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OZET

CANCI CALISANELLER, Saniye. Olgu, Kurgu, Kurguda Olgu: Goreddl'in Gayri
Resmi Amerikan Tarilerisindeki Tarihyazimci Ustkurmaca Romanlar, Dakfbezi,
Ankara, 2013.

Tarihyaziminin algilagi bicimi tarihsel roman ve tarihyazimci tUstkurmadéetinin
olusumunu da etkilemstir. Tarih alanini kendilerine konu edinen bu ikir tbenzer
gorunmekle birlikte birbirinden kesin cizgilerle rdy. Tarihsel roman gecri
anlatirken gerceklik duygusu yaratmaya galiOysa tarihyazimci Ustkurmaca tarih
olarak temsil edilen gecsgerceklgin nasil kurgulangini sorgular. Tarihsel roman ve
tarihyazimci Ustkurmacayl ayirt etmek, ilgili esern vurguladg temel amaci
kavramak acisindan onemlidir. ks Amerikan yazari Gore VidalirGayri Resmi
Amerikan Tarihi srisi boyle bir targmanin merkezinde yer alir. Yedi romandansafu
bu seride, Vidal resmi Amerikan tarihini yenidenzga ve 1770’lerden 2000 yilina
uzanan zaman diliminde Amerikan tarihinde yer ddami 6nemli olay ve kileri ele
alarak kurmaca bir tarihsel anlati ghwrur. Tarihyazimi ve edebiyatin bir arada
kullanildigi bu romanlarin sorunsaglardigi konu ise ge¢mngin tarih olarak temsilidir.
Dolayisiyla bu romanlar tarihi bir Gst anlati olarsorgular. Akademik cevrelerin goz
ardi ettgi Vidal'in Gayri Resmi Amerikan Tarihserisi, sinirh sayidaki ejgrmen
tarafindan tarihsel roman olarak siniflandiriimedktaAncak, Gayri Resmi Amerikan
Tarihi serisi, Lincoln romani dsinda, tarinsel romanin 6zelliklerinden farkli ordér
tasimaktadir. Bu romanlarda Vidal, Amerikan tarihiagebiyat, tarih ve kuramin ic ice
gectii tarihyazimci Ustkurmaca cercevesinde sorungailave bir Ust anlati olarak
sorgular. Bu tezin amaciGayri Resmi Amerikan Tarihserisindeki romanlarin
tarinyazimci  Ustkurmaca olarak géelendirilebilecgini  savunmaktir. Bu sav
dogrultusunda, tarihsel romanlarin ve tarihyazimckushacinin 6zellikleriyle birlikte

bu tdrlerin olyumunu etkileyen tarihyazimi anlahari incelenecektir.

Anahtar Sozcukler
Gore Vidal,Gayri Resmi Amerikan Taril8erisi, Tarinyazimci Ustkurmaca, Tarihsel

Roman.
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ABSTRACT

CANCI CALISANELLER, Saniye. Fact, Fiction, Fact-in-Fiction: f@o Vidal’s
Historiographic Metafictions in th&larratives of EmpirePh.D. Dissertation, Ankara,
2013.

The conceptualization of history has influenceddrisal novels and historiographic
metafiction, which focus on history as their subj@atters. Although these two literary
forms seem similar, they are radically differerdnfr each other in ideology and style.
The historical novel aims to create a sense of ngadity through historical faithfulness.
However, historiographic metafiction questions hdwstory as past reality is
constructed. Historiographic metafiction calls atiien to the fact that history, like
fiction, is subjected not only to the conventiorisnarrative and language, but also to
ideological motivations. This dissertation analyZesre Vidal's novelsBurr, 1876
Empire andHollywood in the Narratives of Empireseries within the framework of
historiographic metafiction. ThBarratives of Empireconsists of seven novelBurr,
Lincoln, 1876 Empire Hollywood Washington, D.C.and The Golden AgeVidal
rewrites American history in th&larratives by focusing on particular periods and
important historical figures in American historpiin the 1770s to the end of twentieth
century. Although these novels, left almost unt@echby the academic world, are
classified as historical novels by few critics wstadied Vidal's texts, they fall into the
category of historiographic metafiction, with th&ception of Lincoln, because the
representation of the past as the official histerguestioned in these works. The novels
in the Narrativesexplicitly problematize the writing of history, dmuestion American
history as a grand narrative in line with the preesi of historiographic metafiction
where literature, history, and theory are combiteetclminate on the writing of history.
In this context, Vidal's novels are evaluated astdriographic metafictions to
emphasize their critical approach towards histonting. The characteristics of the
historical novel and historiographic metafictiore @axamined, and the changes in the
conceptualization of history are traced since thmm@adigm shifts have influenced the

formations of the aforementioned literary forms.

Key Words
Gore Vidal,Narratives of EmpirgHistoriographic Metafiction, the Historical Novel
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INTRODUCTION

Gore Vidal, who was born in 1925 in West Point, Néark, and died in 2012 in Los
Angeles, was a versatile writer whose work rangas fnovels to short stories, to plays
and screenplays, and to essays and reviews. Alth@xgraordinarily productivé,
Vidal, mostly credited for his essays rather thas fiction, has not received much
attention from academfaAs critic Harold Bloom notes in his article “Thetral Man:
On Gore Vidal'sLincoln,” Vidal's “narrative achievement is vastly unddnesmted by
American academic criticism” (228). Likewise, sarolay Parini in his essay entitled
“Gore Vidal: The Writer and His Critics” claims thavidal has in fact been written
about a good deal. The problem is with the qualityt, the quantity, of this attention.
Much of the writing about him takes the form ofilignagazine profiles and ephemeral
reviews, since Vidal has been a celebrity from bleginning” (1). Vidal's exclusion
from the academic world has been a subject of sityioand Jay Parini tries to figure
out the reasons for such an absence. AccordingutimiPone “straightforward reason”
is ironically Vidal's “unusual productivity” (3) wicbh does not allow critics to easily
categorize Vidal's work. As Jay Parini notes, Vidahot a “predictable” man of letters

since his work deals with different subject mattéa instance, his novels and plays

focus on subjects ranging from world War Wi(liwaw) to the ancient
world (Julian, Romulus Creation, to the postwar gay scene in America
(The City and the Pillgr to the politics of Central Americdérk Green,
Bright Red, to apocalyptic religion Messiah Kalki), to the sexual
revolution Myra Breckindridge Myron), to the great march of American
history Burr, 1876 Lincoln, Empire Hollywood andWashington, D.G.
His Swiftian satireDuluth, has the whole of American pop culture in its
deadly aim. (3-4)

Yet, according to Parini, the reason is not onlgals variety of writing: “Some of the
prejudice against Vidal has to do with the autha@haracteristic approach to literary
representation, which in some respects might bsidered antpostnodern if not anti-
modern.” (4, original emphasis). Parini here pototthe idea that Vidal's writing style,
which he calls Vidal's “mandarine” style, does mpve much space to the reader to
imagine. Furthermore, he remarks on the “tone” aaVs prose or Vidal's “attitude

toward his subject matter” as another issue whictiroubling to many critics” (5).



According to Parini, Vidal “writes, always, as arsider himself, and he communicates
this feeling. This aspect of his mandarinism isspre in most of the fiction and all the
essays. The tons the essays; it gives them their wonderfully acedsge and their

vitality” (5, original emphasis). In Parini’'s opom, Vidal

holds the reader at some distance. Especiallyeresisays, he is like a rather
formal host but definitelyot a relative. We learn from him, we admire his
turns of phrase, the illuminations that occur aoduo. But we are not going
to come away from a Vidal essay feeling cozy andting to call him on
the phone. (6, original emphasis)

Not only the academic world but also the press ado¢pay enough attention to Vidal's
writings. Vidal started his writing career in 1946th the publication ofWilliwaw,
which was categorized as a praised war novel. Mepublication offThe City and The
Pillar in 1948 changed the tide. This second novel, wtireltes coming out process of
a young man as ordinary and American as apple (8atmmers 57), created a major
scandal, and the press contributed to the unfal®m@imnosphere. Today, the novel is
considered to be “an important and exemplary couation to the emerging popular
literature of homosexuality” (Summers 57). Vidaknaéed how he was treated by the

press after the publication of the novel as follows

| remember | read itThe City and The Pillgrthrough once before it was
sent to the printer, and | thought that if | evead again I'd never publish it

. S0 | sent back a hardly-corrected proof. Téaews, what few there
were, began and | discovered what happens in Amérigou tamper with
the fragilé] people avert their eyes, and go on talking. Half foymer
admirers did not review it at alllhe New York Time®fused to advertise
itCl and when the publishers took the matter directhiyito Sulzberger, he
decided to uphold his censor. Of the reviews resmkiva few were
thoughtful and lengthy, most quite bad. Two wordgged up to haunt that
book, and all my writing ever since: “clinical” arfdterile.” “Clinical” is
used whenever one writes of relationships whichrerefamiliaif] | dare
say that if the story had dealt with a boy andraigstead of two boys the
book would have been characterized as “lyrical.’tetfle” is an even
deadlier curse upon the house, and comes from la sydlogism in the
American zeitgeist the homosexual act does not produce children and
therefore is sterile . . . . (Stanton and Vidal®0-



Vidal was as much a dissenting voice in his pdlitistance as in his sexual acts and
discourses. He criticized American politics in atdysi way, and for this reason, he
received unfavorable coverage. In a 1988 intenbgwon Wiener, Vidal explained that
he was criticized byfime magazine because of his opinions about Americditiqso
“Timemagazine did a raging attack onlmgaying that one of the things that made me
such an evil figure was that | used that phrase American Empire™ (“The Scholar
Squirrels and the National Security Scare: An ineav with Gora Vidal” 101).
Likewise, in a 1974 interview by Gerald Clarke, ®lidalked about the reasons for his

exclusion from the academia and the press in dallitss follows:

Writers are the only people who are reviewed byppeof their kind. And
their own kind can often be reasonably gendrbifisyou stay in your
category. | don't. | do many different things ratletter than most people
do one thing. And envy is the central fact of Aroani life. Then, of course,
| am the enemy to so many. | have attacked bothoMNiand the
Kennedys§] as well as the American Empire. I've also made dagse that
American literature has been second-rate from #@ggnining. This caused
distress in book-chat land. Thleygewl was wrong, but since they don’t read
foreign or old books, they were forced to writentys like “Vidal thinks
Victor Hugo is better than Faulkner.” Well, Hugobetter than Faulkner,
but to the residents of book-chat land Hugo is gustan with a funny name
who wroteLes Misérablesa movie on the late show. Finally, | am proud to
say that | am most disliked because for twentyysiars | have been in open
rebellion against the heterosexual dictatorship the United States.
Fortunately, | have lived long enough to see thetatlrship start to
collapse. | now hope to live long to see a sexeahacracy in America. |
deserve at least a statue in Dupont Ciicédong with Dr. Kingsey.” (“The
Art of Fiction L: Gore Vidal” 43-44, original emphbis)

Due to his critical perspective, Vidal has beensidered to be cynical. Yet he claimed

that he was realistic, and explained his realis@a imique manner:

I'm realistic. Come to me and show me a small carcel I'll tell you
you've got a small cancer that should be cut odiat’® realism but in
America it's called cynicism. You're supposed tg,szh, you've got a little
beauty blemish here and | have some marvelous MatoFthat will hide
it. That's the American way of handling things. Ay, I'm a
diagnostician, not a cosmetician. (Stanton and N38a



According to Dennis Altman, the fact that Vidaldy abroad so many years (Vidal
lived in Italy from 1963 to 2003) gave him “a pattar perspective to comment on
American developments, a perspective sometimes mesgected abroad” (16). By

drawing attention to Vidal's popularity abroAdiltman claims that “Perhaps non-
Americans see as realism what Americans tend toouwter® as a cynical anti-

Americanism” (16). Yet, despite his controversi@nge and discourses, Vidal gained
certain popularity and respect in American universiafter the 1990s as indicated in

the list of the dissertations and theses in thmeiss.

This study concentrates on Vidal's series of nokelswn asThe American Chronicle
or Narratives of Empirewhich are chronologically published as followsashington,
D.C. (1967), Burr (1973), 1876 (1976), Lincoln (1984), Empire (1987), Hollywood
(1990) andThe Golden Ag¢2000)-' Each of these novels focuses on a specific period
or important historical figures in American histoffhese works, which are the re-
written versions of official American history, quies the construction of the past as
history as well as the significant historical figaras legends. Vidal imagines an
alternative account for the official American histoby questioning historical
knowledge. He is very much aware of the construotgdre of history and is skeptical
of official versions of history. His opinions abadutory are as follows: “In effect, the
press invents us all. And the later biographerisiohian can only select, from the mass
of crude fictions and part-truths, those ‘factsatthhis contemporaries are willing to
agree upon” (“The Agreed-Upon Facts” 139). Accogdia Vidal, it is a “delusion” to
believe that “there is a final Truth” (“The Agreélpon Facts” 141), and history is not
fixed, or in other words, the interpretations o ghast change from time to time. He
claims, “All we have is a mass of more or less edrepon facts . . . and each
generation tends to rearrange those facts accotdirwghat the times require” (“The
Agreed-Upon Facts” 142). Vidal is particularly “gheal of official versions” of
history because, as he remarks in an interviewhsrl€s McGrath entitled “Truer Than
History” published inThe New York Times Book Revjiéhhe official narrator always

has one story to tell and, often, a story to suggire(15). In the same interview, Vidal

Y According to the chronological order in which téeents take place in tHearratives of Empirgthe
novels should be cited as followBurr, Lincoln, 1876 Empire Hollywood Washington, D.C.andThe
Golden Age



claims, “To look for what is not told is the adverd” (15). Vidal's perspective of
history is dominant in hislarratives of Empirevhere he looks for untold stories.

Although Vidal's novels in théNarratives of Empireseries are labeled as historical
novels by critics, with the exception dfincoln, these texts can be evaluated as
historiographic metafictions because they problemeathe writing of history and
question American history as a grand narrative galaith the idea of the republic,
democracy, and legendary historical figures in Aogar life. Considering the definition
of the historical novel, labeling Vidal'Barratives of Empireas historical novels may
mean to ignore Vidal's critical, political, and s&al perspective towards American
history. Unlike historical novels, which are genigraonsidered to be escapist and
nostalgic recounts, Vidal's chronicle is disturbirapd critical narratives, which
underline the constructed nature of history. Examgirihese novels under the genre of
historiographic metafiction is more suitable sinttee novels question the earlier
historical accounts. In this respect, this disseniaalso concentrates on the junctions
and the differences between the historical novel historiographic metafiction in

relation to the changing perspectives of histonying.

As the argument above implies, this study requmesistorical survey about the
comprehension of history because the changes incémeeptualization of history

influence the approaches to literary works such ths historical novel and

historiographic metafiction, which focus on histoag their subject matters. Thus,
Chapter 1 is principally a survey, but, like anyeat survey, it is not exhaustive or
comprehensive. It covers the understandings obtyisis rhetoric, science, discourse,
and a literary artifact from Ancient times to thespmodern period. Chapter 1 also
provides a theoretical background in which certzncepts in relation to history and
literature are explored in order to explain thatiehship between history and literature.
Some of the key concepts discussed in this chapéeknowledge, the poststructuralist
understanding of language, discourse, text, tekyuand context. The first part of this

chapter is allotted to these concepts because nherstanding of knowledge and
language, which changes throughout the ages, givage to the perception of history

and literature. The second part of Chapter 1 facwsethe distinctive features of the



historical novel and historiographic metafictionedpite the differences between the
historical novel and historiographic metafictiometboundaries between them are
sometimes blurred. Thus, this study also survegsdivelopments of the historical
novel and historiographic metafiction in order tffedentiate one from the other and to
strengthen the main argument of the dissertationline with the understanding of
history, this section also exhibits how the pernmepof history influences the practice

of the literary works which treat history as th&ibject matters.

Chapter 2 analyzes Gore Vidal's novels within tmamfework of historiographic
metafiction and applies the framework to the navélsur of Vidal's novelsBurr,
1876 Empire andHollywood are evaluated in this dissertation, and, in otddpllow
the logical line of the historical events, the nevare examined in the chronological
order of the events that take place in Naratives of EmpireThe determining factor
in the preference of the first two novels arisesrfrtheir formsBurr is a mixture of a
memoir and a diary, a traditional form of the aubgpbaphy genre, and876 is a
fictional journal. Although autobiography, biographand journal entries are highly
subjective, as will be argued further, they havenberedited genres in historiography.
By deliberately using these forms in his novelsgaliemphasizes the subjective and
constructed nature of history. The other two nqv&mpire and Hollywood are
analyzed later because they chronologically folldive previous novels and
problematize history writing by primarily questiogi different media channels, such as

newspapers and movies, as agents that interferedmanipulate history.

Of the novelsLincoln will not be analyzed for two reasons: Firstly, rgead that it is a
historical novel as suggested by the critics, thayeis of this novel will not contribute
to the argument of this dissertation. Second, timgel is the most loosely connected
one to the series because throughout the 657 mdgbe novel, the Schuyler family,
which provides the basic connection among the saewesls in the series, only appears
at the very last pages bfncoln. Thus, the Schuyler family’s appearance at theand
the novel seems to be for the sake of integrdtingoln into theNarratives Actually,
skipping Lincoln will provide a more comprehensible connection leemBurr and
1874 for, at the end oBurr, Charles Schuyler is abroad to fulfill his diplamsaduties



(the year is 1840), and at the very beginnind®76 he has just returned to America
after thirty five years (the year is 1875).

The novelsWashington, D.Cand The Golden Ageevolve around the same themes
with the novels analyzed in the dissertation. Ideorto avoid repetition, these novels
are not examined in detail; however, they will ety referred to in the Conclusion.
Vidal rewrote the historical period recountedashington, D.Cin The Golden Age
Washington, D.Cdeals with the era between 1937 and the mid-18683he Golden
Agenarrates the events between 1939 and 200DhénGolden AgeVidal is concerned
with expanding the time period into 2000. Techrigahis act of re-writing indicates
the constructed nature of history. That is, it esf@ctly possible to textualize the same
period in different ways. Hence, commenting on ¢héso novels together draws
attention to the act of re-writing in relation tbet discussions in the dissertation.
Besides, it provides a meaningful closure to tixéutd analysis on the ground thEte

Golden Ages the novel that concludes the series.

Chapter 3 concludes this study. It briefly sumnmesithe arguments made throughout
the previous chapters. It also provides a finaugit about the relationship between
history and literature. Additionally, Chapter 3 gmats a brief evaluation of
Washington, D.CandThe Golden Agéy intending to note some thoughts for further
research. Lastly, it supplies a concluding remarlGore Vidal'sNarratives of Empire
within the framework of historiographic metafictioanderlining the necessity of this
analysis in the assessment of Vidal's works.

As there is relatively little critical material coerning Vidal and his works, left almost
untouched by academe, it is hoped that this dessemt will contribute to the criticism
of Vidal's works. Since this study examines Vidalgvels in theNarratives of Empire
as historiographic metafictions rather than histdrnovels, hopefully further researches
concerning Vidal'sNarratives of Empirewill benefit from this dissertation. The
accumulation ofthe critical materials about the historical noveld ahistoriographic
metafiction along with the materials discussing ¢thanges in history writing will also

be helpful in related studies.



CHAPTER 1

1.1. PERSPECTIVESTOWARDSHISTORIOGRAPHY

This section examines particularly the approacleesistoriography so as to give a
historical perspective about the conceptualizatbdrhistory. It will also present an
insight to comprehend the mutual relationship betwhistory and literature: all the
approaches to history influence literary historicariting; in return, the

conceptualization of language and knowledge hageatgeffect over both history

writing and literary historical writing.

1.1.1. History as Rhetoric

In Poetics Aristotle (384-322 BC) talks about the functidrtlee historian and the poet.
According to him, the historian “tells of what Hasppened” (43) while the poet tells of
“things that might happen,” and Aristotle claimsatth‘For this reason poetry is
something more philosophical and more worthy ofoser attention than history; for
while poetry is concerned with universal truthsstbiy treats of particular facts” (43-
44). The nuance between the telling of what has happanddhe telling of what might
happen is related to the tasks of the historianthadgoet. As Simon Malpas suggests,
the historian’s mission is to “chart particularcts’ and events without drawing more
general conclusions about their meanings and cdionst by becoming a “mere
chronicler who records what has happened withossipg judgement” (81). The poet,
on the other hand, “deals with the possibilitieswbiat might happen and is concerned
with ‘universal truths’ of human nature” (Malpas )8Xor Aristotle, poetic truth
ornamented with rhetoric, in other words fictionigdh has the possibility of turning
into a universal truth, is superior to historicalth, because historiography, lacking the
rhetorical implications of poetry or of literaturis, merely able to present individual
truths.

