2. Theoretical framework
The study intends focusing on the point of view that Saramago’s novels may be perceived as ‘voyages’ into the idea of national identity which owes its reformulation to the writer’s subversive creativity that, through a retrospective glance at the perceived errors of history, questions Portugal’s founding myths. The objects of reference are archived memories which, as selective reconstructions of the world around us, are able to decipher and deconstruct historiographic discourse by compressing, exaggerating and reorganizing the elements of tradition into a new configuration that reflects present needs.
My study will stand on a pertinent analysis of two novels which, by employing the idea of national identity, reveal a symmetrical pattern of an “interior voyage” towards the profound ability within human beings to discover truths beyond the mere facts of history: The History of the Siege of Lisbon and The Stone Raft. As their author suggests, metaphorically, the first novel, as the other ‘historiographic metafictions’ with which it shares common features and to which reference will be made during the present analysis (i.e. Baltasar and Blimunda, The Gospel According to Jesus Christ, The Year of the Death of Ricardo Reis), is centred on the idea of a ‘surface’ or “the skin covering human beings”
, received, as Saramago puts it, as a ‘statue’ or aesthetically created work with a human form. Meanwhile, in his ‘uchronic cycle’ – The Stone Raft, All the Names and Blindness – the novelist “ceased to describe the statue in order to deal with the essence of the rock”
. This apparent dichotomy – exterior versus interior – may be considered to be the foundation of each novel’s narrative structure, as it materializes within the conflict between discourses such as origins and nationality, Christianity, political authority and the individual response to these monologic cultural systems. The meanings of these discourses are enriched incrementally with every narrative to be discussed in the present analysis. 

2.1 Synopsis of primary texts
How the plot is developed in these novels is not the main concern of my study. However, for a better understanding of the statements to be examined in this study, a synopsis of primary literature contextualizes the problems to be analysed. The majority of Saramago’s narratives deal with periods of the Portuguese and Western historical and cultural past. The first novels referred to above and classified as ‘historical metafictions’ question the accessibility of objective truth about the past. Saramago explicitly uses history as his narrative subject, as these novels reflect on Portugal’s past seen from a present perspective that revises, corrects and ultimately re-writes history. The protagonist of The History of the Siege of Lisbon, the proofreader Raimundo Silva, prototypically represents a metaphorical means of emphasizing the status of a man who searches for the “truth” by correcting and thus re-evaluating the texts before him.  
The History of the Siege of Lisbon (1989) opens with a conflicting discussion between Silva and the historian, whose book he is about to start proofreading, concerning the relationship between history and literature. The proofreader reveals his opinions regarding the relative nature of historiography and the importance of correcting. Furthermore, we learn about his great capacity to fabulate inspired by the texts he corrects. This characteristic is introduced by the description of a muezzin’s waking Lisbon at dawn, thus expanding the passage in the text he is working on into an alternative world made possible by the insertion of the word NOT into the text of the history book, an insertion that modifies the historical truth concerning the crusaders’ participation in the siege of Lisbon in the year 1147, then a fortress occupied by the Moors. Silva’s stroke of pen imposes itself in protest against mistakes and inaccuracies found in the historian’s book. As a consequence of this audacity, i.e. denying to see historical discourse not as immutable, Raimundo Silva’s work will be closely supervised, but the arrival of the new editor, Maria Sara, will give him an opportunity to realize his intention, as she challenges him to actually write an alternative version to the history of the siege of Lisbon based on the consequences of his anarchic impulse to protest against the hegemony of mere historical facticity. Thus, by subjecting the validity of an historical source and imagining an alternative version of recorded events, the proofreader rewrites a chapter of Portuguese history and thus simultaneously transforms his own life.

