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UNIVERSITY OF SOUTHAMPTON

ABSTRACT

FACULTY OF HUMANITIES

Department of English

Thesis for the degree of Doctor of Philosophy

THE MARITIME SUPERNATURAL OF FREDERICK MARRYAT, WILLIAM CLARK RUSSELL AND WILLIAM
HOPE HODGSON

Gerarda Dorothea Mezina Jonk

The ambition of this project is to demonstrate the cultural and literary importance of the maritime
supernatural of nineteenth-century literature. Addressing literary manifestations of the experience
of being haunted at sea, | both expand and adjust the work of key scholars of maritime literature
and history, who prioritize adventure narratives over the supernatural and focus on what they
argue is the real experience and impetus of seafaring, ranging from labour to adventure to empire-
building. However, ghosts, legends and the supernatural are equally indispensable to the real
experience of seafaring. This thesis traces the maritime supernatural as a response to the anxieties
arising from the imperial, religious and technological formations of the nineteenth century.

Chapter one constructs a theoretical framework based on shipboard life and labour and the
uncanny. Working within this frame, chapter two considers three key elements of the maritime
supernatural — supernatural actor, haunted space and haunting environment — demonstrating the
particular ways in which this literary genre overturns maritime lore and challenges norms and
conventions.

This leads to analyses of works of three popular sailor-authors, Frederick Marryat (1792—
1848), William Clark Russell (1844-1911) and William Hope Hodgson (1877-1918). These three
authors, well-known in their own time, are now often overlooked in studies of maritime literature,
mostly because their narratives do not have the literary quality of canonical works. However, their

contemporary popularity does not only indicate their writings resonated with their audiences; their



apparent lack of literary quality highlights the immediacy of their concerns. Frederick Marryat’s The
Phantom Ship, serialized between 1837 and 1839, seizes the supernatural element in order to
interrogate Christianity. After a hiatus in the mid-nineteenth century when no new maritime
supernatural narratives were published, William Clark Russell essentially revived the genre with The
Death Ship in 1888. Russell’s nostalgic tale both expresses a longing for the past and anxiety for the
future of shipboard labour. By the early 1900s, William Hope Hodgson’s early weird fiction gives a
new spin to the genre, remythologising the sea into modern tales that reflect contemporary crises
of maritime representation. This draws to a conclusion that complicates the notion of the maritime
space as unproblematic site of nostalgia, modernity, religion or empire, and shows that a serious
consideration of the maritime supernatural genre enriches the current discourse of maritime

literature.
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Introduction

Introduction

This thesis began with a fascination for monsters of the deep. Legendary creatures captured in
nineteenth-century literature were to be the subject of this dissertation. This literature expresses a
longing for a past to which it became ever more impossible to return. The potential of an unnatural
ocean suggests tangible and inexplicable literary sea monsters abound in literature. Searching for
monstrosity in the maritime space, and recalling a story | was told in childhood, | found the Flying
Dutchman. Of all creatures found at sea, man surely is the most monstrous and cruel. The story of
a Dutch captain, hard-set on sailing around the Cape of Good Hope whatever the weather, failing
to observe religious days, disregarding the wishes of his men, which results in eternal damnation
for both captain and crew, became the basis of this thesis.

The physicality of the maritime environment tends to produce equally physical ghosts. The
ocean is a site where contrastive themes like the ordinary and the extraordinary, the real and the
unreal, the natural and the unnatural abound. This thesis engages with these themes in order to
understand how nineteenth-century maritime literature approaches the visceral nature of
haunting at sea. Throughout this thesis, “visceral” is used synonymous to physical, and as the
opposite of ephemeral or metaphorical. The Flying Dutchman is the embodiment of the maritime
space itself. He is not a mere wisp of a spirit; like his environment, he is tangible and constant, yet
tempestuous and unreal. He haunts the imagination of many sailors, both on and off the page,
bringing death and destruction to any who are unlucky enough to cross his path. He embodies
anxieties about national identity and seafaring ability at a time when technological advancement
gradually superseded human labour. These anxieties are contrasted here with the often-used but
little investigated phrase “nostalgia for the age of sail”.

