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No one, the world over, has never read or heard of the adventurous voyages of “Sinbad the Sailor,” or “Ali Baba and the Forty Thieves,” or “Aladdin and the Magic Lamp.” In folktale, these are three heroes in the collection of tales known in English as Arabian Nights which was introduced to the West in the eighteenth century by the French writer Antoine Galland’s translation of it. 

Folklore scholars believe that the Sinbad saga became popular in Europe because of the exciting nature of the hero’s adventures. Further, Sinbad may have exemplified the work ethic associated with the rise of capitalism in Europe. Sinbad the Sailor has also been valuable to Western scholars because of the knowledge that his tales have provided about Arab seafaring and trade during the 8th and 9th centuries. 

The Aladdin tale mirrors the formal, stylistic, and functional characteristics of the Marchen, 
 or magic tale , or probably it has initiated it in the West: it is adventurous, filled with the supernatural and unrealistic, has multiple episodes, and is told for entertainment. It illustrates common fairy tale themes such as the conflict between good and evil and the triumph of the weak.

Likewise, Ali Baba tale depicts common themes: two brothers with contrasting characteristics, the rewarding of goodness or contentment, and the punishment of evil or greed. However, the literary versions of these tales are , as said earlier, known worldwide, particularly in Europe and the Americas, and have been the inspiration for many artistic works.


Having been the great classic of all time, and the bible of Oriental romance, The Thousand and One Nights (Alf layla wa Layla) or the Arabian Nights, as they came to be known, owes its origin to three distinct cultures and story-telling traditions: that of India , Persia, and the Arab world. The Arabian Nights is compiled over hundreds of years, and most of the tales originated as folktales, anecdotes, or fables that were passed on orally. Indeed, no one knows precisely when a given story originated, but it is manifest that some stories circulated orally for centuries before they began to be collected and written down.

The tales are told by a legendary queen named Scheherazade in a broader frame story, which starts at the beginning of the collection and gives a context to the various stories it contains. It is a superb blend of humour, adventure, morality tales as well as special effects sequences. Moreover, the tales divert, cure, redeem, and save lives. 

Scheherazade cures Shahryar of his hatred of women, teaches him to love, and by so doing saves her own life and wins a good man; the Caliph Harun al-Rashid finds more fulfillment in satisfying his sense of wonder by listening to a story than in his sense of justice or his thirst for vengeance; and the king of China spares four lives when he finally hears a story that is stranger than a strange episode in his life. Even angry demons are humanized and pacified by a good story. These tales indeed transform the drab fabric of life into the gossamer of romance.

In the process of telling and retelling, the tales were manifestly modified to conform to the general life and customs of the Arab society which adapted them and to the particular conditions of that society at a particular time. Further along, they were also modified to suit the role of the storyteller or the demand of the occasion. But different as their ethnic origins may be, these tales reveal a basic homogeneity resulting from the process of dissemination and assimilation under the Arab hegemony, a homogeneity or distinctive synthesis that marks the cultural and artistic history of the Arabs.

Indeed, the Arabian Nights is not only a great classic of world literature, but also the world’s most vivid and absorbing collection of stories. The all enthralling power of its narrative tells of a world of 

magical beauty, of the East and its enchantments, and of an art of living which was the product of one of the world’s great civilizations. Further on, the Arabian Nights has tellingly substantiated that the torch of Arabic literature will be kept burning for ever.  

The tales comprise of folktales- fables, fairy tales, romances, and comic as well as historical anecdotes. They are divided into nights, in sections of various lengths, a division that, although it follows no particular plan, serves a dual goal: it keeps Shahryar in suspense and brings the action to a more familiar level of reality. In fact, Scheherazade knows well how to hook Shahryar in the first moments and how to leave him wanting more.

The tales have a peculiar quality which essentially resides in their success in interweaving the unusual, the extraordinary, the marvelous , and the supernatural into the fabric of everyday life. Animals discourse and give lessons in moral philosophy; normal men and women consort or struggle with demons and, like them, change themselves or anyone else into any form they please; and humble people lead a life full of accidents and surprises, drinking with an exhalted caliph here or sleeping with a gorgeous girl there.

Hence, the world of the Nights is a world full of usual incidents and extraordinary coincidences; a world wherein people often suffer but eventually come out all right; a world in which what makes life possible is the pleasure of a marvelous adventure and that sense of wonder.

