4. THE STONE RAFT:

                                                                            “Must rivers flow uphill and mountains          stand on their heads before you see reason?” (Grass, G., The Rat: 235)

4.1. Theoretical introduction
Fiction, as a product of the imagination, is unrestrained by the demands of the real world and, thus, it can offer what history denies or omits in order to satisfy man’s desire for more virtue, justice and greatness than can be found in history itself. Because of the freedom of uninhibited invention, fictional discourse may permit a more intimate approach to “reality’s elusiveness” (Alter, 1975: 133). When acting as a mirror, it interacts with the writer’s vision, fantasy and imaginary play as well as with the reader’s own representation. A fictional text cannot replace historical facticity, but can creatively reshape the past by means of language, “which is no more than a point of disappearance in the image repertoire of signs and codes in which we all participate”
.

Projecting a world, as the revelation of the aim of discourse is a function attributed by Heidegger to the act of writing itself
. This projection has a twofold referentiality when it comes to literary works, namely regression, by means of which the past is brought into the present, and anticipation, which brings the future to the level and experience of the present (Marino, 1987: 674). The writer thus looks back at a past he wishes to integrate into the present, simultaneously wanting to be able to distinguish an a priori orientation toward the future that will allow him to write the history of what could be.

In the previous chapter of this study Saramago’s ‘historical metafictions’ were analysed as regressive projections of worlds, meant to question the accessibility of objective truth about the past. The present chapter will investigate those novels that construct a world in an anticipatory manner, proposing either a utopian like alternative society in contrast with the writer’s own debased socio–political environment, or a narrative that feeds itself on the author’s discontent with a sterile present by projecting a dark and derailed image of the contemporary society’s trajectory. They belong to Saramago’s latest creative period: All the Names and Blindness. To these two I took the liberty of adding The Stone Raft, since I consider that it deals with the same issue, i.e. man’s sense of adventure and exploration seen as a quest for meaning in the midst of crisis, analogous to the voyages of discovery that are the main feature of Portuguese historical and literary fame. This may be correlated with the necessity of structuring human temporality - the ultimate content of any narrative (White, 1987: 180) because of a present sensation of the world as we know it coming to an end. This aspect is identified as a characteristic of postmodern literature which sees the crisis above mentioned as extending to the written language as a representation of reality. Through these narratives, the author transcends the data of an immediate reality in order to reinvent the human condition. 
Offering creativity unlimited space, these stories deny the reader any explanation of the strange occurrences taking place. Saramago succeeds in constructing histories through the free play of imagination whose ‘flight’ is initiated by what we may call ‘the opportune moment’ – an instant that makes things change their initial logical trajectory, abruptly intruding into normality, deconstructing it with the purpose of constructing a new dispensation. By means of the fantastic, these narratives propose and impose a revolution understood as a radical disruption, as a total reconfiguration of familiar surroundings, a destabilization taking place on the exterior, i.e. – the launching of the Iberian Peninsula as a raft, the break out of a white blindness, the fraudulent intrusion into the General Registry’s archives – with the purpose of initiating a reform from an interior perspective. The first step towards this end is to be found in the narratives themselves, as they are the manifestation of his interrogations and reflections. Through these works, the writer “as a citizen, as a man facing time, death, love, the idea of an existing or non existing God, facing the things that are fundamental, he tries to display the doubts, the anxieties and the interrogations” that follow him
.

Saramago’s chosen modus operandi is to fabricate versions of the world or “ways of world–making”
. Each novel revisits ‘a library’, ‘a historical memory’, subjecting national and individual identity to verification. If the ‘historical metafictions’ dealt with events of the past that have a great impact on the national self–defining discourse of the Portuguese, these three novels revisit contemporary images of identity. In this regard, the literary critic A. Klobucka considers that there have been reasons, historically and politically determined
, for Portuguese society to engage in a complex renegotiation of its national identity, as it traverses a convoluted territory from the last ‘surviving’ colonial empire, forced into isolation, to a fully integrated member of the EU
, an organization often criticized by José Saramago not only on a political level, but also by means of his literary work The Stone Raft  published in 1986, the year in which his country and Spain joined the EU. This novel attempts, as will be shown below, to redirect “the aims and values of the Portuguese society away from the construction of a single European free trade zone”
.

4.2. Shaping the future
The Stone Raft does not deviate from the author’s habitual device of situating extravagant episodes and marginal characters in the centre of his narratives. The magical coincidence of gestures made at various locations on the Iberian Peninsula seems to be the cause of its separation from the continent and its transformation “into a big floating island, moving of its own accord with no oars, no sails, no propellers, in a southerly direction on its way to a new Utopia: the cultural meeting of the Peninsular people with the people from the other side of the Atlantic” (Nobel Prize Lecture). If the narratives previously analysed emerged from the plunging into history’s ‘catacombs’, The Stone Raft deals with a temporary emergence or absence from history. The author breaches the boundaries of reality, imagining the consequences of such a disaster. Analysing the manner in which the occurring events develop as a manifestation of the fantastic, D. Henn argues that “By developing a series of mysterious incidents […] the narrator invites the reader to accept that the massive geological disruption is somehow part of the inexplicable, fantastic process” (Henn, in Hart and Ouyang 2005: 110), an idea suggested by the novel’s epigraph “Every future is fabulous” (Alentejo Carpentier), thus anticipating the realm of the fantastic as the canvas onto which the plot is inscribed and by means of which the known world is reshaped. The magic gestures or incidents taking place on the Peninsula no longer come as a surprise to the reader, who is expected to participate empathetically in acknowledging the ground rules of this narrative. 
The reader is acquainted with the main characters, who are putatively responsible for the geological disruption severing the Iberian Peninsula from the rest of the continent: Joana Carda, who picked up an elm branch “and drew a line. She had no idea that it might be a magic wand” (SR, 2); Joaquim Sassa, who picked up a stone he had seen in front of him while walking on the beach, “so heavy that his arms are already tiring” and threw it into the sea “expecting it to fall a few paces away […] but things did not turn out as he expected” (SR, 4 - 5); José Anaiço, who is followed by a flock of starlings “so many of them that they formed a huge dark cloud, like the prelude to a storm” (SR, 8); Pedro Orce, who felt the earth shaking, he “can feel it in the soles of his feet, and no one there notices a thing” SR, 7) and Maria Guavaira who found an old sock in the attic of her farm house which “she set about unraveling the stitches to amuse herself […] An hour passed and another and yet another […] the sock does not appear to get any smaller” (SR, 9).

By means of these magic incidents, Saramago’s device, the initial ‘anarchic moment’, is rendered operational, serving the purpose of providing the “structural freedom” (Zamora, 1995: 19) necessary to commence the dramatic course of events to follow. However, the supernatural quality of these characters’ gestures is not dismissed out of hand, as one may be inclined to believe. The narrative combines realism and the fantastic in such a way that any magical element seems to grow organically out of the depicted reality. 
Because familiar things are presented as having innately magical properties, the narrator succeeds in preventing an overwhelming sense of disbelief in the reader when it comes to the reactions and attitude of these individuals, which reflect a rather calm acceptance and understanding of things, after an instant of bewilderment.

A totally antonymical reaction is portrayed concerning the rest of the inhabitants and various authoritative institutions for whom the ‘miracle’ of the disruption gradually becomes an aggressive threat “that destroys the stability of a world whose laws were considered rigorous and immutable” (Caillois, 1975: 146). Far from having a dramatic character, the narrator’s discourse assumes ludicrous contours which may be attributed, by an attentive reader, to a narrative voice that flirts with satire as it ridicules contemporary situations that fall short of their ideals. This aspect as well as the other elements related to the narrator’s stance and perspective will be discussed later on. By presenting the reaction of people, institutions, governments and media, the narrative draws the shape of a fresco of a contemporary society confronted with an awkward predicament which de-stabilizes the balanced functioning of our world’s mechanisms now incapable of offering viable solutions. As the narrative seems to imply, it is man alone who has to find an answer and transform his inner state. Thus, the exterior changes demand a reorientation from within. 
The first to embrace the new challenge are the main characters, four Portuguese and a Spaniard, who appear to be an exception from the general confusion, to be separated from the apparent logic of the present realities. In view of this, we may argue that the novel is built on two planes: one that abounds in references to media, satellite images of the floating land, political strategies, social anarchy, and the another that involves the evolution of the five travellers toward a “distinctly premodern modus vivendi” (Klobucka, ibid: xvii). They will undertake their own voyage during the course of which they witness the social and political disruption of life along the Peninsula.

 The ‘historical’ adventure of Iberia represents, for the author, the possibility of writing a history that might be a history constructed on the play between appearance and essence  as this novel also implies the questioning of history’s visibility : “  José Anaiço wants to reflect on his idea, to ponder whether history is really invisible, if the visible witnesses of history confer sufficient visibility on it, if the visibility of history, which is so relative, is anything more than a covering like clothes worn by the invisible man while he continues to be invisible himself” (SR, 238). The author compares the relativity of history with the apparent stability of the contemporary society that takes praise on the solidity of its heritage and system of values. However, as soon as a crisis breaks out, the solid edifice of western civilization proves to be nothing more but “a castle made of cards, apparently solid” (SR, 109). The political and social collapse confirms the lack of flexibility towards the new coordinates of ‘reality’, which, as it will be shown, seems to gain hyperbolic contours:
 “ the Iberian Peninsula has suddenly broken away, all in one uniform piece, leaving a gap of ten whole meters, who would believe it, the Pyrenees have opened up from top to bottom as if some invisible ax had descended from on high, penetrating the deep cracks, clawing stone and earth down into the sea […] three thousand meters of steep slopes unbearable to behold, you cannot even trace their descent, because of the misty atmosphere in the distance, and then fresh clouds will appear as the gap widens”(SR, 27).
As in the case of the narratives already analysed, Saramago’s fictional approach consists of  hypothesizing the represented world, which will be subsequently re–configured within the ‘laws’ of fiction, i.e. what if the Iberian Peninsula would tear itself away from the continent and float towards the unknown? Such an hypothesis may be related to what the critic M. Caragea calls the “impossibilia” – a term referring to the virtualities of the imaginary, un–concretized because they belonged to the categories of the impossible and the absurd, but which, nevertheless, are actualized and narrated as if they belong to the real (Caragea, 2002b: 320). An alternative world is created, having possibility as its point of departure – which is understood as “the capacity to think how different everything could just as easily be” (Hawthorn, 1991: 5) and inventiveness. We are, therefore, invited to proceed with our reading as if the Peninsula’s disruption could have been possible, thus consenting to the elements of appearance and conscious falsehood as well as participating in a ‘pre–figuration’ of time and space, as the narrated events are oriented towards a critique of the present and a vision of the future. Unlike the previous narratives, in which various means of re-figuration were employed with the purpose of creating  plausibility and verisimilitude within the specificity of the depicted historical events, in The Stone Raft the manifestation of the fantastic through various magical realist elements “is all encompassing and plot driving” (Henn, in Hart and Ouyang 2005: 113). Beside the protagonists’ mysterious experiences, identified as the initial anarchic moment which de–stabilizes the existing order, the ‘topos of the journey’
 also represents a fictional device to be employed. Indeed the motif functions as a leitmotif for the present narrative, in which the author integrates the voyages of others: those of the five travellers, of Roque Lozano, of the solitary navigator, even the ‘voyage’ of the reader. 

 This analysis will, furthermore, investigate the author’s intentionality in choosing the topos of travel as an instrument for displaying a fantasy: the separation of the Iberian Peninsula from Europe thus fostering a closer relationship with Spain and the Portuguese – speaking countries – a wish not explicitly expressed, but implied in the text by means of a neat allegory. 