The Flying Dutchman himself is not the subject of this thesis, however. That is to say, this is
not a study of the Flying Dutchman legend, tracing origins, developments and incarnations of the
legend through European literature. In other words, creating a historiography of this particular

legend, is not the aim of this thesis. Rather, the Dutchman legend is used here as an instrument for



Introduction

exploring the British maritime experience in nineteenth-century literature. Invocations of the
supernatural at sea that are not Vanderdecken, the Flying Dutchman, also find their place in this
thesis, as they share elements and narrative effects. The main primary texts studied here are The
Phantom Ship (1837-39) by Frederick Marryat and The Death Ship (1888) by William Clark Russell —
novels that are directly based on the Dutchman legend — and The Ghost Pirates (1909) by William
Hope Hodgson, which follows a similar narrative framework but is not based on any existing
maritime legend. The maritime supernatural originates mainly in maritime folklore, and found its
way to a wider public through novels written by authors who knew their subject from direct
professional experience.

Although Marryat, Russell and Hodgson were never at the bottom of the hierarchical
shipboard ladder, their writings were nevertheless informed by an active interest in the labouring
seafarer’s life and tribulations on board ships. Frederick Marryat (1792-1848) started his naval
career at age 14 as a midshipman or junior officer, eventually reaching the rank of captain. Though
not a labouring seaman, also called a hand, who was part of the forecastle fraternity (the shipboard
community comprised of the labouring sailors from green hand to old tar, but not officers),
Marryat wrote the sea from his own experience. William Clark Russell (1844—-1911) also went to
sea at age fourteen, joining the merchant service, also as a midshipman but never reached the rank
of captain. Andrew Nash has noted that, although midshipmen were higher in rank than common
sailors, Russell criticised the treatment of these junior officers in the semi-autobiographical novel
The Romance of a Midshipman (1898). A midshipman was ‘put to do all the dirty work aft. He
scrubbed the deck, cleaned the brass-work, slushed the mast, painted the boats, but | cannot find
that the captain ever taught him navigation’.! William Hope Hodgson (1877-1918) joined the

merchant service at thirteen, starting an apprenticeship in 1891 and working his way up from cabin

L William Clark Russell, The Romance of a Midshipman (London: T. Fisher Unwin, 1898), pp. 164—65, quoted
in Andrew Nash, William Clark Russell and the Victorian Nautical Novel: Gender, Genre and the Marketplace
(London: Pickering and Chatto, 2014), p. 17. Subsequent references to Nash are from this edition and are
given in parentheses.



Introduction
boy to third mate.2 Hodgson outlined his feelings toward the merchant navy in an 1905 article
‘Why | am Not At Sea’, lamenting the sailor’s lack of agency in his own life, a life he describes as
‘comfortless, weariful and thankless’ 2 Life on board was hard, for crew as well as junior officers,
exploited for their physical labour by a harsh master. The experiences of these authors as young
boys, although they were officers in training, might have been not very different from the

experiences of the actual forecastle crew.

1.1 Yarn-spinning

Their direct experience with the forecastle crew and shipboard life exposed these sailor-authors to
maritime yarns and legends, some of which they later adapted into a multitude of novels. Yarns,
stories told during periods when work was slow or after watches had ended, are based on sailors’
own seafaring experiences. Yarns can be distinguished from other literary narratives in two ways.
Firstly, yarns contain practical advice that pertains particularly to the seafaring profession. This is
the case both in real life as well as in literature. The practical advice of yarns can be applied
immediately, as the yarn’s events tend to reflect on the current situation on the ship. Second, and
this pertains particularly to literature but derives from real-life shipboard storytelling, the
circumstances in which yarns are delivered consistently parallel the events of the narrative. The
dissemination of these legends on ships relies on the practice of yarn-spinning, a form of
storytelling on board ships that draws on the experience of the teller.

Marcus Rediker, discussing yarn-spinning in his 2014 study Outlaws of the Atlantic, describes
how ‘practical information, often about the treacherous art of survival so necessary of workers

trapped in precarious conditions of life’ spreads across the forecastle crew in the form of yarns.*

2 Brian Stableford, ‘Hodgson, William Hope (1877-1918)’, Oxford Dictionary of National Biography, Oxford
University Press, 2004 [http://www.oxforddnb.com/view/article/56875, accessed 13 April 2016].

