3. The History of the Siege of Lisbon
                                                                                “I knew the story. What I didn’t know 

                                                                                  was the truth” (Carlos Fuentes, The 

                                                                                  Years with Laura Díaz, 3)

3.1. Theoretical introduction
The predilection of considering history not as a simple phenomenon or discourse, but as something that is profoundly inherent to human beings and whose understanding is made on the level of consciousness, is manifested in the latest theoretical concerns with the relationship between narrative discourse and historical representation. It is generally accepted that literary study today is pervasively historical. The turn to history is a crucial part of the contemporary literary scene and is evidenced by different critical approaches concerned with “the historicity of literary texts and the textuality of history” (Montrose in Rivkin, 2004: 588) One may observe that the literature of the 20th century refuses a historical discourse attempting to impose certain values, ideas and ‘truths’ about the past, a perspective that would impose uniformity to the detriment of individuality.
 Contemporary theoreticians such as Ricoeur, White, Hutcheon and Todorov
 deny historiography’s capacity to represent the meaning of historical events without symbolizing them. Their argument is that history is a discourse, a narrative that historians must compose in order to represent their findings, their notion of what really happened in the past: “A narrative is not an icon of the events, nor an explanation, but a symbol mediating between different universes of meaning by configuring the dialectic of their relationship in an image” (White, 1987: 52). According to White, the resemblance between fictional and historical stories consists in “speaking indirectly, figuratively, symbolically about the same referent” (White, ibid: 187), effecting mediation between events and human experiences of temporality. This idea leads to Droysen’s view on the past, which, in his opinion, has continued to exist in the present in two forms: as documentary remains and as elements of the social praxis inherited from the past such as ideas, beliefs, conventions
. As Lowenthal states (1985:185), every scene, statement, action retains some “residual content from earlier times”, which makes us “the sum of all our moments, the product of our experiences”. Consequently, the past reveals itself to be both historical and memorial: “its scenes and experiences antedate our own lives, but what we have read, heard and reiterated makes them part of our memories too” (Lowenthal, ibid: 186).
These views form part of a postmodernist project aiming to understand present culture as the product of previous representations. From this perspective, historiography and fiction are seen as “sharing the same act of refiguration” (Hutcheon, 1998:100). Their complementarity is argued by various theoreticians who question the claim of historical discourse to be an accurate representation of past events. They agree that any representation of the past must be seen as a construct of language, thought and imagination, rather than a report of historical facts (White, 1987:89) because “ one cannot represent the meaning of historical events without symbolizing them; historicity is both a reality and a mystery” (White, 1987:53). Lowenthal, on the other hand, sees historiography as a discourse already fashioned by experience, suggesting that the past, as we know it, is partly a product of the present and that we reshape memory, rewrite history, refashion relics
. This theory encapsulates Saramago’s own perception of the past, which he defines as a memory successively reorganized, in search of its own coherence. In this respect, “the individual becomes, simultaneously, a receptacle, a mediator and a receiver of memory”
. While reading Saramago’s novels, it becomes obvious that the point of view from which the author interprets key episodes from Portuguese history, the Gospels or contemporary world history is the need to reinterpret, re–evaluate and contradict what is presented as a given. One may observe that a constant affirmation of this intention in Saramago’s interviews represents the dialectic revolution of a constructive NO, because without opposition there is no progression. Thus, each of his narratives, as it will be shown, constitutes a rebuttal of history’s challenge. Received history’s values are mistrusted and, thus, subjected to revision. His refusal to accept historiography’s singleness of meaning is based on the belief that to write a conclusive book about the past is inconceivable, because it is impossible to include everything
. Saramago argues that, because the past is irretrievable, historians should not claim that their collection of facts represents the ‘truth’. One must become aware that the actual past is irretrievable because of the erosion of time that “alters all original structures and outdates all previous meanings” (Lowenthal, 1985:70). This proves that our capacity for understanding the past must be deficient. Because of the immensity of the past itself, because of the disjunction between past events and accounts of them, and because of the inevitability of subjectivity in recounting them, limitations are unavoidably imposed on history. 

No historical account can, therefore, ever correspond precisely with any actual past event. Explaining the past involves going beyond the actual record in order to frame hypotheses within contemporary modes of thought, since the historian is also a product of his own times. The notion of historical truth is thus compromised. It, therefore, becomes possible to regard history as a space in which one may configure different possibilities because “histories are not only about events, but also about the possible sets of relationship that those events can be demonstrated to figure” (White, 1978: 94 – 98). This brings us closer to the idea that historians resemble novelists as story–tellers. As Lowenthal explains (1985: 225), the two genres, history and literature, were organically fused and subsequently diverged in late Renaissance when “history retreated to the arid confines of empirical rigour” while “novelists took over the richer, fanciful aspects of the past that historians relinquished”. 
A genre that later made history vivid and achieved the reputation for being a more trustworthy guide to the past than the bare facticity of receded history was the historical novel, which, as Lukács observed, awakened the individual’s awareness of being historically conditioned. In his opinion, it encompasses the understanding of history as “a process, as the concrete precondition of the present”, thus setting a connection between the two categories of time (Lukács, 1965:12). By representing a particular social reality at a particular time, the historical novel manages to penetrate into the small details of everyday life, allowing the reader to feel the past in a way formal history could not. Thus, the novelist succeeds in presenting history ‘from below’, from the standpoint of popular life. With the contemporary historical novel, the historical crises became direct components of the individual’s destiny.

By referring to Saramago’s ‘historical metafictions’, I intend to show that the author creates his narratives starting with one of the multiple existing perspectives of an event, phenomenon or individual, accentuating possibility and inventiveness. He chooses to give history a new dimension in a manner that radicalizes fiction, as Teresa Cerdeira Da Silva mentions in one of her studies on Saramago: “Fiction imposes on documents […]; the author uses the model to undermine it from within, making a deliberate pastiche of its discourse”
. 
The aim of the present chapter is to prove that in José Saramago’s historical writings, fiction, history, identity and ‘archived’ memory are elements of a reflexive itinerary into the past, an itinerary traversed by a contemporary subversive consciousness which questions pre–established historical meanings, alters the past and reveals the face of the future for motives that reflect present needs. The correction of ‘errors’, the emphasis on ‘the obscure zones’ and their outline through an alternative plot, plausible and coherent, represent the mechanism of narrative configuration in Saramago’s novels, which, thus, juxtapose what we think we know of the past with an alternative representation that “foregrounds the questioning of the nature of historical knowledge” (Hutcheon, 1989:71).
 As has already been mentioned in the introductory chapter, the idea that any representation of the past is a linguistic construct that can be manipulated is manifested in Saramago’s narratives, which follows a pattern that starts with 1) the emphasis on the identification of ‘errors’, followed by 2) the ‘deformation’ through correction, entailed in the inserted negation, and concludes with 3) the rewriting of historiographic discourse. This pattern corresponds to the questioning of the past accounts that achieves the status of a revolt manifested through the voice of the others, of “those whom history has forgotten” (Da Silva, ibid: 206). Retrieving the past from the ‘obscure zones’ ignored by historical discourse and developing fictional possibilities which weren’t previously considered, represent, in my opinion, the dual intention manifested in Saramago’s historical fictions. By reacting with a NO or PERHAPS, the author seems to imply that one can stand up for a plausible ‘truth’ that wasn’t recorded by factual history, but which can be constructed through memories, understood here as everything that has been archived, retained by the individual or inherited – e.g. collective consciousness, residing in a sense of national and individual identity and in the language itself. As it will be demonstrated in the following pages, historical events are merely the springboard for launching a creative dialogue with the past, a dialogue coloured by the author’s interpretation, imagination and anachronistic use of language.