Although Aristotle separated history from literatuRoman political leader and orator

Cicero (106-43 BC), who described history as a “dedingopus oratoriurh (Bermann



16), recognized the rhetorical suggestions in tiséotical writing. Similarly, Roman
rhetorician Quintilian (ca 35-ca 100) considerestdny as a form of epic. According to
Quintilian, as Lionel Gossman notes, “Of all prdsems, it [history] is the closest to
poetryl a kind of prose poem” in the sense that the hestdsi “object is not to
demonstrate or argue or persuade, but to narratetaamemorialize” by employing
“unfamiliar expressions and bold figures that wobl out of place and ineffective in
forensic rhetoric” (227). Yet the idea that histaigo, can talk about what is universal
was fully accepted after St. Augustine (354-430howin his De civitate Deifirst
positioned the particulars of history within a Gtian providential scheme. Once
rhetoric was accepted as an art affecting all mgitind history could claim as much as
poetry to be a locus of universal truth, the stage set for the active assimilation—its
critics inevitably would say confusion—of historgdapoetry” (Bermann 16). With this

perspective, history and literature gained equdlstas rhetorical devices.

History as rhetoric was granted throughout the Rsaace as well. As Lionel Gossman
states, “Renaissance reflection on historiographyfarmed, as one would expect, to
the precepts of the ancients. History writing wasmed as an art of presentation and
argument rather than a scientific inquiry, anditsblems belonged therefore to rhetoric
rather than to epistemology” (228). Likewise, ttghaut the Enlightenment except for
its final phase, history “was always distinguislealifom ‘mere’ scholarship and
antiquarianism, and the ground of the distinctiaswn large measure that the historian
was a writer, whereas the scholar and the antigavere not” (Gossman 228). Hence,
historiography was considered as a branch of rieetond its fictive elements were
embraced. “Although eighteenth-century critics idmtished rigidly (and not always
with adequate philosophical justification) betwéet’ and ‘fancy,” they did not on the
whole view historiography as a representation @f filacts unalloyed by elements of
fancy” (White, “The Fictions of Factual Represeitiat 24). In this period, critics
believed that it was natural to use fictive teclwess| in historiography in order to
represent real events. From this perspectiveatitee and history merged and there was
a mutual relationship between the two genres. Whiltorians used fictive and
rhetorical elements in historical accounts, nowglisuch as Daniel Defoe and Henry
Fielding, imitated historical writing in their nolge Even in the early years of the
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nineteenth century, this ambivalent relationshiptecwed. In 1814, Sir Walter Scott
publishedWaverley which has beenonsidered as the first modern historical novel. In
his novels, history was “based on detailed desonptiocal color, and exciting plot”
(NUnning 549), and this style was imitated by histes. In this period, both historians
and novelists made use of Scott's novels as mofigistheir own writings by
“combining novelistic and historical techniques”iiiMing 549). This period coincided
with the aftermath of the French Revolution and dapnic Wars where the Romantic
historiography fostered the nationalist aspiratiohs Gossman notes, the major aim of
the historian was to “inspire the entire nation” foymulating “their own political
opinions” (167) without separating literary and alelnly aspects of historiography.

Likewise, Michael Bentley maintains iModern Historiography: An Introductiothat
“Romantic historiography took its focus and its iemde in resistance to the cold and
clinical perspectives associated with rationaligf@3-26), which will be discussed in
relation to the conceptualization of history asesce. Romantic historians, such as
Thomas Babington Macaulay and Thomas Carlyle, “etosmake history learn from
literature and to function in the same way’ (Beyt6). For the romantics, “The
vehicle of romantic history was narrative; but gkad for imagination beyond the
putting events in chronological order along thedinthat the eighteenth century had so
frequently thought adequate” (Bentley 28). Henaamantic historians made use of

narrative and poetic truth to provide more vividiamedible historical accounts.

1.1.2. History as Science

A rigid separation started to occur between histg literature in the final phase of
the Enlightenment, approximately between 1770 a®@301 particularly in the
nineteenth century. In order to understand the reatf this conflict and the
postmodernist perspective of history, which is blase of the argument in this study, it
is relevant to survey the perception of knowledgeughout the ages because it directly
influences the understanding of both history wgtiand literary productions. As
historian Callum G. Brown suggestsRostmodernism for Historiangt is possible to

divide world history into three major periods aaiog to the perception of knowledge:
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The pre-modern world before c. 1600, the Enlightenin which can be separated into
different periods as the early Enlightenment from1650 to 1770 and the later
Enlightenment from c. 1770 to c. 183@nd modernity from about 1800 to about 1960
(12-13). Postmodern ideas from the 1960s onwarstidedly change the perceptions of
both language and knowledge. All periods intergretwledge differently and approach
historiography accordingly. The pre-modern world¢demted knowledge as something
“divine, God-given,” privileged to “God and to maohs” as a result of “feudal and
Christian hierarchies” (Brown 12-13). Thus, it @irfto say that how knowledge is
gathered was not the issue in this period. Howetrer, Enlightenment promoted a
“God-free science based on observation, experitientaand inductive reasoning”
(Brown 14) and fostered the idea that science aathing should be “devoted to the
discovery of reality” (Brown 15) through reason arationality. Throughout the
Enlightenment, reason was applied to science, gbyby, political science, and history,

and how knowledge is acquired became an imporsanei

Rationality, which is at the core of the Enlighteant)y becomes the main reason behind
conceptualizing history and literature as separfse&ls of study. By definition,
rationality, as Brown notes, means “discoveringitedor the truth)—then applying
reason to derive conclusions and further new thtsufflom that knowledge” (13). In
The Routledge Companion to Historical Studsess historian Alun Munslow states,
rationality is based on empiricism, which is “knegge acquisition through the use of
the senses as we observe and experience life,rougih statements or arguments
demonstrated to be true” (80). Empiricism takes doanted “the corollary of the
objective observation of the reality to be discederout there” (Munslow,The
Routledge Companion to Historical Studi&s). It also fosters the idea of positivism,
which “assumes a uniformity in scientific methodsid “allows for the analytical study
of human behaviour—a science of society—by obserwdro stand outside that which
is being observed” (Munslow,he Routledge Companion to Historical Studi8g). As
Munslow clearly states, positivism promotes theidbeh “the facticity of the past:
historical evidence can be discovered, evaluated and objectively tate asfacts.
Beyond the simple level of events . . . positivispurs some historians to seek out the

infrastructural laws that guide, constrain and/@tedmine human society and its
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progress” The Routledge Companion to Historical Studié¥, original emphasis).
According to Enlightenment rationality, history wasucial because it offered “the
empirical evidence from the past for the origingtohgs under investigation” and was
capable of illustrating both “the centrality of tietion of progress—of the upward
movement of mankind from primitive states to ciald states, and the belief that the
present state was the best that there had evel @@wn 14-15). Thus, in a sense,
history turned out to be “the record of progresd Anman perfectibility” (Munslow,
The Routledge Companion to Historical Studs&g. Munslow states that empiricism

supposes

what we as historians can know about the past & witells us through the
availableevidence. This means we must observe the evidence of asese
without passion or self-interest, without impositior question-begging.
The past is, therefore, a “given” and historiarscdver its meaning through
the priority of sense over intellect, content befdorm. The Routledge
Companion to Historical Studi€dl, original emphasis)

Hence, the Enlightenment, which cultivatgoo&itivism, experimentation in science,
and the close observation of natural phenomena ng@dlhon and rationality promoting
the knowing subject” (MunslowThe Routledge Companion to Historical Studsds

original emphasis), shaped history as a scierdtiicipline distinct from literature.

Accordingly, in this period, historians tended éparate fact from fiction by identifying
fact with truth and fiction with the opposite oluth. One of the leading figures in
providing a scientific perspective to historiogrgphas the Prussian historian Leopold
von Ranke, who, as Hayden White states, was “emetlawith the pictures” in Sir
Water Scott’'s novels of romance dealing with “thgefof Chivalry” Metahistoryl163).
Scott’'s novels urged Ranke to know more about tiddM Ages and he examined the
sources related to that area. However, Ranke eehtlrat “Scott’s pictures were largely
products of fancy” and “the actual life of the MiddAges was more fascinating than
any novelistic account of it could be” (Whitdetahistory163). What Ranke says in the
Preface ofHistory of England, Principally in the Seventeer@entury proves his
indulgence in facts. Ranke defines a proper hrstbnnarrative as that “which shall

comprehend all epochs, be true to facts and, whgéng on thorough research, yet to
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be attractive to the reader” (v). Ranke puts emphas facts and research to write
realistic historiography. As Hayden White notes,

Ranke had discovered that truth was stranger tiadiorf and infinitely
more satisfying to him. He resolved, therefordjrot himself in the future
to the representation of only those facts that vegtested by documentary
evidence, to suppress the “Romantic” impulses is ¢wn sentimental
nature, and to write history in such a way as lateeonly what had actually
happened in the past. This repudiation of Romamticwas the basis of
Ranke’s brand of realistic historiography, a bravidch, since Meinecke’s
popularization of the term, has come to be call@dtbrism” and which still
serves as the model of what an appropriately tealgd professionally
responsible historiography ought to aspire ket@history163-64)

As Hayden White claims, Ranke “rejected anythingt threvented the historian from
seeing the historical field in its immediacy, itarficularity, and its vividness” and
Ranke’s understanding of realistic historical methavas different from the
understanding of realism in Romantic, Positivistl ddealistic philosophy of his own
time” (Metahistory 164). Hayden White calls Ranke’s concept of realisloctrinal
realism” because it “takes realism to be a pointvieiv which is derived from no
specific preconceptions about the nature of theldvand its processes, but which
presumes that reality can be known ‘realisticalby a conscious and consistent
repudiation of the forms in whicimodern art, science, and philosophy appear”
(Metahistory164, original emphasis). Ranke’s historical realallowed historiography
to gain a scientific perspective and caused &effiveen history and literature.

In line with these changes in the nineteenth cgntustory claimed the fact, the truth,
the actual, or the empirical reality, while litareg¢ represented “the possible’ or only
‘imaginable™ (White, “The Fictions of Factual Reggentation” 25). In this sense, while
history emerged as an academic discipline to descthe truth (or reality), literature, as
opposed to what Aristotle said, was considereda“asmdrance to the understanding of
reality rather than as a way of apprehending it’h{\, “The Fictions of Factual
Representation” 25). Historians of this period drieo eliminate each and every
implication of fiction “to eschew the techniquestbE poet and orator” (White, “The
Fictions of Factual Representation” 25). For histws, what historiography asserts as

true statements about the past “can be checkedstgibbcumentary evidence, whereas



14

novels can claim to neither verifiability nor tratfNinning 548). Historians insisted
that if the historian escapes “ideology” and becertieue to facts” (White, “The
Fictions of Factual Representation” 27), historagdry can be objective in recording

the past.

Modernity, approximately from 1800 to 1960, is whsmn the seventeenth and the
eighteenth-century Enlightenment rationality, artd dominant ideology is that
“solutions are always available to the rationathteologically educated, and realist
human mind” (Munslow,The Routledge Companion to Historical Studi€&s3). The
distinctive principle of modernism is that “thesealways a way to find out the truth”
(Munslow, The Routledge Companion to Historical Studig!). According to the
modernist empiricist historical method, this trethmes from the archival raw data and
its meaning is “offered as interpretation in thenfoof a story related explicitly,
impersonally, transparently, and without resoraity of the devices used by writers of
literary narratives, viz., imagery or figurativenuage” (Munslow,Deconstructing
History 10). This understanding ignores the style or ascigps “a minor problem of
presentation” (Munslow,Deconstructing History10). According to modernist or
“proper history,” reality or the content of the pé&determines the form of history in the
shape of the historicadarrative” (Munslow, The Routledge Companion to Historical
Studiesl, original emphasis). In other words, the conterstuperior to the form, which
is the very idea of the Enlightenment historiogsagbcottish philosopher and historian
Adam Ferguson (1723-1816), as Munslow notes, waiatentry in the Second Edition
of the Encyclopedia Britannican 1780 and, in this entry, he emphasized the oblhe
historian in organizing his knowledge “conceptudifore (re-)presenting it as history”
(The Routledge Companion to Historical Stud®s The process of conceptually
organizing the past is called “the past-as-histoby Munslow {The Routledge
Companion to Historical Studie®), and the term the past-as-history underlines th
distinction between the past and history. Thisimlision points to the paradox of the
modernist history: “the existence of the objectye¢ engaged historianThe Routledge
Companion to Historical Studieg). Namely, history is under the control of the
historian because of the need of conceptualizatidodernism, inspired by the

Enlightenment where the eighteenth-century bousydiberal humanism “places the
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rational, purposive and undivided thinking seltre center of all things” and where the
“I” is assumed to be “reality’ or ‘the evidence(Munslow, The Routledge Companion
to Historical Studies2), engages in this contradiction as well. Modsrrihinking
believes that “the centered knowing subject, as dhginator of and authority for
knowledge, can still be capable of separating Hin dr itself (evidence) from the
process of knowledge creation” (MunsloWwhe Routledge Companion to Historical
Studies2-3). Thus, this approach grants the idea tharapiricist and honest historian
is able to give the objective and true accounthef past. As Munslow emphasizes,
“Ontologically modernist history holds that we c&now, through the universal-
centered knowing subject, the reality of the pashigtory. This translates in turn into
the epistemology of empiricism, positivism and rmefece. This is the modernist

history’s epistemological turnThe Routledge Companion to Historical Studigs

Munslow lists the four principles of modernist @roper” historical writing as follows:

First, that there is a past reality that is intieafly knowable by the knowing

subject through the discovery of its structurahpipal; second, historical

truth is found in the referential correspondencehef historians’ facts to

that structural reality, as derived through the cspiual procedure of

inference; third, language is up to the job of tent representation, and
fourth, from these prior beliefs one absolutelyibésv of human behaviour

becomes evident: by knowing things about the raat pve can reasonably
conclude, as liberal humanists, that individuals rationally and possess
purposive agent intentionalityTlie Routledge Companion to Historical
Studiest)

To put it simply, it is possible to categorize thgginciples as a knowable past reality,
the historian’s role to figure out this reality,etliole of the language to reflect the
reality, and rational and purposive human being fidalist tradition in historiography,
which actually separates history from literaturdluences the fictional writing as well:
Naturally enough, a realist novel intends to dwmll the reality of life, has almost
always a god-like narrator, corresponding to tretdnian, to recount all of the events
(or reality of the novelistic world), takes for gtad that language is able to reflect
reality, and gives the idea that all the actionshef characters have a reasonable cause
or purpose. This tendency in literature allowsréitare to be considered as a serious

genre. Yet the access to past reality, the natlureadity, the role of language and the
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position of the historian are questioned in thetqoslern period when critics start to
consider history as discourse.

1.1.3. History as Discour se

After the 1960s, critics begin to question theidaton, inherited from the nineteenth
century, between history and fiction. Poststrudisma which leads to the postmodern
understanding of history, influences the perspestitowards historiography and the
relationship between history and literature. THatienship that has been continuously
questioned for almost two thousand years in one @wragnother acquires a radical
outlook: history’s claim to truth as well as acctesshe objective knowledge of the past
is questioned. The philosophers of history, suctHagden White, Frank Ankersmit,
Dominick LaCapra, and Louis Montrose, suggest lirstory, like fiction, is constructed
through language, and it is a result of a writict\éty. In other words, they emphasize
the textuality of history. Identifying history adiaguistic product is often referred to as
“the linguistic turn” in the field of history whichis obviously affected by the
poststructuralist understanding of language. Befdealing with the perception of
knowledge in the postmodern period, the poststralit perception of language should
be examined since the linguistic conceptions inl#itier half of the twentieth century

contribute to the understanding of the text.

As Raman Selden and Peter Widdowson states, “fajtespoint in the late 1960s,
structuralism gave birth to ‘poststructuralism™28), which is why it is pertinent to
examine the structuralist conception of languageldped by Swiss linguist Ferdinand
de Saussure before poststructuralism. Within taméwork of structuralism, language
Is evaluated as a signification system where wamsaccepted as signs “which are
made up of two parts (like two sides of a sheepapber): a mark, either written or
spoken, called a ‘signifier’, and a concept (whsatthought’ when the mark is made),

called a ‘signified” (Selden and Widdowson 104hig system excludes the referent,
which is the thing in the world. In his seminal waCourse in General Linguistic

published posthumously in 1915, Saussure claints‘tha sign is arbitrary (Saussure
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67, original emphasis) since there is no necessamyection between the words and
their referents (Rice and Waugh 6). For Saussige,is not referential, but differential:

[i]n the language itself, there are only differencEsen more important

than that is the fact that, although in generaliféergnce presupposes
positive terms between which the difference hoidsa language there are
only differencesandno positive termsWhether we take the signification or
the signal, the language includes neither ideassaonds existing prior to

the linguistic system, but only conceptual and miendifferences arising

out of that system. (118, original emphasis)

This system is based on binary oppositions whezarteaning of a sign depends on its
difference from other signs. A sign gains its magronly when it is compared to other

signs.

Although Jacques Derrida, the leading figure oftgtogcturalism, is of the same
opinion with Saussure about the differential relasi between signs, he disowns
Saussure’s view about the binary oppositions in $iggstem of language. IOf
Grammatology Jacques Derrida first questions phonocentrism lagdcentrism in
Western philosophy. Phonocentrism gives credihéopresence of the speaker to fix the
meaning, and speech is privileged over writing beeain writing, there is no entity to
speak or fix the meaning. Derrida relates phonoientto logocentrism, which is “the
belief that the first and the last things are tlogds, the Word, the Divine Mind, the
infinite understanding of God, an infinitely creatisubjectivity, and closer to our times,
the self-presence of full self-consciousness” (8lilkviii). He deconstructs the binary
opposition between speech and writing and maintéivad there is no difference
between speech and writing, for speech is “stredt@s writing” and “there is ‘writing
in speech™ or “What is written is read as speeclihe surrogate of speech” (Spivak

IXX).

In Derrida’s opinion, logocentrism, “the ascendarafythe voice” (Munslow,The
Routledge Companion to Historical Studig$) as in the case of phonocentrism, refers

to a center, authority or determination:
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The notion of the sign . . . remains within theitagye of that logocentrism
which is also phonocentrism: absolute proximityvoice and being, of
voice and the meaning of being, of voice and tleality of meaning. . . .
We already have a foreboding that phonocentrisngesewith the historical
determination of the meaning of being in generap@sencewith all the
sub-determinations which depend on this generah fand which organize
within it their system and their historical sequerfpresence of the thing to
the sight a®idos presence as substance/essence/existenss][ temporal
presence as poinstigmé of the now or of the momenn{in, the self-
presence of the cogito, consciousness, subjectithy co-presence of the
other and of the self, intersubjectivity as thesimitonal phenomenon of the
ego, and so forth). Logocentrism would thus supploet determination of
the being of the entity as presenc®f (Grammatologyl1-12, original
emphasis)

Thus, in this system, which desires hierarchizesitipms, meaning is understood as
fixed or unchanging, and language is accepted @sutral tool to reflect the outside
world. However, Derrida asserts that meaning iexais not absolute. First, he does not
believe in the binary oppositions in the systensighs, hypothesized by Saussure, by
demonstrating that the so-called binary oppositiexist within each other: as in the
case of the reality/fiction opposition, the prigtsl party of the opposition, reality,
gains meaning because of the secondary partypriicthat the privileged one has in
itself. If one side of the opposition is abseng dther will not gain any meaning. This
approach called deconstruction undermines thetiwadi understanding of language, or
logocentrism in Western philosophy.

Second, Derrida does not believe in fixing the nmggaim a text because he “would not
privilege a signifier into transcendence” (Spivak)l As Derrida states, “[tjhe notion of
the sign always implies within itself the distirartibetween signifier and signified, even
if, as Saussure argues, they are distinguishedlsiagpthe two faces of one and the

same leaf” (DerridaQf Grammatologyi1). For Derrida, logocentrism is deceptive:

the concept of writing no longer indicating a particular, derivative,
auxiliary form of language in general . . . no lengesignating the exterior
surface, the insubstantial double of a major signithe signifier of the
signifier] is beginning to go beyond the extension of langubmgall senses
of the word, writing thuscomprehenddanguage. . . . [O]ne can already
suspect that an origin whose structure can be sgpdeas “signifier of the
signifier” conceals and erases itself in its owroduction. There the
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signified always already functions as a signifi@f Grammatology6-7,
original emphasis)

According to Derrida, language is not a transpaneadium to reflect the outside world
but the interplay of signifiers: there is no “traeedental signified” or “referent”
(Derrida, Of Grammatologyl58) to refer to a fixed, unchanging, ultimate meg, and
reality. In his article entitled “Structure, Sigand Play in the Discourse of the Human
Sciences,” as Derrida claims, “[tjhe absence ofttaescendental signified extends the
domain and the interplay of significati@d infinitumi (151, original emphasis), thus,
meaning is not certain and a text can have mone dn@ meaning. Hence, there is no
closure in a text in terms of meaning. Playing wite French wordlifférencemeaning
both “difference” and “deferment,” Derrida, writindpe word asdifférance claims,
“differance defers-differs [differe]”@f Grammatology66). This word game signifies
the idea that meaning is both differential duehi® differential relations between signs
and is also temporal because it is always deférhedhis sense, “signs are in incessant
play over their meaning tantalising and confusif@ifown 95). Furthermore, Derrida
states, there is nothing outside of the texOf Grammatologyl58, original emphasis)
by suggesting the idea that meaning and realitypanduced through the intertextual
relations because a text, composed of signifiersigiifiers, excluding the real or

referent, does not reflect realtyRather, the text refers to other texts.