3 peter Tremayne, ‘Introduction’ to Masters of Terror 1: William Hope Hodgson (London: Corgi Books, 1977),
p. 10.

4 Marcus Rediker, Outlaws of the Atlantic (Boston, MA.: Beacon Press, 2014), p. 12. Subsequent references
are to this edition and are given in parentheses as (Rediker, Outlaws, page).
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Introduction

Sailors’ yarns travelled across the globe, and ‘helped create cosmopolitan community in the age of
sail’ (Rediker, Outlaws, 10). This body of maritime lore was continuously added to by new yarn-
spinners who enriched the stories with their own idiosyncratic experiences in similar, yet slightly
different, circumstances. Maritime yarns shared among the forecastle crew had their particular,
practical uses. By spinning yarns to one another, sailors share their knowledge. Yarn-spinning was
fundamental in the training of green hands, who were introduced to the seafaring profession with
narratives based on older sailors’ own experiences. Aside from sharing experience, the phrase “to
spin a yarn” also has fantastical, marvellous and incredible elements to it. It implies that the teller is
relating events that cannot possibly be true, yet their insistence on their own direct experience
with the narrated events compels the listener into believing in the supernatural himself.

The yarn at sea, argues Rediker, ultimately united seafaring labourers into one single
community of shared experience. Rediker’s interpretation of yarns and their practical usefulness is
a romanticised version of history, despite his insistence that he studies the reality of seafaring. The
fact that many seafaring superstitions and yarns disparage sailors from various nationalities is in
itself evidence of the opposite. For example, the legend that Finnish sailors are wizards able to
control the weather surfaces often in both fiction and non-fiction, and measures include solitary
confinement of the sailor until the weather improves. These yarns and practises challenge
Rediker’s thesis of harmonious shipboard community. Fletcher S. Bassett dedicates a chapter to
‘Storm-Raisers’ in his 1892 Sea Phantoms and notes that ‘perhaps no one could, in the opinion of
the seaman of a century ago, raise a wind so effectually as a Finn” and lists several examples from
maritime literature and lore as evidence.” On a more global scale, Asian or African seamen, called
lascars, were seen as a threat to the (white) British seafaring workforce in the nineteenth century
and continue to be seen as such in the present day, as these men were willing to work for lower

wages than Western sailors.® While experience was shared among sailors from different origins, it

> Fletcher S. Bassett, Sea Phantoms: or, Legends and superstitions of the sea and of sailors in all lands and at
all times (Chicago: Morrill, Higgins, 1892), p. 106.

6 See Jonathan Hyslop, “Ghostlike’ seafarers and sailing ship nostalgia: the figure of the steamship lascar in
the British imagination, c. 1800-1960" in Journal for Maritime Research (2014); Jesse Ransley, ‘Asian Sailors in

4



Introduction
is implausible that they created a global community that united sailors of all nationalities and
backgrounds.

Rediker builds his argument on the function of sailor yarns on Walter Benjamin’s 1936 essay
‘The Storyteller’, which suggests that the trading seaman and the agricultural labourer were the
ultimate storytellers, but that storytelling itself has become a lost art.” These storytellers were
cosmopolitan or domestic, relating stories either picked up in distant places or those that relate
local tradition and folklore. Rediker, building on this foundational idea, overlooks Benjamin’s
assertion that real storytellers have become rare and archaic, and imperturbably identifies
characteristics of the story as told by Benjamin’s storyteller that illuminate the sailor’s yarn.
Rediker then chronicles how various canonical literary from Shakespeare’s The Tempest to Defoe’s
Robinson Crusoe were inspired by their authors’ alleged interactions with seafarers and their yarns.
The relationship between literature and yarns is more refined than Rediker describes. A narrative
inspired by a yarn is different from one that takes a yarn as subject matter and develops it into a
novel. Through yarns, legends such as the Dutchman’s circulate the globe ambiguously but
insistently, appearing in different guises in different places. Yarns that are developed into novels
form a particular genre that is different from novels that are inspired by, but do not necessarily rely
on, maritime tales. This thesis addresses the yarn as constitutive of a specific literary genre and
considers how these yarns are revised at different moments in the long nineteenth century.