As a recurrent leitmotif, the journey has appeared throughout time with various motivations such as exploration, conquest, forced exile, pilgrimage, anthropological inquiry, etc. and the majority of critics agree with the fact that travel literature is fueled by “a desire that reproduces itself in scenarios that are re-transfigurations of early fantasmatic scenarios” (Porter, 1991: 9 – 11). Furthermore, all the aspects referring to the symbolism of the voyage point towards the idea of dissatisfaction that determines the search for and discovery of new horizons, of “a spiritual centre where different unsatisfied demands and needs are apparently realizable” (Chevalier, vol.3, 1994: 268-270). Saramago’s openly avowed dissatisfaction with the integration of Portugal into the European Union may be considered to be the decisive moment that compelled him to put his fantasy on display, creating and narrating a voyage which the Peninsula assumes intentionally, realizing at a fictional level what it was expected to achieve in reality:
 “The peninsula has stopped rotating and is now falling southward, passing between Africa and Central America […] and its form matches that of the two continents on either side, we see Portugal and Galicia to the north, occupying the entire width from west to east, than the great mass starts becoming narrower, Andalusia and Valencia still jutting out on the left, the Cantabrian coast on the right, and continuing the line, the great wall of the Pyrenees” (SR, 286).
 As already mentioned, it is necessary to emphasize the political implications of the novel. The author himself affirmed that The Stone Raft “is a political fiction”, “an immediate fruit of collective Portuguese resentment of the historical disdain of Europe (more accurate to say fruit of my own resentment)” (Nobel Prize Lecture). The question, therefore, arises as to whether Saramago is merely pursuing his own political agenda and perhaps projecting his own disenchantment onto the entire Portuguese nation. Does he speak for all the Portuguese when discussing the present priorities of the Portugal, which, in his opinion, should focus on the re-evaluation of the coordinates of its own history and national identity? The various imaginable consequences of the catastrophic disruption reflect, at a fictional level, the entitlement of mistrusting the political myth of a unified Europe that is likely to “activate complexes of inferiority because of the rise of relationships of power expected to establish among its members” (Caragea, 2002b: 327-328).

In this perspective, the narrative appears as “a creative response to a reverse process in a political and economic sense”, signaling “the power of self interest of larger states which are willing to take a certain direction regardless of the opinions of their citizens who are only expected to adjust to the new circumstances” (Henn, in Hart and Ouyang 2005: 12). Thus, throughout the narrative, the reader is presented with the governments’ reactions which brush from assurances of safety to panic and passivity, resignation: “in Portugal and in Spain, the governments began making reassuring statements […] Of course, of course, words, words, nothing but words. Faced with the hostility of public opinion the prime ministers of the two nations held two days of exhaustive talks, before finally deciding to set up a joint committee to cope with the crisis” (SR, 115) or “The Prime Minister thought it best simply to say, Sons of Portugal, Daughters of Portugal, salvation lies in retreat […] the Government is confident that private initiative will find a solution to those problems not covered by the national program for the evacuation and resettlement of the population” (SR, 197). 
The ironic message conveyed in the novel is emphasized by the inevitability of political speculations and the drawing of new alliances. Thus, the British stance on Gibraltar “warrants no discussion, whatever the distance separating the Iberian peninsula from Europe” (SR, 40), or “the secret dream cherished by the State Department and the Pentagon […] for the islands to […] be stuck in the middle of the Atlantic, with obvious strategic benefits for world peace and western civilization” (SR, 186) reflects the American opportunism. The idea of a rescue plan for the Iberian Peninsula is unmasked as a ploy to gain political leverage, which is somewhat tempered by the thought of large scale immigration to the USA. In brief, the European Union oscillates between fraternal reassurance of the validity of all treaties with the Iberian countries and pressures on the two hopeless governments “to bring the situation to an end” (SR, 144). In addition to depicting the debased political and economic realms, the author also exploits the stereotypes of collective psychology and its obsession with disaster cultivated by the contemporary mass-media. The latter imposes a culture of sensationalism through the commodification of human crises, thus producing a commercial system over-relying on issues that do not connect with the troubles felt by the individual. 
The voyage of the Iberian Peninsula, which results in a global reorganization of geopolitical space, is “paralleled by multiple centripetal dislocations of its inhabitants” (Klobucka, ibid: xiv). The panic reaction of population and tourists, the exoduses, the general anarchy signal the fact that an entire society possesses “a level of cultural understanding that does not stretch to the real aims of life and its meaning”
. All these episodes receive the dimension and characteristics of an apocalyptic prophecy:
                 “a shudder of fear went through the peninsula and nearby Europe […] the people, running impulsively out into the streets…said to each other, It was written, the world would end […] the terror–stricken inhabitants of Cerbère began to abandon the town, migrating en masse onto firmer soil” (The stone, 22) or “In the airports, the airline counters were assailed by the excited multitude, a furious Babel of gestures and shouting, unheard–of bribes were offered and accepted in exchange for a ticket, people were selling and buying everything” (SR, 31).
 A similar situation is produced by the forced occupation of abandoned properties - a possible allusion to the 1974 Portuguese revolution when “empty housing units in Portuguese cities were occupied by collectives of shantytown dwellers (Sabine, 2001: 193). At this juncture, the narrator ironically describes the Portuguese character as follows: “Seriously…there are two different types of Portuguese, those who take themselves off to the beaches and sand dunes to contemplate the horizon despondently, and others who advance intrepidly on those hotels–cum–fortresses defended by the police” (SR, 82). The author imagines a return to the values of 1974 promoting an “egalitarian struggle to provide all of humanity with the basic necessities of life” (Sabine, ibid). However, the transformation of Portuguese society, a clear evidence of social change remains unattained and the narrative asserts that a radical social change within the present context is an illusion. 

Similar anarchic moments are spotted in various locations in Europe and contrasted with the general ‘flow’ that disregards Portugal and Spain’s engagement with the “Western Europe’s dominant political and commercial forum” (Sabine, 2001: 190). As the crack widens, “some member states come closer to displaying a certain detachment […]  even going so far as to suggest that if the Iberian Peninsula wished to go away then let it go, the mistake was to have allowed it to come in” (SR, 35). A movement of solidarity with the Iberians rises across the continent. Its slogan “We are Iberians too” questions the rightness of the direction proposed by a unified Europe towards homogenization and centralization. 
In this perspective, we may consider that the novel proposes, within the parameters of discursive space, an alternative to the present realities promoting an ideology of de–centralization and cultural diversity. To the category of the above described citizens of Europe the narrator opposes the “race of the restless […] nonconformists who first dared to write the scandalous words…on a corner of the wall, timidly, like someone who is still unable to express his desire but cannot bear to conceal it any longer” (SR, 141). An interesting aspect of this episode is the lack of an exact indication of the place where these words were uttered for the first time. Written in French, it could have been also Belgium or Luxembourg. Thus, the importance of “regional dialects and minority languages” is emphasized and, simultaneously, the “imposed ethnic and cultural homogeneity is exposed” (Sabine, 2001: 191) as a convenient myth, as an initiative lacking foundations. The narrative reports the response of European governments to this unexpected situation:

 “A joint strategy of counterattack adopted by the European governments consisted of organizing debates and roundtable discussions on television, mainly with the participation of people who had fled the peninsula […] the so – called natives, more precisely those who, despite close ties of tradition and culture, of prosperity and power, had turned their backs on the geological madness and opted for the physical stability of the continent […] these people painted a black picture of the Iberian situation, they offered advice to those restless spirits who were unwisely about to put Europe’s identity at risk” (SR, 141).
 By means of instruments meant to be perceived as the embodiment of free expression and democracy, the official media confirms once again its subversive activity contradicting the values it presumably promotes – neutrality and democratic pluralism. From this perspective one may affirm that Saramago’s novel poses a radical criticism oriented towards “the adoption of role orientation” by the media, which attempts to “cultivate patterns of conformity” meant to modify the attitude of individuals standing in conflict with a view of the world that is consistently being projected (Gerbner, 1977: 252). As can be seen, despite the ‘indoctrination’ attempts, ‘the rebels’ refuse to digest all that is centrally fed to them through mass-media, which reduces the public to a collectivity of individuals passively exposed to its suggestions and manipulation. Through these, it has “not only filtered into [their] experience of external realities, but it has also entered into [their] very experience of [themselves], providing [them] with new identities and new aspirations”
. These episodes express the author’s mistrust in the capacity of any political institution to face a limit situation, his conviction that the pretences of rationality and controlled equilibrium proclaimed by the contemporary nations are nothing but a device for domination and manipulation.
 As Orlando Grossegesse argues, Saramago reclaims the existence of an Iberian cultural space, with a common history and common future, “turning it from its peripheral status into a new centre of a less centralized Europe”
. We are faced thus with the same strategy of installing a fictional world which is ushered by a NO, thus opposed to the European societal constructs. Portugal, as the metaphorically defined “prow of Europe”, engages in a journey toward the South of the Atlantic Ocean that will alter its previous geographic and symbolic identity. As Caragea suggests, the adventurous exit of the Peninsula from the continent opposes the cliché of political discourse, i.e. to enter Europe, by means of a play on words (Caragea, 2002b: 324).
4.3 Utopia as Metaphor:

The reader is presented with a utopian project, as The Stone Raft proposes an alternative to a contemporary society that disillusions through its ideologically saturated discourses, its perception of social ills and its unwillingness to maintain and promote ethnic and cultural diversity. This society promotes opportunities for manipulation and exploitation, is self–serving, critical and discriminatory, and seeks to maintain the status quo with an eye to self–justification. As Marcuse argues, against such “insane rationality” only a negative and utopian multi – dimensioned criticism will suffice
. The novel seems to imply the idea that in a society where everything is pretence, a façade concealing a plethora of values, “the novelist reproduces that moral chaos and triumphs over it by imposing upon it his own determined order” (Alter, 1975: 113). The new ‘reality’ is installed by stepping out of history, in the sense that the author ‘pre–figures’ a fictitious spatiality and temporality aiming to steer the reader towards a reception of the narrative as the projection of a hypothetical future.
 The StoneRaft shapes a new world by means of a set of hypothetical possibilities in answer to an imperative need, thus addressing the most urgent questions of the present. Its author becomes the architect of an alternative ‘reality’, replacing the “atemporal eternal essence” (Hutcheon, 1988: 58) with plurality. Fiction is employed as one of the multiple discourses by which we construct our version of reality: “each of us sees the world with the eyes he possesses, and eyes see what they choose to see, eyes create the world’s diversity and fabricate its wonders, even if they’re only made of stone, its tall prows, even if they’re only an illusion” (SR, 190). However, more than an imaginative invention of a world, Saramago’s novel is “a referential inscription” (Hutcheon, 1988:144) as its narrative centre is situated in the realms of the 20th-century culture: Portugal and Spain’s integration into the EU, the recalling of the events of 1974, references to the post–colonial Hispanophone and Lusophone world, echoes of the voyages of Discovery – aspects which Mark Sabine considers to be exploited by the author in order to “combat both European disdain for Portugal and native nationalism” (Sabine, 2001: 193) perceived as monologic political and cultural structures that produce and circulate various representations that play a decisive role in the construction of a dominant national identity.
The Portuguese especially are presented with an opportunity, i.e. a discursive space within which to evaluate and rethink their present political options. Saramago attempts to redirect their attention from ossified notions of themselves towards a consideration of “alternative inscriptions of a national ethos” (Sabine, 2001: 189) by deliberately disorganizing life on the Iberian Peninsula. Such a destabilization serves as a scathing historical, cultural and social criticism yielding hard ethical evaluations of the present and future. For this purpose, the author constructs a literary discourse that combines elements of realism with the fantastic, thus reclaiming “le reel avant de le pervertir. Ce qui va être détruit (le reel, l’order, l’équilibre) appelle ce qui va le détruire (le fantastique)” (Bessière, 1974: 49).
 The above mentioned “representational code of realism and that of fantasy”
 is the encompassing binary opposition inherent in magical realism which is defined by D’Haen as “the cutting edge of postmodernism” as both elements “privilege de-centred centres”
 by transgressing boundaries, undermining and subverting previous representations, thus serving the cause of satire and political commentary. The metafictional dimension, the destabilization of the reader and the critique of univocal discourses represent other common features of these contemporary literary tendencies, as has been already mentioned to a certain extent above.
The transgressing of boundaries, be they ontological, political or geographic, has been touched upon in relation to the miraculous sundering of the Iberian Peninsula from the rest of Europe – a process whereby the laws of the empirical world are turned upside down. The intrusive fantastic element has the magical ability to create a new imaginary reality, intended to replace “the idea of an objective and unchangeable reality that one can supposedly apprehend and represent”
. The narrative proposes a transcendence of both physical and abstract or symbolic boundaries by means of a self–imposed journey that stands “as a paradigm of travel undertaken to the centre of a self–confident cultural tradition for the purposes of self–cultivation and the reaffirmation of a common heritage” (Porter, 1991: 19). The floating Peninsula thus appears to have been set on a voyage of rediscovery nourished by the need to change. This implies, as Tzvetan Todorov asserts the valorization of the actual journey, as it pre-figures a spiritual journey (Todorov, 1995: 63) with the potential to awaken Portugal, by means of a serious effort of collective reflection. Such a project would be made possible not by a political and economic integration into the EU, but by means of navigation towards a place that representing its “historical vocation” – i.e. becoming “the point of encounter between two great worlds: Iberian–American and Iberian–African”
.
 Other inexplicable elements producing a double disruption, i.e. the suspension of the logic of cause and effect coupled with the physical disruption of the peninsula, are the magical gestures of a handful of people, classified under the syntagm of “anarchic moments” as they become the fictional devices rescinding the previous order. When narrated in the light of magic, these gestures appear fresh, childlike, naïve and, consequently, these ‘wonders’ are recounted and accepted without cynicism as can be seen in the following example:

 “were someone to ask Joana Carda what had possessed her to scratch the ground with an elm branch […] perhaps she might reply, I don’t know what came over me, the branch was lying on the ground, I picked it up and drew a line…It seemed rather big for a magic wand, and besides I’ve always heard it said that magic wands are made of shimmering gold and crystal and have a star on top” (SR, 2)

 Unlike the others sharing the same destiny, their willingness to understand their role in what has happened, to accept and adjust to the new circumstances coincides with the initiation of profound changes, not collectively, but individually speaking as will be discussed later. Another example of the transgression of internal boundaries is represented by the protest of the dissenting Europeans within the EU who manifest their solidarity with the estranged Iberians. Treated with contempt and derision, intensified by the attitude of the officials seeking to oppress insubordination, these anarchic manifestations seem to present a frustrated and fragile European identity whose progressive construction is now put at risk. The following example from the novel illustrates this: “the television studios were stoned, shops selling television sets were ransacked […] picture tubes exploded like firecrackers, packing cases were piled on the street, set alight, reduced to ashes. The police arrived and charged, the rebels dispersed” (SR, 142). Simultaneously, they envisage individuals who, while aware of contemporary life’s evils nevertheless see their role as members of a human community to which they would be able to contribute and thus promote transformation.
Undermining and subverting previous representations, thus serving the cause of satire and political commentary, represents a privileged decentreing aspect in Saramago’s narrative. The experience of the present capitalist world produces ‘angst’, a sense of isolation and despair impelling the author to ask questions by “revealing the contradictions within the prevailing ideology” (Hutcheon, 1988: 76) imagined as falling short of its ideals. The earlier mentioned episodes depicting the helplessness of the local authorities, the oscillating attitude of EU officials and the opportunistic intervention of the United States stand as vivid images of a ludicrous and debased picture of this world. The novel “dismantles political ideologies” and creates “a counterdiscourse” of Portuguese identity and destiny (Sabine, 2001: 188) set against the discourses of mass media and party politics, denounced for their rhetorical social and political agenda that fails to stand up to its premises. Thus, faced with a catastrophic event, the officials give priority to unnecessary discussions and debates that are not problem solving, but fuel division between governments and their people. The narrative states the importance of a most needed freedom of communities to be able to re–create and control their destiny in the absence of any outside influence. The European slogan “We are Iberians too”, voices such a desire which, however, is shown to depend on an individual change of mind concretized on the Peninsula by the voyages undertaken individually.
 In spite of the new created social conditions, the protagonists of this narrative, with whom the event of disruption is associated, continue with their own journey around the Peninsula during the course of which they witness the transformations in society.  As the group of travellers moves on, the new conditions on the road, compared by one of the characters to those experienced by the gypsies, change and therefore their “social logic of western civilization is challenged” (Sabine, 2001: 196).
 One may compare the new conditions of travelling as a form of what K. Widmer calls “pastoral eutopianizing”, i.e. the “artfully cultivated versions of the simple life in nature” by means of which the author inscribes a “subtle cultivated sensibility, not just in the individual but in the entire social experience” (Widmer, 1988: 82). Another aspect reflecting the new way of living, which may come as a surprise for the reader, involves the newly developed romantic relationships rejecting the idea of a ‘partnership’ based on the principle of physical or spiritual property. It endangers their friendship and the continuation of the journey:
 “Joana Carda […] said quite openly and naturally […] The stick with which I drew a line on the ground has lost its power, but it can still be used to draw another line here, then we’ll know who is to remain on this side and who on the other, if we cannot all be together on the same side […] If anyone is to blame, we are, Maria Guavaira and I, and if you think what we did calls for an explanation, then we’ve been wrong about each other since the day we met” (SR, 255).
 Mark Sabine sees in this reply the woman’s affirmation of her freedom and independence, previously marked by the line she drew – a demarcation of a new beginning and new social rules (Sabine, 2001:197)
. Critics such as Sabine or A. Ferreira assert that this particular episode revises one of the foundational myths of Western culture, i.e. the submissive status of women, attributing to Saramago’s textual journey the role of an imaginary struggle against “normative and oppressive effects of structurally persistent patterns of gender domination in socio–economic and symbolic order”
. Therefore, to the new paradigm of national identity dictated by the Peninsula’s geopolitical realignment is added that of a gender identity which somehow anticipates the near future of a “reborn” Iberian Peninsula, a new status suggested towards the end of the narrative by two elements: the prevalence of numerous pregnancies – thus  allegorically reflecting the birth of a new world, of new people, who, although have an uncertain identity, are nevertheless released of the obsessive European background - and the new spring of the elm branch. However, these are regarded by the present literary criticism as being endowed with a dual significance. 

Thus, they might possess positive value as symbols of hope and regeneration : “The women undoubtly triumphed […] the Portuguese poet having declared that the peninsula is a child conceived on a journey and now finds itself revolving in the sea as it waits to be born in its watery womb, why should we be astonished that the wombs of women should be swollen, perhaps the great stone falling southward fertilized them” (SR, 282 – 283) or “ Joana Carda stuck the elm branch into the ground where Pedro Orce’s head lay buried. It is not a cross, nor a sign of mourning, it is only a branch that has lost any value it ever had, yet it can still be put to this simple use, a sundial in a fossilized wilderness, perhaps a resuscitated tree, if a piece of dry wood stuck in the ground is capable of working miracles, of creating roots” (SR, 292). This interpretation promotes the perception of the narrative as a utopia realized by means of an audacious metaphor, seeking to bring “optimism about individual social autonomy and exalted self–reliance” (Widmer, 1988: 120). 
However, they could also be perceived as inconclusive and unpromising. This second interpretation follows a more pragmatic approach that outlines the necessity of a collective reformation made possible by uniting the efforts and actions of common people and the rhetoric of politicians, presently fragmented by economic, political, social and ethnic divisions. It also states that the Peninsula’s “displacement to the mid–Atlantic can guarantee nothing more than a chance “to rethink political options in relation to arguments inevitably based either on immaterial rhetorical devices or on subjective and selective accounts of history” (Sabine, 2001: 189). Both interpretations offer plausible arguments, as they rely on episodes which carry ambivalent meanings inviting the reader to pursue with his own reading according to his expectations and cultural background. My reading of The Stone Raft tends more towards a consideration of the utopian for several reasons.

1) First, every work of art carries utopian awareness. In their narratives authors put their fantasies on display “writing about the lost objects of their desire or the phobias that threaten to disable them” (Porter, 1991: 13), thus creating alternatives to the existing world. The critical eye of the utopian composer posits a version of a ‘different’ and ‘better’ society instead of emphasizing on the ‘ideal’ and ‘perfect’, aspects which can be dismissed as unrealistic and impossible (Widmer, 1988: 152). As it has been shown, Saramago’s “utopia futurologica, histórica e fabular”
 attempts to project a future for the Iberian Peninsula that differs radically from the present historical, social and cultural context by symbolically redirecting it towards new beginnings for the re–formation of Portuguese identity and destiny. The self–centred principles of the Western civilization are declined in favour of values such as solidarity, fraternity, celebration of cultural diversity.
2) Secondly, the disillusionment with the promoted contemporary realities and values determines the author to find “sublimation and feed–back” (Scholes, 1979: 208 – 214). These functions are fulfilled by the discourse of fiction, as it represents a means toward correcting our behavior in the world by deliberately distorting actuality in order to emphasize its various aspects (the function of feed–back) and it is also a way of turning concerns into satisfying shape, a way of relieving anxiety (the function of sublimation). With the utopian writing, the author also places us in the ‘here and now’ as he attempts to confront present realities and pose creative alternatives which, inscribed in the realm of magical realism, are meant to explore and transgress boundaries. The journey motif represents the most suitable means of fictionalization as it gives the author great freedom in his attempt to pose questions of central significance for the European society of his time. 

Similarly to postmodern literary works, this narrative is “double–coded”: one code usually imitates the forms of popular fiction; the second code incorporates a whole range of experimental techniques and philosophical issues
. Within the first code, The Stone Raft may be read as the marvelous story of the travelling Iberian “stone raft”, whose separation from the continent causes a political, economic and social disruption as well as openness to the possibility of change. At this level we are faced with writing characterized by heterogeneity, as it encompasses accounts of a geographic region and its peoples, history and romance. The identification of the second code requires a more attentive reading as it challenges the reader’s cultural background and his implication in the act of reading. Being aware of Portugal’s social and political present context represents an absolute necessity for the correct apprehension of the novel’s political message (see pg. 78 – 79) as it uses rhetorical devices to display the Western civilization’s  “monolithic ideology” (Sabine, 2001: 189).
 As the above mentioned literary critic observes, the novel aims at displacing the EU dominant ideology, currently embraced by Spain and Portugal, by means of the contradictory strategy of using “counterfactual events to support a political message” (Sabine, 2002:189). The pre–figuration of a hypothetical future for Iberian Peninsula is based on subjective and selective accounts of history (see pg.76) which serve fiction to provide justification for the proposed inscriptions of Portuguese identity. As for the  above mentioned philosophical issues, the novel poses significant questions concerning: the frailty of the concept of individual and the preservation of his independence in relation to political pressures; the viability of cultural constructed notions of identity and gender; the relation between the concept of identity and territory (seeing that the latter’s cultural identity is more important than its geographic location as it condenses a population’s cultural and individual memory); the nature of knowledge and historiography – aspect to be discussed later in relation to the narrative stance.

 In view of this, one may affirm that, by means of an imaginary voyage, the author proposes a search for identity through the process of recovering lost values capable of transforming the common destiny of a nation. This idea is emphasized by the chosen modality of travel – the navigation that opens “onto images of a large world, a world of waves, winds and water, of distant shores” (Porter, 1991: 86). It also contains no guarantee of a return to the previous location and implicitly to the previous state/order of things. All the elements related to the concept of navigation point toward a symbolic renewal. For instance, water, as an undifferentiated mass, contains all that has a virtual existence, the signs of a future becoming. It also places human beings in a new state/condition, seeing that it is perceived as a centre of regeneration (Chevalier, vol.2, 1994: 107 – 117). The fact that we are presented with a “stone raft” is also an indication of re-discovery and re–creation, as its symbolism emphasizes its quality of androgyny, the perfection of the original state (Chevalier, vol. 3, 1994: 80).
 From this perspective, Saramago’s novel may be considered a utopian attempt to re-centre a world perceived as de–centred, a world that finds its way out of a spatial labyrinth in which directions are not linear, but bifurcated, distances are uncertain and un–measurable: “The peninsula has stopped rotating and is now falling southward, passing between Africa and Central America […] and its form, to the surprise of anyone who might still have in mind or on his map its former position, matches that of the two continents on either side” (SR, 285 – 286).