In order to clarify Derrida’s claim, the conceptistext and textuality should also be
addressedThe American Heritage Dictionanyefines text as “the wording or words of
something written or printed” (846). Yet, in poststuralist and postmodern
perspectives, the concept of text is not simplet &ucomplicated phenomenon.
According to the poststructuralist critic RolandriBas, “the text is a tissue, a woven
fabric” because it consists of “weave of signiffenwhich “answers not to an
interpretation . . . but to an explosion, a dissaton” (“From Work to Text” 159).
That is, the text continues to be produced evesr dfthas been written, for it works
within language. Every reading will give differameanings to the text (“From Work to
Text” 161). Like Derrida, Barthes, using the metapbf “network” for the text, draws
attention to the intertextuality among texts andirok that “any text is an intertext;
other texts are present in it, at varying levatsmore or less recognizable forms: the
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texts of the previous and surrounding culture” Edhy of the Text” 39). Similar to
Derrida and Barthes, iDesire in LanguageJulia Kristeva considers the text as “a
permutation of texts, an intertextuality in the gpaf a given text, several utterances,
taken from other texts, intersect and neutralize amother” (36). All of these thinkers
point to a lack of reference to reality in a tertdaunderline the intertextual relations
among texts. As for the connotation of textualdgnsidering the features of the text,
textuality, as Brown claims, is “the quality of then-real That is, it is composed of
many signs, each of which is not a signified, argigaified that is not the object (the
referent) but only a concept of it. A text excludé® ‘real thing” (94, original
emphasis). The textuality of history, or the idé@atthistory is constructed through
language, challenges the orthodoxy of modernistotyiswhich assumes that it is
possible to know and reflect past reality througgtdnical narratives, which are in turn

also accepted as texts.

After the 1960s, the perception of language infagsnthe understanding of knowledge
as well. Thus, the relationship between language kamowledge requires a close
examination. Poststructuralism provides “the cotioepof language-in-use,” which

could be defined as “discourse” (Selden and Widadow%27). That is, according to
structuralists, “subjects’ are produced by linduisstructures which are ‘always
already’ in place. A subject’'s utterances belongthe realm ofparole which is

governed byangue the true objects of structuralist analysis” (8elcand Widdowson

127, original emphasis). By this approach, stradism “excludes all subjective
processes by which individuals interact with otharsl with society” (Selden and
Widdowson 127). However, poststructuralism assutaeguage as “an impersonal
system . . . always articulated with other systesmsl especially with subjective

processes” (Selden and Widdowson 127). This corafdphguage is called discourse.

One of the leading figures that assert the importplace of discourse in

poststructuralism is Michel Foucault, who relatéscdurse to power and knowledge.
Foucault’s claims about discourse in relation tav@oinfluence both the perception of
knowledge and the representation of historical Kedge. In “The Order of Discourse,”

Foucault states that “discourse is power whicloibd seized” (53) because discourse,
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for Foucault, is a regulating principal or a meditondecide what are the criteria of
“truth,” who should speak as authority and wheris tind of authoritative speech
should be given (Selden and Widdowson 129). In rotherds, discourse is “the
exercise of power” (Foucault, “The Order of Discgrir54). Foucault’s understanding
of power is not the power of institutions or ofdeas in the traditional sense. Rather, it
“reaches into the every grain of individuals, toeshheir bodies and inserts itself into
their actions and attitudes, their discourses,niegr processes and everyday lives”
(Foucault, “Prison Talk” 39). In Foucault’s opiniopower is in discourse, but it is

difficult to identify this kind of power.

Foucault explains the relationship between powet lamowledge in connection with
discourse by elaborating the idea of a “will to Wwnbd Foucault relates the “will to
know” to the “will to truth” by claiming that at ¢hturn of the sixteenth century, a will
to know, “anticipating its actual contents, skettloeit schemas of possible, observable,
measurable, classifiable objects”; it “imposed e knowing subject, and in some
sense prior to all experience, a certain posioocertain gaze and a certain function (to
see rather than to read, to verify rather than &kencommentaries on),” and it was
“prescribed (but in a more general manner than oy specific instrument) by the
technical level where knowledges had to be investedrder to be verifiable and
useful” (“The Order of Discourse” 55). This estahks the idea of the “will to truth,”

which

rests on an institutional support: it is both renced and renewed by whole
strata of practices, such as pedagogy, of coursktlte systems of books,
publishing, libraries; learned societies in thet@axl laboratories now. But
it is also renewed, no doubt more profoundly, be thay in which
knowledge is put to work, valorized, distributeddan a sense attributed, in
a society. (Foucault, “The Order of Discourse” 55)

According to Foucault, this institutional supportdadistribution of knowledge puts
pressure and “something like a power of constraiwér other discourses (“The Order
of Discourse” 55) ranging from those which are daidlaily life and disappear after
they have been uttered to those which “give rise tertain number of new speech-acts

which take them up, transform them or speak of th¢iirhe Order of Discourse” 57)
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over and over again. These latter discourses, asichligious, literary, and, to a certain

extent, scientific texts, become permanent in caltsystems.

The relationship between power and knowledge openaithin discursive formations,
which could be defined as conceptual frameworkssttanted by unwritten rules. In

Foucault’s words,

[wlhenever one can describe, between a numberatérsents, such as a
system of dispersion, whenever, between objecisestyof statements,
concepts, or thematic choices, one can define alaety (an order,
correlations, positions and functionings, transfations), we will say, for
the sake of convenience, that we are dealing withdiscursive
formatior] thus avoiding words that are already overladen withditions
and consequences, and in any case inadequate tastheof designating
such a dispersion, such as, “science,” “ideolodgth&ory,” or “domain of
objectivity.” The conditions to which the elemewfsthis division (objects,
mode of statement, concepts, thematic choices¥wargected we shall call
the rules of formation (The Archeology of Knowledgél-42, original
emphasis)

Discursive formations allow only some modes of gius in accordance with the
power/knowledge relation in a given society. Actogdto this perspective, it is

possible that one might “speak the truth in thecepat a wild exteriority, but one is ‘in

the true’ only by obeying the rules of a discurspalicing’ which one has to reactivate
in each of one’s discourses” (Foucault, “The OrdérDiscourse” 61). In order to

explain this claim, Foucault gives the example aénidel who spoke the truth in the
nineteenth century but was denied by his time. fHason for this is that Mendel was
not

“within the true” of the biological discourse ofshime: it was not according
to such rules that biological objects and concemse formed. It needed a
complete change of scale, the deployment of a whele range of objects
in biology for Mendel to enter into the true and fus propositions to

appear (in a large measure) correct. (“The Ord&isdourse” 61)

In this sense, it is fair to claim that the trutibgected to the discursive formations, or

simply “ideology,” is relative and, further, it nhg be fixed erroneously as Marxist



23

critic Louis Althusser maintains in “ldeology andeblogical State Apparatuses” (294-
304).

Foucault asserts that every discursive statemetise®ntinuous, and he associates the
idea of discontinuity with history: “discontinuitig one of those great accidents that
create cracks not only in the geology of historyt Blso in the simple fact of the
statement” The Archaeology of Knowledg@l). In this context, he examines the
changing understandings in certain disciplines sashhistory, and claims that the
traditional history of ideas has been changing bgedattention has been turned . . .
away from vast unities like ‘periods’ or ‘centuride the phenomena of rupture, of
discontinuity”(The Archaeology of Knowledgé. He surveys the tasks of the traditional
history and historian to explain how the idea atdntinuity and rupture appears in the
conception of history. In the past, the traditiotedk of the historian is to work on
documents, to decide whether they are sincere @r tonointerpret them and their

expressive values. According to Foucault, this aapin

pointed to one and the same end: the reconstitutiothe basis of what the
documents say, and sometimes merely hint at, opés¢ from which they
emanate and which has now disappeared far behemd, tthe document was
always treated as the language of a voice sinaeeebto silence, its fragile,
but possibly decipherable trac&hg Archaeology of Knowledd@e

Foucault asserts that, today, documents are eedldsam a different perspective. No
longer does history attempt to interpret the doauiri¢o decide whether it is telling the
truth,” or to evaluate “its expressive valu&@hg Archaeology of Knowled@e. Instead,

it assumes the role “to work on it from within ateddevelop it: history now organises
the document, divides it up, distributes it, ord#rsarranges it in levels, establishes
series, distinguishes between what is relevant vahdt is not, discovers elements,
defines unities, describes relationFhé Archaeology of Knowleddd. In this sense,

Foucault emphasizes the change in the status afothement:

The document, then, is no longer for history amtingterial through which
it tries to reconstitute what men have done or,ghigl events of which only
the trace remains; history is now trying to defimghin the documentary
material itself unities, totalities, series, reda. . . . history is the work
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expended on material documentation (books, textxumts, registers, acts,
buildings, institutions, laws, techniques, objectsstoms, etc.) that exists, in
every time and place, in every society, either ispmntaneous or in a
consciously organised form. The document is notftraunate tool of a
history that is primarily and fundamentallyemory history is one way in
which a society recognises and develops a massaingentation with
which it is inextricably linked.

To be brief, then, let us say that history, intigglitional form, undertook to
“memorise” themonument®f the past, transform them inlocumentsand
lend speech to those traces which, in themselvespféen not verbal, or
which say in silence something other than what thetyally say; in our
time, history is that which transforndocumentanto monumentsin that
area where, in the past, history deciphered theesrdeft by men, it now
deploys a mass of elements that have to be groupade relevant, placed
in relation to one another to form totalitieshé Archaeology of Knowledge
7-8, original emphasis)

According to Foucault, it is this new approach ke tdocument that provides the
proliferation of discontinuities in the history afleas. The traditional history “was
concerned to define relations (of simple causaliy, circular determination, of
antagonism, of expression) between facts and datedts” by trying to define “the
position of each element in relation to the othé&ements in the series’The
Archaeology of Knowledg®). However, history is now trying to constituteries: “to
define the elements proper to each series, todixtaries, to reveal its own specific
type of relations, to formulate its laws, and, beydhis, to describe the relationships
between different series, thus constituting sesfeseries, or ‘tables™The Archaeology
of Knowledge8). This kind of approach leads to “the individmation of different
series, which are juxtaposed to one another, fobboe another, overlap and intersect,
without one being able to reduce them to a linedresa” The Archaeology of

Knowledge9). This understanding contradicts a linear andtinaous history:

in place of the continuous chronology of reasonjctwhwas invariably
traced back to some inaccessible origin, there bgpeared scales that are
sometimes very brief, distinct from one anotheeducible to a single law,
scales that bear a type of history peculiar to eaw) and which cannot be
reduced to the general model of a consciousnesgrgss, and remembers.
(The Archaeology of Knowled&g

Finally, this understanding, which questions th&amoof a total history, gives way to a

general history. Foucault maintains that a totadtdmy attempts to explain all
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phenomena within the framework of “the same cerdask”: a total history “seeks to
reconstitute the overall form of a civilization etlprinciple material or spiritual—of a
society, the significance common to all the phenmmef a period, the law that
accounts for their cohesion—what is called metaightly the ‘face’ of a period”The
Archaeology of Knowledg#0). In contrast to a total history, a generatdms“would
deploy the space of a dispersion”: it seeks to

determine what form of relation may be legitimatelgscribed between
these different series; what vertical system they @pable of forming;
what interlay of correlation and dominance exisgssMeen them; what may
be the effect of shifts, different temporalitiesdavarious rehandlings; in
what distinct totalities certain elements may feggrmultaneously; in short,
not only what series, but also what “series ofes8#-or, in other words,
what “tables” it is possible to draw up. (Foucadltje Archaeology of
Knowledgell)

According to Foucault, the notion of discontinuiigcomes very important in today’s
historical thought because it is “the positive edamthat determines [history’s] object

and validates its analysisTlie Archaeology of Knowledd®).

All these discussions on discourse lead to the ttagit is not possible to reach the
absolute truth of past reality. Additionally, sintte speaking subject, the historian in
this case, cannot escape the discursive formationsther words ideology, history
narrated by him/her will not possibly be objectiiRgather, history as discourse can only
be the instrument of the ones who have the powehiléMhe poststructuralist
understanding of language displays the impossibilitreflecting the truth about past
reality, Foucault's perception of discourse sigrsfithe lack of both an objective
historical narrative and an objective historianntorate it. Thus, the poststructuralist
perspective of language and discourse undermireghifee principles of modernist
history: a knowable past reality, the historiantderto discover it, and the role of
language to reflect past reality. Ironically, theuifth principle of modernist history,
which is the individual acting “rationally” and hag “purposive agent intentionality,”
is granted by the discussion on discursive fornmaticor ideology because the
individual, the historian in this case, almost algjaeven if unconsciously, has
intentions governed by the power/knowledge strastur
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In relation to history and discourse, Roland Bastharticle entitled “Historical
Discourse,” published in 1967, complements Foucault's discussim discourse.
Barthes, who is often associated with Structurglismsserts similar thoughts to
Foucault’s ideas, which are often associated wistfRructuralism. Barthes attacks the
idea of an objective history by likening it to neaophrenic situation. He argues that, in
order to create the effect of objectivity, the bi&n first erases his/her imprints in the
discourse by “systematically omitting any diredusion to the originator of the text”
(“Historical Discourse” 148). In Barthes’ opiniothis is deceptive: “At the level of
discourse, objectivity, or the absence of any clieeshe narrator, turns out to be a
particular form of fiction, the result of what migbe called the referential illusion,
where the historian tries to give the impressicat the referent is speaking for itself”
(“Historical Discourse” 149). That is to say, itas if the history wrote itself. Later on,
the historian goes to recount “what happened, rattwidn’t happen, or what might or
might not have happened” (Barthes, “Historical Disse” 151). According to Barthes,
this can be compared to a “psychotic patient whaingable to give the negative
transposition of a sentence” (“Historical Discoursksl). For Barthes, objective
discourse, in positivist history, is very much lisehizophrenic discourse, not only
because there is a historical narrative havingrcla truth by rejecting or erasing the
originator to take responsibility for it, but albecause “there is a radical censorship of
the utterance, in which negativity cannot be ex®ds(though it can be felt)”
(“Historical Discourse” 151). Barthes claims théietso-called objective historical
narrative operates through two terms: a referehichvis what happened in the past,
and the signifier, which hides the signified, theaming given by the historian to the
narrative. The historian’s account is covered ugh\the referent. To quote Barthes, “in
‘objective’ history, the ‘reality’ is always an wrimulated meaning sheltering behind
the apparent omnipotence of the referent” (“Hist@lriDiscourse” 154). According to
Barthes, similar to Foucault, historical discouiséa product of ideology, or rather of
imagination” because this process almost alwaysires| the historian to fill out the
meaning of history (“Historical Discourse” 153). Nonly does the historian collect
mere facts but also he “connects” and “organizheirt “in such a way as to replace the
vacuousness of the pure catalogue with positive ninga (Barthes, “Historical

Discourse” 153). Barthes argues that, by relatimg gignifiers, the historian creates
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meanings out of meaningless series of facts. Hdrismrical discourse is not capable

of relating an objective past reality.

Jean-Francois Lyotard also examines the percepiahthe status of knowledge in
relation to power inThe Postmodern Condition: A Report on Knowledgelished in
1979. Yet, different from Foucault who argues foe tdispersion of power, Lyotard
talks about power in a more traditional way. He kagizes the relationship between
wealth, efficiency, and truth in particularly comeuzed societies. According to
Lyotard, an equation between wealth, efficiencyd &mth is already established in the
eighteenth century where “whoever is wealthiest th@sbest chance of being right”
(45). With the first industrial revolution at thadof the eighteenth century, knowledge
is legitimized through the help of technology whgikes the data of the most efficient
input and output ratio. Lyotard claims that teclahidevices are less deceptive and less
limited in discrimination than sense organs are, that these devices

follow a principle, and it is the principle of optal performance:

maximizing output (the information or modificationsbtained) and

minimizing input (the energy expended in the pregedechnology is

therefore a game pertaining not to the true, teg jur the beautiful, etc., but
to efficiency: a technical “moveis “good” when it does better and/or
expends less energy than another. (44)

As Lyotard notes, the way to gain the best respiitthe input/output equation is to
invest technical devices, and the ones who haveeyntm do this will have the best
outcomes. Moreover, knowledge turns out to be ancodity and “loses its ‘use-
value™ (16). In other words, power structures, Is@s governments and/or companies,
leave the “idealist and humanist narratives oftlewgition in order to justify the new
goal: in the discourse of today’s financial backeirsesearch, the only credible goal is
power. Scientists, technicians, and instrumentsparehased not to find truth, but to
augment power” (Lyotard 46). The reason for thismpetition is that since
performativity—the best input/output ratio—"increasthe ability to produce proof, it
also increases the ability to be right” (Lyotard).4®hus, knowledge and truth are
determined according to the ideology of the weafthand the most powerful structure,

and there is no room to question them. Accordingytatard, this process is in conflict
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with the idea of science and research: legitimatbérknowledge by performativity
creates a kind of “terror” (46) because it prevehts production of further ideas on

which science is established.

Further, “since ‘reality’ is what provides the esite used as proof in scientific
argumentation” (Lyotard 47), the ones who provide proof will master reality: “By
reinforcing technology, one ‘reinforces’ realitypcaone’s chances of being just and
right increase accordingly. Reciprocally, technglog reinforced all the more
effectively if one has access to scientific knowgedand decision-making authority”
(Lyotard 47). According to Lyotard, this explainseteventual relationship between
legitimation and power. As Lyotard notes, “Powend only good performativity, but
also effective verification and good verdicts.dgitimates science and the law on the
basis of their efficiency, and legitimates this@éncy on the basis of science and law”
(47). Lyotard argues that this is how legitimatimnperformativity brings control over
and totalization in knowledge in the computerizedisties. In this sense, it is fair to
claim that reality is created according to the waifl the ones who have the power

proportional to their wealth and technology.

For Lyotard, who defines the postmodern -culture ‘@ascredulity towards
metanarratives” (xxiv) while describing modernity ahe age of metanarratfve
legitimation, the major problem is the legitimatiai scientific knowledge in the
postmodern world. Since metanarratives of the pash as History, with a capital H,
have lost their credibility to legitimate knowledge the postmodern age, and since
legitimation by performativity produces terror, ltgod suggests a legitimation by
paralogy by basing his argument on Ludwig Wittgeims$ approach to language as a
“set of games each possessing its own rules fostitoting truth” (Munslow, The
Routledge Companion to Historical Studigsl). Paralogy is a kind of “conversational
move” through which the speakers “will generateasfe (Lyotard 65). It means
“dissension” (Lyotard 61) because it lets everyagee reveal his/her own ideas. Yet
Lyotard notes that multiple ideas, or plurality lofowledge, do not mean confusion
because paralogy is not a methodology without rulee mechanism of paralogy will

help to “avoid confusion” by requiring an agreemeit present speakers (65). In
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Lyotard’s opinion, “any consensus” on the rulesh&fse conversational movastistbe
local” agreed on by the present speakers (66,m@iggmphasis). Thus, knowledge can
be legitimized by the local rules established gy phresent speakers of the conversation
without having recourse to either metanarrativesp@rformativity. Legitimation by
paralogy is against universal and totalizing knalgke and narratives, and presents a
pluralistic understanding of knowledge. Accordind.totard, the conversation, or

discussion would never risk fixating in a positiohminimax equilibrium
because it had exhausted its stakes. For the stakdd be knowledge (or
information, if you will), and the reserve of knagige—language’s reserve
of possible utterances—is inexhaustible. This glegcthe outline of a
politics that would respect both the desire fotiggsand the desire for the
unknown. (67)

In accordance with Lyotard’s approach to knowledgé¢he postmodern age, History,
once accepted as a metanarrative, gives way todtiterécitas in the case of dissension
in paralogy. Thepetit récit is associated with the plurality of history as opgd to
History assumed as totalizing knowledge or an mtleenpassing grand story throughout
the Enlightenment and modernity. The nature ofityead the postmodern age is under
discussion, and modernist or proper history, whassumes that there is a knowable
past reality accessible via a neutral historiage$oits credibility. In the postmodern age,
the major questions that the historian is interkgteare “Whose reality is it?” and “Is it
possible to tell an objective narrative of the pastloreover, within the framework of
the changes in the understanding of both languagekaowledge, the metamorphosis
of history from rhetoric to science and to disceugsadually closes the gap between
history and literature: historical narratives candonsidered as literary artifacts because
they are products of language. In the following -sabtion, the affiliation between
historical narratives and literary texts will bepéxed via Hayden White’s tropological

theory.