What explains the strong appeal of these tales to the romantic imagination, as well as the common man’s is that their storyteller produces by the exact and concrete detail a matter-of- fact portrayal, narration, and conversation to bridge the gap between the natural and the supernatural situations. For example, the she-demon is a serpent as thick as the trunk of a palm tree, while the demon is as thin as a spear and as long as two; the transparent curtain hiding the fascinating girl in the bed is red- speckled; and the seductive girl from Baghdad purchases ten pounds of mutton, while the pious gardener buys two fagons of wine for the mysterious lovers. Thus the phantasmagoric is based on the concrete, and the supernatural is grounded in the natural.

The Arabian Nights first appeared in its Arabic form around 850 AD and it has been considered a remarkable mystery in classical Arabic Literature 
. Although many scholars deny its literary importance.
 The Arabian Nights can be viewed as a valuable source of Middle Eastern social history, being composed of the most extensive and intimate recordings of the medieval Islamic period. Generations of Arabic readers have appreciated the versatile and imaginative use of Arabic and the mixture of classical and colloquial language in many of the stories, a style which helped diversify the characters from the narrative.

While chroniclers from the 10th century maintain that the tales were derived from a persian book of folk tales called Hazar Afsaneh ( A Thousand Stories) the exact origins of the Arabian Nights is not certain and academic opinions are divided. Like many folk tales, the Arabian Nights may have originated from true stories which were embellished over time for entertainment value. The success of the Arabian Nights over many other forgotten folk tales may be due to their blend of popular themes; heroic and romantic adventures are littered with mystery, old wisdom and exciting struggles between good and evil.

Two of the most popular stories in the Arabian Nights are those of “Shahryar and Shahrazad,” the first and main story, and “Sinbad the Sailor.” The tales bear three main elements or notions which are typical of all the stories in the collection: first, if there is a problem, there is a solution; then endurance can enable a crisis to reach a resolution and finally fantastic elements help the protagonists to maintain their endurance.

In the story of Shahryar and Scheherazade, the reader is introduced to Shahryar, a legendary king, who upon discovering his wife’s infidelity has her put to death. Henceforth, fearing further sexual betrayals, he only weds virgin brides whom he takes to his bed for a single night and has beheaded the following morning. The story reaches its crisis as the king’s murderous actions threaten the lives of all the girls in the kingdom. 

The solution comes from the clever and beautiful Scheherazade, who volunteers herself to be the king’s next wife and strike a bargain with him by which he will not put her to death until she has told him a story. Her story, or stories, since many tales are interwoven and imbedded into the first, lasts for two years and 271 days, if we are to take The Thousand and One Nights literally. The continuous story-telling manages to captivate the king’s attention and hold his patience with its fantastic and mysterious tales, its vivid descriptions and breath- taking heroism. Scheherazade’s story-telling is in itself a heroic and life-saving device, which finally forces the king to spare the wise and courageous girl’s life.

Wisdom is seen as a powerful if not invincible tool in many of the stories, not least in the story of Sinbad the Sailor. As in the tale of Shahryar and Scheherazade, Sinbad’s story comprises of many other stories which the hero relates to a gathering of noblemen in the form of seven adventures. On each land or sea voyage, Sinbad comes across foreign lands and strange creatures, which allow him to show his intelligence and courage. On every journey, Sinbad reaches a crisis as he braves a dangerous creature or an evil tyrant but he always finds a solution by using his ingenuity, his diplomacy and his strength.

Sinbad does not rely on the power of destiny or on God, instead the hero takes matters into his own hands, risking devastating consequences which, luckily, bring with them great rewards. After every story, Sinbad manages to return safely to Baghdad and so one story ends and another begins forming a dramatic and exciting cycle of heroic acts.

While the Arabian Nights knew great popularity throughout the Middle East, it rapidly translated into a number of other languages, showing its early appeal to non-Middle Eastern readers. Although the subtleties of language are unfortunately lost in translation, 
  the exotic and romantic imagery provided great inspiration for the Western writers and poets of the 18th and 19th centuries whom we refer to as `Orientalists`. This period witnessed a surge of interest in Middle Eastern literature and culture, and these tales were translated or re-translated, often accompanied by illustrations. Romantic poets such as Coleridge, Tennyson, Shelley,Wordsworth and Byron, for example, were greatly inspired by the mysterious and magical East
.  Also, writers such as Walter Bagshot appreciated the wild exoticism of the tales, comparing them to the drab realities of Europe in the age of railway and the gas lamp. During the later 19th and 20th century, the Western obsession, on both sides of the Atlantic, with the Arabian Nights themes was still strong, as it will be shown.
As we begin the 21st century, the influence and subsistence of the Arabian Nights legacy can still be felt, especially in literature. The timeless tales of ingenuity and heroism offer universal and positive appeal to the heroic and fantasies of both Arabs and Westerners alike. Its timelessness stems from the fact that it has almost impossible to trace or track down all the literary writings that have been influenced by it; or drawn upon it in both oriental and Occidental literatures alike. Despite the Middle-Eastern disregard of it, yet, it is still symbolic of the legendary Orient; cradle of civilizations and Scheherazade’s eternal spring of inspiration. It is still the mecca of all men of letters the world over, but in the Middle East; second to none in the literary world. Probably, only Homer’s Odyssey and Iliad rank second to it.