3) A third reason for including Saramago’s Stone Raft in the category of utopian narratives is its capacity to encompass functions attributed to utopianizing
. As known, any literary work represents a tool in the hands of a writer who wishes to express his views with regard to the world and to clarify the inner workings of man’s soul. It also has the value of a public discourse, which, although cultivates illusion, but it nonetheless reflects the world in which we live. Unlike other literary writings, the utopian narrative focuses on the representation of an alternative superior to a mainstream society negatively perceived, thus acting as an agent of awareness and promoting the necessity of historical change (the causal function). Utopia is oriented toward the future as it pre–figures hypothetical ideal situations (the anticipatory function), measured against a chaotic present reality, that would impel men to will and desire more and better (educative function). Therefore, one can affirm that in the background of every utopia there is an anti–utopia, the existing world seen through the critical eye of the utopia composer and reflected by the narrative stance.

4.4 The narrative stances:

More than in any of the narratives already analysed, The Stone Raft’s authorial narrator establishes a narrative distance from the outset and expressly states his standpoint. Although already aware of the outcome of events, the narrator acts as if it were not yet certain. This technique of acting ‘as if’ is one of the driving forces propelling the narrative, one that enables the narrator to constantly step back and maintain an ironic distance to his own narration: 
“This might be the moment to express our regret that this true story is not the libretto of an opera, for if it were we would stage an ensemble the like of which has never been heard before, with twenty voices comprising lyric and dramatic sopranos of every timbre […] trilling their parts, namely the joint sessions of the Spanish and Portuguese governments, the total disruption of the electric transport system, the resolution adopted by the European Community, the stand taken by the North Atlantic Treaty Organization, the flight of tourists in panic, the attacks on airplanes, the congestion of traffic on the roads, the meeting between Joaquim Sassa and José  Anaiço, their encounter with Pedro Orce, the agitation of the bulls in Spain, the nervousness of the horses in Portugal, the disquiet on the coasts of the Mediterranean, the disturbance of tides, the flight of the rich and their fortunes, shortly there will be no singer left onstage” (SR, 26). 
By means of anticipation and comparison, the narrator offers the reader a general overview of the events to be dramatized. The tone is, however, satiric as Saramago plays with the discrepancy between stylistic register and the supposed gravity of the situations portrayed. Surprisingly, the authorial narrator expresses doubts, similar to the reader, with regard to the truthfulness and adequacy of the events he narrates: “It is only natural and right, therefore, that we should doubt that the line drawn on the ground by Joana Carda with an elm branch was the direct cause of the Pyrenees’ cracking open, which is what has been insinuated from the beginning” (SR, 23); indeed “Pedro Orce would say, if he so dared, that what caused the earth to tremble were his feet hitting the floor when he rose from the chair, great presumption on his part, if not ours, since we are frivolously expressing our doubt” (SR, 7).
 Once the transition from the real to the magical realist world has been made, the reader must suspend his/her disbelief and enter a textual space where everything is possible. As the narrator reports the first signs of what will later become the Iberia’s geological disruption, the reader is tacitly required to submit to the ground rules of the narration and thus, to accept that what he is about to ‘witness’ is true:
 “It is time to explain that what is reported here or may come to be reported, is the truth and nothing but the truth, as you may verify on any map, provided it is sufficiently comprehensive to include certain details that might seem insignificant, for that is the virtue of maps, they show what can be done with limited space, they foresee that everything can happen therein. And it does” (SR, 12).
 On a closer examination, such a statement may appear contradictory. It asserts, in a historiographically discursive manner, the truthfulness of the objective and verifiable events to be narrated. However, it also pre–figures the preoccupation with insignificant details, possibility (“What can be done”) and inventiveness (“foresee”, “everything can happen”) which are, of course, characteristics of fictional discourse. Consequently, the narrator anticipates his intention to dismiss and undermine the belief that the whole truth about the past and its traces are recoverable at all. In fact, he attempts to demonstrate that even the scientific accounts of history cannot contain all existing ‘evidence’ and traces as 
“Time passes, memories fade, we can scarcely perceive any longer the truth and the truths, once so clear and defined, and then, wishing to confirm what we ambitiously call the accuracy of the official version, we consult the evidence relating to the period, the various documents, newspapers, films, video recordings, chronicles, private diaries, parchments, especially the palimpsests, we question survivors […] and from all of this we shall have to draw some conclusion, in the absence of any convincing certainties one has to pretend” (SR, 27). 

Such interpolations indicative of authorial intrusion
 into the narration of the plot reflect Saramago’s belief in the relativity, subjectivity and selective character of any written discourse, especially historical discourse, and anticipate the perspective to be adopted by the authorial narrator who reports ‘historical’ events, but intentionally ‘fails’ to collate all the data pertaining to the story. The reader is given an abridged analysis of the geological formation of the peninsula “because of the narrator’s lack of knowledge and time” (SR, 184). The narrator, imitating the historian’s modus operandi, takes the liberty of choosing which episodes are supposedly worth telling, thus privileging some experiences while ignoring others: “the narrative is dragging, so I’m allowing myself to abbreviate, using three lines to cover two hundred kilometers” (SR, 122)
. Such statements always attract the reader’s attention more strongly as he expects an explanation for such decisions, which the narrator does not hesitate to provide – “the four people inside the car have travelled in silence, with neither thought nor gesture, pretending that by the end of the journey they will have nothing to relate” (SR, 122). 

Transitions between narrative situations emerge as the plot develops. The typical narrative situation
 is modified and the meditative function is turned over to a figural medium character, technique which imposes a restriction of the authorial teller character’s knowledge and openness towards the internal perspective of a character: “So let us not ask José Anaiço who he is and what he does for a living, where he comes from and where he is going, what ever we find out about him we shall only find out from him” (SR, 9), “who is Joaquim Sassa, a man who is still young […] his features really quite unexceptional, we shall learn more about him when he turns toward us” (SR, 44). The character’s perspective determines a reorientation of the reader’s attention, which is now fixed in the now ‘here-and-now’ of the events, creating an impression of presentness as he experiences the narrative as present in his imagination. The impression of ‘narrating’ is suspended, while the impression of direct scenic presentation is strengthened. Such is the case of the episode describing the occupation by force of the hotels in Lisbon, event witnessed by Joaquim Sassa, José Anaiço and Pedro Orce: “If we keep to the road […] we’ll never get close to any of those hotels, and we do want to see what’s going on there, don’t we […] They were, in a manner of speaking, in the field of operations […] The battle was preceded by a rallying speech, as was common in ancient warfare […] This was the moment when [they] arrived on the scene, curious but innocent, and they walked straight into trouble” (SR, 86 – 87).
 The dialogue scenes produce a similar effect through the withdrawal of the authorial narrator, indicated by the reduction of his specifically narrative utterances. However, the withdrawal of the authorial narrative voice may pose problems for the reader. He has to distinguish between different replies of the characters, as the unpunctuated dialogues switch unexpectedly from first to second or third person, or from direct speech to interior monologues (see pg.10) capable of showing a character’s thoughts and feelings in their interplay and fluctuations, which prompts the reader to believe he is receiving a direct glimpse into the consciousness of a figure: 
“he [José Anaiço] has asked her [Joana Carda], what brought you to Lisbon, then, why did you come to look for us, and she told him, Because it must be true that you and your friends have something to do with what is happening, Happening, to whom, You know very well what I’m referring to, the peninsula, the breaking up of the Pyrenees, this voyage, the like of which has never been seen before. Sometimes I think the same, that we’re to blame, at other times I think we must all be mad, A planet that goes around a star, turning and turning, one minute day, the next night, one minute cold, the next hot, and an almost empty space where there are gigantic things that have no names other than the ones we give them, and a thing we call time that no one can really fathom, all this must also be crazy, Are you an astronomer” (SR, 104). 
In the above example one may observe that, with the exception of a few “stage directions”, the “authorial elements completely cease to refer or indicate the act of narration” (Stanzel, 1971: 94) for a long stretch. This technique corresponds to the so–called “neutralization of narrative elements”, i.e. a variant of the figural narrative situation by means of which the reader witnesses “a relocation of perspective” attributed by Stanzel to “the nature of the literary creative process” (Stanzel, ibid.).
The typical narrative situation is also modified by the use of mass media as immediate informants of the catastrophic events. Radio reports, satellite images, televised debates and interviews become a source of information:
 “ They switched on the television, the news is broadcast hourly, and they saw Gibraltar, not  simply separated from Spain, but already at a considerable distance, like an island abandoned in the middle of the ocean […] Those scenes undoubtly made an impression, but were nothing when compared to the shock produced by a series of satellite pictures showing the progressive widening of the canal between the peninsula and France […] There were also shots of Portugal, taken on the Atlantic coast, showing the waves beating on the rocks or swirling over the sand, and lots of people watching the horizon, all with the tragic expression of someone who for centuries has been prepared for the unknown and fears that it may not come after all, or may turn out to be no different form the common, banal experience of everyday life” (SR, 77 – 78).

They also represent an occasion for the narrator to display, in a rather satirical manner, his mistrust in the media’s objectivity and his disapproval of its ‘politically’ oriented activity. Thus, the episode of the youths’ protest in Europe unravels the hypocrisy of the authorities who could not blame the course of events “on the interference from abroad, also a source of much subversive activity” (SR, 141), but staged a fruitless televised debate, having as protagonists those who fled the Peninsula, meant to gain the acceptance of the protesters. The media is portrayed on this occasion as an instrument of manipulation and misguidance, offering a misleading perspective of events. The entire episode is presented as a carefully directed scenario: the guests of the show speak “with deep compassion and knowledge of the facts”, offer advice “to those restless spirits” (SR, 141). Later, the stage is occupied by psychologists and sociologists trying to give a logical explanation for the youths’ anti–social behavior, but instead indulge in meaningless rhetoric: “deep down, these youths didn’t really want to be Iberian, what they were doing […] was giving vent to that irrepressible dream that lasts as long as life itself, but which usually erupts for the first time in one’s youth with an outburst of resentment and violence” (SR, 142 – 143). When the authorities lose control of the situation, as “hundreds of people were injured, there were several deaths” (SR, 143), they attempt “to suppress reports about serious casualties by issuing confusing and contradictory bulletins” (SR, 143).
 Saramago’s text obviously entails irony and the stripping away of subterfuge, as it transposes the stereotypy, subjectivity and rhetoric of political and media discourses into a fictional context imitating the historiographic manner of analyzing and processing information about past events in order to show that any historical account reflects the “assumptions and opinions of present day, and frequently the assumptions and opinions only of a socially privileged minority” (Sabine, 2001: 187). Thus, one may consider that Saramago’s narrative is inscribed in a larger postmodernist context as it questions the nature of historiography and knowledge about the past and satirically critiques how the processing and codifying of images permits the construction of historical accounts in accordance with the dominant ideology of the present (Hutcheon, 1988: 4 – 6). Because of his posteriority to the narrated events, the authorial stance recounts the ‘history’ of the Iberian Peninsula’s voyage into the waters of the Atlantic Ocean, a ‘history’ mediated by different textualized forms – the media discourse for instance – through which the discrepancy between ‘news’ and ‘reality’ is put in the foreground.

On another level, the narrator shows concern with his own discursive material as he emphasizes the linguistic and literary conventions
 within a literary text. The metatextual references have various motivations: the difficulty in fulfilling the demands of the creative discourse: “however hard writers might try, there is one feat they cannot achieve, and that is to put into writing in the same tense, two events that have occurred simultaneously” (SR, 5); the adoption of various writing techniques: “The journey was uneventful, that’s what novelists in a hurry always say when they think that, in the ten minutes or ten hours they are about to eliminate, nothing has taken place that would warrant any special mention” (SR, 122) or “this construction […] is periphrastic, and is used here to avoid repeating the word bridge, which would result in a solecism, of the pleonastic or redundant kind. In the various arts, and above all in that of writing, the shortest distance between two points, even if close to each other, has never been and never will be, nor is it now, what is known as a straight line, never, never, to put it strongly and emphatically in response to any doubts, to silence them once and for all (SR, 91 – 92); the importance of any literary heritage: “I wonder what would become of us if poetry were not there to help us understand how little clarity there is in the things we call clear. Even at this point, after so many pages have been written, the narrative material can be summed up as the description of an ocean voyage, albeit not an entirely banal one, and […] would certainly have no way of surpassing and enhancing this simple statement of facts were it not for the inspiration of that Portuguese poet”(SR, 281).