1.1.4. History asLiterary Artifact

Hayden White is the leading figure of the linguwsturn in historiography where the

form of language the historian uses has a “detengieffect on the meaning,” which
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the historian “impose[s]’ on the past-as-histo(ilunsiow, The Routledge Companion
to Historical Studiesl52). InFigural Realism: Studies in the Mimesis Effééthite
argues that “every history is first and foremostegbal artifact, a product of a special
kind of language use” and, in this case, historgiatourse “must be analyzed as a
structure of language” (4). White points to thdatiénce between historical and literary
discourses by saying, “Literary discourse may diffem historical discourse by virtue
of its primary referents, conceived as imaginarther than real events’F{gural
Realism6). Yet he insists that “the two kinds of discaurgre more similar than
different since both operate language in such atiatyany clear distinction between
their discursive form and their interpretative @it remains impossible”F{gural
Realism6). In order to depict the link between historyl diberature, inThe Content of
the Form: Narrative Discourse and Historical Repetation White points to the
narrative characteristic of history by internalgiBenedetto Croce’s dictum: “Where
there is no narrative, there is no history” (qtd\White, The Content of the For28).

He defines three kinds of historical representatias the annals, the chronicle, and the
history proper, and claims that the first two fdits “attain to full narrativity of the
events which they treatThe Content of the Ford) because the annals include only a
list of events in chronological order, lacking tharrative component. In other words,
the annals “represent historical reality as if reaénts did not display the form of a

story” (White, The Content of the For®). Likewise, the chronicle lacks narrativity; it

aspires to narrativity, but tragically fails to @&fe it. More specifically, the
chronicle usually is marked by a failure to achieeerative closure. It does
not much conclude as simply terminate. It startstotell a story but breaks
off in medias res in the chroniclers own present; it leaves things
unresolved, or rather, it leaves them unresolved istorylike way. The
Content of the Forrg)

In other words, the chronicler represents histbrieality “as if real events appeared to
human consciousness in the form of unfinished estdr{White, The Content of the
Form5).

White, defining the narrative as the process of mimga production, claims that the

narrative “serves to transform into a story adishistorical events that would otherwise
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be only a chronicle. In order to effect this tramsfation, the events, the agents, and
agencies represented in the chronicle must be edcad story elements; that is, they
must be characterized as the kinds of events, sigentl agenciesThe Content of the
Form 43). According to White, in this way, the hist@licliscourse diverts the reader’s
attention to the plot structures of the story typgssting in that culture. White asserts
that “When the reader recognizes the story beitg ito a historical narrative as a
specific kind of story—for example, as an epic, amte, tragedy, comedy, or farce—he
can be said to have comprehended the meaning mddog the discourse’The
Content of the Form3). In White’s opinion, this comprehension is ‘imog other than
the recognition of the form of the narrativeThe Content of the Form3). White
accepts this meaning production to be a kind ofoperance because any set of real
events can be encoded or emplotted in multiple m@nand several genres. He argues
that “Since no given set or sequence of real evientgrinsically tragic, comic, farcical,
and so on, but can be constructed as such onlpéyntposition of the structure of a
given story type on the events, it is the choicéhef story type and its imposition upon
the events that endow them with meanin@hé Content of the Form4). Here,
different from the traditional historian who priedes the content of the historical
narrative, White emphasizes the importance of trenfresulted from thet6poi of
literary plots” (White,The Content of the Ford), by relating the historical discourse

to literary one. He elaborates his claim as follows

In its origin, historical discourse differentiatiéself from literary discourse

by virtue of its subject matter (“real” rather thamaginary” events) rather

than its form. But form here is ambiguous, for efers not only to the

manifest appearances of historical discoursesr(dygyearance as stories)
but also to the systems of meaning production iftieeles of emplotment)

that historiography shared with literature and myffhe Content of the

Form 44)

Thus, White treats both the historical discourse l#erary discourse in the same way.
He analyzes the deep structures of the historiaalatives in order to explicate the
determining effect of language on the meaning.theowords, he emphasizes the form
of the historical narrative as a determining effgagbugh tropological theory. In his

Metahistory: The Historical Imagination in NineteékrCentury Europgfirst published

in 1973, White defines the levels of conceptualmatin the historical work as
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chronicle, story, mode of emplotment, mode of argotnand mode of ideological
implication. According to White, chronicles andrstg stand for “processes of selection
and arrangements of data from theprocessed historical recoroh the interest of
rendering that record more comprehensible toaadienceof a particular kind”
(Metahistory5, original emphasis). First, historical events arganized into a chronicle
according to chronological order and then the dictens structured as a story that has a
beginning, middle, and end. The difference betwthenchronicle and historical stories
is that historical stories contain the “sequendesvents that lead from inaugurations to
(provisional) terminations of social and culturabgesses in a way thahroniclesare
not required to do”: chronicles have “mmaugurations they simply ‘begin’ when the
chronicler starts recording events” (Whitd/etahistory 6, original emphasis).
Additionally, chronicles have “no culminations oesplutions; they can go on
indefinitely,” while stories have “a discerniblerfio (even when that form is an image
of a state of chaos) which marks off the events mhight appear in a comprehensive

chronicle of the years covered in their unfoldin@ite, Metahistory6).

At this point, White draws attention to the simiabetween history and fiction, which
is invention. Although it is assumed that the @atwriter invents his/her stories and the
historian finds or uncovers his/hers in the pasings, the nature of the historian’s task,
too, requires invention. That is, the same reahtean be used as a different kind of
element of many different historical stories, dapeg on the assigned role. As White
states, “The death of the king may be a beginramgending, or simply a transitional
event in three different stories. In the chronidieis event is simply ‘there’ as an
element of a series; it does not ‘function’ asaystlement” (WhiteMetahistory7). It

is the historian who arranges the events in therstle “into a hierarchy of significance
by assigning events different functions as stoeyngnts in such a way as to disclose the
formal coherence of a whole set of events consitlasea comprehensible process with
a discernible beginning, middle, and end” (Whiketahistory7).

In the processes of selection and arrangemenhjisih@rian has to consider the kinds of
guestions such as what happened, when, why, and AswWhite claims, these

questions “determine the narrative tactics theohiesh must use in the construction of
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his story” (Metahistory 7). Answers given to these questions make the tgevan
“followable story” (White, Metahistory 7, original emphasis). In addition to these
questions, according to White, there are other @letgiestions such as what does it all
add up to? and what is the point of it all? Thesestjons are related to the “structure of
the entire set of eventsonsidered as @ompletedstory and call for a synoptic judgment
of the relationship between a given story and oftteries that might be ‘found,
‘identified,” or ‘uncovered’ in the chronicle’Metahistory 7, original emphasis). In
order to provide a meaning, the historian answieesd questions by applying three
types of explanations: Emplotment, argument, anebl@bical implication. White
provides a chart so as to explain his argument.

Mode of Emplotment Mode of Argument Mode of Idedbad) Implication
Romantic Formist Anarchist
Tragic Mechanistic Radical
Comic Organicist Conservative
Satirical Contextualist Liberal
(White Metahistory29)

According to White, in order to narrate a historiegent, the historian chooses a mode
of emplotment within the first table, and combinesiith a mode of argument and a
mode of ideological implication. Naturally, the samarrative written through the
different strategies is loaded with diverse measintp get a general idea as to what
these modes are, it is useful to view them roudbiyiplotment is “the way by which a
sequence of events fashioned into a story” (WHtetahistory7), and there are four
modes of emplotment, which are romance, tragedyedy, and satire. Romance stands
for a “drama of the triumph of good over evil, aftue over vice, of light over darkness,
and of ultimate transcendence of man over the wonghich he was imprisoned by the
Fall” (White, Metahistory9). A romance contains the triumph of the herora@xal. In
contrast to romance, satire is a “drama dominatedhb apprehension that man is
ultimately a captive of the world rather than itaster,” and human beings are “always
inadequate to the task of overcoming definitivelg tdark force of death, which is

man’s unremitting enemy” (Whitdyletahistory 9). In White’s opinion, comedy and



34

tragedy are much more moderate compared to ronamteatire. That is, both suggest
“the possibility of at least partial liberation frothe condition of the Fall” (White,
Metahistory9), but comedy and tragedy imply different apphmsctowards this partial
liberation. Comedy provides hope that is “held fartthe temporary triumph of man
over his world by the prospect of occasioredonciliationsof the forces at play in the
social and natural worlds,” and these reconcilii@re “symbolized in the festive
occasions which the Comic writer traditionally useserminate his dramatic accounts
of change and transformation” (Whitletahistory9, original emphasis). In comedy,
the partial liberation of the man causes celebmatio tragedy, there is no celebration or
festive occasion, but “the fall of the protagoraiatl the shaking of the world he inhabits
which occur at the end of the Tragic play are egarded as totally threatening to those
who survive the agonic test” (Whitkletahistory9). In comedy, the world is pictured as
“being purer, saner, and healthier as a resubh@tcbnflict among seemingly inalterably
opposed elements in the world” (Whiteletahistory9), but, in the long run, these
elements are able to gain harmony with one anoffer.reconciliations at the end of a
tragedy are “much more somber; they are more im#tare of resignations of men to
the conditions under which they must labor in theld’ and, more importantly, these
conditions are presented as “inalterable and dteamal the implication is that man
cannot change them but must work within them” (WhMetahistory9). Thus, the
protagonist learns to work within the limitatiomsthe world. White, who examines the
deep structures of the important historical narestiof the nineteenth century, claims
that Jules Michelet wrote all of his histories lre romantic mode, Leopold von Ranke
used the comic mode, Alexis de Tocqueville madeaisthe tragic mode, and Jacob

Burckhardt employed satire.

While the mode of emplotment is interested in “whappened,” the mode of argument
Is concerned with explaining “the point of it dlland “what it all adds up to’ in the
end” (White,Metahistory11). The mode of argument gives clues about thii@n’s
attitude as to what history should be. AccordingWhite, there are four types of
arguments to give answers to the questions abdwefdrmist argument focuses on the
“identification of the unique characteristics ofj@tis inhabiting the historical field,”

and “the depiction of the variety, color, and vivas$s of the historical field is taken as
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the central aim of the historian’s work” (Whitdetahistory14). A formist argument is
considered as incomplete unless it defines thesclgesneric, specific attributes of a
given set of objects extracted from the historifiald and labels “attesting to its
particularity attached to it” (WhiteMetahistory 14). It is of utmost importance to
identify, classify, and categorize the objectsh# historical field. Yet, as White notes,
“although a Formist explanatory strategy tendseavide in scope ample in the kinds
of particulars it identifies as occupying the higtal field(] its generalizations about the
processes discerned in the field will be inclinex lack conceptual ‘precision™
(Metahistory15). The formist argument can be found in the warkdohann Gottfried
Herder, Thomas Carlyle, Jules Michelet, and of sdReenantic historians such as

Barthold Niebuhr, Theodor Mommsen, and George Mve&lyan.

The organicist argument emphasizes the importahtfeeowvhole in the historical field
over the individual entities. The organicist hisggardesires to see “individual entities as
components of processes which aggregate into whiblas are greater than, or
qualitatively different from, the sum of their psiri{\White, Metahistory15), and, thus,
the organicist historian is much more interested“dharacterizing the integrative
process than in depicting its individual elemen{8Vhite, Metahistory 16). The
organicist historian tends to concentrate on tipeiritiples’ or ‘ideas’ that inform the
individual processes discerned in the field andhalprocesses taken as a whole. These
principles and ideas are seen as imagining or quefig the end toward which the
process as a whole tends” (Whikéetahistoryl6). Compared to the formist argument,

which is evaluated as “dispersive’ in the analgtioperations it carried out on the data”
(White, Metahistory14), the organicist argument is “more ‘integratiaed hence more
reductive in their operations” (Whit&Jetahistory15). The organicist argument can be
found in the works of Leopold von Ranke, of theioalistic historians such as
Heinrich von Sybel, Theodor Mommsen, Henrich voritechke, William Stubbs, and
Frederic William Maitland, and of idealists in gemleand dialectical thinkers such as

Georg Wilhelm Friedrich Hegel.

While the formalist argument is interested in dfgssg, labeling, and categorizing the

individual elements in the historical field and tbeganicist argument concerns itself
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with visualizing the whole by assuming the indivadlelements as components of the
whole, the mechanistic argument pays attentiorhéo“tausal laws that determine the
outcomes of processes discovered in the histdiiglal’ (White, Metahistory17). The
mechanistic historian assumes the “acts’ of thgetds’ inhabiting the historical field
as manifestation of extrahistorical ‘agencies’ thae their origins in the ‘scene’ within
which the ‘action’ depicted in the narrative un®ldWhite, Metahistory17). The aim
of the mechanistic argument is to discover the ldves$ rule the human activities and
thus history. Compared to the formist argumenthltbé organicist and the mechanistic
arguments are considered as “reductive’ of theieiarand color of the individual
entities in the historical field” (Whitéyletahistory17). The mechanistic argument can
be seen in the works of Henri Thomas Buckle, HipigoTaine, Karl Marx, and Alexis

de Tocqueville.

The contextualist argument tries to figure out tfHfenctional’ conception of the
meaning or significance of events discerned inhilseorical field” (White,Metahistory
17). The aim is to discover the “thread” betweendkients within “the context’ of their
occurrence” or, in other words, “Why they occurestthey did is to be explained by the
relation of the specific relationships they bore dther events occurring in their
circumambient historical space” (Whit®etahistory18). The contextualist historian

chooses an event and tries to figure out the

“threads” that link the event to be explained tifedent areas of the context.
The threads are identified and traced outward, amcumambient natural

and social space within which the event occurred, lboth backward, in

order to determine its “impact” and “influenceh subsequent events. This
tracing operation ends at the point at which theeads”either disappear

into the “context” of some other “eventdr “converge” to cause the
occurrence of some new “event.” (Whikdetahistory18)

Thus, the contextualist argument aims to reachotigins of the event and to explain
those events through their relations to other evefbe contextualist argument is a
mixture of “the dispersive impulses behind Formsmthe one hand and the integrative
impulses behind Organicism on the other” (Whigtahistory19). The contextualist
argument can be found in the works of any historiart White underlines particularly

the name of Burckhardt within the frameworkMétahistory Of all these arguments,
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academic historians give credit to the formist aodtextualist models as the “main
candidates for orthodoxy,” while organicist and tresustic tendencies are regarded as
“unfortunate lapses from the proper forms that amptions in history may take”
(White, Metahistory19-20).

Other than the modes of emplotment and argumentfeWnderlines the mode of
ideological implication. White defines four typekideological implications (anarchist,
conservative, radical, and liberal), by basing &rgument on the analysis of Karl
Mannheim inldeology and UtopiaAccording to White, the ideological dimensionsaof
historical account “reflect the ethical element time historian’s assumption of a
particular position on the question of the natufehistorical knowledge and the
implications that can be drawn from the study odtpavents for the understanding of
present ones” Metahistory 22). In other words, ideology is an obvious factor
determining the historian’s stand on life and hes/ldeas on how present events are
shaped by the past. Additionally, as White notelgology also means “a set of
prescriptions for taking a position in the preseotld of social praxis and acting upon
it” (Metahistory22). Thus, ideology reflects the way people taksitpn or act in the
present: they intend “either to change the worldoomaintain it in its current state”
(White, Metahistory 22). According to White, these prescriptions arétefaded by

arguments that claim the authority of ‘science’realism™ (Metahistory22).

White explains the mode of ideological implicatioaferring to particularly two
reference points: the approaches to social chandeime orientation. Conservatives
believe in the gradual change in society occurslugvly as the natural rhythm. They
assume historical evolution as a “progressive ektlon of the institutional structure
that currently prevails, which structure they regard as a ‘utapithat is, the best form
of society that men can ‘realistically’ hope for, legitimately aspire to, for the time
being” (White,Metahistory25, original emphasis). According to liberals,iabchange
occurs through “adjustments, or ‘fine tunings,’ @imechanism” (WhitelMetahistory

24). Consequently, they believe in the “socialythhm of the parliamentary debate, or
that of the educational process and electoral ststeetween parties committed to the

observance of established laws of governance” @YMetahistory 24). Unlike
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conservatives, liberals assume a future whereutbisia will be realized. Different from
conservatives and liberals, both radicals and & assume “cataclysmic
transformations,” but radicals are “more aware ltg power needed to effect such
transformations, more sensitive to the inertial pliinherited institutions, and therefore
more concerned with the provision of the meanseftdctingsuch changes than are the
latter” (White, Metahistory 24-25, original emphasis). For radicals, utopia is
“imminent,” and is realized by the “provision ofvidutionary means” in the present
(White, Metahistory25). On the other hand, anarchists believe thiieif‘legitimacy of
the current social establishment,” which is seentlym as a corrupt system, is
destroyed “either by an act of will or by an act a@dnsciousness,” utopia can be
achieved at any time (WhitMetahistory25).

Not only does the historian organize the historieatnts according to the modes of
emplotments, arguments, and ideological implicatjobut also s/he uses a poetic
language in narrating these events. According ta&yVthe historian uses four types of
tropes: metaphor, metonymy, synecdoche, and iré®sy.White claims, tropes are
“useful for understanding the operations by whibke tontents of experience which
resist description in unambiguous prose representatan be prefiguratively grasped
and prepared for conscious apprehensidfétahistory34). It is because tropes help to
characterize objects “in different kinds of indirecor figurative, discourse”
(Metahistory 34). Metaphor stands for transfer, and is basedsiomlarities and
differences between phenomena through analogyrolesias in the case of “my love, a
rose.” As White states, metaphor is representdti@ral can be used in formism. In
metonymy, the name of a part of a thing substittiiesvhole as in the word “sail” used
for “ship,” and metonymy is “reductive in a Mechstit manner” (WhiteMetahistory
36). Through synecdoche, “which is regarded by sdimeorists as a form of
Metonymy, a phenomenon can be characterized by ubm part to symbolize some
quality presumed to inhere in the totality, ashie &xpression ‘He is all heart” (White,
Metahistory34). Thus, synecdoche is integrative like organici As White points to,
through irony, “entities can be characterized by whnegating on the figurative level
what is positively affirmed on the literal leveldnd there are “the figures of the

manifestly absurd expression (catachresis), suctblasd mouths,” and of explicit
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paradox (oxymoron), such as ‘cold passiorMetahistory34). In this sense, irony is
negational. As White notes, metonymy, synecdoché,i@ny are “kinds of Metaphor,
but they differ from one another in the kindsrefluctionsandintegrationsthey effect
on the literal level of their meanings and by timedk of illuminations they aim at on the
figural level” (Metahistory 34, original emphasis). White finds metaphor, mgitoy,
and synecdoche as naive when compared to irorhatnrbny is dialectical because an
ironic statement aims to “affirm tacitly the negatiof what is on the literal level
affirmed positively, or the reverse’Mgtahistory 37). White clarifies his point as

follows:

It [ironic statement] presupposes that the readauditor already knows, or
is capable of recognizing, the absurdity of therabtirization of the thing
designated in the Metaphor, Metonymy, or Synecdadsel to give form to
it. Thus, the expression “He is all heart” becortresic when uttered in a
particular tone of voice or in a context in whidmetperson designated
manifestly doesiot possess the qualities attributed to him by theafigkis
Synecdoche Metahistory37, original emphasis)

White’s argument on historical narratives is clgsiatked to creative writing. White
underlines the idea that the historian uses hislh&agination in selection and
arrangements of the events while turning the histbrevents in chronicles into
meaningful stories that have a beginning, a midaikel, an end. He clarifies the eventual
subjectivity of the historian through his discussioon the modes of emplotment,
argument, and ideological implication the historie®s while writing his/her story. He
also underlines the poetic characteristic of thstdnians’ language in historical
narratives. Thus, White identifies historical néxas with literary artifacts by pointing

to their affiliations with literary works.

This approach, which is called linguistic turn irstbry, has attracted some negative
criticism. For instance, in “History and Postmodsmm” Lawrence Stone states that
“My only objection is when they declare not thattkr is unknowable, but that there is
no reality out there which is anything but a sutieccreation of the historian; in other

words that it is language that creates meaning tlwhicturn creates our image of the
real” (259). According to Stone, this approach tdmg the difference between fact and
fiction, and makes entirely nugatory the dirty aadious archival work of the historian
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to dig ‘facts’ out of texts. It is only at this e&me point that historians have any need to
express anxiety” (259). In a similar vein, in “Tie§ It as You Like It: Postmodernist
History and the Flight from Fact,” Gertrude Himnaeli argues against the idea that the

historical narrative is a text as follows:

What the traditional historian sees as an everitabttally occurred in the
past, the postmodernist sees as a “text” that existin the present a text
to be parsed, glossed, construed, interpreted éyhistorian, much as a
poem or novel is by the critic. And, like any laey text, the historical text
is indeterminate and contradictory, paradoxical madic, so that it can be
“textualized,” “contextualized,” “recontextualizédnd “intertexualized” at

will  the text being little more than a pretext for theative historian.
(162)

Himmelfarb suggests that postmodernist philosoplwdrdistory refuse any realist
notion of facts, by seeing “history (the past adl we the writing about the past) as

inevitably ‘fictive™ (164). According to Himmelfdr, this assumption leads the
historian to being imaginative and inventive ingted being accurate and factual. She
believes that once the premises of traditional ohisgjraphy are discredited, “the
historian finds himself with aabula rasa on which he may inscribe whatever
interpretation he likes” (168, original emphasiS)milarly, Perez Zagorin, argues in
“Historiography and Postmodernism: Reconsideratitingt a work of literature and a
historical work are different by pointing to the aginative events and facts in these
works: “unlike the work of literature, the histcalovork does not contain an invented or
imaginary world. It presents itself as consistitgga great degree, of facts and true or

probable statements about the past” (308).