In the same category of narratives is The Gospel According to Jesus Christ (1991) which, again, reflects on the importance of correcting and rewriting history. This attempt represents a rereading of the Bible and presents a version of Jesus Christ’s life different from the received texts. The novel is constructed around the theme of the ‘sin by omission’ commited by Joseph in order to save his son from Herod’s soldiers in the Massacre of the Innocents described in Matthew’s Gospel. He becomes aware of his guilt, and, as a punishment for his lack of solidarity with other parents, resigns himself to his fate as he is taken to die on the cross almost without resistance. His ‘disappearance’ will produce a crisis in Jesus’ life, who will leave home in order to search for the truth about the circumstances of his birth. For a couple of years he will spend time with Pastor, or the devil, as his assistant shepherd, but soon God’s domination over Jesus will be revealed when He demands a sheep dear to Jesus as a sacrifice. 
The end of Jesus’ relationship with Pastor leads to the beginning of the most important relationship that Jesus has throughout his life – that with Mary Magdalene. Jesus spends the next years in her company and that of a few fishermen that will later become his disciples. The most important event of Jesus’ life, that will ultimately change his opinion and devotion to God, represents the 40 days spent on the sea in the company of God and Pastor – imagined as twins. The inhumane God reveals his bloody project – building his Church on martyrdom, suffering, tyranny – in which Christ’s crucifixion appears as merely a device for its realization. His words and miracles will become a manifestation of God’s will and power. At the very end, Jesus will unsuccessfully attempt to avert the bloody end by denying being the Son of God – a reaction already anticipated by God who will proclaim Jesus’ divinity immediately before his death.

The intention of investigating empirical reality because of the anxiety and anguish caused by uncertainty concerning the veracity of our representations and interpretations of the world is manifested in another of Saramago’s masterpieces: Baltasar and Blimunda (1982). The realities of 18th century Portugal: the Inquisition, the court of Dom João V with its internal affairs, i.e. peace treaties, colonial problems, dynastic strategies, as well as the construction works at Mafra, are reconstituted in a subversive manner, thus parodying the perspective of the official records and celebrating the oppressed workers, not the king – the intended beneficiary of the architectural masterpiece. The proclamation of the king’s vow – that if an heir is born, he will build a monastery for the Franciscan Order at the village of Mafra – determines the commencements of work on the complex in 1717, an event noted by Baltasar Mateus, a former soldier who gets involved, along with his wife Blimunda, in the construction of Father Lourenço’s “passarola” (flying machine). Their story develops as a parallel to the monastery’s construction. With her gift of clairvoyance, Blimunda is able to see inside things, even people’s will
, which she collects as they are about to leave the body, in order to power Father Lourenço’s flying machine, a fabulous craft that will fly over Mafra carrying its solitary passenger – Baltasar, who will be seen again almost nine years later when Blimunda, watching him being taken to the stake to be burned on the orders of the Inquisition, captures his will, thus preserving the essence of his identity.
With The Year of the Death of Ricardo Reis (1984), the author still acknowledges some of the common participants in the historical process, but his main attention is directed toward the passive, spectator–like attitude of Ricardo Reis, one of the poet Fernando Pessoa’s heteronyms. The narrative opens with Reis’ return to Lisbon after 16 years of absence. After finding a suitable hotel room, without any explanation, he goes to the cemetery where Pessoa is buried. A day later, returning to his room, Reis ascertains that his visit was reciprocated. Their future supernatural encounters, in which they explore poetry, philosophy, their perceptions of art and life, will be presented against the background of the troubled realities of 1936, around the world and in Portugal: Nazi Germany’s occupation of the Rhineland, the Civil War in Spain, the destruction of Addis Ababa, the “Estado Novo” regime, censorship, the celebration of Salazar’s accession to power, the Hitler Youth visiting Lisbon. Reis looks away from all these events, enjoying life and expressing a state of calm acceptance. Not even love – manifested through the relationship with two contrasted women: the hotel chambermaid, Lydia and Marcenda, a woman of aristocratic descent - is able to remove his unwillingness to form commitments. When Pessoa’s transitional nine months end, Reis accompanies him to the other side.

The novel most referred to by critics on the issue mentioned at the beginning of this chapter is The Stone Raft (1986): a magical–realist utopia, published in the year of Portugal’s admission to the European Community. It depicts a series of supernatural events culminating in a massive geological disruption of the Iberian Peninsula, associated with the magical gestures of a handful of people, gestures that occur in various parts of Portugal and Spain. As the narrative develops, they make contact and attempt to understand their role in what has happened, to accept and, thus, to adjust to the new circumstances. These people undertake their own voyage, during the course of which they witness the social and political disruption of life along the Peninsula. The international reaction proves to be more opportunistic than helpful. After rotating for a while with no definite aim in sight, ‘the stone raft’ comes to a halt in the ocean between the Americas and Africa – a location of historical and symbolic significance for Portugal. The travelers will continue their journey. As will be shown in the fourth chapter of this study, by making use of an allegorical ‘floating’ of the Iberian ‘stone raft’ on the waters of the Atlantic, the novel attempts to redirect “the aims and values of the Portuguese society away from the construction of a single European free trade zone”
 creating a discursive alternative space by means of speculation and manipulation of historical data and myth.