It has become a literary phenomenon, as it were, dominating the Occidental literary scene since its invasion of French literary realm in 1704-17, when Galland first translated it. This is, I think, owing to, apart from its content and form, its keen appeal to both mind and heart alike, its capturing of both hearing and sight, and its nurture of both spirit and imagination, too. Simultaneously, it has all the literary genres which man has known since the dawn of history. In it, however, the reader can find realism- depicting life as it is.

Scheherazade, for example, drops in the palaces of the rich, and describes their luxury, haughtiness, empty pride and decadence, then knocks on the doors of the poor and pictures in detail their shanties, misery, abject poverty and servility. Sometimes she grows radical in her 

portrayal to the point of naturalism. In addition, she has never disdained from depicting certain miserable scenes, mention of foul words and playing with feelings and emotions. To put it another way, her description drifts from heart-rending, to moving, or touching as well as enthusiastic. 

Her odysseys  carry the reader on magic wings; or flying carpets, to the Sind, India and Bengal, describing, sometimes, in exaggeration, in rhetoric; or in rhapsody, customs, ethics, agricultural crops, and realistic and fabled creatures. However, this type of stories is often characterized with highly imaginativeness and perplexing strangeness, particularly, in depicting foreign countries, incredible creatures, and dilemmas and horrors to which the heroes are exposed. Further, these stories are, in a sense, a revival of ancient legends and myths which revolve around Sun gods, Moon gods, Fire gods, gods of good and evil, gods of Egypt; Babylon; Assyria and Mesopotamia, etc. 

Immediately after Scheherazade had emigrated to France in the early eighteenth century, the attention of the Western world was riveted on it. This manifested itself in the constant stream of Western translations of it into the different European languages, as well as the continuous flood of Western travellers to the fabulous rich East, which has become a unique vision for Westerners.

The lure of Scheherazade’s tales drove many Westerners to “confuse the real East of the stories,” and some believed “the tales to accurate descriptions of Oriental society.” This confusion was “partly due to the numerous descriptions in the stories of real physical objects. Thus it produced in the European reader’s already susceptible imagination a strange sense of reality in the midst of unreality.” 

Indeed, The Arabian Nights “created a literary frisson that affected mainstream works of English (and more generally, European) fiction. The Orient of the stories became a convenient trope for poet and novelist, a metaphor that could express moral beliefs, or a frame-work for romanticism 
.” Summing up the Romantic movement’s appreciation of the Orient’s literary possibilities, Friedrich Schlegel contends: 

In the Orient we must look for the most  sublime

Form of the Romantic, and only when we can draw

From the source, perhaps will the semblance of sou-

thern passion which we find so charming in Spanish

poetry appear to us occidental and sparse. 

Moreover, in her psychological studies of the imagination Maud Bodkin has shown that the roots of Western Orientalism are deeply embedded in the unconscious. In the nineteenth century an accumulated store of dreams, an archetypal longing for a “vision unique” was “magnetized” by the very name of the East; “It is such an illusion of the very life of life awaiting one at some point within the unknown that has lured travellers forth to distant lands.” 
 Hence, The One Thousand and One Nights imparted to Western thought about the Orient a solid intellectual shape and form, coupled with a sense that the East is the world of marvels. 

The intense interest in the Arabian Nights was thus a sign of the times and affected the most prominent writers all over the Western world on both sides of the Atlantic, in particular, and the other writers the world over, in general. Thus the Arabian Nights has gained for itself a solid, permanent place in the international literature of the world and has never conceded its place since then. For example. The Arabian Nights has been compared with Ibn al-Muqaffa’s Kalila and Dimna, Boccaccio,s Decameron, Chaucer’s Canterbury Tales, and some of Shakespeare’s and Racine’s works 
.

Moreover, It seems that the tales of the Arabian Nights, as has been argued, were “greeted with great enthusiasm in an era that was fidgeting under the stern dominion of rationalism, desiring imaginative space and relief from sobriety. They came at a time of intellectual secularisation, when Europeans wished to become acquainted with cultures that were not Christian.” 