Rediker’s notion of yarn-spinning as the origin of a global seafaring community implies a
similar, almost supernatural ability of yarns to improve sailors morally. Through a collaborative,
conscious effort a community is created that shares values of equity and honest labour. This notion

is echoed in other critical work on the maritime yarn; both in Hester Blum’s 2008 The View from

the Age of Empire’ in Journal for Maritime Research (2014); Leon Fink, Sweatshops at Sea: Merchant Seamen
in the World'’s First Globalized Industry, from 1812 to the Present (2011); David A. Chappell, ‘Ahab’s Boat:
Non-European Seamen in Western Ships of Exploration and Commerce’ in Sea Changes: Historicizing the
Ocean (2004); Matthias van Rossum, ‘Lost in translation? Maritime identity and identification in Asia under
the VOC' in Journal for Maritime Research (2014).

7 Walter Benjamin, ‘The Storyteller’ in The Novel: An Anthology of Criticism and Theory, 1900-2000 ed.
Dorothy J. Hale (Malden, MA.: Blackwell Publishing, 2006), pp. 362—-78; pp. 362—63.

5
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the Masthead and Margaret Cohen’s 2010 The Novel and the Sea the yarn-spinning labourer
emerges as morally superior because of his outsider’s perspective. Blum calls this perspective the
‘sea eye’ which unites ‘manual and intellectual labor’ in the figure of the sailor-author.® Cohen does
not directly mention the practice of yarn-spinning but her discussion of the compleat, or perfect,
mariner, who perfected his craft through theoretical and practical application, also presents the
seafarer as the perfect commentator.

These interpretations of yarns and the community of labourers that originates from them
imply an unshakeable confidence in the seafarer’s craft — even in troubling times, it is the fictional
sailor’s ingenuity and ability to take control of the escalating situation that relativizes events at sea
as well as on land. This again is a romanticised but widely accepted version of reality. This thesis
attempts to show a less romanticised reading of the figure of the sailor, showing that anxiety about
the sustainability of craft did feature in maritime literature. This anxiety surfaces through the
invocation of the spectral. The practical yarn and the supernatural yarn can be seen to converge
throughout the nineteenth century to express contemporary anxieties, from religious questions to
the state and future of shipboard labour.

Yarn-spinning as a form of storytelling and a way of validating experiences and apparitions is
not only an important narrative feature. The act of rewriting the legend into popular fiction
available to a wide, land-based audience is also a form of yarn-spinning with its own particular use.
Forcing yarns through the medium of the novel to an audience of one rather than many, Rediker
argues, authors of novelised yarns reduce the rich, multi-layered yarn to a mere story. Rediker does
not consider the fact that many of these novels, although they were not primarily aimed at sailors,
reached a much wider audience than a yarn could within a global community of seafarers. Aimed
at an audience of arm-chair sailors, the yarn-turned-novel has indeed lost its practical usefulness,

but for readers on land the novelised yarn was of a different use from its use at sea. On ships, the

8 Hester Blum, The View from the Masthead: Maritime Imagination and Antebellum American Sea Narratives
(Chapel Hill: The University of North Carolina Press, 2008), p. 3. Subsequent references are to this edition and
are given in parentheses.
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yarn might play an active part in survival because of its immediate applicability, but in novelised
form on land, it could be transformed into a tale about morality, religious criticism or national
identity. Fictitious sailors’ idealised characteristics, heroism and superb seafaring skills represent an
ideal or warning to the landed reader.