The following novels to be analysed, All the Names (1997) and Blindness (1993), are works which reflect, as Teresa Da Silva points out, “humanity’s quest for meaning in the midst of its end–of–millennium crisis”
. They belong to Saramago’s latest period of literary creation that envisages a slightly different approach in style and in the emphasis of his vision of the world, which is marked by “a radical break” (as the author mentions in his interviews). These narratives are set in nameless places, in vaguely defined spaces and times, with characters that are not given names or, if they have one, as in Senhor José’s case, it is insignificant, unremarkable. As an employee of the Central Registry – an institution seeming to have existed since time immemorial, where the archives of the living and the dead are kept – the latter being similar to a labyrinthine gallery where one might get lost if not using “Ariadne’s thread” -  Senhor José is tempted to complete these archived memories, now reduced to mere names, by initiating a parallel collection of photographs and newspaper extracts of contemporary personages, selected and classified according to their accession on the scale of fame. This hobby suddenly deviates towards an ‘illegal’ practice.
 Conscious of the lack of credibility of his sources, the clerk is impelled to lend these files the support of the indisputable truth – the ‘documentary proof’ residing in the archives of the Central Registry. Therefore, he will temporarily steal the records of those people in order to copy them, thus bolstering the veracity of his collection and elevating it to documentary status. However, Senhor José accidentally takes the record of an unknown woman and his curiosity is excited by the idea of meeting her. The clerk will embark on an adventurous itinerary: making use of false documents and pretexts, he questions the woman’s neighbours and relatives; he breaks into the school where she used to learn in order to take her record. In the meantime, the woman has died (she commits suicide) and her record takes its place in the archive of the dead. The clerk decides to begin a new search, ‘from death to life’, extending his investigations to the General Cemetery, looking for her grave. Here we meet a strange shepherd who spends his time changing the numbers on the tombstones, thus, disconnecting them from the materiality of their bodily remains. Back at the Central Registry, the clerk realizes that his activities were observed by the Registrar who learned from Senhor José’s strange, secret investigation that it is absurd to separate life from death when the memory of the dead is the essence of the identity of those who are still alive. Consequently, he adopts a series of measures, such as the (re)–integration of the dead and the living in a unique archive of the present.

Another story accentuating the moral and ethical dimension of Saramago’s fiction is Blindness (1993), a novel stressing the importance of values such as humanism, generosity, trust, respect and solidarity, values that should prevail in a time of crisis, saving human beings from a meaningless existence. Such a crisis erupts in a nameless city, as a white blindness suddenly creeps in. The first people contaminated are installed in a vacant, neglected mental institution and kept under strict supervision. However, soon enough, the epidemic spreads. As a consequence, the state intensifies its violent control, but slowly looses its ability to stop the spread of the disease. The same anarchy reigns at the asylum, where a group sets itself up to control the government delivered food and to oppress and exploit the weak among them. As a result of their violent, inhuman behavior, a revolt breaks out and a devastating fire is lit. The surviving blind ‘prisoners’, with the exception of a doctor’s wife – the only one not to go blind – freed from the repressive internal structures and from the external force of the guards, who have themselves gone blind, return to a city struggling to survive. In the end, people rejoice as their eyesight returns. Throughout this study it will be shown that these apocalyptic realities reflect on the gravity of the present epoch’s events, enabling the reader to become conscious of self, to critically evaluate the symptoms of a slow process of dehumanization and disintegration of one’s identity.

As mentioned previously, the main concern of this study is not to dwell on how the plot is developed in each one of these narratives. I intend to read them within the framework of Saramago’s subversive strategies with regard to the interrogation of canonized historical facts that are retrieved from the archive in order to justify his NOT, a negation that would lend plausibility to his alternative plots.