White actually is quite aware of the oppositionaiagt the linguistic turn in general and
tropological theory in particular. In order to dfgrhis stance, he deals with the
arguments referring to linguistic relativism. Héfelientiates between the suggestions of
linguistic relativism and the implications of trdpgical theory. According to White,
tropological theory is mistakenly equated with lirgjic relativism, which suggests that
“the historian is the prisoner of the linguistic deg’ and “he can see only what his
language permits him to conceptualizé®igural Realism14). As a result of this

assumption, tropological theory appears both tolfsets on what can be learned in the
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process of investigating the evidenc€&igural Realism14) and to undermine the role
of the historian. In a similar fashion, this misception of tropological theory is
connected with the finished work of the historidat is, when it is claimed that
historical discourse is constructed through trogmal elements, it seems to deprive
“historical discourse of its claims to truthfulnemsd relegates it to the fanciful domain
of fiction,” by making “of historiography little nre than a rhetorical exercise”igural
Realism14). However, White asserts that tropological thietnes not imply linguistic
relativism because it is a “theory of discourset, afomind or consciousnessFigural
Realism17). White states that figuration in discoursenevitable, but tropology just
“seeks to provide the knowledge necessary for @ ¢teice among different strategies
of figuration” without implying linguistic relatidm (Figural Realism17). Also, he
claims that tropological theory does not suggest tiperception is determined by
language and that the truthfulness of a discogrselative to the language in which it is
written. As a theory of discourse, tropology hascmto say about representation but
nothing to say about perceptionFigural Realism17). Here, White underlines the

problem of representation of past reality as alfpoat of tropological theory.

White notes that tropological theory does not reftlse “existence of extradiscursive
entities” or the historian’s “capacity to referdad represent them in speecFkigural
Realisml17). In the first place, he explicates how trogatal theory is conceived by the
opponents of the theory. He maintains that thedlmpcal theory of language appears
to erase the distinction between figurative aretdit speech, and turns the literal speech
into a “special case” of the figurative speech. Theory “views literal language as a set
of figurative usages that happen to have been adgatl and established as literal

speech by convention alond®igural Realisml4). This leads to the understanding that

[w]hat is literal in one moment of a language comity’s development can
therefore become figurative at another moment aoe versa, so that the
meaning of a given discourse can change with aaygh in the rules of
determining what counts as literal speech and wbiants only as metaphor.
This seems to vest the authority to determine thammgs of discourses not
in the intentions of their authors or in what thexts written by them
manifestly say but in readers or reading commus)itreho are permitted to
make of them whatever they wish or whatever theeciirconventions



42

governing the distinction between literal and fafire speech permit.
(Figural Realism14-15)

In this case, it seems that there is no fact tmmalize any interpretation of reality
because any given literal statement can be couasedanetaphorical one or every
metaphorical statement as literal one. This reagpgives the idea that the tropological
theory of language and discourse undermines fattuahd thus historians’ claims
“regarding the factual truthfulness not only ofith&atements about particular events
but of their discourse as a whole” (Whikgural Realism15). Ultimately, tropological
theory becomes a threat to the claim of historyicviis “to deal in facts and therewith
its status as an empirical discipline” (Whiteéigural Realism15). However, White
claims that tropological theory does not reject #xestence of reality: tropological
theory does not suggest that “everything is languageech, discourse, or text, only
that linguistic referentiality and representatioa enuch more complicated matters than
older, literalist notions of language and discoursale out” Figural Realism17). The
objects of the historian are found in the real dpnamely, the reality of the referents is
not denied. As White notes, tropological theoryentides the “metalinguistic over the
referential function of discourse because it iscesned more with codes than with
whatever contingent messages can be transmittegpégific uses of them”F{gural
Realisml17). In this case, White claims that tropologitedory is not anti-realist, and he
concludes by explaining the function of tropologitheory: “Insofar as codes are
themselves message-contents in their own righpotogy expands the notion of
message itself and alerts us to the performancseghsas the communicative, aspect of
discourse” Figural Realism17). It is important to note that he parts compéoyn

poststructuralist relativism of language.

White also draws attention to the difference betwlagets and events in order to explain
that tropological theory does not “collapse thefedénce between fact and fiction”
(Figural Realism18). He claims that there is no “such thing as faets, but only
events under descriptionFigural Realism18). That is, events are transformed into
facts through descriptive protocols: “Figurativescéptions of real events are not less
factual than literalist descriptions; they are @adfl or, as | would put it

factologicall only in a different way” (White,Figural Realism 18). The aim of
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tropological theory alerts the critic not to cordusvents, which happen, with facts,

which are constructed by linguistic description.nele, tropological theory does not

undermine the line between fact and fiction, bufuéstions and points to the difference
between events and facts. Tropological theory drattention to the process in which

an event is turned into a fact by the historian whkes his/her imagination and language
to create a meaningful fact out of the event.

In addition to the form of the historical narratiWhite also states that the context of
the historical narrative is closely related to theagination of the historian. In “The
Historical Text as Literary Artifact,” published 6974, White questions the way
traditional historians represent the past in thesent, by noting that traditional
historians are “interested in assessing the suafdbeir discipline in mapping the past
and determining the relationship of that past ® phesent” (42). The contexts of the
historical narratives are “as much invented as doyfThe Historical Text as Literary
Artifact” 42) and they are “the products of thetifte capability of the historians who
have studied those contexts” (“The Historical TestLiterary Artifact” 43), because
historical narratives “cannot . . . be subjecteckither experimental or observational
controls” (“The Historical Text as Literary Artific42). In other words, the historical
milieus of the historical narratives, the conterfsthe texts, are not concrete and
accessible: the historian is not able to go backhépast and revise the past events.
Instead, the historian has to have recourse tor dilgorical documents to give a
meaning to the context s/he studies. According tot&Y “historical documents are not
less opaque than the texts studied by the litematig” (“The Historical Text as Literary
Artifact” 43) and, furthermore, the clarity of theorld in historical documents is blurred

when historical narratives increase in number:

Each new historical work only adds to the numbeipossible texts that
have to be interpreted if a full and accurate pectaf a given historical
milieu is to be faithfully drawn. The relationshijetween the past to be
analyzed and historical works produced by analgdishe documents is
paradoxical; the more we know about the past, theendifficult it is to
generalize about it. (White, “The Historical Testlaterary Artifact” 43)
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Pointing to the multiple textualization of the cext, White emphasizes the complexity
of drawing a fixed meaning from the historical do@nts.

Philosopher Frank R. Ankersmit agrees with Whitéeinms of the discussions on the
determining effect of the form of the historicalxtte and delves further into the
interaction between the past and present in theepsoof history writing in order to
emphasize the problematic characteristic of theohcal representation. By comparing
the modernist historian to the postmodernist one his “Historiography and

Postmodernism,” Ankersmit claims that the modernistorian

follows a line of reasoning from his sources andlence to an historical
reality hidden behind the sources. On the othedhanthe postmodernist
view, evidence does not point towards paestbut to othelinterpretations
of the past. . . . Evidence does not send us lmthket past, but gives rise to
the question what an historian here and now calcaonot do with it.
(“Historiography and Postmodernism” 287, originadhasis)

Evidence about past events from the documentsanréarlier acquires the present state
of mind of the historian to be re-interpreted. Thesidence gains meaning “only
through the confrontation with the mentality of tla¢er period in which the historian
lives and writes. The mentality of a period is r@ed only in the difference between it
and that of a later period” (“Historiography and sBoodernism” 287). This
postmodernist perspective depicts the departur@t poi postmodernism from the
positivist or historist historiography. In “The @ms of Postmodernist Historiography,”
Ankersmit explains the positivist perspective diotes: “it is the rule that the historian
must place the object of his investigation in historical contextif he wishes to
understand it” (102, original emphasis). However Aakersmit notes, the focus of the
postmodernist view is not on the past, but “onitle®ngruity between present and past,
between language we presently use for speakingtaheupast and the past itself’
(“Historiography and Postmodernism” 295). Thus, thistorical context is also
problematized in postmodernist history. The intetgtion of the context of the
historical text may gain another meaning accordm¢he historical period, which is a
new context, where the previous context is re-preged because the perspective of the
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contemporary historian is most probably differemand that of the historian who has

written the historical context in his/her own paslieu.

Like Ankersmit, Dominick LaCapra draws attentionthe interaction between the past
and the present in writing history in relation twetcontext. According to LaCapra,
historians are “involved in the effort to understamoth what something meant in its
own time and what it may mean for us todaiRethinking Intellectual Historyl8).
Thus, the dialogue with the past “becomes intetioalthe historian” Rethinking
Intellectual History 18). More importantly, LaCapra emphasizes the txtu

characteristic of the context:

all contexts are encountered through the “medium’specific texts or
practices, and they must be reconstituted on tisés luid textual evidence.
For the past arrives in the form of texts and tabred

remaindersl memories, reports, published writings, archivespomoents,
and so forth.Hlistory and Criticisml28)

Hence, LaCapra underlines the idea that the consgeat “text of sorts” Rethinking
Intellectual History 95), and there is a complex relation between th and the
context. That is, the context or the real worldiiself ‘textualized’ in a variety of

ways” (Rethinking Intellectual Histor¢6). The notion of textuality

serves to render less dogmatic the concept ottydali pointing to the fact
that one is “always already” implicated in probleaidanguage use as one
attempts to gain critical perspective on these lprab, and it raises the
question of both the possibilities and the limifsnoeaning. Rethinking
Intellectual History26-27)

Interestingly, LaCapra states that like the texit thas intertextual relations with other

texts, the context

raises a problem analogous to that of “intertextyialFor the problem in
understanding conteXtand a fortiori the relation of context to tekis a
matter of inquiry into the interacting relationshiipmong a set of more or
less pertinent contexts. Only this comparative @sscitself creates a
“context” for a judgment that attempts to speclhig relative importance of
any given context.Rethinking Intellectual Histor96)
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Here, as in the case of the textual characteristidhe historical narrative, the
contextualization of the past events is also prohkezed. It is important to note that
LaCapra opposes both the purely documentary repessn of the past and the
“presentist’ quest for liberation from the ‘burdeaf history through unrestrained
fictionalizing” (Rethinking Intellectual History 65). He accepts that the
contextualization of the past events requires pmé&tation, but this does not lead to
mere subjectivity: “A significant text involves, amg other things, creative art, and its
interpretation is, among other things, a performang But art is never entirely free, and
the art of the historian is limited in specific vgayHe must attend to the facts, especially
when they test and contest his own convictions desires” (LaCapraRethinking
Intellectual History65).

In a similar fashion with LaCapra, iBeyond the Great Story: History as Text and
Discourse Robert Berkhofer, Jr. asks a very important qaesin relation to this

interaction between the past and present:

Since context refers to both the context withinstorcted histories as they
represent the past as history and the contextstbdns within their own

time as they write these histories, should notohigts in their works and

teachers in their classrooms construct their téiz@gons so as to show
their audience how these dual contexts constraaybe determine, or at
least co-create each other through and in whakisidlized? (244)

In this sense, the historian creates another comibite narrating the past as history.
Berkhofer points to the fact that the context isitter constructed in terms of both
method and discourse,” and “such textual deciseught to be made manifest by how
the various constitutions of con(textualizationlpte to one another in a text” (244). In
Berkhofer’s view, since historical textualizatiootb “‘draws from and creates™ the
context, both the way the context is constructetlistory and the way “the context of
the historian’s own time of writing is inscribed time discursive practice(s) of the text”
are equally important (244). Berkhofer clarifiegsthielation between the past and
present as follows: “Just as past histories sewecantextual sources for today’'s
histories, present histories serve as intertexdoalces as well as contextual dialogue
for each other” (244).
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As White claims in an interview inEncounters: Philosophy of History after
Postmodernisnby Ewa Domaska, all these discussions on the textuality ofolys
draw attention to the fact that history’s claimttoth or reality is problematic because
“the events of history . . . are not replicabletianspection is, thus, out of the question
(16). The events of history are narrated only tgtothe language of the historian, and
the historian needs to consult other historicatatares to narrate the subject, but none
of these narratives is able to mirror past reatitglly because of the problematic nature
of language. The discussions pointing to the lisgriturn in history intersect with
another field of study, known as New Historicismthe field of literary criticism in the
1980s. Like the linguistic turn which pushes higttw the border of literature, New
Historicism searches for a “new and non-truth-dednform of historicist study of
texts” (Selden and Widdowson 161). Thus, the foifmysub-section will concentrate

on the premises of New Historicism.

1.1.5. New Historicism

Coined by American critic Stephen Greenblatt, Nevstdticism is assumed as a
“practice rather than a doctrine” (Greenblatt, “lesds a Poetics of Culture” 1) and
New Historicists refuse “empty formalism by pulliegnsiderations to the center stage
of literary analysis” (Veeser xi). New Historicists America are influenced by Michael
Foucault and Louis Althusser, who believe that “lannexperience’ is shaped by social
institutions and specifically by ideological disecses” (Selden and Widdowson 163). In
Renaissance Self-Fashioning: From More to Shakespdareenblatt asserts that if
literature is separated from social and culturaes) “we drastically diminish our grasp
of art’s concrete functions in relation to indivads and to institutions, both of which
shrink into an obligatory ‘historical backgroundiat adds little to our understanding”
(4). Thus, New Historicists, who argue for a diggmmous history in line with Foucault,
seek connections between literary texts and culbbiire@ given period. In other words,
“literary and non-literary ‘texts’ circulate insapdly” (Veeser xi). In this view, each
material, from official documents to private papetsecomes aesthetic property”
(Greenblatt, “Towards a Poetics of Culture” 11).
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New Historicists do not want to polarize the lirgfig and the social because, according
to them, there is a mutual relationship betweemthAs American critic Louis A.
Montrose claims, “On the one hand, the social isleustood to be discursively
constructed; and on the other, language-use isrsiodel to be always and necessarily
dialogical, to be socially determined and consedin(15). Montrose does not give any
priority to either the linguistic or the social.skead, he suggests a “reciprocal concern
with the historicity of texts and the textuality bfstory” (20) by emphasizing the

complex relationship between the text and the ctnkée explains his point as follows:

By the historicity of textsl| mean to suggest the cultural specificity, the
social embedment, of all modes of writing—not otilg texts that critics
study but also the texts in which we study themthgytextuality of history

I mean to suggest, firstly, that we can have n@esxto a full and authentic
past, a lived material existence, unmediated bystheiving textual traces
of the society in question—traces whose survivalcagnot assume to be
merely contingent but must rather presume to beleast partially
consequent upon complex and subtle social procedspeeservation and
effacement; and secondly, that those textual traceshemselves subject to
subsequent textual mediations when they are catstas the “documents”
upon which historians ground their own texts, ahlfnistories.” (20,
original emphasis)

Montrose stresses the idea that the linguistictbadocial, or the verbal and the world,
or the text and the context, cannot be isolatech fome another. He gives credit to both
the “indeterminacy of the signifying process and ktistorical specificity of discursive
practices—acts of speaking, writing, and interpiggti(23). In this sense, any analysis
or understanding of history is not free of “histadly, socially, an institutionally shaped
vantage points” of the historian and the critic whee also “historical subjects”
(Montrose 23). Thus, it is not possible to gaiméli, absolute sense authentic, correct,
and complete” meanings about the real past (Moat®). This understanding also
requires to “historicize the present as well asghst, and to historicize the dialectic
between them—those reciprocal historical presshyewhich the past has shaped the
present and the present reshapes the past” (Mer2@s Thus, New Historicism draws
attention to both the influence of the past overghesent in shaping the present and, in
return, the formative influence of the present disses over the conceptualization of

the past.



49

New Historicists underline the subjectivity of aiscourses. According to them, “no
discourse, imaginative or archival, gives accessirtohanging truths nor expresses
inalterable human nature” (Veeser xi) because timeyyding the subjects narrating the
events, are all subject to linguistic, social, podil, and cultural phenomena that change
in time. New Historicists examine a given discourséine with the cultural codes of
the period in which the discourse is created. luntiore, they pay attention to the re-
contextualization of that discourse in anotherqukriThey evaluate historical narratives
with their textual characteristics and examineditg texts within their historical milieu.
In short, they do not believe in a totalizing hrgtand they try to establish “new ways
of studying history and a new way of how historyd atulture define each other”

(Veeser xiii).

The major issue concerning these discussions iprblelem of the representation of
past reality. Until the postmodern period, the mam of the historians was related to
representing reality truthfully since the beliefrgflecting the reality out there was not
tainted. Whether it be rhetoric or science, historand critics assumed that history is
able to reflect the past. Indeed, all the effostsreate a narrative style as either rhetoric
or scientific epitomize the belief in history’'s cfato truth. In the postmodern period,
however, the belief in reflecting reality throughnguage, whether it be literary or
scientific, is under discussion due to the concaation of both knowledge and
language. The postmodernist historiography prefergjuestion the way history is
written in order to prove the idea that historylaim to truth is debatable due to the

nature of language.

In relation to these discussions, there appedaos tcorrelation between the approaches
to history and the evolution of the literary histat writing. Approaches to history as
rhetoric coincide with the rise of the historicavel in which a serious conflict between
history and literature does not exist. When histeraccepted as a scientific field of
study, the historical novel is considered to bett@opposite end of history writing in
terms of its claim to truth despite the writers® scrutiny of the past events and
documents, similar to the methods of a historidme postmodern period witnesses the

rise of historiographic metafiction, which quessand problematizes history writing as
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it is in the case of the philosophers of historghsias Hayden White and Frank
Ankersmit. Hence, once again, boundaries betwestorigiand literature are blurred. In
the following sub-section, the changing attitudesards the historical novel in relation
to the understanding of history will be traced tound the differences between the

historical novel and historiographic metafictiondetail.

1.2. HISTORY AND FICTION

1.2.1. Historical Novd

The perception of history eventually gives shap¢éhowriting of historical fiction. In
this section, the evolution and the premises ofohisal fiction will be surveyed to
differentiate the historical novel from historioghac metafiction. Although historical
fiction is a worldwide phenomenon, its evolutionllwbe examined within the
framework of English fiction in this dissertatiddcottish writer Sir Walter Scott (1771-
1832) is commonly accepted to be the father ofrimelern historical novel, and his
work Waverley(1814) is regarded as the ancestor of the histanmeel. Hence, Scott
will be taken as the reference point in exploring transformation of historical fiction.
Since the characteristics of and the approacheartisamhe historical novel change in

decades between the 1820s and 1870s, these dedlhdbesclosely scrutinized.

One of the most prominent literary figures study®eptt and the development of the
historical novel is Hungarian philosopher and &tgr critic Georg Lukacs. His

comprehensive study,he Historical Novelwas first published in Russian in 1937 and
later in English in 1962. According to Lukacs, thestorical novel is “the direct

continuation of the great realistic novel of thghteenth century” (31). Hence, it is
pertinent to outline the general characteristicthef eighteenth-century realist novel to
see its effects over the historical novel. As laatW\states in “From The Rise of the
Novel: Studies in Defoe, Richardson, and Fieldingjs commonly accepted that the
novel as a literary genre begins with Daniel Defht€60-1731), Samuel Richardson
(1689-1761), and Henry Fielding (1707-1754) in &ntin the eighteenth century.

Richardson and Fielding considered themselves tdhbefounders of the genre by
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“involving a break with the old-fashioned romancg863). Neither Richardson nor
Fielding provides the precepts about the realisehdecause the characteristics of the
novel as a genre are yet to be developed untilete of the eighteenth century.
However, their attitudes towards this new writingles establish the foundation of the
realist novels which differ from classical and rnesance epics, romances, comedies,

and tragedies through the use of plot, charactesizaand time.