In France, for instance, “the Romance of Cleomades rests on themes remarkably similar to those of the `Enchanted Horse` story, and the Romance of Pierre de Provence et la belle Maguelone is almost identical to the story of `Qamar al-Zaman`. The frame-tale of the Arabian Nights appears in Ariosto’s Orlando Furioso, making quite certain Europe’s familiarity with these tales.” 
 

Moreover, Voltaire, despite his cynical sarcasm and sneering taunts of the East and Eastern customs and traditions, in addition to his Zenobia and Sadok, in his book, Voyage de la raison (The Voyage of Reason) undertakes an imaginative journey in the lands of The Thousand and One Nights . In this voyage he travels to India , China, Persia and Constantinople, capital of the Ottoman empire at that time, comparing the regimes of these countries to the French one, to criticize the latter bitterly.

In Germany, too, Scheherazade enjoys the same position, if not higher, as she does in France, and dominates the literary scene there, and affects the works of, even, leading writers, like Schlegel, Friedrich Schiller(1759-1805), Bertoldt Brecht(1898-1956) and Goethe, for example 
. However, the similarities between Goethe’s Faust and Vathek, I shall discuss it later, are enough to make a case, and establish the fact that Faust is smuggled from the Arabian Nights, despite all the claims that it is a German legend. Indeed, both works underscore the right and power of the individual to inquire freely into affairs both human and divine, and to work out his own destiny. Moreover, both are great works of literature in the spirit of modern individualism.

In fact, the examples are too numerous to count. But, it is very important to mention one, here. Both Scheller and Brecht wrote two plays which have the same title: Turandut. Moreover, both playwrights drew on the same source which is `The Tale of the Slave-Girl Tawadud`; or `The Tale of Sympathy The Learned` in the Arabian Nights. 
 

This tale recounts the story of Abu al Husn, son of a very rich merchant in Baghdad. When his father ends his term on earth, and pays his debt to God, Abu al Husn exhausts all that he could exhaust and spends all that he could spend, until he wakes one morning to find that of all his possessions only a single slave girl, called Tawadud (Sympathy), who is the marvel of Western and Eastern women, and, simultaneously, masters all branches of knowledge and excel in them, is remained. 

Having seen that he is ruined for ever, Abu al Husn falls into desolation which robs him of even his hunger and sleep. Tawadud; or Sympathy is determined to save him at any cost. She requests him to offer her to Harun al-Rashid for ten thousand dinars and that he should not bate this price on any consideration. Abu al Husn does what she recommends him. the Caliph accepts the offer provided that he should test her. Harun al Rashid immediately sends for all the masters of art and science in his kingdom. They at once hasten to his palace and assemble there. Soon they begin to examine her. Finally, she surpasses them all in scholarship and proves that she is also the marvel of the age. Harun al Rashid, then, rewards Abu al Husn and returns Tawadud to him, and raises him to a high employment, numbering him among his intimate favourites 
.    

In England, the Arabian Nights storms the British literary scene nationwide and enthralls both minor and major writers. William Beckford’s Oriental tale, Vathek (1783), for example, was influenced by the Arabian Nights` in that it narrates the story of Vathek and Nour-onihar. The story of the overindulged and vastly wealthy young Caliph disregarding all moral restraints in the pursuit of his appetites. 

Caliph Vathek, son of al-Mutasim, and grandson of Harun al Rashid, sells his soul to the devil so as to penetrate the divine secrets. His hubris drives him to commit all kinds of cruelties and atrocities for the 

sake of his sole goal. He ultimately realizes what he has embarked on by being admitted to realm of Satan. But to his surprise, he finds out the vanity of his human wishes. He, therefore, is eternally punished for transgressing the bounds which God has prescribed to human knowledge. 

Thus, this Faustian ambition is not reserved for human beings, but rather for the Supernatural order. Indeed, Vathek is stuffed with Oriental delights borrowed from the Arabian Nights. Vathek (Wathek) thus manifestly came out of the eighteenth-century tradition of the Oriental tale that The Thousand and One Nights initiated worldwide.  .

More importantly, the Arabian Nights has indeed affected the writings of Jonathan Scott, Matthew Arnold, Lord Byron, Thomas Moore, Alexander Pope,.Daniel Defoe, Robert Browning, Swinburne, Tobias Smollett, Jonathan Swift, Robert Southey, author of Thalaba The Destroyer (1801), and others, in addition to the Romantic poets mentioned earlier.For example, Byron’s Childe Harlod’s Pilgrimage (1812) narrates the adventures of Childe Harold, a young man of stormy emotions who shuns humanity and wanders through life weighed upon by a sense of guilt for mysterious sins of the past.

