dealt with nationalist mmglerialist issues. Harold

% HansonShort Stories and Short Fictionsp. 10-11.

9" Quoted in HansorShort Stories and Short Fictions. 11.
% HansonShort Stories and Short Fictions. 19.

% Quoted in HansorShort Stories and Short Fictions. 19.
1% HansonShort Stories and Short Fictions. 11.
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Orel, in The Victorian Short Story: Development and Triungsha Literary
Genre(1986), draws attention to one of the reasonsnoktiie favouring of the
short story at the end of century: ‘there was a nisthe reception of the short
story, where it became more appreciated [than & \ictorian era]'®* and
highly paid in case of ‘well-written short stories® Financial concerns
contributed to the preference for short storiescesithey were more frequently
published than novels and paid more.

Robert Louis Stevenson made a positive contribuiig@nd received an
equivalent benefit from, the world of serialisedblication®® Serialising his
fiction helped it circulate more easily, and theaficial advantage was not little.
Stevenson’dNew Arabian Nightdirst appeared as parts in the renowheddon
and Cornhill Magazine between 1877 and 1880. Oscar Wilde, also, wrote
frequently in important nineteenth-century magaziaed periodicals, such as
the Fortnightly Review Blackwood’s and Nineteenth Centurymagazine!®*
Joseph Conrad did not prefer publishing in magazarel periodicals in the first
place’® and he had no preferences with regards to pulditaHowever, he
quite fitted into this publication climate. He weoih The Cornhil| for example,
for the financial benefit; and he published in New Reviewor its prestige. He

also had no disinclination to writing in tiS&avoy'®

191 5ee Harold OrelThe Victorian Short Story: Development and Triungpla Literary Genre
(Cambridge: Cambridge University Press, 1986).,.p. 2

12 Orel, p. 3.

103 See Barry Menikoff, ‘New Arabian Nights: StevensorExperiment in Fiction’, in
Nineteenth-Century Literatureno. 3, vol. 45, (December, 1990), 339-362, (3413, TOR
<http://links.jstor.org [accessed 02 March2008].

194 5ee Richard Ellman®scar Wilde(London: Penguin, 1988), p. 282.

19 Gail Fraser, ‘The Short Fiction’, ifihe Cambridge Companion to Joseph Conetl by J. H.
Stape (Cambridge: Cambridge University Press, 1926&)9.

1% See Fraser, pp. 29-30, 32.
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The remarkable rise of this market was, in turng tiu the marks that
accompanied the modern age, such as the technallggaclvanced printers and
invention of machine-made paper, all which pavedwhay for the short story to
thrive. By 1891 some magazines stopped publishemglssed novels, but they
started to publish a short story in each is¥lidt might be said that the
burgeoning of both the short story on the one hand,magazines, journals, and
periodicals on the other hand was reciprocal, bexalthough the rise of this
market is what sustained the short story, the s$torly, in turn, provided with
material for these magazines and journals, becdpfiodical literature is a
huge open mouth which has to be fed — a vessehwieinse capacity which has
to be filled’}°® to use Henry James’s words.

Serialising stories, moreover, contributed to gitkaning the connection
between the author and the reader, and helpedrauthanderstand the readers’
taste and take it into consideration more ea$iiylt also encouraged the
publication of works by less known writers and gaumilar opportunity to the
famous author$' In thefin-de-siécleperiod of time, the popular short story rose
and exceeded the artistic stdfyHowever, ‘the meticulously constructed short
story’, as Joyce Carol Oates describes, ‘descendsist by way of the
phenomenon of magazine publication, beginning enrimeteenth century, but
has its ancestor the oral taté’This, again, brings closéthe Arabian Nights

and the short story with regards to its receptiothlas high as well as popular

197 See Hunter, pp. 6-7, 46.
198 Quoted in Hunter, p. 7.

199 5ee Myszor, pp. 22-23.
10 5ee Myszor, p. 23.

11l gee Myszor, pp. 26-27.
12 0ates, p. 48.
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literature. This point will be more clarified indhmain chapters as | study each
writer separately.

The short story, argues Valerie ShawTihe Short Story: A Critical
Introduction(1983),

like any other literary form, varies according ke tperiod in which it is

being written, but it has a unique ability to pm»eeand at any time recall

its mixed origins in fable, anecdote, fairy-storgdanumerous other

forms. Because individual short stories keep rewgahffinities with

their forerunners, it is almost impossible to dtabia definition of the

genre; no summary phrase can encapsulate the idvefrpossible story

types, lengths, and approach&s.
As | have mentionedlhe Arabian Nightslike the modern short story, does not
belong to a precise ‘genre’. As a ‘forerunner’ loé¢ tshort story, it is possible to
relate the ‘fable, anecdote,’” and ‘fairy-story’, isin Shaw mentions, to the same
genres found inThe Arabian Nights This relation or comparison can be
understood in terms of the oral form. Most of thers story forms have their
origins in oral stories, which constitute ‘the ezst form of story — and continue
to find their way into the modern written fort? This can be considered as one
of the points that bring togeth&he Arabian Nightand the short story of the
late nineteenth century, and very early twentiethtery. That is, the presence of
a storyteller, who conveys the story with more tmient and ‘marvels™®

David Pinault, inStory-Telling Techniques in the Arabian Nig(t892),

states that Alf Laylah were originally oral evening-entertainments andeve

meant to be recited and listened t8’However, as Pinault continueEhe

13 shaw, p. 20.

14 Myszor, p. 8.

1535ee Frank O’ConnoiThe Lonely Voice: A Study of the Short Sthew Jersey: Melville
House Publishing, 2004), p. 28.

18 pinault, p. 13.
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Arabian Nights‘cannot be described only as a collection of tcabed oral
folktales; for it survives as the crafted compasitof authors who used various
forms of written literary Arabic to capture an orglrrative tradition**’ The art
of telling is what gives the short story its im@mte when the interaction
between the teller and the listener is taken imtaswmleration. Storytelling
provides sincerity and credibility; ‘[i]t is by teig stories and by hearing stories
told’, Robert L. Mack proposes, that ‘tiNaghts seems to say, that we come to
know our world, each other, and — ultimately — own selves**® Storytelling
should be considered as important as an art itf:itdee art of storytelling™*®
This art of storytelling has been translated in shert story into the ‘frame
narrative’. The use of the framing narrative is enassociated with the short
story than it is with other forms of fiction, thevel for instancé® In addition

to the fact that many short stories employed a iingrdevice, most of them, like
The Arabian Nightskeep the reader captivated and eager to know diens
next. Readers/listeners await the endindloé Arabian Nightsn the same way
the short-story reader/listener ddésHence, there is also a sense of mystery
that bondsThe Arabian Night@and the short story. In almost each storylbé
Arabian Nightsthere is a mystery; and it is this notion of mygtenked by a
more mystifying narrative about puzzling eventst tbaves those tales their
differentiating characteristics. In general, mammprs story writers in the late
nineteenth century, such as Guy de Maupassant,rRalngis Stevenson, Joseph

Conrad, and Rudyard Kipling, resorted to the fraragative of the original oral

17 pinault, p. 15.

18 Mack, p. ix.

9 Here | am using the title of Mia Gerhardt’'s bofthe Art of Story-Telling1963).
120 Myszor, p. 63.

121 5ee Head, p. 13.
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tale to attract their readers, as they believatieneffect of this style of narration
on ‘captivating’ the readeéf? In other words, the framing device was one of the
most important techniques of the oral tale, esfigcfalk tales which were
transmitted through generations by telling. Thisvide was performed as
introducing a narrator who tells a story to a grafplisteners, or simply, a
storyteller and a listener. It, too, provided therg with more credibility**®
However, the writers examined in this thesis seeoseThe Arabian Nightsiot
only by applying the frame narrative, but also byaaiety of other techniques
and devices which | shall consider in depth inftll®wing chapters.

It requires more than a thesis to include all thiéens in the West who
have employed’he Arabian Nightsn their writings, but it is worth looking at
the marks this work has left on those writers. Aithh the examples are
numerous, | would like to select some by referrtngthe writers who have
signalled a change in British literature and thesggant short story form, from
the Victorian era until our present day.

In addition to his major novels, suchALhristmas Caro(1843),David
Copperfield (1850), Hard Times(1854), Great Expectationg1861), andOur
Mutual Friend (1865)*** the relationship between Charles Dickens’s short
fiction and The Arabian Nightss manifest. In ‘A Christmas Tree’ (1850), the

spirit of The Arabian Nightslominates a considerable part of the narrative:

122 5ee Myszor, p. 62.

123 5ee Myszor, p. 62.

124 5eeThe Arabian Nights in English Literature: Studiesthe Reception of the Thousand and
One Nights into British Cultur¢1988) in which the introductory chapter givesatount of
Dickens in relation td’he Arabian Nightsand the chapter called ‘Dickens in Wonderlandais
whole chapter by Michael Slater, which is devotecexamine Dickens’s fiction in relation to
The Arabian NightsSee also Robert IrwinBhe Arabian Nights: A Compani@2004).
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Hush! Again in a forest, and somebody up in a et Robin Hood,

not Valentine, not the yellow Dwarf [...] but an East King with a

glittering scimitar and turban. By Allah! two EasteKings, for | see

another, looking over his shoulder! Down upon thasg, at the tree’s
foot, lies the full length of a coal-black Gianttedched asleep, with his
head in a lady’'s lap; and near them is a glass fastened with four
locks of shining steel, in which he keeps the lpdgoner when he is
awake. | see the four keys at his girdle now. Huy Imakes signs to the
two kings in the tree, who softly descend. It is setting-in of the bright

Arabian Nights-*°
Dickens continues, in the following few paragraplishe essay, to mention the
major characteristics ofhe Arabian Nightssuch as the wonderful lamp, the
magic rings and talismans, Ali Baba, the treastive,Valley of Diamonds, the
genies. He also mentions places like Damascus aisddBah, and goes on to
speak about the ghouls, the Ebony Horse and thmgflyorse. He finishes his
paragraphs in which he speaks abdiie Arabian Nightsby referring to
Shahrazad, her sister Dunyazad, and ‘the gracialtarwho ‘goes out, giving
no order for the execution’ where everybody ‘brefgh again.'?® Dickens
seems to have captured in defidie Arabian Nightand this shows how deep a
touch this work left on Dickens’s imagination.

In ‘Dickens in Wonderland’, Michael Slater suggetitat ‘A Child's
Dream of a Star’ (1850), exemplifies hoWihe Arabian Nightdad a positive
effect on Dickens because it ‘was strongly assediah his mind with the
happiness and innocence (of the moral complexifelife) of that period™?’

This effect, Slater argues, had a strong conneottdh Dickens’s religious

beliefs.

125 Charles Dickens, ‘A Christmas Tree’, http://www.classicreader.com/book/876/1/
[accessed 03 November 2009] (para 10 of 29).

126 Dickens, ‘A Christmas Tree’, (para. 13 of 29).

127 Michael Slater, ‘Dickens in Wonderland’, ifhe Arabian Nights in English Literature:
Studies in the Reception of the Thousand and Ogatdinto British Culturged. by Peter
Caracciolo (London: The Macmillan Press, 1988),38.
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From religion to sciencelhe Arabian Nightavas once technologically
inspiring. Although the wonders dfhe Arabian Nightsare ‘technologically
naive’, to use Irwin's terms, they might have paubd way for the early
beginnings of the science fiction of toddySome of the best examples can be
found in the flying horse, the magic carpet, or ltnge bird who carries Sindbad
to the Valley of Diamonds, which Irwin describes ‘#ésntasies about the
possibility of human flight' and which must havedha role in the imaginative
prehistory of aviation®®®H. G. Wells's The Time Machin€1895) has been
linked to the type of marvellous depiction discukge Tzvetan Todorov'Ihe
Fantastic (1975), and which he calls ‘the instrumental mbows’.**° In other
words, H. G. Wells'sThe Time Machings one of the stories in which the
fantastic is not presented in what Todorov refersas the ‘trappings’ of the
fantastic fiction which signifies the literal elente of fantastic fiction, such as,
ghosts, witches, jinn, deserted or haunted castlesnagic objects. But, the
fantastic is presented through its ‘deep structdf&' Todorov views that
ambiguity is an essential element in fantasticissoand should not be resolved,
because in the case of being resolved it will lativo directions: the fantastic
tale, as a result, will either be ‘uncanny’ or ‘maltous’. The laws of nature in
the fantastic tale should be broken. If they dobextome broken at the end, then
the tale is uncanny, but, if they do get brokemntlit is marvellous>* What

Todorov means by the laws of nature not being broiee that the reader

128 |rwin, p. 207.

1291rwin, p. 207.

130 5ee Robert G. Hampson, ‘The Genie out of the 8otllonrad, Wells and Joyce’, iFhe
Arabian Nights in English Literature: Studies iretReception of the Thousand and One Nights
into British Culture ed. by Peter Caracciolo (London: The Macmillaas8r 1988), p. 221. See
also, TodorovThe Fantasticp. 56.

131 |rwin, p. 227.

132 |rwin, p. 227.
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discovers at the end of the story that there hasbeen actual magic or
supernatural elements: there may only be humakstiicit. Whereas, if the laws
of nature are being broken, then it means thatatleecontains the magic element.
He views that most offThe Arabian Nights fantastic stories end up as
marvellous™® because there is actual magic or supernaturabretisuch as
bewitched animals turning to human beings, humamglsdravelling underwater,
and horses flying, such as the Ebony Horse, fomgia’>*

The marvellous of he ArabiarNights as Todorov sees it, is divided into
three categories: the hyperbole, the exotic, and thstrumental. The
‘instrumental marvellous’ is exemplified by the n@adlying’ carpet, which is
most famous in Alaa Addin’s story. Robert G. Hampsaterprets Wells’SThe
Time Machineas a story that includes the elements of Todoror&rumental
marvellous’*® Thus, the time machine moves us from a time tothamp
introducing us to radically different atmospher@adiures, and creatures, just as
the flying carpet or the flying horse transfersfumn a place to another, and
similarly showing us whole different worlds.

Moreover, comparisons can be made betw€ba Time Machineand
The Arabian Nightsn employing the idea of King Solomon’s imprisormmhef
the genies in the bottles. Wells mentions:

it lived all day in this big airy shed, with him émolroyd to wait upon it;

not prisoned up and slaving to drive a ship asother engines he knew
— mere captive devils of the British Solomon — badn*°

133 |rwin, p. 227.

134 |rwin, p. 227.

135 Hampson, p. 221.

136 Quoted in Hampson, p. 221.
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Many stories have been told about King Solomonaegk bottles in which he
imprisons genies; and one of the most famous stani@he ArabianNightsis
‘The Fisherman and the Geni&’ In Wells's The Sleeper Awake&l898),
furthermore, not only are there obvious similasitwith the title ofThe Arabian
Nights story ‘The Sleeper Awakened’, or in some tranela, ‘The Awakened
Sleeper’, but also we see many similarities in eotit® ‘Aepyornis Island’
(1895) has been linked to ‘The Story of Sindbadexdhd Voyage®*® The
History of Mr Polly(1910) also includes mentions Bfie Arabian Nights*° as
doesThe Research Magnificefi1915), which refers to ‘the nature of an Open
Sesame [...] which would suddenly roll open for makihe magic cave of the
universe, that precious cave at the heart of ahgt in which one must
believe.**

This cave that becomes universal is echoed in Jalogse’'s writing
across cultures: ‘Joyce’s reference3 e Arabian Nightsre transnational topoi,
from the carnival irDubliners to Ulyssesas the European book of the day, to
the suggestion thainnegans Wakemodelled on the Egyptian Book of the
Dead, is the global book of the night?Joyce is said to have owned a copy of
Burton’s translation oThe Arabian Night$** Robert Irwin suggests that behind
the obvious similarity in structure and certainailst betweenUlysses(1922)

and Homer'sOdysseythere lies another basis of comparison Witle Arabian

137 This story is discussed in detail in Chapter TWbahrazad in Fairyland: Oscar Wilde and
The Arabian Nightsand Chapter Three “The Old Man of the Sea’: jds€onrad and'he
Arabian Nights

138 See Hampson, p. 224.

139 Hampson, p. 222.

140 Hampson, p. 223.

4L Quoted in Hampson, p. 225.

142 Srinivas Aravamudan, ‘Adventure Chronotope andefltsl Xenotrope’, inThe Arabian
Nights in Historical Context between East and \West. by Saree Makdisi and Felicity
Nussbaum (Oxford: Oxford University Press, 2008R60.

143 3ee Irwin, p. 278.
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Nights Irwin goes on to suggest thatlysses contains references to the
adventures of Sindbdd? The work also alludes to the wanderings of Haroun
Al-Rashid. In short, Stephen Dedalus is twinnedhwi#indbad, and Leopold
Bloom with Haroun Al-Rashid® In fact, Joyce explicitly alludes tdhe
Arabian Nightsin Ulysseswhen one of his characters says: ‘Open hallway.
Street of harlots. Remember. Haroun al-Raschi@i’Later, Joyce refers to
Sindbad the Sailor after the journey of one ofdmaracters is done:

He rests. He has travelled.

With?

Sinbad the Sailor and Tinbad the Tailor and Jinkiael Jailer and

Whinbad the Whaler and Ninbad the Nailer [**].
The Arabian Nightdere playfully signifies adventure, travel expedes, and
discoveries of new world$® In his later work we see Shahrazad, as well as her
sister Dunyazad ifinnegans Wakg1922)4°

Joyce successfully incorporates two extremes: ridigonal and imperial
with its obverse, the Oriental and exotic, fronranscolonial vantage point that
repeats the format of the national English novehwn indication of the outside
that it elicits but also suspends and withhoff8.Through his short story

‘Araby’ in Dubliners Joyce portrays the romantic Orient, the Orieat ttannot

be reached because it is other to the colonial drackd. The boy leaves his

144 |rwin, p. 278.

15 rwin, p. 279.

146 Quoted in Hampson, p. 231.

147 James JoyceUlysses ([n.p.]: The Floating Press, 1922), p. 622. E-hoodtrieved at
<http://reader.eblib.comthrough <ttp://sparky.ncl.ac.uk[accessed 10 April 2010].

148 See Aravamudan, pp. 260-61.

19For a detailed study of the presencerThé Arabian Nightsn Joyce’s works, see Robert G.
Hampson, ‘The Genie out of the Bottle: Conrad, Wealhd Joyce’, iThe Arabian Nights in
English Literature: Studies in the Reception of Ti®usand and One Nights into British Culture
ed. by Peter Caracciolo (London: The Macmillan Pr&888), p. 221.

150 Aravamudan, pp. 258-59.
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house to see the bazaar where he will eagerly medieloved, but he arrives
late when the bazaar is closing, and nothing ofexgected joy and thrill is
fulfilled. This has been interpreted with referertoe Joyce’s perspective on
colonialism; in other words, this incomplete futfiént of delight is due to ‘the
Irish colonial context, one that is neither assalé to pure Englishness or an
alternative Oriental sensibility that is also wiyatither to it.*** This brings to
mind the fact that Stevenson, Wilde, and Conradhmgmilarly be said to
occupy a peripheral, ‘postcolonial’ relationshipEngland and Englishne$¥.

The Arabian Nightgontinues to be present in the twentieth-centmgy a
contemporary British literature, as well as in Woliterature in general. For
example, in “‘The Day They Burned the Books’ (196&an Rhys mentionghe
Arabian Nightsas one of the books collected by Mr Sawyer, and ithis
particular book that the narrator wants to borfdiv.

It would be incomplete not to mention the contribatof Angela Carter,
A. S. Byatt, and Marina Warner to today’s literatly producing a feminist
recreation ofThe Arabian Nightdales. Their structures vary between fairy tale
elements, fantasy, magic realism, and folk nareativand they tackle subject

matters related to culture, modernism, and civilisa">*

151 Aravamudan, p. 260.

152 5ee Bill Ashcroft, Gareth Griffiths, and Helen fifif The Empire Writes Back2nd edn
(London: Routledge, 2002), pp. 9, 23, 31-32.

133 Jean Rhys, ‘The Day They Burned the Books'The Collected Short Storigdlew York:
Norton, 1987), p. 152. See also, Elaine Savdiye Cambridge Companion to Jean Rhys
(Cambridge: Cambridge University Press, 2009),112p13.

1540n Angela Carter see Irwin, p. 190. On A. S. Bys#ie Kathleen Williams Renk, ‘Myopic
feminist individualism in A. S. Byatt’s ‘The Djinim the Nightingale’s Eye” (1995). On Marina
Warner see ‘Present Enchantments: Magic after tiadiAn Nights’, in her lecture at BIRTHA,
Bristol, October 2009; sourceh#p://www.marinawarner.com [accessed 30 January 2010].
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Stevenson, Wilde, and Conrad

How do Robert Louis Stevenson, Oscar Wilde, aneéglo€onrad contribute to
this much longer literary response Tde Arabian Nightsand how does it
contribute to their literary reception? | have afoto write about Stevenson,
Wilde, and Conrad in particular, because togethey trepresent a particularly
concentrated responseTbe Arabian Nightst the turn of the century, when the
modern short story in Britain was in its infancyne€bBe three writers peaked in
thefin de siécleespecially in terms of their production of shiiction. Despite
the fact that two of them died before witnessirgltirth of the twentieth century,
they did contribute to the early sparks of modemi$he writing experience of
the three of them stretched beyond their local ggagy. In other words,
Stevenson, Wilde, and Conrad, spent most of thfeiraway from their birth
places and homelands; they moved to different plamed integrated with
different cultures.

Due to ill health at an early age, Stevenson, Wor&dinburgh, had to
move to France; then he spent his time moving b&twscotland, England,
France, and America before he settled in the Raisifands->> Wilde, was born
in Ireland where he spent his childhood, but he edoo Oxford at a relatively
early age; a move which he considered as a gradmark in his life. After
Oxford he went to London and then to America. H®ahoved between Paris,
London, and New York before his death in P&fi<onrad was born in Polish
Ukraine. He went with his exiled parents to Rusara then moved to Austrian

Poland. He travelled, during his school years, witZ2rland and Italy. He then

1% 5ee Robert Louis Stevensd®puth Sea Tale€xford: Oxford University Press, 1996), pp.
xli-xlii.
1% For the life of Oscar Wilde, see Sheridan Mor@gcar Wilde(1976).
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moved to Marseilles where his ‘sea-life’ startefteAthat he moved to England,
where he produced ‘Heart of Darkness’ and the lodéshis other ‘short
stories’™’

At the same time, Stevenson, Wilde, and Conrade H#een typically
framed in a European contéxf.Their fiction has been traced back to clear and
exact European origins, an insertion that leales Arabian Nightout of the
frame. In general, as | will discuss in detail ne following chapters, it has been
argued that these three writers followed the liheastain European writers as
diverse as Guy de Maupassant, James Fenimore CoGpstave Flaubert,
Honoré de Balzac, Victor Hugo, Hans Christian Asder Charles Dickens,
lvan Turgenev, Rudyard Kipling, Henry James, Rolearhninghame Graham,
and H. G. Wells. None of them was considered inoa-Western frame of
writing. Stevenson’s modernism, for example, wasisatered as merely
European, with total disregard to the possibilitylos modernism being a result
of the encounter with the ‘Othel?

Barry Menikoff is one of the few critics to consid8tevenson as a

precursor of modernism. He rereads Stevenson faseaunner of the moderns’

if not a modernist himseff®® however, he describes Stevenson’s writing as

157 See ‘A Chronology of Joseph Conrad’s Life’ Heart of Darkness and Other Tal@@xford:
Oxford University Press, 2002), pp. xxxviii-xli.

1% See Barry Menikoff, ‘New Arabian Nights: StevensorExperiment in Fiction’, in
Nineteenth-Century Literature no. 3, vol. 45, (December, 1990), 339-362STOR
<http://links.jstor.org [accessed 02 March 2008]; Arthur Ranso@scar Wilde: A Critical
Study(London: Methuen, 1913), pp. 91-95; Jerusha McG@aim ‘Wilde’s fiction(s)’, in The
Cambridge Companion to Oscar Wilded. by Peter Raby (Cambridge: Cambridge Universit
Press, 1997), pp. 103-07; Cedric Watts, ‘Heart afkdbess’, inThe Cambridge Companion to
Joseph Conraded. by J. H. Stape, (Cambridge: Cambridge UnityeRress, 1996), p. 46; and
The Cambridge Companion to Joseph Conrad. by J. H. Stape (Cambridge: Cambridge
University Press, 1996), pp. 10, 17, 27, 34, 36, 40

159 Simon GikandiWriting in Limbo: Modernism and Caribbean Litera¢uiNew York: Cornell
University Press, 1992), p. 2.

180 Menikoff, p. 340.
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‘shifting between historical and contemporary satge as well as
‘incorporat[ing] in both elements of fantasy, faké, and the supernaturaf®
He claims that Stevenson, along with MaupassantJantes, form the first line
of modernism, especially in their geographical oogfion of Edinburgh,
London, Paris, and New York. Moreover, he views tfifhey held in common
for conveying truth and/or expressing their visafireality.” He also adds that
‘all three were unanimous in the belief that thhdougtense discipline and
practice they could teach themselves to develop bostyle and a form that
would convey their visions-*? Menikoff, as some other critics, such as Simon
During, George Lamming, and Edouard Glissant, pseptihat Modernism is
Western-oriented and Euro-centred. Neverthelessethre certain points that
these critics seem to have missed, and which | elhighlighting in Chapter
One.

In Wilde’s case, his short stories, especially thiey tales, are traced
back by many critics, such as Christopher S. Nasdeter Raby, Arthur
Ransome, and Jerusha McCormack, to clear and gpeaidins. Ransome, for
instance, states, @scar Wilde: A Critical Study1913), that Wilde’s fairy tales
remind him of those of Hans Andersen’s and he makesral links between the
works of the two writer$®® Similar is the opinion of Nassaar in ‘Andersen’s
“The Shadow” and Wilde’s “The Fisherman and His ISoA Case of Influence’
(1995).However,it is worth taking into consideration the intertasit connection
between Wilde’s stories and the exotic and Eastémosphere oThe Arabian

Nights

181 Menikoff, p. 341.
162 Menikoff, p. 340.
163 5ee Arthur Ransom@scar Wilde: A Critical Studflondon: Methuen, 1913), pp. 91-95.
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A similar case is made for Conrad, as he was Stideen argued, inspired
by the European frame of writing: again, any pasgibof a relationship
between Conrad’s texts arithe Arabian Nightshas been disregarded. Cedric
Watts views the tale-within-the-tale technique that iscasated with Conrad as
becoming more known and more popular at arounduire of the century. He
goes on to suggest that this technique was usedubypean writers, such as
Maupassant, Turgenev, Kipling, James, Cunningharmada®n, and Well$>* By
using the multi-layered narrative technique, Consed considered as drawing
on the above mentioned European writers, in additm Fenimore Cooper,
Balzac, Hugo, and Dickens. More generally, critim/e noted the stylistic
influence of Turgenev, Maupassant, and Flauberthenworks of ConradThe
Cambridge Companion to Joseph Coni@®96), for example, includes essays
by Gail Fraser, Jakob Lothe, and Kenneth Grahanwlmch this view is
discussed. Fraser, for example, states that Cdolimdved some techniques of
Maupassant, Flaubert, and Turgen®and continues to argue that stories like
‘Amy Foster’ (1901), ‘Typhoon’ (1902), and ‘The 3et Sharer’ (1909), are a
continuation of Maupassant, Flaubert, and otheropean writers’ work,
especially in challenging the ‘consistently relalstory-teller®® by employing
the unreliable narrator. Cedric Watts, @onrad’s ‘Heart of Darkness A
Critical and Contextual Discussiofi977), considers the multi-layered narrative
as originating in a European frame of writing, sahThe Canterbury Tales,

The Decameron, The Odyssewd The lliad ignoring any reference tdhe

164 Cedric Watts, ‘Heart of Darkness’, The Cambridge Companion to Joseph Conedi by J.
H. Stape (Cambridge: Cambridge University Pres86)1,%. 46.

1% Fraser, p. 27, p. 34.

1% Fraser, p. 36.
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Arabian Nightsas a possible departuf€.He relates the increased use of the
tale-within-a-tale technique in the last decadeshef nineteenth century to the
rise of the short story and its success as appeannthe periodicals and
magazines, as well as to the growing number oktlans and traders, during the
turn of the century, who had many ‘tales to t&ifWatts, moreover, suggests
that Charlie Marlow is indebted to Christopher Maré, as Kurtz, in ‘Heart of
Darkness’, may appear like the modern Faust, becaessells his soul for
‘power and gratification® In line with Watts, and the critics above, Jakob
Lothe declares: ‘formally as well as thematical§ohrad] received significant
impulses from writers such as Flaubert, Maupassamg Dickens.™™
Concurrent with Lothe’s observation is Kenneth @Grals viewpoint. Graham
generally refers to all the above mentioned wrigsssa source of influence to
Conrad, adding to them Balzac and Fenimore Coopell. be arguing, however,
that in addition to the opinions of these critidsjs not misguided to study
Conrad in the light oThe Arabian Nightsas there are certain areas in his short
stories that still seem dark in this regards, ahdgh should be shed on them.

The European frame of writing was not the only aspleat has joined
these three writers. All three lived in tliem de siécle and this period was
reflected in their work. Interestingly, this reftemn seems, in itself, to be
bringing The Arabian Nightsnto the spotlight again. Bernard Bergonzi, in an
article called ‘Late Victorian to Modernist: 188030’, in An Outline of English

Literature (1998), writes:

167 5ee Cedric Watts, i€onrad’s ‘Heart of Darkness’: A Critical and Conterl Discussion
(Milano: Mursia International, 1977), p. 22. SescaHampson, p. 218.

%8 Hampson, p. 218.

19 Watts, ‘Heart of Darkness’, pp. 47-48.

170 jakob Lothe, ‘Conradian Narrative’, The Cambridge Companion to Joseph Conedl by
J. H. Stape (Cambridge: Cambridge University Pr£886), p. 163.
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In fiction thefin de siéclanood of withdrawal from everyday reality and

the pursuit of a higher world of myth and art anthgination led to a

taste for fictional romances, evident, for instgnoethe short stories of

Wilde and Yeats. Robert Louis Stevenson (1850-94pena cogent

defence of fictional romance as a superior modbedaealistic novel that

tried to capture ‘life’ itself: ‘Life is monstrousnfinite, illogical, abrupt
and poignant; a work of art, in comparison, is néaite, self-contained,
rational, flowing and emasculatE™
This brings us back to the point | discussed eadrein this chapter, that at the
end of the nineteenth century, there was a tendwagrds fiction which was
anything but real. In other words, there was amgscto the fantastic, the
imaginative, and, in turn, the non-Western.

Stevenson in many ways embodies this tendeflog. Arabian Night$o
him was ‘more generally loved than ShakespeHfehd he expresses how it
‘captivates in childhood, and still delights in @€ To Stevenson and to his
defending critics,The Arabian Nightssupplies the reader, even the modern
reader, with the temptation of romance that cameofound in modern fiction;
because the world ‘will soon be quite weary of ‘lgaes,” however scientific;
but of good stories it will never be tired, and theasure of good stories is the
Arabian Nights '’* Stevenson supports this opinion in terms of thieievdie
placed onThe Arabian Nightspurity, simplicity, and particularly romance
which cannot be provided by modern fictidRlt seems that to Stevensorhe

Arabian Nightsis a work that liberates from the increasing bosdef the

growing complications of modern life. He wrote:

1 Quoted in Bergonzi, p. 356.

172 Quoted in Ali, p. 85.

13 Robert Louis Stevenson, ‘A Gossip on RomanceThie Strange Case of Dr Jekyll and Mr
Hyde and Other Tale@xford: Oxford University Press, 2006), p. 144.

17 see Ali, p. 85.

175 5ee Ali, p. 85.
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When | suffer in mind, stories are my refuge; le¢dkem like opium; and
| consider one who writes them as a sort of doofothe mind. And
frankly [...] it is not Shakespeare we take to, winenare in a hot corner,
nor, certainly, George Eliot — no, nor even Baldas Charles Reade, or
old Dumas, or the Arabian Nights, or the best ofté&/&5cott; it is stories
we want, not the high poetic function which représethe world [...]
We want incident, interest, action: to the devithwyour philosophy.
When we are well again, and have an easy mind,hak gursue your
important work; but what we want now is a drdg.
Stevenson refers here fbhe Arabian Nights alongside various works of
European literature as offering a refuge and reigptike a drug.
Stevenson, Wilde, and Conrad were among ‘the kégrsrof the turn of

century'}’”’

as Andrew Sanders describes thenTle Short Oxford History of
English Literature(1994). They wrote their most memorable shortiesoin the
closing years of the nineteenth century, when bimthshort story, as well dhe
Arabian Nights were growing in influence. However, despite themerous
short stories Stevenson, Wilde, and Conrad wrbty were least considered as
short story writerd’® They were most famous for their novels, or in ¢thse of
Wilde, for his plays. As | mentioned earlier, theyf wrote for different
magazines that played a major role in the flounghof the short story, for
example, London Cornhill Magazine the Savoy Blackwood’s Fortnightly
Review andNineteenth Centuryl will discuss the relationship between fiction
serialisation and my three writers in detail in thain chapters.

Together these three writers reflectedfihale siécleand the dawning of

modernism, each in his own way. Stevenson excelledompacting and

178 Robert Louis Stevensohetters 4 vols, ed. by Sidney Colvin (New York: ScribreeBons,
1911), I, 322.

7 Andrew SandersThe Short Oxford History of English Literatug@xford: Oxford University
Press, 1994), p. 468.

178 Myszor, p. 19. See also, Peter WiddowsBnglish Literature and its Contexts: 1500-2000
(Houndmills: Palgrave Macmillan, 2004), p. 109.
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condensing his short stories in order to fit thedera age and satisfy its readers.
This ‘compression’ is what Frank Swinnerton thoughtis what makes a short
story, good.”® Wilde shone in fairy tales: the fantasy that pored what Clare
Hanson described earlier as the ‘imaginative ardahtastic which could not be
received into the literature of everyday lit€”. The same may be argued with
regards to Conrad’s short stories, as he wrotetaheuEast and focused on the
exotic in his works. It is the contention of thieesis that the flourishing of these
three writers in the same period in which the sktoty andThe Arabian Nights
also flourished demands further comparative exploma

Stevenson’s response {the Arabian Nightswas rather formal. He
tackled the modern issues of his age using themtegbniques of form found in
The Arabian Nights Most apparently, he used the multi-layered nmeat
technique, and the very interesting ‘Arabian auth@ho is the inner narrator,
and who stands as a link between the stories, geptiag the role of Shahrazad
in introducing and concluding each story of the kvarlowever, instead of
handing the narration over to the frame narratdha@tend of the work, as is the
case conventionally, the frame narrator snatchesntrrative from the inner
narrator. InNew Arabian Nightsand its sequel, his main characters are Prince
Florizel, who is clearly the modern Haroun Al-Rakhas | will be arguing in
detail in Chapter One, and Colonel Geraldine, whpresents Haroun Al-
Rashid’s vizier, Ja’afar Al-Barmaki. In ‘The Bottlep’, however, the substance

of The Arabian Nightss more present than the form due to the employokea

19 Frank SwinnertonRR. L. Stevenson: A Critical Stu@lyondon: Martin Secker, 1924), pp. 105-
06.
180 HansonShort Stories and Short Fictions. 34.
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magic bottle which contains a supernatural creatNevertheless, this bottle is
transferred from a character to another in the fofistory within a story.

Wilde’'s reception ofThe Arabian Nightsas | will examine in Chapter
Two, differs from that of Stevenson’s and ConradHg. is more responsive to
the fairy tale element of the stories. Althoughuses a number athe Arabian
Nights formal techniques, the fairy tale and supernatatatosphere of the
work is more dominant in Wilde's short stories. dddition to studying the
content of Wilde’s fairy tales, | will lay speci&bcus onThe Arabian Nights
techniqgues he seems to be employing, such asaheefnarrative, the repetition
method, the instructive insertion, stock descriptiand the speaking animals or
inanimate objects.

| will also be discussing the themes and methodbhef Arabian Nights
which Conrad seems to apply in the short storiasltam including in this study.
These techniques include dramatic visualisationjorablogical distortion,
delayed decoding, the ‘tick-tock’ stoppages, liesatz the hypnotic mode of
narration, and language. Viewed collectively, Ilvaitgue, The Arabian Nights
invites a reconsideration of both a particular aftiterwise isolated set of short
stories by specific writers, and more generally #meergence of the modern
short story in Britain at the turn of the century.

Chapter One, “Modern in his Traditionalism’. Rob&ouis Stevenson
andThe Arabian Nights explores the neglected side of Stevenson’s moter
In this chapter there is an attempt to remove trddrs enclosing Stevenson in a
European frame of writing, and shed the light om plotential connotations that
position him within an atmosphere that results frbrm encounter with the

‘Other’ non-European, or non-Western, generallyakpey. Here | argue that
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Stevenson’s conventionality is modern: he resartsaditional forms, and at the
same time, to the non-Western in order to produgeamicular response to
modernity. | argue Stevenson usHse Arabian Nightdo portray his modern
traditionalism, and | discuss his use of modenfhistnes such as the metropolis,
time, the detective figure, dynamite, and, intenggy, some sparks of modernist
techniques in writing, in a traditional Arabian-digrame narrative.

In Chapter Two, ‘Shahrazad in Fairyland: Oscard@/ibndThe Arabian
Nights, the discussion will revolve around reframing Wéls short stories,
contrary to all criticism, in an Eastern contexbwever, this chapter does not
attempt to dispute the criticism that locates W#deork in definite European
sources; it endeavours, rather, to shed light ercthical neglect that eliminates
any possibility ofThe Arabian Nightsaas a source of origin. | focus here on
Wilde's fairy tales and a number of other shortis®that are studied in terms
of the fantastic and supernatural subject mattersyell asThe Arabian Nights
techniques employed to introduce these themes.

Chapter Three, “The Old Man of the Sea’: Josepnr@d andThe
Arabian Night§ similarly attempts to locate Conrad within anafran-Night
background. | examine in detail his receptionTbeé Arabian Nightand his use
of a variety of its themes and methods in his shtoties, which spotlight how
his short stories are both fascinating as well ascihated. Thus, | will be
discussing the frame narrative which Conrad fampoashploys, but | will also
move beyond the framing devices to shed light exatihher methods that seem to
be critically neglected, but which may form a liwikh The Arabian Nightshat

deserves to be noted.
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‘Modern in his Traditionalism’:
Stevenson and@iheArabian Nights

There is one book ... that captivates in childhoad atill delights in
age — | mean the ‘Arabian Nights.’

Robert Louis Stevenson
The perpetual task of poetry is to make all thinga. Not necessarily to

make new things.
T. S. Eliot

Robert Louis Stevenson’s two-volumédew Arabian Nightg(1882-1885) is
manifestly a modern recreation ©he Arabian NightsHowever,The Arabian
Nightsis also a latent presence in Stevenson’s otheksvam this chapter, | am
going to discuss Stevenson’s employmentTloé Arabian Nightdetween 1877
and 1893. My primary focus will be upddew Arabian Nightg1882), More

New Arabian Nights: The Dynamit€t885), and ‘The Bottle Imp’ iThe Island
Nights’ Entertainment¢1893). Many studies have been made on Stevenson’s
fiction, but few have focused on his short ficti@specially orNew Arabian
NightsandThe Dynamitel Moreover, all the studies that have appeared sn hi
two New Arabian Nightdooks either try to show the similarities betwdleese

works and the origindl Arabian Nights or to identify traces of similarity

! Critical discussion of Stevenson$ew Arabian Nightsand More New Arabian Nights: The
Dynamiter along with ‘The Bottle Imp’ is patchy, receivirgignificantly less seriousttention
by critics than Stevenson’s other fiction, espégihis short fiction. An October 2008 search in
Literature Online<http://lion.chadwyk.co.uk showed that the results for criticism Bn Jekyll
and Mr Hydewere 85, while the search fdlew Arabian NightendMore New Arabian Nights
gave only 5 results.

% In listing the nineteenth- and early twentieth4cey writers ‘whose works would be influenced
by Galland’s Nights, to use the author’s words, Robert L. Mack ingdsdRobert Louis
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between these works and other European writings;laaking the reference to
The Arabian NightsThis chapter offers a different vision. My stu@jyatesNew
Arabian Nightsand More New Arabian Nightso the orientalArabian Nights
However, this is not meant to merely highlight tekationship, but to show how
these works introduce Stevenson as a forerunrmaodernity and modernism.

| start my argument by describing Stevenson’s reaef The Arabian
Nights | will then move on to introduc&lew Arabian NightsMore New
Arabian Nights and ‘The Bottle Imp’, and show how these worksreve
considered and received at the time they were shadi and afterwards. | will
discuss Stevenson’s works in the light of the appeze of the short story and
periodical fiction, which paralleled the increasipgpularity of The Arabian
Nights in Europe® | will then discuss Stevenson’s combination of ewwd
content in a traditional form. In other words, llivexamine his writing about
new technology, urban transport, the hybrid city tetective, time, and the
encounter with difference, all in a conventiondiymed and plotted story.

First though | want to offer a more general oveww@ the connections
betweenThe Arabian Nightand Stevenson’s short fictiofhe stories ofThe
Arabian Nights left a noticeable effect on Stevenson who mentotiem in
many of his works. For example, in ‘Child’s Plajfe mentions ‘The Story of
Ali Baba and the Forty Thieves’ when he imaginethwiis cousin that their

treasures are buried inside their ‘calves’ feetyjeland this imagination

Stevenson and suggests his reading of — and abpossie of — Galland’s translation. See Robert
L. Mack, in his introduction tcArabian Nights Entertainments(Oxford: Oxford University
Press, 1998), p. xviii. For the possible versioavBhson might have read, see note (30), in
‘Introduction’, p. 9.