The primary premise of the eighteenth-century séalovel was to give “a full and
authentic report of human experience” (Watt 378), dhus, the novelists needed to be
loyal to human experience. To fulfill this aim, lag Watt notes, different from the plots
of classical and renaissance epics based on @styhand fable, Defoe and Richardson
“did not take their plots from mythology, histoggend, or previous literature” (366).
Their non-traditional plots were either totally @nted or partly based on contemporary
events and the characters were “particular peaplpatrticular circumstances” (Watt
367), unlike the previous tradition of romance vehéhe characters were mostly
stereotypical. In order to complement their induatity, Defoe, Richardson, and
Fielding granted the characters with common nanfeth® period which was also
different from the earlier representations of tharacters with historical names or type
names. Moreover, the individual character was emdowith a self-awareness of his
past and his present. As Watt claims, “the indigidwas in touch with his own
continuing identity through memory and actions” 1g7This created a much more
coherent and believable character. Another noweltizte writing of Defoe, Richardson,
and Fielding was their use of a “causal connect{®datt 372), which contributed both
to development of the character and to the cragitof the plot. The novel departed
from the earlier literary tradition of “using tinesds stories to mirror the changing moral
verities . . . by its use of past experience as#use of present action” (Watt 372). The
novel, then, intended to give up disguises andoidé@mces to be true to reality.

These early realist writers situated their charadtewell-described and detailed places.
Environment was well presented and the topogragdhtails were not skipped in the
novel. This gave a sense of actuality to the eventthe novel. As Watt argues, in

tragedy, comedy, and romance, place used to beefgeand vague” (374). In the
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novel, the individualization of the character wasnplemented through an effect of an
actual environment. Along with a realistic repraa@ion of the place, the use of a new
time dimension became a significant characterddtithe novel. The novelist aspired to
describe the concerns of the everyday life andirtdevidual life within a historical
process, which was a desire resulting from thee“wd a more objective study of
history” (Watt 373) peculiar to the developmentsthe eighteenth century. Events in
the novel were located “in an unprecedentedly tbetaiime-scheme” as in the case
Richardson (Watt 373). Likewise, Fielding triedréflect a much more objective sense
of time by using chronologically consistent eve(Wgatt 374). When the issue in the
novel was how to narrate the truth, the use of uagg became important. As Watt
argues, “The previous stylistic tradition of fiatievas not primarily concerned with the
correspondence of words to things, but rather wighextrinsic beauties which could be
bestowed upon description and action by the usehetoric” (375-76). In the novel,
however, a much more referential language was tsedport the truth. Hence, to be
true to real human experience, the novel preseatéfull and authentic” human
experience, complemented with “the particularshaf times and places” of the action
and the character, reported by a much more refatéamguage (Watt 378Hence, the
principles of the realist novel were based on vailgude. To return to discussions on
the historical novel, it could be said that the npises of the realist novel were
internalized by the historical novel only after th@30s, which will be evaluated in the

following pages after examining the contributiofisSoott to the genre.

In his The English Historical Novel: Walter Scott to Vingi Woolf Avrom Fleishman
notes how the rise of the historical novel coinsiddgth the aftermath of the French
Revolution, which was “the age of nationalism, isdlialization, and revolution” where
people became conscious of their “historical cantijn and identity” and where
“widening commerce, population shifts, and factorganization created a new pattern
of day-today life and consequent nostalgia fordh# (17). Increasing interest in the
past gave way to historical fiction through whiakople satisfied their desires to know
about the past. It ought to be noted that, unélldte 1840s historical studies were not
included in the curricula of the universities, dadthe reading public the only source of

the past was the historical fictions of the timet ¥ should also be remembered that as
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James C. Simmons suggestsTine Novelist as Historian: Essays on the Victorian
Historical Novelthat “Many of the historical romances of the eaflgtorian period in
fact offered a real escape from the didactic fitti¢8) by avoiding “Utilitarian and
Evangelical insistence upon practical values” (B}he later Victorian period. In this

sense, this attitude would be regarded as esdapibe more earnest Victorian reader.

Although Scott used the elements of romance infibion and although he believed
that the reader “could gain limited knowledge frtime depiction of Scottish manners
and character and the portrayal of important perges’ (Simmons 8), his special place
in the development of the historical novel is basedhis efforts to formalize the
principles of the genre. Scott publish&daverley without his name as the author
because he was experimenting with a new form, whiely not have appealed to the
public taste. In the postscript dVaverleyin a later addition, he explained why he
withheld his name from the novel, by stating thas thew form “might very probably
fail, and therefore there was no occasion to take[lmmself] the personal risk of
discomfiture” (526). Scott was right about his atyito a certain extent because the
genre was scorned by those who viewed history separate field from literature. Yet
he was mistaken about the future of these novditholgh the genre has had its ups
and downs throughout the time, the historical dicthas proved its allure. The present

day examples certainly testify to the fact thatsnovels still hold their appeal.

It is difficult to generalize the historical novdlecause, as Fleishman notes, perhaps
with tongue in cheek, “Everyone knows what a hisdrnovel is; perhaps that is why
few have volunteered to define it in print” (3). Wever, this does not mean that there
are no criteria to determine the general charatiesiof the genre. Commonly accepted
features of the historical novel come out of Seatibvels studied by critics. As Lukacs
observes, Scott uses details as “only a meanshaf\ang historical faithfulness” and to
make “concretely clear the historical necessityaofoncrete situation” (59). In this
sense, “it matters little whether individual detaiindividual facts are historically
correct or not” (Lukacs 59). Scott aims to depi@mrather than manners in order to
avoid mere mannerism and “the Gothic romances’ rpism with the external

trappings of past ages” (Fleishman 24). HoweveGiasnons observes, in such novels
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aslvanhoe The TalismanandThe Monastery“there is strong emphasis on a careful
depiction of the external aspects of the age-sgewgestumes, and architecture—while
character and plot are slighted” (13). Through e¢h@stails, Scott tried to be faithful to
the past age he wrote about. He was true to thenenarand costumes of the age he
deals with, but, as Simmons notes, it is not péssib say the same thing for the
historical elements in his romances: in his ndtehilworth, “the action of the novel
occurs in 1575, yet the historical elements arenmmisly inaccurate. . . . Scott’s fidelity
in Kenilworth, as elsewhere, was to the manners of the daythedtistory” (14). Yet
this does not mean that Scott neglected to do nedseln The Historical Novel from
Scott to Sabatini: Changing Attitudes toward a tatg Genre, 1814-1920as Harold
Orel states, Scott “had performed the necessaparels to authenticate his sense of
what was possible in a particular year, but . e frieely rearranged the information he
had so carefully acquired . . . . He did so becaosee ‘facts’ were intractable, and did
not yield easily to fictional treatment” (8). Thaea behind this attitude is Scott’s belief
that manners, costumes, and pageantry might beliutecomplete accuracy cannot be
achieved. Scott is satisfied with being true tadgto create a sense of past reality, but

his assumptions will undergo several changes ildrades to come.

Scott uses a certain formula for the charactersisnromances in order to evoke the
historical atmosphere. According to Lukacs, Scotivigles the historical faithfulness
“in the human-moral conception of his character&iioh is why Scott’s characters are
“never eccentric figures, who fall psychologicatiutside the atmosphere of the age”
(60). Scott chooses his characters from the lovessc and couples them “with the
colloquial liveliness of much of the dialogue,” whicreates “much of the dramatic
vigor of his narratives” (Simmons 10). As Orel segig, Scott chooses his heroes from
the lower class because, generally, average peapiet hide their passionate feelings
(7). Thus, they emphasize strong passions, suclovas hate, and fear that would
remain similar at every age. Thus, Scott’s proté&jenas Lukacs notes, are generally
“average human beings” used to “generalize anderdrate in an historical deed” (39).
In relation to characterization, another trait afo®s narratives is the use of the
historical characters. In Scott’'s novels, as Simsnohserves, “the romance (fictive)

characters and plot [are] in the foreground and His¢orical personages and events
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behind, only occasionally coming into prominencgl); The historical personages do
not really function in Scott's romance; they aretjthe names to reconstruct the past
age. As Lukacs remarks, for Scott, “the great hisab personality is the representative

of an important and significant movement” (38) teate a sense of past reality. Thus,
while the fictional characters and events are faagded, the historical figures and

events are removed from the center of attentiddcioit’'s novels.

Scott chooses&Tis Sixty Years Sinc® be the subtitle of his nov&Vaverleyso as to

emphasize that his approach to history is diffeferh “that of the Gothic novelist, the
German romances, and what was to be called thesrdibrk school’ of contemporary

manners” (Fleishman 24). Scott’s choice of dealiiidp the past sixty years before his
own present time, which is a “period neither too riar too near the present,” shows
that this characteristic “would arouse neither Go#we of the remotely exotic, nor the
sophisticated contempt bred by familiarity” (Flengdn 24). Fleishman finds this

approach to be the reason for Scott’s success:

Scott conceived of history from the outset as d e allowed itself to be
made present without losing its unique charactaed this sense of the
historical novelist's double perspective helps actofor his work’s
imaginative complexity and great success. It is\l@ot entry into the past—
often achieving an interior sense of past life—ancbherent interpretation
of that past from a particular standpoint in thesgnt. (24)

Scott’s approach helps him to draw a more faitlpigture of the past. He is able to
create a realistic setting and credible charadbesause it allows him “the fullest
potential for the utilization of his own experiescand observations” (Simmons 10).
According to Simmons, Scott's most successful roaeé accepted as those in which
he emphasized realism over romance, and when ‘Stiftied setting from Scotland to
England or a foreign country and moved back in tithe personal element disappeared
from his fictions and the romance eclipsed theisgdl (10). The fact that the setting
and events are constructed sixty years earlier thartime in which Scott wrote his
novel provides Scott with a vantage point to creatge realistic romances since he
could associate his own experiences to the perdniote. Thus, instead of his

imagination, his observations are at work in crepia much more credible narrative
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than the gothic romances. However, the principlaceming the time span of the
historical novel is debatable. For instanceT e American Historical NoveErnest E.
Leisy states that recounting the history of a presigeneration might be enough for the
novel to be considered a historical novel, becahsemges, for example in America, are
rapid (5). The answer to the question of how muatiex the writer should go back in
history to create a historical novel is arbitrary.

Throughout the 1820s, romancers followed Scotgesn their novels. Yet many of
them such as William Harrison Ainsworth, G. P. Rm&s, Emma Robinson, and
Horace Smith “produced a flood of historical romesichat lacked the strengths of
Scott's best work but contained most, if not alle tfaults” (Simmons 10). These
romancers generally abused Scott's principles. Ha first place, they generally
“eschewed the realism and followed the romancem(Sons 10). They preferred to
deal with “intrigue, rapidly developing and swiftipoving tales, depending upon the
utilization of lost heirs, disguises, incrediblecages, mistaken identities, fantastic
coincidences, and missing letters” (Simmons 19)h&lgh similar devices were used
by Scott himself, his followers used them excedgiand depended totally on these
devices to attract the reader. Additionally, Seasted only one plot line and sidelined
the action, his imitators fed their tales on difet; hectic, and action-based plots. They
exploited Scott’s attitude towards the historidahi@cters and events by parading many
well-known historical figures and events of the aggrated. According to Simmons,
these historical characters and events were sogexagd that they just “serve[d] to
break the unity of the narrative and insult[ed] teader’s intelligence” (12). In a similar
fashion, the details about costumes, manners, tacthie, and weapons were also
abused by Scott’s imitators. Although in his nowafi€nglish and French history Scott
used the notes affixed to the novel for the antigmainformation, his imitators used
these details within the narrative by “padding thritions with excessive descriptions
of the superficial aspects of earlier ages” (Simsa4a). Thus, in the 1820s, historical
romances, written for mere entertainment with estaptentions, might be true to the
costumes, manners and pageantry of the age narrateédthey lacked historical

accuracy.
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Throughout the 1830s and 1840s, previous histormalancers including Scott were
seriously criticized by earnest Victorian reviewergflecting the Victorian utilitarian

demands for an instructive literature—for theirklasf intellectual substance and their
freedom to bend historical facts in their novelg. the same time, this period was
marked by the approaches and practices of the rienlaistorians in England such as
Thomas Babington Macaulay, Thomas Carlyle, and safd&hony Froude whose

works were followed by the reading public. Thesstdrians did not want to present
“the analytical, abstract, and stylistically ‘deddstories” (Simmons 39). Instead, they
emphasized “an idea of history as a fully developadative drama” (Simmons 39).
Labeled as literary historiographers, they undedithe importance of imagination of
the historian in “reconstructing the past in thesigraphic, dramatic, and detailed
manner possible” in order to allow “the reader t@exience history, to be made
contemporary with the facts, acquiring them withe tlngenuous spirit of a

contemporary” (Simmons 39). These historians tteechake history attractive by using
their artistic imagination and a dramatic stylee3é vivid, dramatic and imaginative
manners in Macaulay’s, Carlyle’s and Froude’s histd narratives helped them to sell
their books, and their narratives turned out toab@val to the historical romances. It
ought to be noted that, as Simmons suggests, sap#ériod in England the concept of
scientific historiography theorized by Ranke, arndeo thinkers in Europe were “still

relatively unknown” (38).

The increasing criticism against historical romanead increasing interest in history
written by formal historians forced novelists toypaore attention to historical facts in
their novels. These decades were the times in wheethistorical romance transformed
into “light history” written by writers identifyinghemselves not as romancers but as
historian-novelists. Some of the pioneering figudsthis movement are Edward
Bulwer-Lytton (Bulwer-Lytton’s noveRienzi, The Last of the Tribunés335) initiated
the trend, andHarold, The Last of the Saxon Kin{fs848) marked its close although
some writers continued to stick to the trend fowlale after 1848), Edward George

Howard, Charles Macfarlane, Frederick Chamier, @indFrancis Palgrave.
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Feeling that they had responsibilities for beingetrto historical facts, these new
generation writers gave their novels a new shapalé/Nhey did research carefully to
provide the reader with factual fidelity, they eilivated legends and fantasy which Scott
and his early followers excessively used. In hiset® Bulwer-Lytton presented the
new principles of the movement by breaking with t8s@rinciples. Believing that, as
Orel suggests, “history brought a reader closeheotruth than Scott’s historical novels
ever could, or did” (17), Bulwer-Lytton tried to e to historical facts. Unlike Scott,
Bulwer-Lytton did not focus on mannerism, costunaas] pageantry. Rather, his major
aim was to concentrate on developing the importéstorical characters as the main
characters in his novels. As Simmons notes, conti@arScott, Bulwer-Lytton “set
famous historical figures at the nucleus of his kgsoand attempted to show how the
dynamic, powerful, and continually vital makers luistory went about their work”
(Simmons 41). Although Bulwer-Lytton, like literahistoriographers, believed in the
power of imagination, “the fictional element [wagjidly restricted to the depiction of
the ‘inward life’ of his historical personages, sifieally in regard to determining their
motives” (Simmons 45). For him, imagination shob&lused “in the service of truth”
and this is more valuable than “the antiquariamdraf history” (Orel 18). Unlike
Scott, Bulwer-Lytton made use of fictional charasten a very limited number, and
they were “so ordered as not to interfere with #etual historical events and
motivations” (Simmons 46). Thus, Bulwer-Lytton ¢ad Scott’'s treatment of

characters to an entirely different level.

Moreover, Bulwer-Lytton deliberately chose the pds of momentous change to
narrate his story. This preference seems to bdagina that of Scott, but it differs in
purpose. Scott chose periods of transition becauske a choice marked “the increased
possibility of picturesque development available tbe@ novelist working in these
periods” (Simons 41-42). Bulwer-Lytton did not cafgout the picturesque contrast. He
preferred these epochs since the “portrayal of ethizsies presented the greatest
challenge to his power as a novelist and histor{&rhmons 42). Throughout the 1830s
and 1840s, historian-novelists focused extensiwglyhistorical facts by conducting
intensive research on the period they dealt witabse their primary aim was scholarly

accuracy; they examined the historical personages events from a historian’s
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perspective rather than that of a romancer by ngpaway from legends and fantasy;
they put intensive control over fictional elemebis keeping them at a very limited
amount; they preferred history over story; and théyed to instruct rather than to
entertain. As Andrew Sanders states in his “SiXgars Since’: Victorian Historical
Novel from Dickens to Eliot,” the historical novstarted to educate and persuade
“without resorting to sensation and to the machirdthe improbable” (22). Of course,
all these changes in the historical novel are thiteames of the desire for an objective
historiography resulting from the premises of thdightenment. Also, it ought to be
noted that the propositions of the realist novel @so at work in this period. Moving
away from the tradition of romance, the desire ¢éotlue to reality, and developing

characters in depth are the legacy of the reabgein

The most successful examples of the historical Inappeared in the 1850s and 1860s,
the decade which ironically coincided with the dweelof interest in the historical novel.
Before dealing with the reasons for the declinenigerest, some examples for the
successful historical novels ought to be mentiobrge Eliot, for instance, published
Romolain 1863, which is accepted as one of the serious &hdlagly Victorian
historical novels. Eliot believed in the value aftb faithful imagination and research to
write a refined historical novel. Eliot, as an ademiof Scott, tried to create a novel
different from those written by both Scott and Betviytton. Firstly, unlike Scott’s
distinguished historical romances, which are plaice@ngland approximately fifty or
sixty years before the writer's time, Eliot’'s novslset in Renaissance Florence in the
fifteenth century during the reassertion of FlomemtRepublicanism. The reason for her
particular choice is that “the novel dealt with shing rich and strange and with a
subject which required scrupulous research to stipjpe ‘veracious imagination™
(Sanders, “Sixty Years Since’: Victorian Historiddovel from Dickens to Eliot” 25).
Secondly, unlike Bulwer-Lytton but like Scott, Hestional characters are at the center
of the novel, and she “exposes them to moral rattem political choices” (Sanders,
Introduction 15). In the Introduction &@omolapublished in 1984, as Sanders claims,
“Moral choice is viewed as a perennial problem, ooé tied to specific conditions,”
and, thus “character is conditioned by its histricsocial, and geographical

environment” (15). This is why her character andimment are “interconnected and
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rearticulated” (Sanders, “Sixty Years Since’: \dgan Historical Novel from Dickens
to Eliot” 26). In Romola Eliot preferred to deal with the moral developteh her
characters rather than “the analysis of an histbidsis” in line with the demands of
Victorian Evangelicalism (Sanders, Introduction.14) this sense, it can be said that

Eliot paid attention to social issues in her novel.

Charles DickensA Tale of Two Citie$1859) is another example for a serious historical
novel published in this period. Like Eliot, Dickebsth used his artistic imagination and
conducted research for his novel. AnTale of Two CitiesDickens focused on the
effects of the French Revolution within society. pteferred imaginary characters by
“deliberately receding accounts of ‘historical’ penalities and events” (Sanders,
“Sixty Years Since”: Victorian Historical Novel dm Dickens to Eliot” 28). Yet
Dickens carefully studied Carlyle’'The French Revolution(1836), re-interpreted
Carlyle’s “distaste for the Revolutionary proceaad moreover, he has responded to
Carlyle’s inventive use of overlapping narrativg$8'Sixty Years Since’: Victorian
Historical Novel from Dickens to Eliot” 28). ThuSanders conceiveS Tale of Two
Citiesto be a “metatext’ which interlinks history antbiy, action and fiction, it is also
an experimental narrative which plays with a variet ways of seeing, telling and
interpreting” (“‘Sixty Years Since’: Victorian Histical Novel from Dickens to Eliot”
28). Like Eliot, Dickens was also concerned witltiabissues and dilemmas. As
Richard Maxwell in the Introduction & Tale of Two Citiepublished in 2000 note8,
Tale of Two Citiepoints to the “ruthlessness of the Terror” by f&iog on “exclusively
on the epoch” (xiv). Dickens interpreted the Retiolu as a treativenegation,” which
served human progress instead of “delaying” it (Meb xvi, original emphasis). For
this purpose, Dickens juxtaposed opposite chasactarme cruel characters stand for
the old dying past, while the protagonist Darnayadprogressive aristocrat,” who cuts
his ties off with the old aristocratic society apdople, “is a figure of the future”
(Maxwell xix). Although Dickens’ approach, as Maxiveotes, somewhat abuses the
facts, the depiction of the events and the erasgiveense of “historical truth rather than
literally replicates it” (xix). Other than Eliot dnDickens, some other writers
contributed to the historical novels in the 1850%l a1860s. William Makepeace
Thackeray'sHenry Esmond1852), John Henry NewmanGallista (1856), and Charles
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Kingsley's Hypatia (1852-1853) are a few of them. However, during theriod interest

in the historical novel was already declining.