2.2 The initial ‘anarchic moment’ – modalities of rendering plausibility
Saramago’s entire work is traversed by what I call ‘the anarchic moment’ – a disruptive moment which is suddenly inserted into the course of events, leading to a subversive attitude that questions previous meanings and representations of reality, doubting their indisputable value, deconstructing their firm texture by identifying omissions and correcting ‘errors’, thus writing the history of what might have been. In the particular case of the narratives to be analysed, my concern will be with the value of creating and subverting received history or ‘memorial knowledge’. I intend to discuss how far, in Saramago’s view, the essential truth of memories can be confirmed by subjecting them to overtly fictional additions and interpretations. From this perspective a) the identification of the modalities through which the initial ‘anarchic moment’ is employed, b) the factors leading to it and c) their importance in rendering plausibility represent the principal aspects to be discussed at this juncture. With regard to the element of plausibility, the employment of “supplemental illusions” as “textual strategies to produce a more realistic text”
 will be discussed throughout the analysis. 
Thus, it will be confirmed that “a novel can make us forget that what we are reading is a total invention in language, and not an account or copy of a prior reality”, that “to insist upon and sustain this realistic illusion, the illusion that these events really happened and are being told” is one of the story–telling functions (Bradbury, 1973:32). As Theodore Goodman observes with regard to the same issue, a narrative may build up “an illusion of place, of the life there […] There is triumphantly suggested to the reader who is at all conscious of his reading a belief that the text is really a transcript from life as it is lived in the world. The fact that the delineation of locale and people is concerned with ideas about society […] civilization and culture makes the illusion of the story at once a presence noted” (Goodman, 1961:64).

For example, it will be shown that the discrepancies that the proofreader discovers while reading the history book – “Raimundo Silva finds the entire speech absurd from start to finish […] because no one in their right minds could possibly believe that this king Afonso, who had no gift for rhetoric, made such a convoluted speech, more like one of those pretentious sermons that friars would be giving six or seven centuries later” (HL, 34) – lead him to create a fictional alternative to the history of the siege of Lisbon. Furthermore, the novel’s epigraph, as well as its first chapter or prologue may be considered as ‘mise en abîme’ elements which, by making use of a procedure of ‘trial and error’, prepare the way for the proofreader’s audacious gesture of inserting a negation into a standard history book, thus undermining the truth of a canonized historical event. 
2.3 Means of fictionalization
Reading Saramago’s novels, one may observe that, in order to render a more vivid image of the depicted epoch, the author makes use of a variety of means, i.e. places, names, customs, objects, which are employed like the props of a stage set, to create an analogy with reality. My interest will focus on their employment as fictional devices, used by the author to create an illusion of verisimilitude and presence. As an example, the image of the city of Lisbon as reflected in The Year of the Death of Ricardo Reis represents a composite of personal experience, contemporary media and historical images stemming from literature. Through the eyes of the protagonist, the poet Ricardo Reis, the reader finds himself in a reconstructed 1930s, a time of turbulence and crisis which is reflected in the sobriety and darkness of the silent city: “ The rain has eased off and almost stopped […] But it is the silent city that frightens them, perhaps all its inhabitants have perished and the rain is only falling to dissolve into mud what has remained standing […] Someone is carrying a child in his arms, a child so silent it must be Portuguese” (RR, 3).
Similar instruments assuring plausibility are the names of actual figures employed in the narratives as characters, as in the case of Blimunda, or the Inquisition’s auto–da–fé ceremonies. As it will be demonstrated, all these aspects employed in Saramago’s fictions are meant to render a plausible image of bygone times, to help us gain knowledge about the past by means of a creative augmentation of real life – the equivalent of correcting reality from the standpoint of the author’s conception of the world and man.