% valerie ShawThe Short Story: A Critical Introductiofi.ondon: Longman, 1983), p. 32.
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represented ‘the most exciting moment [he] ever beer a meal® He also
mentions the word ‘enchantment’ when he remembberdittle boy who used to
tell the story of a ‘conflict between two Arabiaations.’ He commemorates
TheArabian Nightsas the prime example of romance:
There is one book [...] that captivates in childhoadd still delights in
age — | mean the ‘Arabian Nights’ — where you sladk in vain for
moral or intellectual interest. No human face oicgogreets us among
that wooden crowd of kings and genies, sorcerers la@ggarmen.
Adventure, on the most naked terms, furnishes ftréhentertainment
and is found enough.
In this extract, the non-presence of ‘moral orlletgual interest’ is not a cause
of embarrassment to Stevenson; he is rather coedenth the influence these
stories have not only on children, but also on @wduBy those words he is
defying critics like Grant Allen who did not acknlmsige the importance of
‘Eastern tales’ and ‘Children’s stories’. Allen vas inPhysiological Aesthetics
(1877): ‘Depth, earnestness, tenderness, all gimeifeelings, must be gratified
by art, unless it wishes to sink to the level ofteen tales or Children’s stori€s.’
Stevenson brings to light the aspects of ‘Eastalest and ‘Children’s stories’
which some critics have failed to see, and whiclhehaad noticeable effects up
until the literature of today.

To Stevenson,The Arabian Nightsis ‘more generally loved than

Shakespearé:he expresses how it ‘captivates in childhood, stiitidelights in

* Robert Louis Stevenson, ‘Child’s Play’, Wirginibus Puerisque and Other Papef6th edn
(London: Chatto & Windus, 1897), p. 238.

® Stevenson, ‘Child’s Play’, p. 239.

® Stevenson, ‘A Gossip on Romance’/Tine Strange Case of Dr Jekyll and Mr Hyde and Other
Tales(Oxford: Oxford University Press, 2006), p. 144.

" Grant Allen,Physiological Aesthetiod.ondon: H. S. King, 1877), pp. 276-77.

8 Quoted in Muhsin Jassim AliScheherazade in England: A Study of Nineteenthe®ent
English Criticism of the Arabian Night&Colorado: Lynne Rienner Publishers; in assoamtio
with Baghdad University Press, 1981), p. 85.
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age.? Stevenson views thafhe Arabian Nightgepresents purity, simplicity,
and particularly romance which cannot be providednodern fictiom2 In other
words, what Stevenson appreciated in old forms @iddnot seem to find in
modern ones is what he describes as ‘the primgore of fable’, as well as ‘a
humanity, a tenderness of rough truths; so th#tetnd of the same story, in
which vice or folly had met with its destined pumsent, the fabulist might be
able to assure his auditors, as we have oftendoragearful children on like
occasions, that they may dry their eyes, for ndrieweas true.**

Stevenson’sThe Island Nights’ Entertainmerit893) is a collection of
three stories in which he employs further elemefniBhe Arabian NightsThese
stories contain a combination of supernatural, imarad intellectual allegories
on the one hand, and a presentation of real prabtdmociety of his age, on the
other hand. In these stories, the plot is as inaporas the depiction of the
manners of a variety of social groups under thelelaof empire at the end of
the nineteenth century. For example, ‘The Isle oic¥s’, ‘The Beach of Falesa’
and ‘The Bottle Imp’ are fables with supernaturangents, but they are full of
facts and real problems that affected societyattttime.

One of the key works that contributed to Stevensdame in Samoa is
‘The Bottle Imp’, mainly because it was the firgetary work to be translated
and published in Samoan language. It was publigihéde London Missionary

Society Magazin& Despite some critically conflicting opinions regdiag the

° Robert Louis Stevenson, ‘A Gossip on RomanceStimnge Case of Dr Jekyll and Mr Hyde
and Other Tales(Oxford: Oxford University Press, 2006), p. 144.

19See Ali, p. 85. See also, ‘Introduction’, p. 42.

™ Quoted in Shaw, p. 33.

12 5ee Julia ReidRobert Louis Stevenson, Science, and the Fin dée$l#ampshire: Palgrave
Macmillan, 2006), p. 150-51.
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origins of ‘The Bottle Imp’, the traces dfhe Arabian Nightson this work
cannot be ignored.

‘The Bottle Imp’ has been traced back to differEatopean origins. The
first assumed source is a play callEde Bottle Impperformed in London in
1828 by the actor and stage manager Richard Jolih,Smo was described as
the immediate inspiration of Stevenson’s wbtk has also been claimed that
Stevenson was inspired by a tale calldwe Bottle Impwhich is included in a
collection calledPopular Tales and Romances of the Northern Nat{@823)*
Moreover, it has been suggested that this stoaytianslation of a German tale
calledDas Galgenmannleif?

According to Leonee Ormond, ‘The Bottle Imp’ isdarker version of
the story of “Aladdin and the Wonderful Lamp”, faseith “The Fisherman and
the Jinni”."® The similarities between ‘The Bottle Imp’ afithe Arabian Nights
in general could be detected from the beginnintpefstory. A poor man, Keawe,
wanders in the city and is amazed at all the weaitd luxury around him
wondering about how happy and worry-free the intseits of the luxurious
houses must be. Then he comes across a housesthall furnished and
beautified like a toy; the steps of that house shie silver, and the borders of
the garden bloomed like garlands, and the windowesewike diamonds®’
Suddenly, in a typicaRrabian Nights approach, an old man appears to him

from the house, invites him to come in, and shoins the ‘beautiful’ house

13 Joseph Warren Beach, ‘The Sources of StevensastiieBmp’, in Modern Language Notes
no. 1, vol. 25, (January 1910), 12-18 (12-IHTOR<http://www.jstor.org [accessed 02 March
2008].

1 Beach, p. 13.

5 Beach, p. 13.

1 Leonee Ormond, ‘Cayenne and Cream Tarts: W. McRéray and R. L. Stevenson’, The
Arabian Nights in English Literature: Studies iretReception of The Thousand and One Nights
into British Culture ed. by Peter Caracciolo (London: Macmillan Pr&888), p. 193.

" Robert Louis StevensoBputh Sea Talg©xford: Oxford University Press, 1999), p. 73.
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from the inside. He also tells him that the sebedtind this richness is an imp
that lives in a bottle. The old man offers to g6k bottle, an offer at which

Keawe rejoices. The old man tells him also therdesve side of buying it: the

one who buys it must sell it, after their wish fffent, but if somebody dies

before selling it they become ill-fated by burninghell. The bottle must be sold
or it will follow the person who last bought it unit is sold to another. Here a
‘darker version’ of Alaa Addin is clear: the gemmethe magic lamp only obeys
his current master who has possession of the |dowever, in Stevenson’s
story, the demon is destructive. Keawe, trickedH®yold man, buys the bottle,
and surprisingly to him, is sent out of the house.

Like Leonee Ormond, David Pinault, 8tory-Telling Techniques in the
Arabian Nights(1992), regards Stevenson’s ‘The Bottle Imp’ amilgir to The
Arabian Nightsstory,‘The Fisherman and the Genie’. In this story, &dignan
wants to make his everyday living; he goes dailtheosea and casts his net into
the water several times with no success and planiystration, but in the final
attempt, the fisherman draws the net with something He catches in his net a
sealed bottle with the stamp of King Solomon oridtsHe rejoices because he
considers this bottle as a treasure that will nfakerich:

He then shook it, and found it to be heavy, and,damnust open it, and

see what is in it, and store it in my bag; and theull sell the bottle in
the copper-markét

When the fisherman removes the lid a frighteningnole comes out of it:

18 Edward William Lane,The Thousand and One Nights: Commonly called inldu'The
Arabian Nights’ Entertainmented. by Edward Stanley Poole, 3 vols (London: Raigfte
Warne, and Routledge, 1865) I, 70.

52



So he took out a knife, and picked at the leadl inatiextracted it from
the bottle. He then laid the bottle on the grouawld shook it, that its
contents might pour out; but th€icame forth from it nothing but smoke,
which ascended towards the sky, and spread ovdatkeof the earth; at
which he wondered excessively. And after a littlaile; the smoke
collected together, and was condensed, and themmmeagitated, and
was converted into an 'Efreet, whose head wasdrckbuds, while his
feet rested upon the ground: his head was likeraeddis hands were
like winnowing forks; and his legs, like masts: Inuth resembled a
cavern: his teeth were like stones; his nostiitg, frumpets; and his eyes,
like lamps; and he had dishevelled and dust-cotbhiggr?®
And when the fisherman sees the demon, ‘the musélbs sides quivered, his
teeth were locked together, his spittle dried g, lae saw not his wag”
Similarly, the imp that is sealed in the bottle, tevenson’s story, is of
ugly and terrifying appearance. Keawe refers te Wien he tells Lopaka that
‘[tihe imp may be very ugly to view; and if you anset eyes upon him you
might be very undesirous of the bottfé.Keawe also thinks to himself, ‘A
dreadful thing is in the bottle [...] and dreadful ise imp’?® In both The
Arabian Nightsand ‘The Bottle Imp’ we findtwo frightening non-human
creatures in two different bottles; both demonélfulishes for life-threatening
returns. This makes the reader link betw&be Arabian Nightand ‘The Bottle
Imp’, and consider the similarities between them.
In ‘The Bottle Imp’, Stevenson applies the styleToe Arabian Nightsn
form, but contradicts it in content in a very ir@sting way. ‘The Bottle Imp’ is a
story that combines fantasy and reality at the séime; the wish-fulfilling

bottle on the one hand, and the intermixture betwedtures on the other.

Stevenson’s supernatural element in this storyoimlined with a narrative

19 This is how the word appears in Lane’s translation
] ane, I, 70-71.

“Lane, I, 72.

22 StevensonSouth Sea Taleg. 81.

% StevensonSouth Sea Taleg. 86.
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about ordinary people who live in a real placeha world. ‘The Bottle Imp’
blends ‘conceptual integrity’ and clear simplicityith the characteristics of both
a fairy tale and a folk tal&’ What adds to its distinction is that it is full of
pleasant sentiments and artistic sincefity.

According to Robert Irwin, serious usage of magiariodern European
fiction is rare, and when magic is treated, it oftedicates ‘a transparent
metaphor?® He gives Robert Louis Stevenson’s ‘The Bottle Imp’an example.
Irwin further argues that this story is about a moalgobject that bestows the
power of wish-fulfilment, but, in the quintessentdas about ‘the price paid for
success and the diminishing options in life asgnoevs older?’

In the three stories of thisland Nights’ Entertainments ‘The Isle of
Voices’, ‘The Beach of Falesd’, and ‘The Bottle Impwomen, who are wives,
all rescue their husbands from an inevitable dang@ng their courage and
power of wit. In ‘The Isle of Voices’, Lehua stedlsee magical powers of her
father to rescue her husband, Keola, from the @afsiiisland. In ‘The Beach of
Fales&’, Uma bravely follows her husband, Wiltshieethe dangerous bush in
the very dark middle of the night to save him, defyCase’s rifle and the devils
that are said to haunt the place. In ‘The Bottl@’|nKokua braves hell’s fire to
rescue her husband, Keawe, who sells himself taléivd in order to have her.

These women are not far from Shahrazad who endahgelife in order to save

her society and herself from the brutality of Slaglar. She also puts herself in

% Here | mean that ‘The Bottle Imp’ can be consideas a fairy tale due to its supernatural
element, and as a folk tale for being told to alpou natives of a certain culture.

% Frank Swinnerton, ‘Short Stories’, iR. L. Stevenson: A Critical Studjzondon: Martin
Secker, 1924), pp. 120-23.

% See Robert IrwinThe Arabian Nights: A Companiofiondon: Tauris Parke, 1994; repr.,
2004), p. 178.

%’ See Irwin, p. 178.
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extreme danger in order to rescue her husband, mahrayar, from no other
danger than himself.

Further similarities withThe Arabian Nightsextend toNew Arabian
Nights and More New Arabian Nights: The Dynamitdviost of the stories in
these collections are based on the adventureswider of people, mostly three,
meeting together by chance. For example, in ti lfiook, the adventures start
when Prince Florizel, Colonel Geraldine, and thengpoman of tarts meet. In the
second book,The Dynamiter Edward Challoner, Paul Somerset, and Harry
Desborough all meet in the Cigar Divan of ‘formBrince Florizel, who is now
known as Mr Theophilus Godall, or simply, Mr God#le tobacconist. This
calls to mind the setup of adventuresTine Arabian Nights AnotherArabian
Nights feature which is strongly present in Stevensdésv Arabian Nightss
the detailed description of the ‘palace-like’ hagjseays, paths, doors, and halls
in order to reach the target place or the destnatMoreover, the following
image is one of the repeated image3e Arabian Nights'In dead silence the
three passed the door, which was immediately lodkekind them?® as if
swallowed into the unknown, and it is then when haatventures start. The best
example to depict this image is in story of ‘AzizdaAziza’ when Aziz follows
the demands of a woman and enters a house of wigchas no previous
knowledge. The door closes behind him as he erdacshe is locked inside for
a whole year. Furthermore, the presence of theeysatvant’ who likes to be
under the private service of ladies, mainly quesmmd ladies of title, is another

aspect ofThe Arabian Nightswhich Stevenson uses in one of his stories, ‘The

% Robert Louis Stevensohew Arabian Night§New York: Charles Scribner’s Sons, 1921), p.
102.
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Rajah’s Diamond — Story of the Bandbox.” For examlady Vandeleur hires
Harry Hartley as a ‘male lady-maid and man millireter he is transferred to
the ‘feminine department’ of General Vandeleur'surous placé’® Not only
does this recall the ladies’ male-servantsThe Arabian Nightsbut also, by
using the ‘feminine department’, it has a promineference to the ‘Haremlik’
which is the ‘Harem’ or women'’s area in the palagkthe ancient Orient where
women’s privacy was practised and respected, anerevit was usual to be
served by males, mostly emasculate, out of pratectior women. Mrs
Vandeleur brings Harry to work with her, and altgbuthere are no direct
references to Harry's sexuality, or to emasculatioparticular, the description
of how he dresses shows a softer and more femsides of him since he has
been moved to the ‘feminine department’:

He was always dressed with uncommon nicety, wolieade flowers in

his buttonhole, and could entertain a visitor wéhbt and pleasantry. He

took pride in servility to a beautiful woman [...] diwas pleased to

exhibit himself before other men, who derided ardpised him, in his

character of male lady’s maid and man milliffer.
The whole scene brings to mind the atmospher@hef Arabian Nightsand
shows how Stevenson employed small details andiinereferences which
remind the reader of the Oriental work.

Leonee Ormond, in her article ‘Cayenne and CreamtsTaN. M.
Thackeray and R. L. Stevenson’, suggests thdthm ArabianNightsthere are
always hard tasks, with certain rules and banstHerheroes to complete after

which they get what they want. The case is similar in Stevensori&ew

29 StevensoniNew Arabian Nightsp. 96.
%0 StevensoniNew Arabian Nightsp. 96.
31 Ormond, p. 190.

56



Arabian Nights For example, in ‘The Rajah’s Diamond’, Francigy@tgeour
has to go to Paris and get married in order toiveaan amount of five hundred
pounds from a nameless man who is of a high rark \@ho sets certain
conditions to be fulfilled. The lawyer of the commgatells Francis Scrymgeour
that,
The conditions [...] are, as | have twice remarkeadther dishonourable
nor excessive. At the same time | cannot conceah fyou that they are
most unusual [...] [The conditions] are two [...] omyo; and the sum as
you will remember, is five hundred a year — and [unpurdened [...]
You must be in Paris by the afternoon of Sunday,1t#"; there you will
find, at the box-office of the Comedie Francaisdicket for admission
taken in your name and waiting you. You are reqees$d sit out the
whole performance in the seat provided, and thatlig..] The other is
of more importance [...] It regards your marriage. Klient, taking a
deep interest in your welfare, desires to advise gbsolutely in the
choice of a wife?
This is similar to a repeated scend'lre Arabian Nightsvhere the hero is asked
to fulfil firm conditions and missions to achievertain goals, such as to rescue a
beloved, attain a treasure, or to gain a magicgocblbwhich has tremendous
effects on its holders. There are, neverthelesse minilarities between both
works, one of which is the resemblance betweencBrittorizel and Haroun Al-
Rachid.
My comparison would not be complete without payspgcial attention
to Prince Florizel, or, the modern Haroun Al-RasHibe time when Haroun Al-
Rashid ruled ‘was economically prosperous and aallyubrilliant; and his reign

was the last reign of peace for Baghd¥idMia Gerhardt identifies two types of

Haroun Al-Rashid stories. The first one is, as calés it, ‘the simplest type of

32 StevensoniNew Arabian Nightspp. 141-42.
3 Mia GerhardtThe Art of Story-TellingLeiden: Brill, 1963), p. 421.
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frame-story®* with one simple frame, where the Caliph asks saraeo tell him
stories for entertainment. This type of story deaith details, and the Caliph
makes only ‘incidental’ appearances within the is®f The second type of
Haroun Al-Rashid story is more complicated than fir@ one, but it forms a
continuation of it, for the frame multiplies andetlstories become more
captivating. In this set of stories, the Caliph egms in all the awkward situations
and the ‘[intriguing] events are explained to higntbe participants themselves’.
However, here he ‘acts only as a spectator andnkst but his particular
function in this type of story is to arrange madter the end: to redress wrongs,
help out the needy, mend lovers’ quarrels and makerybody happy
generally.®® Stevenson seems to combine the two types of sidigw Arabian
Nights because on the one hand, the Prince appears@mwasand suddenly,
and on the other hand, he is always there in nwapticated situations trying to
solve the dilemmas and help those who are in teouBkrince Florizel of
Bohemia is a main character that appears significam all the stories oNew
Arabian Nights and is a Haroun Al-Rashid-like character. G. Ke&terton
describes the Prince as ‘a light and elusive figanel says that he has ‘a perfect
mental athleticism, which enabled him to leap frorag to crag® This may
appear as the best description of a characterttthd modern age, where

simplicity and naivety of personality is inappraig.

3 Gerhardt, p. 422.

% Gerhardt, p. 422.

% Gerhardt, p. 426.

37 Quoted in Alan Sandison, “Two-fold and MultipleaNires” Modernism and Dandyism in R.
L. Stevenson’®New Arabian Nightsin AUMLA, 86, (November 1996), pp. 17-31, (p. 21).
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The prince’s character is double-sided; his pendyr@mbines prestige,
respect, and power on the one hand, and absurdityhich leads to his
dethronement by his people — on the other hand:

Although of a placid temper in ordinary circumstasicand accustomed

to take the world with as much philosophy as amughman, the Prince

of Bohemia was not without a taste for ways of hifiere adventurous
and eccentric than that to which he was destinenidpirth

This is very similar to Haroun Al-Rashid’s persatal

[H]is curiosity leads him to all sorts of amusinguations, his good
nature and munificence make him the ideal furnisifénappy endings.
His changing moods, which vary between the extrewies:ervous

depression and ungovernable laughing-fits, lenduwrdio his personality.
All in all, the hero of the Harun cycle is an exti@y winning figure.

Thoughtless sometimes, he is never cruel or mearsdmse of humour
hardly ever fails him; and he has straightforwardpdicity that makes

people love and trust him. Yet the pomp and splantiwat surround him,
his incredible wealth and absolute power make limehow mysterious,
awe-inspiring and remote; even the stately merchanft Baghdad
tremble when they enter his paldCe.

But, in spite of the negative side in the Prinagiaracter, it should not be denied
that he is the problem solver after each climax. &ample, in ‘The Suicide
Club’, he brings Silas out of his ordeal by reveglhis innocence and taking
care of the corpse in the box. He, then, findsatteal murderer, who happens
to be the President of the Suicide Club; they figbtording to the President’s
desire and Prince Florizel triumphs, while the Rl is killed. At the end of
‘The Rajah’s Diamond’, it is the Prince who saves world from the corruption

of the diamond by throwing it into the river whetés lost forever. The Arabian

author concludes ‘The Suicide Club’ in an ‘Arabiway: heroism and high

3 StevensoniNew Arabian Nightsp. 3.
% Gerhardt, pp. 449-50.
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morality triumph at the end, and Prince Florizelilee Haroun Al-Rachid, loved

and remembered by everyone who has known or ene@ehhim:

The Prince, it is superfluous to mention, forgot aree of those who
served him in this great exploit; and to this daig lauthority and

influence help them forward in their public careewhile his

condescending friendship adds a charm to theirgteife*°

The Prince is the only character in ‘The Rajah’swrDond’ chain stories who
opposes materialism; he is the only one who vidves dparkles and shine as
blinding to the truth and leading to rot and cotiop, contrary to all the other
characters, who are bedazzled by its light. Thende@ristrongly resists the

diamond:

To me this nugget of bright crystal is as loathsamsethough it were

crawling with the worms of death; it is as shockemg though it were

compacted out of innocent blood. | see it here ynhand, and | know it

is shining with hell-fire. | have told you but ardredth part of its story;

what passed in former ages, to what crimes andhegges it incited men

of yore, the imagination trembles to conceive;years and years it has
faithfully served the powers of hell; enough, | saf blood, enough of

disgrace, enough of broken lives and friendshifisthangs come to an

end, the evil like the good; pestilence as welbeautiful music; and as
for théi& diamond, God forgive me if | do wrong, btg empire ends to-

night.

The Prince, then, throws the diamond into the reved frees the forthcoming

generations from its evil.

“0 StevensoniNew Arabian Nightspp. 91-92.
1 StevensoniNew Arabian Nightsp. 182.
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New Arabian Nights(1882) andMore New Arabian Nights: The Dynamiter
(1885)
So far | have traced some of the more obvious ledsabetweenThe Arabian
Nightsand Stevenson’s fiction. However, as | suggestettie introduction, my
aim is not merely to trace connections but to artha Stevenson’s sense of
modernity and modernism comes from contact wittoa-Buropean literature.
Contrary to those who suggest that Stevenson’s migeas well as modernism,
are an outcome of his response to European litesaklam going to show how
the writer adopted the style and form of the omdjilsrabian Nightsin order to
produce his own modern and proto-modernist vergidrheArabian Nights
Stevenson’s employment dthe Arabian Nightenables him to revive
the traditional epic narrative by inserting sometleé modernist marks of the
short story. In other words, Stevenson’s traditisna lies in his use of
conventional writing methods, such as the framiagative, the plotted story,
closure, and conventional characterisation. On ¢thieer hand, the early
modernist sparks in his works can be found in Bis of the metropolis, and the
Arabian Author, who is the inner narratorfdéw Arabian Nightgand who gives
us a hint of the modernist free indirect stylers &€nd of the work. Stevenson
also relies on symbolism, and tries to articulae skepticism and truth-seeking
that dominated the turn of the century. Time i atentral toNew Arabian
Nights and The Dynamiter and punctuality seems to be one of the ‘modern’
heroes of the stories. Meanwhile the discoursesetdéctive fiction are brought
together with modern inventions and advanced tdolgres of the time, such as

trains, lifts, and above all, dynamite. His workagimpression also involves the
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insertion of thefin de siéclewith all its well known worries and concerns into
the mythical narrative structure ©he Arabian Nights

Stevenson did more than simply imitafee Arabian Nightsstyle or
ideas; on the contrary, in T. S. Eliot’'s words,rhade it into a new thing. This
often involves an oblique process of adaptatidtew Arabian Nights
foregrounds an intertextual relationship wilthe Arabian Nights but the
expectations are deflated, because although tlseee similarity in form, the
works are different in essence. He does not blimdiyate The ArabianNights
but he adopts its techniques, mainly the narragednique of the story-within-
story, and the Arabian Author who, like ShahraZadctions as a link between
stories: he closes up a story and introduces a or@v In general, Stevenson
employs the form of heArabian Nightsto serve his own purposes of presenting
the age in which he lived.

Stevenson is considered as a writer on the brinknotlernism and
modernity, but at the same time he upholds thatioadl techniques of story
writing. | am going to elaborate on how Stevensass vdescribed by Clare
Hanson as a writemodern in his traditionalisi> When it comes to the
‘modern’, Stevenson is, contrary to some opiniswcly as Barry Menikoff's,
that consider Stevenson’'s position on the threshafldnodernism merely
Western based), influenced by the exotic and tterantion with the ‘Other?®
Where Menikoff suggests thiliew Arabian Nightss mainly linked to European
literature, | will argue that this work has a closennection withThe Arabian

Nightsthan with any other Western work.

“2 Clare HansorShort Stories and Short Fictions, 1880-19B6ndon: Macmillan, 1985), p. 19.
43| am referring by the word ‘exotic’ to any cultutteat different from the writer’s. See note (34),
in ‘Introduction’, p. 10.
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The closing years of the nineteenth century weperand of experiments
and innovation. Due to scientific and technologid@nges in the late nineteenth
century and early twentieth century, and the rastitapid tempo of life, there
was an increase in the pressure, complexitieswaagtiness of life. As a result,
critics like Hanson note a mood of withdrawal frawaeryday reality and a
search for a world of imaginatidfithere was a retreat to the fiction of older
ages where alternative values could be identifiesseems that to Stevensdrhe
Arabian Nightsis a work that liberates from the increasing bosd@f the
growing complications of life. As | discussed earjinon-European literature, in
general, was a means of escape for many writerhefin de siéclewho
witnessed the fading of the empfreStevenson found ifthe Arabian Nights
resort from his own concerns that were reflectetheyworries of his agé®

The concerns of thén de siéclewere many, because although modern
technology facilitated certain aspects of lifewiés harmful at the same time.
The deliberate misuse of this new technology aesslof innocent people, and
this is one of the ideas that Stevenson presenfsenDynamiter Furthermore,
chaos, anarchy, tension, havoc, pessimism, ladeithf, fear of the future, as
well as the fear of the present were dominant attthin of the century. To
Stevenson, ‘Man’s one method, whether he reasoonseates, is to half-shut his
eyes against the dazzle and confusion of redlitfhe Arabian Nightss one of

those books which transfer the reader from thewsald into a fictional world

“4 See HansorShort Stories and Short Fictions. 34.

“5 See ‘Introduction’, pp. 16, 42-43. In ‘Kim, thee@bures of Imperialism’ (1987), Edward Said
describes the nineteenth-century attraction towanésexotic literature as a way out of the
‘world’s corruption and degradation’. Quoted in GhBongie, ‘An Idea Without A Future:
Exoticism in the Age of Colonial Reproduction’, Exotic Memories: Literature, Colonialism,
and the Fin de SiéclgCalifornia: Stanford University Press, 1991)2fp.

“® See Robert Louis Stevensartters ed. by Sidney Colvin, 4 vols (New York: ScribreBons,
1911), I, 322.

" Quoted in HansorShort Stories and Short Fictions. 20.
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where worries and concerns can be eliminated, dredena better world, or even
an ideal world, is imaginedstevenson was one of those writers who pursued
this world of imagination that took him away frommeteveryday reality of the
period. He thought that fictional romance was highan the works which copy
‘life itself’ because he views that ‘Life is monsiis, infinite, illogical, abrupt
and poignant; a work of art, in comparison, is rigatie, self-contained, rational,
flowing and emasculaté® The Arabian Nightss one of those works that brings
Stevenson relief from a ‘monstrous’ modernity.

John Gross, iThe Rise and Fall of the Man of Lett€1969), alludes to
the hesitant Victorian self-confidence in the 188@s their concern about the
future’® There were religious fears due to the decline bfigfianity and the
increase of scepticism. The Victorians feared tes lof morality due to the
deterioration of faith, which would lead to socistyreakdowrr’ especially
when this society, and the working class in paléicuwas economically
insecure regarding the individual’s livingThe closing years of the nineteenth
century were also a period of fears of failure engral>® of isolation and of
loneliness due to decrease in self-confidence asthlgia for the high Victorian
period>?

There was another common motive behind Stevensomisback toThe

Arabian Nights the late nineteenth-century reader was attratbethe tale-

“8 Quoted in Bernard Bergonzi, ‘Late Victorian to Mwdist: 1880-1930’, inAn Outline of
English Literature ed. by Pat Rogers (Oxford: Oxford University Rrel998), p. 356.

9 See Bergonzi, p. 347.

0 Walter E. HoughtoriThe Victorian Frame of Min¢New Haven: Yale University Press, 1957),
pp. 58-59.

> Houghton, p. 60.

2 Houghton, p. 61.

>3 Houghton, p. 77. For the late Victorian unrese Beter WiddowsorEnglish Literature and
its Contexts: 1500-200Houndmills: Palgrave Macmillan, 2004), p. 107.

64



within-tale techniqué? andThe Arabian Nightsvas considered as a masterwork
in ‘the art of storytelling’>® Stevenson was witty enough to parlay his
employment ofThe Arabian Nights not only in the matter of style, but also in
narrative technique® Not only does Stevenson implement the styleThé
Arabian Nightsin his own recreation of the stories, but also, uses this
technique in his other stories, as | showed eatlat do not carry in their titles
a direct indication ofThe Arabian Nightssuch as, ‘The Isle of Voices’, ‘The
Beach of Falesa’, anbr Jekyll and Mr Hyde However,New Arabian Nights
andThe Dynamiteremain the most obvious examples of this impleatgori.

G. K. Chesterton, ifRobert Louis Stevensdth927), rates the stories of
The Arabian Nightsvery highly, and he praises Stevenson’s firstemibn of
New Arabian Nightdy saying thalNew Arabian Nightsis probably the most
unique; there was nothing like it before, and,ihkhnothing equal to it sinc&”
Of the second boolklore New Arabian Nights: The Dynamitére describes the
‘nightmare of The Dynamiteras ‘amiable;®® and claims that Stevenson has
produced an ambience ‘in which many incongruousgsifind a comic

congruity.’®®

More New Arabian Nights: The Dynamités seen by Frank
Swinnerton as a ‘very efficient [piece] of craftamhip, strong enough in

invention to delight that typical person called My. H. G. Wells the “weary

¥ See Cedric Watts, ‘Heart of Darkness’,Tihe Cambridge Companion to Joseph Conredl
by J. H. Stape (Cambridge: Cambridge UniversitysPrel996), p. 47. See also, Robert G.
Hampson, “The Genie out of the Bottle’: Conrad, Weand Joyce’, irfThe Arabian Nights in
English Literature: Studies in the Reception of THeusand and One Nights into British
Culture, ed. by Peter Caracciolo (Houndsmill: MacmillaB88), p. 218.

%5 Alan Sandison, ‘Arabesque’, Robert Louis Stevenson and the Appearance of Misterm\
Future Feeling(Houndsmill: Macmillan, 1996), p. 87.

* Sandison, ‘Arabesque’, pp. 85-87.

*’G. K. Chesterton, ‘On R.L.S.’, iBenerally Speaking: A Book of Essdiendon: Methuen,
1937), p. 171.

%8 Chesterton, pp. 166-77.

%9 Chesterton, p. 169.
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giant”.’®® This Weary Giant ‘wants to dream of the brightntlyay excitements

of a phantom world — in which he can be hero —mfés ridden and lace worn
and princesses rescued and WiiReaders need a relief from the everyday and
surrounding problems; they need to forget about therries and to dive in an
ocean of dreams and imagination where they throayaall the burdens they are
carrying on their shoulders and start to free tledwes from all the concerns
they are having. This ‘Weary Giant’ needs the woflStevenson as a resort to
refresh and boost him just as Stevenson resortdtheécArabian Nightdor the
same reason.

George Saintsbury, furthermore, thinks that StemeissArabian tales
are ‘exceedingly good and original things in ficiié? and G. K. Chesterton
describes Stevenson$éew Arabian Nightss ‘a new form of arf® What may
contribute to the newness of Stevensdw&n Arabian Nightss his use of the
traditional and the modern at the same time. Ihagher an old form, nor a
modernist form; rather it revives the old and paesway for the new.

In addition to the above critics, there has bedstanding consensus by
a number of critics in describingew Arabian Nightss ‘original’, ‘extravagant’,
and ‘fantastic®* To them, what contributed to this work’s distineiness is that
‘[n]othing in [Stevenson’s] previous work [could¢dd us to expect fiction of

such out-of-the-way originality’> Although they did not have any association

€9 Swinnerton, p. 111.

®1H. G. Wells, ‘The Contemporary Novel’,
<http://www.online-literature.com/wellshg/englishmimoks-at-the-world/1%, [accessed 08
June 2008] (para. 2 of 19).

%2 Quoted Sandison, ‘Arabesque’, p. 86.

83 Chesterton, p. 168.

% Barry Menikoff, ‘New Arabian Nights: Stevenson’sqeriment in Fiction’, inNineteenth-
Century Literature no. 3, vol. 45, (December, 1990), 339-362, (350STOR
<http://links.jstor.org [accessed 02 March2008]

% Quoted in Menikoff, p. 359.
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with each other, almost all of the critics, reviesyeand readers, agreed thigw
Arabian Nightsis ‘fertile of invention’, ‘audacious’, and ‘bold® H. C. Bunner,
furthermore, states that Stevenson’s

[New Arabian Nighfsis a book on the face of it. But then, in facbuy

cannot speak of the book on the face of it, foreunthe face is a

fascinating depth of subtleties, of ingenuities, satiric deviltries, of

weird and elusive forms of humour in which the ghealmind loses

itself.>’
| would suggest that these expressions of appraledcribe the brave
employment of the style afheArabian Nightsas well as the tackling of daring
subject matters, which were almost untouched imtheteenth century, such as
writing a whole work on dynamite, that i8Jjore New Arabian Nights: The
Dynamiter in a period when outrage prevailed against the afsdynamite,
bombs, explosives, and assassinations in general.

Alan Sandison thinks thdthe Arabian Nightss suitable forStevenson’s
devices of writing, especially his owdrabian Nights because it is an endless
well of creativity and a source of ‘novelistic diszse’®® This is one reason why
The Arabian Nightdefits Stevenson when Gabriel Josipovici describesartist
as a gymnast who ‘[develops] his potential withteaew exercise successfully
mastered®® Stevenson, in writing hid\rabian Nights plays a game with no

70

rules, for art ‘is a game which turns out to behwatit rules’;” because ‘the rules

are his to make and break at will [...] [He makeshackery of the rules and the

¢ Menikoff, pp. 357-59, (359).

" Quoted inRobert Louis Stevenson: The Critical Heritagel. by Paul Maixner (London:
Routledge & Kegan Paul, 1981), p. 120.

8 Alan Sandison, “Two-fold and Multiple Natures” Mernism and Dandyism in R. L.
Stevenson’sNew Arabian Nights in Journal of the Australasian Universities Languagsd a
Literature Association, AUMLA6 (November 1996), p. 23.

% Gabriel JosipoviciThe Lessons of Moderniginondon: Macmillan, 1987), p. x.

0 Sandison, “Two-fold and Multiple Natures”, p. 24.
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“creatures” who are subject to theMAnd this is what Sandison describes as ‘a
destabilising arbitrariness.” Sandison adds that Stevenson is ‘a master of
illusion, he is also, and very deliberately, a ramstiusion-destroyer’ This
may be one of the most important reasons behinldtaef the expectations of
the readers, reviewers, and critics of Stevenstime. The late nineteenth-
century readership may have wanted to read a widiiktmn without being told
that it is fiction and that it is only ink on pap&eaders may have preferred to
enter a field of illusions and believe, or live teeling, that this is reality. It is
an important part of human nature not to accephghaeasily, nor to break
conventions, and this contradicts Stevenson’s desimy theory is that
Literature must always be most at home in treatmogement and change; hence
| look for them.”*

Thus, Stevenson’slew Arabian Nightsand More New Arabian Nights
provided him with the best atmosphere to apply‘twen rules’, because they
form ‘a superabundance of creative activity whishforever opening up new
prospects by challenging a range of intellectual anltural assumptions and
practices.”® For example, it is known that the traditional hézaves his luxury
life to experience the poor life and the *humilitiiat would enhance his practice
as a person in charge and help him be ‘a better'rdnh other words, the
traditional hero usually returns with successe®rati hard and long life
experience. A prince or a king may return to hiotie in a higher and more

confident position than he used to have; but theonwentional step that

" sandison, “Two-fold and Multiple Natures”, p. 24.
2 Sandison, “Two-fold and Multiple Natures”, p. 24.
3 Sandison, “Two-fold and Multiple Natures”, p. 24.
" Quoted in Maixner, p. 171.

> Sandison, ‘Arabesque’, p. 82.
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Stevenson makes is that he imposes his own rulegthyoning the Prince and
turning him into a tobacconist; he never returnkisoroyal position, nor does he
regain his royal titlé®

Contrary to the admiring opinions discussed abthare have been some
opposing reviews regarding Stevenson’s uséhw Arabian NightsStevenson
was censured in th&Vestminster Reviewof January 1883. The reviewer
described Stevenson$ew Arabian Nightss being ‘Arabian only in name,” and
that ‘the suicides, robberies, murders, which faimeir subject matter are
perpetrated in our own day, not further off thanntlon or Paris, and the
treatment and colouring are essentially modern raatistic’.”” | would like to
argue otherwise. Stevenson, contrary to this opinlwas brilliantly used the
style of the originalArabian Nightsin order to project the image of tliea de
siécle he did not copy artlessly, since mere imitat®mat creation. Why would
Stevenson write an Arabian tale if there is alreagyppular and famous original
one? Where would his creativity be? What Steversonvas adapthe Arabian
Nights combining them with modern/modernist views. Hdre big wide world
is shrunk into one metropolis, a city which at tb@me time alienates the

individual, and makes him feel strange in the légrifying’"®

modern city.
In the ‘Suicide Club’ Stevenson discusses the restriologies of the

city when the young man of cream tarts says:

"% Lisa Honaker, ‘The Revisionary Role of Gender in_RStevenson’slew Arabian Nightsand
Prince Otto Revolution in a “Poison Bad World™, ikEnglish Literature in Transition (1880-
1920) (Greensboro: University of Carolina, 2001), p@7819 (p. 305)Literature Online
<http://lion.chadwyk.co.uk [accessed 28 February 2008]

" Quoted in Ali, p. 61.

8 See Linda DrydenThe Modern Gothic and Literary Doubles: Stevensafide and Wells
(Hampshire: Palgrave Macmillan, 2003), p. 82.
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We have affairs in different places; and hencemajis were invented.
Railways separated us infallibly from our friendsgd so telegraphs were
made that we might communicate speedily at grestanices. Even in
hotels we have lifts to spare us a climb of somedned steps. Now, we
know that life is only a stage to play the fool npas long as the part
amuses us. There was one more convenience lackimgdern comfort:

a decent, easy way to quit that stage; the badais stathe liberty, or, as |

said this moment, Death'’s private ddor.

In this passage, Stevenson alludes to the featdir@®dern urban life; he points
out their merits as well as their disadvantagesiisiance, he clearly states how
telegraphs shorten the distance between peopleegdelp them ‘communicate
speedily at great distances’. He also alludes w hifbs constitute a ‘modern
convenience’ by saving people the effort of clintblang stairs, but at the same
time, he has a reservation regarding the invertioimains, because despite the
fact that they draw together the spaces betweepl@eibhey also separate them
from their loved ones. This paragraph also toucipes the suffocating pressure
of modern life that might lead the depressed, leskland hopeless individuals
to think about putting an end to their lives, assthin the ‘Suicide Club'.

Later on, in the ‘Prologue’ tdhe Dynamiter Stevenson alludes to the
invention of the telephone, when Somerset saysow hold it in my hand, the
voice of the world, a telephone repeating all memants.®° Stevenson also
mentions the ‘ocean steamer’ Tihe Dynamiter ‘Whether on the train, at the
hotels, or on board the ocean steamer, | neveragged a friendly word with
any fellow-traveller'®® This is another example of the detachment of the

relationships and lack of communication betweendera’ people; there is not

even a single ‘friendly word'.

9 Robert Louis StevensoNew Arabian Nightspp. 12-13.
8 Robert Louis Stevensofihe DynamitefNew York: Charles Scribner’s Sons, 1921), p. 6.
81 StevensoriThe Dynamiterp. 54.
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Stevenson did not have ‘a sense of an entire alltoeritage being
ploughed up and turned ovéf;bn the contrary, he maintains the traditions of
his culture; however, he renews them. Alan Sandisags in ‘Arabesque’, in
Robert Louis Stevenson and the Appearance of MmermA Future Feeling

(1996):

That Stevenson should turn back the Thousand and One Nights

supply him with a form for a particularly iconodisliterary enterprise
is [...] proof of something other than irresponsillltic whimsy.

Parody itself entails a recognition of the past,amdits mixture of

renovation and innovation [...] is quintessentiallgcessible as a
Modernist devic&?

Valerie Shaw, makes a similar pointThe Short Story: A Critical Introduction

(1983):

Stevenson looks backwards more than forwards; bksldack to the
early eighteenth-century taste for moral reflectiam the cast of simple
narrative and typical characterisation. The drifthts chosen titldNew
Arabian Nights(1882) is obvious [... however,] [u]nlike his eigateh-
century predecessors in so many other ways, Stememsakes
comparable use of strange and exotic settings, Imgh¢he manner of
moral essayist and storyteller, even though hisaiitgris far more
ambiguous and elusive than anything to be fountthendidactic tales of
Addison or Dr Johnsof¥.