Before focusing on the reasons for the declinehtd movement, it is pertinent to
mention the idea that literary historians and hmiatenovelists of this period practiced
almost the same thing. The difference betweenitir@ty historian’s formal history and
the historian-novelist’'s historical novel is “oné degree rather than kind” (Simmons
39). Ironically, the line between history and lgere breaks down as a result of this
movement. While historical novels written by hisaornovelists were considered not as
fiction but history, historical narratives producey literary historiographers were
sometimes considered as not history but fiction badame the target of the critics.
Simmons argues that these historian-novelists lag@dme strengths and weaknesses of
romantic historiography and biography in that theyote from a nationalistic
perspective, they were partial, they worshiped &&rand they lacked a critical

perspective. Simmons comments on their drawbackdlaws:

Like Macaulay, Carlyle, and Froude, these histeriamelists were all
amateurs and man of letters, who looked upon lyisteran adjunct tbelles

lettres rather than a science did Neibuhr, Ranke, and tb#owers in

England. These men were primarily interested in thepiction of

individuals and events and avoided the discussibthe mere abstract
questions of economic, political, social, religioissues. By slighting
opportunities for reflection, generalization, arte tdiscussion of more
abstract matters, these historians reduced histoaywell-told tale. Behind
the approach of Macaulay, Carlyle, and Froude wisraconviction that a
factual story may be, and should be, told as aptgess a fictitious one,
that the incidents of real life, both domestic goalitical, may be so
arranged without subsequent corruption of accutacgommand all the
interest hitherto allotted to a fictional story3¢{54)

These shortcomings of both literary historiographemd historian-novelists essentially
pointed to one of the reasons for the decline t&rast in the historical novel. All these
deficiencies also became much more evident in #be 1850s and 1860s, because
scientific historiographic methods started to appd@a should be remembered that
history as a discipline entered universities in 884 England, and historical studies
gained momentum almost at the same period. Unéanfluence of scientific methods,

professional historians attacked amateur historiaBsth literary historians and
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historian-novelists were targeted by professiongtonians. According to the new
scientific approach, historical truth was at stakee to the works of these amateurs
since the reader did not understand when the auyitmrided facts and when s/he
provided fiction. In relation to this, as Simmonkims, “No longer were people
accepting the original premise that readers coe&nl history through the historical
romance, no matter how carefully researched thé& wway be. The genre, in a word,
ceased to be a rival to history, both in theory amgractice” (57-58). All in all,
compared to the historical romancers of the 182@shistorical novelists or historian-
novelists of the 1830s and 1840s were more harstilicized by the professional
historians because of the belief in scientific nelth

Yet this was not the end of the historical noveit just a part of the cycle that carried
the genre to its former status. In the 1850s ar@Dd8historical fiction became “light

literature,” ceasing to be an addition to histoFe historical novelist started to pay
attention to “poetry of history rather than its @hology: his business is not to be the
slave of dates; he ought to be faithful to the abir of the epoch” (Simmons 61). In
the 1870s, 1880s, and 1890s, the novelist complggale up history, and focused on
“the free exercise of his artistic imagination, ettédred by any demands for factual
accuracy” (Simmons 62). Writers such as Robert $dtevenson and Arthur Canon
Doyle freed their works from facts and researchuslhtheir romance did not include
footnotes, scholarly prefaces or appendices. Is pl@riod, historical romances were
written for mere entertainment, and the historrcahancer became “the teller of tales”
(Simmons 63) as s/he was in Scott’s period.

In spite of Scott’s shortcomings, as Andrew Sanadé&sns, the historical novel in the
hands of Scott and his British followers “gave grosarrative a new aesthetic
respectability,” and it opened up “a narrative ptitd which wentfar beyond the

escapist imitations of earlier ‘Gothic’ fiction” ‘Gixty Years Since’: Victorian
Historical Novel from Dickens to Eliot” 22). Despitthe changes in the genre, the
attitudes that underestimated its serious chaiatitsr and the decrease in interest, the
historical novel continued to flourish in the nieenth century. In addition to his

influence upon British writers, as Lukacs notesptSmfluenced many great writers
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throughout the world, and his works and principlesre studied and developed by
writers such as Fennimore Cooper in America; Alakis&ergeyevich Pushkin, Nikolai
Vasilievich Gogol, and Leo Tolstoy in Russia; Alsdro Manzoni in Italy; Honoré de

Balzac in France, and Johann Wolfgang von Goetl@&emmany (19-88).

Although the historical novel is a worldwide phereran, the cultural background of
this thesis demands a survey of its developmertinvithe framework of American
literature. INnThe American Historical Noveh detailed study on the American historical
novel published in 1950, Ernest E. Leisy surveys development of the historical
novel in the United States. According to Leisy, thstorical novel in America can be
divided into three categories although these distins are arbitrary because “in actual
practice some of the characteristics of one typg b mingled with those of the
others” (18). The first category is marked with tleenance of adventure; the second
one is the period novel, “a work more concernechvdetailed background than in
presenting the whole life” (Leisy 18); and the this the historical novel proper, “which

admirably integrates character and setting” (L&8)y

According to Leisy, Scott’s tradition was imitateéd America as exemplified by the
works of James Fenimore Cooper during the earlgtaegnth century. Cooper’s novel
The Spypublished in 1821 “successfully demonstrated Sattt's methods could be
applied to American materials” (Kelly 176). CoopeiThe Pilot (1823) andThe

Leatherstocking Talescluding The Pioneerg1823), The Last of the Mohicans: A
Narrative of 1757(1826), The Prairie: A Tale(1827), The Pathfinder, or The Inland
Sea (1840), andThe Deerslayer, or The First Warpa(i841) are the well-known
examples of historical fiction of the period. Lieott who was followed and imitated
in the world, Cooper turned out to be a novelistowlas imitated by his fellow

American writers, who revolved their novels arotimel similar themes.

After 1830, American writers of historical romarfoeused on “the cultivation of local
history” since “The larger national themes had bexgploited” (Leisy 11). According to
Leisy, in the South, “where social conditions stdtained many of the conventions of

English life, it was easier than in the more chaide North to contemplate the past in
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terms of Scott” (11). Hence, Scott’s pattern in historical fictions was extensively
used by American writers: “The Scottish laird am tEnglish baron were readily
replaced by the aristocratic planter, the vassdltha serf by the indentured servant and
the Negro, while the Indian and the mountaineek tibe role of the Highland outlaw”
(Leisy 11). As Leisy notes, although “In realityethblanter was no baron, but a tobacco
farmer, his estate no principality, and his ramiplimooden house hardly a mansion”
(11), William A. Caruthers iThe Cavaliers of Virginig1834) and John P. Kennedy in
Swallow Barn(1832) used these patterns. Of the historicabfictvriters of the period

in the South, William Gilmore Simms occupied a majtace. His novel' he Yamassee
(1835) where he described early colonial South [ean relation to the Yemassee
Indians is another example of the novels in Amefabbwing the Scott tradition. In
Leisy’s opinion, “In practice Simms followed Scattand Cooper’s patterns, but in
adapting their technique to the Carolina backgroimed evinced a more realistic
portraiture of the Indians and of guerrilla warfaredismal swamp and luxuriant forest”
(12).

As Leisy observes, New England in the eighteentiélsirwas not as interested in
historical fiction as the South was. Instead, Newl&nders preferred

the unvarnished tales which its distinguished higta] Bancroft, Prescott,
Parkman, and Motléywere giving it. . . . Romantic history like D. P.
Thompson’sThe Green Mountain Boysvith its dashing exploits of Ethan
Allen and his democratic followers, appealed tceacdhwhile many enjoyed
Sylvester Judd’'#argaret for its rich storehouse of backwoods manners in
early Massachusetts. Harriet Beecher Stowdis Minister's Wooingand
Oldtown Folkswere accepted as faithful transcripts of the doéend
dynamic aspects of later Puritan life. (3)

Yet, in the 1850s, the early period of Americartdnisal fiction where “the cavaliers of
the Old South, the somber Puritans, the droll Dutice savage Indians, and the noble

frontiersmen” were romantically depicted had a etegLeisy 14).

American historical fiction writing, which was “gescent” during the Civil War, gave
way to realism and local color in the 1870s and0k88ue to the advance of science

(Leisy 15). However, parallel to the revival of teiscal fiction in England, during the
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1890s American historical fiction became populaaiag As Leisy notes, “writers
became interested in depicting costumes and mamaddition to relating an exciting
story of love and adventure” (15). Some of the gxany historical fictions of the
period can be cited as follows: Mary Johnstofis Have and To Hold1900), Weir
Mitchell’s Hugh Wynng1897), Paul Leicester Fordlanice Meredit(1899), Maurice
Thompson’'sAlice of Old Vincenne$1900), Ellen Glasgow'8attle-Ground(1902),
Winston Churchil’'s Richard Carvel (1899), The Crisis (1901), andThe Crossing
(1904). However, by 1905 people lost interest istdrical romances while writers
turned to realism, and between 1910 and 1915 fuatofictions “appeared only
sporadically” because “Americans were too engrossetie grim realities of a world

war to concern themselves with a romantic treatroéttie past” (Leisy 17).

After 1925, historical fictions reappeared. Jamesyd®s Drums Harvey Allen’s
Anthony Advers¢1933) and Margaret Mitchell&one With the Win@1936) are the
important examples of the novels produced in themsades. According to Leisy, in

these novels

history and background are more accurately predeatel much better
blended with fiction than formerly. The novels adefinitely more
psychological and sociological than they were, hade less the character
of period fiction. They exhibit more frankness alebs fustian, the
characterization is much better, the action moassef, and the stories are
more alive. (17-18)

For Leisy, Willa Cather©eath Comes for the Archbishppblished in 1927 is one of
the best examples for the historical novel propekmerica (18). The period novels like
Walter Edmund’sDrums Along the MohawK1936) were also in vogue in these
decades. In America, as scholar R. Gordon Kellyesah his article “Historical
Fiction,” the historical novel continued to be ptuduring the 1940s. Some of the
popular historical fictions of the period can bé¢edi as follows: Kathleen Winsor’s
Forever Ambern(1944) and Frank GarvinYerbyBhe Foxes of Harrow1946) (Kelly
180). However, the popularity of the genre dimiedhduring the 1950s, as scholar
Sarah L. Johnson observes in her detailed bdiskorical Fiction Il: A Guide to the
Genrepublished in 2009:
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The extreme popularity of historical fiction, irs itnany guises, contributed
to its overall perception as a lowbrow form of rigwire. All genre fiction
has suffered critical disdain to some degree andiruges to do so. This
should surprise no one. As usually happens whemtr&et is flooded with
novels in a certain genre, as was the case witbrhaal fiction in the mid-
twentieth century, the overall quality declines.arl950 article in Masses
and Mainstream (“Reply to Critics”), author HowaFast, a historical
novelist himself, wrote, “This is an era of mangthrical novels, few of
them good, and very few indeed which have more thamodding
acquaintance with fact.” (2)

As in the case of the development of the historicavel in England, American
historical novel had its ups and downs in the cewfstime according to the demand of
the market and according to the emerging literaoyements such as Realism. In the
1960s and 1970s, although the historical novehenttaditional sense continued to be
produced, other genres, which focus on historyhas subject matters, appeared, and
they will be dealt with in the following pagés.

To sum up the changes in the historical novel,rduthe 1820s in England, the genre
includes some characteristics of romance althouggitt &nd his followers try to escape
from the romance tradition. In this sense, withgiting much importance to the
accuracy of the historical events as in the casgcott, but with the effort to be true to
the pageantry of the age, historical fiction inably contains escapist and entertaining
features, along with the characteristics of thdige#radition. During and after the
1830s and 1840s, the realist tradition becomes rdoreinant in the genre, and the
historical novel gains a more serious characteri®ursuing the realistic tradition, it
turns out to be a didactic fiction including exagded footnotes and historical events.
In this period, the historical novel is considetedbe light history. The most serious
examples of the genre appear in the 1850s and 1860<he historical novel ceases to
be light history. Instead, it turns out to be ligherature, breaking with its earlier
connection to historiography. Inevitably, the chamg the genre is due to the varying

perspectives towards the historical novel’s clantrtith.

In a similar vein, beginning with Fenimore Cooper, America historical fiction
becomes popular during the 1820s and 1830s; howéviases its popularity in the
1850s. It gains momentum during the 1890s aftexcassion in the 1860s, 1870s, and
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1880s. Similar ups and downs in the popularity @ genre can be observed in the
following decades as well. The realist traditiorAimerica before and after World War |
also influences the American historical novel prithn. As Leisy observes in 1950,
“Realism is still a matter of degree” (18) for tBenerican historical novel as well.
Considering all the discussions above, it couldséid that the major issue concerning
the historical novel is related to whether or rmwthow the historical novel can be true
to historical events. More or less, the evolutidrihe historical novel is based on this
question, and this approach is pivotal within trerfework of this dissertation in order
to differentiate between the historical novel amstdriographic metafiction. Thus, the
following sub-section will be allocated to examihe characteristics of historiographic

metafiction.

1.2.2. Historiographic Metafiction

The poststructuralist conception of language amdl ¥eiced by Derrida and Barthes
along with the changing perspectives about knovdedeality, and truth examined by
Foucault and Lyotard are among the major reasonghéorift between the traditional
realist novel and the postmodern novel. Accordimghte realist tradition, one of the
fundamental assumptions “which readers often makbat a good book tells the truth
about human life—that novels and plays try to ‘thihgs as they really are™ (Selden
and Widdowson 103). The reason for this beliefhiat tanguage refers to the world
outside the text. However, as American writer anticcRaymond Federman states in
his article “Surfiction—Four Propositions in Fornfi @n Introduction,” as opposed to
the realist novel, the postmodern novel does nodtgmd any longer to pass for reality
[and] for truth,” because language, as a systersigyf, does not refer to the external
reality and does notréproducea pre-existing meaning” (8, original emphasis). In
Metafiction: The Theory and Practice of Self-Conssi Fiction as Patricia Waugh
notes, postmodern texts “draw attention to the gge®f the construction of thietive
‘world’ through writing” (102, original emphasis). According to Federmahe
postmodern novel accepts its own fictionality iast@f claiming to replace reality, but,
at the same time, it constructs “A REALITY” on itsvn (Federman, “Surfiction” 8,

original emphasis).
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Although paradoxical, the postmodern novel questit® own nature as a linguistic
construct. The novels that seem to incorporatetounssabout their own fictionality are
called metafictional novels. Waugh defines metafictas “a term given to fictional
writing which self-consciously and systematicallsaws attention to its status as an
artefact in order to pose questions about theioelstiip between fiction and reality”
(2). In her article “Modes and Forms of Narrativardlssism: Introduction of a
Typology,” Linda Hutcheon maintains that metafia@b novels are “linguistically self-
reflexive, demonstrating their awareness of bothlitmits and the powers of their own
language” (23). Referring to its writing processgtafictional novels also question the
nature of reality and truth as human constructsclviaire produced through language.
Thus, metafictional novels generally focus on gsues of narrative, writing, language,

and thus, the writing process.

Despite the fact that poststructuralist ideas telffee development of metafictional
novels, the limitations of the earlier narrativeustures also contributed to the rise of
new forms of expression. In 1967, American novedistl critic John Barth published
his article entitled “The Literature of Exhaustiom’ which he talks about “the used-
upness of certain forms or the felt exhaustionesfatn possibilities” (“Exhaustion” 64),
and proposes to “write a novel about it” (“Exhaosti 72) to overcome the feeling.
Barth views metafictional novel as a refreshingrfdor literature. However, his article
has been criticized for implying the idea thatraterre is exhausted. In order to correct
the misunderstanding, thirteen years later hefidarhis claim in another article entitled
“The Replenishment of Literature: Postmodernistti&ic” published in 1980. Barth

notes:

The simple burden of my essay was that the forndsnaodes of art live in
human history and are therefore subject to useésgrat least in the minds
of significant numbers of artists in particular ésmand places: in other
words, that artistic conventions are liable to bstired, subverted,
transcended, transformed, or even deployed agtiasiselves to generate
new and lively work. (205)

Barth calls for experimenting with different fornssich as self-conscious and self-

reflexive metafictional novels instead of usingdit@mnal forms. Such an endeavor
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would energize literature, and help to evaluatectienges in literature, as well. Barth is
aware that all narrative forms have been used bndeal extensively. He stresses the
fact that an avant garde expression can be pogshitdegh postmodernist fiction, which
is, he called, “thebest nextthing” following the exhaustion of the aesthetiic high
modernism (206, original emphasis).

Federman maintains that self-consciousness andedlgkiveness “are not new in the
novel. They are not inventions of the 1960s or 3920 works of fiction are ultimately
about themselves, about their process of comirggheing and maintaining existence”
(Critifiction: Postmodern Essayt8). He differentiates between self-consciousiess
self-reflexiveness: the former “establishes a cangi relation between author and
reader, and is played above the text. As suchatsdeith the reading process. One
could say that it is a public act that draws thedex into the privacy of the text, and
therefore functions as a window that opens fronsidetinto the text”Critifiction 20).
On the other hand, the latter “establishes a p&wéen author and text, and therefore
relates to the writing process. It is a private bat one that makes itself public since it
allows the reader to witness the interplay betwaathor and creation. As such, it
functions like a mirror inside the text” (Federmd@rjtifiction 20-21). However, as
Federman notes, self-consciousness and self-reflegss “often intersect within the
same novel and are not always distinguishable” umedhey make use of the same
devices such as “parody, irony, digression, playgas—to demystify the illusory

aspects of the storyCfitifiction 21).

Federman tries to map the critical difference betwthe explicit self-reflexiveness in
the eighteenth-century novel including the histricovel and the self-reflexive mode
in the novel of the 1960s and 1970s. According éddfman, the eighteenth-century
self-reflexive novel “reflected upon itself, unwl its secrets, questioned its
possibilities in order to establish itself as argelas a respected literary genre, at a time
when the novel was considered frivolous and evemanal” (Critifiction 21). On the
other hand, the twentieth-century self-reflexivevelohas a dramatically different

purpose. As Federman maintains, it
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used similar techniques to extricate itself frora ffostures and impostures
of realism and naturalism. In the first case it waguestion of establishing a
continuity for the novel, in the other it was a teabf creating a rupture in
order to revive an “exhausted” genre—a genre thaildc no longer
accommodate and express the extravagant notiornisnef and space of
modern reality. Critifiction 21)

The twentieth-century self-reflexive novel aimsdigplay the difficulties and even the
impossibility of reflecting the external realitycidoes not try to become a substitute of

the world outside as the poststructuralist conoepdif language also dictates.

In her seminal book entitled Poetics of Postmodernism: History, Theory, Fittio
published in 1988, Linda Hutcheon theorizes hisggnaphic metafiction. By
historiographic metafiction, Hutcheon means thosdi¢h are both intensely self-
reflexive and yet paradoxically also lay claim ttstbrical events and personages”
(Poeticsb). In this sense, historiographic metafictionligreges both “any naive realist
concept of representation” and “any equally nameualist or formalist assertions of
the total separation of art from the worldPgetics 125). While questioning the
problematic nature of representation, historiographetafiction does not disavow
external reality, and refers to past events antbitcsl figures. Hutcheon differentiates

between postmodern works in general and historpfgcametafiction by claiming that

[iln most of the critical work on postmodernism,ist narrative—be it in
literature, history, or theory—that has usually rbebe major focus of
attention. Historiographic metafiction incorporatedl three of these
domains: that is, its theoretical self-awarenesshisfory and fiction as
human constructs (histogoaphic metdiction) is made the grounds for its
rethinking and reworking of the forms and contesftshe past. Roetics5,
original emphasis)

Historiographic metafiction aims to question thenstoucted nature of the past as
history by using literature, history, and theoryhu$, historiographic metafiction

explores the relationship between historiograpld/fastion.

Historiographic metafiction coincides with the dissions within the framework of the
linguistic turn in historiography. It “puts into gstion, at the same time as it exploits,

the grounding of historical knowledge in the pasalt (Hutcheon,Poetics92), and
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concentrates on the complex relation of historipgya “to narrativization, thus,
fictionalization” (Hutcheon,Poetics 93). In this context, historiographic metafiction
asks the same questions the philosophers of hisiavg already asked: “What is the
ontological nature of historical documents? Areythiee stand-in for the past? What is
meant—in ideological terms—by our ‘natural’ undarsting of historical
explanation?” (HutcheorRoetics93). As Hutcheon claims, historiographic metadioti
puts forward the similar “skepticism or suspicionmoat the writing of history” that

Hayden White and other philosophers of history eetl in their works Poetics106).