Saramago constructs his narratives on excluded facts, considered irrelevant to the narrative purposes of historians who are writing a history of a society, not of an individual. He rewrites history from the bottom up, pleading for the role of memory – seen as a process on the level of human consciousness that keeps man’s sense of differentiation and identity alive. Following a different path, historiography doesn’t rely on the singularity of every individual experience of time. It explains, rather, events by identifying “the laws of causation governing the processes in which they occur”, while “contemporary western man has good reason to be obsessed with his sense of the uniqueness of his problem and is justifiably convinced that the historical record as presently provided offers little help in the quest of adequate solutions to these problems” White, 1978: 41). The deconstruction of “a set of encoded events” and their reconstruction in another “tropological mode that ignores conventions, authorities or customs” (White, 1978: 96) represents the primary characteristics of a literary work as seen by Saramago, whose purpose it is to offer a further testing and refinement of our capacities to figure the world in language. Therefore, not the facts, real or fictional, matter, but the sense they are given, and the perspective that we have of time and space.
 Throughout his novels, Saramago accentuates the categories of possibility and inventiveness which exploit the resources of phenomenological time, i.e. those omitted or minimized by historiography’s accounts. A simple glance at the past may reveal a flat and depersonalized world, subject to the universal, deprived of any mystery. However, Saramago pleads for an intercessor, viz. the memory of a contemporary consciousness that encompasses both the past and the present – received as a moment of crisis. The two temporal categories configure reciprocally: the search for the past gives man the possibility of staying active in the present. Bringing the past into the present modifies the lives and identities of those who recognize it, as in the case of various personages evolving in the narratives to be analysed.
3.2 Meditation upon error
A model of how historical experience is organized through fiction is represented by The History of the Siege of Lisbon (1989) which I consider to be the first piece of the pattern formed by Saramago’s narratives mentioned above (see p.22). The novel, included in the cycle of ‘historiographic metafictions’ along with Baltasar and Blimunda (1982), The Year of the Death of Ricardo Reis (1984) and The Gospel According to Jesus Christ (1991), questions the accessibility to objective ‘truths’ about the past. Saramago explicitly uses history as his narrative subject, as these novels reflect, amongst others, on the past of Portugal seen from present perspective that tends to revise, correct, re–write history. A dialogue between the past and the character’s present arises, having as a pretext the necessity of proofreading a book of history, along with the problem of the modalities through which we can acknowledge and narrate the past. 
The protagonist, Raimundo Silva – an insignificant, humble proofreader, subject to an institution of order and discipline, commits a creative act inserting the word NOT into the text of a standard history book of Portugal, denying the participation of crusaders in the siege and conquest of Lisbon in 1147 : “he holds his biro with a steady hand and adds a word to the page, a word the historian never wrote, that for the sake of historical truth he could never have brought himself to write, the word Not, and what the book now says is that the crusaders will Not help the Portuguese to conquer Lisbon, thus it is written and has come to be accepted as true, although different…”(HL, 40). This audacious act, anticipated on two previous occasions in the text, is lent the significance of a question and, thus, refuses a certain way of writing about the past. The character Raimundo, as his profession of proof-reader suggests, is in search of a different ‘truth’, namely other than the one canonized by historiography. This attitude, reflected in the novel’s epigraph: “Until you attain the truth, you will not be able to amend it. But if you do not amend it, you will not attain it. Meanwhile, do not resign yourself”, reminds an attentive reader of the manner in which Saramago approaches the search for ‘the truth’, which he perceives as a constant activity of identification and elimination of errors from the field of knowledge. 
In this context, subscribing the axle of narration to the syntagm ‘meditation upon error’ seems to be an appropriate approach to the problem of fiction more accurately reflecting a ‘truth’ than the received so–called historical fact. Furthermore, this epigraph invites comprehension, interpretation and further re–readings of the literary text. As Nathalie Piégay-Gros (1996: 102 – 103) states, these encoded phrases “peuvent apparaître comme des noeuds de sens qui assamble les thèmes que l’écriture va non pas développer mais disséminer tout au long du roman: elles appelant une lecture rétrospective; elles suspendent le sens du texte et le rendent énigmatique”.
 Another occasion announcing Silva’s ‘anarchic’ intervention is represented by opening chapter of the novel revealing a discussion between the proofreader and the historian concerning the “deleatur” sign, i.e. the symbol of insertion in a text. The discussion progressively deteriorates from polite irony to hostility. The historian sees the proofreader as a man in a position of inferiority, because his activity is limited to correcting only typographical errors. The relationship between the two is defined, metaphorically, by the “Appelles apologue”, which might be extended, in my opinion, to the wider relationship between history and fiction. If the author of the history book chooses to ignore the textual character of history, considering just its function of representing ‘reality’ – “history was real life at the time when it could not yet be called history” (HL, 7), then the proofreader, on the contrary, values the intermediary fluid forms, the alterations which can reveal the itineraries of literary construction: “history is not real life, literature, yes, and nothing else” (HL, 8). 
 Raimundo Silva concludes, therefore, that the differences between literature and history as a discourse are the result of a traditional classification of the genre. The first chapter functions as a prologue and details the relativity and the provisional character of any historical discourse and the importance of correcting errors. These are issues quoted in the novel’s epigraph and are taken from a fictitious Book of Exhortations. The importance of the epigraph lies, in addition, in the fact that it offers a “perfect mise en abîme”
 situation through which the writer questions, corrects and rewrites history as a subject prone to change, i.e. to a fictional approach. As Silva affirms in his discussion with the historian “platitudes, clichés, repetitions, affectations, maxims from almanac, refrains and proverbs, all of these can stand new, it’s merely a question of knowing how to handle properly the words that precede and follow them” (HL, 5). This phrase could be translated, on a theoretical level, as one of the characteristics of language, which, by being “a system of social conventions, makes the reconstruction of ‘our own’ past possible” (Weissberg, in Ben-Amos and Weissberg 1999: 14). The audacious NOT which is about to be introduced into the historian’s text will be the instrument and the ‘engine’ that will endow history with the characteristics of a fictional discourse.
 The inserted negation entails a double meaning, which corresponds to two different perspectives: the historian sees it as a violation of the “Appelles apologue” – invoked in order to emphasize the relationship between a desirably submissive proofreader and the historian whose authority should not be contested. Raimundo Silva perceives his act as a gesture of engaging with a text, which leads to the act of his writing, and further, of his rewriting the history of the siege of Lisbon omitting a received historical fact: the help given by the crusaders to the Portuguese. This “anarchic moment” reveals the author’s subversive attitude that questions Portugal’s founding myth on which Portuguese national identity was built. This anarchic attitude refuses to accept a history mistaken for “an ameliorated chronicle of the state” (Ricoeur, 1985: 193) or history’s traditional topics imposed by allegedly factual sources and historiographic tradition on which, in Saramago’s view, “the heroic–fabulous image of Portugal’s foundation was built”
. Thus, the miracle of Ourique – a myth recorded as literature, only indicated by the historian, but ‘executed’ by the novelist – becomes the motif explaining how Lisbon was conquered without the help of the crusaders. The author uses an event that preceeds the conquest of Lisbon as the base of his plot for the new history. The king’s argument – founded on the “miraculous appearance of Our Lord Christ” on Portuguese land promising his “assistance” on several occasions, will determine the retreat of the offended crusaders:
 Guillaume of the long Sword, already adopting an attitude of blatant insolence…is insisting that since the king of Portugal can count on so much favor and assistance from Our Lord Jesus Christ, such as, for example during those critical moments during the battle of Ourique, than surely the Lord would take it amiss if the crusaders, who were after all in transit, should presume to take His place in the new enterprise, therefore the Portuguese would be well–advised to go alone into battle, for their victory was assured, and god would appreciate this opportunity to show His might”(HL, 135 –136).
 This event, taken from “the repertory of loci communes of the evoked epoch”
 is used by the novelist in order to undermine the credibility given to different sources, thus claiming legitimacy for a different approach to the same event. The narrator’s stance, with regard to the sources the credibility of which is questioned, imposes an evident distance between the narrator and the event due to the narrator’s posteriority with regard to the narrated material, an attitude rising from a deeper understanding of the action, from a more mature vintage point: “The disadvantage with sources, however truthful they try to be, is their lack of precision in matters of detail and their impassioned account of events, we refer to certain internal faculty of contradictory germination which operates within facts or the version of those facts as provided, sold or proposed” (HL, 109).
 From this perspective, M. Caragea’s article “Playing with history” emphasizes the significant divergences between the fictitious historiographic accounts of the conquest of Lisbon and recent studies on this matter. The critic observes that the importance of the victory of Ourique has been more symbolic than concrete. Even though medieval chronicles do not mention any miraculous event concerning this battle, in the Renaissance period a legend was added to the corpus of traditional accounts and further developed during the 17th century by the Alcobaça School of History. The novel quotes the episode of the miracle mentioned in “Monarquia Lusitana” (HL, 35), written by one of the school’s members. The historical reality of this event was questioned only in the 19th century. Even though dubious, the miracle continues to be part of Portuguese imagery and cultural memory and functions as a foundation myth.
 Caragea attributes this possible falsehood to the “nationalist indisposition” which wouldn’t accept the fact that Lisbon was conquered by the crusaders and not with their help. In the 1940s, during Salazar dictatorship different commissioned studies were written, for political reasons, with the purpose of showing that the Portuguese would have conquered Lisbon even if the crusaders had refused to participate (Caragea, ibid :14 - 20). In this context, one may observe the outline of a plot for altering the past for two conflicting reasons. The political measures, mentioned above, prove that, “individually or collectively, we revise the inherited past to enhance our self esteem, to aggrandize property, to validate power” (Lowenthal, 1985: 325). Raimundo Sliva’s encyclopedic memory/knowledge reminds the reader that the remade past is more “monolithically interpreted” (Lowenthal, 1985: 362) than he/she thought, that we all ‘see’ with the help of the same ‘distorting lenses’ offered through the eyes of various restorers or guides. 

An undermining of these unilateral views of the historical past is realized through the intertextual component of this narrative, which extends to the sources that Silva consults previous to the insertion of the negation, outlining a dialogue between the subject’s present and the texts about the past. To give an example, the proofreader’s interest in the primitive arms mentioned in the historical account determines his “search in the dictionaries and encyclopaedias; he consults Weapons, The Middle Ages, he consults War Machines[…], he goes from book to book, searches over and over again, looses  his patience, until finally, the precious and inestimable Bouillet informs him …”(HL: 26-27). Similarly, the fervent patriotism expressed throughout the pages of the history book he is proofreading provokes “the outburst of someone who, having been ironically reprimanded for inventing ingenuous errors, will have to allow the errors of others to pass, when what he is tempted to do, and rightly so, is to fill the margins of the page with a flurry of indignant deleaturs” (HL, 32). 
These discrepancies discovered by Raimundo while reading the historian’s book culminate in the king’s speech, that Silva “finds 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 the friars would be giving six or seven centuries later” (HL, 34). This speech is quoted from a continuous chain of writings validating the primary historical sources. Therefore, just as Silva suspected, “the credulous Machado copied, without checking, what Frai Bernardo de Brito and Frai António Brandão had written, this is how historical misconceptions come about, So–and–So says that Bretano said that Cicrano heard, and three such statements are enough to make a story” (HL, 35). These playful and sometimes savagely satirical comments, imposed as logical conclusions emerging from the character’s lucid reasoning, reflect a high level of literary self–consciousness and point out the fact that the references to other texts go beyond a solely literary intertextuality, thus, evidencing “a politically subversive nature” (Worton, in Still and Worton 1990:17) manifested through the ideological confrontations between different discourses: historiography’s claim to the sole possession of truth and the novelist’s ironic attitude that holds up to ridicule a history based on a repeated truth, further embellished and distorted through repetition.

3.3 Fictionalization of the ‘archive’
Seeing why and how we change the past helps to liberate us from “myths that constrained previous perceptions” (Lowenthal, 1985:411). Raimundo Silva, therefore, questions, re-examines and reconstructs events of the past in order to achieve such demystification which emanates from his eagerness for lifelike insights into the past. Thus, the events of the historical past will be materialized on a fictional level. From a plethora of already existing texts about the progress of an event, in this case the history of the siege of Lisbon, the writer constructs his own alternative account, born as an answer to the subversiveness of the initial What if. The new fictional discourse thus generated will be outlined through the activity of correcting and completing the existing texts, as the author of these novels states: “in my fiction it is as though I would want to add, as if I would like to say: Attention! What you’ve said is right, but there is something missing, something that I’ve come to tell”
. He transforms fantasy into a history of humankind completing the ‘testament of words’ by creating a coherent, alternative plot by means of fictionalization of the ‘archive’. The reader witnesses the intervention of another ‘memory’ – i.e. Raimundo, which remembers and adds that which is still missing. 
The identification of errors, followed by the ‘anarchic moment’ that marks the intrusion into an official text, leads to the act of writing. The History of the Siege of Lisbon describes modalities of writing fiction starting from a historical fact and modalities of rewriting history by staging a possibility – namely that the crusaders didn’t help the Portuguese to conquer Lisbon. The necessity of inscribing the plot of the new history within the logic of verisimilitude raises the question of the narrating modalities: “What am I going to write?”, “Where shall I begin?” (HL, 107). The negative answer given by the crusaders to the king of Portugal, unjustifiable in reality, begs for an elaboration on a fictional level: “when I wrote Not the crusaders went away, therefore my looking for an answer to the question is pointless, Why, in the history accepted as being true, must I myself invent another history, so that it might be false and false so that it may be different” (HL, 113 - 114).
 Initially, the proofreader searches for motifs within the realm of the depicted historical epoch in order to lend credibility, verisimilitude and plausibility to his new account of the siege. Different hypotheses come to his mind: the climate, but “foreigners, without exception, adore the warm sunshine, the gentle breezes” (HL, 111); the aridity of the land, but “such nonsense could only be conceived by someone unfamiliar with Lisbon” (HL, 112); the outbreak of a deadly pestilence, but “a person can get used to anything” (HL, 112) – none of them plausible to his mind. Because of the lack of an indisputable answer that would justify the crusaders’ refusal to participate in the battle, the protagonist looks for one provided by fiction, a discourse that has been already initiated by the inserted NOT in the text of the history book.
 From this moment on Raimundo Silva will read history as a literary work, thus acknowledging a perceptual leap onto another level – that of an aesthetic reading, defined by the narrator as “voluptuous” (HL, 5), through which the discursive oppositions are neutralized. Thus, his doubts that “history was real life” and the implying a possible ‘correction’ of accounts about the past become legitimate through fictionalization – a mechanism that installs a world in which man is the master. He can therefore freely express the most “unexpected mental oscillations” without the presence of “functional- constructive boundaries” (Soliers, 1978: 184) and, mostly, without the obligation of obeying rules other than the ones produced by his own mind. Fiction imposes itself as a modality of representation, of discovering the inaccessible, a task that can be concretized in the form of What if? It uses only “a scheme of the ‘dogma’ […] the rest represents the tension of creation” which intervenes afterwards (Soliers, 1978: 211). 
The second chapter, describing the muezzin waking Lisbon, is revealing in this regard. It functions as a virtual open window to an alternative world, showing the proofreader’s capacity to construct alternative plausible images based on the texts he is correcting: “The proofreader has this remarkable flair for splitting his personality, he heteronomises himself, he is capable of pursuing the path suggested by an image, a simile or metaphor” (HL, 14). The reader is thus prepared for possible attempts at intrusion into the historian’s text by Silva. I consider this episode as the initiating fictional device used by the author in order to render plausibility for the proofreader’s actions, which, at this point, are released from their supposed unpredictability. Consequently, we are introduced to the protagonist of the narrative, to his status as a single, solitary man, who happens to live on the site of the old city. Furthermore, the narrator comments on ‘Silva’s reverie’ identifying the mistakes he involuntarily commits, preparing the reader to confront the greatest ‘error’ of all: the impertinent “deleatur” which takes him back to the first chapter, where the action receives its functional justification. The passage from the awareness of Silva’s position as a corrector to the rebellious gesture is not direct. As mentioned above, it is anticipated by numerous doubts born from mistakes, discrepancies, inaccuracies discovered in the official historiographic text.
 As Adriana Alves observes (2001: 66), the NOT was already in the text, which was inviting Silva to transform it into something else: “Make me say something else if you can” (HL, 39). Silva reacts to a double provocation: the text is tempting him to deformation and the new editor, Maria Sara, encourages him to re-write the new history of the siege based on his falsification which sets up a different world, possible and plausible, a world in which the reader is not expected to intervene as a judge or a censor, but is invited to take the initiative, to become himself a producer of alternative texts (Solier, 1978:201). As Teresa Da Silva argues, in Saramago’s works “we are talking about a narrative domain where fiction claims for itself the privilege of creation, of reinvention, of deviation from the path” (Da Silva, 1998: 208). This attitude may be attributed to the writer’s critical understanding of the world in which he lives, which in turn leads to an understanding of the past. Likewise, denying the authority of a single truth, contemporary authors and theorists are stating the correctness of pluralist perspectives, each requiring its own style of representation. Drawing on his version of events, the writer relies on the multiplicity of mythological re-elaborations of the siege formed over time, proceeding to a rearrangement of the elements of tradition in a new configuration, offering an alternative and plausible imaginary construct. Thus, the function of representation, practiced by historical knowledge of the past, is replaced by the function of reconfiguration creating an illusion of presence.