Not only do these two paragraphs show Stevensetusir to the traditional, but
also they explain how he ‘renovates’ and not jushodvates’. | would like to
stress the word ‘renovates’, because by ‘renovatienis preserving the past,

that is tradition, and at the same time, he isardmg to the modernity of his

age. This takes us back to Eliotraake all things new

82 Quoted in Sandison, ‘Arabesque’, p. 83.
8 Sandison, ‘Arabesque’, p. 83.
8 Shaw, p. 32.
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Barry Menikoff is one of the few critics who consrdStevenson as a
precursor of modernism. He rereads Stevenson faseaunner of the moderns’
if not a modernist himseff Menikoff, however, points out that Stevenson’s
writing ‘shift[s] between historical and contempigraubjects’. Menikoff adds
that Stevenson combines ‘fantasy, folklore, andstgernatural’ elements.

Menikoff's account of modernism is Western-orientedd Eurocentric.
He suggests that Stevenson’s modernity was menetgpean, and singularly
rooted in Europe. For example, while Prince Fldrized Colonel Geraldine
arguably represent Caliph Haroun Al-Rashid andldysl minister or ‘vizier’
Ja’afar, Menikoff sees them merely as ‘homage’ mil& Gaboriau’s detective
Monsieur Lecog. Menikoff emphasises his idea byemaig to Christopher
Morley’s words: ‘Conan Doyle owed more than Doyleerealised to the New
Arabian Nights and The Dynamitet” Furthermore, Menikoff refers to the
impact of Dumas’d’he Count of Monte Crist1844-45), and Eugene Su&’ke
Mysteries of Parig1842-43) in that they both revolve around thethmgolitan
underworld.®®

In line with Barry Menikoff, Simon During thinks & modernity
‘derives its force from its Eurocentrisif:and he states that ‘the West is modern,
the modern is the West. By this logic, other seegetan enter history, grasp the
future, only at the price of their destructioATo him, expansions are a source

of ‘modernising’ the others regardless of the ppe&d in order to achieve this

8 Menikoff, p. 340.

8 Menikoff, p. 341.

87 Quoted in Menikoff, p. 352.

8 Menikoff, pp. 360-61.

8 Simon GikandiWriting in Limbo: Modernism and Caribbean LiteragufNew York: Cornell
University Press, 1992), p. 2.

% Quoted in Gikandi, p. 2.
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modernity. George Lamming considers that althougtaesion modernises the
other cultures, it ‘destroys the aborigimailtural forms’®* Edouard Glissant

emphasises this assumption by describing ‘the régioruption into modernity

as a violent departure from the colonial traditith.

Menikoff, along with the above discussed criticsnttadicts the recent
theories of modernity/modernism in that these tatiave arisen from the
European encounter with the non-European otherekample, J. Michael Dash
believes that:

the writer who operates in the space between alltuaditions draws

inventive energies from ‘creative schizophrenia’][this writer does not

have to choose between self and community, betag®ivate discourse
and a national language, or even between the sivgezxperience and
historical traditions. On the contrary, this kintiveriter is able to move
from one value to the other and to break the bir@gositions that
sustain such values as mutually exclusive entifies.
Tzvetan Todorov, similarly, contradicts Simon Dugrim his counter-suggestion
that expansions are a means of ‘being modernisadi’'n®t to ‘modernise’ the
others; to him, obtaining modernity is accomplistwd'break[ing] through the
limits of tradition’®*

As Simon Gikandi argue¥ ‘the central categories of European

modernity — history, national language, subjecfivithave value only when they

are fertilised by figures of the ‘other’ imaginatio® The point that | am trying

to argue here is that Stevenson’s modernity andemmigm come from his

L Gikandi, p. 3.

2 Gikandi, p. 5.

% Gikandi, p. 13.

% Gikandi, p. 2.

% See Gikandi, p. 4.
% Gikandi, p. 3.
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encounter with the non-European; however, he mamta firm grasp on

tradition.

New Arabian Nights More New Arabian Nightsand thefin de Siécle
Stevenson’dNew Arabian Nightdirst appeared as parts in periodicals, such as
the short-livedLondon magazine, which was edited by W. E. Henley, and in
Leslie Stephen’Cornhill Magazinebetween 1877 and 1880. The stories first
appeared under the titleatter-Day Arabian Nights: The Suicide Club, The
Rajah’s Diamondn Londonmagazine, between 8 June and 26 October 1878.
After their appearance in the magazines, the stavere published in England in
July 1882 by Chatto and Windus Bew Arabian NightsThe second book,
More New Arabian Nights: The Dynamitevas published in 1885. ‘The Bottle
Imp’ was first published in 1891 and appeared Tihe Island Nights
Entertainmentsn 1893.

Stevenson took advantage of the rise of the shory,sas the late
nineteenth-century reader was starting to inclio@ards short fiction. The
rapidity of life increased sharply in the secondf b&the nineteenth century.
The characteristics of the age were reflected ensthort story as a concentrated,
fleeting form, that can be read in a relatively shane?® This calls to mind
Edgar Allan Poe’s idea about the short story bewad in one sitting and
‘without interruption’. This can be further explath according to what Clare

Hanson describes as ‘the writer can involve theee@ [the short story] to an

% See Roger G. Swearingéfhe Prose Writings of Robert Louis Stevenson: Al&(liondon:
Macmillan, 1980).

% See Houghton, p. 7.

% See ‘Introduction’, pp. 21-23. See also Dominiablgrhe Modernist Short Story: A Study in
Theory and PracticCambridge: Cambridge University Press, 1992],.p.
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unusual degreé® By involving full concentration, as well as fulinployment
of feeling and emotion, the reader would find ikhausting’ to stop in the
middle of aroused feeling, and limit those inteiesifemotions, let them calm
down, and start building them up again from theim@gg. Thus, ‘each detail’,
as Norman Friedman puts forward, ‘will thereforergamore weight in the short
story’*®* The endings of the short story are not far fromlikginnings, as in the
novel; therefore, intensity of concentration shobl elevated in reading each
sentence, or even each word in the short StGry.

Stevenson saw the importance of making use of edetiail, condensing
the narrative in order to fit it into a story than be read at a single sitting and
without stopping:®® The short story has been associated with the iffdge
Reading a short story is like looking at a paintimgicture: the image should be
complete in front of the viewer, just as the imégened by a short story should
be whole and uninterrupted, or else it would beomplete. Valerie Shaw
elaborates on this idea when she discusses Poglanaxion: ‘Poe shows acute
understanding of the special type of pleasure toedain the experience of that
completeness; no matter how hair-raising the phetre is a particular enjoyment,
often rather calm and reflective, in store for tteader who sees the image

whole’1*° Poe says:

1% HansonShort Stories and Short Fictions. 3.

191 Norman Friedman, ‘Recent Short Story TheoriesShrt Story Theory at a Crossroacsl.
by Susan Lohafer and Jo Ellyn Clarey (Louisianaiiti@na State University Press, 1989), p. 25.
192 Eriedman, pp. 26-27.

193 Shaw, p. 36.

194 See Clare Hanson, “Things out of Words’: TowaadBoetics of Short Fiction’, iRe-reading
the Short Storyed. by Clare Hanson (Hampshire: The Macmillars§r&989), p. 25. See also
Clare HansonShort Stories and Short Fictions, 1880-1486ndon: Macmillan, 1985), pp. 5-9.
See also, Dominic Hea@he Modernist Short Story: A Study in Theory anaicBce (Cambridge:
Cambridge University Press, 1992), p. 7.

1% shaw, p. 10.
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And by such means, with such care and skill, aupects at length
painted which leaves the mind of him who contengdat with kindred
art, a sense of the fullest satisfaction. The idédhe tale has been
presented unblemished, because undisturbed; argl ishian end
unattainable in the novét®
Shaw continues to suggest that this image createdduling a short story brings
the reader and the writer closer to each othemapleng them to have the same
insight.*”

Stevenson mastered compacting and concentratinghbis fiction so as
to meet the requirements of the modern reader raskFSwinnerton notes, in
Stevenson’s short stories: ‘compression, wherakieg the form of heightening
and intensification of effect, is the mark of goslibrt story. It is the mark of
Stevenson’s best storieS?

Speed, short spaces of time, rapid pace of lifd, tane-pressed people
made time consecrated. In other words, time andtpafity have become one of
the key issues to be discussed in modern and metlerorks, because time was
one of the modernist marks in Europe. Punctualitgd definiteness of time
accompanied, to a large extent, the rise of Eumpeadernisnt®® Stevenson
was among the leading generation to focus upon inteeir work, in the late
nineteenth century, despite the fact that his warksnot fully modernist.

Peter Childs, for example, notes Oscar Wildde Importance of Being

Earnests (1895) preoccupation with the clock — ‘Oh! it svaearly seven [...]

we might trot round to the Empire at ten [...] | hataiting even five minutes

1% Quoted in Shaw, p. 10.

197 shaw, p. 10.

1% Swinnerton, pp. 105-06.

199 See Peter ChildsModernism and the Post-Colonial: Literature and Hrap1885-1930
(London: Continuum International Publishing Gro@p07), pp. 101-05.
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110 _in order to illustrate ‘modernism’s unusual faation with

for anybody
time’.*** A similar preoccupation is to be found in H. Riddaggard’'sShe
(1887), H. G. Wells’S'he Time Machin€l895), Joseph Conrad’s ‘Youth’ (1898)
and ‘Heart of Darkness’ (1899), and E. M. Forsté&’'RPassage to Indi&l924).
Somewhat earlier Stevenson was similarly fascindigdthe clock inNew
Arabian Nights(1882) andMore New Arabian Nights: The Dynamitgr885).
Stevenson refers to the punctuality of time inediéht places. For example, in
the ‘Story of the Physician and the Saratoga Truakhysterious lady tells Silas
that she wants to meet him, and when she givestimndirections of how to
meet her she is very punctual: ‘At quarter pastesie]...] leave the housé™
Not long afterwards she says: ‘Heavens! [...] iitate? | have not an instant to
lose.™? Silas, who guards the trunk in which the corpsdigden, wants to
deliver it to a specific place as agreed on byDoetor, the Colonel, and Silas
himself. In a sealed envelope he receives a latterhich is written: ‘Twelve
o'clock’, and Silas ‘was punctual to the hot"

In More New Arabian Nights: The Dynamiteve also encounter many
examples of ‘clock-work’ and its fundamental redaship to dynamite in terms
of punctuality. For example, in ‘The Superfluous dmn’ Zero shockingly
informs Somerset that he has timed the bomb fdramahour to which Somerset
horrifyingly replies: ‘Half an hour! [...] Mercifulheavens, in half an houH®

A bit later, and after some time passes, Someglancing with horror at the

10 Quoted in Childs, p. 102.

L Childs, p. 103.

12 stevensoniNew Arabian Nightsp. 47.
113 stevensoniNew Arabian Nightsp. 48.
14 stevensoniNew Arabian Nightsp. 65.
115 stevensorThe Dynamiterp. 247.
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timepiece’ says: ‘Five minutest* When one of the dynamite experiments fails,
the reason is explained as ‘clockwork thirty hoto® soon’!'” Although
Stevenson arguably shares modernist preoccupatiorthese examples, he
retains a certain traditionalism as a writer by elinating the other ways in
which time can be portrayed, such as the use ¢$ whitime without exactness:
day and night in general; ‘On the afternoon of arwaay’;''® ‘It was then the
height of the season and the summ&rAlong with many other examples, these
remind of the same use of time The Arabian Nightsvhere chronology is
calculated by days: for example, three days andtsigseven days, and
sometimes it is a whole year.

Time was not the only modern/modernist issue thevehson tackled in
New Arabian NightandMore New Arabian NightdHe exemplifies the unrest,
insecurity, and the decline of morality in tfie de siecle For example, in dlew
Arabian Night$ story, ‘The Rajah’s Diamond’, he depicts how nmatkstic
beginnings of the twentieth century were markedRahard Lehan describes,
by the increase of materialism which acted as aemgnto the literary
imagination*?° Although some inventions had a positive and unijyéffect on
people, materialism, along with the crowdednegh®imetropolitan life, and the
development of new technology, such as the invertiomachines and engines
that operate trains, cars and planes, led in cedases to lack of unity and
relationships between people. As Walter E. Houglstoygests imhe Victorian

Frame of Mind(1957), people ‘travelled less often’ and ‘did mofrry to catch

116 StevensoriThe Dynamiterp. 248.
17 stevensorThe Dynamiterp. 77.
118 stevensorThe Dynamiterp. 179.
119 stevensorThe Dynamiterp. 11.
120 5ee Dryden, p. 70.
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trains’ 1%

in the Victorian era. However, in the late ninettbe and early
twentieth centuries, the need to travel and ‘cataims’ increased drastically as a
response to the rapid growth and advance of thddwa@ithough modern
technologies of the time, such as telegraphs, helegs, and means of
transportation facilitated the communication betwpeople in different parts of
the world, they also participated in separatingrth®eople who lived in small
communities had to move out and travel for longatises away from their
society. Towns have transformed into immense citwsere people needed
hours to travel within the same city, creating alifeg of isolation, separation,
and distance.

These experiences can all be found in the supppga@-modernist
Stevenson:?* For example, inMore New Arabian NightsClara Luxmore
describes the emptiness of the city at night affyterg, because there is no one
in the streets. She says, ‘the very houses se@®apasind all that mighty heart is
lying still."*?® The streets which look like a beehive in the mogniesemble
graves at night. Edward Challoner states when tb#sgrthe metropolis that

‘the grave is not more silent than this city of eglg’?*

Once again, Clara
Luxmore, when disguised as AsenathTime Dynamiterexpresses her fears of
the metropolis: ‘But at this hour, in this appaliisilence, and among all these

staring windows, | am lost in terrors — oh, losttirem!*?® Stevenson, thus,

21 Houghton, p. 7.

22| yse the term ‘non-modernist’ as opposed to ‘moidé which is used to describe writers
like James Joyce, Virginia Woolf, and Katherine lgfégld, for example. Stevenson here is not a
modernist, but he is only introducing the sparksnoflernism as a forerunner of the movement.
123 Stevenson,The Dynamiter p. 14. Stevenson is quoting William Wordsworth fiis
‘Composed Upon Westminster Bridge’ which ends ‘D&ard! the very houses seem asleep;
And all that mighty heart is lying still’ Sewiliam Wordsworth: The Major Worksd. by
Stephen Gill (Oxford: Oxford University Press, 208 285.

124 StevensorThe Dynamiterp. 12.

125 stevensorThe Dynamiterp. 15.
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employsTheArabian Nightsto express modernity as Marshall Bermann defines
it:
The maelstrom of modern life has been fed from msmyrces; great
discoveries in physical sciences, changing our esay the universe and
our place in it; the industrialisation of productjowhich transforms
scientific knowledge into technology, creates nawnhn environments

and destroys old ones, speeds up the whole temiife gf..] mass social

movements of people and peoples, challenging tpeirtical and

economic rulers, striving to gain some control abeir lives'®

Thus, modern life has become a challenge to itplpan spite of the fact that it
is supposed to bring comfort and leisure. Sciemckamlvanced technology have
had their positive effects on the world, but theyvdr also put it under more
pressure.

However, the modernism of Stevenson’s metropolis nist as
straightforward as my account so far suggests. Thibecause the cities of
Stevenson’s fiction form a composite space thatlioes the traditional and the
modern within it.

Stevenson might have drawn on Damascus and Bagtidadto the
similarities they have with London and Paris. Darnasis the oldest inhabited
city in the world, and it was the political capitafl the Arab world for hundreds
of years:

Damascus the fragrant, the oldest continually intexb town known to

history, beauty queen among Moslem cities and btfeee paradises on

earth, capital of the Umayyad dynasty, was for maetimistress of an
empire greater than that of Rome at its height

126 Quoted inModernism: An Anthologyed. by Lawrence Rainey (Oxford: Blackwell, 20085),

XXil.

127 philip K. Hitti, Capital Cities of Arab Islan{Minneapolis: University of Minnesota Press,
1973), p. 84. E-book, retrieved abtip://reader.eblib.com through <ttp://sparky.ncl.ac.uk
[accessed 06 March 2010].
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Britain in the Victorian era ‘became the world’ssfi urbanised society?® and
thus, London grew to be the first metropolis in terld. It became the capital
of the greatest empire on earth.

Baghdad, on the other hand, was the ‘intellectiagdial’, as Phillip K.
Hitti describes it, even after the government weandferred to it from
Damascus?’ Baghdad, despite the wealth and power it containes famous
for its ‘intellect and creativity'>° The Abbasid Baghdad was also known as the
era where pleasure was privileged. Stevenson mey had Baghdad in mind
when he wrote about Paris, because Paris was evedia@s “the capital of the
nineteenth century’, the capital in terms of pleasuexcitement and
consumption [...] It was Paris that became the bywordeverything that was
enchanting and intoxicating about the urban scEféike Baghdad that housed
the contradictories, pleasure and intellect, P#ies capital of pleasure was also
Paris the city of revolutions and uprising®’

Damascus ‘had a window open on the west; Baghdauidow opened
to the east®® Both cities were main gates between East and Vdest,were
open to cultures of both sides of the World. Sinylathe nineteenth-century
London and Paris were the gates through which theiral, intellectual, and
literary exchange passed from the East and the .VBestides, Paris of the

nineteenth century ‘was still a medieval city. Eaelighbourhood was a maze of

128 Elizabeth Wilson,The Sphinx in the City: Urban Life, the Control@isorder, and Women
(London: Virago Press, 1991), p. 26.

129 5ee Hitti, ‘Baghdad: The Intellectual Capital’ Qapital Cities of Arab Islanpp. 85-109.

130 Hitti, p. 94. There was a movement of exploring timcient sciences such as philosophy,
astronomy, mathematics, and medicine. The translatiovement, also, burgeoned in the reigns
of Al-Mansur and Al-Ma’'mun. See Hitti, p. 94.

131 wilson, p. 47.

132 wilson, p. 48.

133 Hitti, p. 89.
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winding streets and hidden courtyart.This can be compared to ‘Baghdad the
Winding City on the Tigris’. In short, London anars of Stevenson'slew
Arabian Nightscan be compared to Damascus ‘the Imperial Capitaid
Baghdad ‘the Intellectual Capitdf*

Baghdad the Winding City on the Tigris, metropofishe world of Islam,

capital of its most celebrated and longest-livetiptaate, scene of many

Arabian Nights, home of Moslem theology and juusi@nce, Arab

science and philosophy, was for centuries theletttlal centre of Islam

and for a time of the worltf®

Thus, scenery and settingew Arabian NighteandMore New Arabian
Nights are in many ways strikingly similar tbhe Arabian Nights However,
there are some interesting differences. On the larel, Stevenson uses the
traditional and early Gothic in his urban settinigs;example, most of the stories
of New Arabian Night@nd The Dynamitertake place at night. The streets are
empty and sombre; the houses are either isolatedsily distinguished by their
bleakness; many maze-like paths and corridors resigle the houses behind
numerous doors; mysterious rooms are locked behealily secured doors.
This is very similar toThe Arabian Nightsscenery, where the streets are
labyrinthine, and the houses and palaces are fulumerous rooms, many of
which are mysterious and must not be open, bectiak consequences will
take place. Vaults, secret paths, and mysteriowssdare everywhere. On the
other hand, and in the larger setting of his sgor&tevenson uses the modernist
metropolitan cities and surroundings, such as Londiled ParisThe Arabian

Nights stories take place in the main and largest citfiethe Arab world, the

134 wilson, p. 51.

135 These descriptions of Damascus and Baghdad aeddry Philip K. Hitti inCapital Cities
of Arab Islam(1973).

136 Hitti, p. 109.
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modern cities of their time, as | have mentione@mascus and Baghdad.
London and Paris are the cities in which the ssooieNew Arabian Nightsake
place. At the time when Stevenson was writing tinisk, these two cities were
the capitals of the most advanced European, ifwatdwide, countries. They
accompanied the transformations of the age from-Vattorian to the early
seeds of modernism; and alongside their old catiis, they are always
contemporary. They represent a link between ti@aiénd modernity, exactly as
Stevenson does in his writing, and especialli@w Arabian Nights

Perhaps what enhanced Stevenson'’s fascinatiorthétbity is its duality.
Just as he stands in mid-point between traditiah randernity, the London he
describes embraces interesting dualities. Londatdisand new, traditional and
modern, lively and silent, light and dark. When [Biveer says, ‘the grave is not
more silent than this city of sleép’ what may come immediately to the reader’s
mind is how the same city which is extremely vieas and ‘colourful’ in the
morning, is that cold, dark, empty, and periloushia night:*® This duality is
noticeably vivid in Stevenson’s works, especiallgttbNew Arabian Nights
books, and of cours®r Jekyll and Mr HydeThis could be viewed in terms of
what Linda Dryden describes as the ‘multiple peadityi that is associated with
early modernisni** It could also be linked to the atmosphereTog Arabian
Nightsitself, where mornings are busy and crowded bexthes everyday work
must be done; however, when night approaches,ritesawith it feelings of

anticipation, fear, desertedness, and perilousradues.

137 StevensorThe Dynamiterp. 12.
138 Dryden, p. 109.
139 Dryden, p. 88.
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Only two stories oNew Arabian Nightsake place in Paris. In the ‘Story
of the Physician and the Saratoga Trunk’ and therySof The House with the
Green Blinds’ a series of unpleasant incidents falkee, such as committing
murders, disposing of dead bodies, the portrayaifafelity, and voracity-*° As
Barry Menikoff puts it, Stevenson portrays Londan ‘a wilderness withan
immense populatioh*! and Paris ‘is the capital of the world, where itiocent
are baptised into the complexities of moral andssahexperience-*?

Stevenson’s ‘modern’ London and Paris add to whalkc®m Bradbury
describes inThe Atlas of Literatur§1996) as Franz Kafka's Prague, William
Faulkner's new South, and James Joyce’s Dufffithey are also well known
as the ‘familiar London-Paris-New York axis of onersion of modernisnm***
They are those metropolitan cities that producetucal experiments and
upheavals**® These particular metropolises were introducing $iparks of
modernisation in a traditional world; they formethaatre in which conventions
and modernity, in other words, ‘old and new’, wetashing and conflicting
until they produced what later on was called ‘modten.™*°

Stevenson’s choice of London and Paris seems felis#ous, because
they are the ever old/new cities. They were trst Giities to embrace the spirit of

thefin de siecleIn Dryden’s words:

140 Menikoff, p. 346.

141 Menikoff, p. 345.

142 Menikoff, p. 346.

143 5ee Peter Brooker and Andrew Thackgeographies of Modernism: Literatures, Cultures,
Spacesed. by Peter Brooker and Andrew Thacker (LondRoutledge, 2005), p. 1.

144 Brooker and Thacker, p. 3.

145 Andreas Huyssen, ‘Geographies of modernism inabalising world’, in Geographies of
Modernism: Literatures, Cultures, Spacesl. by Peter Brooker and Andrew Thacker (London:
Routledge, 2005), p. 6.

148 Huyssen, p. 7.
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The relationship between the physical spaces & lateteenth-century
fictional [metropolis] and the characters that inihahat space is thus
crucial because the character of the city hasti@arpart to play, not just
as a setting for the [story], but for its inneriy’
It can be argued that Stevenson is orientalisingdbo and Paris externally, but
not in the essence. What | mean is that Steversasing the structure of an
Oriental city, as in the discussion above on Damssnd Baghdad, but he is
making his characters play their ‘critical’ roles ®ryden says, because in
essence, he is dealing with Western cities and &kesssues that concerned the
Western man of the period. In the ‘Prologue of thigar Divan’ in The
Dynamiter for instanceand in the very first line, Stevenson’s narratgrssan
the city of encounters, the Baghdad of the Wesl,tarbe more precise, on the
broad northern pavement of Leicester Square [**|Dryden also describes
London as ‘a modern day Babylof® It seems that Stevenson is writing about
the metropolis of the modern world but by enclosingh a framework of an
Oriental city, for ‘to the young Stevenson, Baghdaast have transposed itself
into Edinburgh.**° Leonee Ormond argues, ithe Arabian Nights in English
Literature (1988), that most of Stevenson’s descriptions aliba twisting,
convoluted, and maze-like streets of the Westdrasche writes about bring to

mind the similar streets and paths of Baghdaddtitin to that, the luxurious

house to which Stevenson’s Prince Florizel is edjtand which has its entire

47 Dryden, pp. 67-68. | have changed the words iokets because, first, | am referring to more
than one city, namely London and Paris. Second) studying Stevenson’s short fiction, not his
novels; therefore, | have changed the original wdtendon’ for ‘metropolis’ and ‘novel’ for
‘story’.

148 StevensorThe Dynamiterp. 1.

149 Dryden, p. 86.

%0 Ormond, p. 190.
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interior changed for the occasion, is compared l@aAAddin’s placeé>! where

everything in it changes in a blink of an eye:

When ’'Ala al-Din’s mother returned from the markatd entered the
house, she was greatly surprised to see so marplepand such great
riches™®?

Because Alaa Addin has ordered the genie of the knbring forty basins ‘of

twenty marks’ gold’,

full of pearls, diamonds, rubies, and emeralds,baliter chosen and
larger and more beautiful than those presentedhaoking before, and
each basin was covered with a silver cloth, emlereid with flowers of
gold. All these [...] gold basins virtually filled ¢hentire house, which
was very small, as well as the little court in framd the little garden in
the back">*

All this happens during the short visit of Alaa Adld mother to the market. The

magic cave in which the magic lamp is situatechistiaer example:

At that very moment, the earth trembled a littlel apened before the
magician and 'Ala al-Din, revealing a rectanguleong about one and a
half feet wide and one foot high, laid horizontallith a brass ring fixed

into the middle, to raise it with’?

A bit later on,

When the stone was removed, there appeared a ¢hkety or four feet
deep, with a little door and steps for descendumghér. The African
magician said to 'Ala al-Din, ‘Son, follow exactiyhat | am going to tell
you. Go down into this cavity, and when you ar¢hat bottom of these
steps, you will find an open door that will leaduymto a large vaulted
place, divided into three large halls, adjaceneach other. [...] When
you are in [the first hall], go into the second dhuld, without stopping.
[...] Walk directly across the garden by a path thdt lead you to a

151 Ormond, p. 190.

152 Haddawy,The Arabian Nights JIp. 121.
153 Haddawy The Arabian Nights JIp. 121.
154 Haddawy The Arabian Nights JIp. 88.
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staircase with fifty steps that will bring you taexrace, where you will

find before you a niche in which there is a lighteahp*®
In these two paragraphs we find how out of nowltleeee emerges a great cave
full of all kinds of wonder; and similarly, it dippears and becomes traceless in
only seconds. This can be compared to what hapigettee house into which
Prince Florizel is invited. The last paragraph give clear example of the
complexity and variety of the winding and twistemltes, both externally and
internally, that are frequently describedTine Arabian Nighteind which can be
viewed in comparison with the numerous, large, demgdabyrinthine streets of
the metropolis, especially Stevenson’s London aaxtsP

The similarity between Stevenson’'s Western metispahd Baghdad
extends beyond architecture. Muhsin J. Al-Musawscdbes the Baghdad of
The Arabian Nightss a melting pot into which the periphé&*&pour:

Everyone has come from ruined kingdoms, desertadep| islands, or

distant land to a city that is well demarcated, séhpolice uphold law

and order, and whose sovereign makes his noctuisigg incognito to

ensure safety and security.
Baghdad, just like London and Paris, is a ‘metrid@ol centre’ which many
travellers sought® It is interesting to link here the idea of thenfitale as a
mirror image of the ‘urban centré®® The frame narrative has become an
attraction for storytellers just as Baghdad, asesropolis, fascinated travellers,

strangers, and even fugitives, luring them in. Trhaétilayered narrative with the

155 Haddawy,The Arabian Nights |Ip. 89.

%6 Here | mean the geographically peripheral if wasider the metropolis as the centre.

15" Muhsin J. Al-Musawi,The Islamic Context of the Thousand and One Ni¢Kesv York:
Columbia University Press, 2009), p. 161.

158 Al-Musawi, p. 162.

159 Al-Musawi, p. 279.
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density and changeability it carries in its foldsrtpays the fluctuation and
instability of the metropoli$®® Shahrazad, for instance, narrates the captivating,
the fearful, the happy, the sad, the amusing, thiy,vand more. She narrates
what continuously changes the mood and she doesliaw a monotonous line

of narration. The metropolis, in comparison, isa® changing; there is novelty
everyday, the pace of life is fast, and the evanésdense, like the multilayered
narrative. Thus, the metropolis, as Elizabeth Wilsaggests, has an ‘enclosing
embrace, in its indeterminacy and labyrinthine wheiness®® It ‘is an
Aladdin’s cave of riches:® This is a continuation of Stevenson’s method in
employing the structure dthe Arabian Nightso speak about his ‘WesterNew
Arabian Nights as he uses a structure of an Oriental city taalspEbout a
Western city.

Not only are Stevenson’s cities hybrid, but so hi® characters. In
discussing Stevenson’s modernist touches, espetialluse of the metropolis, |
would like to draw attention to his use of the &dive’ character. Stevenson
uses the detective figure Mew Arabian Nightslespite the fact that his work is
not considered a detective wofk.

The idea of the ‘detective’ in general was newhia period of Stevenson,

and he was among the first writers to include ithin writing*** However,

Stevenson’s employment of the detective figureedsfffrom its use in later

160 Al-Musawi, p. 279.

161 Elizabeth Wilson;The Sphinx in the City: Urban Life, the Control@isorder, and Women
(London: Virago Press, 1991), p. 6.

%2 wilson, p. 8.

183 This is in comparison with what is known as détecfiction such as Conan DoyleSherlock
Holmes(1892), and Agatha Christie’s mystery stories.

184 sandison, ‘Arabesque’, p. 103.
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detective fiction. In other words, Stevenson alkide the detective, and he
includes its character in one éw Arabian Nightstories.

Detective fiction, generally speaking, symbolist#sat which is hidden
and suppressed® Stevenson seems to use the detective as a symbseéins
to be using the detective as a modernist deviog,na in intention of writing
detective fiction, but to show ‘the meaninglessnassiodern life.*°® Detective
fiction ‘testif[ies] to the fragmentation and meagiessness of the modern
condition, and its concomitant disintegration oé tkelf, at the same time [it]
make[s] sense of that world and the resultanttsetfugh the literary text-®’ It
might be argued that in his employment of the detedigure Stevenson may
be referring, on the one hand, to the modern ligg accompanied the end of the
nineteenth century, as if he were anticipating ltleginnings of the twentieth
century. On the other hand, he may be alludingh® myth of original sin*®® as
Scott McCracken suggests Reading Popular Fictiorf1998), and by which he
means the ‘loss of innocence in the Garden of Eded’ the myth of Oedipus
where ‘discovery of his origins is also a discovefyhis crimes*®® Stevenson
does show the corruption of societies of finede siecleand he throws the light
on the loss of values and the degeneration of godirecrease of crime, loss of

security, lack of faith, and the increase of theadvantages of ‘modern’ life.

185 Adrian Hunter, The Cambridge Introduction to the Short Story inglish (Cambridge:
Cambridge University Press, 2007), p. 42.

16 Scott R. Christianson, ‘A Heap of Broken Imagesardboiled Detective Fiction and
Discourse(s) of Modernity’, infThe Cunning Craft: original essays on detectiveidit and
contemporary literary theoryed. by Walker, Ronald G. and June M. Frazem(Ii: Western
lllinois University, 1990), p. 145.

187 Christianson, pp. 144-45.

188 Scott McCracken, ‘Detective Fiction’, iRULP: Reading Popular Fiction(Manchester:
Manchester University Press, 1998), p. 51.

%9 McCracken, p. 51.
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The actual detective does not appear througiew Arabian Nights
stories; he only appears in the last story of tbhekb ‘Adventure of Prince
Florizel and the Detective’, which takes only eiglages out of the one hundred
and eighty three page-long bodHowever, Prince Florizel seems to carry out
the role of the detective indirectly, which linksrhto the character of Haroun
Al-Rashid. Although | have not come across a warkvhich Haroun Al-Rashid
is described as ‘detective’, it is possible to ¢oas him as one. Haroun Al-
Rashid always sought for truth; he disguised anseoied, and then, solved.
Despite that most of the time he is ‘a spectatar atistener only’, he manages
to ‘redress wrongs, help out the needy, mend lovgusarrels and make
everybody happy generally. This he hardly evesfaildo’’® Thus, his position
and personality can situate him under the termetiete’ even if he were not
meant to be an actual one.

Prince Florizel, or Stevenson’s Haroun Al-Rashid, New Arabian
Nights is the leading character in solving not only @snbut also any problem
that seems to arise in any of the stories, or ampediment any character faces;
and the detective which appears in the last storth@ book only follows the
Prince and is amazed at what he says: I had avieard that you were brave,’
replied the officer, ‘but | was not aware that weere wise and pious. You speak
the truth, and you speak it with an accent thatesawe to the heart'** Thus,
the Prince himself acts as a detective:

‘To remember faces, returned Florizel, ‘is as muahpart of my

profession as it is of yours. Indeed, rightly lodkgoon, a Prince and a
detective serve in the same corps. We are both atamts against crime;

0 Gerhardt, p. 426.
"1 stevensoniNew Arabian Nightsp. 180.
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only mine is the more lucrative and yours the naargerous rank, and
there is a sense in which both may be made eghafipurable to a good
man. | had rather, strange as you may think i betective of character
and parts than a weak and ignoble soveréin.’
The Prince, like Haroun Al-Rashid, plays the rdieh@ detective and solves the
crises and dilemmas of his people, he admires bairigie and honourable
detective.More New Arabian Nights: The Dynamitdsegins by praising the
detective ‘profession’:

Here all our merits tell; our manners, habit of therld, powers of

conversation, vast stores of unconnected knowleafj¢hat we are and

have builds up the character of the complete degtedt is, in short, the
only profession for a gentlemaft.

Raymond Williams is one of the critics who view thereased use of the
‘detective’ in literary writings as a reaction agsti the amplified ‘dark’ and
mysterious sides of the growing ‘metropolitan’ eitiand the global melanyé.
Alan Sandison sums up the employment of the ‘de®cin Stevenson’sNew
Arabian Nightsby saying that: ‘the detective may attempt to ihkemself into
the Arabian Nights world but his rational intelligence is completelguted by
the storytelling genius of this Scheherazade, tterchist and devoted follower
of Zero.™”® Sandison argues that the detective story wins @adism in fiction,
due to the situation in the turn of the centuryemhchaos, lawlessness, lack of
faith, and the development of science and expetiatiens over religion and

social morals were prevailing. The detective came aalvation from all that,

because not only did he expose the truth, but t@sgmce ensured a feeling of

172 stevensoniNew Arabian Nightspp. 179-80.
173 stevensoriThe Dynamiterp. 7.

17 sandison, ‘Arabesque’, p. 104.

17> sandison, ‘Arabesque’, p. 108.
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security.!’® Even the Arabian author encourages the ‘Englislopiee to
remember the services of the polit€'.

Despite the fact that terrorism, and assassinatign&ynamite’ were
taking place in the early 1880s, and regardlesb@iextreme public horror and
disapproval of the ‘Dynamite War’, Stevenson wrbis More New Arabian
Nights: The Dynamiterin the 1880s, a series of dynamite bombing, esipits,
and assassinations took place in many parts indéuta general,

Dynamite [...] has put a tremendous power in the basfdindividuals,

and has reinforced all revolutionary and sediti@mlencies enormously,

making mere folly and fanaticism seriously dangsr@nd increasing the
natural bent of all lawless movements to gathesngfth as they go on

[....] [T]he new problem forced upon the world by fleetility of modern

invention will give it serious trouble in the fues’

Thus, here we see the double effect of modern e and advanced
technology, by turns positive and destructive. Dyita here is an example of
the dangerous excesses of ‘modernity’.

Royalty and figures of authority suffered most fridynamite’. In 1878,
Italian anarchists threw a bomb on a processiond relmemory of Victor
Emmanuel II; in this explosion no one was Killedit many were wounded.
Later in the same year, another pageant took ptacelebrate the escape of the
new king, Umberto I, from an assassination atterapty again a bomb was
thrown and four people were killed. A few days fatbere was another attempt

to kill the Queen in her birthday celebration, Bhe prudently stayed at home

that day. In Spain, and around the same time, thae an attempt to kill the

176 sandison, ‘Arabesque’, p. 113.

17 StevensoriThe Dynamiterp. 7.

178K, R. M. Short,The Dynamite War: Irish American Bombers in ViaariBritain (Dublin,
1979), pp. 241-42.
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King of Spain, who was providential enough to beesk unlike the Russian
Emperor, Tsar Alexander Il, who escaped a firsasssation attempt, but died
some years latér?

There were several bombing acts in London in thmesgear The
Dynamiterwas published, that is, 1885. The explosions vierthe Tower of
London, Westminster Hall, and the House of Comni8ha. few years earlier,
on 14 January 1881, the Fenians committed thair diynamite attack at Salford
Barracks by placing a bomb inside an airing nets Explosion tragically killed
a seven-year-old boy, and damaged a butcher’s gitin

The London ofThe Dynamiteris arguably more complicated than the

‘fairy London''%?

of the first book. The more modern London is daogs and
chancy, because it presents a variety of prospmudsoptions; it also merges
positive sides of modernity, such as liveliness aydamism, with negative
sides such as the disregard of people’s individuali
In The Dynamiter London both consumes and conceals people. The

three idle young men who set out at the beginninthe book to seize every
opportunity of adventure (and perhaps get rewardrcking down a wanted
man) are lured into company where class and mothase been rendered

indecipherable, into buildings which are abandormdsome prisons; or are

exposed to the danger of being blown .

" For more details on anarchist bombings, see AlandBon, ‘A World Made for Liars:
Stevenson’dDynamiterand the Death of the Real’, Robert Louis Stevenson Reconsidered:
New Critical Perspectivesed. by William B. Jones, JR. (North Carolina: Md&nd, 2003), pp.
141-42.

180 sandison, ‘A World Made for Liars’, p. 142.

181 sandison, ‘A World Made for Liars’, p. 143.

182 Claire HarmanRobert Louis Stevenson: A Biograghpndon: Harper Collins, 2005), p. 272.
183 Harman, p. 272.

93



Stevenson is ‘his own dynamiter’ and he pourshisitoutrage on paper.
In doing so he converts the conventional expectati@and reception of
nineteenth-century storytelling; he, moreover, aestructs the reader’s
traditional moral universe®®* Linda Hutcheon comments that ‘he might be
freed from enslavement not only to the empiricalt, d&so to his own set patterns
of thought and imaginatiort®

To Stevenson, dynamite may have been one of thmp®ms’ of the
modern world, where there is a ready ground foegnsty, disintegration,
anxious moral identity, explosions, and death. tAdse features of the modern
world appear in Stevenson’s work, where his ownsfeend ‘skepticism’ are
reflected in the society he wrote abdiftin the ‘Prologue of the Cigar Divan’,
Stevenson writes,

‘This is a very pathetic sight, Mr. Godall,” saidr8erset: ‘three futiles.’

‘A character of this crowded age,’ returned thesalan.

‘Sir,” said Somerset, ‘| deny that the age is credid will admit one fact,

and one fact only: that | am futile, that he isl&jtand that we are all

three as futile as the devil. What am 1? | havetsmed law, smattered

letters, smattered geography, smattered mathemdtitsve even a

working knowledge of judicial astrology; and herstand, all London

roaring bythe street’s end, as impotent as any baby [...] ukhsimply

resolve into my elements like an unstable mixtdfe.
Stevenson unreservedly mocks the bombers, espeaiadin, inThe Dynamiter

M’Guire tries to give a bomb to a little girl whe playing in the street, or when

he panics regarding the little time he has befbeeltomb explodes. He runs to

184 sandison, ‘A World Made for Liars’, p. 149.

185 Linda HutcheonNarcissistic Narrative: The Metafictional Parad¢Waterloo, Ont.: Wilfred
Laurie University Press, 1980; repr. New York: Meth, 1984), p. 139.

186 sandison, ‘A World Made for Liars’, pp. 144-45.

187 StevensoriThe Dynamiterp. 5.
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the Embankment and then throws the bomb into ther,rribut he falls
immediately after it, due to his strong throw, aleis.

The Dynamiteiis all about explosions, but it is not only abeuploding
bombs, because it is also about exploding situstianoral conflicts, and
skepticism. The literal explosions in the story #mee and they develop the
story’s main events. For example, the first bomthastory is the one that takes
place in ‘The Squire of Dames’. Edward Challondre tfirst of the three
characters whose adventures form the story linehef Dynamiterpasses near a
laboratory and suddenly hears a huge explosions hlappens to introduce
Challoner to Miss Fonblanque with whom he expemsras own adventure and
endeavour to seek truth; however, at the end, rus fihis truth to be shocking
because he is being deceived throughout the adeeritie receives his blow
when, after his hard endeavour to help Miss Fortalanhe accidentally reads
the letter she sends with him to deliver it to somes and in which she writes,

‘Dear M’'Guire, — it is certain your retreat is knowwWe have just had

another failure, clockwork thirty hours too soonjthwthe usual

humiliating result. Zero is quite disheartened. &ve all scattered, and |

could find no one but theolemn assvho brings you this and the money.

| would love to see your meeting. — Ever yours,

SHINING EYE.’ 188

Challoner discovers that everything he has be&hitoa lie, and that
even the name on the letter is not Miss Fonblarsgukever this were her real

name. He was shocked by knowing the truth despédadct that he doubted her

188 StevensorThe Dynamiterp. 77.
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story from the beginning: ‘It was an excellent gtand it might be true, but he
believed it was not®

The second main explosion is the one that demdalithe Superfluous
Mansion, and which obliges Paul Somerset, the charavho carries out the
second adventure, to take Zero to the train statibere he wants to send him
away without the least respect or sympathy foirhisiman deeds. Zero’s way to
the train station is his passage towards his Faselife ends in the final and most
significant blast of the book. This explosion ist mxpected, unlike the other
planned bombings. It also costs the life of thesperwho has started the whole
thing. Zero is the one who starts inventing the bsraut of dynamite and tries
them in every reachable place he could find.