2.4 Narrator’s stance
Within the novel, the discovery of perspective as a dimension of literary presentation has affected the development of this literary genre. It is a well known fact that it is primarily the figure of the narrator that strengthens the reader’s illusion that the narrated material is part of his own experience of reality (see 2.3). In my opinion, when it comes to Saramago’s novels, the narrative situation corresponds to the coexistence of the authorial teller–character, who often acts as a god that knows from the first idea the immediate and remote consequences, temporal and spatial, that his idea will have, and the figural reflector–character
. 
I intend to prove, with regard to this particular aspect, that the constant alternation of perspectives becomes more obvious as the narration develops. The omniscient perspective of the 3rd person narrator – who comments on the action, addresses the reader, helping him to bridge the gap between his own world and fictional reality, offering “a creative supplementation of real life” (Stanzel, 1971:40), all this within the adoption of narrative distance due to the narrator’s relationship to the posteriority of the narrated material: “Just think how little the main characters of this gospel know about each other […] whereas we know everything that has been done, spoken and thought…although we have to act as if we, too, were in the dark” (GJC, 150) – is combined with an internal perspective resulting in a restriction of knowledge of the teller character in favor of the reflector–character who mirrors events of the outer world in his consciousness: “Mogueime narrates, It was at the dead of night as we were waiting for dawn to break” (HL,165). This allows a dual view of the events, from the perspective of the narrator and the fictional character: “So let us not ask José Anaiço who he is and what he does for a living, where he comes from and where he is going, whatever we find out about him we shall only find out from him” (SR, 9). The ambivalence in the narrated material is made visible through the “meditative function”, occasionally turned over to a “figural medium” for a part of the presentation, although the authorial situation seems to be superimposed upon the figural. The result is that the author can “resort to the authorial stance” whenever necessary (Stanzel, 1971:101).

As it will be shown in the following chapters, the omniscient narrator’s mechanism of reporting events is always predisposed to turn into something else at any moment throughout the narration. Such is the case of various statements present throughout Saramago’s narratives, which belong neither to the characters, nor to the authorial narrator who claims to repeat different commentaries made by someone who seems outside the fictional world: “Jesus was at a loss for an answer and god, who had been silent, remained silent, but a voice came down from the mist and said, Perhaps this God and the one yet to come are one and the same god, Jesus, God and the Devil pretended not to hear” (GJC, 297). Such a change of the narrative situation brings into discussion the questioning of narrator’s reliability and the effect that such an attitude has on the reader. It may be considered that the former’s passiveness in presentation acts as a stimulus to activate the latter who now becomes a type of co-narrator, reconstructing and interpreting events which are often unprocessed by a narrator who intentionally destabilizes his reader by violating the convention of indisputable reliability expected to be established with the reader. Thus, the authorial narrator generates so–called “areas of indeterminacy”
 which the reader is expected to penetrate “by drawing inferences from the illuminated sector” (Stanzel, 1984:153).

The narrative also employs other techniques such as interior monologue by means of which the novel displays a figure’s stream of consciousness
 manifested through abundant soliloquies: “Ricardo Reis […] will be able to recognize himself, It is I, without irony, without sorrow, content to feel not even contentment, as a man who desires nothing more or knows that he can possess nothing more […] All I ask of the gods is that I should ask nothing of them”(RR, 35), meant to create the impression of immediate presentation of consciousness that would incline the reader to feel understanding, tolerance, sympathy toward the character’s behavior or decisions.

2.5 The anachronistic use of language
Because every utterance is rooted in a social context and is oriented towards a social horizon
, any description of the world represents the joint product of our interaction with the exterior reality and the mind’s active powers. Therefore, how we see things, as well as any description we give to the world “depends upon the framework of thought that we bring to our perception” (McCullagh, 1998: 24). We shape what we perceive with the help of the concepts with which we learn to structure the world. As the novel is essentially a phenomenon of language, the work of literature is a response to the writer’s life experience. As a contemporary author, Saramago includes himself in the category of those who seek to paint a portrait of the past that would reflect the painter’s own time, because the past can be grasped only through relating it to the present. Consequently, understanding the past involves “a fusion of horizons between the text, as the embodiment of past experiences, and the interests, prejudices of the interpreter in the present”
. 
By deconstructing and demystifying tradition’s “logocentric literary texts”
, Saramago re-writes history as an anachronism, a technique in which the present event of writing is not eliminated by the past event that is written about. This technique points to the competing time–frames in the novel - past and present, thus making sure that the reader is aware of the past in the present. Within the analysis of the Portuguese author’s novels, those targeted in the present study, it will be shown that the anachronistic use of language is meant to emphasize the ironic attitude of a contemporary consciousness that confronts the problematic nature of the truthfulness of accounts of past events in a manner that produces a dazzling comic effect by means of various references to the topoi of popular culture. For instance, the soldiers participating in the assault upon Lisbon are seen as “poorly armed if one thinks of the modern weapons used by Bond, Rambo and Company” (HL, 163) or, at the appearance of their king, the Portuguese “all nodded their heads gravely, as if Halley himself had just expounded the frequency of the comets” (B&B, 275). The same linguistic phenomenon is reflected in the “constant questioning and stretching of the Portuguese language”
. This is another important dimension of Saramago’s narratives and is concretized in the interrogation of:

a) journalistic stereotypes: “Dom Lorenzo recita para Dom Alonso uma notícia do jornal Le Jour, francês de Paris, em que se chama ao chefe do governo português Oliveira Salazar, homem enérgico e simples, cuja clarividência e sensatez deram ao seu país a prosperidade e um sentimento de altivez nacional” (RR, 195) [“Dom Lorenzo reads aloud from Le Jour, a French newspaper published in Paris, he reads an article in which Oliveira Salazar, the head of Portuguese Government, is described as energetic and unassuming man whose vision and judgement have brought prosperity and a sense of national pride to his country” (RR, 166)]. By means of these, the author ironically points to the manipulative character of mass–media techniques that cultivate dominant image patterns disguising political advocacy.

b) political clichés of authoritarian discourse: “e o mesmo ministro […] Verifiquei no Alentejo a importância da beneficência particular na debelação da crise do trabalho, o que, traduzindo para português de todos dias, quer dizer, Uma esmolinha senhor patrão por alma de quem lá tem” (RR, 158) [“and the same minister […] I have witnessed in Alentejo the importance of organizing private charities in order to combat the labor crisis, which translated into everyday Portuguese reads, Some alms, kind sir, for the sake of your dear ones in Purgatory” (RR, 133)] or “império temos, e dos bons, com ele até cobriríamos a Europa e ainda sobraria império” (RR, 261) [“We have an empire, one of the greatest, which could cover the whole of Europe and still have land leftover” (RR, 222)]. These political references parody the attempts of indoctrination professed by the Portuguese authoritarian nationalism which, similarly to other socializing institutions, e.g. mass–media, tends to form common images in the consciousness of masses, thus, providing certain inscriptions in the development of a national identity.

c) linguistic conventions. Various registers of the Portuguese language are reproduced and parodied: “Dom Afonso, with a wisdom rare in one so young […] uttered those famous words which immediately entered the thesaurus of Portuguese sayings, He that saveth his dinner, will have the more for supper, before prudently giving orders that these supplies should be requisitioned before it became necessary to invent another maxim, Better belly burst than good food lost, the best time for rationing is where there is plenty, he concluded” (HL, 222) or “Race of bootlickers, you don’t even recognize the breast that gave you milk, poetic license, an accusation with no real meaning or purpose” (SR, 86). As maintained in Baltasar and Blimunda: “this dialogue is fictitious, apocryphal and libelous, and also deeply immoral, it respects neither throne nor altar ... what you have just read, however, is simply an updated rendering of colloquial Portuguese, since what the king really said was…” (B&B, 269). 
These elements, as well as the rather dark descriptive episodes such as the Carnival (RR, 133 –138) or the auto–da–fé (B&B, 39–45) emphasize the Portuguese taste for spectacle, but also the business and social dimension of these events which are misused in the interests of national power. They are, therefore, perceived as pretexts for possible ideological manipulation, giving rise to a highly self–conscious narrative, reinforcing the author’s conviction that the literary text is a public discourse, and pointing to his awareness of language as a repository of meaning and received memory, as well as his anarchic, individualistic stance viz–á–viz the society which gave him his language and socialized him. Seen thus, it will be argued that Saramago’s works of fiction are not only about their given subject matter, but also about language and the problematic relationship between language, consciousness and reality.