3.3.1: Instruments of reconfiguration
In view of the above, this study will further analyse the means of fictionalization employed by the author in order to create the illusion of plausibility and presence. In addition, I will focus on another subversive strategy employed in Saramago’s historical fictions, namely the use of a variety of places, names, customs, for example, to render a more vivid image of the depicted epoch. For this purpose I will refer to the following aspects: the image of Lisbon as described in The History of the Siege of Lisbon and The Year of the Death of Ricardo Reis; the significance of certain characters’ names which remind the reader of real historical figures belonging to the depicted period and the importance of the described customs in Baltasar and Blimunda which draw on the characteristics of the Portuguese nation – all these considered to be employed as fictional devices for the purpose of lending plausibility to the alternative worlds proposed by the author.
 Thus, the image of the city of Lisbon appears to be the result of a composite of personal experience and historical images emanating from literature. Since The History’s subject represents the siege of Lisbon, an historical event that took place in 1147, we are introduced to an idle image of the city from the beginning of the narrative, namely the episode describing the blind muezzin waking the Muslim city:
 “At the muezzin’s feet lies a city, further down, a river, everything is still asleep, but restless. Dawn beginning to spread over the houses, the surface of the water mirrors the sky […] the city murmurs its prayers, the sun has come out, lighting up the roof–terraces, and soon the inhabitants will start to appear in their patios. The minaret is bathed in full light” (HL, 11).
 This description reveals an almost rustic scene, an innocent vistor full of details of the daily life – the barking of dogs, the guiding signs engraved on the walls of the circular parapets, the muezzin’s call to prayer – details that may seem insignificant in themselves, but which impose the force of a ‘faire–croire’ on the descriptions, having the ability to create a life-like environment, inviting the reader to plunge into a virtual world of the past.

Another image of Lisbon, corresponding to Silva’s present, emerges and often interferes with descriptions of the 12th century city. Any image or sound is capable of bringing into Silva’s mind the presence of the past. While drinking coffee at Café Graciosa, Silva muses about the eating habits of the Moors and Christians: “Raimundo Silva [is] thinking to himself that the temptation to regress to certain childish habits is a constant trait in human species, if Dom Afonso Henriques eats voraciously with his fingers, so what, it is the custom of the time” (HL, 55). Following the itinerary of the Moorish fortifications, the proofreader is no longer sure if he is “one of the besieged or an assailant, a future conqueror or a hopeless loser” (HL, 65). 
Demonstrating an affinity with Silva’s musings and Saramago’s predilection for the details of everyday life, the character Ricardo Reis (The Year of the Death of Ricardo Reis) feels that, figuratively speaking, he is ‘besieged’ by a world that he doesn’t understand. More than anything else, this poet is an observer of everyday life in Lisbon. Through his eyes the reader is able to find himself in a recreated 1930s, a time of turbulence and crisis, reflected by the sober and dark atmosphere of a silent city: 
“The rain had 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 had remained standing […] Someone is carrying a child in his arms, a child so silent it must be Portuguese” (RR, 3).
 In his company we move across the city from the elevated Alto de Santa Catarina to the streets of the Baixa, we explore a city dominated by its port and the waters of the Tagus, a Lisbon rich in historical relics and also in animated, entertaining places such as the theatres frequented by Reis. As Giovanni Pontiero suggests, these auditoriums reflect as much drama as there is on the streets of Lisbon where festivals and feast–days, parades and processions are taking place, where even the distribution of alms to the poor “assumes all the trappings and excitement of solemn festivities”
. 

In Baltasar and Blimunda we are subjected to a detailed description of the first auto-da -fé in the novel, where Blimunda, Baltasar and Padre Laurenço meet for the first time. The richness of details describing the event – seen as an instrument of the Church’s political power, reveals “not only the ponderous workings of the Inquisition, but also the hierarchy prevailing in the relations among the various religious orders that fought over the king’s endowments” (Alves, 2001: 112), who [the king], by honoring the ceremony with his presence, reinforces the support given to the Church. The reader cannot possibly avoid observing the narrator’s ironic attitude, mocking the business and social dimension of this event which he sees rather as a pretext for ideological manipulation than a demonstration of religious faith. Thus, the auto-da-fé loses its religious attributes by gaining the character of an entertaining show, a moment of general cheerfulness in the eyes of the narrator: 
“The Rossio is crowded with spectators, a double celebration, for today is Sunday and there is to be an auto-da-fé, and we shall never know what the inhabitants of Lisbon enjoy more, auto-da-fé or bullfights. Women cram the windows looking on to the square, dressed in their Sunday best […] The king will dine at the Inquisitor’s Palace as soon as the auto-da-fé has ended…” (B&B, 40-41). 
The vivid presentation of Portugal’s historical and social realities of the 18th century – the power and the opulence of Dom João’s court, the landscapes, the imposing structure of Mafra monastery owing its existence to the thousands of anonymous workers whose lives are sacrificed in order to please the monarch and the Church - entice the reader to imagine the time evoked and provide an insight into the issues involved.
Supporting instruments of rendering the past vivid and plausible are also the names of actual figures employed in the narrative as characters. Such is the case of Blimunda, whose conception draws on historical information. Horácio Costa, who, in his article, focuses on the construction of Saramago’s fictional characters, traces a travel account of Baroque Portugal published in 1732 as a source in which the author refers to a young woman who lived in Lisbon during the reign of Dom João V and who possessed the ability to see inside human beings
. Padre Bartolomeu Laurenço, whose flying machine will be built by Baltasar and Blimunda, is another historical figure attested to having been the inventor of the first aerostat (or flying machine) built in Europe. However, the novelist critically manipulates the past by taking over the interrupted histories of an epoch. He uses history as a backdrop for imaginary characters or fictionalizes the lives of actual figures, such as those mentioned above, distorting, adding or inserting invented episodes into real events.
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. At the same time, these episodes reflect the weaknesses of historiography’s accounts, its distorted version of the facts – which were meant to emphasize “the ruling classes political and ideological investment in the writing of history”
 (Alves, ibid: 67). Consequently, the reader witnesses the construction of possible alternative worlds which invest in the point of view of the countless anonymous persons who are now given a voice that sharply contradicts history’s fixed and irrevocable, canonized ‘voice’. This attitude favors the novel’s potential for intervention and historical transformation made possible by means of fictionalization of the archive.

In the study “The Past is a Foreign Country” (Lowenthal, 1985), one of the questions which Lowenthal tries to answer is “how do we know the past?” This gives rise to other inquiries: are the tangible relics, the historical documents and chronicles the only sources that allow us to access knowledge of the past? What about memory – the things we remember, read or hear? Can all these provide a clear and complete understanding of the past? As the three sources of past knowledge, memory, history and relics are interconnected: memory and history are processes of insight, while relics are residues of processes (Lowenthal, ibid: 187). Each involves components of the others, therefore, their boundaries are shadowy. Even if we try to ensure a substantial and coherent yesterday, by “reaffirming memory and history in tangible forms” (Lowenthal, ibid: 191), the reality is that our capacity to understand the past is deficient. What survives from the past represents only a fraction of previous generation’s contemporary fabric (ibid). Our recollections, which bear on our sense of identity and through which we recover consciousness of previous events, however voluminous they might be, represent a mere glimpse of what was once a whole living realm. Furthermore, they have been proven to be malleable and flexible because of our tendency to reinterpret events in the light of previous experiences and present needs. The passage of time induces change and loss. Remembering the past does not necessarily means preserving it. The function of memory is to adapt it to the present, to understand it in the light of ever–changing codes by which we delineate and classify the world around us.
 Lowenthal compares memories with a “collection of antiquities”, observing that their storage “is in continual flux, new keepsakes all the time being added, old ones discarded, some rising to the surface of present awareness, others sinking beneath conscious note” (Lowenthal, ibid: 194) in accordance with the manner in which we share or validate them, because even if memories are intensely personal, they are also continually augmented by those of others. We seek to link our personal past with collective memory and public history. This is where the historian intervenes. Charged with the reconstruction of the past by means of collecting materials or archives and restoring them in a single, coherent account, the historian may appear as a sort of “delegate or guarantor of memory” (Watchel, 1990: 11). Reconstructing history for the entire community implies a univocal, unitary perspective, inviting all the members of a society, however diverse their situations and points of view might be, and, despite the multiplicity of individual memories or recollections, to be united in a collective past whose reconstruction was based, to a certain extent, on social and ideological beliefs grounded, however, as already mentioned, on the history of the powerful. 
Therefore, history proves to be contingent, based on empirical sources which we can decide to accept or reject for other versions of the past. What Saramago intends to demonstrate through his narratives is that, in the absence of validating evidence, historical data can reasonably be doubted: “Nothing should ever be considered so correct that we could not also reply with a NOT or PERHAPS
. Such an attitude confirms the fact that history is an integral part of oneself, a crucial component in the construction of identity, and that critical memory – that judges severely, censures righteously, renders hard ethical evaluations of the past
 - plays an important role in representing past events. In his narratives the author also identifies different types of representation – those belonging to individuals, who retain separate memories forming the basis for contestation, and those of the public institutions and academics that produce and circulate what Roberta Pearson calls “commodified public memory”
 that ensures that certain historical representations become dominant and widely accepted by a set of unquestioned, ‘frozen’, abstract ‘facts which will later play a significant role in the construction of a dominant individual and national identity. Thus is the case of events recounted in The History of the Siege of Lisbon, already mentioned in this study, and of the other historical fictions further to be analysed. 