While the yarn-spinner himself might still be an experienced seafarer, the land-based
audience was less versed in the ways of the sea. Although the exact readership is difficult to trace,
some injunctions have been made regarding readers of maritime fiction. Blum has established that
her first-person non-fictional narratives in the early-nineteenth century were initially read primarily
by fellow professional sailors and later in the century started to appeal to (and be written for) a
land-based audience too (Blum, 5). Marryat, also writing in the early-nineteenth century, wrote
fiction which might have appealed to fellow sailors but, despite (or because of) his extensive use of
maritime terminology, fascinated other readers too. Marryat’s sea novels were read by ‘grown
men and women’; an indiscriminate and widespread audience.’ He enjoyed a substantial
readership; his first novel Life of Frank Mildmay, or The Naval Officer (1829) ‘was a literary and
financial success’.!? His work was often translated into different languages and later in the
nineteenth century, theatre plays based on his novels were performed both in Britain and abroad,
giving a good indication of Marryat’s popularity. *

Russell, writing in the last third of the nineteenth century, when novel reading had become a
predominantly female activity, published his first maritime tale The Wreck of the ‘Grosvenor’ in
1877. The combination of romance and maritime adventure ensured a wide appeal, and a
contemporary review of a next novel, An Ocean Free-Lance, predicted this new style would be

‘devoured by boys and girls, and by such sailors and Marines as may be fond of story-books’ (Nash,

° Oliver Warner, Captain Marryat: A Rediscovery (London: Constable, 1953), p. 14.

10, K. Laughton, ‘Marryat, Frederick (1792—-1848)’, rev. Andrew Lambert, Oxford Dictionary of National
Biography, Oxford University Press, 2004; online edn, May 2009
[http://www.oxforddnb.com/view/article/18097, accessed 13 May 2016].

11 Agnes Andeweg, De Viiegende Hollander en Terneuzen: Van internationaal symbool tot lokale legende
(Vlissingen: Den Boer en De Ruiter, 2015), pp. 53-55. Subsequent references are to this edition and are given
in parentheses. All translations are mine.
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84).12 The audience for novelised yarns was large. Russell’s sea stories were a ‘critical and
commercial success’, retaining a ‘substantial popular readership into the twentieth century’ (Nash,
62; 131). Hodgson’s popularity is more difficult to trace. Although he was (and still is) well-known
among connoisseurs of horror stories, and announcements and reviews of his books were
published in local newspapers, Hodgson’s work was not adapted into theatre plays nor did it seem
to appeal to a widespread audience of all ages. Contemporary reviews do note the quality of
Hodgson’s writing but, like H. P. Lovecraft in his 1927 seminal essay on the weird supernatural,
lament the fact that this skilled author is relatively unknown.?

Although the maritime supernatural genre will be discussed in more detail in chapter two, |
will begin outlining some parameters. The narratives discussed here are a subgenre of maritime
literature — stories where the main action takes place at sea. It would be logical to assume
supernatural elements are simply added to create maritime supernatural literature. This would
accommodate, for one, stories like that of the Mary Celeste and similar abandoned vessels that are
not necessarily supernatural. Supernatural explanations are almost gratefully given to these
mysteries. The appearance of these abandoned ships is unexpected and in their drifting,
unsupervised by human eyes and hands, there is a sense of uncanny automatization and agency.

These are elements that can constitute a ghostly tale, and indeed, these real-life mysteries
have served as inspiration for suspenseful fiction that leans towards the supernatural. Arthur
Conan Doyle’s short story ‘J. Habakuk Jephson’s Statement’ (1884) is a good example of this —
though ultimately the mystery of the disappearing passengers and crew of the Marie Celeste is
revealed to be the work of a racially motivated and systematic murderer, the tale has supernatural
overtones to do with archaic, tribal witchcraft. This story in itself is not a maritime supernatural
narrative for two reasons. Not only is the apparently unnatural mystery of the inexplicable deaths
explained, it gives no attention to how these events affect the sailors’ life and labour taking place

on the ship. This maritime element of ‘J. Habakuk Jephson’s Statement’ is not crucial to the plot;

12 The Spectator, 1881.
1B3H. P. Lovecraft, Supernatural Horror in Literature 1927 (New York: Dover Publications, 1973), p. 82.
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Introduction
the narrative could also take place in a stagecoach or a train. The supernatural is found in arcane
African cultures, and gestures to a wholly different discourse from what is at stake in this thesis. In
the maritime supernatural genre, then, both elements — the maritime and the haunted — are of
equal importance to the narrative logic.