There is an Islamic belief which emphasises tha tthat killers will be
killed and mostly in the same way they commit theurder. Here, Zero, the
dynamiter, dies in a dynamite explosion; he expees death in the same way
he wants for others and he is terminated by thaiteting method he invents.
This, moreover, leads us to the crime and punishrmoencept, where he is
punished by his own deeds and no one Kkills himhbuself.

One of the ‘moral explosions’ in the story is whgamerset decides to
inform the police about Zero after he is full ofulbts, but he hesitates, because,
on the one hand he feels, and believes, the geitt Expresses, and on the other
hand, he has given his word to him. The other ayeof course, when the
superfluous mansion is destroyed; Somerset intémdaform the authorities

about Zero, but then he decides to let him go, takdrain and never come back:

189 StevensorThe Dynamiterp. 63.
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‘I will either see you safe on board a train oresiaf gaol’

‘Somerset, this is unlike you! said the chymis¥ou surprise me,
Somerset.’

‘| shall considerably more surprise you at the rplice office,’” returned
Somerset, with something bordering on rage. ‘Fooa point my mind
is settled: either | see you packed off to Amerimack and all, or else
you dine in prison*®°

Stevenson continues to question the issues of mibgehe focuses in
the following passage on the growing fields of kfexge in the budding age
with the mysteries, fears, and yet, promising etqiens that it carries. Mr
Godall asks,

‘Do you know nothing, Mr. Somerset?’

‘Not even law,” was the reply.

‘The answer is worthy of a sage,’ returned Mr. Gbtf&

Mr Godall goes on that, ‘[b]y the defects of yodueation, you are more
disqualified to be a working man than to be theraf an empire?> Somerset
says,

[T]he man of the world is a great feature of thge;ahe is possessed of an

extraordinary mass and variety of knowledge; hevesrywhere at home;

he has seen life in all its phases; and it is imjds but that this great
habit of existence should bear frtiit.
Amidst all the fear and vigilance of the end of tcey and the invading modern
world with its disadvantages, there is a gleam apeh In Challoner’'s words:
‘you have no plan, no knowledge; you know not wheoe seek for a

beginning’!** one can feel the longing for new beginnings. Kremlge and

10 StevensoriThe Dynamiterp. 251.
191 stevensoriThe Dynamiterp. 3.
192 stevensoriThe Dynamiterp. 4.
193 stevensorThe Dynamiterpp. 5-6.
194 stevensoriThe Dynamiterp. 8.
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education have become everyone’s; it is no moregssed by groups of people
of high literary or social ranks, but it has becoawailable for all the people
from all the social classes and educational, a$ asl cultural backgrounds.
Additionally, the modern age facilities have shoe@ the distance between
people who are way apart from each other and méelenlore convenient to
everyone. People, moreover, started to have thecehaf travelling and viewing
different parts of the world; they started to endeu the ‘outer’ world, the

‘global’ world, after they were restricted to théocal’ world.

Form and Narrative

The areas under discussion above are presented imexesting mould and a
captivating frame. In the first boolkjew Arabian Nights Stevenson clearly
embraces the frame narrative techniqueTbé Arabian Nights Stevenson’s
story-within-a-story narrative frames seven mawrist: three of which are in
‘The Suicide Club’, and four are in ‘The Rajah’sabiond’. All the stories are
connected by the Arabian narrator, or the ‘Arabaathor’, as Stevenson calls
him, who plays the role of the frame narrator,f@ émniscient narratdf> This
Arabian author could be seen as Stevenson’s Srathmahko links the stories,
and at the end of each story he brings the readek Ibo reality, just as
Shahrazad brings Shahrayar back to reality fromlidhg night’s story, but she
reminds him — especially at the beginning of eaadnys— that she is in fact
telling him a story. When Shahrazad comes to erah ed her stories, she
always reminds Shahrayar that the morning has comdethat she has to cease

narrating until the next night. She always brings lback from the fictional

19 See Menikoff, p. 343.
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world she creates for him into their real world,esh he is the ruler who has to
wait for the next night to come in order for himttavel in an ocean of new
fictional adventures, to be woken again by Shal‘azgiffhanger every night.
Stevenson includes a story-within-a-story up t@e¢hor four times. For
instance, in ‘The Story of the Physician and theatéga Trunk’, the physician
tells his story within the frame story, then thader engages in the story of the
dead body and almost forgets about the mystery Vatty whom Silas has an
appointment. Then, at the end of the story, anel aflong narrative of different
stories, we know that the dead person is Colone&l@ee’s younger brother,
and the murderer is the President of the Suicidd Gf the very first story. Not
only is the narrative shift exciting in this stobyt also the suspense element and
the ‘cliffhanger in, and between, stories attratte reader right from the
beginning till the end® The stories are full of enigmas; even the conohsi
are full of surprises and unexpected endings. énsthicide club, for example, it
IS very unexpected to see a young man enteringdhand distributing the tarts
in such a way; the reader is caught by the nagand wants to go on reading in
order to know why this young man acts in such amagrnwhy he distributes the
tarts in mockery, and why he eats all the rejetaets no matter how numerous
they are. | am giving this example here becauseStwy of the Young Man
and the Cream Tarts’ is a beginning and an endingeasame time, as Alan
Sandison argues, for although it is the openingystd the first book, it

‘disappears without trace into the rest of theviek.*’

19 am referring here to ‘excitement’ and ‘suspenbetause they form a major aspect of
Shahrazad’s narratives, and which give her stdregsspecial imprint. This is the case in the
narrative of ‘The Suicide Club’; the narrative $hsfveryArabian Nightslike.

197 sandison, ‘Arabesque’, p. 92.
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By using the frame narrator, Stevenson maintaiadittonal narrative
techniques. His omniscient narrator is quite cdlgy yet his originality comes
from his handling of the Arabian author and the \Wwaygets rid of him at the end.
His adoption of the story-within-story techniqueoise of the ways he balances
the traditional with the modern. In other worddsttechnique is as old d8he
Arabian Nights yet, it always gives regeneration and revitalggtthat is, a
touch of modernity to the text. It makes the textd sometimes the writer
him/herself, very much of his/her time, becauss ttontradicts the traditional
idea of the narrator who has to be a first persoa rame narrator only. The
multiple narrators are clearest Mew Arabian Nightsand The Dynamiter
Stevenson stands midpoint between the writers vdoptad the traditional first
person narrator, and the modernist who startedse the multiple narrations
until, gradually, the voice of the narrator reaclagabint of unity with characters
and finally renounced the narrator’s major roféThus, what also contributes to
Stevenson’s ‘modern traditionalism’ is his combioat of some traditional
techniques with modern issues. In other words, étean tackles modernist
subject matters by using a traditional plot-bastulysline. Although he uses
multiple narrators, his main focus remains on tkené rather than on the
character; unlike the modernist short story which interested in the
psychological and the subjective study of characed their psychology. In the
heavily-plotted stories dflew Arabian Nightssuch as ‘The Suicide Club’, ‘The
Rajah’s Diamond’, as well aBhe Dynamitera point of complexity is reached

where the reader thinks that there is no way onti] a solution surprises the

19 See HansorShort Stories and Short Fictions. 1.
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reader:®® Thus, his short fiction follows the line of thddpted story’ which was
‘set against the less well structured, often pshagioal story; the “slice-of-life”

[to which] the stories of the modernists (thosd@yce, Woolf and Mansfield in
particular) are usually said to belorf§”

In New Arabian Nights The Dynamiter and The Island Nights’
Entertainmentsfor example, the reader is captivated by the stsglf, the plot,
the subject, the exotic backgrounds, and the sap@al element. The reader
awaits what the action is going to be without beicgncerned with the
character’s inner feelings, mood, or psychol6Yy.

The modernist short story is said to focus on dtarsation from an
internal, psychological point of view that leads wiat is called a ‘sudden
spiritual manifestation’’? or what Clare Hanson calls a ‘blazing moméft,
and which is seen by modernists as ‘the key to aftarisation.?*In
Stevenson’s short stories there is no deep psygiwalostudy of characters,
neither is there a ‘sudden spiritual manifestatioather, there is a certain line of
characterisation following the plot, and having ioady, appropriate, and
reasonable reactions to the events that take pMeethere are moments of
moral revelation. An example is when Somerset disothe truth behind Zero
after he spends some time with him and is committedrally’ to him as

acquaintance. Somerset feels that to let Zero giensth his explosions would

be immoral, because to hide a crime is a crimésglfi Alternatively, he cannot

199 A, L. Bader ‘claims that the modern short storgspite its apparent lack of structure, actually
derives its form from a more conventional, plot-bdstory type’. See Head, p. 13.

20 Head, p. 16.

21 For more information about the difference betw#entraditional and modernist stories, see
Clare HansonShort Stories and Short Fictions, 1880-198985). See also Dominic Heathe
Modernist Short Story: A Study in Theory and Piaetil992).

202 Quoted in Head, p. 18.

203 Quoted in Head, p. 19.

24 Head, p. 18.
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betray the person who confides in him. This is aahorisis for Somerset, who
chooses a compromise solution by sending Zero away.

Not only does Stevenson adopt the narrative forifihef Arabian Nights
but also he relies on other devices in his reaaatf the work. Mystery is
present from the very beginning of the stories. Esample, when Prince
Florizel and Colonel Geraldine, out of curiositydaiove of adventure, ask the
young man of the cream tarts what he aims at byétsviour, almost all of his
answers are mysterious: ‘There is every reason Wgtyuld not tell you my
story. Perhaps that is just the reason why | amgyto do so.” He then goes on,
‘My name [...] | shall keep to myself. My age is restsential to the narrative’

In ‘The Story of the Physician and the SaratoganKTuas another example, the
reader is eager to know the identity of the mystesi‘'supposed’ lady who sends
Silas a strange and unexpected letter in order éetrhim. Again, the same
mysterious lady, after she and Silas meet (and weeneader is assured that the
letter indeed comes from a lady, and that the whtdey is not a trap), she gives
him directions to meet her in secret and in a Bsgreet way; she says, ‘| am
not my own mistress. | dare not ask you to visitaheny own house, for | am
watched by jealous eyes.” She adds, ‘I| am olden t§y@u, although so much
weaker; and while | trust in your courage and deieation, | must employ my
own knowledge of the world for our mutual benefif’After the reader knows
who the lady is, he wants to know why she is actmghis way and what is

behind her. So, whenever an enigma is solved, anathe appears, and the

205 stevensoniNew Arabian Nightsp. 8.
208 stevensoniNew Arabian Nightsp. 58.
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reader is captivated until the end of the story] sometimes, to the end of the
entire group of stories.

Stevenson, as a conventional writer, does not ldaends of his stories
open as in the closure-less modernist short staryloses his stories, regardless
of the reader’'s expectations. In the two collecti@i New Arabian Nightsas
well as inThelsland Nights’ Entertainmentslong with other stories, such as
Dr Jekyll and Mr Hyde Stevenson maintains the traditional line by pgttan
end to his own stories rather than leaving thermppewever, the endings he
chooses are mostly unexpected by, and surprisirtbeaeader.

In Stevenson’s short fiction, especially New Arabian Nightand The
Island Nights’ Entertainmenta handful of events could happen in a day or
overnight, but they carry the significance of aryea more: ‘It is sometimes
claimed that the unit of time in modernist fictioa the day, whereas in
nineteenth-century fiction it is the yedf”For exampleNew Arabian Nights
consists of two chain stories, ‘The Suicide Cluli the one hand, which
includes three stories; and on the other hand, ‘Rhg@h’s Diamond’, which
includes four stories. Although the stories arelinked by the Arabian author
and have a closed ending to each chain, each tstkeg place either overnight,
or during one day or two and then it has its resmiu The problems presented
in the stories are mostly solved by Prince FloriZélis brings Stevenson’s work
closer towards the modernist short story in whigmificant events happen over
a short unit of time, such as a day, or simplya lieurs.

In New Arabian Nightsthe Arabian author appears to remind the readers

that they are reading a story and living in a iioal’ world. After each story,

27 Head, p. 5.
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the words of the Arabian author are seen in italkeg example, after the first
story, Stevenson’s Arabian author says,
Here (says my Arabian authogndsTHE STORY OF THE YOUNG MAN
WITH THE CREAM TARTS who is now a comfortable householder in

Wigmore Streef...] Those who care to pursue the adventures of Prince

Florizel and the President of the Suicide Club, mead theHISTORY OF

THE PHYSICIAN AND THE SARATOGA TRUNK>®®

This is the first time the Arabian author appeardNew Arabian NightsThe
comments of the Arabian author are maintained tjitout the stories. They
always appear between the end of each story anbletifiening of another until
the last story. The very last time the Arabian autippears is when he ends the
story before the last:
(Here,says my Arabiarthe thread of events is finally diverted frGiHE
HOUSE WITH THE GREEN BLINDSOne more adventuréhe adds,
and we have done wiltHE RAJAH’S DIAMOND. That last link in the
chain is known among the inhabitants of Baghdadhleyname offHE
ADVENTURE OF PRINCE FLORIZEL AND A DETECTIVE®
However, the Arabian author never ends the lasy.skd the end of the very last
story of the sequence Stevenson and the Arabidoaséem to integrate in one
voice as they conclude the story. In the secontgdahe same paragraph, it is
clear that the actual author discards the Arabiathaa ‘topsy-turvy into
space’’®and he completes the story himself with no rekapna the Arabian

author, nor on the italics. In other words, it sedimt Stevenson becomes the

frame and omniscient narrator who completes they stocording to the rules he

208 stevensoniNew Arabian Nightsp. 38.
209 stevensoniNew Arabian Nightsp. 175.
219 stevensoniNew Arabian Nightsp. 183.
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sets himself as a writer, reminding the readers tthey are reading a stofy!
This, | argue, could be considered as one of thaetgp@t which Stevenson’s
stories combine modernism and traditionalism. Gnahe hand, they may seem
to be contradicting the modernist narrator who reengith the characters until
his voice may not be distinguished sometifiésss the story appears to be
continued in one voice. On the other hand, howetlas, one voice may be
considered as a merger between the voices of betmdrrator and the author;
suggesting the free indirect discourse of moderrasnii]t reflects in a unique

way boththe narrator’s voice and the voice of the persmraking’?*®

[The free indirect style helps the reader to] skmgs through the
character’'s eyes and language but also throughatitieor's eyes and
language, too. We inhabit omniscience and pasiadit once. A gap
opens between author and character, and the bridgdich is free
indirect style itself — between them simultaneoudtyses that gap and
draws attention to its distanc¥.
Two different voices become one; the reader kndwas they are different, but
only one voice develops to direct the story thrawgh The free indirect
discourse also enables the reader, sometimes.et@ars® know more than the
character doeS? The reader here, although seeing through the ctesis eyes,
has a fuller view of what is happening inside tharacter’'s mind as well as in

its surroundings. This is what James Wood descialsethe ‘dramatic irony’ in

modernism which is equal to the ‘unreliable firstgon narrator’*®

21 5ee Menikoff, p. 343.

#2Head, p. 19.

213 Jakob LotheNarrative in Fiction and Film: An IntroductiofOxford: Oxford University
Press, 2005), pp. 46-47.

214 James WoodHow Fiction WorkgLondon: Jonathan Cape, 2008), p. 11.

Z3Wood, p. 11.

Z®\Wood, p. 11.
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Stevenson uses the Arabian author for the last tumen he introduces
the last story, but this last story diew Arabian Nightds concluded by the
author. However, the reader does not get a clesx iidthis is the author alone
speaking, or both the Arabian author along with #wtual author. The last
paragraph of the book goes as follows:

Not long after, the marriage of Francis Scrymgeanot Miss Vandeleur

was celebrated in great privacy; and the Princedagh that occasion as

groom’s man [...] As for the Prince, that sublime guer, having now
served his turn, may go, along with tAebian Author topsy-turvy into
space. But if the reader insists on more speadificrmation, | am happy
to say that a recent revolution hurled him fromttin@ne of Bohemia, in
consequence of his continued absence and edifyagiect of public
business; and that his Highness now keeps a digae &1 Rupert Street

[...] | go there from time to time to smoke and havehat, and find him

as great a creature as in the days of his progpefit
The author continues the telling of what happenetil be concludes the story;
however, it is not clear that the actual authoev8hson, is the one who knows
those characters personally and visits the Prihoeuld also be the voice of the
frame narrator to whom Stevenson returns at theoéikde story. Although the
Arabian author is disposed of, there is still asgenf a merger between the
author’s voice and a narrator’s one, which takeback to the ‘omniscience and
partiality at once’ of the modernist free indirecscourse.

According to Barry Menikoff, Stevenson is ‘a magitiwho, like the
fabled Arabian, could make genies appear from larapd figures fly through
the air on carpet$*®In using the ‘Arabian author’, as Menikoff argudies

Stevenson’s simplicity and originality. In other me, linking the seven stories

in a string by using a ‘simple narrative deviceturning to the frame narrator or

217 StevensoniNew Arabian Nightsp. 183.
218 Menikoff, p. 344.
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the actual author at the end, and ‘[turning] thabAan author into an invention
and the narrator into a reality, or as much ateab the reader cares to attribute
to him,”?*?is a mark of inventiveness and modernity. The woiayplay[ing] with
narrative/linguistic technique is of course unsisipg to the reader of late
twentieth-century fiction [...] for whom Stevensonisethod would appear
wonderfully post-moderr??® Menikoff's reading suggests that Stevenson was
quite ahead of his age, modern in his traditionalis

Stevenson’s disposal of the Arabian author andPitrece at the end of
the stories, by diminishing the Arabian author aanching the Prince into a
tobacconist, is a good example of Stevenson’s witlythe reader’s expectation.
The main point is that their story must end, justal things come to an end,’
and that nothing earthly is eternal. The Princes giet of the diamond, just as
Stevenson gets rid of him and the Arabian authwos, in turn, leads the reader
to think that this might be one of the ways GodPaovidence, ends the lives of
the living.?** Stevenson’s disposal of the Arabian author atehd of New
Arabian Nightsnot only indicates the ‘fictionality’ of the authand his ability
to manipulate his characters, narrators, as wakaders, but also it strengthens
the reader's mistrust in all authors or narratofkis leads us to think of
Stevenson’s method of deflating the readers’ exgtiects and jolting them at the
end of his stories. Menikoff expresses this idest be he suggests that ‘art is not
much different from life, and nothing lasts foreg&To Menikoff, although the
reader, especially the nineteenth-century readesjsts on a conclusion’, it

never comes in the way we expect. According to Maffi Stevenson views that

219 Menikoff, p. 343.
220 Menikoff, p. 343.
221 Menikoff, p. 356.
222 Menikoff, p. 356.
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imagination is always born out of imagination; thiiction cannot be but fiction,
and it is not to be confused with real €.

Valerie Shaw considers that the endings Stevenpphea to his short
fiction are unsatisfactory:

Stevenson’s practice does not always bear outnsight into formal

matters; even in short pieces, he tends to berbattbeginnings than

endings, and relatively few of his stories have kel of thematic and
narrative drive that make the conclusion a satigfyiinevitable
consequence of the openiffd.

W. H. Pollock, the editor oTThe Saturday Reviefvom 1883 to 1894,
describes the way Stevenson handles the charddBmae Florizel: Stevenson
suddenly turns ‘the dazzling figure from hero [..nfd the common type of
refugee’® H. C. Bunner notes something similar when he ssiggéat:

The new author [...] juggles with his readers anchwiils characters. He

dresses up a puppet and tells you it is a manyandelieve it, and hold

your breath when the sword is at the puppet’'s br&8dsen he holds up
the stripped manikin and smiles maliciou&{y.
So, not only is Stevenson playing with his chanagtbut also with his readers.
Another opinion that serves this idea is Robertyse
[Stevenson] insists upon presenting an illusioterofa very compelling

one, and then turning to the reader and sayings‘Téifraud. No one

word of it is true.” He is the magician who stopghe middle of his most
convincing act to show his audience where the taqr-is?*’

Linda Hutcheon has a contributing viewpoint:

223 Menikoff, p. 356.

224 shaw, p. 30.

22> Quoted in Sandison, “Two-fold and Multiple Natutgs 22.

226 Quoted in Sandison, “Two-fold and Multiple Natutgs 22.

227 Robert Kiely, Robert Louis Stevenson and the Fiction of Advent@ambridge, Mass.:
Harvard University Press, 1967), p. 123.
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By reminding the reader of the bookNdw Arabian Nighfsidentity as
artifice, the text parodies his expectations, tasim for verisimilitude,
and forces him to an awareness of his role in rg@ad universe of
fiction.??®
Not only does Stevenson surprise his readers lapp@nting their expectations,
but also he bewilders them by his own stance i Ibhid New Arabian Nights
since, as a ‘gymnast’, he keeps re-locating himbelfause he wants to ‘produce
the unexpected, that which could not logically beticpated by those
accustomed to the yoke of rulé8”

In the above quotations there is apparent disaatish with the endings
of Stevenson's works. There is a feeling of disapipeent because the endings
do not match the expectations. Critics might haxpeeted a happy closure
copying The Arabian Nightexactly as they have expected to read a work that
imitatesThe Arabian Nightgas soon as they have read the title.

Despite the positive opinions, such as Frank Swionés, who views the
surprise element that Stevenson uses as delightésgders expect more.
Swinnerton describes the storiedN#w Arabian Nightas having ‘the quality of
surprise with extreme gust6*® Stevenson knew how to entertain the late
nineteenth-century reader and to keep the suspensg by always presenting
the unexpected and the unfamiliar to the reader.ekample, it is known that
the traditional hero leaves his luxury life to espace the poor before returning
to his original state. However, the unconventiostap that Stevenson makes is

in dethroning the Prince and turning him into aaimtonist who never returns to

228 Hutcheon, p. 39.

2293, A. Barbey D’Aurevilly,Of Dandyism and of George Brummethns. by Douglas Ainslie
(London: Dent, 1897), p. 102. See also, Sandisomo-fold and Multiple Natures’, p. 28.
#0swinnerton, pp. 114-15.
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his royal positiorf*! In other words, the reader expects that the lagit rof
Shahrazad’s storytelling would be one of reconida between her and
Shahrayar on the one hand, and between Shahraglahi@self on the other
hand. In short, readers may expect the ‘happilyr eafeer’ end of theOne
Thousand and One NightBrince Florizel's transformation into a tobacsbns
deflating by comparison. Stevenson’s apparent ajrandnt of the Arabian
author marks a departure from Shahrazad’s omniseignthe ‘original’. This is
one of the ways in which Stevenson applies the sifThe Arabian Nightbut
to produce ‘new’ work, and to emphasise the novefthNEW Arabian Nights

andMORE NEW Arabian Nights

This chapter has worked to extend current readi@evenson in terms
of modernism and modernity by revealing their basia putatively ‘traditional’
narrative: The Arabian Nights The work he produced, especially Mew
Arabian Nights More New Arabian Nights: The Dynamiteand The Island
Nights’ Entertainmentsinvites an intertextual reading of non-Europeahuce
and literature, which challenges a narrowly Europeanception of the modern.
As Peter Childs says, ‘many modernist writers wereheir different ways
hybrids, mongrel selves moved by both the voyageamd the voyage irf>?
Stevenson captures what Edward Said called thedyeyn®** of The Arabian
Nights as he renders the modern Western metropolis mstef its tale$>*
Many critics, including Said, suggest that modemrepresents a turning point

in which ‘other’ cultures were starting to affegVéstern art forms’. The novelty

1 Honaker, p. 305.

232 Childs, p. 63.

233 See Virginia Woolf'sThe Voyage Out1915).
34 Childs, p. 38.
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and ‘newness’ of Stevenson’s short fiction is thikcome of a blend between
and combination of different and various cultuf®s.

What Stevenson created and nanMelv Arabian Nightss a ‘genre
which does not really exist outside his work [... dese] [i]t is partly like the
atmosphere of a dream; in which so many incongrtioings cause no surprise.
It is partly the real atmosphere of London at nightis partly the unreal
atmosphere of Baghdad® Stevenson’s short stories were on one level a
renovation ofThe Arabian Nightsadopting its style and structure, but at the
same time renewing its content and moulding it ediog to what served the
time in which he lived.

Harry Desborough, in the ‘Epilogue of the Cigar &%, in More New
Arabian Nights praises his wife’s captivating ability to narratS&he tells
wonderful stories, too; better than a boo¥.The narrator oThe Arabian Nights
says, But morning overtook Shahrazad, and she lapsed Bgitence’ 2
Shahrazad herself says, ‘I see day [...] and museledf; but the best of the
story is yet to come®®* | would like to sum up by saying that Stevenson’s
integration of the form and content ®he Arabian Nightsaptures the dual
desires of a reading public on the cusp of modernisarticulates the modernity
of the period, while appealing taand renewing traditional ideas about

storytelling that were one response to this moderriParadoxically then,

235 Childs, p. 40.

236 Chesterton, pp. 168-69.

%37 stevensonThe Dynamiterp. 261.

238 Husain HaddawyThe Arabian Nights: Based on the Text of the Fantie-Century Syrian
Manuscript ed. by Muhsin Mahdi (New York: Norton, 1990; repNew York: Everyman’s
Library, 1992), p. 18; subsequent refrains occterafach story iThe Arabian Nights

239 Arabian Nights' Entertainmentsed. by Robert L. Mack (Oxford: Oxford UniversiBress,
1995), p. 21.
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looking back to an earlier narrative becomes irv&teon not merely an escape

from the past, but a means of envisioning the &utur
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Shahrazad in Fairyland:
Oscar Wilde and’he Arabian Nights

Fairies are in your moon-light.
Leigh Hunt

Oscar Wilde’s short stories, and his fairy talepanticular, have been critically
neglected. Even less critical attention has beevengito their repeated
connections with the stories dthe Arabian Nights This chapter hopes to
highlight some of these connections in an attemgontribute to the large field
of comparative studies on the relationship betwEes& Arabian Nightand the
Western literature. Wilde, to my knowledge, is afi¢he authors who have not
been included in such studies, despite the intiraks that | foreground and
forge in this chapter.

Wilde is perhaps best known today as a playwridjat;is also well
known for The Picture of Dorian Gray1890), andDe Profundis(1896-7)* His
short stories, or what are known as his fairy tdk@se been relatively neglected.
In this chapter, | propose a study of Wilde’s slsboties/fairy tales in relation to
The Arabian Nightsn terms of the general atmosphere, style, andating-tale
elements they contain. | am going to work mainlyvamat has been known as

Wilde’s two fairy-tale collectionsThe Happy Prince and Other Stori¢k388¥

! R. S. PathakQscar Wilde: A Critical StudgAllahabad: Lokbharti Publications, 1976), p. 91.
2The Happy Prince and other Talémd different definitions in Wilde’s letters: ‘i only a
collection of short stories, and is really meantdhildren’; ‘They are studies in prose, put for
Romance’s sake into a fanciful form: meant pardy ¢hildren, and partly for those who have
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which contain ‘The Happy Prince’, ‘The Nightingaad the Rose’, ‘The Selfish
Giant’, ‘The Devoted Friend’, and ‘The Remarkablecket’; andA House of
Pomegranateg1891) which contains ‘The Young King’, ‘The Biday of the
Infanta’, ‘The Fisherman and his Soul’, and ‘TherSthild’. | will also be
studying ‘The Canterville Ghost’ (1887), ‘The Sphimwithout a Secret’ and
‘The Model Millionaire’ in the collectioriord Arthur Savile’s Crime and Other
Stories(1891). Central to this discussion will be Wild&T®ie Fisherman and his
Soul’ which I am going to examine in the light ©he Arabian Nights‘The
Fisherman and the Genie’, ‘The Story of the EnabdrKing’, ‘The Story of
Abdallah the Fisherman and Abdallah the Mermand &re Story of Sindbad
the Sailor’. In what follows, | will try to draw tntion to the largely ignored
points of resemblance between Wilde's short ficteord The Arabian Nights
resemblances that have been written out when gattia origins of Wilde’s
short stories, or when comparing them with othefldential’ stories. As with
Robert Louis Stevenson and Joseph Conrad, Oscale\iktories have been
enframed in a European circle and circuit. | wileenpt to move beyond this
circle by extending the study of Wilde’s short ifict to the tales of he Arabian
Nights

Both John Stokes and Philippe Jullian have linkeitd®/with William
Beckford’s Vathek (1786). Stokes offers an ‘intertextual reading’tbé two>
and Jullian refers to Wilde’s tracking a line ofstocratic tradition used by

various authors among whom Beckford is cerftihat is less well attended to

kept childlike faculties of wonder and joy’; ‘myttle book of fairy stories’. Quoted in Peter
Raby,Oscar Wilde(Cambridge: Cambridge University Press, 198850p.

% See John Stoke)scar Wilde: Myths, Miracles, and Imitatio(€ambridge: Cambridge
University Press, 1996), p. 33.

* See Philippe JulliarQscar Wilde(London: Constable, 1969), p. 247.
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is the fact that Beckford is famously known for nederences t@he Arabian
Nights® In a comment on Wilde's famous poéfhe SphinxJullian remarks:
‘How near the poet comes to Scheherazade in thaecesxo of the names he
chooses® The speaker in this poem cries out: ‘away to Egyp{ the land of
miracles and mysteries — the neo-platonists and tieeisand and One Nighits
In Salomé ‘Oscar mixes all the treasures of the antique®tf he says: ‘I have
jewels hidden in this place — [...] jewels that ararmellous.? This evidence of
Wilde’s admiration of the ‘antique’ Orient, provile productive context for
thinking aboufThe Arabian Nightstories as those jewels that are full of marvels
and wonder. In comparison with Stevenson, thesereetes are relatively
indirect and underground, yet they offer just agitfiul a background for
considering Wilde’s short fiction.

Wilde was regarded a gifted storyteller. Wilde®ns Vyvyan, never
forgot how his father used to tell him and his bhestfairy stories when they
were children:their father ‘would keep us quiet by telling usryastories, or
tales of adventure, of which he had a never-ensluggply [...] He told us all his
own written fairy stories suitably adapted for goung minds, and a great many
others as well®® Wilde’s children were not the only ones who redsgd his
mastery in storytelling. W. B. Yeats highly valuBse Happy Prince and Other

Talesin terms of its storytelling, and he prefers itthe ‘written’ A House of

® SeeThe Arabian Nights in English Literature: Studiesthe Reception of the Thousand and
One Nights into British Cultureed. by Peter Caracciolo (London: The MacmillaasB8r 1988),
andThe Arabian Nights in Historical Context: BetweegsEand Wested. by Saree Makdisi and
Felicity Nussbaum (Oxford: Oxford University Pre2608).

® Jullian, p. 251.

" Jullian, p. 251.

8 Jullian, p. 248.

° Quoted in Jullian, p. 248.

19 Quoted in Raby, p. 49.
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Pomegranate$® George Bernard Shaw describes Wilde as an ‘incoabpa
great as aaconteut conversationalist and a personaliyR. S. Pathak, also,
suggests that ‘Wilde’s talk [...] reflected the chmkrits of his thought and
work. Its core consisted of stori¢s'This was expressed in the words of Wilde
himself: ‘I cannot think otherwise than in storié§Wilde was also described by
Harold Child as ‘an admirable story-teller, witretpen no less than with the
tongue.’® Peter Raby, iDscar Wilde(1988), stresses the importance of Wilde's
storytelling and suggests:
The stories, whether satirical or mystical, are wvebously shaped for
transmission by the spoken voice, and it is eagynerstand how they
evolved through numerous performed versions andati@ms before
being constricted to print. Their intrinsic valugwever, is far greater
than merely that of traces or deposits of Wildeswersational brilliance
and charm. With their qualities of economy, clarayd a capacity both
to surprise and delight, they constitute a substeathievement®
Wilde, somewhat like Shahrazad, is an entrancingrytller conveying
narratives decorated with the ‘mystical’ and thafwellous’. Both share the key
elements for successful storytelling: ‘surprise’dafdelight’. Both Wilde’s
stories and the book @ne Thousand and One Night®re first ‘transmi[tted]
by the spoken voice’, and both ‘evolved through etoas performed versions

and variations before being constricted to priSpeech, in Wilde’s stories, like

Shahrazad's, is the most powerful, and ‘the spoiemrimary’.!’ In ‘The

" Raby, p. 49.

2 Quoted in Pathak, p. 37.

13 pathak, p. 37.

4 Quoted in Pathak, p. 37.

!5 These words of Child’s were said in thienes Literary Supplemerit8 June 1908, on Wilde’s
Collected Worksquoted inOscar Wilde: The Critical Heritageed. by Karl Beckson (London:
Routledge & Kegan Paul, 1970), p. 305.

16 Raby, pp. 50-51.

7 Jerusha McCormack, ‘Wilde’s fiction(s)’, ifihe Cambridge Companion to Oscar Wijlee.
by Peter Raby (Cambridge: Cambridge University £r&897), p. 103.
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Fisherman and his Soul’, the supremacy of wordsgrmngly present. The Soul
leads the Fisherman to his fatal destiny merelybyds’® In ‘The Remarkable

Rocket’, ‘speech itself is granted the power to ntey if not, transform,

reality.”® The oral tale here plays a significant role in panng Wilde’s tales

with The Arabian Nightsnarratives.

Before | develop my argument, | would like to blyefketch some
background information about the fairy talesTine Arabian Nightsn general:
their categorisation, their divisions, and the ¢sphey handle; and clarify how |
will use them to read Wilde.

Oestrup provided the first account of the fairyetaharacteristics ofhe
Arabian Nights In fairy tales of both Persian and Egyptian orjgthe
supernatural is clearly present, but it is moreepghdent in the Persian tales,
where it moves the plot more freely, as it takeargé of it. Meanwhile, in the
Egyptian tales, the supernatural element is morgraibed by magical objects
that do the work for the character that possedsas.t The third type of fairy
tales inThe Arabian Nightsncludes the tales of Baghdadian origin, but which
do not contain a supernatural elem@nvlia Gerhardt argues that the fairy tales
in The Arabian Nightsare classified as belonging to three blocks: temah
stories; the voyage-/quest-stories; and the lubks#fo-stories’ The demon
stories are considered as old fairy tales. Theysisbrof different kinds of
demons which play a major role in the plot, but ehhremain inferior to the

human power in general. Some of the famous exangfléss block of stories

8 McCormack, p. 103.

¥ McCormack, p. 103.

2 Mia Gerhardt,The Art of Story-Telling: A Literary Study of th&dlisand and One Nights
(Leiden: Brill, 1963), p. 279.

L Gerhardt, p. 280.
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are, ‘The Merchant and the Genie’, ‘The Fishermad the Genie’, and ‘The
Seventh Voyage of Sindbad the Sailor’.

The Second block consists of the voyage-storigeeoguest-stories, such
as ‘The Last Voyage of Sindbad the Sailor’, ‘Abdhllthe Fisherman and
Abdallah the Merman’, and parts of ‘The City of Bsg in which the major role
is that of the protagonist who travels and wandansl meets the supernatural
creatures in their own lands and founds good melatwith them. In some stories,
the protagonist marries a supernatural creatureantinues hi€ adventures.

The last group of fairy tales consists of the stothat deal with luck or
charm. During the adventures of the hero, he coacesss certain objects that
bring luck, such as a certain talisman, the wondéaimp, or the flying carpet;
or he becomes lucky in his journey in general. Sstohies are ‘Alaa Addin and
the Magic Lamp’, ‘Ali Baba’, and ‘The Ebony Horse'.

Wilde's fairy tales share resemblances with alle¢hiblocks ofThe
Arabian Nightgtales as described by Gerhardt. According to Gdthane of the
distinguishing features dfhe Arabian Nightdairy tales compared to the genre
in general, is the absence of a supernatural agp#dot animal stories; an aspect
shared by Wilde’s animal stories. Although the aadsrin the stories can think
and talk like humans, and have their own independeorld, there are no
supernatural or magical incidents that take platdhiese stories. The only
supernatural bird iMhe Arabian Nightstories is the Rukh, but it ‘pertains to

travellers’ lore and not to the fairy-taf€.’

22 Most adventures ifithe Arabian Nightsre carried out by a male protagonist.
% Gerhardt, p. 283.
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In the fairy tales ofThe Arabian Nightsthere is no contact or
communication between the animal world and the humvarld: there are no
hints of co-existence among them, and no reciprosalmunication is noticed.
Wilde’s fairy tales seem to be similar in termshalving two separate worlds
with no communication between them, despite tHegrcco-existence. Although
there might be slight and incidental communicatb@iween human and non-
human entities, each entity has its own separateetyoin which it lives an
independent life. For example, in Wilde’s ‘The Nigigale and the Rose’, both
the Nightingale and the Rose try to help the liitey who wants to show his
love to his schoolmate. Neither the boy nor thegays any attention to the non-
human creatures, although the bird and the rosefisactheir lives for the
human’s sake. Similarly, in his ‘The Happy Prindé'e Statue and the Swallow
provide their lives in order to help humans whoicethem at a certain point in
the story, but do not communicate with them. InéTRemarkable Rocket’, the
same situation is repeated, where, instead of dsima have speaking objects —
the rockets — which try to please the king andhrake him on his wedding day.
They are used by human beings, but there is nacbhetween the two worlds
as in traditional European fairy tales, such adtl&iRed Ridinghood’ and
‘Goldilocks and the Three Bears’, where there termingling with, and total
mixture of, the human world and the animal worldus, although Wilde’s fairy
tales seem to be more like the standard fairy thley have some similarities
with those ofThe Arabian Nightdn terms of having two separate worlds in
which there is no communication.

Although Wilde’s short stories, especially the yaiales, are traced back

by many critics (for example Christopher S. Nassd&zter Raby, Arthur
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Ransome, and Jerusha McCormack) to clear and gpeddins, these tend to
overlook the intertextual connection between Wgdstories and the exotic and
Eastern atmosphere dhe Arabian NightsArthur Ransome, i®scar Wilde: A
Critical Study (1913), shows that Wilde's fairy tales remind hahthose of
Hans Christian Andersen and he makes several bekseen the works of the
two writers?* He makes a particular reference to ‘The Star-Chilhaving a
‘touch’ of Flaubert along with AndersénRansome refers to Wilde's fairy tales
as being obviously moral and didactic. Jerusha Me@gk, moreover, relates
Wilde’s fairy tales, especially the collection ®he Happy Prince and Other
Tales(1888), to Wilde’s cultural experiences and influes as an Anglo-Irish
writer.? However, she describes ‘The Fisherman and his' &su story that is
‘heavily allusive to the exotic allure of the EaBy. its means, Wilde defines the
“other” of the fairy tale in a mode which might balled Celtic Orientalisn?’
Nevertheless, she does not refer to any conneatittnThe Arabian Nightsior
with the Orient, but to the east of Ireland: EnglaBhe proposes that England
signifies to Wilde the spoiled luxurious lifeven W. B. Yeats portrayed the
image of the English upper classes in Wilde's ese&he nobles of Baghdatf.
McCormack, furthermore, considers ‘The Happy Prirecel ‘The Young King’
as a reflection of the paradox between the wealtpper classes and the
unprivileged and deprived poor classes, and whialrom to Wilde, the

difference between ‘the extreme poverty Wilde heensn post-Famine Ireland’,

24 See Arthur Ransom@scar Wilde: A Critical Studg.ondon: Methuen, 1913), pp. 91-95.
% Ransome, p. 95.

% See McCormack, pp. 103-07.

2" McCormack, pp. 103-04.

2 McCormack, p. 104.

29 Quoted in McCormack, p. 104.
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and ‘London’s obscene luxury’ during EmpifeAll the critics abovementioned,
however, disregar@ihe Arabian Nightgas a point of departure.

In an article called ‘Andersen’s “The Shadow” andild&'s “The
Fisherman and his Soul”: A Case of Influence’, Gtapher S. Nassaar not only
examines the relationship between Andersen’s ‘Thed8w’ and Wilde’s ‘The
Fisherman and his Soul’, but also he emphasisesattiethat Wilde is highly
influenced by Andersen in almost all his other yfastories3' Nassaar's
viewpoint supports Peter Raby’s view that Wild&lse Happy Prince and Other
Tales (1888) is ‘technically and thematically based ondérsen’s works*
Both critics take the view that the charactershsag a prince, a giant, a rocket,
and a ‘talking’ rose and nightingale, are ‘stockiacacters presented by
Andersen in his fairy tale¥ neglecting at the same time any other possible
connections witifhe Arabian Nights

Before | develop my argument, | would like to offegeneral perception
of the connections betwedrhe Arabian Nightand Wilde’s short fiction. The
spirit of The Arabian Nightss not limited to Wilde’s fairy tales, it can alfe
found in Wilde’s other short stories, such as “Tenterville Ghost’ (1887) and
‘The Sphinx Without a Secret’ (1891). ‘The Cant#eviGhost’ is Wilde's first
short story. It is a social satire which ends iranantic sentiment®* This story
recalls the atmosphere ofhe Arabian Nightsin terms of the friendly

relationship between a human being and a supeatat@ature, like a genie or

30 McCormack, p. 104.

%1 See Christopher S. Nassaar, ‘Andersen’s “The Skiadad Wilde's “The Fisherman and his
Soul”: A Case of Influence’, ilNineteenth-Century Literaturerol. 50, no. 2 (September, 1995),
JSTORLhttp://www.jstor.con», 217-224, [accessed 01 April 2009].