In view of the above, one may affirm that Saramago builds his stories according to the following assumptions: if various institutions choose what they consider worthwhile remembering, and on the basis of their choice construct a cultural memory and identity, then individuals, in view of their own memories – literal (or that which is remembered through experience) or cultural (that which has been culturally inscribed as memory)
 should be free to question previous reconfigurations and to construct their own version of how things happened or might have happened. These personal stories might broaden the scope of historical representation and induce the seed of a critical perspective toward the past
.
 Consequently, in The History of the Siege of Lisbon, The Gospel According to Jesus Christ or in Baltasar and Blimunda, we are witness to a permanent confrontation between the texts of historical sources and individual memory, meant to affirm that, through the act of writing, history can be investigated as an existential situation. Saramago’s characters suggest that the individual is the one to re–create history by recomposing the data of reality, taking the liberty to reverse or even exceed them in order to re-invent his own fictional realm. The devolved structures become materializations of abstract projects, stored and aesthetically organized by memory which “escapes present time to the benefit of a recovered time” (Durand, 1998: 401). Raimundo Silva’s new history contests the use of the past as a model for the present. Instead, it uses the present to reassess a past which is received in an incomplete state. Although he grounds his fictitious history on a false supposition, the plausibility of which carries as much weight as the ‘truth’ of various historical sources quoted alongside the narrative, the proofreader’s interest resides in the construction of the unrecorded events by means of speculating about the lacunae left in the historical accounts.
 For this reason, he will place real people into these historical lacunae in order to render them more plausible. At the same time, he fulfills the modern reader’s expectations of historical verisimilitude. One of the famous historical figures that we encounter throughout the novel is the King Dom Afonso Henriques. The traditional ‘hagiographic’ imagery, on which this character is drawn, is combined with some ‘heretical’ elements that manage to diminish his aura. Thus, while waiting for the crusaders’ delegation to express the final decision with regard to their agreement or refusal to help the Portuguese conquer Lisbon, the king “fidgets impatiently on the seat placed in front of his tent[…] beads of sweat trickling down under his armor[…] he is visibly annoyed yet anxious not to show it” (HL, 134). At their arrival “the king returned to his tent, because being a royal personage, he does not have to wait for anyone, the crusaders have to assemble, waiting respectfully and then Dom Afonso Henriques, armed from head to feet, will appear to hear their message” (HL, 134). This scene is followed by an imposing ceremony, described in accordance with the customs of the time:
“Dom Afonso Henriques emerged from his tent accompanied by his advisers Dom Pedro Pitões and Dom João Peculiar, and it was the latter, who after consulting the king, extended words of welcome to the emissaries, speaking in Latin, of course, with no detriment to the words themselves, and told them the king was anxious to hear the answer they have brought” (HL, 135).
 Episodes like this emerge as a consequence of raising an issue central not only to this particular novel, but, as will be discussed below, to many of Saramago’s other writings. This involves acknowledging the private emotions, thoughts, gestures of various historical characters, in other words humanizing them. Writing an alternative history of the siege of Lisbon by “combining what was effectively written with what for the moment only exists in his imagination”, Silva uses Saramago’s technique of “placing human experience against a historical background; he tries to write a hybrid narrative embodying past events and contemporary reactions to another age so remote yet tangibly present”
. According to the new history, the diplomatic colloquium held by the conflicting parties defies the “custom and convention” contradicting “the much applauded traditions of spectacle and historical stage”, set out of “love for the simple truth” (HL, 177). 
The delegates’ speech drawn on historical sources are often interrupted by the narrator’s anachronistic comments: deprived of the military weight of the crusaders, the Portuguese must find other tactics, strategies of attack which, as described, seem to be taken at random; transporting the dead to burial sites, which become also the ‘headquarters’ of prostitutes, proves not to be a “sign of compassion for the lost comrades nor a pretext to escape the contingencies on the front line battle, but rather the insatiable craving of the flesh” (HL, 253). The weapons to destroy the Moorish resistance will be famine, not the acts of bravery performed by soldiers who, in the midst of the action will refuse to fight unless they will be rewarded equally with the remaining foreigners. Aided by these insights, the reader is constantly moved back and forth between the present, the recorded and the imagined past.
 These transgressions are set on two main planes of action. The first, which opens the narrative, is set in the 12th century and encompasses key episodes of the alternative history of the siege of Lisbon, written by the proofreader Raimundo Silva, which draws on episodes validated by the history book. The other plane establishes an action that takes place in the 20th century and deals with the proofreader’s daily existence that will reach a turning point due to a significant encounter with a new editor that challenges Silva to justify his radical NOT. The author subsequently configures a parallel plot raising various issues intimately related to the Portuguese historical past: how reliable are historical sources, are historians trustworthy when dealing with improbabilities or gaps, how validating are different events proven to be recorded with varying degrees of accuracy? As Pontiero observes (1989: 14), such concerns are discussed throughout the narrative by means of a series of dialogues: a) the introductory conversation between the proofreader and the author of the history book; b) the dialogue between Silva and Moguieme, his imaginary alter ego, whose presence at the recorded historical events offers the illusion of eye witnessing, and finally c) the dialogue with Maria Sara, the new editor who motivates the proofreader to assume the role of an author. Thus, the novel becomes “an ever – shifting blend of straightforward narrative about Silva and Maria Sara in the present, passages from Silva’s fanciful history of the past and Silva’s thoughts, which seamlessly slide between present and past, reality and fiction”
. The imaginary emboldens history, surpasses the categories of truth and falsity and transforms itself into a mental structure capable of assimilating both aspects. Although the author inserts historical references and commentaries into his narratives, the border between truth and falsehood vanishes in an intertextual dialogue. 
3.3.2: The Gospel According to Jesus Christ – heresy and tradition
A similar perspective envisioning historiography as a fictional discourse, resulting as it does from a selection of facts organized in a coherent manner, but leaving aside many other facts which, had they been taken into account, would have given a different shape to the same history – is illustrated in other novels labeled as ‘historiographic metafiction’. Correcting the omissions or errors, revealing the obscure zones, outlining them through an alternative plot, plausible and coherent, by means of fictionalization of the ‘archive’ represents the mechanism of narrative configuration of Saramago’s most controversial novel The Gospel According to Jesus Christ (1991). The author freely interprets episodes from the Gospel situated in a different context of time and significance. Facts, discourses, beliefs thus become relative. The novel succeeds in producing tensions and conflicting readings because it is difficult to surpass the polemic aspects provoked by the questioning of a canonized religious text and read the book as a literary work. The theme, being anchored in the profound realism of Western culture and civilization with regard to the manner in which we relate to our Christian faith, creates a space for potential conflict between reader and author, between the reader and his own beliefs, because it dares to touch that which is considered sacrosanct at the risk of sullying a sacred text. If The History of the Siege of Lisbon produces such conflicts within the realm of Portuguese national culture, The Gospel according to Jesus Christ extends its reference on a much wider scale. In this rereading of the history of Jesus, the entire system of founding values in Western thought is challenged: the religion that offers salvation is also the religion that “gives birth to the river of blood that floods the earth” (Da Silva, 1998:211). 

The lesson of doubt that Saramago ‘the apprentice’ learnt with Raimundo Silva determined him to proceed with the writing of this ‘heretical’ gospel, imagined not as “a matter of looking behind the pages of the New Testament searching for antitheses, but of illuminating their surfaces, like that of a painting, with a low light to highten their relief, the traces of crossings, the shadows of depressions”
. The introductory chapter realizes such a project. In my opinion, it represents the frame of the narrative which is meant to contextualize the story of Jesus in a virtual space created by the subjectivity and vision claimed by poetic license. 
By opening his novel with the detailed description of one of Dürer’s engravings, The Crucifixion
, Saramago suggests that the correction of errors and the completion of omissions are not singular, nor recent. This work of art, as a consecrated and prestigious element of an iconographic tradition never contested, metaphorically envelops the novel’s ‘programme’ ,i.e. a fusion of fantasy and exegesis, an attempt at rendering the scene immediate and update the interpretation for a contemporary readership. Modern elements such as the presence of the sun and the moon – represented as heads with “tearful face, contorted by spasms of pain which refuse to abate” (GJC, 1); the low-cut and close fitting cloths of one of the Maries standing at the feet of Jesus which “inevitably attracts the lewd stares of passing men, putting their souls at grave risk” (GJC,2); the enraptured gaze and fair hair of Mary Magdalene; the moon wearing “an incongruous ring in one ear, an unprecedented liberty no artist or poet would ever be likely to emulate” (GJC, 4) – all these are combined with symbols belonging to Christian’s tradition, developing an itinerary which deviates far from the common path that proposes an “edifying legend of blessed beings and gods” (Nobel Lecture) with the scope of telling “the story of a few human beings subjected to a power they fight, but cannot defeat” (Nobel Lecture). The narrator’s ironic attitude accompanies the reader all along and invites him to witness “the only possible history” (GJC, 14) which can be told by a doubting contemporary conscience that “deliberately and provocatively violates what is conventionally accepted as true about events of the past” (Hutcheon, 1989: 77). As one of Saramago’s literary critics affirms the author’s audacity is triumphant in his Gospel
. The reader is very often faced with alterations of the canonical texts.
Therefore, the first glimmerings of the annunciation are entrusted to a passing beggar, Joseph is accused of partial complicity in Herod’s Massacre of the Innocents, Jesus leaves home because the Romans have crucified his father, He becomes the ‘companion’ of Pastor or Satan. The author configures a story in which the principal relationship of Jesus is not that with God, his mother or his disciples, but with Mary Magdalene, whom Saramago sees as Jesus’ best teacher: “What you’re teaching me is no prison, but freedom” (GJC, 213). Also, instead of remaining for forty days in the desert, Jesus spends this time on the sea, in the company of God – described as the greatest of all comedians, who doesn’t command love, obedience or even worship, but “ a sacred violence” (Bloom, 2001: 157) on which his Church will be raised: “in order to be truly solid, its foundations will be dug out in flesh, and the bases made from the cement of abnegation, tears, suffering, torment, every conceivable form of death known or as yet unrevealed” (GJC, 290) – and Satan who, horrified by the sight of the future, attempts to reconcile himself with God. We are thus confronted with the image of an “undiabolic devil” that Harold Bloom sees as “the only devil who could be aesthetically and intellectually appropriate as we conclude second Millennium” (Bloom, 2001: 161).