These commentaries are interpolated with other basic forms of a narration – report, scenic presentation, description. Their consistent alternation and the transitions between narrative situations lend the narrative a strongly pronounced rhythm which seems to reflect/ emulate the dramatic physical movement of the Iberian Peninsula. Leaving aside the catastrophic consequences of the dislocation, the author proposes to the Iberians a unique itinerary that coincides with “the birth of an island – a space that doesn’t promise happiness, but the richness of possibility” (Caragea, 2002b: 326; my translation).  
4.5. Blindness – Vision and rationalization
Two of the most recent novels by José Saramago – Blindness (1995) and All the Names (1997) – propose a similar itinerary, utilizing the topos of journey, toward a re–evaluation of the concept of identity. However, the voyage undertaken by the protagonists of these particular narratives does not lead to ‘foreign’ lands, but toward the discovery of the other as a means of self-definition. In both novels, the author imagines a symbolic descent from the surface to “a labyrinthine underworld”
 that offers personages new perspectives of life
 through the use of mythology. A further analysis will reveal the importance of this aspect, as it effects the emergence of new inscriptions of identity arising as a consequence of the affirmation of the individuals’ dynamic potential to control or change the circumstances in which they live. Although these two narratives differ from the previous works in style and the nature of their subject–matter - aspects to be discussed throughout the present chapter - the theme of identity, with its dependence on memory, is further developed and enriched. 

The value of specific historical events, that represented, as already shown, the basis of emplotment for Saramago’s ‘historical metafictions’, is now replaced with considerations that have a more universal character and also references to contemporary realities. If the narratives previously referred to were rooted in the history of the Portuguese or Western civilization, Blindness and All the Names are set in a context vaguely defined and introduce, with the exception of Senhor José, the protagonist of the latter novel, unnamed characters, identified by their status, profession or other descriptors. An analysis of these narratives will reveal that they undertake a trajectory similar to that proposed by The Stone Raft, namely, to show the imperfections and ugliness of the world, the alienation of behaviour in crisis situations and the emphasis on the individual’s capacity creatively to find a purpose of life in the midst of absurdity, degradation and death, a way out of this depressing dystopia. 

It will be shown that, through their allegorical dimension, these novels insist on the individual’s moral responsibility in a society that annihilates any manifestation of the ethical and moral features of human beings. The present analysis will follow the pattern proposed within the study’s theoretical framework (see chapter 2) and focus on certain aspects considered more pertinent in the emphasis of the study’s theoretical premises, such as the narrative perspective in Blindness or the importance of memory and remembering in All the Names. Saramago’s statement with regard to the importance of literature as a public discourse underpins the narrative structure of these novels as well, as suggested to us by the reasoning that led to their construction, which is “to remind those who might read it that we pervert reason when we humiliate life, that human dignity is insulted every day by the powerful of our world, that the universal lie has replaced the plural truths, that man stopped respecting himself when he lost respect due to his fellow–creatures” (Nobel Lecture). These words encompass, in my opinion, the coordinates of the narrative structure of Blindness. 

Similarly to the previous work examined in this chapter, Blindness inscribes an initial ‘anarchic moment’ as the generator of a chain of events that defies any logical explanation: the scene of a man suddenly becoming blind while waiting for the traffic light to change:   “an impenetrable whiteness covered everything […] it was as if all was already dissolving into a kind of strange dimension, without direction or reference points, with neither north or south, below nor above” (B, 5 - 6). What seems to be an isolated incident soon becomes a threatening epidemic whose rapid spreading and horrific consequences bewilder the reader. The ‘magical’ nature of the invading “white blindness” is immediately swept away by the disruption of social and political order. The first victims, who seem to be connected to each other, as they were all present in the doctor’s surgery during the first blind man’s visit, are treated by the panicking authorities as undesirable creatures rather that suffering human beings. Their isolation in an asylum that soon becomes similar to a ‘concentration camp’ proves itself to be in vain as violence starts to escalate with the result that the maintenance of moral values among the internees is almost impossible. Their ‘incarceration’ might be considered to correspond to the earlier mentioned symbolic “descent into the underworld” (Frier, ibid) and the abandoned mental asylum might be associated with the concept of Hell, as the new realities engender oppression, exploitation, barbarism. The culminating point of the abject humanity described, or rather the lack thereof, is represented by the demand, made by the members of the oppressive leading group, for women in return for food supplies, an episode that emphasizes the loss of these people’s status as self–sufficient beings, as they find themselves in the situation of valuing more the survival of the body than the perpetuation of their humanness (B, 168 – 170). 
However, as the narrative develops, the reader becomes aware that the most frightening aspect he witnesses is not the degradation of society or the crimes taking place inside the asylum, but the blind’s passive attitude towards these horrors. For instance, once free to leave the asylum, the blind vacillate, for they are not willing to leave a place that has somehow become familiar throughout their ordeal: “Say to a blind man, you’re free, open the door that was separating him from the world, Go, you are free, we tell him once more, and he does not go, he has remained motionless in the middle of the road, he and the others, they are terrified, they do not know where to go” (B, 217). From this perspective, the novel challenges us to rethink the circumstances that led us passively to accept the unacceptable “in a century of deliberately devised and ideologically justified horrors” (Da Silva, 1998: 212).

The novel returns to a recurrent theme in the history of literature, i.e. the break out of a devastating plague, in order to reveal the ethical anxieties of the present context, using new literary and conceptual forms. Therefore, the disillusionment with the fulfilling of dreams of human perfectibility and with political and social systems that once represented a utopian vision gives rise to a literary fantasy which can be described as a dystopia (see above) – “an imaginative detailed projection of the following: things are bad, and this is the way they’ll get worse”
. The epidemic assumes new dimensions through the emphasis of the aesthetic and the ethical. As E. Vieira argues, Saramago “redesigns a traditional literary motif […] and creates a dialogue between literature and visually aesthetic reality and ethically blind world” (Vieira, ibid). 
Such an intention is expressed from the very beginning in the narrative’s epigraph. Rendered as a quotation from a fictitious Book of Exhortations – “If you can see, look. If you can look, observe” –it appears as a warning against the dangers of not seeing – a symbolically endowed incapacity. Thus, vision is connected to the concept of knowledge, as the eye represents the only organ of the senses that allows an integral/complete perception (see Chevalier, vol. 2, 1994: 363 – 366). The epigraph’s precept proposes a gradual awareness, starting from the basic physical capacity to see to the final ability to look and observe – aspects considered as instruments, symbols of revelation (Chevalier, vol. 3, 1994: 128). 
Consequently, one possible interpretation of the sudden epidemic of “white blindness” encompasses the traditional literary motif as a device for emphasizing the idea that any internal vision is conditioned by the renunciation of seeing external reality (Chevalier, vol. 2, 1994: 384). However, the reader is introduced to one character retaining the ‘gift’ of sight throughout the narrative – the doctor’s wife – who is ‘condemned’ to see the misery that the blind can only imagine: “I am simply the one who was born to see this horror” (B, 276). Along with her, the reader becomes witness to the outbreak of violence, injustice, anarchy, perceiving the narrated events as not being voiced by the authorial narrator, but as speaking for themselves. The use of such a narrative device, i.e. the apparent absence of the narrative stance, causes the literary work to unfold its dynamic character.
The reader is permitted access to the portrayed events through the woman’s eyesight. Such a literary technique is doubly final in effect: the narrative stance shares its prerogatives with a figural medium and the role of the reader and that of the seeing character become analogous throughout the narration. The first aspect is no surprise to the reader, as it has been shown with other occasions throughout this study. Often, the meditative function is turned over to a figural medium placed as an observer on the same scene of action. Such is the case of the recount given by a newcomer to the mental asylum where the first victims of the ‘epidemic’ were quarantined. Because of his intervention, the reader, along with the rest of the characters, catches a glimpse of the external realities previously denied to them: “Tell us what the situation is like out there […] they fell silent and then the old man with the black eye-patch told them what he knew […] In the first twenty–four hours, he said, if the rumor going around was true, there were hundreds of cases, all alike” (B, 119 – 120). However, the 3rd person narrator includes authorial elements in the figural narrative situation, intervening with remarks upon the character’s report: 
“From this point onward apart from a few inevitable comments, the story of the man with the black eye–patch will no longer be followed to the letter, being replaced by a reorganized version of his discourse, re–evaluated in the light of a correct and more appropriate vocabulary. The reason for this previously unforeseen change is the rather formal controlled language, used by the narrator, which almost disqualifies him as a complementary reporter, however important he may be, because without him we would have no way of knowing what happened in the outside world, as a complementary reporter, as we were saying, of those extraordinary events, when as we know the description of any facts can only gain with the rigour and suitability of the terms used” (B, 120).
 The authorial intrusion is superimposed upon the figural with the result that “the author can resort to the authorial situation whenever necessary for presentational reasons” (Stanzel, 1971: 101), thus drawing attention to the manipulation of the narration. 
From the reader’s perspective, the figural situation remains the decisive factor influencing imagination, in spite of the fact that the authorial narrator seems to consider the character’s report as inadequate in terms of language, which proves that his “motivation to narrate is literary–aesthetic rather than existential” (Stanzel, 1984: 93). The 3rd person narrator’s intervention might be interpreted in the light of the concept of identity. The character’s formal vocabulary, which strikingly imitates the constant announcements made by the authorities, reinforces the impression of detachment, of alienation, which extends to people’s ability to communicate. Thus, the reader witnesses the loss of the most intimate values human beings possess, such as language.

The alternation of narrative stances changes the reader’s centre of orientation, which constantly oscillates between the external perspective of the authorial teller character and the internal perspective of the figural medium where consciousness of the fictional world is reflected and viewed by the reader. Such a character is represented by the doctor’s wife, whose perspective is decisive for the reader, who gains access to the reading of the situation through her eyesight: “She watched them twitching, tense, their necks craned as if they were sniffing at something, yet curiously, their expressions were all the same, threatening and at the same time afraid” (B, 42) or “She looked at the four blind people, they were sitting on their beds […] The girl with dark glasses was conversing in a low voice with the boy, on the row opposite, close to each other, with only an empty bed between them, the first blind man and the car-thief, without realizing, sitting face to face” (B, 45). Her sense of compassion and solidarity, manifested at first toward her husband in the ‘sacrifice’ of her sight, keeps alive the others’ sense of humanity. Her role changes throughout the ordeal. At first, her mission is to secure the basic needs for survival for her companions and herself. With each gesture she reveals her tenacity in keeping contact with civilization. For instance, she washes and buries the dead body of the woman who suffered form insomnia, she brings her friends into her clean home – which surprisingly remained unoccupied during their absence - she washes and dresses them.
 In such episodes, the narrator emphasizes the characters’ impression of emergence from the ‘underworld’ into an unexpected Paradise: “it was nevertheless a kind of paradise that the seven pilgrims had reached and this impression was overwhelming […] they stopped in their tracks in the entrance as if paralysed […] We’re going to dirty the whole place” (B, 271). Identifying the blind with a group of ‘pilgrims’ is not unintentional, although the notion is detached form the connotations imposed by the classic religious symbol (Chevalier, vol.2, 1994: 63 – 64). In this particular context, the term designates people’s estrangement with the environment they live in and their search for a new meaning to their lives – features that keep a common line with the general interpretation of the concept. However, their voyage, which shows similarities with that portrayed in The Stone Raft, doesn’t prepare the pilgrims for divine revelation, but redirects their orientation towards the recuperation of the lost ethical and moral values that would ensure new inscriptions to the notion of identity. 