%2 Nassaar, p. 217.

% Nassaar, p. 217.

3 pathak, p. 38.
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an Ifrit (demon), for example. It is usually fagievho have an intimate
relationship with humans, and not ghosts. The QaitieeGhost is very friendly,
although at the beginning of the story he appeatset unwelcoming, but after
listening to his story and becoming familiar witimh the reader feels that he is a
‘[p]oor, poor Ghost* who is ‘so lonely and so unhapp¥’ Throughout the
story, the Ghost becomes very close to Virginia, young lady of the family,
who is a ‘little girl of fifteen, lithe and lovelgs a fawn, and with a fine freedom
in her large blue eye&’,and who helps him through his ordeal Tine Arabian
Nights ‘The Story of the Two Viziers, Nur Al-Din Ali Al-Mari and Badr Al-
Din Hasan Al-Basri’, for instance, there is a nredationship between Prince
Hasan Badr al-Din and the genies who are good tur@and try to help him in
his suffering until his dilemma is solved and heines safely to his country.
Sometimes, however, secrets are not resolved, asidh the story of
‘The Sphinx Without a Secret’. This is a story ovaman who seems to have a
secret that she keeps throughout the story. Not doés she appear to have a
secret, but also, the nature of her secret is umkno
It seemed to me the face of some one who had atsect whether that
secret was good or evil | could not say. Its beavdyg a beauty moulded
out of many mysteries — the beauty, in fact, whecpsychological, not

plastic — and the faint smile that just played asrthe lips was far too
subtle to be really sweét.

% Oscar Wilde Complete Works3 vols (London: Heron Books & William Collins, 48; repr.,
1963; new edn, 1966), |, 206.

% Wilde, ‘The Canterville Ghost', p. 206.

37 Wilde, ‘The Canterville Ghost', p. 194.

% See Husain Haddawythe Arabian Nights: Based on the Text of the Faumtie Century
Syrian Manuscript ed. by Muhsin Mahdi (New York: Norton, 1990; refddew York:
Everyman'’s Library, 1992), pp. 157-205.

% Wilde, ‘The Sphinx Without A Secret’, pp. 215-16.
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In “The Sphinx Without a Secret’, the heroine, La&lyoy, is a woman
who meets the narrator at a party. A relationshapts to grow between them.
Lady Alroy is suspicious, continuously scared, aedibly cautious. After
accumulating suspicions from her actions, the marréollows Lady Alroy to
unveil her secret. In the narrator’s adventureotibfving his beloved, there lies
a very common mark of the storiesTdfe ArabianNights It is the portrayal of a
woman who drops her handkerchief, and a lover whkspt up and keeps it;
then, and after some adventures that separat®@yibe from his beloved, she is
recognized by her handkerchief. An example frohe Arabian Nightss the
handkerchief scene in the tale of ‘Aziz and Aziz&he handkerchief is
considered as a sign, and a way of communicatioonverbal in human
action’? The handkerchief, with its embroidery, symbolisgsarming women
in search of releasé&”Aziz meets the secret woman with whom he immeljiate
falls in love:

| seated myself at the upper end of the streetak® trest upon a

mastabah, and spread beneath me an embroiderekehamdf that | had

with me. The heat became oppressive to me, ancorepéad perspired,
and the drops ran down my face, and | could noewiy@ moisture from
it with my handkerchief because it was spread hbneae: | was
therefore about to take the skirt of my farajeeyelwipe with it my
cheek, when suddenly a white handkerchief fell upm from above.

This handkerchief was more delicate to the feeh tie zephyr; and the

sight of it was more pleasant than restoratioméodiseased; and | took it

in my hand, and, raising my head to see whencadtfallen, my eye met
the eye of the female who owned these gazelles|arsthe was looking
out from a lattice in a window of brass. My eye @ebeheld a person

more lovely, and altogether her charms were sucthesongue cannot
describe®?

“OMuhsin J. Al-Musawi,The Islamic Context of the Thousand and One NigK&sw York:
Columbia University Press, 2009), p. 262.

L Al-Musawi, p. 269.

“2 Edward William Lane,The Thousand and One Nights: Commonly called inldfag ' The
Arabian Nights' Entertainmented. by Edward Stanley Poole, 3 vols (London: Ralgfe
Warne, and Routledge, 1865), |, 482.
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He goes on,

| looked again towards the window; but found itsgd: and | waited
until sunset; but heard no sound, nor saw any persm despairing of
seeing her again, | rose from my place, and toekhi@ndkerchief with
me. | opened it, and the odour of musk was diffuseh it, and | was so
exhilarated by the scent that | seemed as if | weparadisé?
Aziz's adventure, which takes over a year, stadsnfthis point. The case is
similar in Wilde’s ‘The Sphinx without a Secret’h& narrator says,

| wanted to get to Piccadilly, and took a shortttwbugh a lot of shabby

little streets. Suddenly | saw in front of me Ladlroy, deeply veiled

and walking very fast. On coming to the last hausthe street, she went
up the steps, took out a latch-key, and let herself‘'Here is the
mystery,’ | said to myself; and | hurried on ancemned the house [...]

On the doorstep lay her handkerchief, which shednadped. | picked it

up and put it in my pocket. Then | began to consideat | should dé?
After that the narrator continues following hisdwetd and starts questioning her
secret.

Despite the differences in the topics, the techamiguguite similar in both
stories. The narrative is attractive and engagigigt to the end, especially that
there is a mystery throughout the stories, andetiera story-within-a story: in
‘Aziz and Aziza’ the narrator tells his cousin thtery of the mysterious woman
he sees and falls in love with the moment his e&gsh a sight of her; and in
‘The Sphinx Without a Secret’, the narrator telis friend the story of his
relationship with the mysterious lady. In many plaadn the story there are

sentences to indicate suspense in the narrativl, 88, ‘She hesitated for a

moment, glanced round to see if any one was neaangsthen said, “Yes™

*®Lane, |, 483.
“Wilde, ‘The Sphinx Without A Secret’, p. 217.
“>Wilde, ‘The Sphinx Without A Secret’, p. 216.
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She adds: “Please do not write to me here agamil explain when | see you”
[...] “There are reasons,” she said, “why | cannateree letters in my own
house.”® Suspense is performed throughout the story and doestop even at
the ending which is open and successfully engdgesetader. The reader thinks
that the secret is revealed, but, surprisinglgipjrears not:
‘Then why did Lady Alroy go there?’
‘My dear Gerald,” | answered, ‘Lady Alroy was sim@ woman with a
mania for mystery. She took these rooms for thaguiee of going there
with her veil down, and imagining she was a heroftee had a passion
for secrecy, but she herself was merely a Sphinixoni a secret.’
‘Do you really think so?’
‘I am sure of it,” | replied.
He took out the morocco case, opened it, and loakdlde photograph. ‘I
wonder?’ he said at lat.
The similarities withThe Arabian Nightsare obvious in this story; however,
what cannot be overlooked here is that the endinyitwe’s story differs from
that of The Arabian NightsAs a traditional texfThe Arabian Nightgnds with a

resolved closure, and as a late nineteenth-cetgntyWilde's story seems to be

one of the stories that pave the way for the madeapen-ended texts.

The Arabian Nightsin Oscar Wilde’s Fairy Gardens

The Happy Prince and Other Talesthe collection that introduced Wilde as a
fairy-tale writer’® Although the tales of this collection were ‘meatrtty for
children’, they were enjoyed by a large number difles, and by all ‘who have

kept the child-like faculties of wonder and joy,dawho find in simplicity a

“°Wilde, ‘The Sphinx Without A Secret’, p. 217.
“"Wilde, ‘The Sphinx Without A Secret’, p. 218.
8 pathak, p. 40.
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subtle strangenes&'Wilde states that in this story he handles ‘aitragodern
problem in a form that aims at delicacy and imatyeatreatment™® ‘The
Happy Prince’has been read as a story that discusses ‘the gaidein human
suffering for beauty, art, power and wealth, andhaf corresponding salvation
offered by sacrificial love. The theme of selflesgcrifice is prominent in the
first four stories; Wilde’'s major target is egotispulminating in the supreme
vanity of the Rocket™ But, no links have been made between this stodyTe
Arabian Nights

‘The Happy Prince’ has plenty in common witlne Arabian Nights
story ‘The Enchanted King'. The Happy Prince igatge of a Prince who used
to be very happy when he was alive, but after batld his people, out of love,
make a statue for him and place it in a high pasitvhere he happens to see the
details of the city he used to rule. An immigratswiallow lands at the statue for
some rest and both the Happy Prince and the Swdlleeome good friends.
From his high place, the Happy Prince starts tacadthe people in need and
becomes very emotional: his eyes become ‘full afgeand tears were running
down his golden cheeks. His face was so beautiftié moonlight that the little
Swallow was filled with pity>? Half of the Enchanted King and the statue of the
Happy Prince are solid bodies and they both needh¢tp of others because they
are incapable of fulfilling their needs on theirmwihe Happy Prince tries to
fulfil his needs with the help of his little frienthe Swallow; and the Enchanted

King needs the help of the Sultan to defeat histwatife and to break the spell

9 Quoted in Pathak, p. 41.

0 Quoted in Pathak, p. 41.

*1 peter RabyQscar Wilde{Cambridge: Cambridge University Press, 19885 7p.
*2Wilde, ‘The Happy Prince’, p. 286.
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she puts on him? Also, both the King and the Prince arouse pity #r&y both
weep and cry because of their ordeals. On the oidrad, they both are beautiful.
In “The Tale of the Enchanted King’, the king issdebed as follows: ‘He was a
handsome youth, well-shaped, and of eloquent spesti shining forehead,
and rosy cheek, marked with a mole resembling agniser”
Also,
He was a handsome young man, with a full figurearchoice, radiant
brow, bright face, downy beard, and ruddy cheekaceg with a mole
like a speck of amber, just as the poet describes i
Here is a slender youth whose hair and face
All mortals envelope with light or gloom.

Mark on his cheek the mark of charm and grace,
A dark spot on a red anemotie.

The statue of the Happy Prince is described as:

He was gilded all over with thin leaves of fine @jolor eyes he had two
bright sapphires, and a large red ruby glowed srshiord-hilt [...] “He
looks just like an angeP®
David Pinault, inStory-Telling Techniques in the Arabian Nig(t9892), argues
that the stress on the description of the Kingsaity’ is an aspect enhancing
the horrific revelation of the truth behind the teelKing, because it gives a
‘sharp contrast’ between the King’'s beautiful uppalf and the shocking nature

of his lower half, which is storé.Kathrin Miiller, in The Arabian Nights and

Orientalism (2006), argues thathe Arabian Nightsconsists of a number of

>3 For more on ‘The Story of the Enchanted King’, &mpter Three “The Old Man of the Sea’:
Joseph Conrad arkhe Arabian Nightspp. 203-04.

> Lane, I, 93.

> Haddawy,The Arabian Nightspp. 54-55.

*°Wilde, ‘The Happy Prince’, p. 285.

" David PinaultStory-Telling Techniques in the Arabian Nigtiteiden: Brill, 1992), pp. 67-68.
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formulas of narrative techniques, such as, formwaslosing the nights,
formulas enclosing the stories, decorative formulaand formulaic
descriptions® The latter are used to describe beautiful womandsome men,
wealthy houses, and battles. Thus, to this catedmipngs the formulaic
description of the ‘Young Man’, as Miller puts &;feature that characterises
The Arabian Nightsand is repeated in many of its storidghese types of
description can be found in Wilde’s stories.

In line with this argument, Mia Gerhardt, ithe Art of Story-Telling
(1963), describes the portrayal of beautiful bayd girls, and the description of
places and gardens, as ‘stock descriptions’, wisiéhtechnique frequently used
in The Arabian Night& Thus, it is possible to argue that the descriptibthe
Happy Prince’s beauty may be meant to show theradiction of how he looks
at the beginning and how he becomes at the endigitifies the dramatic
transformation in the events of the story and heerghing becomes extremely
tragic at the end. This may be considered as tbeifit revelation of the truth
behind the seated King' and the ‘sharp contrastveen the King’s upper and
lower body; however, in this case, the contrasietsveen how the Happy Prince
begins and how he ends.

This point is also found in Wilde's ‘The Model Mohaire’, where there
is a description of the ‘beauty’ of a male figureho is ‘wonderfully good-

61

looking,”™" which is very similar to<s & A< which meanshe looks like a

8 See Kathrin Miiller, ‘Formulas and Formulaic Pietsir Elements of Oral Literature in the
Thousand and One Nightsn The Arabian Nights and Orientalism: PerspectivesrfrEast and
West ed. by Yuriko Yamanaka and Tetsuo Nishio (Londbawiris, 2006), pp. 48-60.

%9 See Miiller, pp. 58-59.

€0 Gerhardt, pp. 45-46.

1 wilde, ‘The Model Millionaire’, p. 219.
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full moon’.®2 This is a phrase frequently usedTine ArabianNightsto describe
a ‘beautiful’ man, and it is a metaphor that mebhess as beautiful as the full
moon. For example, in ‘The Story of the First SHegkd the Gazelle’ which is
a framed tale in the tale of ‘The Merchant and @enie’, the first Sheikh
recounts the beauty of his son: ‘| was blessed withale child, like the rising
full moon, with beautiful eyes, and delicately skdmeyebrows, and perfectly-
formed limbs'®® In another version he describes his son as ‘logk[ike a slice
of the moon®* Many different phrases for describing handsome aterinue to
occur throughout the stories the Arabian Nights

‘The Happy Prince’ is said to pave the way for arenintense story that
represents class struggle: ‘The Young KingAitdouse of Pomegranat€s891).
Some critics claim that this story is partially evdloped version of ‘The Happy
Prince’?® in which Wilde exposes the corruption of the upglasses and their ill
treatment of the working classes and their disresfor the humanity of the
poor and the deprivedlVilde, in this story, uses dreams to convey a nggssad
a morality. Melinda M. Rosenthal, in ‘Burton’s Litgy Uroburos: “The Arabian
Nights” as Self-Reflexive Narrative’, discusses e of imagination in the
stories ofThe Arabian Nights

why include works of pure imagination? How can wefjp from that

which has never occurred? This requires but a lansfver, which is, of

course, that life is the potential sum of all thas been experienced or

can be imagined, and that one can profit and takeniwg as well from
dreams as from chronicles of actual events, foy tan reveal a kind of

%2 Jtalicisation is intended.

% Lane, 1, 43.

® Haddawy,The Arabian Nightsp. 22.
 Raby, p. 61.
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truth that goes beyond (and sometimes becomesdbunderneath) the
facts and details of daily Iifé.
In other words, dreams and imagination are as itapbas the lessons learnt
from daily life. It is Shahrazad’s imagination, andt actuality, that tames
Shahrayar. In Wilde’'s ‘The Young King’, for examplthe moral lesson is
conveyed through inserted stories that occur imrenfof dreams seen by the
Young King whenever he falls asleep. The storyheua a very young prince
who is shortly to be a king; he travels all arotinel world and has many curious
and marvellous adventures. He has no worries andonamitments; however,
the only preoccupation he has is ‘the robe he wasgetar at his coronation, the
robe of tissued gold, and the ruby-studded crowd, tae sceptre with its rows
and rings of pearl€’ Little stories strike him while he is asleep, viajtfor the
moment of his coronation, in order to wake him tgnf the world of fancy and
untrue happiness he is living:
And as he slept he dreamed a dream, and this wakdam.
He thought that he was standing in a long, lowca#tmidst the whir and
clatter of many looms. The meagre daylight peeneithiough the grated
windows, and showed him the gaunt figures of thawses bending over
their cases. Pale, sickly-looking children wereuctied on the huge
crossbeams [...] Their faces were pinched with famarel their thin
hands shook and trembled. Some haggard women watedsat a table
sewing. A horrible odour filled the place. The wias foul and heavy,
and the walls dripped and streamed with d&fnp.

This is to show the Young King that the world surrding him is not the happy,

clean, fanciful, exciting, and worry-free world which he lives. The world he

 Melinda M. Rosenthal, ‘Burton’s Literary Uroburd§he Arabian Nights” as Self-Reflexive
Narrative’, inPacific Coast PhilologyPacific Ancient and Modern Language Associatiad,
25, no. 1/ 2, (November 1990), 116-125, (1337 ORhttp://www.jstor.org[accessed 01 April
2009]

67 Wwilde, ‘The Young King’, p. 226.

% wilde, ‘The Young King’, pp. 226-27.
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sees in his sleep is full of misery, hunger, andpde. The Young King
approaches one of the weavers and starts to watghthen the weaver, furious
enough, says to him,
‘Why art thou watching me? Art thou a spy set otbby®ur master?
‘Who is thy master?’ asked the young King.
‘Our master!” Cried the weaver, bitterly. ‘He israan like myself. Indeed,
there is but this difference between us — that bars/fine clothes while |
go in rags, and that while | am weak from hungestu#ers not a little
from overfeeding®
After experiencing the dream, the Young King walipshorrified, but he finds
himself in his room with its beautiful view. Thelme falls asleep again and sees
another dream; and another. All these dreams poitie injustice surrounding
the Young King, but of which he is immensely igndra
All the dreams the Young King sees occur in higegl the night
preceding his coronation. In the morning, it is toeonation day. Everyone is
getting prepared. The Chamberlain and the offioéState bring the King-to-be
the robe he is to wear with the crown and the seepthich are even more
beautiful than he imagines, but the Young King sefuto wear them:
he remembered his dreams, and he said to his |Grdke these things
away, for | will not wear them... Though it be theyd# my coronation,
| will not wear them. For on the loom of sorrowddny the white hands
of Pain, has this my robe been woven. There is Blaahe heart of the
ruby, and Death in the heart of the pe&tl.’
The Young King tries to correct all the mistakeassd by the distance between

a king and his people; he also tries to avoid afystice that he is aware of. His

people do not believe him at the beginning for thisoo good to be true, but

9 Wwilde, ‘The Young King’, p. 227.
" Wwilde, ‘The Young King’, p. 230.
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they finally do believe, and they all ‘fell uponeih knees’ out of respect and
honour:

And the young King came down from the high altarg gpassed home

through the midst of the people. But no man daoe& Lipon his face, for

it was like the face of an angél.
The young King learns from his dreams which acinafructive insertions and
he totally changes the line of his life due to the®ries. This is not far from the
inserted stories Shahrazad keeps expanding, aneétisoes repeating, as a
wake-up call to Shahrayar.

The birth and early life of the Young King are veiynilar to the story of
‘Al Malek Al No’'man’, in The Arabian NightsKing No’man rapes Queen
Ibreeza, and she bears his child. She gives lmrthlioy who becomes a prince
whose story is very similar to the prince of ‘Theung King’, in being taken
away from his mother and raised by strangers whoaddnow his identity, and
in leading a difficult life. After long years, thejustice done by his father, the
King, is regretted and the right person occupiesritht place. Similarly in ‘The
Young King’, an old king, on his death-bed, sematshis heir whom he wants to
be the king after himself. This young king-to-behe old King's grandson. He
is the son of the king’s only daughter who is nmefrgecretly to a man who is
‘beneath her in station — a strang®rAs a result, the king gives orders to take
the child away from his mother and get rid of hide is brought up by a poor
goatherd. After years, the Young King is broughtlk#o the palace, and is

prepared to be a king upon the request of his dafimer, the old King, who

L wilde, ‘The Young King’, p. 233.
"2Wwilde, ‘The Young King’, p. 224.
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‘whether moved by remorse for his great sin, or elyerdesiring that the
kingdom should not pass away from his line, hadthadad sent for, and, in the
presence of the Council, had acknowledged himsabdir.”

Thus, the story of ‘The Young King’ shows the imjamce of dreams
and their relationship with reality. Dreaming, wadsiup, falling asleep, and then
dreaming again is a significant way of relatingains to reality and conveying,
gradually, the moral message to the reader. Shatisamarratives have a similar
effect to the dreams in ‘The Young King’ on Shalmayshe makes the Sultan
dream and wake up, then dream again and wake up agél she reaches her
aim.

Dreaming is not the only way used by Shahrazadneetthe ferocious
Sultan. She leaks her taming methods to Shahrayputting words in animals’
mouths. InThe Arabian Nights

[a]Jnimals become functional emissaries of edifmatand instruction.

The more complicated the political system and guapparatus, the more

difficult it was to offer honest advice to a rul&ureaucracy built its own

defences, and one way of getting the message thrawags have an
obligue narrative. Beast narratives are also vdfigient in reaching
common people. Discourse in politics and sociaktigious issues often
evades outspokenne$s.
At the time whenThe Arabian Nightsappeared, there was no direct way of
criticising political and social issues that wergleasant and did not satisfy the
individuals at that time; therefore, literature dise play this role, and characters

used to perform the indirect criticism. Tine Arabian Nightsthis is the case in

various stories, and especially the animal storiggere an animal passes

3 Wilde, ‘The Young King’, p. 224.
™ Al-Musawi, p. 225.
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judgment on different issues in the animal worldsunding it, but the issues in
the real world are those that are addres$hit technique is strongly present in
Wilde’s use of non-human entities, such as aninpdsts, birds, and inanimate
objects, to convey a message, whether moral, sacigblitical.

This technique is found in almost all Wilde’'s faitgles, and it is
presented through a relationship between diffemtities. In ‘The Happy
Prince’, for instance, there is a relationship lesw an inanimate object and a
living creature: the friendship between a statug aswallow. Similarly, infThe
Arabian Nights there is always a relationship between two dntidifferent
entities: a human and a non-human. At the beginoing he Happy Prince’,
there is a relationship between a Swallow and alREke little Swallow loves
the Reed, but unfortunately, it can neither corersr fly; all she can do is
make ‘the most graceful curtse{sivhen the wind blows. When the Swallow
understands that the Reed cannot go with him he hét good-bye and goes
away. After that, the remarkable relationship betmvthe Swallow and the statue
of the Happy Prince begins and develops throughout.

In ‘The Birthday of the Infanta’, for instance, ig the flowers who
portray this relationship. The flowers start a censation criticising the dwarf;
they have their say and their opinion:

[The flowers] could not restrain their feelings dagger.

“He is really far too ugly to be allowed to play amy place where we

are,” cried the Tulips.

“He should drink poppy-juice, and go to sleep fdahausand years,” said

the great scarlet Lilies, and they grew quite mat angry.
“He is a perfect horror!” screamed the Cactus [....]

> Wwilde, ‘The Happy Prince’, p. 285.

134



“And he has actually got one of my best blooms£laxned the White-

Rose tre€®

The employment of animals and the relationship betw different
entities are also portrayed in Wilde’s ‘The Niglghe and the Rose’. This story
depicts the beauty of love and sacrifice. It iswban exceptional relationship
between the nightingale and the tree on the ond, leard the nightingale and the
rose on the other hand. A nightingale and a rasettly to produce a red rose in
winter in order to help and please a little boy wkan love and wants to fulfil
the demand of his beloved by giving her a rose tima of year where no roses
can live.

In addition to criticism, the technique discusséowe conveys a moral
message or teaches a lesson. Thus, Wilde’s fdeg taan be compared to the
fables of The Arabian Night$’ Fables appear considerably Tihe Arabian
Nights and they aim at conveying a moral lesson or wisddiney are
educational because they teach how to behave waselypeacefully in life in
order to achieve the desired, but harmless, dB#fsThe Arabian Nightsfables
start to appear as early as in the frame storynv8tehrazad’s father tells her a
story in order to deter her from marrying Shahraglad he narrates to her the
story of‘'The Ox and the Donkey’. More examples of animalists are found in
The Arabian Nightsn many stories, some of which are ‘The Storyhef Hermit

and the Doves’, ‘The Story of the Hedgehog andwreod-Pigeons’, and ‘The

S Wilde, ‘The Birthday of the Infanta’, p. 240.

"The most famous collection of fables in Arabietitture is the stories d¢falila wa Dimna
which were translated into Arabic by lIbn Al-MoucgffHowever,The Arabian Nighthias been
more widely known and circulated in Europe. Foomfiation about ‘Kalilah wa Dimna’, see
Ferial GhazoulThe Arabian Nights: A Structural Analygi€airo: Cairo Associated Institution
for the Study and Presentation of Arab Culturaliéal 1980), p. 92

8 Ghazoul, p. 92.
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Tale of the Birds and Beasts and the Carpenterthvban be viewed in close
connection with Wilde’s ‘The Devoted Friend'.

‘The Devoted Friend’, like all Wilde's other fairyales, has been
considered as ‘reminiscent of Andersen in its dsaanimal framework for the

" Nevertheless, | propose

central story, and is a cautionary tale about &simp.
a link between this story and a story of friendsini’he Arabian NightsThe
Tale of the Birds and Beasts and the Carpentere filain characters of ‘The
Devoted Friend’ are animals that speak and commatmiwith each other. At the
beginning of Wilde’s story, the Linnet begins tdl teer friends the story of the
Devoted Friend, who is a human being.Tihe Arabian Nightsstory, a duck
seeks refuge at a peacock’s and a peahen’s angl tararrate her story about
her fear of man and how she and her friends metbteirirst place and decide to
escape man’s injustice. Shahrazad starts her stibrytath reached me, O
auspicious King, that in times of yore and in atjgg) gone before a peacock
abode with his wife on the sea-shore. Now the plea® infested with lions and
all manner wild beasts, withal it abounded in treesl streams®® Then she
starts her usual story-within-a-story technique:
up came a duck to them in a state of extreme teawd stayed not,
faring forwards till she reached the tree where@renperched the two
peafowl, when she seemed re-assured in mind. Taeopk doubted not
but that she had some rare story; so he askedfheerocase and the
cause of her concern, whereto she answered, “lieknfa sorrow, and
my horror of the son of Adam: so beware, and afamy beware of the
sons of Adam!” rejoined the peacock, “Fear not ribat thou hast won
our protection.” Cried the duck, “Alhamdolillah!agly to God, who hath

done away my cark and care by means of your bedag! -or indeed |
come of friendship fain with you twain.” And wheheshad ended her

" Raby, p. 59.
8 Richard Francis Burtorl,he Book of the Thousand Nights and a Ni@Btvols (London: H. S.
Nichols, 1897), p. 337.
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speech the peacock’s wife came down to her and ‘8aldll come and

welcome and fair cheef®
The duck tells her story: how she meets the lioow lthey both meet the
runaway ass; then how they all come across theehargd finally, the camel.
Each of them narrates how man is cruel to them tlagylall agree on the cruelty
of man towards nature, and towards animals in qdai. Then, suddenly,
comes the man, ‘an old man scanty of stature aaxd ¢¢ limb; and he bore on
his shoulder a basket of carpenter’s tools, antismead a branch of a tree and
eight planks® Man, indeed, tricks the lion to death, and therais see in front
of their eyes the cruelty of man, this is when dinek runs away to the peacock
and the peahen. Back to the duck’s frame storyth@nanimal appears to the
peacock, the peahen, and the duck, which is thelcg® seeking shelter. They
become good friends until man interferes and cagttine duck, and leaves the
rest of the friends in great sorrow, where theysot® themselves by becoming
thankful to God, and by glorifying and praising Hids in the stories oThe
Arabian Nights the reader forgets about the first story, andulges in the
stories that follow, until he/she is reminded d thist story.

The frame narrative in Wilde's ‘The Devoted Friend’the Linnet’s
story to her friends, and the inner narrative s $kory of the Devoted Friend.
When the story of the Devoted Friend ends, theae&lbrought back to the
frame story, which is the gathering of the animals.

In ‘The Remarkable Rocket’, it is fireworks, rathdwan animals, that

carry out the mission of criticism. ‘The RemarkaBlecket’ ‘is another study in

81 Burton, I, 337-38.
82 Burton, I, 343.
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vanity’, says Peter Raby i@scar Wilde(1988)% The ‘context of the wedding
celebrations’, suggests Raby, ‘of a fairy-tale peirand princess is exploited
brilliantly by Wilde as he lightly satirises a rangf social attitudes” What |
would like to draw attention to, here, is the iet@mng, yet neglected, similarity
between the Royal wedding portrayed in this stong @éhe Royal wedding
celebrations that are frequent the Arabian NightsIn ‘The Remarkable

Rocket’, the Prince is getting married to a Rus§lancess:

The King’s son was going to be married, so thereevgeneral rejoicings.
He had waited a whole year for his bride, and sttdhe had arrived. She
was a Russian Princess, and had driven all the freay Finland in a
sledge drawn by six reindeer. The sledge was shidged great golden
swan, and between the swan’s wings lay the littiedess herself. Her
long ermine cloak reached right down to her feether head was a tiny
cap of silver tissue, and she was as pale as the Balace in which she
had always lived. So pale was she that as she dnovegh the streets all
the people wondered. ‘She is like a white rose8ytltried, and they
threw down flowers on her from the balconies. A¢ tate of the Castle
the Prince was waiting to receive her [...] the whd@eurt was
delighted®

The celebrations, as well as the description, go on

It was a magnificent ceremony, and the bride andegroom walked
hand in hand under a canopy of purple velvet erdered with little
pearls. Then there was a State Banquet, whichddstefive hours [...]
After the banquet there was to be a Ball [...] Thst laem on the
programme was a grand display of fireworks, to étedff exactly at
midnight®®

In The Arabian Nightsa bride is brought from a far place or a distountry.
She is widely and enormously celebrated by the leespose queen she is to be.

There is a portrayal of the royal wedding celelorati that may continue for

8 Raby, p. 59.
8 Raby, p. 59.
8 Wwilde, ‘The Remarkable Rocket’, p. 310.
8 wilde, ‘The Remarkable Rocket’, p. 310.
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several days and nights, giving the chance forpaple of the country to take
part in the celebrations in their own way, andxpress their happiness. Trhe
Arabian Nightsthis issue is repeated in many stories. An exarapkhis is in
the story of ‘Taj Al Muluk’, where a princess is toarry a king of a faraway
kingdom, and her bridal celebrations are highlystdered:
Now when all things needful for the bride were reathe King caused
the tents to be carried out, and they pitched #mpcwithin sight of the
city, where they packed the bride’s stuffs in chemtd got ready the
Greek handmaids and Turkish slave-girls, and pexvithe Princess with
great store of precious treasures and costly jewélsn he had made for
her a litter of red gold, inlaid with pearls andrsts of price, and set
apart two mules to carry it; a litter which waselikne of the chambers of
a palace, and within which she seemed as she wetkeoloveliest
Houris, and it became as one of the pavilions oaélae. And after they
had made bales of the treasures and moneys, anlbdaetl them upon
the mules and camels, King Zahr Shah went forth wér for a distance
of three parasangs; after which he bade farewdietoand to the Wazir
and those with him, and returned to his home idmgas and safefy.
The wedding celebrations are portrayed similarlypath works: long, detailed,
and emotional, descriptions. Similarly in both ssy the story of ‘Taj Al-
Muluk’ and ‘The Remarkable Rockethe reader thinks that the story is about

the Prince and the Princess who get married, ustbry, as usual, twists into

another direction.

‘The Fisherman and his Soul’
Thus far, | have marked out some of the more ols/gmilarities betweeihe
Arabian Nightsand Wilde’s short fiction. However, ‘The Fishermand his

Soul’ carries even more parallels wikhe Arabian Nights

87 Burton, I, 184.
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| would like to propose that although most critias, mentioned earlier,
consider Wilde’s fairy tales in connection with mlgr Western literature; and
despite Christopher Nassaar’'s judgement that ‘Wddéberately responds to
and counterpoints at [...] Andersen’s, “The Shado®”and ‘The Little
Mermaid'® there is still the possibility of looking at Wildeshort stories, and
his fairy tales in particular, from an Arabian-Niglpoint of view.

Nassaar compares Wilde's ‘The Fisherman and hisl’ So Hans
Andersen’s ‘The Shadow’ in various points. He fildat both stories share the
idea of the triumph of evil over purity. He alsongoares both stories in that
Wilde’s Fisherman casts away his Soul and Andessk@rned man casts away
his Shadow. Both young men are motivated by lowe: Fisherman loves a
mermaid and the learned man loves Poetry whichldwela beautiful female
body. Both the Soul and the Shadow go through éxpegs that show them
how much brutality, evil, immorality, and sinfulreeshis big world contains.
Survival is what makes both the Soul and the Shaolmyvany price required to
subsist, even if the price is the death of theidibs, that is, the death of the
Fisherman and the learned man. On the other haadsddr examines the
differences between the texts and he claims tluatirary to Andersen, Wilde
does not leave space for the reader’s imaginatmadsse of his full descriptions
and explanation. He also shows the difference bewthe character of
Andersen’s learned man, and Wilde’s ordinary Fistaar, who has ‘real
knowledge: he knows the value of lov&Finally, he compares the endings of

both stories where both protagonists die. Howether,Fisherman and his Soul

8 Nassaar, p. 217.
8 Nassaar, p. 218.
% Nassaar, p. 222.
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find salvation, because, as Nassaar argues, theistpresented in a Christian
framework, so the body and the soul reunite andbtain their innocence in
their life after deatli* whereas the ending of the learned man and hisd8hid
‘nihilistic’, where there the Shadow survives tripiantly only after the death of
its body.

Nassaar also links the Fisherman’s love for thenvéad, in Wilde's ‘The
Fisherman and his Soul’, to that of Coleridge’siancmariner. This is because
at the beginning ‘the fisherman’s love is incomgjetor it is limited to the
beautiful mermaid® But what of Coleridge’s own use @he Arabian Nights
techniques or ideas in his poet?yToleridge was strongly attached The
Arabian Nights tales of wonder* In the ‘Ancient Mariner’ in particular,
Coleridge compares the doom of the ancient maramel his comrades after
killing the Albatross to that of the merchant whidiska jinn by throwing,
unintentionally, a date stone after which the genither begins to take

revenge’

! Nassaar, p. 223.

%2 Nassaar, p. 222.

% See Chapter Three “The Old Man of the Sea’: Jos@pnrad and’he Arabian Nights pp.
170-71.For more on Coleridge’s influence Be Arabian Nights see Allan Grant, ‘The Genie
and the Albatross’, iThe Arabian Nights in English Literature: Studiestihe Reception of the
Thousand and One Nights into British Cultuegl. by Peter Caracciolo (Houndsmill: Macmillan,
1988), pp. 111-29; Robert Irwifhe Arabian Nights: A Companiofiondon: Tauris Parke,
2004), pp. 266-67; Muhsin Jassim Alicheherazade in England: A Study of NineteenthuBent
English Criticism of the Arabian Night&Colorado: Lynne Rienner Publishers; in assoamtio
with Baghdad University Press, 1981), pp. 40-79.

% Ali, pp. 41, 75. See ‘Introduction’, pp. 12-18ee also, Chapter Three “The Old Man of the
Sea’: Joseph Conrad afitie Arabian Nightspp. 170-71.

% See Irwin, p. 266. The comparison can be undedsiman the general atmosphere of the poem
where spirits seek revenge on the ancient marindr tae crew after the mariner kills the
albatross. The ‘Night-mare Life-in-Death’ threatehe mariner of facing punishment, which is
worse than death, for his killing the bird. Later, avhen the mariner starts seeing the beauty of
the sea creatures he previously scorns, his ctags $ disappear until he finally prays and fully
understands his guilt, he becomes freed from tlisecand the threat that befall him. For the
angered spirits that follow the mariner and theache revenge, see ‘The Rime of the Ancient
Mariner’, Part Il, line 134, and Part V, line 403.
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In addition to Coleridge, Wilde is said to have asmiration for Sir
Walter Scott, W. M. Thackeray, and Robert Louisv8tson® and it has been
strongly argued that these writers have, eitheddmndor clear, connections with
The Arabian Night&’ Thus, and by extension, | propose an emphasiketirtk
between Wilde an@he Arabian Nightas the basis of my study.

| would like to propose here a series of correspands between ‘The
Fisherman and his Soul’ affdhe Arabian Nightsstory, ‘The Fisherman and the
Genie’. In the former, a Fisherman throws his mdy @o bring the supernatural
to the surface:

Every evening he went out upon the sea, and ongrey¢he net was so

heavy that hardly could he draw it into the boahdAe laughed, and

said to himself, “Surely | have caught all the fislat swim, or snared
some dull monster that will be a marvel to mensa@mething of horror
that the great Queen will desire,” and putting Hoall his strength, he
tugged at the coarse ropes till, like lines of béumamel round a vase of
bronze, the long veins rose up on his arms. Heeigg the thin ropes,
and nearer and nearer came the circle of flat cankd the net rose at last
to the top of the water. But no fish at all wastinnor any monster or
thing of horror, but only a little Mermaid lyinggaaslee®

In ‘The Fisherman and the Genie’, a very similegre is portrayed. At
the beginning of this story, the fisherman drops et into the water several
times with no success and plenty of frustratiort, finally, he too captures a
magical object: a genie trapped in a bottle by Ksugomon®®

he cast the net again into the sea, and waited t¥ias still; when he

attempted to draw it up, but could not, for it duio the bottom. And he

exclaimed, There is no strength nor power but ird!Ge and stripped
himself again, and dived round the net, and pulleghtil he raised it

% pathak, pp. 119, 120.

%" SeeThe Arabian Nights in English Literatur@988), and Irwin's,The Arabian Nights: A
Companion(2004).

% Wilde, ‘The Fisherman and his Soul’, p. 248.

% Pinault, p. 36.
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upon the shore; when he opened it, he found irbintde of brass, filled
with something and having its mouth closed withtepger of lead,
bearing the impression of the seal of our lord Bukn. At the sight of
this, the fisherman was rejoiced, and said, Thisllisell in the copper-
market; for it is worth ten pieces of gold. He theook it, and found it
to be heavy, and said, | must open it, and see ishatit, and store it in
my bag; and then | will sell the bottle in the ceppnarket. So he took
out a knife, and picked at the lead until he ex&dat from the bottle. He
then laid the bottle on the ground, and shookh#t its contents might
pour out; but theit® came forth from it nothing but smoke, which
ascended towards the sky, and spread over theofdhe earth; at which
he wondered excessively. And after a little whileg smoke collected
together, and was condensed, and then became edgitahd was
converted into an 'Efreet, whose head was in thadd, while his feet
rested upon the grourit

Both these paragraphs show the similarity betwdssn tivo stories: both

fishermen cast their nets to the sea hoping fooadgsource of living, but

contrary to their expectations, their nets catghesuatural creatures that change

their lives forever. InThe Arabian Nightdale, after the fisherman spares the

genie, the genie decides to help the fishermanrheaah by leading him to the

pond in which the coloured magical fish, who caeadp are found

The fisherman followed the Marid until they hadttgd and neighboured
of the city, and ascended a mountain, and descentied wide desert
tract, in the midst of which was a lake of wateeréithe 'Efreet stopped,
and ordered the fisherman to cast his net and dakee fish; and the
fisherman, looking into the lake, saw in it fishafferent colours, white
and red and blue and yellow; at which he was asheuai; and he cast his
net, and drew it in, and found in it four fish, baftsh of a different
colour from the others, at the sight of which Heired %

In discussing Tzvetan Todorov’s study of the supemal element iThe

Arabian Nights Muhsin Jassim Ali writes: ‘It [the supernatural mainly

introduced to transgress class distinctions aretethy, to fulfil the protagonist’s

1% This is how the word appears in Lane’s translation
10| ane, 1, 70-71.

192 For the first time the fish speak, see Lane, |, 89
1% ane, 1, 87-88.
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wish to marry the princes§? For example, in the story of ‘Alaa Addin and the
Magic Lamp,” Alaa Addin’s love for Princess Badr-Budur ‘would have
remained a dream forever without the interventibthe supernatural force&®
Thus, in order to achieve his goal, the Fishermaeks the help of the
supernatural.

When the Fisherman applies the witchcraft, ‘thethegeemed to spin
beneath his feet, and his brain grew troubled,aagceat terror fell on him, as of
some evil thing that was watching him, and at lestbecame aware that under
the shadow of a rock there was a figure that hadbeen there beforé® A
mysterious man appears ‘dressed in a suit of blablket’; there is a description
of how he looks which increases the impressionisfnmysteriousness. This is
quite a familiar scene iThe Arabian Nightsin the stories where magic is
employed. This is clear in the example discussed@bwhen the Genie appears
from the sealed bottle. It can also be seen indAdadin and the Magic Lamp’
when Alaa Addin rubs the magic ring given to him the African magician,
producing a ‘demon of enormous size and dreadfok’jé°” and, of course,
when Alaa Addin rubs the magic lamp and the masSiaie appears from it.

Wilde’s young Fisherman is rebellious, just likeaBrayar, and his Soul
can be compared to Shahrazad in that it tells hmtaftic and captivating stories
and tries to drag his attention from his own waddits world. This, likeThe
Arabian Nightsis also presented in a story-within-a-story teghe. In Wilde’s

story, the Soul tells the body of the Fishermarfed#t stories within the main

194 Muhsin Jassim Ali, ‘The Growth of Scholarly Intetén theArabian Nightg in The Arabian
NightsReadey ed. by Ulrich Marzolph (Michigan: Wayne State \dmisity Press, 2006), p. 11.
195 Quoted in Ali, ‘The Growth of Scholarly InteresttheArabian Nights p. 11.