In view of the above, one could say that in Saramago’s novel acknowledging the past becomes a question of constructing and interpreting, and not of objective recording. The narrator’s ironic attitude emphasizes Saramago’s intention to demonstrate that the document’s status has altered through the passage of time and can, therefore, not offer direct access to the past. Thus, it becomes a form of representation through textual reconfiguration of the actual event, making the reader aware of the powers as well as the limits of the act of representation.
The author of the new Gospel interrogates the documents in order to interpret and render them comprehensible to himself. As Broich argues, “an author refers to other texts within his text, expecting his readers to understand these references as part of the strategy of his text”
. However, the events are interpreted through the filter of an inadequate system of reference for the epoch. The narrator/author alienates the reader by transporting him/her into the Palestine of 2000 years ago. The approach undertaken for the outline of a possible reading of the text of a different Gospel imagines a God that enslaves man, an unmerciful God who sees his creatures as simple puppets, marionettes, “a piece of wood that can be used for everything” (GJC, 284). Form this perspective, as Berdiaev (1992: 109) observed, God is transformed into the negator of human dignity and creative capability.
Saramago rethinks the history of a new existence from a purely human perspective. The man Jesus accepts history (the equivalent of destiny) as his path, but questions it and, in the end, rebels against it: “I want to end our pact, to have nothing to do with You, I want to live like any other man” (GJC, 283). He refuses the role of a martyr-victim that God sees as “the best role of all for propagating faith and stirring up fervour” (GJC, 282) – which is revealed and assigned to him by a Machiavellian God, a God who does not show any sign of remorse or compassion. The new universal religion is shown as the hyperbolic form of a true holocaust. The narrator reveals the consequences, concretized through the centuries, of accepting a certain way of living based on so - called Christian love, the foundations of which are questioned as it has led to the death of hundreds of martyrs, the Inquisition, the religious wars fought in the name of love and compassion (GJC, 290-296).
 Christian spirituality is reduced thus to a single scenario, directed by a God who manipulates his actors, who toys with them and ultimately traps them. Such is the case with Joseph who omits to warn the parents of Bethlehem’s children about the orders given by Herod. The imagined circumstances, even offering an exoneration of his behavior, will be dismissed. Consequently, he is blamed for committing a crime, a sin by omission seen from a perspective which emphasizes the civic value of solidarity. Saramago brings a psychological dynamic to the biography of Jesus, written from an individual and subjective perspective and not supported by any religious or partisan interest. Thus, the author states that the truth of Christianity shouldn’t depend on historical events that can neither be completely authenticated, nor their reality understood in a naïve manner. This fictitious Gospel becomes the story of people fighting against an invincible force, which offers them, for a moment, the illusion of a possible escape. In the end, they will understand that “no salvation suffices, yet condemnation is final” (GJC, 203). The new history becomes the existentialist story of a process of individuation. The man Jesus follows his own will, in opposition to that of a purported divine power.
Critics analysing Saramago’s Gospel expected that a sociological and psychologizing reinterpretation of the Gospels would eliminate the miraculous through scientific explanations, aiming to deny God’s existence
. On the contrary, in this fictional configuration, the author takes God’s infallibility seriously. This quality, endowed by the acknowledgement of past and future, by the possibility of judging his own gestures according to the laws of cause and effect, and ultimately, by the freedom to choose from different courses that events might take, is turned against the divine power which is not able to stop fueling his dissatisfaction. This inversion of roles, along with the others already mentioned in this chapter, weaves a narrative endowed with richness and depth, eloquence and deep compassion for the sufferings of humanity. The writer configures an alternative, plausible history not by denying the existence of the real past, but rather by focusing his attention on the act of imposing order and coherence on it, of “encoding strategies of meaning–making through representation” (Hutcheon, 1989:67). In this context, it can be said that The Gospel According to Jesus Christ as well as The History of the Siege of Lisbon are novels that work towards a critical return to history through “metafictional self–consciousness and parodic intertextuality” (Hutcheon, 1989: 61), aspects which will be discussed later in this chapter.

3.3.3: Baltasar &Blimunda - The memorial of the silenced
The belief that the historian cannot evade social pressures, the fact that he becomes both a recipient and producer of myth is clearly outlined in another narrative, Baltasar and Blimunda. Published in 1983, the book presents itself as a ‘historical metafiction’ that remembers, rememorizes and rereads the memorial of Portugal in the 18th century through the eyes of a narrator of our times, displaying the vision of the man of the present who learned how to reread and rewrite his past critically, not with the purpose of designing utopian models, but to exercise his capacity for reflecting, analysing and posing questions.
 As it has been shown with regard to the other ‘historiographic metafictions’, the novel Baltasar and Blimunda also reflects on the discourse of history performing an imaginary filling of the historical gaps, restoring an imaginary coherence, a possibility which can be realized only within the arts. It is left to literary discourse to complete the information offered by historiographic materials “such as the following statement one reads in manuals and history books, the Convent Mafra was built by Dom João V in fulfillment of a vow he made should god grant him an heir”(B&B, 242) with other aspects, considered less significant. The narrative contrasts nationally important events with the life of common people affected by the decisions of the powerful. Therefore, the construction of Mafra convent – due to the king’s vow and thus symbolizing the monarchy’s wealth and power, is seen as a model of repression and not as the fulfillment of a dream, as it is the case of the “passarola”, which owes its victory to the harmonious conjunction of dream, project and execution, thus allowing man to transcend his human condition. His willingness breaks the limits of reality, logic and rationality, extending the boundaries of possibility.
 The novelist constructs an inter-play between the ‘real’ and the imaginary, creating a historical fantasy in which the reader is able thoroughly to consider this polemic incursion into the 18th century Portuguese history. In this context, the novel’s Portuguese title – Memorial do Convento – the word “memorial” appears with a double meaning: one which refers to a memory that brings the past into the present, the other is that of a statement, complaint which questions the present through the mediation of history. The narrator’s discourse emerges from the human revolt against imposed values, transformed over the centuries in discourses that intervene as a screen between bygone realities and present. The author develops a narrative that “accommodates the events of history, the legacies and monuments of those events, the cast of historical celebrities involved and the sinister presence of the Church” (Henn, 2005:107). However, the story focuses almost entirely on the countless ordinary people, illiterate eyes which are given the gift of clairvoyance, characters who become the real heroes of the action:
 “ [...] these Portuguese fools from the 18th century, in a time and country where superstition and the fires of the Inquisition flourished, where vanity and the megalomania of a king raised a convent […] a crowd of thousands of men with dirty and callused hands, exhausted bodies after having lifted year after year, stone by stone, the implacable convent walls” (Nobel Lecture).

 The acknowledgement of their role in the fulfillment of king’s project gives them the recognition they deserve. Saramago deconstructs cultural and historical prejudices, questioning the myths, the authenticity of Portuguese nation’s representation of itself. Thus, if Mafra means “hole” for “the ears of history”, for the rebellious contemporary consciousness “ one day the meanings will be modified to read, letter by letter, dead, burned, drowned, robbed, dragged off” (B&B, 281). The entire novel represents a “rectification of meanings more or less evident if it were to relate them to the general bluff with its national and private forms” (B&B, 247), reflected within the preoccupation of retrieving the past of those who were silent. The narrator gives voice to its characters, a voice denied by the institution of the Inquisition which tries to impose a religion that feels threatened by the power of men’s wills. Also, the narrator desecrates the convent, transferring its aura to the “passarola” – a heretical gesture which could be interpreted as an initiative of usurping the place of God, usurping a space belonging only to Him. Such an audacity will have to pay a high price in terms of fall and flames. By structuring his novel on the tension between the sacred and the heretical, the author reveals his intention of rethinking the discourses about past events according to the reasoning of the present. This approach, as Hutcheon observed, represents “the attempt to re–historicize art by contextualized interrogation of ideological assumptions” (Hutcheon, 1988: 225), by undermining an unexamined belief in continuity and certainty. 
Saramago rewrites ‘history’ by means of anachronism – perceived as a kind of “temporally distorted projection in which the present event of writing is not eliminated by the past event that is written about” (McCullagh, 1998: 41). The novelist’s historical glance is flexible: by displaying events specific to the epoch in which he situates the reader – superstitions, miracles, rituals, mentalities, customs – and by opposing them to contemporary discursive articulations, the writer gives expression to conflicts between two systems of significance: that of a limited historical account of past events and that of a contemporary mind which searches to show that ‘the truth’ is far fuller and richer than any historical account can represent, because “historical knowledge, like all our knowledge of the world is fallible” (McCullagh, ibid: 23). Both narrative stances, the historian as well as the novelist, travel in a re–configured time and space, actualize a culture, choose the facts to be emphasized according to their capacity to ‘mould’, to gain coherence.
The difference raises on the level of narrative structure which opposes the rational architecture of historical material to the aesthetic form of literary discourse able to “liberate” certain “obliterated domains of reality” (Bessière, 1974: 249) and to impose a new order which leaves aside the ordinary field of language exercise marked by the concern for verisimilitude or conviction, because the fictional text “doesn’t lead to an extratextual reality, but makes borrowings from reality whose elements become fictitious” (Genette, 1991:19). Thus, in Baltasar and Blimunda fiction is configured around the first flight attempt in Portugal which receives the help of a woman’s magic power to see inside things; in The history of the Siege of Lisbon the historical foundation of Portugal is questioned by the insertion of a NOT in the text of a standard history book; in The Gospel According to Jesus Christ the novelist deconstructs the principles on which Christianity is based. Therefore, Saramago’s narratives may be considered real pleadings for the right to invention, to personal creativity, capable of transforming human beings from within, of making them aware of their “soul’s inner workings” (Rabkin, 1976: 41). These novels seem to advance the idea that we are conditioned in our attempt to obtain truthful and objective representations of the past by linguistic and social perspectives of the present through which we interpret, imagine and create meaning out of remote events. Such process, as White observes, is more “an aesthetic appreciation of a past world rather than the recovery of its lost reality from the sources composed of individual statements”
. 
3.3.4: The Year of the Death of Ricardo Reis - Anachronism and intertextuality
Saramago presents to his reader the disinterested pleasure of aesthetic judgement capable of satisfying the curiosity of experiencing, which lies within a deep fascination with how things used to be, and eagerness for life-like insights into the past. This curiosity is animated by the desire to preserve past events too often trivialized, built over or erased, and to pass them on. Probably, the work that best reflects this concept is The Year of the Death of Ricardo Reis (1984). If every narrative is related to “the impulse to moralize reality” (White, 1987:14), then this novel represents the accomplishment of such an approach. By developing a fictional possibility not previously concretized – the survival of the heteronym to its creator – the novel configures a reflexive itinerary through history, questioning the past from the anachronistic perspective of What if? It explores a more recent period of Portuguese history – the epoch of Salazar’s dictatorship and the “Estado Novo” regime. 
The narrative reconstructs the imaginary identity of one of the heteronyms of the poet Fernando Pessoa, a character endowed with “a distinctive poetic voice and personality” (Henn, 107 – 108). Confiding how he began to write this novel, Saramago refers to one of Reis’ poetic lines – “wise is he who is satisfied with the spectacle of the world” – which had a great impact on ‘the apprentice’ who, later, dared to write a novel to reveal this poet of the Odes
 something about the spectacle of the world of 1936, where he had placed him to live out his last few days: the occupation of the Rhineland by the Nazi army, Franco’s war against the Spanish Republic, the creation by Salazar of the Portuguese Fascist militias”(Nobel Lecture). Evidently, such statements announce the exposure and condemnation of such intellectual posturing. The entire novel is built around the reconstruction of another writer’s fictional personage, whom Saramago imagines in dialogue with his creator. The novelist deals with this character in the same manner as he did with those mentioned in the other narratives previously discussed. He creates a story starting from already existing ‘biographical’ indications, in this particular case, given by the poet Fernando Pessoa himself. Thus, Doctor Ricardo Reis returns to Lisbon after 16 years of absence. The narrator traces his daily life using a technique that combines realist and non–realist elements. By extending the heteronymic fiction beyond the existence of its author, Saramago respects the Pessoan project of endowing his pseudonym with a complete life.
 As M. Caragea observed, “Saramago adds ‘drama’ to a previous fictional character in accordance with a logic of the universe of heteronyms, deducing a ‘narrative programme’ from Pessoa’s descriptions as well as from the works of the fictitious poet”
. The novelist creates a personality in accordance with the character’s poetic work, deduces an ideology foregrounded on the Odes, that the poet is presumed to have manifested towards the historical realities of that time. From this perspective, Reis is imagined as an observer of life who looks away from all social and political events which occur in Lisbon and elsewhere: “Ricardo Reis takes stock of his own ambitions and concludes that he craves nothing, that he is content to watch the river and passing ships, the mountains and the peace that reigns there” (RR, 278). The same attitude is given to Fernando Pessoa who is now out of the living world, but appears in the position of a “true spectator for whom it is possible to observe, but from whom the power to intervene has been taken”
. The imaginary Reis becomes a ‘real’ character, on a fictional level, benefiting from the same ‘reality’ as the historical world into which he is inserted. His detached observations of the realities he experiences and his ‘absurd’ encounters with his creator are presented against the background of the 1930s’ events.
 Throughout the narrative, frequent references are made to the social and political realities of that time around the world: Mussolini’s imperial adventures in Africa, the occupation of the Rhineland by the Nazi army, the destruction of Addis Ababa, and concerning Portugal: references to the New State, censorship, the repression by the police force, celebration of Salazar’s accession to power, etc. According to the Portuguese critic Teresa Cerdeira Da Silva, “the personal relationships between individuals are a sort of political laboratory where one can test the influence of a crisis. Each character represents a social attitude – reactionary or revolutionary, of right wing or left wing – responding differently to exterior calls” (Da Silva, 1989: 106). Thus, there are those like Lydia – with whom Reis gets involved intimately – who show initiative and awareness, and those, like the hotel manager, who facilitate, by their passive attitude and mentality, the political authoritarianism. 
The novel describes the events of a determined year of recent Portuguese history, which is, therefore, situated in an area of ‘common visibility’ to the author and the majority of his readers. Thus, it is situated in a memorial zone which continues to remain actual, if not as a personal memory at least as a collective one. With Reis the reader assists in the creation of a twofold phenomenon: the gradual collapse of the European world, affected by different conflicts, such as the civil war in Spain, and the consolidation of a totalitarian ideology, that tries to impose, as Saramago puts it “the universal language of the howl”
. Analysing the same phenomenon, Da Silva insists on the meaning of the clarion slogan used by the members of the Portuguese Youth Movement, which emulates the words of the German Youths: “We are nothing”. It illustrates two of the fundamental principles of Fascism: anti–individualism (the idea of the individual being subsumed by the whole) and the belief in the necessity of a leading elite who the crowds would obey (Da Silva, 1989: 112). Without discussing the attribute of German National Socialist ideology per se, Saramago points to the lack of a solid identity that exposes the vulnerable Portuguese to manipulation by ideologues and demagogues. The novel questions the civic responsibility of any writer, which, in Reis’ case is not assumed. It is shown, throughout the narrative, that his passive stance with regard to the realities of life in Portugal has important consequences, extending from the political and social to the affective and sentimental. A fictitious author is judged according to the contrast created between what a contemporary consciousness could consider to be the issues of a confused epoch and the poet’s inappropriate detachment in a time of crisis. 
As Christopher Rollason observes, Saramago reaffirms his belief that “writing should also be a form of struggle in the material and political world” (Rollason, ibid). As the narrative’s plot advances, the political references accumulate creating a densely inter–metatextual writing and highly self-conscious narrative. Thus, the history of the 1930s is mediated by different textualized forms, not necessarily of academic nature, through which “the disparity between news and reality is foregrounded” (Hutcheon, 1988: 110). The novel envelops the hermeneutic process of reading the newspapers, information collected from chronicles, documents, media, which already represent a manipulated, oriented reading, distorting and re-arranging the facts of history according to the regime’s ideology. 
Thus, the narrative phrase combines direct discourse: “Mussolini made the announcement from the palace balcony, I hereby declare to the Italian people and the world that the war has ended” (RR, 257) with the narrator’s ironic and sarcastic comments: “Let us show tolerance, it is well known that nationalist fanaticism can easily dim one’s intelligence, so he that is without sin, let him cast the first stone” (RR, 258) or “Pacheco concludes that Salazar is the greatest educator of our century, if that is not too bold an assertion when we are only one third of the way through it” (RR, 68). One can easily recognize the element of parody in these words – one of the contemporary means of literally incorporating the textualized past into the text of a novel – used in this context in order to “undermine the ideological seriousness of the authoritarian and hegemonic discourses”
. 
From this perspective, the most illustrative episode represents the report on the invasion of Addis–Ababa. The literary text’s composition appears as a mixture of authentic newspaper headlines, fragments of radio news broadcasts, excerpts from political speeches. As Teresa Da Silva observes, the author also uses an ode by Reis by displacing the poet’s ancient Persia to Addis–Ababa and the poem’s past tense into the narrative present
. All these elements produce a text that generates various responses and emotional reactions because of the constant passing from a narrative register to another, each one reflecting a particular attitude towards the narrated events (RR, 358 – 260). It is emphasized throughout this novel that the idea of historical discourse, in its essence, is “a form of ideological elaboration” and that history dissolves in “figures of rhetoric” when all claims to knowledge are deconstructed (Norris, 1982: 76). As White observed with reference to other postmodern literary works, the hostility manifested here towards ‘the truths’ of history is emphasized in “the practice of using the historian to represent an extreme example of repressed sensibility” (White, 1978: 31).