It should moreover be noted that the authors writing the maritime supernatural genre
tended to write mainly maritime adventure fiction. That is to say, the majority of their fictional
literary output followed the genre conventions of maritime adventure fiction without a prominent
or decisive role for the supernatural. The maritime adventure novel, or ‘exotic picaresque’,
suggests Cesare Casarino in Modernity at Sea, is not even really about the sea: ‘their true interests
lie elsewhere’.** The central focus of most maritime adventure fiction ‘remains on what is to be
found beyond the sea, that is, on the adventures of discovery and contact that the exotic
landscapes and natives on the other side of the ocean and at the end of the voyage are bound to
offer’ (Casarino, 9). Marryat is the one author to whom this statement could apply, but in no way
does this statement speak to Russell’s or Hodgson’s work, where often no ‘other side of the ocean’
exists. Yet even in Marryat’s fiction, the maritime space determines the narrative logic.

Casarino’s work focuses on the fiction of Herman Melville and Joseph Conrad and argues
that these highly important canonical works are ‘autarchic and self-enclosed narrative units and
detailed as multifaceted and tension-ridden universes’ (Casarino, 9). He suggests a strict dichotomy
between sea and land, and argues that Melville’s and Conrad’s writings uniquely represent a
certain kind of nineteenth-century labouring ocean. Casarino’s work is aimed at ways of knowing,
but turns to the canon in unreflexive ways to study the absolute knowledge of sea. While
Casarino’s study is valuable and insightful, it is exactly this kind of statement about these kinds of
canonical works that my thesis aims to nuance. It does so by focusing on works by lesser-known
authors, arguing that the value of these novels does not only depend on whether or not they are

about the sea. Even when the sea appears secondary to the narrative focus, it still facilitates

14 Cesare Casarino, Modernity at Sea: Melville, Marx, Conrad in Crisis (Minneapolis/London: University of
Minnesota Press, 2002), p. 9. Subsequent references are to this edition and are given in parentheses.
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character development or travel necessary for events to play out elsewhere. The sea is still
fundamental to the narrative logic.

Even if their main output was maritime adventure fiction, at some point Marryat and Russell
engaged with the supernatural. Hodgson’s literature, on the other hand, is mostly concerned with
the supernatural in various forms, and rarely considers the world without spectres or monsters. It
gives rise to the question why they did so. While the simple answer might be that it works, or in
other words, writing ghosts ensured good sales figures and pleased the reading audience, it
appears that certain contemporary issues can only be addressed through an engagement with the
same supernatural legend. While often, as will be seen, the same themes are addressed maritime
adventure narratives as well as maritime supernatural stories, the outcome of these engagements
is usually less satisfactory in the ghostly stories than in the adventure stories. It appears that ghosts
prevent the loose ends from being tied up.

Recent scholarship of maritime space has been concerned with the relationship between the
human and the natural, constructions of, and engagements with, the natural world by humans.
This thesis juxtaposes the human with the natural world turned unnatural. It focuses on the human
experience of the maritime space (not its metaphorical, psychologised construction) and questions
the relationship between the human and de-humanised human, and the interruption of the
shipboard world and culture by the spectral. This interruption implies a link between maritime
supernatural narratives and the Gothic genre. In this thesis, following Fred Botting’s suggestion
that by the nineteenth century, the Gothic was dispersed among a variety of genres, | distinguish
between the Gothic of eighteenth-century fiction and Victorian supernatural stories. > While
authors of the maritime supernatural genre perhaps borrowed atmospheres, tropes and
techniques from the Gothic, they present us with a type of horror that is more subtle than demonic

half-humans and malevolent castles. The appropriation of Gothic themes without writing a Gothic

15 Fred Botting, Gothic (London: Routledge, 1996), p. 116.
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text allows authors of the maritime supernatural genre to engage with contemporary issues

around religion and national identity.