2.6 Inter–metatextuality
Because every text bears the memory of heritage and tradition, it may be defined as “a multi–dimensional space in which various writings blend and clash, a tissue of quotations drawn from the innumerable centres of culture”
. Barthes’ contention implies a dimension of intertextuality referring to a vast reserve of ‘echoes’ from various texts, not to a process of pure repetition, but, as R. Cowarard argues, to “a limited exploitation of the plurality of language through a controlled process of echoing and re–calling”
. The act of writing has always put itself under the influence of the remembered past, the material remnants of which have been preserved, thus offering authors an opportunity to participate in a continuous renewal of their meanings. Such an undertaking affirms the primary meaning of every narrative – the de-structuring “of a set of events previously encoded in one mode” and the re-structuring of that set in another mode which would defy convention, authority and custom (White, 1978: 96).
Consequently, the past will be subjected to a type of regeneration resulting in unexpected reshapings. This is the case with Saramago’s narratives, which reflect on the idea that historical events are merely the springboard for launching a creative dialogue with the past, in its textualized forms, colored by the author’s interpretation, imagination, language and memory – i.e. everything that has been archived, retained by the individual, or inherited – e.g. collective consciousness, residing in a sense of national and individual identity. The intertextual component of Saramago’s novels has its point of departure in the author’s role as a reader of Portuguese and repository of Western cultural traditions.

For the purpose of this study, the following analysis will focus on the various intertexts present in Saramago’s novels with particular emphasis, amongst others, on Portuguese literature (i.e. Camões, Pessoa), history and biblical texts. The issue of self–referentiality emerging from the literary discourse’s texture in various forms, e.g. quotation, direct reference, allusion, parody, is also one of the characteristics of Saramago’s text. The recurrent references to Camões and Pessoa suggest that Saramago’s texts are placed in the direct line of Portuguese literary tradition. However, the inter–metatextuality present extends to other representatives of the genre of the novel, such as Borges, Dostoevsky, Joyce. Therefore, one may venture to remark that the Portuguese author bases his writing on a national and international literary tradition. Thus, in The Year of the Death of Ricardo Reis, the original Odes of Reis are amply quoted; the book that the character is reading is imaginary, but bears traces of a previous existence in Borges works.
 The intertextual dimension extends to Saramago’s own writing in The Stone Raft: “if anyone ever said or suggested that Fernando Pessoa visited Ricardo Reis, the one being dead and the other alive, it was his foolish imagination and nothing else” (SR, 22), thus exonerating the narrator/author from any blame for the misinterpretations of Reis’ works and putting the onus on the reader to take charge of his own imagination. 
The above mentioned novel encompasses elements that remind the reader of All the Names and the use of the archetypal Ariadne’s thread in the labyrinthine archives of the dead and the living, as the following quotation from The Stone Raft amply illustrates in its parodistic function – expressed by the narrator and robbed of any mythical dimension: “Maria Guavaira’s thread is not called Ariadne, with this thread we shall not emerge from the labyrinth, perhaps it will help us to succeed at last in losing ourselves” (SR, 10). Saramago, thus, provokes and teases his reader by holding out what seems to be an easy access to interpreting history, i.e. recourse to mythology, only to withdraw this assistance and throw the reader back onto his own resources with regard to reshaping history. 

By focusing on the dialogue between the author’s ‘historicity of fiction’ and the theoretical issues it raises, the intertextual play between history and fiction will be examined, with the aim of revealing that any account of past events is a “story–form requiring acts of supplementation, construction and invention” (White, 1987:14). By establishing a parallel between postmodernism’s theory on the multiplicity and dispersion of “truth relative to the specificity of place and culture” (Hutcheon, 1989:108) and Saramago’s view on the subjective nature of ‘truth’, as reflected in his narratives, it will be argued that to the truth of art, external reality is irrelevant because there are a multiplicity of truths. The author thus does not aspire to tell the ‘truth’ in any absolute sense, but rather to point to the plural nature of versions of the past and the equivalence of ‘truths’ available. Whose ‘truth’ gets told is thus the result of a deliberate selection informed by various interests both individual and national.

By interpreting key episodes of the novels already mentioned, I intend to prove that Saramago’s views on history and fiction are deeply rooted in the contemporary preoccupation with the social value of the literary work; that he focuses his narratives on excluded facts, often considered irrelevant to the narrative purposes of historians who are writing a history of society, not of individuals. Saramago rewrites history from the bottom up, pleading for the role of ‘archived’ memory that keeps man’s sense of differentiation and identity alive.

The approach initiated will analyse if or to what extent Saramago achieves his own objectives and beliefs in his novels. The interpretation will focus on establishing the intentionality of the narrative discourse, which speaks indirectly about the human experience of time by recalling history using “our deepest actual language” – that of memory.  
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