Saramago, therefore, creates different ‘histories’ meant to correspond with the domain of human experience, refigures a world of chaos seen through the eyes and conscience of a man who “is watching the spectacle of the world, a wise man if one can call this wisdom, aloof, indifferent by upbringing and temperament” (RR, 72). Through this character the author points to the necessity of the intellectual’s responsibility in society, underlining the belief that it is the effort of human commitment that will achieve the revolution of NOT. From this perspective, D. Frier considers that Saramago’s version of Pessoa’s poetic heteronym “is guilty of allowing the waves of history to engulf him while all around him Portugal and Europe succumb to the twin evils of Fascism and war”
. The ultimate sterility of Reis’ detachment, as Rollason argues, is made clear by the disintegration of his relationship with Lydia. For instance, when faced with a new challenge – that of fatherhood, “Ricardo Reis searches for the right words but all he finds within himself is indifference, as if, though aware that he is obliged to help solve the problem, he does not feel implicated in its cause” (RR, 306). 
His lack of commitment mirrors his lack of political and human commitment, his refusal to side with the people (Rollason, ibid). Reis’ passivity is reflected, for example, by an episode describing a charity event organized for the paupers of Lisbon. Although approaching the crowd, his interest seems to reside in mere curiosity for an event disturbing the tranquility of the city streets: “We can see the gray hat worn by Ricardo Reis advancing as smoothly amid this human mass as the swan of Lohengrin over the becalmed waters of the Black Sea […] Ricardo Reis climbed the slope of the Calçada dos Caetanos, from where he had a bird’s–eye and could estimate the size of the crowd” (RR, 53 – 55). Similarly, his constant activity of reading the newspapers does not surpass the boundaries or the comfort of an old habit: “He remains unperturbed by the world news that reaches him, perhaps because of his temperament […] The world’s threats are universal, like the sun, but Ricardo Reis takes shelter under his own shadow, what I do not wish to know does not exist” (RR, 319). This kind of existence will lead him towards emptiness and disintegration – aspects signaled by the novel’s title. The densely evoked historical context appears in the form of a ‘descriptio mundi’, created by a character who recognizes the world, but does not participate in it, as can be seen in the description of his alienated thought processes while on his wanderings through the city of Lisbon in the year 1936. Saramago’s fictional Ricardo Reis is incapable of understanding the world and taking appropriate action to the demands of the troubled epoch.
 On the other hand, Saramago provides an additional intertextual link with Reis’ poetry by using, for example, the name Lydia for one of the characters that plays an important role in Reis’ re-acquaintance with Lisbon. However, Lydia, the chambermaid of the Hotel Bragança, could not be more different from the Lydia of Ricardo Reis’ Odes portrayed as “an intolerable embodiment of passivity, thoughtful silence, and pure spirit” (RR, 97). Although perceived as a mere extension of the comfort of Reis’ room, a person well aware of her inferior social status, but who nevertheless willingly shares with Ricardo Reis her most intimate thoughts and feelings, Lydia manages, for a moment, to revive Reis’ desire to break the alienating distance that separates him from the world. During his stay in Lisbon, Reis also makes the acquaintance of Marcenda, a woman who, although socially and intellectually suitable for him, rejects Reis’ proposal to commitment. The evolving of his relationship with these two women clearly reflects the gradual alienation that will seize Reis’ entire existence and will finally lead to his death. The reader is constantly faced with the presence of Fernando Pessoa and references to Camões, Portugal’s national poet: the novel’s opening phrase – “Here the sea ends and the earth begins” (RR, 1) - represents an inverted quotation of a famous line from Camões; the Lisbon square with its imposing statue of the poet becomes a constant reference that guides the reader through the streets of the city. The literary references go beyond the confines of Portuguese literary tradition. Thus, throughout the narrative, we become aware of Reis’ attempt to finish reading a book called “The god of the labyrinth” attributed to Herbert Quain. Both, the book and the writer, are imaginary, but have a previous existence in Borges’ work (see The Circular Ruins). As Rollason argues, Reis’ nocturnal wanderings across Lisbon suggest, through their meditation of life and death, “the rovings of James Joyce’s Leopold Bloom in another rainswept port capital in Europe” (Rollason, ibid). The intertextual dimension extends to Saramago’s own writing.
 References to elements from Baltasar and Blimunda are made – the convent of Mafra, the flying machine: “It now comes back to be that when Sete–Sóis lived in Lisbon he was on friendly terms with the Flying Man…” (RR, 297). On the occasion of the pilgrimage to Fátima, the reader is reminded of the un-dogmatic view of Christiandom that will be manifested through the voice of the ironist narrator in The Gospel According to Jesus Christ: “One should not ask for anything, instead one should resign oneself, that is what humility demands, because only God knows what is good for us” (RR, 274).

3.4: Subversive re-writings of the past
In addition to the literary intertext, the historical and biblical intertexts seize the prerogative of undermining any authoritarian type of discourse that intends to impose a single perspective of various events, phenomena, figures. Saramago sets out to write a predominantly heretical, ironic and parodic text. When it comes to the rereading of Christian tradition, the narrative takes the sacred as its point of departure in order to endow it with ‘revolutionary’ meanings by means of re-contextualization. For instance, Jesus is seen as a disciple who needs masters and will have them in Pastor and Mary Magdalene; God’s proclamation – “This is my beloved Son” (GJC, 341) – a relationship Christ tries to avoid, is moved from the scene of baptism, as the biblical texts situate it, to that of crucifixion. This device mirrors the narrator’s ironic attitude blaming God for choosing to impose his presence even though His Son wishes to remain unrecognized.
 His authoritarian gesture will be countered by Christ’s last utterance which identifies him with the humans supposed to be saved from damnation: “Men, forgive Him, for he knows not what He has done” (GJC, 341)
. As previously mentioned, Saramago’s gospel may be viewed as heretical because of the author’s replacement of the sacred with the profane, thus again inverting the original texts. This attitude is further accentuated in the interrogation of dogma which takes place within the religious discourse. To this end, Saramago employs an entire repertoire of cultural references in a manner deliberately deviating from the intention of original texts.  
This procedure of rewriting past events in a subversive mode, which does not deny the model itself, but merely its claim to exclusivity, multiplies the original pattern in order to create alternative stories that emphasize as yet unrealized possibilities of reconstruction, is present in all of Saramago’s ‘historical metafictions’. The author composes his narrative discourse utilizing pre-existing discourses that validate institutionalized knowledge. His subversive activity is present from the start, as can be seen in the novels’ epigraphs. In The History of the Siege of Lisbon, the epigraph postulates the idea that amending the received truth is the only way of attaining the truth
. Therefore, if it is necessary to reach the received truth in order to correct and modify it, the novel proposes correction as its primary aim. Similarly, The Gospel’s epigraph, although a visual representation, can be read and, therefore, generates a multiplicity of readings from the apochryphal as a received text/or truth allied to legend, to the parodic and heretical. These are examples of literally incorporating the textualized past into the text of the present. 
An integral part of this equation is the reader him/herself from whom the author demands the recognition of textualized traces of the literary and historical past, and an awareness of their manipulation for the purpose of achieving two goals: first, the acknowledgement of the “inevitable textuality of our knowledge of the past” and secondly of “the value and limitations of the discursive form of that knowledge” (Hutcheon, 1988: 127). For Saramago, history, in its textual forms, represents an opportunity for constant interrogation of what has been, from the vantage point of the anxieties emanating from an urgent consciousness of the present. Man, as a “recipient, mediator and donor of memory”, contemplates the “kingdom of predecessors” (Alfred Schutz, 1972: 139), observes the gaps and feels the need to complete the “testament of words” in accordance with his own experience of reality. Subsequently, the story which a novel retells is both literary and historical, ascribing itself as a cumulative process, opening up a plurality of readings and constructions. 