This Byronic hero is Romantic paramount modeled on the Beckfordian hero, with some Sinbadian characteristics. Byron, as Kabbani contends, has not only been affected by the Arabian Nights , but has encouraged Thomas Moore and Coleridge to scoop from this Oriental spring of inspiration.

When Moore’s Lalla Rookh was published in 1817, it was generally acclaimed for its genuinely Oriental flavour. Lalla Rookh contains four stories in verse connected by prose narrative. In the story called “Paradise and the Peri,” the Peri’s daughter relates the loves of a nymph of this aerial extraction with a youth of mortal race, prince of Ormuz, who has been, from his infancy, brought up ,in seclusion, on the banks of the river Amou, by an aged gaurdian named Mohassan. 

The story opens with the first meeting of these destined lovers, then in their childhood; the Peri wafted her daughter to this holy retreat, in a bright, enchanted boat. However, the machinery of the peris has doubtless been taken from the Arabian Nights.
 Moore has decorated his romance with the stock details of what the Orient has supposedly been like: “doe-eyed women in abundance, languishing with love and expiring of desire, wicked men who kept them in captivity, rich banquets, gorgeous brocades and cashmeres, jewels, perfumes, music, dance, and poetry.”
  

In his brilliant satiric masterpiece, The Rape of the Lock (1712), which makes an epic theme of a trifling drawing-room episode: the contention arising from a young lord’s having covertly snipped a lock of hair from a young lady’s head, Pope employs this machinery of peris to guard the lady and protect her. The peris play a key role in the course of action in this great poem. Pop allots a canto for depicting them.
 

Daniel Defoe’s The Life and Adventures of Robinson Crusoe (1719) is overtly modeled on the tale of Sinbad: the adventure of shipwreck and desert-island heroics. It is a fictional tale of a shipwrecked sailor who has been marooned on an island. Like the tale of Sinbad, this novel is full of detail about Crusoe’s ingenious attempts to overcome the hardships which he encounters on the island. Similarly, Jonathan Swift’s Gulliver’s Travels (1726) purports to be a ship doctor’s account of his voyages into strange places
. Like Sinbad, the hero, here, comes across foreign lands, weird creatures,like the Yahoos and Houyhnhnms, that allow him to parade his intelligence and bravery. Thus he finds a solution for his intricate situation by exploiting his ingenuity, diplomacy and strength

More recently, The Thousand and One Nights has incited the Irish explorer, Tim Severin, who wanted to see if the stories of Sinbad the Sailor could be true. So, in 1980, he sailed from Muscat to Canton, in China, in a traditional dhow which was built in Sur (Oman). The dhow was called the `Sohar`, which was a good ship, and very strong. Her men, of course captained by Tim, found that, with good winds, they could sail three hundred kilometres in twenty-four hours. But it was hard work.

They met great winds, like the wind in Sinbad’s fourth voyage. And there was a time, between Sri Lanka and Sumtra, when there was no wind at all. The ship stayed still, day after day, under the hot sun. Soon they had very little food and water. But the wind came again, and the rain to drink.

They saw no rocs, no enormous snakes, and no pirates. But they showed that a ship of Arabia could make voyages like those in the Sinbad stories. Of course it took them eight months to arrive in Canton,China.

When the Arabian Nights emigrated to America, the American people were so involved in establishing the rudiments of their civilization, and still had no distinctive voice. Simultaneously, there was no much literature of their own, especially in fiction. So, on the whole, the Americans borrowed their culture, including the translations of the Arabian Nights, from Europe. Hence, the early American writers, like Charles Brockden Brown and James Fenimore Cooper and the others, commenced their literary careers as imitators of English novelists, but they also found in the Arabian Nights a main fountain of inspiration.

This fountain of inspiration infatuated , for instance, Nathaniel Hawthorne to the extent that he overtly states in his “Journal of a Solitary Man”: “I had a strange longing to see the Pyramids. To Persia and Arabia and all the gorgeous East I owed a pilgrimage for the sake of their magic tales(italics mine).”
 
Washington Irving’s preoccupation with the Arabian Nights was very conspicuous in such works as The Alhambra (1832), which is a series of sketches and stories that have the familiar features of the Arabian Nights, including the magic carpet and the magic horse.
  Salmagundi (1808), a series of letters discussing American life and manners exchanged between an Egyptian prisoner of war at large in New York, on one side, and Asem Hacchem and Abdallah Eb’n al Rahab, on the other, The Sketch Book (1819-1820), his most popular work, whose two most famous stories are “Rip Van Winkle,” which is about a man who falls asleep in the woods for twenty years, and “The Legend of Sleepy Hollow,” which is about a schoolteacher’s encounter with a legendary headless horseman.