1% wilde, ‘The Fisherman and his Soul’, p. 254.

197 Husain HaddawyThe Arabian Nights II: Sindbad and Other Populaor&ts (New York:
Husain Haddawy, 1995; repr. New York: Everyman’srary, 1998), p. 92.
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story. The first story told by the Soul is about thorality of Wisdont?® while
the second story is about the Riches of the w8Hl@he third and last story by
the Soul is about the dancer; it is this story ttratks the Fisherman and
weakens his will, enabling the Soul to return te tiody*'° Almost all the
stories told by the Soul have an Eastern mood.€eTaer specific Eastern names
that either describe people or places, such ascMetSyria’, ‘the Indian sea’,
‘Schiraz’, ‘Nubian’, ‘Dervish’, ‘bazaar’, and moref which most are associated
with The Arabian Nights
In this story, as inThe ArabianNights religion is present; Judaism,
Christianity and Islam are all referred to. Theahisays to the Fisherman, ‘It is
a Sabbath, and He will be thefé“The Fisherman, elsewhere, ‘made on his
breast the sign of the Cross and called upon tHg hame.™'? When the
Fisherman goes to the priest in order to consutt &lbout how he can send his
soul away, the priest is shocked,
And the Priest beat his breast, and answered, kAack, thou art mad,
or hast eaten of some poisonous herb, for the Sabke noblest part of
man, and was given to us by God that we shouldynad® it. There is no
thing more precious than a human soul, nor anykatting that can be
weighed with it. It is worth all the gold that is the world, and is more
precious than the rubies of the kings. Thereforg,son, think not any
more of this matter, for it is a sin that may netfbrgiven [...] for [the
Sea-folk] there is no heaven nor hell, and in mgitbhall they praise
God’s namé??

The teaching of Christianity is obvious in the poes paragraph, and its

presence is emphasised throughout the story.

198 see Wilde, ‘The Fisherman and his Soul’, pp. 287-6

199 see Wilde, ‘The Fisherman and his Soul’, pp. 260-6

10 For the story, see Wilde, ‘The Fisherman and bisI'Sp. 265.
11 wilde, ‘The Fisherman and his Soul’, p. 253.

H12ilde, ‘The Fisherman and his Soul’, p. 255.

13 wilde, ‘The Fisherman and his Soul’, pp. 250-51.
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The name of Prophet Muhammad is mentioned wheSth narrates to
the body the adventure it makes during the firsir yg separation between them.
The Soul says, ‘Then he asked me who was the pragblteod, and | answered
him Mohammed?** The Quran, also, is mentioned: ‘there was a gresthon
which the Koran was embroidered in silver letteyghe hands of the angefé?®
Thus, as it is clear from the quotations aboveaidud, Christianity, and Islam
are alluded to, and are combined in one story. €ails to mind the stories of
the Hunchback cycle, where a Jew, a Christian, anMuslim all play a
fundamental role in the story; in fact, the stayased on their roles. Generally
speaking, the fraternal association between treetheligions is strongly present
in The Arabian Nightsmirroring, in a wider context, the culture as laoke.

Slave markets, which are portrayed in ‘The Fisheriewad his Soul’, can
be compared to the onesTihe Arabian Nightseven the Fisherman is asked by
the merchants to sell them his bdd§/But what seems to be more similarTtoe
Arabian Nightsis the description of caravan journeys, wheréngtg were forty
camels in the caravan, and the mules were twidg fornumber.**’ Caravans
are also used ihe Arabian Nightso travel with royal brides who are brought
to a certain kingdom from far, far away. The brideusually accompanied by
numerous maids and slave girls to be at her selidenere is a portrayal of the
slaves who prepare food for the passengers or tlestg during the famous

caravan journeys; ‘A negro brought me some mardis ima wooden dish, and

4 wilde, ‘The Fisherman and his Soul’, p. 257.

15wilde, ‘The Fisherman and his Soul’, p. 261.

1% 5ee Wilde, ‘The Fisherman and his Soul’, p. 251.

17wilde, ‘The Fisherman and his Soul’, p. 257.

18 See the discussion of Wilde’s ‘The Remarkable Rckarlier in this chapter.
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a piece of lamb’s flesh roasted® This, in turn, is described in this story with all
that happens throughout the journeys, includingswadventures, supernatural
incidents, and others, including the stories of/estawho serve food for their
masters and their guests. This is exactly whabisd in numerous stories of
The Arabian Nightswhere the adventures of the central characterpantrayed,

either in the deserts, or in the city. In Wildetery, there are also depictions of
Arab hospitality, feet painted with henna, womed #re way they dance, veiled
women, and merchants of soft goods. This, all,agtvconsidering as a possible
connection between Wilde’s ‘The Fisherman and losl'Sand The Arabian

Nights

The Mermaid in Wilde’s story is beautiful, and éifént:

Her hair was as a wet fleece of gold, and eachragphair as a thread of
fine gold in a cup of glass. Her body was as wivitey, and her tail was

of silver and pearl. Silver and pearl was her tild the green weeds of
the sea coiled round it; and like sea-shells waredars, and her lips
were like sea-coral. The cold waves dashed ovecdidrbreasts, and the
salt glistened upon her eye lids [...] She is fatrem the morning star,

and whiter than the modA’

In The Arabian Nightsstory of ‘The Fisherman and the Genie’

[T]he wall of the kitchen clove asunder, and theaene forth from it a
damsel of tall stature, smooth-cheeked, of perfecin, with eyes
adorned with kohl, beautiful in countenance, anthwieavy, swelling
hips; wearing a koofeeyeh interwoven with blue ;sikth rings in her
ears, and bracelets on her wrists, and rings dét pvecious jewels on
her fingers; and in her hand was a rod of Indiare¢d

And in Haddawy'’s version:

19wilde, ‘The Fisherman and his Soul’, p. 257.
120\ilde, ‘The Fisherman and his Soul’, pp. 248-51.
2L ane, I, 89.
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[T]he kitchen wall split open and there emerged aiden with a

beautiful figure, smooth cheeks, perfect featumas] dark eyes. She

wore a short-sleeved silk shirt in the Egyptianlestembroidered all

around with lace and gold spangles. In her earsvetie dangling

earrings; on her wrists she wore bracelets %2 ]
The above passages give clear examples of furitmdasties between Wilde's
story andThe Arabian Nightsin an unsigned review in tHgaturday Reviewf
6 February 1892, it was stated that: ‘It is pattidy satisfactory to learn that the
mermaid’s tail was of pearl-and-silver. There hasrban impression in many
circles that mermaids’ tails are green, and we laweays thought that it would
be unpleasant to embrace a person with a greemBtdipearl-and-silver iguite
different.”?® 1 would like to refer here to the coloured magghfin The Arabian
Nights ‘The Fisherman and the Genie’, and to proposmlalbetween the two
stories. The Arabian story would not have had them it has if the fish had not
been coloured in this magical way: ‘the King wasessively astonished at
them, for he had never seen any like them in theeseoof his life?* Giving the
fish colours not usually found in nature has adaethe fascination of the story.
Similar seems to be Wilde’'s attempt to portray thikermaid’s fish tail
attractively.

The fish tail brings to mind a comparison betwesns story of Wilde’s
and a famous story imhe Arabian Nightswhich has been neglected by critics
for no obvious reasons. The story is called ‘Abatalithe Fisherman and

Abdallah the Merman*® This story has plenty in common with Wilde’s story

despite the fact that the protagonists are malés.about a poor fisherman who

122 Haddawy,The Arabian Nightsp. 50.

123 Quoted in Beckson, p. 116.

124 ane, I, 88.

125 The title of this story in Lane’s translation iEhe Story of 'Abd-Allah of the Land and 'Abd-
Allah of the Sea’. See Lane, lll, 565.
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goes fishing everyday in order to feed his familyem children and their mother.
The tenth child is newly born, and the fishermandnees weary of providing
even the least in the way of sustenance. He gog®tsea but for long times his
net never catches any fish. This goes on for d&gthout the help of the kind
baker who offers him money and bread, he and hislfyawould no longer
survive. One day, he goes fishing with insisterened with the prayers and
encouragement of his wife. After many unsuccedsiuws, he casts his net and
pulls a very heavy thing which turns out to be anmaath a tail. At first, the
fisherman is terrified and thinks of this creatasea genie who has escaped King
Solomon’s sealed bottfé® But after the fear fades, the man with a tail seaess
the fisherman: ‘Come hither, O fisherman! Flee fnoin me; for | am a human
being like thee [...] | am of the children of theas | was going about, and thou
threwest upon me the néf’ Then, he introduces himself as Abdallah the
Merman.

The fisherman happens to have the same name, arMdeiman decides
to call him Abdallah of the Land after he calls bati Abdallah of the Sea. They
become good friends and each gives the other wbalat¢ks. Abdallah the
Merman provides Abdallah the Fisherman with variansl numerous jewels
from the deep sea to sell and overcome his hardsimp Abdallah the
Fisherman gives the Merman, upon his request sffitthe land of all kinds.
This recalls Wilde’s jewels that are ‘hidden instlplace — [...] jewels that are

marvellous *?®

126 5ee Lane, 111, 569.
127 ane, IIl, 569.
128 Quoted in Jullian, p. 248.
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The endings of the two stories differ, becausélle Arabian Nights
story, Abdallah the Merman rigidly ends his friehgis with Abdallah the
Fisherman upon a major difference in religiousdfeliHowever, the similarities
between ‘The Fisherman and his Soul' and ‘AbdaltAk Fisherman and
Abdallah the Merman’ are clear in the general aphese: two characters, one
on land and one in sea, meet and develop the tenéme of the story. The
stories they tell each other are about the incteddurneys they make. Ihhe
Arabian Night$s story, Abdallah the Fisherman narrates storieguaibthe
marvellous journeys he makes into the deep seaAtttallah the Merman, and
in Wilde’s story, the Soul travels and wanders teilld the Fisherman about its
experiences. Wilde’s Fisherman, thus, can be cosdp@ar Abdallah the Merman:
both are men of the sea; and the Soul can be cedhp@r Abdallah the
Fisherman: both are dwellers of the land. Thisdaaslto think of the similarities
between the story of ‘The Fisherman and his Soudl &he Story of Sindbad
the Sailor’.

Similar to the story of ‘Abdallah the Fisherman aAfhdallah the
Merman’, it is possible to shed light on the corimets between ‘The Fisherman
and his Soul’ and ‘The Story of Sindbad the Sailbriality is strongly present
in both stories: the Soul and the Body of the Histam on the one hand, and
Sindbad the Sailor and Sindbad the Porter on therdtand. In Wilde’s story,
the Soul narrates to the Fisherman:

And after a year was over the Soul came down tshioge of the sea and

called to the young Fisherman, and he rose ouhefdeep, and said,

‘Why dost thou call to me?’

And the Soul answered, ‘Come nearer, that | magplspath thee, for |
have seen marvellous things.’
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So he came nearer, and couched in the shallow weter leaned his
head upon his hand and listened.
And the Soul said to him, ‘When | left thee | tudney face to the East
and journeyed. From the East cometh everythingithadse. Six days |
journeyed, and on the morning of the seventh deagnie to a hill that is
in the country of the Tartars [..*4
In The Arabian Nights'Story of Es-Sindibad of the Sea and Es-Sindibathe
Land’**° Sindbad the Sailor tells Sindbad the Porter:
O porter, know that my story is wonderful, and llwiform thee of all
that happened to me and befell me before | obtainisdprosperity and
sat in this place wherein thou seest me. For Iretanot this prosperity
and this place save after severe fatigue and dreable and many
terrors. How often have | endured fatigue and itoimy early years! |
have performed seven voyages, and connected wih eayage is a
wonderful tale, that would confound the mind. Aiat which | endured
happened by fate and destiny, and from that wigchritten there is no
escape nor flight*!
In these passages, both the Soul of the Fishenma&Milde’s story, and Sindbad
the Sailor go on journeys that take a long timeotJfheir return they tell stories
about the marvels and wonders they encounter. The &mes back to the
Fisherman every year to narrate his adventureewige, Sindbad the Sailor
narrates to Sindbad the Porter the adventures treesaut in each of his
voyages.
The Fisherman and his Soul used to be on@hkn Arabian Nightsit is
chance that brings together Sindbad the Sailorsandbad the Porter; however,

after their acquaintance, Sindbad the Sailor startonsider Sindbad the Porter

as his equivalent, and neither eminence nor weattes between thet’

129ilde, ‘The Fisherman and his Soul’, p. 257.
130 This title appears in Lane’s translation.

311 ane, 1I, 4.

132 5ee Ghazoul, p. 125.
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Moreover, not only do the Fisherman and his Sowhimd one of
Sindbad the Sailor and Sindbad the Porter, but thew division can also be
compared to ‘the split oneness of Sindb&t.That is, Sindbad ‘alternates
between two impulses: one is the desire for thtadisand the dangerous that
borders on the deathly, and another, the homessskard the desire to settle
and establish roots, and impulse for Iif&’

Although the motives are different, both the Fisha&n’'s Soul and
Sindbad the Sailor experience various adventurdsnarrate them back to their
‘dual’. Moreover, what makes the two stories simitathat in both stories one
of the duals experiences his adventures in theasehthe other does so on land.
Both the Soul as well as Sinbad the Sailor stait tidventures on their own, but
then they meet with groups of people with whom they and go through many
experiences and explorations. In every voyage Siddbakes, he encounters a
group of people to continue his adventures with.é&s@mple, in his first voyage
he encounters the men of King Mihrajan who wait foe seahorse at the
beginning of every month to breed their mar8snd in his second voyage he
meets the group of merchants who collect diamonglsusing slaughtered
sheep*® In the first voyage, one of King Mihrajan’s menpapaches Sindbad
and asks him who he is, and then Sindbad introdoiraself and reassures the
people that he does not cause any threat or damg¢jeem:

Who art thou, and whence hast thou come, and whheicause of thine

arrival in this place? So | answered him, O my mrasnow that | am a

stranger, and | was in a ship, and was submergé#teisea with certain
others of the passengers; but God supplied meamtboden bowl, and |

133 Ghazoul, p. 114.

134 Ghazoul, p. 114.

135 Haddawy The Arabian Nights JIp. 7.
136 Haddawy The Arabian Nights JIp. 15.
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got into it, and it bore me along until the wavastame upon this island.
And when he heard my words, he laid hold of my hand said to me,
Come with me'*’

In the second voyage, for instance, and after @sgdpe valley of serpents and
the huge snake in the cave, Sindbad is approachedd of the merchants and

is asked about himself and how he got to whershe i

he said to me, Who art thou, and what is the rea$d¢imy coming to this
place? | answered him, Fear not, nor be alarmed;gdm a human being,
of the best of mankind; and | was a merchant, apdate is marvellous,
and my story extraordinary, and the cause of myiegno this mountain
and this valley is wonderous to relate. Fear rmtiliou shalt receive of
me what will rejoice thee: | have met with me abamce of diamonds, of
which | will give thee as much as will suffice thbg other means:
therefore be not timorous nor afrad.

Sindbad performs part of his adventures on his @md, in the other part he is
joined by others. They ask him who he is and hedhices himself, repeatedly
in every voyage. Similarly, in ‘The Fisherman ans Soul’, the Soul travels in
all directions and meets with different people aratious adventures. For
example, in the first journey, the Soul travelst @asl starts the adventure. After
a while, it meets a group of merchants:
When the moon rose | saw a camp-fire burning onplae, and went
towards it. A company of merchants were seateddauon carpets [...]
As | came near them, the chief of the merchants tgs and drew his
sword and asked me my business. | answered | iPagiee in my own
land, and that | had escaped from the Tartars, dt sought to make

me their slave. The chief smiled [...] and took methg hand, and
placed me by his sidé?

37 ane, 11, 8.
138 ane, I, 20.
139Wilde, ‘The Fisherman and his Soul’, p. 257.
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The Soul, as well as Sindbad, narrate their featiulies to the people they meet
and they tell them how they escaped a certain darage then they get help
from the others.

Like Sindbad the Sailor who returns home after eafchis adventures,
the Soul always returns to the Fisherman after gacimey and narrates its
stories of marvels. Sindbad the Sailor re-addreSssdbad the Porter after each
narration: ‘Then Sindbad the Sailor had SindbadRbeer dine with him and
gave him a hundred pieces of gold saying to himpu'Yhave cheered us
today.”**° Similarly, the Soul returns to the Fisherman aéach journey and
talks to him in attempts to convince him to reunviéh it again:

And after a year was over the Soul came down talioge of the sea and

called to the young Fisherman, and he rose ouhefdeep, and said,

“Why dost thou call to me?” And the Soul answer&hme nearer, that

| may speak with thee, for | have seen marvellbirgys.™**

In both stories, the fascinating narrations talee@lfor a reason: the Soul wants
to return to the body of the Fisherman, and SindbadSailor wants to convey
some wisdom to Sindbad the Porter who complainsitaldg poverty and tiring
life, because, at the end of both stories, theiaineached. The Soul returns to
the Fisherman, and Sindbad the Porter is taughleson that there are many
hardships in life but one should know how to liee thappy moments of this
life.**2 At the end of both stories, the duals remain togretntil the moment of
death. The story of Sindbad concludes as followsd upon this, Es-Sindibad

of the Sea bestowed favours upon him, and madehtsrhoon-companion; and

140 Haddawy The Arabian Nights JIp. 11.
141 wilde, ‘The Fisherman and his Soul’, p. 257.
142 5ee HaddawyThe Arabian Nights JIp. 51.
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he quitted him not by night nor by day as long heytboth lived.*** In
Haddawy’s version the end is as thus: ‘SindbadRbger said to Sindbad the
Sailor, “For God’s sake, pardon me the wrong Iybd,” and they continued to
enjoy their fellowship and friendship, in all chesrd joy, until there came to
them death’* Likewise, when the Soul enters the body of th&@étiman at last,
after various effortful trials, death comes:

And his Soul besought him to depart, but he wowlt] so great was his

love. And the sea came nearer, and sought to dokemith its waves

[...] And as through the fullness of his love his tiehd break, the Soul

found an entrance and entered in, and was onehawttheven as before.

And the sea covered the young Fisherman with itsea/4®
The Fisherman desires death with his beloved Mermdio dies during, and
because of, his absence. When his heart breakSothiinds an entrance to the
body, because when the Fisherman dismisses theabdkié beginning of the
story he refuses to give it his heart upon its deinghis is why the Soul does
not find a way to enter the body for long yearsiluite heart of the young
Fisherman breaks. Although there are major diffeesnin both stories, their
ends seem to be similar in the concept of deaér edunion.

| would like to draw attention to the similar lired journey of both
Sindbad and the Fisherman’s Soul. Sindbad alwagarteefrom a certain place,
which is Baghdad, and returns to the same plaee a#ich voyag&?® Similarly,
the Soul travels from where the Fisherman is, ighéstbm the shore of the part of
the sea where the Fisherman and the Mermaid lind,itareturns after each

journey to the same place to narrate the storigked-isherman. Both Sindbad

13| ane, IIl, 76.

144 Haddawy The Arabian Nights JIp. 51.
145wilde, ‘The Fisherman and his Soul’, p. 271.
146 Ghazoul, p. 111.
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and the Soul have no specified destination befoeg tlepart?’ They travel to
where destiny takes them. However, Sindbad an&the differ in the motives
of their travelling. Sindbad travels in search ttog unknown, for adventure, and
for experiencé®® while the Soul travels because of ‘a lack’, whistsimilar to
that of Ulysses as argued by Ferial Ghazodlhe Arabian Nights: A Structural
Analysis(1980)**° Sindbad has everything, unless he wants dangepexnildus
discoveries?° whereas the Soul needs the body and the hedredfisherman;
it needs to return to the Fisherman, so its traaeés part of its attempts to
achieve its goal.

It is interesting to compare the uses of repetiiiorboth The Arabian
Nightsand ‘The Fisherman and his Soul’. Etsuko AoyagiThe Arabian Nights
and Orientalism(2006), examines the different types of repetitiloat occur in
The Arabian Nightssuch as repetitions in expressions, repetitiorsharacters,
and repetitions in content. | would like to prop@&omparison betweerhe
Arabian Nightsand ‘The Fisherman and his Soul’ in terms of rigpes in
expressions. Aoyagi argues that the expressioreatep inThe Arabian Nights
are divided into two basic categories; the firstal®out repetitions at ‘Night
Breaks’, which are the exact repeated sentendbe d&teginning and end of each
night. The second category is called ‘Stock Desicmg’, which is about giving

general but common descriptions of characters. &mmmple, describing

147 Ghazoul, p. 111.

18 Ghazoul, p. 111.

149 Ghazoul, p. 111. Ferial Ghazoul argues that Ulssainlike Sindbad, because Sindbad has
everything, but he travels for search of the unkmowhile Ulysses travels due to ‘a lack’.

1%05ee Ghazoul, p. 112.
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handsome men as moon-like, beautiful women as pat@ath like pearls, or
giving horrifying descriptions of monstels.

In The Arabian Nightsbefore each story the following phrases are
repeated: ‘It has been related to me, O happy Kitfgl heard, O happy King,
that’; *°3“It is said, O wise and happy King, that*and ‘It is related, O wise
and happy King, that'> After the end of every night's storytelling, the
following passage is repeated throughout the stotfe

Here Shahrazad perceived the light of morning, disgontinued the

recitation with which she had been allowed thuddgiroceed. Her sister

said to her, How excellent is thy story! and howesti~ but she
answered, What is this in comparison with that WHiwvill relate to thee

the next night, if | live, and the king spare maidAthe King said, By
Allah, | will not kill her until | hear the remaired of her story?>’

Or,

But morning overtook Shahrazad, and she lapsed sitemce. Then
Dinarzad said, ‘What a strange and entertainingystS8hahrazad replied,
‘What is this compared with what | shall tell yawrrtorrow night if the
king spares me and lets me liva¥
In ‘The Fisherman and his Soul’ there is a repediatbgue which is similar to
Shahrazad’s refrain. This dialogue is between tsbdfman and the Soul, and

takes place every year at the same time, whendbkeVssits the Fisherman and

tries to persuade him to reunite with it. The digle is as follows: ‘Why dost

151 5ee Etsuko Aoyagi, ‘RepetitivenessTihe Arabian NightsOpenness as Self-Foundation in
the Thousand and One Nightsn The Arabian Nights and Orientalism: PerspectivesrfrEast
and Wested. by Yuriko Yamanaka and Tetsuo Nishio (Londbawiris, 2006), pp. 70-71.

92| ane, I, 38.

133 Haddawy,The Arabian Nightsp. 25.

%4 Haddawy,The Arabian Nightsp. 17.

155 Haddawy,The Arabian Nightsp. 19.

1% The phrases may vary in different translations; they are usually consistent in each
translation.

57 ane, I, 43.

1% Haddawy The Arabian Nightsp. 216.
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thou call to me? [...] Come nearer, that | may kpedh thee, for | have seen
marvellous things.” This catchphrase is repeatadr adach journey the Soul
makes and after each return to visit the FisherHare, it is the same repetition
that is intended by Shahrazad as a form of hypridsEhere is a reference to
entering the mind when the Soul says, teasing: &dakere her feet, and they
moved over the carpet like little white pigeons.vBlehave | seen anything so
marvellous®® The soul tries to impress the fisherman and terhptsto go
back to his old self, get out of the supernaturel paranormal life he is living
with the Mermaid, and return to the real life whieeis supposed to be and live.
The Soul touches upon the Fisherman’s weaknesgriek to control him
psychologically, just like Shahrazad does to Shatarhe Fisherman is easily
teased, for when he ‘heard the words of his Scallifedgmembered that the little
Mermaid had no feet and could not dance. And atgiesire came over him,
and he said to himself, “It is but a day’s journeyd | can return to my
love™. 10!

The Soul succeeds in using this technique of repetand temptation.
The Fisherman goes with his soul to where it waygs$, there is always this
suspense and repetition, which calls to mind Shallfa thousands of
repetitions, day and night, over one thousand arelroghts. The Soul wittily
drags the Fisherman by distancing him graduallgnftbe sea and the whole city.
The Soul takes him, alluring, from a city to anaethiéhe Fisherman seems to be

in a sleep-walking state, following the Soul in @rdo reach his aim. The Soul

159 See Robert L. Mackrabian Nights’ Entertainmened. by Robert L. Mack (Oxford: Oxford
University Press, 1995), p. xxiii. Shahrazad’s hgtimmode is also discussed in Chapter Three
“The Old Man of the Sea’: Joseph Conrad artte Arabian Nightsin relation to Marlow’s
hypnotic narrative.

1%%wilde, ‘The Fisherman and his Soul’, p. 265.

181 wilde, ‘The Fisherman and his Soul’, p. 265.
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keeps telling the Fisherman: ‘It is not this cibyt another. Nevertheless let us
enter in.**? This is an answer to the repeated question byigherman, ‘Is this
the city in which she dances of whom thou didsa&p® me?*°® Furthermore,
there is a repetition of, ‘Be at peace, be at pe¥édhe Soul is delaying the
Fisherman in a similar way to how Shahrazad deflyashrayar's imprudence
one thousand and one nights by her various techsjgauch as suspense,
captivation, and hypnosis, for she succeeds irriegt@is deep psychology and
balancing it.

The techniques are very similar to those used bySbul as discussed
above; however, the results are different. Shaldrazarects what she and
everybody else consider as wrong. At the end, slserhes the one to construct
a happy and successful life because she achiegest af justice and brings
balance to society. On the contrary, the Soul, g to the Fisherman’s
understanding, is a destroyer of a happy life. Tikisvhy at the end there is
tragedy; it is not a ‘happily ever after’ ending.Tlhe Arabian Nightsthere is an
emphasis on the idea that

while the longing of love justifies many otherwisecially unacceptable

actions, there eventually comes a moment when arst raturn from the

intense subjectivity of love to face the objectinemlity of the world

around. And if one’s love has resulted in one’dirfgl into socially

untenable circumstances, unpleasant consequenaesthar natural

result®®

The Fisherman’s love for the Mermaid is sociallyaoceptable; it is wrong and

thus its results will definitely be wrong. The Fesiman and his beloved both die,

%2\vilde, ‘The Fisherman and his Soul’, p. 266.

183 wilde, ‘The Fisherman and his Soul’, p. 266.

%4 wilde, ‘The Fisherman and his Soul’, p. 266.

1% peter Heath, ‘Romance as GenreThe Thousand and One Night® The Arabian Nights
Reader ed. by Ulrich Marzolph (Michigan: Wayne State inisity Press, 2006p, 188.
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and the Soul dies with them. The Mermaid dies oflbee for the Fisherman,
just as Aziza ‘dies of lovesickness’ for Aziz wheserts her at a certain point
and for a certain reasdff. The Soul tries throughout the story to prevent the
Fisherman from casting it away; and after he ditdses to return to its body.
The Soul, despite its wickedness and the corruptiacquires from the world,
tries to do what is granted as right: a body am@ should be one entity, not
two. Disappointingly, one never knows what is rigimd what is wrong. Is it
right to sacrifice the soul for the sake of lover?i€it right to live a ‘normal’ life
and sacrifice love? Although the Soul returns te thody, they both die
tragically. The Mermaid dies following the Fishemsadeparture after his Soul.

Everyone dies.

In Islam number seven is highly significant. Allebmpleted the creation

in seven days. He also created seven skies, on $@avens and seven earths,
‘ A

1)’,**" which means, ‘It is He Who hath created for yolutlsihgs that are on

earth; moreover His design comprehended the heaf@nble gave order and

perfection to the seven firmaments; and of all deinHe hath perfect

knowledge'?®®  *+ 1 - O $R O ~#/0 $i1& " (
11 ¢ = 1%which means, ‘He Who created the seven heavenslooee

another: No want of proportion wilt thou see in tGeeation of Allah Most

1% Heath, p. 193.
167.(29) 5adl 5 ) sas
188 002. 029.
169(3) clldll s s
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Gracious. So turn thy vision against: seest thou feaw?*’° Number seven is
also important because it is present in some n@aorts in life. For example,
when a baby is born, there is a special celebratioen he or she completes a
week, or day seven, of life, and this is a way>gdressing or celebrating Allah’s
blessing. Moreover, when a person dies, in additirihe death and burial
ceremony, there is a special ceremony to be dorawatseven of a person’s
death in order for the dead to be at rest, merny, @eace. Although it has
become rare in modern Arab and Muslim societiemesgountries and some
societies still celebrate their weddings over sedays and nights. This is why

number seven in general is thought to be a symbolcampletion or

perfection:’* In ‘Surat Lugman’, the seven seas are mentioned,” 23
JM4) 6 7 6 18 92 #*3; <9  #<95* 3¢y 172

meaning, ‘And if all the trees in the earth werexgeand the sea, with seven
more seas to help it, the words of Allah could hetexhausted. Lo! Allah is

Mighty, Wise."”® Last but not least, in ‘Surat Al-Haqqga’ there isaase which

alludes to the notion of the number of days anthtsigf; 2 A BY) *C

5 & DCLEQ)3 BF8 )G B =H * # . =5 '“that means, ‘Which He

imposed on them for seven long nights and eighy lays so that thou mightest

have seen men lying overthrown, as they were hottowks of palm trees.®

'79067. 003.

" There are many more examples of the verses dfitig Quran in which number ‘seven’ is
emphasised.

172(27) Gl s ) s

7%031. 027.

T4 (7) &8ladl 5 ) g

175069. 007.
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Although the use of numbers is a familiar methodaitix literature!’® number

seven is closely associated with the Qur'an infitst place, followed byThe
Arabian Nights In The Arabian Nightsthe phraseléill »U 4x.’ means ‘seven
days and nights’ and is frequently repeated througlthe stories. Seven is a
fundamental number because it ‘is an emblematicheunthat stands for the
eternal return’”” Sindbad stops his voyages after the seventh voyamgkit has
been argued that he ends his narrative after hgpletes the seventh voyage and
not at another point, because according to MedidUaslim geographers the
world is divided into seven ‘regions’, and with tkeventh voyage, Sindbad
would have completed travelling the whole wor@in short, number seven,
along with ‘1001’, exemplifies infinity.’® Therefore, it is worth considering
Wilde’s use of number seven as an indication okjdes intertextuality of “The
Fisherman and his Soul’ afithe Arabian Nights

What | am arguing here is that Wilde seems to legusumber ‘seven’
in a comparable way to how it is used in the Mustinfture presented by the
Quran andThe Arabian Nightsin ‘The Fisherman and his Soul’, there is a
repeated phrase which the Soul utters when nagréSnjourneys: ‘Six days |
journeyed, and on the morning of the seventh day;{:2°and in another place,
‘Six days | journeyed along the highways [...] andtlb@ morning of the seventh
day | lifted up my eyes, and 0¥ Wilde's use of number seven corresponds in
interesting ways with its use in the Quran, axuassed above, especially given

that Wilde mentions the Qur’an in this particuleorg. In one of its journeys, the

178 See Ghazoul, p. 62. For the use of numbeThmArabian Nightssee Ghazoul, pp. 62-68.
Y7 Ghazoul, p. 114.

18 Ghazoul, p. 114.

179 See Ghazoul, p. 131. For more on the numeric fensee Ghazoul, pp. 62-68.
180wilde, ‘The Fisherman and his Soul’, p. 257.

181 wilde, ‘The Fisherman and his Soul’, p. 261.
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Soul enters a city that calls to mifithe Arabian Nights'City of Brass’: ‘The
walls [of the city] are cased with copper, and wedch-towers on the wall are
roofed with brass'® The Soul then, in attempting to enter the cityratas:
‘When | sought to enter, the guards stopped medaskene who | was. | made
an answer that | was a Dervish and on my way tocthyeof Meccca, where
there was a green veil on which the Koran was eméred in silver letters by
the hands of the angef$? It is possible, therefore, to compare the atmospime

Wilde’s descriptions to that dthe Arabian Nights

Considering Oscar Wilde’s short stories in relatioithe Arabian Nights
unlocks new possibilities and suggests new wayseafling his works. Most
critics have interpreted Wilde’s short stories &aidy tales in the light of social
criticism, and have explicitly linked them to Anden’s fairy tales. But what
about the possible sources of Andersen’s worksk dges, inHans Christian
Andersen: The Misunderstood Storytel{2005), argues that in “‘The Shadow’,
‘Andersen ingenuously reworks the folk motif of @hiaso’sPeter Schlemihls
wundersame Geschich{@814), in which a young man sells his shadowht® t
devil to become rich; and he also explores the hBgaotion of master-servant
in a fascinating way** Zipes goes on to argue that Andersen was insjbyed
the Danish Romantic Movement, in which Adam Oehtatéger played a
remarkable role, especially in his dramdéaddin or, The Wonderful Lamp

(1805).'® Andersen, moreover, and according to Niels Kofoed,Hans

82 \vilde, ‘The Fisherman and his Soul’, p. 261.

183Wwilde, ‘The Fisherman and his Soul’, p. 261.

184 Jack ZipesHans Christian Andersen: The Misunderstood StditéNew York: Routledge,
2005), p. 41.

18 Zipes, p. 17.
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Christian Andersen: Danish Writer and Citizen oé #World (1996), states that
‘Andersen, identifying with Aladdin, made his taldeitmotif in the drama of his
own life.”*® Thus, The Arabian Nightseems to have left a noticeable touch on
Andersen’s work; however, this touch appears tochegcally ignored, and
therefore, Wilde’s work has been restrictedly lidke Andersen’s, disregarding
any possible connection between Wilde ariee Arabian Nightsa point this
chapter attempts to underline.

The similar threads betwedime Arabian Nighteind Wilde’s stories vary
from one story to another. Most of the stories haiaglarities withThe Arabian
Nights based on the fairy-tale facdh some stories, however, the narrative
technique is the dominant aspect of resemblanceedest both works. In the
overall suggestion, the Oriental element is strppgesent in Wilde's fairy tales
and short stories, contrary to the opinions thaehexcludedrhe Arabian Nights
from the Wildean circle of comparisons.

Wilde, to some extent like Shahrazad, is a captigastoryteller who
decorates his narratives with the magical and tbederful. The power of the
word is major in the storytelling of Wilde and Shatad, both of whose
narratives ‘evolved through numerous performedivassand variations before
being constricted to print®” On the whole, it is possible to have an intertaktu
reading of Wilde’s fairy tales in the light afthe Arabian Nightslt can be
fruitful to suggest that although Wilde did notraly imitate the style and

techniques offhe Arabian Nightsthe touches of the Oriental work are clearly

186 Quoted in Zipes, p. 47.

187 Raby, pp. 50-51.
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present in his stories, but in a Wildean treatmdimus, it can be said that

Shahrazad’s stories are told in Wilde’s fairylands.
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‘The Old Man of the Sea’:
Joseph Conrad aritheArabian Nights

But for me all the East is contained in that visafmmy youth. It is all in

that moment when | opened my young eyes on it.

Joseph Conrad

Literary influence travels by many routes, all loémn indirect.

Gene M. Moore
Despite the fact that Joseph Conrad’s admiratiorthef East has long been
acknowledged, his connection withe Arabian Nightan particular has not
been recognised. This chapter is an attempt to dttemtion to the intertextual
connections betweefihe Arabian Nightsand some of Joseph Conrad’s short
fiction. My focus will be upon Conrad’s use of thaulti-layered narrative and
some other devices that can be linked to those ins€de Arabian Nightssuch
as the use of delayed decoding, lfesatz and dramatic visualisation. | am also
going to draw a comparison between Marlow and Sizau’'s function in the
frame story: being narrators and characters atst#me time, both link the
narrative and the audience. The hypnotic mode afldiéShahrazad will also
be explored.

Language plays a major role ithe Arabian Nightsand in ‘Heart of
Darkness’. | am going to compare both works in tewh the employment of
discourse and silence, and the use of the langofalyeng: lying as a means of
reaching an end, whether traditional or open, ¢éovtbrk. Interesting similarities

and differences between the works lie in their egsli Interestingly, for example,
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the deferral of closure, which is one of the masnhdus techniques ofhe
Arabian Nights is present in ‘Heart of Darkness’, with which riaere various
similarities. However, they differ in the mattertbe actual closure, becauEee
Arabian Nightsis a traditional text with a traditional endinghie ‘Heart of
Darkness’ is a modernist work with a less decigiMase. In pinpointing these
similarities and differences | will situate Conradlassic turn of the century tale
within the broader context of his short stories.

As with Robert Louis Stevenson and Oscar Wilde,r@d's ‘inspiration’
has largely been limited to a European frame oftimgi Cedric Watts, in
Conrad’s ‘Heart of Darkness’: A Critical and Conteal Discussion(1977),
considers the multi-layered narrative as origirgatirom a European frame of
writing, such asThe Canterbury Tales, The Decameron, The OdysselThe
lliad, ignoring any reference fBhe Arabian Nightsis a possible origihWatts
views the tale-within-the-tale technique associateth Conrad as becoming
popular at around the turn of the century, whemas used by European writers,
such as Guy de Maupassant, lvan Turgenev, Rudyaiihg Henry James,
Robert Cunninghame Graham, and H. G. Wels/ using the multi-layered
narrative technique, then, Conrad was joining & bbsther European writers,
which also included Honoré de Balzac, Victor Hugnd Charles Dickeng.he

Cambridge Companion to Joseph Coni@®96), for example, includes essays

! Robert G. Hampson, “The Genie out of the Bott@anrad, Wells, and Joyce’, the Arabian
Nights in English Literature: Studies in the Red@ptof the Thousand and One Nights into
British Culture ed. by Peter Caracciolo (Houndsmill: The MacmilRress, 1988), p. 218.

Cedric Watts relates the increased use of thewdlen-a-tale technique in the last decades of
the nineteenth century to the rise of the shorystnd its success as appearing in the periodicals
and magazines, as well as to the growing numbéaweéllers and traders during the turn of the
century who had many ‘tales to tell'. Cedric Wattdeart of Darkness’, inThe Cambridge
Companion to Joseph Conradd. by J. H. Stape (Cambridge: Cambridge UnitierBress,
1996), pp. 47-48.

2 Watts, ‘Heart of Darkness’, p. 46.

167



by Gail Fraser, Jakob Lothe, and Kenneth Grahanmvhith these connections
are discussed. Fraser states that Conrad folloledethniques of Maupassant,
Flaubert, and Turgenéand continues to argue that stories like, ‘Amyteos
(1901), ‘Typhoon’ (1902), and ‘The Secret Sharel9({9), are essentially
European in employing the unreliable narrator iadtef the ‘consistently
reliable story-teller®

Kenneth Graham claims that not only did Conrad aelrRlaubert and
Maupassant, but also that he was indebted to tmehtatheir literary realism.
Meanwhile, Owen Knowles states that Conrad wasiemdr of Wells’'s and
regarded him as a literary champion: his ‘Far Eassettings [...] fitted the taste
for exotic fiction created by Robert Louis Stevemsmd Rudyard Kipling®.As
we have seen, Stevenson’s useTbeé Arabian Nightgs clear. However, we
might speculate as to the latent, unconscious atahgible impact ofThe
Arabian Nightson the various European writers listed above,iqdarly given
what | suggested in the general introduction wasctimtrality of the tales within
the European imagination of the nineteenth andyeaventieth century. Of
course, in this chapter | want to move beyond tbafioed and confining
intertextuality of European literature, to pursuee tgenerally overlooked
relationship between Conrad’s short fiction drde Arabian NightsHere | will

pick up upon and pursue in more detail the suggestomments made by

% Gail Fraser, ‘The Short Fiction’, ifihe Cambridge Companion to Joseph Conedl by J. H.
Stape (Cambridge: Cambridge University Press, 1996)27, 34.

* Fraser, p. 36.

® Owen Knowles, ‘Conrad’s Life’, iThe Cambridge Companion to Joseph Conesdi by J. H.
Stape (Cambridge: Cambridge University Press, 199610. For more details on the critics’
opinion in this regards, seehe Cambridge Companion to Joseph Conrad. by J. H. Stape
(1996).
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Robert G. Hampson in his essay ‘The Genie out@Bbttle: Conrad, Wells and
Joyce’ inThe Arabian Nights in English Literatu(@988).

The Arabian Night$ narrative style became very popular in the second
half of the nineteenth century, and as Hampson ipuf§or writers, theNights
provided a pool of images and allusions and a cowaipen of narrative
techniques’® Hampson even touches upon some of the technigfieBhe
Arabian Nightsthat are used by Conrad. For example, he exantieesblique
presentation ofThe Arabian Nightsvhich Mia Gerhardt discusses Tine Art of
Story-Telling (1963), and in which the narrative shifts from aferacter to
another until it becomes a means of seeing thraugaracter’s eye the story of
the other characters, as if the character is anasg’. Hampson relates this
technique to ‘Heart of Darkness’ (1899prd Jim (1900), andChance(1914)’
He also discusses the ‘Chinese-box’ narrative stracand its employment by
Conrad in Marlow’s narratives. He gives an accairitow Conrad develops the
use of this technique from *Youth’ (1898) to ‘HeaftDarkness’ (1899) where it
becomes more profound and more complicated duketécbomplex interaction
between inner and outer narrativés’.