 Saramago’s Gospel According to Jesus Christ, for instance, postulates a reading from a Christian perspective as well as its reading as an autonomous literary work through which the author offers a plausible answer to the polemical aspects raised. Baltasar and Blimunda offers a retelling of the history of the building of the convent of Mafra in which religion and the monarchy are called into question and unraveled as systems of “essentializing totalizations” (Hutcheon, 1988:209) that, metaphorically speaking, refuse to allow men, as angels born without wings, to make them grow (B&B, 128). These institutions become targets of the narrator’s sharp irony that criticizes the power structure underpinning Dom João V’s reign, supported by a dependant, passive and ignorant court, content with the Church’s forgiveness of excessive self–indulgence. As the narration begins, the reader becomes aware of the fact that the activity of subversion as a means of reconstructing the past is to be privileged. For instance, great importance is attached to the auto–da-fé ceremonies that lose their religious character in order to reveal an opportunity for cheerfulness and recreation – aspects deconstructing the Church’s authority: 
“Today, however, there is an air of general rejoicing […] Women cram the windows looking on to the square, dressed in their Sunday best, their hair groomed in the German fashion as a compliment to the queen […] so many different faces and expressions trained on the square below as each lady wonders if her make–up is all right […] while her eye observes the infatuated admirer below […] the spectators refresh themselves […] for there is no reason why they should suffer from exhaustion just because the condemned are about to die” (B&B, 40 – 41). 
Such an attitude is emphasized, first, by the description of Baltasar and Blimunda’s marriage ritual that defies every law of that age. Secondly, by the benefit given to the countless men building the convent by leaving, at least, “their names on record, that is our obligation and our only reason for writing them down so that they may become immortal…” (B&B, 227). Thirdly, by condemning the limited perspective of the official record that perpetuates a positive reception of the king’s megalomania and vanity:
 “…we would no longer have been able to tell visitors before they pass into the next room, It is made from a single stone, and by means of these and other foolish vanities, absurdities become rife, as the following statement one reads in manuals and history books, The Convent of Mafra was built by Dom João V in fulfillment of a vow he made should God grant him an heir, here go six hundred men who did not make the queen pregnant, yet they are the ones who pay for that vow and carry the can, if you will pardon the old–fashioned expression” (B&B, 242)
 As may be observed, the incorporation of the textualized past into the narrative is achieved by means of parody. Historical discourses are present in Baltasar and Blimunda – a novel requiring considerable background research. Such discourses however become subject to subversion as the author progresses towards a critical reworking of the past accounts.

 In The History of the Siege of Lisbon Saramago’s subversive stance can be perceived particularly clearly in its radical irreverence towards institutionalized knowledge. Although references to the epigraph’s significance have already been remarked on, it is necessary to revisit the notion of its characteristic as a paradox, as it succeeds in accentuating the truth of the above affirmation. As Teresa Da Silva observes, this phrase’s play on words does not immobilize the novel’s action, but vindicates the attitude of a proofreader who “extrapolates the function of an attentive reader of historical truth in order to remake himself into the writer of a history that did not take place” (Da Silva, 2001: 87). Silva’s way of detecting fragments of the truth in historical accounts with regard to the siege of Lisbon uncover a narrative engagement with a new concept of historiography as a reconstruction of the past through the filter of present experience: the way in which the past is refracted into the present; the ‘archived memory’, i.e. how consciousness shapes the experience of self and culture, in view of the  artist’s  refusal to perform a mimetic reconstruction, and finally, proceeding to a re-evaluation of history’s effects upon his own life and environment. Thus, the anarchic, conscious alteration effected by the proofreader Raimundo Silva by inserting the word NOT into an academic history book, leads to a reinvention of the founding myth of Portugal, the same way as the anarchic moment of the Annunciation in The Gospel According to Jesus Christ prepares the ground for the reconstruction of Jesus Christ’s identity as a man ‘sanctified’ by the intensity and authenticity of his way of living.

Both novels subvert the claim to veracity of previous representations, as they plead for the idea that an account of the past is a linguistic construct that can be manipulated. From this perspective, the novel’s prologues represent the most important indications of the manner in which the narratives will deal with the events to be narrated, namely as fictional constructs. Thus, the proofreader’s statement: “It has always struck me that history is not real life, literature, yes” (HL, 8) places the reader in a position that allows him to anticipate Silva’s anarchic gesture as well as the trajectory to be structured by subsequent events. Similarly, the anachronistic description of Dürer’s engraving prefacing The Gospel According to Jesus Christ, and the narrator’s clear assertion with regard to what we are expected to experience: “none of these things is real, what we are contemplating is mere paper and ink, and nothing more” (GJC, 1) set the ‘boundaries’ within which the author places his characters and his stories – i.e. those of language as a repository of meaning and received memory, as well as an instrument of playful subversion.
 Subsequently, the writer introduces himself as a servant of the word and invents paper creatures whose existence fits within the limits of a fictional discourse – “I have the clear conscience that my Jesus is a fictitious character, and has for me the same status as Blimunda, Ricardo Reis or Raimundo Silva”
. These characters have no reality outside language. The reader and the author will share in the conventions whereby the narrative world is constructed and fantasy indulged (Rabkin, 1976: 215). Fiction, thus, fabricates another world by means of words. Although distortion is a deliberate choice, Saramago’s fictions are accompanied by the awareness that they do not correspond with reality and that they deliberately substitute a fragment of reality for the complete range of plausible causes and received facts (Vaihinger, 1965:20). 
The narrative doesn’t exclude the desire for plausibility, which is specific to the argument of narrative (Bessière, 1974: 31), but offers a justification for the initial what if? and the subsequent employment of “as if” by means previously discussed (see 3.2).

I consider that the adoption of such pretences or dissimulations integrates Saramago’s modality of writing with the concept of play. The author follows the example of myth, seen as man’s attempt to account for the world of phenomena by grounding it in the divine, with which history is impregnated, in order to undermine its discourse, to demonstrate that his representation may provide as much credibility as any other written account “freely interpreted, others rectified, some propagated with total indifference, others proclaimed as the one, eternal and irreplaceable truth, the last of these the most suspect of all” (HL, 109). Seeing thus, Saramago’s narratives will follow a similar pattern: “time has carried us into the realms of memory, it was like this, no, it was not, and everything becomes what we choose to invent” (GJC, 149), that favours plurality and a more “dialogic, self–consciously intertextual, polyphonic and ironic concept of cultural tradition and innovation” (Călinescu, 1990:12).

Saramago proposes the following reasoning to the reader: since historic preservation reveals that permanence is an illusion, that the past is altered and reinterpreted to suit the present, we may as well free ourselves from myths that constrained previous perceptions and imposed sacrosanct originals, by means of demystification, deconstruction and correction. For instance, The History’s narrator renders historiography’s accounts ironic with regard to the manner in which speeches were held on the battle fields: “in historical narratives when some chief has to harangue his troops or other multitudes, no one is surprised that he should have been heard without difficulty by hundreds and thousands of noisy onlookers […] when everyone nowadays knows how much work is involved…so that people in the back rows can hear perfectly” (HL, 177) and consequently, “contrary to custom and convention, and with the deepest regret for having to contradict the much applauded traditions of spectacle and historical stage sets, we are obliged, out of love for the simple truth to declare that…” (HL, 177).

Thus, knowing that today’s circumstances determine what and how we reconstruct the past, we remain aware of the fact that each new representation is bound to be repeatedly revised, because to receive is also to transform by interpretation, to render the past comprehensible. Unlike historical discourse, more scrupulous with regard to the treatment of facts and open to the scrutiny of other observers, fictional discourse, freed from these constraints, has “the capacity to open and develop new dimensions of reality because of the rescinding of our trust in previous descriptions” (Ricoeur, 1999: 207), thus permitting the reader the disinterested pleasure of aesthetic judgement. Instead of seeking to persuade the reader of the correctness of a particular way of interpreting the world, Saramago’s ‘historiographic metafictions’, through the vehicle of fiction, make the reader question his/her own interpretations, ask questions and arrive at an answer by the various means specific to literary imagination, such as the impression of moving from one epoch into another, the capacity to feel and think the thoughts of a remote age.
3.5: Narrative situation and perspective
Frequently, when a history textbook is read, the impression that the history and culture of ancient people have been largely emptied of life is created. We were left with nothing but a superficial photograph or sketch. Contrary to this approach, i.e. of recording facts unemotionally, the writer of fiction turns toward his own creative faculties and seeks “to affirm the integrity of his work against a background of historical chaos by directing attention to the strategies of art” (Alter, 1975: 149). The act of mediation between the author’s presentation and interpretation – focused on the understanding of the ‘actual’ in the light of the particular possibilities it suggests – and the reader’s reception, imagination and concretization is performed primarily by the figure of the narrator. The question of the identity of Saramago’s narrative voice, of the narrative situation and perspective, as implied in the novels in the present analysis, is of great importance, as, establishing the mode of narration and the intentionality of the narrative stance, is one of the aims of this dissertation. The solution to the first aspect mentioned above comes from the author himself who, in an article dedicated to this particular issue, affirmed: “the true identity of my narrative voice […] I, ultimately and unconditionally, believe to be simply the thinking of the author that I am, of the person that I am, my own thinking or, alas, the thinking of so many others, from whom I have borrowed to satisfy my needs as narrator”
. As for the narrative stance, and implicitly its perspective, my argumentation will seek to prove that the idea it represents is a device, a tool to be used by the author in order to express his views, emotions, dreams, in a word, “visions” of the external and internal world
.
As previously mentioned, the narrative situation corresponds with the coexistence of the authorial teller–character and the figural reflector–character, and the alternation of the corresponding perspectives (external and internal) is a constant resulting in a dual view of the narrated events. Firstly, I will refer to the so–called ‘omniscient narrator’ and the employment of his techniques, which are meant to draw the reader’s attention to the narrative’s intentions. The fictional reality depicted in Saramago’s novels is envisioned by the reader within the narrator’s spatio–temporal point of view, within his standpoint, sometimes expressly stated: “Since this gospel was never meant to dismiss what others have written about Jesus or to challenge their account of events by contradicting their every statement, and since Jesus is clearly the hero of our story, it would be all too easy for us to go up to him and predict his future, […] but it would scarcely be wise” (GJC, 179 – 180). These words reflect the adoption of a narrative distance that may be attributed to the narrator’s posteriority with regard to the narrated material and emphasize the perspective to be adopted in the act of narration. 
Part of the above mentioned omniscience is represented by the authorial teller–character’s remarks and commentary which interfere with the narration of the plot: “all of this, as you know [is] mere speculation of a narrator concerned with the verisimilitude rather than the truth, which he considers to be unattainable” (HL, 176) or “By allowing our mind to dwell on this somewhat hazardous thoughts, we lost the opening words of the Moorish governor’s reply, and we are sorry…” (HL, 180). Such an attitude may be considered to originate from the insight into human nature, from a deeper understanding of the action, from a more mature power of judgement than the characters can possess – “God’s remorse and that of Joseph were one and the same, and if people in those days were already familiar with the expression, God never sleeps, we know now that He never sleeps because He made a mistake for which no man would be forgiven” (GJC, 94) – creating at the same time a certain tension between the character’s experiences and his comments and reflections. These expand their reference to the narrative’s writing process. The narrator, as “the organizing consciousness of the text”
 allows for the introduction and integration of reflexive structures, giving rise to a mixture of text and account of the narrative or metatext. 
The examples are numerous and they refer to: the definition of the novel: “After all, this is simply another novel among so many […] and every novel is like this, desperation, a frustrated attempt to save something of the past. Except that it still has not been established whether it is the novel that prevents man from forgetting himself or the impossibility of forgetfulness that makes him write novels” (HL, 47); the search for characters suitable for the purposes of narratives: “let us find him [R. Silva] someone who, not so much for his own merits, ever questionable, as for some sort of fitting predestination, may take his place in the narrative quite naturally” (HL, 163); the scope of the narrative: “which is not simply to trace out the destiny of Lisbon, something everyone knows, but to explain how we managed, without the help of the crusaders, to bring off the patriotic enterprise of our King Afonso, the first with this name and the first in everything” (HL, 300); the trespassed rules of narration:
 “when critics discuss the rules of effective narration, they insist that decisive encounters, in fiction as in life, should be interspersed and criss–crossed with countless others of no real importance […] They also claim this is the narrative process which best serves the ever desirable effect of verisimilitude, for if the episode imagined and described is not and is never likely to become or supplant factual reality, then there must be at least some similitude. Not as in the present narrative, in which the reader’s credence has clearly been put to the test […] however, the most incredible part of our story has still to come” (GJC, 165 – 166)
Another reference is to the narrative’s unorthodox foundations: “From these events, which are only now being revealed, you can see just how urgent it is to dismiss orthodox theology and forge a new theology totally opposed to traditional beliefs” (RR, 50). The above elements point towards the existence of a self–conscious narrator who reflects discursively on the nature of his fiction as he makes it, and the employment of literary criticism oriented towards the society that tries to dictate literary conventions.