The same Arabian romantic tradition prevails in the writings of Edgar Allan Poe, whose Arabesque tendency has become a school of thought. The Koranic titles of “Al Aaraaf” (the partition separating paradise from hell) and “Israfel” (an archangel who will sound the trumpet at the Resurrection), are conspicuously the trade-marks of the romantic writes of the time. Among the tales of Poe, “The Thousand and Second Tale of Scheherazade” is a variation on the introduction to the Arabian Nights, with a characteristically gruesome ending in which Scheherazade loses her life. Moreover, among Poe’s other tales that have been influenced by the Arabian Nights is The Narrative of Arthur Gordon Pym (1838), which, in a sense, follows the pattern of the voyages of Sinbad the Sailor: shipwreck, storms, mutinies, foreign lands, weird creatures, and strange return. A comparison between this novel and Sinbad’s tales will show the extent to which Poe has drawn on the Arabian Nights.   

The extent to which the Arabian Nights has dominated the American literary scene is also exemplified in the writings of George William Curtis, Bayard Taylor and William Starbuck Mayo. The latter’s novel, Kaloolah, or Journeyings to Djebil Kumri (1849), for example, depicts the quest for a white maiden among the North African Arabs

The orientalizing tendency was a standard literary attitude persistently reflected in the most popular American writings of the time. James Fenimore Cooper’s The Sea-Lions (1850) exemplifies this attitude. This novel, in a sense, is also modeled on the tales of Sinbad the Sailor, particularly as regards the quest pattern and motif. Moreover, the series of shipwreck, storms, hardships and suffering that Roswell Gardiner encounters during his voyage reminds us of the voyages of Sinbad the Sailor.   

The young American poetess, Lucrecia Maria Davidson, who died in 1825 at the age of sixteen, composed an Oriental verse romance, entitled Amir Khan. It became very popular after posthumously publishing it in 1829. Maria Davidson’s Arabian poem was inspired by the Arabian Nights. In this poem, the heroine, Amreta, is a Circassian maid whose lover, Amir  Khan, is the noble Governor of Cashmere. The tale of the lovers is developed with the help of the popular Oriental 

machinery: peris (good spirit), bulbuls (nightingales), gulnares (roses). Amreta, the heroine, is deaf and dumb and is characterized by long dark lashes and an appropriately amorous name. 

The passionate ardor of Amir Khan meets no response in the beauteous damsel. But Amir Khan finally resorts to a ruse. With the help of a magic herb, he pretends to be dead and succeeds in evoking speech in his mistress. Amreta is moved to tears at the sight of her lover’s apparently lifeless body, Amir Khan awakes from a self-induced trance in the nick of time to prevent her from suicide, and the lovers are blissfully united after a series of melodramatic scenes.
 

The Arabian Nights, it can be argued, initiated the “Horatio Alger Tales.” Horatio Alger (1832-1899), in his first volume of fiction, Ragged Dick (1867), and in similar works, such as Luck and Pluck (1869) and Tattered Tom (1871) portrayed underprivileged youths who win fame and wealth by practicing the virtues of honesty, diligence, and perseverance. His novels have influenced American youth by stressing merit, rather than mere social status, as the major determinant of success. His stories have become so closely identified with this theme that the stories of people who succeeded through the strength of their own efforts  are known as “Horatio Alger Tales.”

A revival of interest in the Arabian Nights is also notable in the writings of Mark Twain , especially in The Prince and the Pauper (1882), which focuses on switched identities, The Mysterious Stranger (1916), The Tragedy of Pudd’nhead Wilson (1894), and A Connecticut Yankee in King Arthur’s Court (1889). In A Connecticut Yankee in King Arthur’s Court, we are taught that a Yankee from Connecticut was working in the arms business, and one day he was knocked out in a fight ,and when he recovered consciousness, found himself in Arthurian England.

Becoming Sir Kay’s prisoner he was taken to the Great Hall. There he was condemned to death. He set about devising a way of escape. He claimed to be a magician. He prophesied an eclipse. Duly impressed, the king pardoned him and made him chief minister. To satisfy the public clamour for another miracle, he announced that he would blow up the rival magician’s tower. He accomplished this and completed his ascendancy. Now one of the most powerful men at court, he was popularly nicknamed `The Boss.

At Arthur’s insistence he undertook a quest guided by Alisande. After an uncomfortable journey he captured several knights, using the smoke from his pipe to make them believe him to be a dragon. Then he reached the ogre’s castle. She thought they were enchanted princesses, she therefore treated them courteously. On their way back, he performed another miracle when repairing a well. The king visited him to be cure from his evil (a skin disease) by his touch.  