1.2 Maritime history and maritime literature

A robust research culture has formed over the last thirty years on the maritime novel and its
relationship with maritime culture and seafarer-storytellers. This thesis is speaking within this
research culture, and adjusts it to accommodate a particular genre of novelised spectral yarns. It
aspires to refine broad brushstrokes drawn by these scholars. Rediker’s Between the Devil and the
Deep Blue Sea, published in 1987, takes an interdisciplinary approach to reconstruct the early-
eighteenth-century common sailor’s world. Looking at diverging disciplines including linguistics,
anthropology, economics and maritime history, Rediker studies the formative period 1700 to 1750,
when the British and American shipping industries were expanding but can still be considered in
nearly the same terms. John Peck’s 2001 Maritime Fiction: Sailors and the Sea in British and
American Novels, 1719-1917 looks at maritime literature in its historical context. In order to look at
the effect of British and American success at sea on life ashore as well as show how these
successes shaped the political, social and cultural characters of these nations, Peck close-reads
maritime and land-based literature from Defoe to Conrad.

A more focused study is Blum’s 2008 The View from the Masthead. Blum shows that studying
antebellum American sea writing — generally first-person non-fiction — gives insight into changes of
American self-perception throughout the studied period. Finally, another study important here is
Cohen’s 2010 The Novel and the Sea, where she traces the development of the novel alongside
maritime adventure fiction through close-reading American, British and French literature from
Defoe into the twenty-first century. These studies provide a wealth of knowledge key to an
understanding of the multifaceted genre of supernatural maritime fiction. What follows is an
analysis of key elements of their respective studies: seafaring authors, land-sea relationship, and
epochs of maritime literature. This thesis largely follows their multidisciplinary approach but
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simultaneously challenges their epoch-making and interpretations. Maritime scholarship, as has
been pointed out, has the tendency to romanticise the maritime space. In attempts to avoid this,
they often create a rhetorically high argument that overlooks the original intention of the fiction at
stake. | will point out these moments and attempt to fill the gaps left in maritime scholarship.

Nineteenth-century maritime fiction benefits from its authors’ direct professional experience
with the maritime environment and is steeped in maritime jargon. It aims at describing seafaring
and life on board accurately and realistically. The reality of life on board, no matter how fantastical
the events of the narrative, was key to their success. In Between the Devil and the Deep Blue Sea
Rediker argues for a serious examination of the real figure of the labouring sailor Jack Tar himself,
his world and experiences; in other words, he aims to seriously consider history from the bottom
up. Rather than take further once again the study of the ‘romance of the sea’, the romanticised
maritime environment hitherto subject of maritime studies, Rediker intends to focus on ‘the reality
of seafaring’ in order to give attention to hitherto ‘misrepresented or omitted vital segments of the
seaman’s experience’, which is collective, international, and harsh.'® While his study is a useful
starting point, Rediker’s focus on the reality of seafaring is scattered by his broad and idealised
interpretations of his material.

In his attempt to deromanticise the sea, Rediker reromanticises it through his imposition of a
collective fraternity on the seafaring world. His study identifies the importance of considering the
reality of seafaring but misses an opportunity to contextualise the romance of seafaring. Authors
intending to write about the sea from their own direct experience and to write it realistically, wrote
‘romances’ in the sense that Robert Louis Stevenson used it in his essay ‘A Gossip on Romance’
(1882): adventurous narratives that prioritise realistically written incidents rather than idealised
tales of morality. Nash notes the discrepancy between the use of the word “romance” in maritime

titles and their authors’ insistence on the authenticity of their subject matter. He shows that

16 Marcus Rediker, Between the Devil and the Deep Blue Sea: Merchant Seamen, Pirates, and the Anglo-
American Maritime World, 1700-1750 (Cambridge: Cambridge University Press, 1987), p. 3; 5. Subsequent
references are to this edition and are given in parentheses as (Rediker, Deep Blue Sea, page).
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Russell’s resistance against ‘a romanticized — in the sense of falsified — tradition of nautical
literature’ was substantiated along the same terms as Stevenson’s essay on romance which ‘calls
for an art based on “circumstance” and “incident” rather than character and moral conduct’ (Nash,
88-89). Rediker’s understanding of the maritime world as romanticised in literature overlooks
maritime fiction’s mission to write the sea realistically. However, his insistence that seafaring was
more than an individual’s journey to self-imp