Directly addressing the reader represents another modality of bridging the gap between the reality of fiction and that of the reader’s, thus strengthening the illusion that the narrated material is part of his own experience of reality. The narrator uses various techniques in order to capture the reader’s attention and to maintain his involvement active in the course of action. For instance, he appears in the position of a story – teller ready to recount a tale: “we can now draw near, sit on the ground if you wish, and listen” (HL, 165). He draws the reader’s attention on the reliability of various statements: “this dialogue is fictitious, apocryphal and libelous […] what you have just read, however, is…” (B&B, 269) or plays with his capacity to grasp the meaning of his words: “you can be sure that they are not worn for punishment, and read this carefully, so that you get my meaning” (B&B, 259).This attitude enables the reader to consider himself part of the narrative process, stimulating his involvement into discovering the meanings which the text employs.  

The omniscient perspective of the 3rd person narrator is combined with an internal perspective that restricts the knowledge of the teller–character in favour 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) or “ it costs us nothing to imagine that some kind nobleman sat down beside him, […] and since this nobleman is knowledgeable about royalty and court protocol, we listen attentively to what he has to say” (B&B, 288). The withdrawal of the authorial teller–character, evident in the reduction or absence of specifically authorial utterances, determines a change of the reader’s orientation which will be further fixed in the here–and–now of the figural character. In this way, the author creates the possibility of giving the epic preterite the imaginative value of the present. Thus, the impression of narrating is suspended, while the impression of direct scenic presentation is strengthened.
A dual view of the events, from the perspective of the narrator and the fictional character, is manifested: “All of us once possessed a father and a mother, but we are the children of fortune and necessity, whatever that means. It is Ricardo Reis’s thought, let him do the explaining” (RR, 63). Although the “meditative function” (Stanzel, 1971: 56) is turned over to a figural medium for a part of the presentation, as in the above examples or as in the case of fragments of Raimundo Silva’s fictional history of the siege of Lisbon which seem to be directly presented and to benefit of the withdrawal of the authorial teller (HL, 132 – 137), the authorial situation always seems to be superimposed upon the figural.
 With this occasion, the narrator’s thoughts and reflections accompany the protagonist’s experience which they ironize or clarify, participating thus to the discovery of the hero’s vocation as writer, as is clearly the case of the proofreader Raimundo Silva. Another situation in which the reader does not become aware of the narrative distance is represented by the dialogue scenes which offer the effect of presentness in the narrated material as a result of the ‘disappearance’ of the narrator for a long stretch.
 The external perspective of “an Olympian authorial narrator” (Stanzel, 1984: 126), who has unlimited insight into the thoughts and feelings of his characters, his mechanism of reporting events are always predisposed to changes at any moment throughout the narrative. For instance, the 3rd person narrator affirms at some point that his views are limited: “this Evangelist could not be everywhere at the same time” (HL, 234), “In fact, without a proper explanation, which only he himself [R. Silva] could give, and not wishing to hazard any assumptions and hypotheses, which would be no more than reckless, foolhardy judgements, it becomes impossible to establish…”(HL, 106) or “meaningless images where no light reaches, impenetrable even for the narrator, whom the ill- informed believe to know all the facts and to be holding all the keys, were this so, one of the good things the world still possesses would be lost, privacy, the mystery surrounding characters” (HL, 106). 
These statements show a narrative figure situated in a position from which he contemplates the characters, he becomes their spectator. In this sense, one may argue that Saramago engages a double relation towards his characters, becoming their creator as well as their reader, ‘the apprentice’ of the mentor–characters. This attitude mirrors one of postmodernism’s characteristics in literature, defined by Alfred Hornung as “the pose of the authorial self as the reader of his own fiction”
. Also, the relationship established with the reader becomes one of collaboration, concretized in the pleasure of deciphering. On other occasion, the reader is faced with statements that belong neither to the characters, nor to the authorial narrator who claims repeating various commentaries made by someone who seems outside the fictional reality: “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” (HL, 297).

The narrative makes use of the interior monologue technique by means of which the narrative displays a figure’s stream of consciousness (see pg.10) 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); “This awareness of knowing more, brings me to an awareness of knowing little, besides, one is tempted to ask what it means to know, the historian was right, I ought to have been a philosopher…who can pick up a skull…probing its importance in the world” (HL, 63); “He is sitting on a stone […] As I learned in the Temple, parents pay for the sins they’ve committed, their children for those sins they might one day commit, but if life is a sentence and death just a punishment, then there was never a more innocent community than that of Bethlehem, nor a more guilty man than my father, and now me whose life was saved so that I might learn of the crime which saved my life (GJC, 166). These are meant to create the impression of immediate presentation of consciousness that would impel the reader to feel understanding, tolerance, sympathy towards the characters, as he learns about the innermost motives for their behavior or decisions. All of the above examples were meant to underline the idea that the mode of narration, the narrator’s presence or absence in the narrative and the perspectives employed in the narrated material are elements with a decisive effect on the reader’s capacity of re-figuration. 

3.6. Discourse and polyphony

An equally important aspect for rendering plausibility to the stories is the written language by means of which we are faced with a complex vision of humankind, stressing on the importance of individuality and self–identity. In these narratives a polyphonic discourse or what Mikhail Bakhtin defines as “heteroglossia”
 is created and its various voices are individualized in accordance with the appeal to different ‘memorial zones’. All of Saramago’s novels incorporate a vast range of specialized vocabulary: political propaganda (The Year of the Death of Ricardo Reis), strategic warfare (The History of the Siege of Lisbon), biblical discourse and church liturgy (Baltasar and Blimunda, The Gospel According to Jesus Christ), colloquialism, proverbs - speech forms that encompass various levels of cultural and social background. Their employment within figures of speech render a text intended as an understatement of stereotypical languages. These are used with a double intention: 1) to contribute to an accurate reconstruction of past realities and 2) to undermine their demand for unquestioned validation. The narrative voice is endowed with the characteristics of a knowledgeable individual. His dense discourse is characterized by erudition – numerous cultural references, elaborate metaphors, detailed descriptions – coherence and clarity. The narrator also speaks about the demands of creative discourse: the problem of language limitations, the writer’s struggle with words – “Such lengthy circumlocution, made irresistible by the way in which words bring others in their wake, thus giving the impression that all they do is to obey the will of someone who will finally have to answer for them, but misleading him, to the extent of frequently leaving the point of the narrative abandoned somewhere” (HL, 101), with the purpose of emphasizing the idea that narratives are literature born out of language, which “can never give us experience itself but must always transmute experience into récit” (Alter, 1975: 64), and their author is an artist who pictures models of the world in a self–reflexive manner, being conscious of his role as the architect of his own reality and aware of his continuous “metamorphosis of interpretations born out of our common history as biological beings and social entities”
.
Saramago is a writer who constantly unravels his narrative techniques as he attempts to realize the virtualities of his evolutionary narrative idea, which, as has been argued, follows a specific pattern (see 3.1). This chapter has been concerned with the investigation of how history and memory, as not only “orientations of the past”, but “sources of knowledge and processes of insight” (Lowenthal, 1985: 187) coexist as part of our cultural consciousness and identity, and contribute differently to our experience of past and present, although they share common features: continuous refashioning in order to suit the present, vulnerable to deformation and manipulation. Saramago’s perception of the past – a memory successively reorganized - and of history – discourse offering a limited reconstruction of past events – determines him to give his writings the status of doubt, questioning, revision, re–evaluation and re–interpretation of what is presented as undeniable: Portugal’s founding myth and its national politics (The History of the Siege of Lisbon, The Year of the Death of Ricardo Reis), the truth of biblical texts and the authority of Church (Baltasar and Blimunda, The Gospel According to Jesus Christ). 
Furthermore, the Portuguese author subversively undermines historiography’s claim to singleness of meaning, pleading for the multiplicity of perspectives from which a past event can be refigured and choosing to retrieve the past from ‘the obscure zones’ ignored by historical discourse.  Saramago aims to rewrite history from the bottom up, giving thus recognition to the countless anonymous who made history, but weren’t acknowledged by the official records. The deconstruction of an encoded set of events and their reconstruction in a manner that defies convention and authority is the modality chosen by the Portuguese contemporary artist, who created models of how historical experience can be recognized through coherent, alternative fictional plots that have as their initial ‘spark’ the What if? element. By making detailed references to key episodes of the novels mentioned above, this analysis has focused on the subversive strategies employed by the author in order to create plausibility as well as to justify the narratives’ unorthodox itinerary: the anarchic moment, the means of fictionalization, the narrator’s anachronistic stance, the intertextual play between history and fiction.

This presentation thus far has examined the employment of the idea of national and individual identity as reflected in the first element/piece of the already mentioned pattern – The History of the Siege of Lisbon – with references, of course, to Saramago’s other ‘historical metafictions’. The drawn conclusion is that the writer’s creativity offers a retrospective glance at the errors of history dictated by present needs, reformulating the parameters of one’s self–affirmation within a national or universal framework. 

The observation that the novelist “ceased to describe the statue in order to deal with the essence of the rock”
 is of great importance as it emphasizes metaphorically the difference in vision between the cycle of historiographic metafictions, centred on the idea of surface and thus correlated to the notion of a statue, and the narratives belonging to his so-called ‘uchronic’ cycle (The Stone Raft, All the Names, Blindness). In the following chapter, therefore, the analysis will focus on and complete the symmetrical pattern of the ‘interior voyage’ towards the innermost desires of human beings as proposed by Saramago’s literary works.       
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