Hampson continues to argue that the relationshipvdsn The Arabian
Nights and Conrad is not only restricted to the novels ibialso extends to
Conrad’s shorter fiction, such as ‘Karain’ (189 Pe goes on to suggest that
there are other writers in different periods whevdronThe Arabian Nightsn
some of their masterworks, such as James Joyc&llysses (1922) and

Finnegans Wakg1939), and H. G. Wells iThe Time Maching1895), The

® Hampson, p. 218.
" Hampson, pp. 218-19.
8 Hampson, p. 220.
® Hampson, p. 222.
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Sleeper Awakeq1898), andThe Research Magnificenf1915). Hampson
suggests the link between Conrad &t Arabian Nightsnight be thought of
as subliminal as well as conscious, or involvingrédt contact’’® It is a
connection, he suggests, that does not just illateiConrad’s work, but which
deepens our understanding Bihe Arabian Nightsas, in Tzvetan Todorov’'s
words, a ‘narrative machiné'.

Although Watts acknowledges the popularity of tharyswithin-a-story
narrative technique at the turn of the century,attebutes this to ‘the poetic
convention of the dramatic monologue, exploitedBrsgwning and Tennyson,
and to the sophisticated employment of multiple-atars in Bronte’sNVuthering
Heights. ' Watts also adds that this technique could be faun@oleridge’s
poetry, and he specifies ‘The Rime of the Ancyenririere’!® Although Watts
disregards it, we have already seen in Chapter Thai Coleridge, like
Tennyson, re-used some ®he Arabian Nights techniques or ideas in his
poetry’* Coleridge emphasises the fact that he was ‘imptiss/ The Arabian
Nights in his own words he comments:

One tale [...] (the tale of a man who was compelteddek for a pure

virgin) made so deep an impression on me [...] that$ haunted by

spectres, whenever | was in the dark — and | ddyimremember the
anxious and fearful eagerness, with which | useddtch the window in

19 Hampson, p. 226.

" Hampson, p. 237.

12\vatts, ‘Heart of Darkness’, pp. 47-48.

13 Watts, ‘Heart of Darkness’, pp. 47-48.

1 For more on Coleridge’s influence B)e Arabian Nights see Allan Grant, ‘The Genie and
the Albatross’, inThe Arabian Nights in English Literature: Studiesthe Reception of the
Thousand and One Nights into British Cultured. by Peter Caracciolo (Houndsmill: The
Macmillan Press, 1988), pp. 111-29; Robert Iniihe Arabian Nights: A Companidhondon:
Tauris Parke Paperbacks, 2004), pp. 266-67; Mubassim Ali,Scheherazade in England: A
Study of Nineteenth Century English Criticism @& &rabian NightgColorado: Lynne Rienner
Publishers; in association with Baghdad Univer§itgss, 1981), pp. 40-79. See also Chapter
Two “Shahrazad in Fairyland’: Oscar Wilde aflde Arabian Nightsp. 141.
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which the books lay - & whenever the sun lay ugeent, | would seize it,
carry it by the wall & bask & read [..}f.

Coleridge, moreover, compared the doom of the Axcidariner and his
comrades after killing the Albatross to that of tmerchant inThe Arabian
Nights who kills a genie by throwing, unintentionally, sione of a daté®
Coleridge was strongly attached The Arabian Nightdales of wonder which
inflame the imaginatioft’ Unlike Coleridge’s dark influence byhe Arabian
Nights and Oriental tales in general, Tennyson’s readinfhe ArabianNights
was brighter and more optimistitIn ‘Recollections of theArabian Nights
Tennyson recalls pleasant childhood memories:

When the breeze of a joyful dawn blew free

In the silken sail of infancy,

The tide of time flow'd back with me,

The forward-flowing tide of time;

And many a sheeny summer-morn,

Adown the Tigris | was borne,

By Bagdat’s shrines of fretted gold,

High-walked gardens green and old;

True Mussulman was | and sworn,

For it was in the golden prime

Of good Haroun Alraschitf
Watts ignoresThe Arabian Nightsas a ‘familiar’ source of this narrative

technique and its relationship to a considerablaeta of literary works,

including, I will argue, the works of Conrad.

!5 Quoted in Robert IrwinThe Arabian Nights: A Companidhondon: Tauris Parke, 2004), p.
266.

% See Irwin, p. 266.

Y Muhsin Jassim Ali,Scheherazade in England: A Study of Nineteenth uBerEnglish
Criticism of the Arabian NightgColorado: Lynne Rienner Publishers; in assoaatigth
Baghdad University Press, 1981), pp. 41, 75.

18 See Irwin, pp. 267, 269.

19 Alfred Tennyson, ‘Recollections of th&rabian Nightg in Poetical WorkgBoston: Ticknor
and Fields, 1868), p. 5.
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In addition to Conrad’s being famous for using fn@me and inner
narrative, especially in ‘Heart of Darkness’ (1899ampson argues that some
of his texts exemplify what Mia Gerhardt calls tllique narrative’, ‘which
enhances the charm of several short stories irf1B@1 Nights™?° ‘Heart of
Darkness’ could be considered as one of these, texts

where a secondary character [...] assists the ocwareplays a small

part in it, and afterwards reports it [...] [The sedary character’s]

technique, however, is essentially a witnessindpriepie. The facts of
the narration are not presented straight, but ablig through one of the

characters, who tells them in the first person, leviplaying but a

subordinate part in the stofy.

This is one way Hampson classifies Marlow in ‘He#rDarkness’. Marlow is a
narratee; he is one of the characters until thendraarrator introduces him to
carry on the role of the narrator where he telks story using the first-person
style. The other way Marlow is presented in ‘HedrDarkness’ and ‘Youth’ is
by using the Chinese-box technique. This technigeeprding to Hampson, is
what characterises the narrativeTdife Arabian Nightsespecially because there
is ‘an interaction between the framed story andfiigsne’;?* and ‘Conrad’s
handling of Marlow involves a variety of such irgetions.?®

Hampson suggests that there may be a possibilityCohrad’s
‘indebtedness’ to Wells'SThe Time Machineand that in this case, Conrad

‘seems to have had direct contact with Mights'?* He argues that Conrad left

Poland in 1874, a year after a Polish translatiomhe ArabianNightsappeared

2 Hampson, p. 219. See also, Mia Gerhaftie Art of Story-TellindLeiden: Brill, 1963), pp.
384-85.

2L Gerhardt, pp. 384-85.

22 Hampson, p. 219. Hampson gives ‘Sindbad the Saitoan example, in his footnotes (p. 237).
% Hampson, p. 219.

% Hampson, p. 226.
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in 1873; besides, through his knowledge of Frehehmight have read a French
translation of the Oriental work. Another suggestie that Conrad might have
read Richard Burton’s version because he was stemtan Islam in general, as
well as in Burton in particula? However, my aim here is not to establish
beyond doubt the origins of Conrad’s fiction; | &amying to bring to light what
have been critically in the dark in terms of Corsadrguably unconscious
relationship withThe Arabian Nights

In several letters Conrad mentions ‘the old marnhefsea’ referring to
the story of ‘Sindbad the Saild?®.However, a better example is when, in a letter
to Ford Madox Ford in 1899, Conrad portrays ‘HedDarkness’ as a ‘geni out
of the bottle’’” a phrase which is clearly connected e Arabian Nights
Extending Hampson’s suggestive, but relativelytitepreading, this chapter is
not an empirical attempt to establish evidencehefihfluence ofThe Arabian
Nightson Conrad through direct and conscious allusicath&, it works more
speculatively to think about the indirect and peghanconscious connections
between these texts. For example, it might be pribgei to think about how
‘Heart of Darkness’ seems to uncannily ediie Arabian Nightsn terms of its
deployment of the mesmerising figure of the narrgkdarlow/Shahrazad), the

use of the oral tale for the ends of diversionmegainment, the significant use

% Hampson, p. 226.

% Hampson, p. 226. See aldoseph Conrad'’s Letters to R. B. Cunninghame-Graheun by
Cedric Watts (Oxford: Oxford University Press, 1869 71. See alsdhe Collected Letters of
Joseph Conraded. by F. R. Karl and L. Davies, 9 vols (CambeidGambridge University Press,
1983), I, 380. See also, Peter D. Molan, ‘Sinddsal $ailor: A Commentary on the Ethics of
Violence’, in The Arabian Nights Readeed. by Ulrich Marzolph (Michigan: Wayne State
University Press, 2006), p. 339.

2" Quoted in Hampson, p. 226.
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of deferral and postponement of narrative closame] the use of different
narrative styles and techniques that may be linkdtheArabian Nights™

Paul Wake, inConrad’s Marlow (2007), alludes to Conrad’s frame
narrative as being traced backTboe Arabian Nightsamong other masterpieces
that use the frame work narrative, such as Geoftegucer'sThe Canterbury
Tales Emily Bronté’s Wuthering Heights and William Shakespeare$he
Taming of the Shref Conrad is said to be ‘influencélby Antoine Galland’s
translation ofThe Arabian Nightsin the first place, and by the translations of
Edward Lane, John Payne, and Richard Burton. F&&lzoul also suggests
that the voyages of Sindbad are similar to the wark Conrad, because they
‘offer a special case of embedding’, which is ‘tteeé usual enframed story, but a
case of perspectivistitin which, as she specifies, the narration shiéisvieen
the third person and the first person, whereashé usual framed story, the
narrative is based on the ‘objective’ third persang not the ‘subjective’ first
persor? In ‘Heart of Darkness’, as well as in ‘Youth’, tfime narrative is
presented by the third person narrator; then tlemed story is presented by
the first person narrative mode. This makes anresteng link between the
works, because although they are framed narratikieg,have this special aspect
that differentiates them from other framing stori@s Ghazoul suggests.

| mentioned earlier in this chapter that Conrad seid to be an admirer

of Stevenson’s who was clearly influenced blge ArabianNights in New

% See Hampson, p. 228.

% paul WakeConrad’s Marlow: Narrative and death in ‘Youth’, Bt of Darkness, Lord Jim
and ChancéManchester: Manchester University Press, 20074, p

% Robert L. Mack,Arabian Nights’ Entertainmented. by Robert L. Mack (Oxford: Oxford
University Press, 1995), p. xviii. | am using Magkvord only to support my argument that there
is a strong possibility of a link between Conead The Arabian Nights

31 Ferial GhazoulThe Arabian Nights: A Structural AnalygiSairo: Cairo Associated Institution
for the Study and Presentation of Arab Culturaliéal 1980), p. 110.

32 See Ghazoul, p. 110.
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Arabian Nightg1882) andMore New Arabian Nights: The Dynamit@885). In
‘Heart of Darkness’, Conrad describes the solitadé the daunting atmosphere
of the ‘modern’ city:
A narrow and deserted street in deep shadow, higisds, innumerable
windows with venetian blinds, a dead silence, gsggm®uting between
the stones, imposing carriage archways right aftd ilemense double
doors standing ponderously ajar.
In another place Marlow says: ‘[tlhere must haverbelerks in the business,
though the house was as still as a house in atitye dead®* He goes on, ‘He
alluded constantly to Europe, to the people | waspsesed to know there —
putting leading questions as to my acquaintancéseisepulchral city*
| found myself back in the sepulchral city resegtthe sight of people
hurrying through the streets to filch a little mgneom each other, to
devour their infamous cookery, to gulp their unvésaime beer, to dream
their insignificant and silly dreams. They tresgassipon my thoughts.
They were intruders whose knowledge of life wasre an irritating
pretence, because | felt so sure they could ndilplgsknow the things |
knew3®
‘Deserted street[s], ‘dead silence’, ‘city of thead’, and ‘the sepulchral city’,
all calls to mind what Stevenson refers toMiore New Arabian Nightsvhen
Clara Luxmore, the main female character and onthefpivots that link the

stories inThe Dynamiter describes the terrifying emptiness of the citg #s

streets. She says: ‘the very houses seem asledpjlahat mighty heart is lying

3 Conrad Heart of Darkness and Other Tal@®xford: Oxford University Press, 2002), p. 110.
34 Conrad Heart of Darknessp. 111.
% Conrad Heart of Darknessp. 127.
3 Conrad Heart of Darknessp. 179.
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still.”®" In another place she expresses her fears of tiopodis: ‘But at this
hour, in this appalling silence, and among all ¢hsesring windows, | am lost in
terrors — oh, lost in then?® Those streets of the ‘modern’ city which are ffll
livelihood in the mornings look like graves at nigadward Challoner, the first
of the three characters whose adventures formttrg Bne of The Dynamiter
portrays the metropolis as ‘the grave is not mdemsthan this city of sleeg?
When Marlow describes the double doors that ardljhapen, he continues, ‘I
slipped through one of these cracks, went up a samg ungarnished staircase,
as arid as a desert, and opened the first doomeda.”® A similar passage is
found in Stevenson’sNew Arabian Nightsand which presents one of the
repeated images ifhe ArabianNightswhere he describes three people entering
a house and a metropolis, or to be more precisepdern’ city: ‘In dead silence
the three passed the door, which was immediatelyeld behind theni” The
streets are empty and sombre; the houses are agb&ated or easily
distinguished by their bleakness; many maze-likhgpand corridors are inside
the houses behind numerous doors; mysterious reoen®cked behind heavily
secured rooms; and the sense of desertednesslgréiere | am not comparing
the two descriptions in terms of being an outcoriha modernist discourse, nor
in reference to the general perception of the mpelie in thefin de siecle
Rather, | am trying to show the similarity in lamge, mood, and style of

writing between the two authors. Conrad, like Stewom, seems to portray the

3" Robert Louis Stevensomore New Arabian Nights: The Dynamitéew York: Charles
Scribner’'s Sons, 1915), p. 14. Stevenson is qudfififam Wordsworth in ‘Composed Upon
Westminster Bridge’, see note (123), p. 79.

3 StevensonThe Dynamiterp. 15.

39 StevensonThe Dynamiterp. 12.

0 Conrad Heart of Darknessp. 110.

“l Robert Louis Stevensomjew Arabian Nightsin The Works of Robert Louis Stevenson
Edinburgh edn, print. by T. A. Constable, 32 vdler{don: Chatto & Windus, 1894-1901) 1V,
(1895), p. 102.
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modern metropolis, and the mood of firede sieclen general, in an ‘Arabian
Nights'-like style, as | discuss in Chapter One to showcibrenection between
Stevenson’s metropolis affdhe Arabian Night&?

Before | further develop my argument, it is necesda give a brief
account of how Conrad considered writing shortiditctand the way he dealt
with its publication. Most of the time, Conrad had particular magazine or
periodical to publish in. Even when he startedasertvorks that were suitable
for periodicals, and which he called ‘sketches’,often developed these works
into longer fiction, that is, ‘either a long shatbry, or one of his novel§*He
defended the short form and thought of it as inynaays superior to the novel:
writing should not depend on the length of a wdrkaion according to Conrad,
because this does not affect its importafitéle emphasises this idea by
describing the value of short fiction thus: ‘It &ska small-scale narrative to
show the master's hand®. To be more precise, in his introduction The
Cambridge Companion to the Short Story in Engl2007), Adrian Hunter
refers to the ‘shortness’ of the short story agasitive’ aspect?’ It was not until
the last decades of the nineteenth century thatdheeption of the short story
changed from being a compressed novel, or in Hisnteords, ‘a fully realised
world in miniature*” to an independent type of fiction that presents tb its

brevity, ‘richness and complexity — or “multipligit to use James’s own

“2See Chapter One “Modern in his TraditionalismbkRrt Louis Stevenson arithe Arabian
Nights pp. 79-88.

“3 Fraser, p. 26.

4 Fraser, p. 28.

> Quoted in Fraser, p. 28.

4 Adrian Hunter, The Cambridge Companion to the Short Story in Bhg{Cambridge
University Press, 2007), p. 1.

“"Hunter, p. 1.
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word.*® The short story has become a separate, strongfraititl*® kind of
fiction, and it was favoured by many because itabse ‘the art of saying less
but meaning more® In a short story, ideas can be presented impligitthout
referring to them directly and without having teleng those ideas for giving
further explanation and providing more detailsrashie case of the nov&i The
short story as a form seems to have articulated tveldoubts and instabilities
that accompanied the turn of the century and tlife isko modernity. For these
reasons the short story has been described by Hamteeing “up to speed’ with
the realities of modern life’* This also is what drove Elizabeth Bowen to
describe the short story as the ‘child of the cente® and H. E. Bates to
illuminate the importance of the short story inage where people are ‘talking
faster, moving faster, and apparently thinkingeast'

At the level of print culture, what supported theerof, and market for,
the short story was the rapid emergence of new miagm and periodicals from
around the second half of the nineteenth centudy garticularly between the
1880s and 1890s. The remarkable rise of this mavkened with the modern
age. The technological development, for example #swanced printing
techniques and the invention of machine-made pageérto the blossoming of
the short story. By 1891 some magazines stoppetispiriy serialised novels,

and started to publish a short story in each iS3itemight be said that the

“8 Hunter, p. 2.

49 By ‘fruitful’ | mean that the short story has mmnber been considered as a smaller form of the
novel, and it conveys the meaning in its shorteaningful form, as well as content, without
depending on the novel to gain popularity and ssece

0 Hunter, p. 2.

*1 For more on the short story brevity, see Hunte®, p

*2 Hunter, p. 3.

%3 Quoted in Hunter, p. 3.

% Quoted in Hunter, p. 3.

% See Hunter, pp. 6-7.
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burgeoning of both the short story on the one hand,the serialised fiction on
the other hand was reciprocal, since although e of this market is what
sustained the short story, the short story, in,tprovided these magazines and
journals with material, because ‘[p]eriodical lda&ure is a huge open mouth
which has to be fed — a vessel of immense capaditgh has to be filled®® as
Henry James explains. There is something intrigyiSpahrazad-like about this
situation, in which the magazine industry growsd&pend, rather like King
Shahrayar, on an endless stream of stories.

Conrad differed from the writers of his age, andsail Fraser's words,
from ‘almost all Victorian and late-Victorian ficth writers’>” in that he did not
start with publishing in magazines and periodicést instance, his first two
works, Almayer’s Folly (1895) andAn Outcast of the Islandél896), were
novels and were not published as series. His $esialised works were ‘An
Outpost of Progress’, ‘The Idiots’, and ‘The Lagbim1896°% He did not have
any preferences with regards to publication; he mefamous for publishing in
one magazine rather than another; on the contnaynew how to consider the
benefits of each opportunity. For example, he wiot&he Cornhillmagazine
because it was ‘not a bad may.and their payments were considerable.
Meanwhile he wrote for thélew Reviewbecause of its prestige. As for the
Savoy regardless of its political viewpoints, he didt i@ave any reservation

about writing in it®

*5 Quoted in Hunter, p. 7.
" Fraser, p. 29.

%8 Fraser, p. 29.

%9 Quoted in Fraser, p. 29.
0 See Fraser, pp. 29-30.
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Although Conrad wanted to appear in certain magaziior prestige,
financial incentives drove him to contribute to ey especially during the
boom of the serialising market, because, toward<tid of the century, this was
an important source of living for write?5The only thing Conrad objected to in
respect of publishing in magazines and periodieas the division of stories
into parts: to him this was to damage the story id@npact on the reader. He
expressed this objection in his letters: ‘I tolé tmspeakable idiots that the thing
halved would be as inefectiveif] as a dead scorpion. There will be a part
without the sting — and the part with the stingnd deing separated they will be
both harmless and disgustirfy.He thinks that the short story should not be
interrupted, because, unlike reading a novel, lloetstory should be considered
as intact because of its shortness and densitytraadas most recent critics
agree, has a stronger effect on the reftlierthis respect, Conrad comments: ‘as
to me | depend upon the read®oking backupon my story as a whol& Again,
like the King of The Arabian Nights Conrad preferred the sorts of unity which
would allow the effective manipulation of suspense.

However, serialising short fiction was more sucfidsthan sequencing
novels, because, as Fraser argues, the shortwtitey could publish different
short pieces in several magazines that would redelnger number and various
types of audience at the same time. For exampleradgoublished ‘Youth’ and
‘Karain’ in Blackwood'’s therefore he decided to publish ‘Typhoon’, ‘Fal&hd

‘Amy Foster’ in different magazines. Neverthele€gnrad faced what most

® Fraser, p. 30.

%2 Quoted in Fraser, p. 30.

% This brings to mind Edgar Allan Poe’s theory abiwat short story being read in one sitting.
% Quoted in Fraser, p. 31.
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turn-of-the-century writers went through, which wihe clash between reaching
the public and maintaining the artistic value a thork at the same tinfg.

Although Conrad would compromise his writing soimeis to please the
reader, he would never make fundamental changédsstavork, especially if
those changes were against his will. He remaingdl lto his conviction and
literary beliefs’® He wrote to Edward Garnett, ‘I've tried to do agaaine’ish
thing’, but, ‘with some decency”.

Conrad preferred to call his long works ‘tales’ datbries’ rather than
‘novels’®® It seems to be that he used to prefer the writihghorter fiction,
because, according to Gail Fraser, the two ‘fadur@ his longer works,
completing ‘The Sisters’ (1928)and The Rescug1920), contributed to the
success of his short stories because he knew gxXemtl to focus his ideas rather
than prolong them, and this was one of the maimtpobf strength and
distinction in his fiction’® This may be one of the reasons why Conrad
succeeded in constructing a variety of ideas aminés based on a single
episode™ a fact which also brought his short stories cldsethe form ofThe
ArabianNightsstories which are also based on a single episotnbén develop
further. Almost all Shahrazad’s narratives starthwa simple event and then
expand to a more complicated and developed strictur

The Arabian Nightstarted from the beginning of the nineteenth agntu

to be ‘read and enjoyed mainly for their exotic datlulous enchantments,

% See Fraser, p. 32.

% See Fraser, p. 35.

" Quoted in Fraser, p. 35.

% Fraser, p. 25.

%9 ‘The Sisters’ was written in 1896, but was unfirgd.
° See Fraser, p. 27.

"l See Fraser, p. 27.
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enchantments which continued to colour and shapeusliterary and aesthetic
attitudes and to inspire and evoke the intimatespgrings of many a poetic soul
throughout the century? The tales continued to burgeon, especially inlate
nineteenth century so that magazines and periadigaiote about them
continuously. In theSaturday Reviewof 13 December 1890, a commentator
noted of Galland’s version dthe Arabian Nightshat ‘This is the form in which
the youth of many generations have been set drgaminwonders of the
gorgeous East” In the Atlantic Monthlyof June 1889, C. H. Toy wrote:The
Arabian Night§ beauties and treasures lie partly on the surfaeetly deeper
down. The adventure, magic, drollery, wit, and passre easily recognisable;
the profounder social and religious sentiments namhetimes be searched
for.”’* And in 23 September 189%he Athenaeurstates that ‘it is [Galland’s]
glory to have been the first to bring the “Arabisiights” to Europe”” These
diverse comments, typical of a much wider ongoiognmentary at the time, are
revealing in terms of illustrating the wider popufeld of The Arabian Nightén
the late nineteenth century in Britain and Europben ‘the originalArabian
Nights enjoyed a vogue in Englant® More importantly perhaps, it reveals the
extent to which the modern short story shared #mesintimate print space as
The Arabian Nights ‘the Oriental tale play[ed] a prominent part iarlg
periodical fiction.”” The kinds of cross-fertilisation between Conraslaashort
story defender in the flourishing period of theiaesed fiction, andrhe Arabian

Nightsbecome clearer in this context.

2 Ali, p. 38.

3 Quoted in Ali, p. 76.

" Quoted in Ali, p. 75.

> Quoted in Ali, p. 76.

® valerie ShawThe Short Story: A Critical IntroductiofLondon: Longman, 1983), p. 32.
" Shaw, p. 32.
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What may also bring together Conrad’s short stoaied The Arabian
Nightsis what might also have connected the short stbitye late nineteenth
century in general witifhe Arabian Nightsthat is, the clear connection of the
two with the oral formMost of the short story forms have their originsthe
oral stories, which constitute ‘the earliest foristory — and continue to find
their way into the modern written for®' The presence of a storyteller, who
conveys the story with more immediate excitement fmarvels’/® resonates
strongly with the plot device dthe Arabian Nights

‘Alf Laylah as David Pinault states iStory-Telling Techniques in the
Arabian Nights(1992), ‘were originally oral evening-entertainrteand were
meant to be recited and listened i®.However, as Pinault continueShe
Arabian Nights‘cannot be described only as a collection of tcabed oral
folktales; for it survives as the crafted compasitof authors who used various
forms of written literary Arabic to capture an orarrative tradition® When
the interaction between the teller and the listegdaken into consideration in
the short story, it is the art of telling that gevihe short story its importance.
Sincerity and credibility are conveyed in storytedt storytelling is what makes
‘the Nightsseem [...] to say, that we come to know our worltheother, and —
ultimately — our own selve§? The modern short story adopted this traditional
art of storytelling in the style of the frame naiva, which is more coupled with

the short story than it is with other forms of ifict, the novel for exampf&.

8 Frank MyszorThe Modern Short StoCambridge: Cambridge University Press, 20018, p.
See Frank O'ConnoiThe Lonely Voice: A Study of the Short Stew Jersey: Melville
House Publishing, 2004), p. 28.

8 David PinaultStory-Telling Techniques in the Arabian Nigfiteiden: Brill, 1992), p. 13.

8 pinault, p. 15.

8 Mack, p. ix.

8 Myszor, p. 63.
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Many of Conrad’s short stories employed the frandegice, and most of them,
like The Arabian Nightskeep the reader captivated and keen to know what
comes next. Conrad was one of the writers who tedao the frame narrative of
the original oral tale to attract their readers,tfeey believed in the effect of this
style of narration on ‘captivating’ the readérin other words, the framing
device was one of the most important techniquabebral tale, especially folk
tales which were transmitted through generationteling.

‘Karain’, ‘“Youth’, and ‘Heart of Darkness’ are anmthe best examples
of the application of a frame narrative in a vergptivating’ ‘Arabian Nights’-
like way. | will move now to discuss these shoudrigs by Conrad focusing
especially on their use of the framing devices.

‘Karain’ (1897) is a story with an Oriental atmospé. It follows the
same narrative traits as Marlow’s other storiesb@ing a framed story. In
‘Karain’ there is ‘a taste of the exoticism and ame of the Orient, far removed
from the vexed problems of the late nineteenthwagntity life.’®®> The mythical
or magic element is clearly present when the narrdéscribes the legendary
East, and especially the land of Karain:

It appeared to us a land without memories, regueatd, hopes; a land

where nothing could survive the coming of the nigirid where each

sunrise, like a dazzling act of special creatioaswisconnected from the
eve and the morroW’.
The atmosphere depicted in this paragraph evole&lihrnal’ qualities ofThe

Arabian Nights The land, here, on which ‘nothing could survitie toming of

8 See Myszor, p. 62.

% Linda Dryden, The Modern Gothic and Literary Doubles: StevensWfilde and Wells
(Hampshire: Palgrave Macmillan, 2003), pp. 112-13.

8 Conrad Heart of Darknessp. 30.
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the night’, is like the land ofhe ArabianNightswhere there is no escape from
the coming of each night which carries with it th&er inevitability of a new
inescapable murder. Everyone appears to be ‘witheoemories, regrets, and
hopes’, all is fixed upon the present. When Shadagtarts her narrative
journey, night ceases to be that frightening manstkich no one survives.
However, to Shahrazad, it is not until the enchefthousand nights that this fear
fades away. She faces the fear of every approachgig and tries to battle for
her life. Every night she meets Shahrayar she ssinenwhether this will be the
last day of her life; she is ‘disconnected from #éwe and the morrow’ for she
acts in each day as if it were her first, and l@st.the other hand, with ‘each
sunrise’ there is ‘special creation’. Shahrazadsvarday’s battle for her life; she
gets a new life with the first light of every dawnd the rise of every morning’s
sun.

To Lawrence Graver, ‘Karain’ represents a ‘charmiogtrast between
past and present. The feeling of nostalgia forteebéime is firmly established.
Today’s air is murky, yesterday’s is exotic andfpered.?’ This takes us back
to the late nineteenth-century view of exotic btewe in general, andhe
Arabian Nightsin particular, as they present the better, momafodable and
peaceful past.

When Hollis hands Karain a Jubilee sixpence inrdfa, he says:

This is the image of the Great Queen, and the mposerful thing the

white men know [...] She is more powerful than Sul@mthe Wise, who

commanded the genii, as you know [...] She commarspsra, too — the

spirit of her nation: a masterful, conscientiousnsarupulous,
unconquerable devil [.. %

87 Lawrence Graver, ‘The Major Stories’, @onrad’s Short Fiction(California: University of
California Press, 1969), p. 30.
8 Conrad Heart of Darknesspp. 62-63.
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According to Robert Hampson, this passage estasishconnection between
the East and the West through what Tzvetan Todosilé ‘the instrumental
marvellous® The instrumental marvellous is also an importaattidre ofThe
Arabian Nights as | discuss in the ‘Introduction’, and which egvit the
characteristic of a basis to science fictiim the instrumental marvellous of
The Arabian Nightsve find ‘the gadgets, technological developmewtsich are
‘unrealised in the period described but, after allite possible® As Todorov
has noted, these include the ‘flying carpet’, tiging horse’, the ‘revolving
stone’, or the ‘apple that cures diseases’.

In the previous passage, the presence of one ah#ie Arabian-Nights
distinguishing features: the ‘genii’, should bellighted. Genies are referred to
in the Qur'an several times. There is a whole Salraut the genies which is

Surat Al-Jinn; and in Surat Saba’ it is recountemlvhSuleiman Al-Hakim

(Solomon the Wise) was served by the genies:

5 # @ # *I0 J)K b3 KB B. ! KB NOOB* [T
# 58K 7 5YI2X* T () #KMQ %43 ) BLEWMS # K ! T7RS K595
"[) & ¥ * [ [A V) 119/ T @87, - NG
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And to Solomon (We made) the Wind (obedient): igslye morning
(stride) stride was a month’s (journey), and itereag (stride) was a
month’s (journey); and We made a Font of molterséta flow for him;
and there were Jinns that worked in front of hignthe leave of his Lord,
and if any of them turned aside from Our commane, Made him taste
of the Penalty of the Blazing Fire (12) They workia him as he

8 Quoted in Hampson, p. 221. Hampson explains thasgh ‘the instrumental marvellous’ as
the ‘species of the marvellous which resides ihnetogical feats which were not possible at the
time of writing’, (p. 221).

% See ‘Introduction’, pp. 31-32.

1 Tzvetan TodorovThe Fantastic: A Structural Approach to a LiteraBgnre trans. by Richard
Howard (Ithaca, New York: Cornell University Pre$8,5), p. 56.

92 Al Qur'an, ‘Surat Saba”, verses (12) and (13).
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desired, (making) arches, images, Basins as lasgReservoirs, and
(cooking) Cauldrons fixed (in their places): ‘Woyk, sons of David,
with thanks! But few of My servants are grateful B)>®
It has become common knowledge that the jinn, oregeare part and parcel of
The Arabian Nightstories. Moreover, by ‘commanding a spirit’, thisien of
‘Alaa Addin and the Magic Lamp’ is recalled: thenge of the lamp is
commanded by his master. Conrad, in ‘Karain’, udesse images that are
associated with the Qur'an in general, &fte Arabian Nightsn particular®®
‘Suleiman the Wise’ (using the Arabic pronunciatmfitSuleiman’), the ‘genir’,
and the ‘commanded spirit’. Hence, a link here banmade possible between
‘Karain’ andThe Arabian Nights
This connection can also extend to ‘Heart of DaskheéMarlow narrates:
He squinted at the steam-gauge and at the watgegau] a thrall to
strange witchcraft [...] what he knew was this — thladuld the water in
that transparent thing disappear, the evil smstde the boiler would get
angry [...] and take a terrible vengearice.
This quotation powerfully echoes one of the mostdas images iThe Arabian
Nightswhere an evil spirit emerges from a confined spbtmre specifically, it
resonates with the tale ‘The Merchant and the Gewieich was narrated by
Shahrazad on the first night. In this story, a rhant kills a genie’s son by
throwing, unintentionally, a stone of a date at has he was resting after days of

travelling in the deserts:

% The Holy Quran ‘Surah 34 Saba’Sheba verses (12) and (13), trans. by Abdullah Yustif Al
(Hertfordshire: Wordsworth, 2000), p. 358.

% A wide variety, in fact the majority, of the taleéThe Arabian Nightsiraw on stories, images,
and instructions from the Qur’an.

% Conrad Heart of Darknessp. 140.
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There he found at the root of a great walnut tee®untain of very clear
running water; and alighting, tied his horse torankh of the tree, and
sitting down by the fountain, took some biscuitsl atates out of his
portmanteau, and as he %dtis dates, threw the shells about on both
sides of him. When he had done eating [...] he wasiedands, his face,
and his feet, and said his prayers. He had not raadend, but was still
on his knees, when he saw a Genie appear.

It is here when the ‘terrible vengeance’ of thegianspirits’ would take place:

| will [...] kill thee, as thou hast killed my son [].when you threw your

nut-shells about, my son was passing by, and y@awtlone of them into

his eye, which killed him; therefore, | must khiee?®
Both, Conrad’s Marlow, andrhe Arabian Nights Merchant, miraculously
escape at the end of their frightful experience.

The connections betweehhe Arabian Nightsand Conrad, however,
widen in ‘Youth’ and ‘Heart of Darkness’. “Youth1898), like ‘Amy Foster’,
and ‘The Secret Sharer’, is a story which usesftiie narrative where the
frame narrator introduces the inner narrator. Cobrstarted using this technique
in “Youth’, and then he developed it in ‘Heart o&iBness’, where it becomes
more complex and thorough. As discussed previouslhis chapter, both in
‘Youth’ and in ‘Heart of Darkness’ the narrationnges from an outer as well as
an inner narrator, the inner narrator being one¢hef characters of the story.
Furthermore, the story is narrated in both ‘Yowthd ‘Heart of Darkness’ by the
narrator/character Marlow, who tells the story ie bther people present. The
outer narrator begins the story by an enchantirenioyg, as if he were saying,

‘Once upon atime’:

% Verb as it appears in the translation.

9" Arabian Nights’ Entertainmest ed. by Robert L. Mack (Oxford: Oxford UniversiBress,
1995), p. 17.

% Arabian Nights’ Entertainmentp. 18.
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This could have occurred nowhere but in Englandere/hmen and sea
interpenetrate, so to speak — the sea enteringthetdife of most men,
and the men knowing something or everything aboetsea, in the way
of amusement, of travel, or of bread-winnfig.
A few sentences later, the outer narrator introdudarlow, the inner narrator,
in order to complete the story. In ‘Youth’, Marlasvfirst appearance as a
narrator takes place when the frame narrator Sslgslow [...] told the story, or

rather the chronicle, of a voyage'?

“then Marlow starts, ‘Yes, | have seen a
little of the Eastern seas; but what | remembet isasy first voyage theré®*

In “Youth’, the older Marlow tells the story of ynger Marlow and his
adventure. Young Marlow symbolizes youth, energlyeature, and enthusiasm,;
old Marlow stands for experience and wisdom; amdddptain signifies age. By
having a gap of twenty years between young Marlod @d Marlow, Conrad is
able to express the main theme of the story, wisagoism and the energy of
youth. Marlow now is in his forties, and he is itgdl the story of an adventure
that happened to him when he was in his twentibs. difference between the
two Marlows is obvious, because ‘young Marlow umges a rite of passage
from which he emerges a more self-possessed alydféwined person than he
was at the narrative’s beginnintj? As Robert Hampson suggests, Conrad’s use
of the framed narrative captures a dudifConrad presents youth, optimism,
enthusiasm, and buoyancy in opposition to middke-gepssimism, negativity,
and disappointment. Duality is a structuring dewic&heArabian Nights There

is duality of man and woman: Shahrazad and Shahragd then there is barely

% Conrad Heart of Darknessp. 71.
1% Conrad Heart of Darknessp. 71.
191 Conrad Heart of Darknessp. 71.
192 Batchelor, p. 77.

193 Hampson, p. 219.
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a story that excludes the presence of man/womahtydu@here is still one
interesting use of doublenessTihe ArabianNightswhich is not a duality of the
opposite, but of the similar. For example, the esad introduced from the very
beginning to Shahrayar and his brother Shahzamam experience the same
painful shock of adultery. There is also Shahrazad her helping sister
Dunyazad. Many further examples are to be fountthénenframed stories, such
as Sindbad of the Sea and Sindbad of the LandAblddllah the Fisherman and
Abdallah the Merman, as selected examples. Integhgt young Marlow and
old Marlow can be compared to the dualityTdfe Arabian Nights Not only is
this duality present in ‘“Youth’, but it also formasconsiderable part in ‘Heart of
Darkness’ as well. The main plot revolves arouratkland white, but then it
expands to specify more details such as dark gd, liLight came out of this
river since [...] But darkness was here yesterd&{the uncivilised and the
civilised; the urban and the rural; and most irgengly, the ironic paradoxes,
such as ‘the blinding sunlight?® and the ‘blindfolded’ woman ‘carrying a
lighted torch.*®

Peter Brooks explains that ‘Heart of Darkness’ &y&s the very motive
of narrative in its tale of a complexly motivatettieanpt to recover the story of
another within one’s own, and to retell both inocatext that further complicates
relations of actors, tellers, and listenef¥ ’Marlow is the inner but main

narrator. He has a firm grip of the narrative ia ftory, because he is introduced

by the frame narrator who knows less than him. Maris supposed to present

194 Conrad Heart of Darknesspp. 105-06.

195 Conrad Heart of Darknessp. 116, 117.

1% Conrad Heart of Darknessp. 127.

197 peter BrooksReading for the Plot: Design and Intentifew York: Alfred A. Knoff, 1984),
p. 238.
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another enframed narrator to tell his story, whKigtz, but when Kurtz is
introduced, he never tells his story. He dies. Batlow becomes the one to tell
Kurtz’s story, although, as Brooks suggests, Karegy have wanted his story to
be told in a different wa3j’® By being a narrator and a character, Marlow can be
compared to Shahrazad who plays the vital rolea abaracter as well as a
narrator. Both Marlow and Shahrazad may be regaadestory-tellers as well as
interpreters if we apply Paul Ricoeur’'s suggestionThe Symbolism of Evil
(1969), that ‘wherever a man dreams or raves, anothan arises to give
interpretation; what was already discourse, evehvifas incoherent, is brought
into coherent discourse by hermeneuti@Narrative, in this case, becomes a
dialogue that takes place between speech and lietatipn, and Marlow is one
of the best examples to translate this formula beeaas Paul Wake suggests, he
stands in a position where he conveys the storyirgrtprets it:'°

This brings us to consider the complex narrativeHafart of Darkness’
and compare it tdhe Arabian Nightsnarrative complexity. Marlow, too, like
Shahrazad, is a complex narrator. Jakob Lothe rtbtgsat the beginning of
‘Heart of Darkness’ the outer narrator is simplet &s he develops throughout
the story, his narrative matures. At the very beig of the story, the frame
narrator starts:

The Nellie, a cruising yawl, swung to her anchor withoututélr of the

sails, and was at rest. The flood had made, thd wams nearly calm, and

being bound down the river, the only thing for iasvto come and wait
for the turn of the tidé™

1% Brooks, p. 239.

199 paul RicoeurSymbolism of Eviltrans. by Emerson Buchanan (Boston: Beacon P18§9),
p. 350.

10g5ee Wake, p. 7.

11 Conrad Heart of Darknessp. 103.
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He goes on,

The sea-reach of the Thames stretched before @ishiédkbeginning of an
interminable waterway*?

He, then, moves progressively from simplicity todsacomplexity,

In the immutability of their surroundings the fageishores, the foreign
faces, the changing immensity of life, glide pasiled not by a sense of
mystery but by a slightly disdainful ignorance; ftrere is nothing
mysterious to a seaman unless it be the sea wgeith is the mistress of
his existence and inscrutable as Destifly.
In introducing Marlow, the inner narrator, howevire frame narrator is most
complex:
The yarns of seamen have a direct simplicity, thelez meaning of
which lies within the shell of a cracked nut. Buailbw was not typical
(if his propensity to spin yarns be excepted), smdim the meaning of
an episode was not inside like a kernel, but oafsahveloping the tale
which brought it out only as a glow brings out adan the likeness of
one of these misty halos that sometimes are magielesziby a spectral
illumination of moonshiné™*
As in The ArabianNights stories might not be as conventional as they appe
like the kernel of a nut, but they seem to be duhe ordinary, with no defining
limits or boundaries, just like the glow or the bain ‘Heart of Darkness’, ‘[flor
Marlow [...] the meaning conditions and envelopsstwy rather than the other
way round.**® In The Arabian Nightssimilarly, it is the narrative, or to be more

precise, the way of conveying a story, that matt&hlhough the content ofhe

Arabian Nightsstories are crucial for Shahrazad’s aim of tanBh@hrayar, it is

12 Conrad Heart of Darknessp. 105.

13 Conrad Heart of Darknessp. 105.

114 Conrad Heart of Darknessp. 105.

115 Jakob LotheConrad’s Narrative MethodOxford: Clarendon Press, 1989), p. 27. See also
Wake, p. 29.
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the way she tells the stories and her control of the tigedahat helps her more
than the stories themselves do. The suspense Shdhiacludes in her
narratives, her stoppages, the details she wgtigs inside her stories, and her
use of language, add to the success of narratatédhvelopes’ the story itself.
Moreover, if the stories oThe Arabian Nightsvere to be considered as the
kernel, then Shahrazad would be the shell, or gz hwhich provides meaning
to the story. Althougihe Arabian Nightss a conventional narrative, its stories
would not have had their meaning and their valuéhaut the presence of
Shahrazad and her narratives, the ‘spectral illatiton of moonshine’. In other
words, despite the fact théihe Arabian Nightss a relatively conventional text,
it shares this point with Marlow.

lan Watt, in Conrad in the Nineteenth Centurfl989), discusses
Conrad’s use of difficult and complex narratorgexsally when he refers to the
‘duplication of narrators*® To Marlow, the significant is what is outside, and
not what is inside. Thus, unlike the other narsterhat Marlow cares about is
the ‘shell’ of the ‘nut’, or the ‘haze’ around thglow’, and not the other way
round: ‘[the frame narrator] warns us that Marlowase will not be centred on,
but surrounded by, its meaning?” Bruce Henricksen, iNlomadic Voice$1992),
explains this metaphor as: ‘the sun as sourceigimnaois like an absent author,
but also and more profoundly it suggests whateveseit origin or power
legitimates our narratives; the moon, like a namais only a reflector of this

absent sourcé®® It is interesting here to draw attentionTtbe Arabian Nightsin

118 1an Watt, ‘Symbolism’, inConrad in the Nineteenth Centutiondon: Chatto & Windus,
1989), p. 196.