From this point of view, one may argue that the blind will take not one but two journeys. The first journey – beginning  with the first person to go blind and ending with the group’s arrival at the doctor’s apartment – coincides with the already mentioned descent into a world of political anarchy, social disruption and dehumanization, a world where people are reduced to silent functioning and instinctual nature: “Within seconds, the others had pounced on the containers, a confusion of arms and legs, each man pulling a container towards his side and claming priority” (B, 101), “Now and then they stopped, sniffed in the doorways of the shops in the hope of catching the smell of food, whatever it might be, then continued on their way, they turned a corner, disappeared from sight” (B, 226) or “they were constantly bumping into each other like ants on the trail, but when this happened no one protested, nor did they have to say anything” (B, 226). Once deprived of the means on which their life seems to have been over–relying, people’s existence looses its aim. However, there is another aspect which, as Maria Alzira Seixo observes, magnifies the consequences of the epidemic: the hesitancy in the relationships
 which brings out the dark side of human nature. One of the most disturbing situations of this kind occurs when the car thief, who is approaching the soldiers because of his need of immediate medical assistance, is executed by a frightened soldier (B, 76). 
This episode strikingly resembles the killing of the lonely navigator during a similar state of national emergency in The Stone Raft: “The patrol appears on the corner, five soldiers under the command of a second lieutenant. They spotted the madman twitching in his madness, they heard him raving, there was no need to give the order. The lonely navigator lay stretched out on the ground, there is still some way to go before reaching the water” (SR, 205). Likewise, the contacts between those inside the mental asylum lead to similar dramatic consequences (see above). Gradually, people loose all their human attributes, including language, which begins “losing all content of any real significance”. As the doctor’s wife walks across the city in search for food, all she sees are persons reduced “to silent functioning like ants, because they have nothing left to say to one another as they go about their aimless existence” (Frier, 2001: 111). 

The means of restoring the meaning of human life lies within the power of the doctor’s wife, the only one capable of reminding the blind of their own and others’ humanness. At this point their second journey, which corresponds to the emergence from the meaningless world in which they were absorbed begins. The survivors have to relearn the values they have lost, even if that means restoring meaning to the slightest of their gestures. For example, the simple matter of drinking clear water is transformed into a ritual compared by Frier to “a banquet or Eucharist” (Frier, 2001: 112): “she returned with the bottle, the light shone through it, it made the treasure inside sparkle. She put it on the table, went to fetch the glasses, the best they had, of finest crystal, then, as if she was performing a rite, she filled them. At last, she said, Let’s drink. The blind hands groped and found the glasses, they raised them trembling […] when they had put the glasses on the table, the girl with dark glasses and the old man with the black eye patch were crying” (B, 278). Other episodes, equally important for the restoration of lost values, are the encounter with the writer and the readings of the doctor’s wife. The first, although blind like the others, insists in recording the experiences he endured, activity which helps him to preserve  language and the value of communication with others: “everything I have been writing about since we turned blind […] About what we suffered, about our life, […] she picked up the written pages, There must have been about twenty, she passed her eye over the tiny handwriting, over the lines which went up and down, over the words inscribed on the whiteness of the page, recorded in blindness, I am only passing through, the writer had said, and these were the signs he had left in passing […] Don’t lose yourself, don’t let yourself be lost, he said” (B, 293 - 294).
 The act of writing, by means of which the writer identifies himself for it implies the continuity of a living past, gives meaning, purpose and value to its treasurer’s existence. The character validates his identity by means of preserving language and, implicitly, the ability to communicate. Subsequently, the doctor’s wife feels compelled to reawaken her companions’ memories by reading to them: “And that night, as only right, she read to all of them a few pages from a book she had gone to fetch from the study” (B, 294).

Part of the above mentioned process of re–affirmation of humanity is the discussions with regard to the causes and consequences of the epidemic and society’s response to the experienced horrors. Throughout the narrative, blindness is related to various causes, none of them physical in nature, such as: fear : “fear can cause blindness […] we were already blind the moment we turned blind, fear struck us blind, fear will keep us blind” (B, 129), lack of hope: “blindness is also this, to live in a world where all hope is gone (B, 209), opaqueness: “Blindness is the good fortune of the ugly” (B, 251), death: “we’re already dead, we’re blind because we’re dead” (B, 281), to name just a few.
 As for the consequences, the very existence of the future is questioned: “Then there is no future, said the old man with the black eye patch, […] Perhaps humanity will manage to live without eyes, but then it will cease to be humanity, the result is obvious, which of us think of ourselves as being as human as we believed ourselves to be before” (B, 255). Political authority in a world of the blind is considered an absurdity: “a government of the blind trying to rule the blind, that is to say, nothingness trying to organize nothingness” (B, 255). Referring to this particular statement, Frier compares its message to a linguistic metaphor, namely “a signifier that has become vacuous because there is no longer a signified for it to represent” (Frier, 2001: 111).
From this perspective, the epidemic may be perceived as a sign of limitation on various levels: political, social, inter–relational, personal. It invokes apocalyptic realities that refer to the present context – i.e. a time of threatening wars, spreading of epidemics, lack of ethical and aesthetic values. Saramago himself has drawn attention to the similarity between his novel and present realities” All of the horrible things that I am describing and which will surely upset the reader […] are happening right now in the building next door, on the street over, somewhere”
. Through the eyes of the doctor’s wife, the reader is forced to observe and critically re–evaluate such realities. Therefore, as Vieira argues, the character facilitates the reader’s access to the ‘reality’ of the text. Their roles, the visual and the literary, become interchangeable through the act of reading (Vieira, ibid): “and all of these operations require the use of one’s eyes. Eyes are also needed to see this picture, a woman laden with plastic bags, going along a rain – drenched street” (B, 234). I consider this technique as a method of implying, of textualising the reader. The first step towards this realization is represented by the narrator’s use of the 1st person plural and the imperative, elements which intimately tie the reader to the telling and understanding of the depicted events: “we can easily imagine” (B, 26) or “her husband, weeping his heart out, fell into her arms and told her what we already know” (B, 27). 

Secondly, the previously discussed loss of central perspective allows the reader to face the unprocessed ‘reality’ of the characters, to become conscious of what the authorial narrator does not tell and, thus, to develop “the possibilities of understanding that arise out of the world offered to him” (Iser, 1974: 238). A similar effect is produced by the narrator’s representation of dialogues or descriptions of gestures, which seem to induce a restriction of his knowledge with regard to characters. As Iser suggests, in this situation both the narrator and the reader appear to stand at an almost identical distance from the people or events they observe. This attitude is meant to act as a “stimulus that would activate the reader” (Iser, 1974: 239) and would compel him to discover the meaning of the text.

The narrator’s position as observer may be identified with various occasions throughout the narrative, especially towards the end when we follow the woman’s companions to her home. One episode recorded by the narrator that occurs throughout this period is the burial of the old woman whose dead body they find in the street. The words of the doctor’s wife’s: “She will rise again” (B, 302) come as a surprise for the reader and the narrator’s comment – “note that she did not say She will live again, the matter was not quite that important, although the dictionary is there to confirm, reassure or suggest that we are dealing with complete and absolute synonyms” (B, 302) – does not disclose the meaning of such statement. On the contrary, his allusion provokes the reader to uncover the unformulated part of the text, requiring him to fill in the ‘gaps’ in the text and thus to become a producer not just a receiver of texts. Furthermore, remarks such as the above are meant to make readers more conscious of the act of reading itself, which does not consist of a passive observational attitude of the literary text’s ‘reality’, but of a creative unfolding of its dynamic character. This activity, as Iser argues, is steered by the components within the literary text such as allusions to familiar socio–historical context or the use of recurrent literary motifs (Iser, 1974: 228). Through various allusions the reader is provoked into a process of recognition (Iser, ibid.) – an elementary activity in reading – which determines him to confront the ‘reality’ of the fictional world with the world he himself is used to and to discover “the deficiencies inherent in prevalent norms and in his own restricted behavior” (Iser, 1974: xiii). The author makes use of different techniques in order to provoke such a confrontation. 
One of them might be associated with what the constructivist Paul Watzlawick calls “self–fulfilling prophecies”
 through which the course of events is induced by the very measures undertaken as a justified reaction to the expected events. For instance, the measures taken by the authorities in order to stop the spreading of the epidemic - the quarantine settled in a vacant, neglected mental asylum; the rules imposed as necessary for the well–being of society – will have disastrous consequences, leading to an intensified violent control that will degenerate into anarchy. Therefore, the expected reaction or effect turns out to be an action or cause. The solution produces the problem, the prophecy of the event causes the event of the prophecy (Watzlawick, ibid). By means of this strategy, the novel depicts a world without orientation, an ontological disruption that serves the purpose of emphasizing political, cultural and moral decline. The initial anarchic moment – the invading white blindness – is given as a cultural corrective and requires the reader to “scrutinize accepted realistic conventions of causality, materiality or motivation”
. 
To all of this the narrator’s attitude adds a note of irony when portraying society’s ethical and moral impoverishment. The reader may observe, throughout the narration, the insertion of comments and remarks made in a sarcastic tone that amplifies the overwhelming nature of the process of dehumanization which is taken to extreme: “In different circumstances, this grotesque spectacle would have caused the most restrained spectator to burst into howls of laughter, it was too funny forwards, some of the blind internees advancing on all four, their faces practically touching the ground as if they were pigs […] The soldiers would have liked to aim their weapons and, without compunction, shoot down those imbeciles moving before their eyes like lame crabs” (B, 101), or “she herself would also have to turn blind in order to understand that people get used to anything, especially if they have ceased to be people” (B, 225). 
As already mentioned, although Saramago’s ‘plague’ of blindness produces social catastrophe and personal misfortune, later degenerating into human disintegration as reflected through a woman’s eye–sight and described in detail by the authorial narrator, the emphasis is placed on the transformation of individual and collective consciousness. Therefore, as the author himself affirmed in his 1998 Nobel Lecture, the novel speaks indirectly about “the blindness of reason” which prevents people from acknowledging and understanding the essential values that should prevail within any social environment. When social order is broken, the person we assume ourselves to be – our identity defined by various unique aspects – ceases to exist. In Blindness this condition is emphasized by the concept of namelessness which covers every life’s aspects, individuals are reduced to labels that depersonalize them and universalize that human condition.

As Kenneth Krabbenhoft states, the lack of any information with regard to the culture, history or material conditions of the country where the action is taking place, prevents the reader from rationalizing, assigning responsibility, blaming or persuading himself that the horror is inconceivable in his own environment (Krabbenhoft, 2001: 129). The universal nature of the plague is specified within the narration. As one may recall, the blind internees are encouraged to play a game in which they should recount the last thing they saw before going blind. One of them, identified as the unknown voice, describes a painting whose author the others attempt to name. However, their efforts prove to be in vain as one wonders: “What I don’t understand is how in one painting there should be so many pictures and by such different painters” (B, 129). Therefore, the universal blindness makes nuances redundant. 
One may argue that the loss of sight equals the loss of other human values and qualities such as solidarity, generosity, love, justice or reasoning. It also installs oppression and brutalization, evils emanating from the stimulation of survival instincts. Krabbenhoft identifies the technique used by Saramago in order to reduce the plot elements to a minimum and to emphasize all the details reflecting the above mentioned aspects. The literary critic compares the vividness of narrator’s descriptions, which “seem to be a kind of hightened sensory expression” with the other senses that the blind are able to develop, concluding that characters and reader might be considered to be in a similar position, as their evolving throughout the narrative seems to coincide (Krabbenhoft, 2001:130 – 131) in the sense that the reader’s ability to see (to read), which gives him  progressive access to the portrayal of a mankind at its worst, seems to equal the characters’ awakening and realization of “the essential fallenness of themselves and their fellows” (Krabbenhoft, 2001: 132). 
Unlike the case of other narratives such as The Gospel According to Jesus Christ, Baltasar and Blimunda or The Stone Raft, where characters reach a similar conclusion acknowledging their active or passive role in the community as well as the failure of social and political systems which they cannot control, in Blindness the blame for society’s degradation is transferred entirely on human nature. As a number of literary critics observed, this change of perspective, initiated in The Stone raft, may be considered to have as its source “a negative appraisal of human nature” ( Krabbenhoft, 2001: 133) leading to the configuration of a dystopia: “an unmistakable message about the origin of evil is given free expression […] evil is no longer thought to be solely the consequence of an unjust or cruel social order, but is also related to human nature itself, imperfect and corrupt in its tendencies”
. Similarly, the writer’s statements with regard to Blindness reflect such a pessimistic view of people’s ability to improve ethical and social behavior.
 Summarizing Saramago’s thoughts on this matter, Karbbenhoft (2001: 133) writes about the author’s disillusionment and mistrust in the ability of reason, as “a means of human reformation, to curb the tendency to abuse power”, sustaining his assertion with a relevant quotation: “In this book I intend to question myself and the reader about our rationality, if we are in effect rational. And if this thing we call ‘reason’ in fact deserves the name. And if it does deserve it, whether we use reason rationally, in the proper sense of the word, as a defense of life. And the defense of life is everything. We do not use reason as a defense of life”
.  Consequently, what the novel suggests is that we all suffer from a ‘blindness of reason’, an idea reaffirmed in the last words of the doctor’s wife: “I don’t think we did go blind, I think we are blind, Blind but not seeing, Blind people who can see, but do not see” (Blindness, 326) – a conclusion which the reader, as the sighted witness and survivor of the described horrors, is expected to have reached by the end of the narrative whose openness towards uncertainty validates, as it was shown in the previous analysis, Saramago’s pessimistic vision of humanity and the solidity of its foundations.