King Arthur and the Yankee toured the kingdom disguised as poor people. While travelling the king behaved tactly and provoked a fight. A mob pursued them and they were rescued by a group of gentlemen, who sold them as slaves. The Yankee escaped from the slave gang one night, and returned to rescue the king.

At the height of the Yankee’s power, disaster struck. The love affair between Lancelot and Guinevere was discovered by Arthur and the country was torn by civil war. The king was slain, and the Yankee escaped to a cave. In the battle there the Yankee was wounded and fell victim to a spell that put him into a permanent sleep.

Ernest Hemingway has also drawn on the Arabian Nights in making up his masterpiece, The Old Man and the Sea (1952). In his article, “The Influence of the Arabian Nights on Hemingway’s Old Man and the Sea” Abdulsalam Hamad has manifestly shown how Hemingway has taken over the raw material and several other things for Santiago’s fable from “The Story of the Fisherman and the Genie,” in the Arabian Nights Hamad concludes that “The symbolic projections, the similar moral undercurrents, the code of life, the analogous legendary skeletal structures, the spontaneity of both heroes, their resemblance in thinking, the marvellous nature of their games, the parallel episodes, as well as their similar formulae of saying prayers, the solitary hero and the opening sentences, all point out to this logical inference,” and that both stories are “in the full sense moral fables, as well as parables.” Hamad goes on claiming that “a comparison between the title of Hemingway’s The Old Man and the Sea with that of Sinbad’s fifth voyage,` The Old Man of the Sea,` shows that the former contains the conjunction “and” and the latter has the preposition “of.” This is an indisputable evidence that Hemingway indeed read The Arabian Nights.”

In summation, it can be obviously noted in light of the preceding argument that the Arabian Nights is almost the greatest classic of all the world over. Its literary reception on both sides of the Atlantic, and the voluminous literary works that have been affected by it is not only an indisputable evidence of its greatness, but also a cogent testimony that the civilization which produced it is also great. Therefore, it is no wonder that the Arabian Nights has become the great classic of all time and the bible of oriental romance  that enchanted literati worldwide.

� Marchen means fairy tales. It is a German term employed by scholars to designate this genre. Taking place in a wonderland filled with magic and strange characters, they were believed by neither narrator nor audience. Marchen demonstrate a typical plot that involves an underdog hero or heroine who is put through great trials or must perform seemingly impossible tasks, and who with magical assistance secures his or her birthright or a suitable marriage partner. Frequently, such stories begin “Once Upon a Time,” and end “And they lived happily ever after. Often, particularly in the U.S., these tales are called “Jack Tales” after the name commonly given to the hero, for example, “Snow White,” “Cinderella,” etc.





� Indeed, none of the literary scholars would even hazard a guess as to when the tales had begun. The tales in The Thousand and One Nights had been collected from a number of sources, as is shown above. They had been passed down by word of mouth over many generations, and the earliest of the tales seemed to have been in circulation for at least fifteen centuries. Moreover. it is also, as it seems, very important to mention , here, that when and why these Arabian tales were written is still so far controversial, yet, it seems obvious that they were registered as a means of preservation, and that the manuscripts which resulted were amorphous and diverse as the oral versions of the tales had been. In her Imperial Fiction (1987) Rana Kabbani contends that these tales were “first and foremost folklore kept alive orally. They were narrated by itinerant conteurs or hakawatieh, who augmented their content, elaborated on their plot structures, and larded them with anecdotes or verses which reflected their respective tastes. Thus the stories came to be conspicuously diverse, differing quite markedly from version to version, and illustrating in this the singularities of each Hakawati’s locale. They were narrated in the popular quarters along with the stock epics such as Antar, or romances such as Qais wa Leila. See Rana Kabbani, Imperial Fictions: Europe’s Myths of the Orient (London: Pandora, 1988),p.23.