"7 Watt, p. 196.

18 Bruce Henrickserilomadic Voices: Conrad and the Subject of Narrativebana: University
of lllinois Press, 1992), p. 49.
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terms of origin and narrative. To look at it fromganeral perspectivelhe
Arabian Nightsdoes not have a single or definite origin; althoitg origins may
not be absent, they certainly are not unambigudaisahrazad, and her
subsequent narrators, are those ‘reflectors’ whiovep the meaning to the
listener/reader. Didier Coste suggests that ‘the message is [...] the
meaningfulness that is turned by the participamd witnesses of the act of
communication into evidence that this act has takéace. The narrative
message, the tale told, is not therefore a “cohiténis not contained within a
text.”"*® Listeners and readers have to search for the mgavtiich lies beyond
the text itself, depending on their own ‘angle adion’, understanding, and
analysis. The narrative, sometimes, is more importhan the text itself,
because it helps the process of analysing andpmatitng more than the text
itself does. Narrative links past, present and raytit, thus, provides a wider
angle to the listener to explore the ‘meaning’, abhis not merely inside like a
‘kernel’ but it is ‘enveloping the tale’ as a whof@

Narrative inThe Arabian Nightss meant to help Shahrazad gain time
and save live$?! It is also meant to entertain. However, the naraof The
Arabian Nightshas a vital role, which is to teatff.It is possible to argue that
the narrative in ‘Heart of Darkness’ and ‘Youtharfexample, starts with the
aim of entertaining a group of listeners in ordepéass time, but as the narrative
advances, it becomes heavy with what is considasegaching iThe Arabian

Nights narrative method. In other words, Marlow, like éinazad, tries to

119 Didier Coste,Narrative as Communicatio@Minneapolis: University of Minnesota Press,
1989), p. 5.

120 Henricksen, p. 50.

121 For time-gaining frame of narrative, see Gerhgydg97.

122 peter Heath, ‘Romance as GenreThe Thousand and One Night® The Arabian Nights
Reader ed. by Ulrich Marzolph (Michigan: Wayne State Utisity Press, 2006), p. 203.
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convey lessons not through direct teaching, butdwealing certain truths. He
attracts the reader’s attention by unveiling thaglken, or probably not the hidden,
but the ignored.

As | mentioned earlier, in ‘Heart of Darkness’, Mav is both a narratee
and a narrator. At the beginning he is a narrate&l the outer narrator
introduces him to become the inner narrator. Coneadrses the formula of the
‘authority’ and ‘knowledge’ of the frame narratobecause in ‘Heart of
Darkness’, Marlow is the narrator who seems to besrhknowledgeable than the
outer narrator, contrary to the general narrativethomds where the frame
narrator is the one who obtains authorify.Marlow completes the brief
information given by the frame narrator: ‘And thilso [...] has been one of the
dark places of the earth® This gives Marlow the power as well as the
credibility as a narrator. Iifhe Arabian Nightsthe oblique narrative is clearly
present in order to give more captivation and fzesedn to the stories as it does
in the stories oThe Arabian Night$®

In the oblique narrative, a character, who playsiaor role, tells the
story of other characters. Mia GerhardtTime Art of Story-Telling1963), gives
the story of ‘The Lovers from the Tribe of Udhr& an example. In this story,
Haroun Alrashid asks the poet Jamil Ibn Ma’amateib him a story with an
interesting event. Jamil tells him the story of baisin who is camping in the
desert where he meets a lady who is married tchane@han by compulsion of
her parents. The cousin and the lady meet in seeegy night, until one day, the

lady is attacked by a lion and dies; the cousis diesorrow as a consequence.

123 5ee Lothe, ‘Conradian Narrative’, pp. 167-68.
124 Conrad Heart of Darknessp. 105.
125 Gerhardt, p. 385.
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As Gerhardt suggests, this adventurous story ‘besamore interesting by being
seen through the eyes of Jamil and coloured byelistions: curiosity, emotion,
pity and sorrow. The fate of the lovers becomesething else as well: a
personal experience of the poEf’In a similar way Marlow in ‘Youth’, and
more particularly in ‘Heart of Darkness’, becomks eyes, ears, and mouth, to
see other characters’ stories, tell them, and tgolthem’ with his own
‘reactions’.

Marlow, like Shahrazad, antihe Arabian Nightsn general, places an
‘emphasis on the oral, spoken, mode.” Although @diw fiction is not
considered as oral narratiV& the narrative of ‘Heart of Darkness’ and ‘Youth’
is ‘a written account of the reception of an eartieal narrative’, and Marlow is
‘a narrator in the oral traditio”® What relates this to the oral tradition is that
‘Youth’ as well as ‘Heart of Darkness’ have thenfoof the oral tale as they
contain processes of ‘retellind®® and that in ‘Youth’, writing down the oral
narrative plays an important role in considerings tstory in relation to oral
forms. As Wake suggests, when the frame narratdfanth’ says: ‘Marlow (at
least | think that is how he spelt his nam&he emphasises the presence of the
‘told’ story, which is being written, just lik&he Arabian Nightsvhich was
compiled and written after being told and retoldnmaimes®*' He may be
referring to the original oral tale.

Shahrazad and Marlow as characters differ, howamecgertain points.

Shahrazad does not play as active a role as Mahewcharacter in his own

126 Gerhardt, p. 385.

127 5ee ‘notes’ in Wake, p. 46.
128\Wake, p. 26.

129\Wake, p. 27.

130 Conrad Heart of Darknessp. 71.
131 See Wake, p. 27.
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narratives. Paul Wake suggests that it ‘make[ssdn figure Marlow as two
entities: he is at once the generator and subfestboy.*? Although Shahrazad
is a central character ihe Arabian Nightsand is introduced by the frame
narrator, she does not play any role in the stosles narrates. By contrast,
although Marlow is introduced by the frame narrabh@ continues to play a role
in his narratives*® Both Shahrazad and Marlow are complex, but their
complexity differs in function. Shahrazad is compla exercising her wit in
order to transform a beast-like personality intoi@mal human being. She
overpasses all the others who try to put an ertidaatastrophe that Shahrayar
causes. She is complex in using her narrativeshandling them either in form,
such as the stoppages or cliffhangers she us@scontent, such as in directing
the narrative and using implications in order tacke her aim. She is a mistress
of storytelling. Marlow’s complexity, on the othkand, lies in his ‘complexity
as character and productive sophistication as teaira* He is complex in being
‘personally’ and ‘existentially’ present in his native!*> Nevertheless, although
Shahrazad achieves her goal, she does not matarelesacter nor as a narrator
after she completes her narratives. Marlow, ondatheer hand, becomes more
mature and sophisticated as he learns from histnas and from his personal
presence and experience.

The similarities between Shahrazad and Marlow cometiin the endings
of their stories. Time is important to Shahrazadvai as to Marlow, because

time, as Robert L. Mack suggests, acts ‘as a devaur the one hand and as a

132\Wake, p. 21.

133 See LotheConrad’s Narrative Methodp. 41.
134 othe,Conrad’s Narrative Methodp. 41.

135 othe,Conrad’s Narrative Methodp. 41.
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near-apocalyptic revealer of “truth” on the oth&f To Shahrazad, it is clear
that she wants to gain time in order to achievegloal and succeed in her almost
impossible mission, which becomes possible with U of wit and with the
help of time. Shahrazad ‘fights time with tinf&”Marlow also prolongs his
narrative and defers the closures of his narratiotijeart of Darkness’, because
he has a goal to achieve. He wants to reveal aigéttuth’. He wants to show
the truth behind certain mysteries and hidden factsrder to clarify what he
may consider as false impression about his ‘blggdce of delightful mystery’.
He may be trying to attain ‘a profound and far-feag vision of the
transformative powers of narrative, and the cowsire, conciliatory power of
art."138

As they move between past and present, fictionraality, The Arabian
Nights ‘Youth’, and ‘Heart of Darkness’ ultimately conveyhypnotic effect.
Robert L. Mack, in his introduction to th&rabian Nights Entertainments
(1995), refers to Shahrazad’s hypnotising methodaofative. Not only does she
hypnotise Shahrayar, but she also puts the reaxdksr the spell of her narrative.
The whole atmosphere of her storytelling seemsetanesmerising at certain
points, because even the characters of her stmesnotivated by the prospect
of an enigma or a mystery — by the force of cutjost® Throughout the stories
of The ArabianNightsthe sense of curiosity is strongly present. Shadirahe

characters, and the reader, want to know what camegs$ there is always

136 Mack, p. xxiii.

137 Ghazoul, p. 37. For time-gaining frame of narmtisee Gerhardt, p. 397.

138 Mack, p. xxiii.

139 Mack, p.xxii. For Shahrazad’s hypnotic ‘art’, sééuhsin Jassim Ali, ‘The Growth of
Scholarly Interest in th&rabian Nights in The Arabian Nights Readed. by Ulrich Marzolph
(Michigan: Wayne State University Press, 2006).4.
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inscrutability to decipher and a mystery to sol&Similarly, not only does
Marlow’s narrative in ‘Heart of Darkness’ appeamtesmerise his narratees and
readers through a ‘dream-like’ narrative, but dissseems to be mesmerised by
his own memories. His narrative puts his listenasswell as the reader, in an
ambience of curiosity and suspense. He always si¢fier main point towards
which he is leading the narrative. He proposestak of Africa, but he keeps
postponing his arrival in the Congo. He claims &télling the story of Kurtz
but constantly defers any actual encounter with. l@milarly, Shahrazad delays
the end of her stories in order to gain time, eaterthe Sultan, and of course
find a remedy to his appalling condition.

In fact, Marlow himself is nearly mesmerised whmnis ‘fascinated’ by
the snake-like Congo River:

[Africa] had got filled since my boyhood with riveeand lakes and names.

It had ceased to be a blank space of delightfultenys- a white patch

for a boy to dream gloriously over. It had becomglace of darkness.

But there was in it one river especially, a migbity river, that you could

see on the map, resembling an immense snake uhcwilih its head in

the sea, its body at rest curving afar over a easntry, and its tail lost in
the depths of the land [...] it fascinated me asaksrwould a bird [...]

The snake had charmed rfé.

What is fascinating for Marlow represents tediunm @ihers. Many
critics have considered Marlow’s stoppages as angognd drifting from the
direct route of the narrative?? Cedric Watts, for example, found them as
‘infuriating’, and Edward Garnett depicted Marlow & tiresome, garrulous,

philosophising bore***W. L. Courtney said of Marlow’s narrative ‘the stant

140 5ee Mack, p. xxiii.

141 Conrad Heart of Darknessp. 108.
142\Wake, p. 8.

143 Quoted in Wake, p. 8.
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wandering from the point, [and] the recurrent idtrotions of incidents which
do not affect the main issue, are distinctly weahkgmo the general end and aim
of the book'!** Despite these views, others, such as Paul WakeFasmok
Kermode, consider this manipulation of narrativeaapoint of strength that
makes the narrative meaningflit® Marlow's stoppages and Shahrazad’s
suspension of her narratives each night bring raatieipation, stimulation, and
eagerness to their listeners as well as to theersad

Frank Kermode, inThe Sense of An Endin(2000), proposes an
interesting argument that the ‘stoppages’ of Marowarrative resemble the
clock’s ‘tick-tock’, because the ‘tick’ must give fively expectation ofock.*°
Shahrazad’s carefully timed stories are also gaeetyy ‘tick-tock’. At the end
of each night, she stops her narrative as a waguspense, and she does not
continue until the next night. Thus, Marlow’s ‘spgges’ may be considered as
Shahrazad’s ‘cliffhanger’: both of the narratorave a gap of expectation or
apprehension before putting an end to their nagaths Marlow’s ‘stoppages’
are frequently encountered in his narrative, Slmstta ‘cliffhanger or
captivating stops are repeated every night; thengsdShahrazad brings to her
stories are, mostly, beginnings of other storiesrlMv could be compared to
Shahrazad if we take into consideration Wake’s mietsen of Marlow as being
‘tied up with the relation to the texts that heidais — he exists neither wholly
‘inside’ nor ‘outside’ them but rather, occupieghbpositions simultaneously, is

himself delivered by the text§!

144 Quoted in Wake, p. 8.

145 See Wake, p. 9. See also Frank Kermdde, Sense of an Endig@xford: Oxford University
Press, 2000), p. 46.

146 Kermode p. 46.

147\Wake, p. 11. See also, Kermoge, 44-46.
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Deferral, diversion, deviation, and suspense angraleto the narratives

of both Marlow and Shahrazad. Conrad, through M@gridistracts the attention

by using a narrative technique called by lan Wdglayed decoding*®® He

gives details of things and events that take pdmoand the actual event which is

supposed to be the centre of attention, then awldiesly, he surprises the

readers by going back to the main event, and ungedbruptly the point of

focus. The reader is urged to reflect, feel, arabdeout meanings. ‘Delayed

decoding’ is clearly exemplified when tliedeastarts burning in ‘Youth’:

The carpenter's bench stood abaft the mainmaseahdd against it
sucking my pipe, and the carpenter, a young chepedo talk to me. He
remarked, ‘I think we have done very well, havew&?’ and then |
perceived with annoyance the fool was trying to tlile bench. | said
curtly, ‘Don’t, Chips,” and immediately became awaof a queer
sensation, of an absurd delusion, - | seemed somé&hde in the air. |
heard all round me like a pent-up breath releasaslif-a thousand giants
simultaneously had said Phoo! — and felt a dullcossion which made
my ribs ache suddenly. No doubt about it — it wathe air, and my body
was describing a short parabola. But short as #, Wdnad the time to
think several thoughts in, as far as | can remepntherfollowing order:
‘This can't be the carpenter — what is it? — Soroeident — Submarine
volcano? — Coals, gas! — By Jove! we are being blogv— Everybody’s
dead — | am falling into the after-hatch — | see fin it.”**°

There is a sense that something is happening; ehder tries to imagine, to

figure out, or simply to continue reading and tylink the events. Suddenly, the

main cause is revealed and the reader knows teahtip is burning. Thus, John

Batchelor, inThe Life of Joseph Conrad994), writes: ‘Conrad is one of the

first to use what would in Modernist literature bete a sophisticated technique,

the deceleration of time to characterise physiciisc'*® Another important

148 See Lothe, ‘Conradian Narrative’, p. 169.
149 Conrad, ‘Youth’ Heart of Darknessp. 85.
150 Batchelor, p. 78.
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example of ‘delayed decoding’ is when, in ‘HearBafrkness’, Marlow’s boat is

attacked:

Above the bush the trees stood in serried ranks.tigs overhung the
current thickly, and from distance to distance rgdalimb of some tree
projected rigidly over the stream [...] An athletitatk belonging to
some coast tribe, and educated by my poor predmgessms the
helmsman. He sported a pair of brass earrings, watae cloth wrapper
[...]  was looking down at the sounding-pole, andlifey much annoyed
to see at each try a little more of it stick outlwdt river, when | saw my
poleman give up the business suddenly, and stratbkelf flat on the
deck, without even taking the trouble to haul hetepn. He kept hold on
it though, and it trailed in the water. At the satinee the fireman, whom
| could also see below me, sat down abruptly befosefurnace and
ducked his head. | was amazed. Then | had to lbdkeariver mighty

quick, because there was a snag in the fairwagk$tlittle sticks, were
flying about — thick: they were whizzing before mgse, dropping below
me, striking behind me against my pilot house.tAi$ time the river, the
shore, the woods, were very quiet — perfectly quiebuld only hear the
heavy splashing thump of the stern-wheel and thtempaf these things.
We cleared the snag clumsily. Arrows by Jove! Weanging shot at?*

Marlow, here, starts very calmly and generally. eeling that something is
going wrong starts to heighten. Some hints aremngitee the reader. Swiftly,
however, an explanation is given: the sticks aréagt arrows, and the boat is
being attacked. Marlow moves from the broad torthgrow, from the shell to
the kernel, and from the haze to the glow. He treemystify and obscure his
narratives, adding more diversion and stimulatiemg thus more anticipation
and thrill.

Here | would like to suggest a comparison betweka delayed
decoding’ in the previous example and one of theatise techniques iThe

Arabian Nightswhich, although it is not called ‘delayed decodijrignctions, to

a great extent, in a similar way. [hhe Arabian Nights certain narrative

151 Conrad Heart of Darknesspp. 148-49.
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descriptions take place in the story and attragtrdader’s attention to the fact
that something is happening; but, at the end of nhgative everything is
explained.

In some stories of he Arabian Nights there occur repeated pointers to
certain characters, objects, or incidents that reeder finds insignificant or
irrelevant to the story, but these repetitions tout to be major: they are
essential to the plot, to the ‘decoding’ of thergt@nd to solving its enigma. The
frame story ofThe Arabian Nightsprovides an example of this technique, when
Shahrayar’s brother, Shahzaman, comes to his bieth@ace. A description of
the place in which he stays is fully given with @mphasis on the window and
the view from it. The reader may find this unimpmt extra information, but
later this information proves to be essential beea is from this particular
room and from its view that Shahzaman spots hishbrs wife in a scene of
adultery, causing the picture of the betrayal efdwn wife to haunt him.

‘The story of The Enchanted King’' provides a mprecise example.
This story is framed in ‘The Fisherman and the @&enhfter the fisherman
brings to the sultan the enchanted coloured fish,sultan, as well as the entire
kingdom, becomes curious to know the truth behiasé enchanted fish which
are coloured and which obey the beautiful woman wbmes out of the
kitchen’s wall. To unveil the truth, the sultan goith the fisherman in order to
discover the pond where the magical coloured fmhe from; they come across
a deserted castle and enter it. They enter a roberesmhey are saluted by a
seated young man who is all sorrow and grief, aid welcomes them but

apologises for not being able to stand up as a snelacourtesy:
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The king was rejoiced at seeing him, and saluted bnd the young man
(who remained sitting, and was clad with a vedilk embroidered with
gold, but who exhibited traces of grief) returnee salutation, and said
to him, O my master, excuse my not rising.

And in another version:

The sultan drew near, and saluted him: The young rearned him his

salute by a low bow with his head:; but not beingab rise up [...J:>

After a long narrative, the reader knows that wipatvented the
Enchanted King from standing up at the beginnindigf encounter with the
sultan is the fact that he is under a wicked speth his witch wife, who turns
half of his body into stone in revenge. She tal&sgeance on her lover who is
killed by her husband, the Enchanted King.

Gerard Genette explains further Conrad’s use ofatiew in his texts. In
Narrative Discoursg1980), Genette suggests that by the famous phrass
the bottle’ he uses in ‘Youth’, Marlow ‘is preses$ a source, guarantor, and
organiser of the narrative, as analyst and comrt@mias stylist and particularly
— as we well know — as producer of “metaphot3*Marlow’s refrain, ‘Pass the
bottle’, allows him to ‘interrupt’ and ‘disrupt’ thframed narrative in order to
make a link between the story, the narrator of steey, and the narrate&s.
Genette explains that Marlow positions himself aseans of relating the story
to the audience and constantly reminds his lisepnéthis positiort>® He also

reminds his audience, by his reuse of the reffaass the bottle’, of the temporal

152 Edward William LaneThe Thousand and One Nights: Commonly called inldfng'The
Arabian Nights' Entertainmented. by Edward Stanley Poole, 3 vols (London: Raigge
Warne, and Routledge, 1865), I, 94.

153 Arabian Nights’ Entertainmentp. 53.

154 Gérard Genettdyarrative Discours€Oxford: Basil Blackwell, 1980), p. 167.

155 See Wake, p. 23.

%0 Wake, p. 23.
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distance between the actual story and the timewftion. He does this in order
to enhance the theme of the story which is the eatnation on bygone youth,
and to constantly remind the listeners of the mgessaf time®’ Paul Wake
suggests that this refrain is a ‘temporal gap betwthe narrating act and the
events of the story®® This, all, can be linked to Shahrazad’s nightly
‘cliffhanger’. she, too, is a ‘source’, a ‘guararifoand an ‘organiser of the
narrative’ who ‘interrupts’, ‘disrupts’, and ‘stges’ her storytelling, and, of
course, ‘produces metaphors’. Shahrazad’s posésa link between the story
and the audience is, thus, pivotal. For Marlow hisdaudience this refrain is a
reminder of time, but in a way to show the pass#dgane. For them, it reminds
of the past, and of the comparison between paspesgent. For Shahrazad, her
refrain also reminds of time; however, by lookioghe future. She stops to save
time and not to lament it. She stops each timeussahe is looking towards the
better future in which no more tyranny and inhurbaof Shahrayar’s are to be
found. She delays time in order to save it untg shaches the wanted aim.
Marlow, on the other hand, delays time to remindhaf past and lament the
fading youth, and to convey a morality or wisdom.

‘Pass the bottle’, however, may call to mind DafAthault’s argument
about theleitsatz Pinault, inStory-Telling Techniques in the Arabian Nights
(1992), discusses the terbeitsatz which means ‘the key sentence’, Tine
Arabian Nights Pinault analyses the teroeitwortstil and relates it to one of the
techniques ofThe Arabian NightsHe says thd eitwortstil means ‘Leading-

word style’ and the_eitwort or the ‘leading word’ is a word that is repeated i

157 Wake, p. 30.
%8 Wake, p. 30.
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the text to lead the reader throughout the stomatds the denouement. Pinault,
also, refers to Martin Buber’s translation of ther@an Bible in which Buber
defines the word.eitwort as ‘a word or a word-root that recurs significamtl a
text, in a continuum of texts, or in a configuratiof texts: by following these
repetitions, one is able to decipher or grasp aningaof the text’'*® An
example fromTrheArabian Nightscan be found in ‘The Fisherman-Duban’ cycle,
where the words ‘envy’, ‘regret’, or the fishermarmrucial sentence ‘Spare me
and God will spare you’ all guide the reader thioug the stories in order to
orient or give hints to the reader about what tiicgrate.

| would like, here, to suggest a comparison betwbe&meaning of the
Leitsatzand what Conrad uses in ‘Youth’ when he repetiyiveamphasises the
phrase ‘Pass the bottle’. This phrase is used ntiamgs throughout the story,
and, as | discussed earlier in this chapter; itimds1the reader of Shahrazad’s
cliffranger after each night/narration in order regturn to reality, and then
continue the next night another piece of fictidredn also be possible to think of
this phrase as keitsatzin terms of guiding the readers throughout the &ed
reminding them that what is being narrated is pastthat it is similar to fiction
compared to the present time of narration. It clao arovide the reader with
some intervals of rest after each long, dense,reodblock of narrative. It is
interesting to mention here that Conrad’s ‘Pass lib#le’ and Stevenson’s
‘Arabian author’ may both have similar effects ¢ reader. They both warn
the reader that what is being listened to is omyidn and that it is not a

description of the present reality. The ‘Arabiarthaw’, ‘Pass the bottle’, and

159 Quoted in Pinault, p. 18.
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above all Shahrazad’s stops are all there to bitealarrative abruptly, and to
remind the carried away readers/listeners/narrdbetshey are back to reality.
Paul Wake, however, states that ‘[flalsehood isoftdred as salvation
but as the only optiort®® and ‘through Conrad’s use of the framed narratfiee
lie to the Intended is not encountered in its imiaeg as a lie, but as the
recognition of a lie. Having already mistold Kudzstory Marlow attempts to
tell it truthfully, now with the additional scene s original mistelling.*®*
Wake describes lying as ‘the point at which languagtrays its obligation to
truth’.**? Although Marlow tries all through the story to chathe ‘truth’, at the
end he lies. He may, or may not, have reached ims Both Marlow and
Shahrazad try to tear the silence surrounding thedhlighten the darkness in
which they are enclosed. They both narrate to &ehtbeir goal. They both
‘lie’ **3to save somebody. Shahrazad invents stories steife and the lives
of all the girls in her society. But first and famest, she saves Shahrayar from
himself. Marlow lies to save the Intended from theting truth; or may be, he
succeeds in giving the Intended ‘something — soimgth to — to live with*®*
He succeeds in saving a person from agony, andawiging her with some
hope to overcome her sorrow. Marlow may be tryingdve himself from the
‘truth’: he either lies to cover the shocking trudr he lies to put a limit to his

suffering of the search for an unreachable truthboth cases, he lies to save

himself.

10 \wake, p. 59.

1 \wake, p. 59.

82\wake, p. 60.

83| do not use the word ‘lie’ as the opposite oftlruin describing Shahrazad’s narratives,

because although she tells ‘stories’, she, somsfimimts at her actual story with Shahrayar,

throughout her own narratives. However, by ‘liegrd, | mean that Shahrazad’s stories are
invented and fabricated to reach an aim.

164 Conrad Heart of Darknessp. 186.
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The deployment of discourse and silence is an astgrg paradoxical
similarity betweerirhe Arabian Nightend ‘Heart of Darkness’. In other words,
the use of discourse and silence is central in BhthArabian Nightaind ‘Heart
of Darkness’; however, this discourse and silemcetion in opposite directions
in these two works. ImThe Arabian Nightsdiscourse means life and silence
means death. If Shahrazad remains silent, shed®tdut when she speaks, she
lives: ‘Survival becomes an unrelenting struggleiast silence. Life is based on
the suppression of the death instinct just as diseois the suppression of
silence.’®® Silence and discourse, however, seem to have pasiip role in
‘Heart of Darkness’. Throughout the story, Marlasvim search for answers to
his questions: for the truth. When he reaches thiat pvhere discourse with
Kurtz should solve his dilemma, language fdfi&.Marlow never reaches,
through language, what he is searching*$60On the contrary, both Shahrazad
and Shahrayar achieve what, to them, is ‘wisdomnith’, and ‘sincerity’, all
with the help of discourse: the power of langudus emerges at Shahrazad’s
moment of death before it turns to be a momengbirth; a life.

Peter Brooks suggests that,

Kurtz’s final words answer so poorly to all of Maw’'s insistence on

summing-up as a moment of final articulation of dam, truth, and

sincerity, as affirmation and as moral victory [..Tp present ‘the
horror!’ as articulation of that wisdom lying in Wat the end of the tale,

185 Ghazoul, p. 60.

186 Kurtz’s words ‘The horror! The horror!” might suthe whole world: the horror of life, the
horror of death, and all that lies in between. Hesvein the context of this study, what | mean
by failure of language is the language’s inabildygive definite answers. ‘The horror!” might be
read as a success of language, because the mohtkatb might be the ultimate truth. Marlow
may have reached the truth by hearing those weétdeever, in comparison witfihe Arabian
Nights I explain the failure of language relying on th@nions of those critics, discussed above,
who take into consideration definiteness and ¢larit

187 Again, Marlow’s arrival at the ‘truth’ has had,cawill have, numerous interpretations, but in
the particular context of my comparison, | conslét opinions of Paul Wake and Peter Brooks,
as discussed in the few preceding and followinggeaphs.
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the journey’s end and life’'s end, is to make a neoglof storytelling and

ethicst®®
Wake explains that Kurtz, at the moment of his kleatas only capable of
conveying a ‘cry’ which portrays, regardless of ignificant meanings that
may lie behind this ‘cry’, ‘the failure of meaninfpr Marlow: ‘the failure of
language at the moment of deatf.“The horror’” means no more than
silence.’’® Perhaps silence here is the means to reach theasudiscourse in
this story seems to fail. Language fails Kurtz vitnéurn fails Marlow and puts a
barrier between him and the trdtfiMarlow lies to the Intended, regardless of
his long and life-threatening journey to uncovetrwh. Silence, thus, is what
should be considered as a truth revealer.

Wake puts forward that ‘Kurtz’'s words are not dirfiy conclusion to
either a life or a story:"? Shahrazad’s language or discourse helps put angend
to the book ofThe Arabian Nightsand here | mean the frame story as a
complete whole; whereas, Marlow’s narrative, disibned by Kurtz’s language,
leaves the ending open. However, this may leadoushink about Ferial
Ghazoul's description ofheArabian Nights ending as ‘virtual’, if we take into
consideration Shahrazad’s enframed storyThe Arabian Nights: A Structural
Analysis(1980), Ghazoul explains:

There is a virtual ending tdhe Arabian Nightswhere the narrative
comes to a stop. In fact, it is only the illusidnan end or rather a closing

188 peter BrooksReading for the Plot: Design and IntentiMew York: Alfred A. Knoff, 1984),
p. 249.

%9 Wake, p. 51.

0wWake, p. 60.

"1 See Henricksen, p. 73.

2\Wake, p. 59.
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without locking, and that is why the story can Iodogked and re-opened.

We have an example of a tentative endiffg.
This brings to mind the modernist open-ended sidffeand Marlow’s endings
that are not clearly resolved. Ghazoul adds:

The function of the narrative is less of purgingrtlof possessing. It is

clear that a number of repressed feelings are awréte Arabian Nights

mostly those dealing with aggressive instincts tataos, yet there is no

final cleansing effect’
Ghazoul stresses the importance of the multi-layer@rative ofThe Arabian
Nightsas a means of providing an ‘ever-continuing presefShe argues that
time in The Arabian Nightsdoes not progress steadily in a single direction,
rather it is circulat’’ The narrative inThe ArabianNights does not have an
actual ending; rather it has an ending that caneharrated and modified over
and over again because it is flexible and very laimio the open-ending in
modernist short fictions. ‘Heart of Darkness’ istary that ‘does not ‘end’; it is
a potentially interminable analysis that simplyake off.”’® Although Marlow
stops narrating, the echo of his narrative consniwereach ‘future listeners’ by
Marlow’s listeners who have to retell his storydthers who, in turn, retell it
infinitely.>”® The reader gets the feeling that the ending ofiftlef Darkness’ is
not a final ending. The story ends because Marlopsstelling; however, there
is no closure. It is similar to what happens in $kary of Sindbad the Sailor, for

instance, where the story ‘stops more than endslh.g sense, the story can

3 Ghazoul, p. 147.

174 See Hunter, p. 44.

5 Ghazoul, 151.

1% Ghazoul, p. 153.

1" See Ghazoul, pp. 153-54.
178 Brooks, p. 260.

179 Brooks, p. 260.
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stop only when the hero is liquidated either phgiéycby death or mentally by
conversion. Sindbad, suddenly gives up travellingttee end of seventh
voyage.*®°
The unnamed frame narrator listens to Marlow thhaug his narrative,
but, he ‘refuses to fulfil the traditional role wtoryteller’;*** he does not
conclude the story in a traditional way. He leaves story open, with no
closure!®
Marlow ceased, and sat apart, indistinct and silentthe pose of a
meditating Buddha. Nobody moved for a time. “Wed#ost the first of
the ebb,” said the Director, suddenly. | raised mead. The offing was
barred by a black bank of cloud, and the tranqailemvay leading to the
uttermost ends of the earth flowed sombre under @retcast sky —
seemed to lead into the heart of an immense daskfies
This is the last paragraph in ‘Heart of Darknessivhich the narrative switches
to the frame narrator after Marlow’s last senteniceould not tell her. It would
have been too dark — too dark altogethi&Marlow says this sentence after his
prominent lie to Kurtz’'s Intended and stops namgti The frame narrator
concludes the story by the passage above, but é& it close it. He seems to
be ending the story by suggesting a beginning farew story, rather than
putting an end to the one he has been listenindt tmay be, as Jakob Lothe
suggests, that ‘Heart of Darkness’ ‘ends in nothess or disillusionment®® It

may also be that the five of them, that is, theeBtior of Companies, the Lawyer,

the Accountant, Marlow, and the frame narrator, sa#ing by their boat ‘into

180 Ghazoul, p. 114.

8L \vake, p. 59.

182 5ee Wake, p. 59.

183 Conrad Heart of Darknesspp. 186-87.
184 Conrad Heart of Darknessp. 186.

185 othe,Conrad’s Narrative Methodp. 22.
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the heart of an immense darkness’ to face the wmknavhether in new
adventures, or in peacefully reaching their desbnaBut, it appears as if they
were going to make new stories leaving the storilaflow and Kurtz hanging
in the air. It might still be kept in the memorytbk listeners, but it might be left
behind just as their sailing boat leaving the ssirgpehind. In a general
consideration, the ending of ‘Heart of Darknessore of the endings where
there is ‘not so much resolutions as questionsMaich no easy answers will
suffice.”®°

So far | have discussed the ending of Shahrazadiatives, which are
enclosed in the huge frame Bie Arabian NightsThe ending put by the frame
story of the book differs from the ends of Shahdé&zatories. In contrast to the
open ‘modernist’ ending of ‘Heart of Darknes& The Arabian Nightsas a
frame story, ends in a clear, straightforward tradal closure. After Shahrazad
finishes her narratives in the night one thousardi @ane, the narrative switches
to the frame narrator who closes the story withaditional happy ending. The
reader knows that Shahrazad’s wake-up calls forhi@lyar work and the
ferocious king returns to being human after beinigeast-like murderer. She
succeeds in taming him and saving her communityfreles her and saves her
from beheading. The frame narrative concludes Bitlahrazad and Shahrayar
becoming a happy family; together they have thregsband they live happily

ever after until death does them pAft.

18 Harold Orel, The Victorian Short Story: Development and Triungdha Literary Genre
(Cambridge: Cambridge University Press, 1986)68. 1

187 othe,Conrad’s Narrative Methodp. 23.

188 Alf Layla w Layla(Beriut: Dar Al-Awda, 1999), p. 1399.
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Gene M. Moore said that ‘[i|ntertextuality has nadeor beginning, and
Conrad’s works can be read as products or sigrieeofrarious influences that
contributed to the shaping of his own life andréry career.®® However,
intertextuality is not in its strictest sense mgralmatter of ‘influences’. This
chapter has considered some of the productive iggBnwith The Arabian
Nightsthat are necessarily speculative, possibly ungéonscand by no means
concrete ‘products or signs’. One of the thingd tihake these affinities both
productive, and plausible, is the rise of the Bhtmodern short story, a form
that was in turrformed bythe confined print spaces of journals, periodicald
magazines. It was in these carefully delimited wsnthatThe Arabian Nights

and Conrad’s short fiction came, quite literalygéther.

189 Gene M. Moore, ‘Conrad’s Influence’, ifhe Cambridge Companion to Joseph Conexl
by J. H. Stape (Cambridge: Cambridge Universitys®r&996), pp. 223-24.
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Conclusion

Viewed together, Stevenson, Wilde, and Conrad sgmtesome of the earliest,
most imaginative, and influential, exponents of th@dern short story in Britain.
However, this thesis has suggested that their kstprical role in the local
emergence of this form cannot be entirely explawwgdin a British or European
frame of reference. If, for writers such as Stewvan®ne of the appeals dhe
Arabian Nightswas the appeal of its traditionalism in the fatenodernity, the
four chapters of my study have suggested its &k&s played a part in making
the short story modern. While, for all of thesetens, The Arabian Nightsvas a
manifestation of the East, the other, and the exbhave suggested its trace can
be detected internally, in the Paris and LondorStd#venson, the ‘European’
fairy tale motifs and patterns of Wilde, and theclesed narrative forms of
Conrad. Within all these contexthie Arabian Nightss not just ‘out there’, or
the opposite of modernity, it might be read as titutve of it.

This thesis has shown hoWhe Arabian Nightsan be considered as a
‘parent’ to the short story and subsequently, tawias become to be known as
the modern short story in Britain. The short stdike Shahrazad’s stories, aim
to amuse, amaze, and surpfiséne short story has its origins, as this thesis ha
aimed to show, in the original oral tale: the melvaracteristics of the newborn

short story form have descended frditme Arabian Nightshence,The Arabian

! See Walter AllenThe Short Story in EnglistOxford: Clarendon Press, 1981), p. 5; and Nicole
Ward Jouve, ‘Too Short for a Book?’, Re-reading the Short Stored. by Clare Hanson
(Hampshire: The Macmillan Press, 1989), p. 37.&s® ‘Introduction’, pp. 19-20.
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Nights narratives can be related to the birth of thersktory, and to the later
modern short story form in Britain. As a precursdgrthe short story,The
Arabian Nights like the modern short story, does not belongit@xact ‘genre’.
This comparison can be comprehended in terms afriddeform, for most of the
short story forms originate from oral stories, whiare considered as ‘the
earliest form of story — and continue to find themy into the modern written
form.’?

The flourishing of the modern short story twinnedhwthe growth of
print culture which was manifested in the publicatiof magazines and
periodicals, which, in turn, were a response toabeelerating modern life. The
modern age of haste demanded the ‘shortness’ aihibie story.

It is at the same time when the short story, &ahé Arabian Nights
flourished in Britain that the three writers studlim this thesis produced their
masterpieces in short fiction. Viewed -collectivel$tevenson, Wilde, and
Conrad represent a particular responséhe Arabian Nightsat the turn of the
century. These three writers wrote beyond theiall@ezography; they escaped
into the exotic, and resorted to the frame nareatif the original oral tale. All
three, whether consciously or subliminally, seerartibracel' he Arabian Nights
or perhaps, to be embraced by it, as this thesisimaed to show.

By considering works typically overlooked by crgi;m connection with
The Arabian Nightsthis dissertation has made possible bringingigbt Ithis
hidden trace in Stevenson, Wilde, and Conrad. elaed to show that it can be
possible to demarcatEhe Arabian Nightsunacknowledged traits in the works

of Stevenson, Wilde, and Conrad. This work has alsgerlined the possible

2 Frank MyszorThe Modern Short StofCambridge: Cambridge University Press, 20013. p.
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intertextuality of Wilde andrhe Arabian Nightsan author who has not been
researched in this regards up to the completidghisfdissertation.

The selected stories by Stevenson, Wilde, andadoexamined in this
thesis make possible a close readindloé Arabian Nightswhether explicitly,
or implicitly, despite the opinions that try to &dise those works to a merely
European context.

Reading through Stevenson’s combination of tradél writing methods,
such as the framing narrative, the plotted stolgswre, and conventional
characterisation, on the one hand; and his earlyermist mode of writing, such
as his use of the metropolis, the Arabian Authad enodernist topics, on the
other hand, a fascinating revival of the traditiogpic narrative in a modernist
way manifests. In other words, his incorporation aoftraditional form and
modern/modernist content is, as this thesis hasodstrated, the main reason
behind the originality of his two books New Arabian Nights

It has also been possible to read Wilde’s fairgdadnd short stories in
the light of The Arabian NightsWilde’s fairy-tale and short-story collections
offer, as this thesis aims to show, implicit, amanstimes explicit, similarities
with The Arabian Nightsnotwithstanding the unanimous opinions that aisyf
tales seem to an extent as a reproduction of Hae®sen’s fairy tales. Without
wishing to dispute any opinion, this thesis obserWilde from a wider
viewpoint that includes the Eastern perspectivaffiers a reading of Wilde’s
short fiction in connection witAihe Arabian Nightsand, reading through this
thesis, this matter has been possible.

Adjoining Stevenson and Wilde, this thesis hasdskght on Conrad’s

ill-acknowledged connection withhe Arabian Nightsin tracing their similitude
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with The Arabian NightsConrad’s works extend beyond the frame narrative;
they reach the core of narrative: language. Oike Arabian Nightslanguage in
Conrad’s works, especially ‘Heart of Darkness’,ygla foremost role. Speech
and silence are major. Despite the key subjectarsathat are meant to be in the
focus of observation in both works, language seenise the main engine that
directs the narrative all through. This languageaaveyed by Shahrazad and
Marlow: the hypnotising narrators who take us tigltowa long, mesmerising
journey.

The wider context ofThe Arabian Nights however, invites the
explanation of further possibilities in connectiomgt only with the particular
writers studied in this thesis and their literama,ebut also with succeeding
periods and movements. Could Marlow’s hypnotisiffgat, and Shahrazad’s
mesmerising dream-like methods, lead us to reagdtissible presence dihe
Arabian Nightsin literature from a psychoanalytical angle? Catlde possible
to link The Arabian Night$o Surrealism and Surrealist literature in patace

What are the consequences of this conclusion ®nthdern short story
more generally? Prevailing accounts currently Ithke shortness of the short
story to such things as the rise of the periodiaal the accelerated pace of
modern life. These are convincing explanationsdcstbre, ones that this thesis
has tried to work with rather than against. Howevkey tend to restrict the
provenance of the modern short story to the expeei® and cultures of the West.
The various chapters of this study have shown thiatle the British periodical
may have been central to the metropolitan printtexds in which the short
fiction of Stevenson, Wilde and Conrad first appéarthose same periodicals

were also sites of intersection that incorporated propagated tastes for exotic
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tales of the East. While we are now rightly suspisi of modernity as a marker
of progress, in terms of the logic of their timedk periodicals were looking to
the past as much as the present, outwards as msuichvards. This is perhaps
also true of the modern short story itself, whiakesl not merely embrace the
modern and embody it in short print forms, but dtsuks to the elongated oral

tales associated with the likesTdie Arabian Nights
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