4.4 All the names – Collective memory and the reconstruction of identity:

In this chapter I have indicated a change of approach imposed in Saramago’s recent work Blindness – a difference which is reflected by another major novel, All the Names (1997). As it has been mentioned, although the specific references to time, space or name are abandoned in favour of elements with a more universal character, able to create the image of a world out of history, the quest for a critical re–evaluation of where humanity finds itself today and of its contemporary images of collective and individual identity remains the principal factor that permeates the narrative structure of all these novels. 
In the case of All the Names, the plot is inscribed within the coordinates of the above mentioned pattern followed by novels such as Blindness or The Stone Raft (see pg. 65). However, the approach resembles more that of The History of the Siege of Lisbon, as the two protagonists, Raimundo Silva and Senhor José, are offered a new perspective of life by means of traversing an itinerary of initiation whose finality, as it will be shown, is salvation from forgetting through a reorganization of memory in favour of life.                My interpretation of this novel will outline the importance of the aspect of memory – i.e. all that has been archived, retained by the individual, or inherited – e.g. collective consciousness, residing in a sense of collective and individual identity – and its role in the perpetuation of past’s values and their integration into the present. 
Unlike the case of the previously analysed narrative, in which the search for new inscriptions of identity was initiated collectively, in All the Names the reader witnesses the performance of one individual who discovers at the end of his journey his role as an active participant in the world. This final state appears in contradiction with the initial characterization of Senhor José and the environment in which he lives. From the first contact with the text, the reader is introduced to a universe resembling that of Kafka’s narratives such as The Castle or The Trial with their impenetrable and inscrutable bureaucracies. The Central Registry of Births, Marriages and Deaths, an archaic and hierarchical institution whose purpose is to conserve the archives of the living and the dead – two separated ‘kingdoms’ connected by the Ariadne’s thread which prevents the clerks disappearing into the labyrinthine dark gulley, stands as the representation/embodiment of order and discipline:
 “The first row of desks, parallel with the counter, is occupied by the eight clerks whose job it is to deal with the general public. Behind them is a row of four desks, again arranged symmetrically on either side of an axis that might be extended from the main entrance […]. These desks belong to the senior clerks. Beyond the senior desks can be seen the deputy registrars, of whom there are two. Finally, isolated and alone, as it is only right and proper, sits the Registrar, who is normally addressed as Sir” (AN, 4).
 As one of the clerks, Senhor José seems to have no existence outside his professional activity. His way of living strongly resembles that of the characters portrayed in Blindness, since they are also reduced to a function and have relationships of no real substance. His intimidation when facing any authority suggests a character lacking any qualities other than those required by his profession. Furthermore, his home is part of the Registry’s estate and can be accessed by other employees at any time. His only interest – collecting photographs and information from the newspapers about various personalities that he classifies in accordance with their fame – might be perceived as a mere extension of his work.
 However, this collection of data and fragmentary texts may be subject to further interpretations when inscribed in the larger context of Saramago’s views as reflected in his narratives. An immediate connection can be made with the activity of another saramagian character: the proofreader Raimundo Silva. From this perspective, the clerk’s activity becomes a way of parodying documentary investigations such as historiography. The narrator emphasizes the lack of credible sources –an idea that generated the literary configuration of The History of the Siege of Lisbon, a narrative meant to contest history in its reality, enacting it as a palimpsest of mingled texts on the flat surface of the page. 
The need to lend his collection the indispensable support of ‘the truth’ provokes Senhor José to commit an ‘infraction’ which gives rise to feelings of both frustration and pleasure: “Imagine now, if you can, the state of nerves, the excitement with which Senhor José opened the forbidden door for the first time, the shiver that made him pause before going in, as if he had placed his foot on the threshold of a room in which was buried a god” (AN, 15). This daring gesture will endow his collection with the status of an official document, but will also change the predictability of his future actions, making the functionary introduced to us at the beginning of the narrative unrecognizable.

The real investigation to which the clerk will devote most of his time is determined by the unintentional removal of an unknown woman’s file from the Registry – episode which, unlike other critics
, I consider to be the anarchic moment that breaks initial order and installs a different course for the events which follow. Senhor José’s decision to search for this woman changes his initial behavior which, as Frier argues by applying an already mentioned metaphor, “has been dominated by signifiers devoid of their signifieds” (Frier, 2001: 113). For instance, his collection about famous people lacks of any substantial information about their lives; he is incapable of taking decisions: “Strictly speaking, we do not make decisions, decisions make us” (AN, 31), “inside everyone’s head, there must be a kind of autonomous thought that thinks for itself, that decides things without the participation of any other thought” (AN, 55) or “the skin is only what we want others to see of us, underneath it not even we know who we are” (AN, 135). Therefore, the clerk sees this incident as an opportunity to invest the woman’s file with meaning by finding out more about the real woman. Even though he receives news of her death, his search continues, but in reverse – i.e. from death to life – as he extends his investigation to the General Cemetery. The important point here is that Senhor José will not return to his previous passive acceptance of the world, although at the beginning of his investigation he feels tempted to give up: “if, in order to get into each of those schools, he had to suffer as much as he had suffered breaking into this one, then it would be better to remain in the peace and quiet of his home, resigned to knowing of the world only what the hands can grasp without actually leaving the house, words, images, illusions (AN, 89).

In order to achieve his purpose, the clerk undertakes several ‘expeditions’ which, similarly to the symbolic journey of the blind, described in Blindness, may be associated to the syntagm “descents into the underworld” suggested by D. Frier (2001: 107 – 108). The first step of his investigation is represented by the visit he pays to the old woman living on the ground floor of the building where the unknown woman spent her childhood. Senhor José uses the authority of his professional role to obtain information for his own purposes, threatening with legal action in case of non–cooperation and refusing to answer any questions. However, this encounter helps him to realize that the knowledge possessed by the Registry is limited as it contains sketchy information of no use. This idea occurs to him during the conversation with the old woman who, by revealing facts about her past, suggests that the clerk’s knowledge in now superior to that of the Registrar, whose memory is described as encyclopaedic: “The Registrar’s brain is like a duplicate of the Central Registry […] my boss’s brain knows not only the names of all the people who are now alive and of all those who have died, he would also be able to tell you the names of all those who will be born from now until the end of the world, you know more than your boss, Never, beside him I’m nothing” (AN, 49).
 Such a comparison reminds the reader of the nihilistic words used by the young fascists in The Year of the Death of Ricardo Reis and suggests the character’s incapacity to value himself as a human and individual being. Nevertheless, the importance of this conversation lies in the realization that the Registry, similar to historical account, retains an important quantity of data which needs to be endowed with meaning by putting it to use. Thus, Senhor José’s initial search for biographical details becomes a search for another human being, a search which coincides with the affirmation of his own identity. 

His preoccupation with the unknown woman leads him to break into the school that she attended as a child. The search for the school records suggests the functionary’s desire to discover “a more satisfactory ‘truth’ than that contained in the static and musty archives of the Registry” (Frier, 2001:113), a wish which is granted to him, as he observes the superior organization of the pupils’ records. The narrator’s statement – “he had probably never looked more like himself” (AN, 95) – implies the idea that this is the first time the clerk sees what lies beneath the skin, beyond appearances. 
 The nocturnal exploration in the Registry represents another of Senhor José’s expeditions, whose purpose is to find the card of the unknown woman, now dead, and to retrieve it from “the chaos that is the archive of the dead” (AN, 142).  The idea of a descent into the underworld, thus having recourse yet again to the topos of the journey, is more prominent in this particular episode as it entails an incursion into a forbidden territory as well as the traversing of a labyrinthine like space in a symbolic pursuit of the other and of the Self: “here […] you have to make a lot of twists and turns, you have to skirt round mountains of bundles, columns of files, piles of cards, thickets of ancient remains, you have to walk down dark gulleys, between walls of grubby paper which, up above, actually touch, yards and yards of string will have to be unraveled, left behind, like a sinuous subtle tail traced in the dust, there is no other way of knowing where you have to go next, there is no other way  of finding your way back” (AN, 143 – 144).
 An interpretation of Senhor José’s incursion into “the kingdom of the dead” entails the deciphering of symbols such as the labyrinth or the Ariadne’s thread, which may be associated to the idea of spiritual renewal. Thus, the labyrinthine path that the clerk has to follow may be viewed as a journey of initiation that allows the character’s access to the centre, more explicitly to the Self (Chevalier, vol.2, 1994: 191 – 193). This hypothesis can be confirmed by various details within the text such as the description of the character’s fears that he has to confront or the recurrence of his childhood’s nightmare perceived as the apogee of this experience (AN, 149 – 151). The emergence into and out of the labyrinth is secured by the Ariadne’s thread which ensures the safe return to the light (Chevalier, vol.2, 1994: 51). 

A third incursion into a labyrinthine space represents the clerk’s visit to the General Cemetery where he looks for the unknown woman’s grave. Here, the reader is presented with a hyperbolic image similar to that of the Registry, as both institutions’ previous delimited area has progressively spread its tentacles:
“Like flood–waters that begin by encroaching on the low – lying land, snaking along valleys and then, slowly, creeping up hillsides […] Seen from the air, the General Cemetery looks like an enormous felled tree, with a short, fat trunk, made up of the nucleus of original graves, from which stout branches reach out, all from the same growing point, but which, later, in successive bifurcations, extend as far as you can see, forming, in the words of an inspired poet, a leafy crown in which life and death are mingled” (AN, 186).
 One cannot fail to observe the apparent contradiction between the common imagery of the concept of cemetery, advancing the syntagm ‘kingdom of death’, and the new significance attributed to it by means of the suggestive metaphor of the tree – a symbol of life, which also reminds the reader of a similar previous image portrayed in The Stone Raft, suggesting the idea of a renewed growth (see 4.1). As D. Frier argues, both episodes assert that “death is as much a part of the continually self–renewing cycle of life as the process of living itself” (Frier, 2001: 108). The continuous spreading and further encroachment of the cemetery’s artificial boundaries suggest life’s dynamism, its unsteadiness, uncertainty and chaotic movement – aspects which are not only reflected by its outside, but also by the changes taking place within the cemetery. 
The episode depicting Senhor José’s encounter with a strange character reminiscent of the figure of the shepherd in The Gospel According to Jesus Christ stands as an argument for the above affirmation. The shepherd informs the clerk of the futility of his attempt to locate the woman’s grave, as he confesses his habit of randomly rearranging the numbers belonging to each grave, making their identification impossible:
“not everything here is what it seems […] It’s a labyrinth […] the invisible kind, I don’t understand, for example, the person lying here, said the shepherd, touching the mound of earth with the end of his crook, is not the person you think […] none of the bodies buried here corresponds to the names you see on the marble stones […] And what about the numbers, they’ve all been swapped around, Why, Because someone changes them […] Who, Me, But that’s a crime […] Death is sacred, It’s life that’s sacred Mr. Clerk […] but you make death a farce, Personally, I don’t believe one can show greater respect than to weep for a stranger” (AN, 208 – 209).