� In fact, they have been relegated, by historians or literary commentators, to the level of inferior entertainment. Al- Mas’udi first referred to them in that manner in Muruj al- Dahab, and Ibn al- Nadim, writing in the tenth century, regarded them as being of no literary merit, but conceded rather disdainfully that they were popular among the illiterate. I do not go on with these opinions because , even though they were written in a vulgar vernacular blended with classic to suit the audience, they could be considered cultivated literature, otherwise, Scheherazade could not take the West on both sides of the Atlantic by storm, and still, so far, holds fast to her niche in the world literary treasury as a big and beautiful jewel for Western literati, as well as the common people. However, there are still some Arab thinkers and intelligentsia who consider the Nights as one of the major causes of Western imperialistic invasion of the Arab world. For this point see Kabbani pp.23-36; Mosa Halool, journal of Tishreen University 





Manifestly enough, the problem is not in the Arabian Nights because it is enough for the Arabs to have it. The problem is indeed in the “Orientalists.” From Gallant to Burton, translators, scholars and readers shared the belief that the Arabian Nights depicted a true picture of Arab life and culture at that time and, for some strange reason, at their own. Galland, Lane, or Burton claimed that these tales were much more accurate than any travel account and, for this reason, they translated them. Moreover, it is for the same goal, every one of them adopted a specific strategy, residing on his own other intentions. Lane translated it as a travel guide to Cairo, Damascus, and Baghdad. In order to account for this claim, he added compendious notes intended to explain a given passage and to introduce the reader to various aspects of Arab culture, such as social customs, mythology, religion, and ethics the way he viewed them and according to his tendentious and Arabophobian purposes. Like Lane, Burton, too, focused on what he considered to be typical manifestations of Arab culture, together with the exotic, the outlandish and the colourful. He also appended copious notes. So, what they produced was incomplete, varnished and castrated copy of the great original. Hence, as Kabbani argues that it is not “surprising to find …that the European, when encountering in the Arabian Nights tales that upheld his own racial biases, should quickly take them to heart. And since these confirming tales belonged to a foreign narrative tradition, Europe could enjoy them without offence to its outward show of rational discourse on race…The Victorians could appreciate the grotesque caricatures of blacks and other minorities in the stories without feeling that such gross racial effrontery was in a way the fruit of their own civilized culture”. Kabbani goes on so far as to confirm that “In the same manner, the misogyny inherent in the tales fitted in with the Victorian notion of women as inferior beings. Again Europe could happily incorporate sexist perception when it was wedded to a description of the alien… the description of inferior women in the Arabian Nights was concentrated on foreign women”.   For this point, see Kabbani, p.64. In fact, Kabbani dedicated her entire book to discussing and refuting this point.   





� Perhaps this is due to the fact that the tales were generally written in the conversational style of the storyteller, and they modulate between the colloquial and the literary, and even ornate, within a given passage, from passage to passage, and from story to story, Simultaneously, they employ metaphors,similes, formalaic epithets, parallelism and rhymed prose which can hardly be Englished. This manifestly poses problems in regards to diction, grammar, and syntax for translators.





� Undoubtedly, the Romantics perceived the Orient as a world so coloured in its imaginative freedom, sensuousness and fatalism. It is indeed a  sublimated domain that supplied them with a set of imagery and an enchanting landscape through which their heroes could move freely, such as Shelley’s heroes in Alastor and The Revolt of Islam in which they visit ruins, voyage up the Nile, pass through Persia and Arabia, climb up the Himalayas, and reach the most solitary valley in Kashmir. Shelley’s“Ode to the West Wind” and “The Nightingale” were also, in a sense, borrowed from the Arabian Nights. Moreover, Coleridge was profoundly fascinated by the Arabian Nights as a child. Addressing Thomas Poole in a letter  dated 9 October, 1797, he told of the “anxious and fearful eagerness with which I used to watch the window in which the books lay, and whenever the sun lay upon them I would seize it [the Arabian Nights], carry it by the wall, and bask and read.” See Coleridge, Collected Letters, ed. E. Griggs (Oxford, 1956, 2 vols.), vol.1, p. 347. From then on Coleridge’s writings would always carry the mark of those tales, for instance, his Kubla Khan employs the Orient as a metaphor for sensuality and sonority. Lord alfred Tennyson (1809-1892) also composed a Diwan entitled Recollections of the Arabian Nights in 1830. In a poem, for instance, that paints a series of pictures, charming from their sensuous beauty, suggested to Tennyson’s imagination by reminiscences of the Arabian Nights, more particularly of one of the tales, that of “Nur Al- Din Ali and the Damsel Anis al Jalis,” especially of that part of the story narrated on the Thirty-sixth Night, Tennyson wrote:





With dazed vision unawares


From the long alley’s latticed shade


Emerged, I came upon the great


Pavilion of the Caliphat.


Right to the cavern cedarn doors,


Flung inward over spangled floors, 


Broad-based flights of marble stairs


Ran up with golden balustrade,


After the fashion of the time,


And humour of the golden prime


Of good Haroun Alraschid. 





This quote is taken from Alfred Lord Tennyson, Recollections of the Arabian Nights, eds. W J. Alexander and W.H. Clawson (Lancashire: Toronto University Press, 1997), p.198.
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