The apparent order, the pride of the personnel of the General Cemetery, is replaced by chaos. What the shepherd’s gesture suggests is that there is no existence beyond the grave, that what awaits the dead is total nothingness and that life should be treasured. Such a revelation is further emphasized by Senhor José’s visit to the woman’s apartment, the last of his expeditions. As the woman’s grave was located in the area reserved for suicides, the clerk searches for reasons for her death. However, he comes to the realization that they are not relevant: “what he is looking for, the letter, the diary, the word of farewell, the trace of her last tear, must be hidden somewhere, Why, he asked, supposing such a piece of paper does exist, supposing I find it, read it, just because I read it doesn’t mean that her dresses will cease to be empty” (AN, 237)
.
As D. Frier explains, the clerk “comes to realize that the only signified whose meaning is absolute is that of the dead”. As for the living “all the names in the world cannot sum up the inexhaustible variety of any individual, who is constantly prone to change” (Frier, 2001: 114). Getting to know a person requires a constant search, as it is suggested to Senhor José by one character: “And did it occur to you that, at the moment when she was actually there before you, you would know as much about her as you did on the day you first decided to look for her, that is, nothing, and that if you wanted to know who she was, you would have to begin looking again” (AN, 170 – 171). The protagonist’s realization that he will never be able to identify the unknown woman’s grave coincides with the liberation from the constraints that the authoritarian institution of the Registry imposed on his life as well as with the affirmation of his ability, as an individual, to make use of the past in a way that is benefic and fruitful for the present – an idea promoted by some of the previously analysed narratives as well. 

At the end of his journey Senhor José learns about the absurdity of separating the living from the dead, as the latter represents the substance which endows the living with an identity, a lesson learned also by the Registrar, as his immediate decision entails the integration of the archive of the dead into the archive of the living, reuniting thus the past of the dead with the present of the living in a present of everyone. This is a modality of canceling the temporal distance between these two categories, a modality of ensuring that the past stays alive and active in the present. By destroying the death certificate of the unknown woman, she is returned to the archive of the living becoming a symbol of a renewed search and identification. Her death will continue to influence the clerk’s life as long as he remains aware of his role as an active participant in the world, a status of which he now becomes conscious, as he proves capable of making his own decisions: “he realized that he had made a decision, and it wasn’t just his decision to follow up an obsession, it really was a decision, although he couldn’t have explained how he came to make it” (AN, 220 – 221). 
Although the search apparently fails in reaching its purpose – a personal encounter with the unknown woman – what matters is the itinerary of the search and the lessons the clerk learns throughout his investigation: “that it is the search that gives meaning to any find and that one often has to travel a long way in order to arrive at what is near” (AN, 56). The character’s search for another human being determines the appraisal of his own status, as Senhor José learns how to live instead of just leading a meaningless existence within the walls of the Central Registry. 

As stated at the beginning of this novel’s analysis, memory is one of the main aspects with which the narrative deals, as it promotes the view according to which ‘the archived’ memory represents the means by which individuals retain consciousness of the past – as it is preserved in customs, documents, folk tales or language itself – and create new inscriptions of their individual and collective identity. Senhor José’s investigation emphasizes the important role of the collective past as it organizes the present and directs people towards the future. The past, represented by the metaphor of “the kingdom of the dead”, becomes fascinating and enigmatic and its researching becomes an appeal to fight against its being forgotten, because the memory of the dead represents the constituent substance of the memory of the living. 

From this perspective, the story of Senhor José may be read as an attempt to make the past present again in order to escape forgetting it – which would be the sign of death. The warranty of conserving and perpetuating memory is suggested by the ‘dictum’ of both institutions with which the character makes contact, namely “All the names”. At first sight this title suggests the perspective of omniscience attributed to the Central Registry as well as to the General Cemetery. However, the novel’s epigraph “You know the name you were given, you do not know the name you have”, representing a quotation from a fictitious Book of Certainties, puts the reader on guard with regard to the meanings the text will generate. The pretence of omniscience, clearly manifested by the Registrar’s attitude, as he “knows all there is to know about the kingdom of the visible and the invisible” (AN, 110), falls apart when we become aware, along with the clerk, that the Registry’s only accomplishment was to transform life and death into mere paper, that the data inscribed on the cards offer no insight into people’s lives. Thus, the archives of the Registry as well as the gravestones in the Cemetery contain only the names those people were given, which mean nothing without the real person behind them. 

In view of this, one may affirm that Senhor José’s journey is about searching for ‘the name that the woman had’ and about finding the name that he has, that is, finding himself. The search for the woman, now part of the past, gives his life meaning, purpose and value, a change observed by the Registrar who sees, in the absurdity of separating the archives, the senselessness of separating memory from the present. He acknowledges that the loss of memory, symbolized by the isolation of the archive of the dead, deprives life of meaning and that becoming aware of memory’s importance represents the key to self – development, for it bears on people’s sense of identity. This is the message each of Saramago’s novels intends, as the author himself affirmed: “Those who read my books attentively know that, beyond the histories I tell, what really occurs within them is a continuous work upon the materials of memory, upon the memory that I have about what in the past was already a memory, successively added and reorganized, in search of its own coherence in every moment, of its own and mine”
. Either projecting his narratives in a space and time of pure contingency, marked by the absence of topographic and historical determinations that tend to create anonymous worlds or inscribing their plot in determined historical epochs, the Portuguese writer perceives his works as interior journeys towards the essence of human being, towards the profoundness within man. 
Novels such as Blindness, All the Names or The Stone Raft invite the reader to observe what is hidden under the appearance of self–sufficiency, order and stability – aspects professed by contemporary political, social and economic systems, but which fail to comply in crisis situations. These narratives propose a type of utopian satire based on the theme of “cyclical return”
 portraying a contemporary civilization that goes to pieces with an appalling crash generated by what I’ve called the initial ‘anarchic moment’. Life starts again under ‘primitive’ conditions similar to those of some earlier periods of history (SR) or resembling the most abject conditions that humanity can possibly reach (B). The new installed realities impose upon the characters a process of self – realization corresponding to the idea of an ‘interior journey’ – a syntagm employed within the analysis of these narratives – understood as a continuous involvement with society, meaning with the Other, “as society not only shapes but employs everyone’s inner riches”
. The characters traverse a convoluted terrain comparable to ‘invisible’ labyrinths, throughout which they become conscious of their inner selves and of the importance of the Other. The latter becomes a means for regaining a previous identitary condition from which men were estranged because of a progressive annihilation of ethical values in their lives.

As it has been shown, in these narratives the author destabilizes culturally constructed notions of identity and gender, showing that these concepts are all human constructs susceptible to disintegration as well as to re–defining, re–inscribing and re–constructing in a new context. This context is installed as a consequence of a previous ontological disruption imposed by the use of fantastic,magical elements such as the Iberian Peninsula’s break off from the European continent, the epidemic of “white blindness” and is set against the established social order they subvert. The narrator undermines facts of history – Portugal and Spain’s inclusion into the European Community – or what presents similarities with society’s present context – the spreading of epidemics, the lack of ethical and moral values that may lead humanity to total degradation, the existence of monologic political and cultural structures that annihilate the manifestation of people’s individuality as they are reduced to lead a passive existence. 
By employing the element of magic as a narrative strategy, the narrator also provides the structural freedom necessary for the representation of fictitious, but possible worlds in which the un-representable is exposed, boundaries are transgressed, unlikelihoods are made possible, where individuals, nature and culture interpenetrate, fuse,  where conventions of causality, materiality and motivation are questioned and scrutinized
 and “language asserts its rights of opacity, of resistance to referentiality”
. To these aspects – characteristic to the notion of “magical realism” – one may add other elements such as self–reflectivity, metafiction, intertextuality, parody, the textualization of the reader, features that, as it has been demonstrated throughout this chapter, transpire in the narrative structure of Saramago’s novels and inscribe them into the larger context of postmodernist literature.

5. Conclusion
The starting point for my interpretation of Saramago’s novels entailed the affirmation according to which the narratives to be analysed in this study may be perceived as voyages into the idea of national identity. At the beginning of my presentation it was stipulated that The History of the Siege of Lisbon and The Stone Raft would be viewed as the two pillars of my argumentation, as they draw, in my opinion, a symmetrical pattern of an ‘interior voyage’ aiming the reappraisal of Portuguese identity – a concept considered as the main thread connecting Saramago’s narratives.

 Consequently, within the chapter titled “The History of the Siege of Lisbon” I attempted to show that this novel, along with the other ‘historiographic metafictions’ to which references were made, gives rise to a reformulation of Portuguese identity. The novel questions the epic–fabulous image on which Portugal’s foundation was built, namely the siege and conquest of Lisbon in 1147, event whose authenticity is vouched by historiographic accounts. The idea that any representation of the past is a linguistic construct that can be manipulated and that historical events are merely the springboard for launching a creative dialogue with the past lead to the fictitious re – writing of the event of the siege, that uses as reference objects the archived memories which, as selective reconstructions of the world, are able to decipher, deconstruct historical discourse and to re–organize the elements of tradition in a new configuration. 
The itinerary proposed by these narratives traverses various epochs, either of Portuguese history – the Inquisition’s 18th century or Fascism’s 19th century – or the Christian foundation of Western civilization, which are remembered and critically reread through the eyes of a narrator of our times. Thus, the reader is offered a retrospective glance at the events of history, which are shown to be vulnerable to deformation and manipulation. Since individual and collective identity is rooted in our subjective recollections of the past, through which we recover consciousness of former events, and since we all fall victims to dominant representations that play a crucial role in the construction of a dominant national identity, through their stories, these narratives may also take the liberty of proposing, in a historiographic like manner, a creative reformulation of the parameters of one’s self–affirmation within a national or universal framework.

 The narratives discussed within the following chapter were proven to perform a shifting from the previously adopted perspective, oriented towards the past, to a perspective that envisages a world in anticipation. If, as already mentioned, the previous narratives dealt with significant past events that have a great impact on the national self–defining discourse of Portuguese people, the last three novels revisit contemporary images of identity, which are perceived as promoting a so–called “commodified memory”
, i.e. neutralized and widely accepted dominant representations on which personal or cultural memories and identities are built. Throughout these novels, the above mentioned representations are undermined and alternatives are posed within a discursive space that offers a chance for re–evaluation, rethinking and redirection of humanity’s inscriptions of identity. 
The narrator’s critical memory judges severely and renders hard ethical evaluations of the present Portuguese society’s priorities and values, that further submerges its citizens in a mire of ideologies and theories that estrange them from their ‘vocation’ as self–conscious individuals able to acknowledge their role in the world. As previously argued, these novels emphasize the necessity of individual and collective reformulation, which were shown to depend on individual mind-shift emerging at the end of a sinuous journey of self – discovery that presents similarities with the voyages undertaken by mythological personages. The reader becomes the witness of a sort of symbolic descent into a space of darkness, depth and emptiness the traversing of which is conceived as a voyage of initiation, through which the character’s efforts to “recentre a decentred world” (Porter, 1991:333) are compensated and the promise of new beginnings emerges. 

In this perspective, Saramago’s novels seem to imply the idea of the necessity to look critically or go backwards in order to recapture a more authentic mode of living, an idea bringing us back to the basic premise of this analysis: the symmetrical pattern drawn by the novels discussed within this study, a pattern initiated by The History of the Siege of Lisbon, as a narrative proposing a search for ethnic origins, and ended with The Stone Raft, a story inscribed in contemporaneousness and proposing a radical reappraisal of Portuguese as much as universal identity. Therefore, the word that best describes the itinerary proposed by these narratives is “circumnavigation” (Porter, 1991:86) – a concept that suggests a full, complete and circular voyage at the end of which the voyager, namely the reader, is brought back to the point of departure where a well told tale ends, but the unknown awaits…                            
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