The major aims of historiographic metafiction avgotoblematize historiograpland to
question history as, to use Lyotard’s terminolagynetanarrative, by refuting “the view
that only history has a truth claim” (Hutchedtgetics93). Historiographic metafiction
“selfconsciously reminds us that, while events aedur in the real empirical past, we
name and constitute those events as historicalk fagt selection and narrative
positioning. And, even more basically, we only knofathose past events through their
discursive inscription, through their traces in fiiesent” (HutcheorRoetics97). Thus,
history and literature, or historical and literamyerge once again through postmodern

theory because, as Hutcheon suggests, both hestdriiterature

derive their force more from verisimilitude tharmrn any objective truth;
they are both identified as linguistic constru¢tghly conventionalized in
their narrative forms, and not at all transparétihtee in terms of language or
structure; and they appear to be equally intersdxueploying the texts of
the past within their complex textuality?@etics104)

Historiographic metafiction underlines the issuek swbjectivity, intertextuality,
reference, and ideology in accordance with the dexpelationship between history
and fiction. In order to foreground these mattérsises certain devices. As Hutcheon
notes, historiographic metafictions generally ergpdgher multiple points of view or
an overtly controlling narrator in order to probl#ize the issue of subjectivity. Neither
of the modes provides “a subject confident of lEs/bility to know the past with any
certainty” (Poetics 117) because the former includes “a pluralizingltiveiency of
points of view” while the latter contains “over-agive and problematizing
subjectivity” (Poetics 161). For instance, Don Delillo’s historiographmuetafiction



72

Libra, published in 1988iries to unearth the secret history of the JFK ssgration
from twenty-nine different points of view. Both noinand major characters ruminate on
the JFK assassination, but no one is able to peothé true history of the incident.
Likewise, as Hutcheon suggests, British writer @rah Swift's historiographic
metafictionWaterland(1982) provides an overtly controlling narrator,nT&rick, who

is a history teacher trying to give meaning to jmiesent situation by questioning his
past and by trying to narrate the history of thal&ed. However, Crick is so unsure
about the past events that he is incapable of thagréhem. In Hutcheon’s opinion,
postmodernism “establishes, differentiates, andh ttisperses stable narrative voices
(and bodies) that use memory to try to make sehsigeqoast. It both installs and then
subverts traditional concepts of subjectivityPogtics 118). Thus, paradoxically,
historiographic metafiction both uses and abusaditional narrative voices so as to

problematize and to question the notion of subyjégti

Historiographic metafiction also makes use of ieeiual references in order to
underline the textuality of history. As Hutcheoatss, postmodern intertextuality is “a
formal manifestation of both a desire to close dhp between past and present of the
reader and a desire to rewrite the past in a nevegty (Poetics118). However, this
does not mean that historiographic metafiction ndgeto “void or avoid” history:
“Instead it directly confronts the past of litensta—and of historiography, for it too
derives from other texts (documents). It uses admgses those intertextual echoes,
inscribing their powerful allusions and then sulbwey that power through irony”
(Hutcheon, Poetics 118). At this point, as Hutcheon suggests, literdreories and
historiographic approach merge once again. In “Thed the Text,” Barthes claims,
“any text is an intertext; other texts are predant, at varying levels, in more or less
recognizable forms: the texts of the previous amdosinding culture” (39). Likewise,
LaCapra states, “the past arrives in the form oktste and textualized
remaindersSl memories, reports, published writings, archiveshomeents, and so forth”
(History and Criticism128). Thus, like a literary text which refers tiner texts rather
than the external world, a historical document oimieracts with other historical

documents.
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By making use of intertextual references and chgligg the “conventional forms of
fiction and history writing,” historiographic metetion tries to show that “history is not
the transparent record of any sure ‘truth’ and tha inevitably textual” (Hutcheon,
Poetics129). In this sense, historiographic metaficti@esiand abuses anything and
everything such as newspaper clips, almanacs, cbauoks, and so on as an intertext.
For instance, as Hutcheon points to, Robert Coevaistoriographic metafictiofihe
Public Burning published in 1977, narrates the history of Roseyd) execution, and
“is mediated by many different textualized formsieOmajor form is that of the various
media, through which the concept of the disparggween ‘news’ and ‘reality’ or
‘truth’ is foregrounded” Poetics133). Thus, historiographic metafiction questitisy
the idea of truth is constructed and manipulatedutph the printed media, which is a

device to record history.

Historiographic metafiction also uses parody tegnate “the textualized past into the
text of the present” (HutcheoRpetics118). Hutcheon defines parody as “an imitation
with critical ironic distance” (“Defining Parody” 73. According to her, parody in
metafiction is a way of “an exploration of diffenand similarity,” and “invites a
more literary reading, a recognition of literarydes” (“Modes and Forms” 25).
Hutcheon considers parody in metafiction to berepge and valid approach in creating
a new form as a synthesis. In historiographic ntah, parody may be both literary
and historical (HutcheorRoetics118). In order to clarify her point, Hutcheon givbe
example of E. L. Doctorow'$Velcome to Hard Timgsublished in 1960. According to
HutcheonWelcome to Hard Timesvhich narrates the history of a western townrhi t

nineteenth century, depicts the ironic intertextus® of the Western. She maintains:

In parodically inverting the conventions of the Wées, Doctorow here
presents a nature that is not a redemptive wildsraad pioneers who are
less hardworking survivors than petty entreprenddesforces us to rethink
and perhaps reinterpret history, and he does solyrthirough his narrator,
Blue, who is caught in the dilemma of whether wekenhistory or history
makes us.Foetics134)

Parody inWelcome to Hard Times both literal and historical because it requiaes

sense of understanding to come “to terms with mgstraditions of earlier historical
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and literary articulations of American-ness” (Hwtoh, Poetics 133). Thus,
historiographic metafiction parodies both the &tgrform and the historical perception

of national identity.

Another issue that historiographic metafiction peotatizes is reference. As Hutcheon
suggests, historiographic metafiction “both unaderdi its existence as discourse and yet
still posits a relation of reference (however peobatic) to the historical world, both
through its assertion of the social and institusionature of all enunciative positions
and through its grounding in the representation@fbetics 141). As Hutcheon
maintains, historiographic metafiction does notydtre existence of the past real as in
the “radical constructivism (according to which liyais only a construct); it just
questions how we know that and how it is (or wa@bdetics 146). Also, slightly
different from metafictional self-reflexivity, whicquestions “the very existence as well
as the nature of extratextual reference,” hist@appic metafiction furthers, deepens,
and “complicates” this question: “History offers cfe—interpreted, signifying,
discursive, textualized—made from brute eventshésreferent of historiography, then,
the fact or the event, the textualized trace orethgerience itself?” (HutcheoRoetics
15). Here, historiographic metafiction draws att@mtto the difference between facts
and events: events are those “which have no meanirgemselves,” and facts are
those “which are given meaning” (Hutche®tetics122). Then, facts are subjected to
the historian’s perspective that is structured untfe influence of the dominant

discourses of the period.

At this point, as Hutcheon suggests, historiograpdpproach and literary theories
coincide. That is, White suggests that “As a syntbstructure, the historical narrative
does not reproduce the events it describes; & tallin what direction to think about the
events and charges our thought about the evertStffrical Text as Literary Artifact”

52). Likewise, as Hutcheon claims, historiographietafiction “does not pretend to
reproduce events, but to direct us, instead, ttsfawr to new directions in which to
think about events”Roetics154). Thus, historiographic metafiction pointsthe fact

that events are experienced in the past and tletp#st is real, but the past is

discursively constructed in the present. Moreovarstoriographic metafiction
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underlines the idea that, just like facts, hist@riigures both in historiography and
literature are discursive because they are suloj@otéhe interpretation of the historian
and the writer. Like the events of the past, histbrpersonages are known “only from
their textualized traces in history” (Hutchedigetics153). Finally, it should be stated
that neither written historical accounts nor finstad-eyewitness accounts are free of the
interpretation of the historian and the writer. Shapproach alludes to Foucault’s

argument of discursive structures in relation ® power/knowledge relation.

Historiographic metafiction also problematizes idgy. Historiographic metafiction
grants what White claims: “every representatiorthed past has specifiable ideological
implications™ (qtd. in Hutcheon,Poetics 120). Also, it underlines the idea that
discourse, as in Foucault’'s argument, is subjetbetcertain social, historical, and
institutional (and thus political and economic)nfi@vorks” (HutcheonPoetics184).
According to historiographic metafiction, discourséboth an instrument and an effect
of power” and which is why historiographic metaifict is “always careful to ‘situate’
itself in its discursive context and then uses thiilating to problematize the very
notion of knowledge—historical, social, ideologicéiHutcheon,Poetics185). In this
sense, it uses history to question any “authostyhe basis of knowledge—power” in
literature Poetics185). Thus, as Hutcheon suggests, in historiogcapletafiction, the

ideological and the aesthetic “have turned outetingeparable”’Hoetics178).

Postmodernism asserts that any mode of represmniatideological and, as Hutcheon
suggests, it asks questions about “the ideologioaler behind basic aesthetic issues”
(Poetics 182). However, postmodernism paradoxically denratest an ideological
approach, which is, as Hutcheon calls, “anti-tatai” (Poetics231). It is an “anti-
totalizing ideology” because postmodern fictioné$rto problematize and, thereby, to
make us question. But it does not offer answelBbefics 231). The fact that
historiographic metafiction focuses on the issuashsas subjectivity, intertextuality,
and reference is based on its “anti-totalizing idgg’ that makes the reader question

the totalizing discourses.
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However, Marxist critic Fredric Jameson criticizgsstmodernism and its modes, and
calls postmodernism the cultural logic of late ta@@Em in his article “The Cultural

Logic of Late Capitalism” published in 1984. Jamesvaluates postmodernism in
terms of architecture, cinema, and fiction. He f@sihis argument on parody, which he

thinks turns out to be a mere pastiche in postnmosier. According to Jameson,

[p]astiche is, like parody, the imitation of a pkauor unique, idiosyncratic
style, the wearing of a linguistic mask, speech gtead language. But it is a
neutral practice of such mimicry, without any ofgdy’s ulterior motives
amputated of the satiric impulse, devoid of lauglated of any conviction
that alongside the abnormal tongue you have mombnberrowed, some
healthy linguistic normality still exists. Pasticli® thus blank parody, a
statue with blind eyeballs. (17)

For Jameson, in the postmodern period after “thkamse of the high-modernist
ideology of style” (17), architects, cinema prodg¢eand writers turn to the past to
imitate “the dead styles” (18). Jameson interpréftiss act as “the random
cannibalization of all the styles of the past, pheey of random stylistic allusion,” which
is called “historicism™ by the architecture histans (18). Jameson reads this kind of
use of the past and the old styles as a postmatierostalgia for which nostalgia films
are very good examples: “the nostalgia film wasemev matter of some old-fashioned
‘representation’ of historical content, but insteggproached the ‘past’ through stylistic
connotation, conveying ‘pastness’ by the glossyities of the image, and ‘1930s-ness’
or ‘1950s-ness’ by the attributes of fashion” (IR)us, from Jameson’s perspective, the
nostalgia film, which uses only certain images,eoty, and styles of the past, merely
displays, for instance, “some eternal thirties™bgnerg[ing] as an elaborated symptom
of the waning of our historicity, of our lived pdsiity of experiencing history in some
active way” (21). Hence, such films do not go bel/tweing artistic artifacts or images,

which are produced through pastiche.

In a similar manner, Jameson furthers his arguremlealing with the historical novel,
which he believes is an old form imitated by thatemnporary writers. Jameson focuses
particularly on E. L. Doctorow'®agtime published in 1975, which narrates the stories
of three families (an Anglo-American, a Europeammigrant, and a black one) in
America in the 1900s, by criticizing American demadic ideals and by mixing and
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interacting historical figures with fictional onédutcheon,Poetics89). According to
Jameson, in the novel “the objects of represemtatstensibly narrative characters, are
incommensurable and, as it were, of incomparablestances, like oil and water—
Houdini being ahistorical figure, Tateh dictional one, and Coalhouse amtertextual
one—something very difficult for an interpretive ngparison” (22-23, original
emphasis). In Jameson’s opinion, they resist inééagion because of their pastiche-like
nature. Jameson considétagtimeto be “a seemingly realistic novel” but “in regla
nonrepresentational work that combines fantasy if@gse from a variety of
ideologemes in a kind of hologram” (23). Furtheccading to JamesorRagtime

cannot represent the historical past because datheof the historical referent:

Ragtimeremains the most peculiar and stunning monumetited@esthetic
situation engendered by the disappearance of thteriwal referent. This
historical novel can no longer set out to represieathistorical past; it can
only “represent” our ideas and stereotypes abaitphst (which thereby at
once becomes “pop history”). . . . it can no longare directly on some
putative real world, at some reconstruction of st p@story which was once
itself a present; rather, as in Plato’s cave, ishitace our mental images of
that past upon its confining walls. If there is aeglism left here, it is a
“realism” that is meant to derive from the shock gfasping that
confinement and of slowly becoming aware of a ned ariginal historical
situation in which we are condemned to seek Histyryway of our own
pop images and simulacra of that history, whicélfiteemains forever out of
reach. (25)

For Jameson, E. L. DoctorowRagtimeand his other novels written in a similar style
as well as other novels alike underline the “pasthef the era narrated in the novel,
and just provide the images and stereotypes ofettzain the mind of the writer. Thus,
these novels give a sense of nostalgia for thelpastoving away from being political

and critical.

On the other hand, Hutcheon redfagtimein a very different manner. Hutcheon
answers Jameson’s critique of the postmodern noveleneral and oRagtimein
particular. She does not accept tRagtimelacks the historical referent, and maintains:

it is just as easy to argue that, in that very hothee historical referent is
very present—and in spades. Not only is there aarate evocation of a
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particular period of early twentieth-century-Amenccapitalism, with due
representation from all classes involved, but hiskb personages also
appear within the fiction. Of course, it is thisxinig of the historical and the
fictive and this tampering with the “facts” of réeed history that Jameson
objects to. Yet that is the major means to makhey reader aware of the
particular nature of the historical referefoétics89)

Moreover, Hutcheon believes that mixing the his@lrifigures and the fictional ones
“may have a function in the problematizing of tleure of the subject in the sense that
it foregrounds the inescapable contextualizinghef $elf in both history and society”

(Poetics84).

Hutcheon deals with the issue of nostalgia anandallf Doctorow does use nostalgia,
it is always ironically turned against itself—araus” Poetics89). Hutcheon provides
the beginning of the novel to be the pattern ofitbay used throughout the novel. At
the very first page of the novel, the narrator dbss the year 1902 with “a potential
nostalgia, but surely it is one already tinted writbny” (Hutcheon,Poetics89). The

related part of the novel is as follows: “Everyowere white in summer. Tennis
racquets were hefty and the racquet faces ellipfideere was a lot of sexual fainting.
There were no Negroes. There were no immigramsti{orow 4). However, just one
page later, Emma Goldman, the historical figurédmalized in the novel, talks about
almost an opposite situation: “Apparently therere Negroes. Therevereimmigrants”

(Doctorow 5, original emphasis). Hutcheon claims,

much of the novel is about precisely those ex-cengarts of society,
traditionally excluded from fiction and history.ndason is right, | think, to
see this novel as inscribing a crisis in histoyicibut it is his negative
judgment that is surprising. The irony that alloevsical distancing is what
here refuses nostalgiaRagtimés volunteer firemen are anything but
sentimental figures, and many American social ‘isleasuch as justice—
are called into question by their inapplicability black) Americans like
Coalhouse Walker. There is no generalizing andirsentalizing away of
racism, ethno-centric bias, or class hatred inrbigel. Poetics89-90)

According to Hutcheon, the fact that metafiction asare of its semiotic nature
“prevents both nostalgia and antiquarianisibdétics90). In relation to this, Hutcheon

notes that although much art “uses irony and patodiynscribe and yet critique the
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discourses of its past, of the ‘already-said,” pasternism is almost always double-
voiced in its attempts to historicize and contekigathe enunciative situation of its art”
(Poetics44). Thus, historiographic metafiction is self-soiusly both historicist and
(con)textualist. Hutcheon also opposes Jamesor fidat historiographic metafiction
is apolitical by stating that novels likRagtime“do not trivialize the historical and the
factual . . . but rather politicize them througreithmetafictional rethinking of the

epistemological and ontological relations betweistohy and fiction” Poetics121).

Historiographic metafiction continuously calls atien to the fact that history, like
fiction, is subjected not only to the conventiorisnarrative and language, but also to
ideological motivations. As Hutcheon suggests, fBhistory and fiction are cultural
sign systems, ideological constructions whose @golincludes their appearance of
being autonomous and self-contained?oétics 112). Hence, the most important
guestion of historiographic metafiction is whosstbily exists in accordance with, to
use Foucault’s terminology, the power/knowledgatreh. Historiographic metafiction
asks guestions about the “issues surrounding theenaf identity and subjectivity; the
guestion of reference and representation; thetexeral nature of the past; and the
ideological implications of writing about histor{ffHutcheonPoetics117).

Finally, with its anti-totalizing ideology, histagraphic metafiction aims to “re-write or
re-present the past in fiction and in history” irder to “open it up to the present, to
prevent it from being conclusive and teleologicéfutcheon,Poetics 110), because
postmodern fiction does not believe just in onetfruather it underlines the possibility
of the existence of the truths in plural. As Hutmheclaims, “Historiographic
metafiction suggests that truth and falsity mayeeud not be the right terms in which to
discuss fiction” because “there are otiyths in the plural, and never one Truth; and
there is rarely falsenegser se just others’ truths” (HutcheorRoetics 109, original

emphasis).

In the light of these arguments, as Hutcheon claimsdoriographic metafiction is “not
just metafictional; nor is it just another versioh the historical novel or the non-

fictional novel” Poetics5).X° Hence, it is relevant to examine the differencesveen
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the historical novel and historiographic metafintiand, later, those between the non-
fictional novel and historiographic metafiction. Astated earlier, although the
characteristics of the historical novel continugushange between the 1820s and the
1890s, the major aim of the historical novel is d@chieve historical faithfulness.
Dramatically different from the historical novelistoriographic metafiction questions
the nature of history and problematizes the writidnistory by underlining the issues
of subjectivity, intertextuality, reference, anceadogy, even when all of these do not
appear in the novel at the same time. The literang ideological aspects of
historiographic metafiction are drastically diffatefrom those of the historical novel.
Although Scott’s formula of historical fiction hégen used, abused, and changed by his
followers from time to time, the basic principlestioe historical novel remain the same,
which is why Scott’'s formula will be taken again asreference point to make a

comparison between the two genres.

In order to provide historical faithfulness, thatbrical novel “usually incorporates and
assimilates” the details or historical data asadase of Scott (HutchedPgetics114).
However, as Hutcheon suggests, historiographic fraeten “plays upon the truth and
lies of the historical record. . . . certain knodetails are deliberately falsified in order
to foreground the possible mnemonic failures oforded history and the constant
potential for both deliberate and inadvertent érrdPoetics 114). Thus, while the
historical novel searches for the ways to providsohnical faithfulness and concerns
itself with how to be true to past reality or truthstoriographic metafiction focuses on
the possibility of the manipulation and misrepreéagon of past reality in accordance
with dominant discourses of the given period asl &elon the multiplicity of truth.
Thus, “The eighteenth-century concern for lies daldity becomes a postmodern
concern for the multiplicity and dispersion of ti(g), truth(s) relative to the specificity
of place and culture” (HutcheoRpetics108).

Besides, historiographic metafiction uses the histbdata in a different manner from
the historical novel. Historiographic metafictiomcorporates, but rarely assimilates
such data. More often, the procesatiémptingto assimilate is what is foregrounded”

(Hutcheon, Poetics 114, original emphasis). Hence, historiographic taineion
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critically displays the process of making historlyil dealing with the historical details
and their collection. As Hutcheon asserts, “As eesdwe see both the collecting and
the attempts to make narrative order. Historiogi@phetafiction acknowledges the
paradox of theeality of the past but itsextualized accessibilitto us today” Poetics
114, original emphasis). In other words, the aimasto create a sense of past reality,
but to question the way past reality is created.

The use of the characters in historiographic metiafi is also different from the

historical novel. As argued previously, the protagbin the historical novel is a kind of
type. However, as Hutcheon claims, the protagomsksstoriographic metafiction “are

anything but proper types: they are the ex-centtice marginalized, the peripheral
figures of fictional history. . . . Even the hist@ personages take on different,
particularized, and untimely ex-centric statuBbétics114). The aim of this kind of

characterization is to underline “a postmodern liogyp of plurality and recognition of

difference; ‘type’ has little function here, exceg® something to be ironically undercut”
(Hutcheon Poetics114).

Likewise, historical figures in historiographic raéttion have a specific purpose. As
mentioned earlier, historical figures in the higtal novel are used just to show the
historical context of the novel and they generaliye minor roles (Lukacs 38-39). On
the other hand, in historiographic metafiction,tdvical figures are used to make the
reader “see all referents as fictive, as imagineefause these historical personalities
are only known through “their textualized traceshistory” (HutcheonPoetics153).
Hence, in historiographic metafiction some well-dumofigures of history may occupy
an important role to create a space for questiotteg representations in history as
grand narratives. For instance, Napoleon Bonaparepresented as a “street boy” who
is “short, pale, moody” (12), instead of a heroeneral, in British writer Jeanette
Winterson’s novellThe PassionThe novel that narrates the love story betweenriHe
Napoleon’s chef, and Villanelle, the web-footed glater of a Venetian boatman, thus
questions the grand narrative revolving around Napo as a hero by providing an
alternative portrait of the general. In this waye Passiorstresses the imaginary and

fictive nature of all representations.
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The differences between the historical novel argfohiographic metafiction also call
for the differentiation between the non-fictionalvel and historiographic metafiction
because of their seemingly similar but radicallyfedent natures. Along with the
discussions on the used-upness of certain fornfistafnal writing in the 1960s, which
has been previously discussed in connection witin Barth, the social reality in the
1960s is the major driving force for the writersebgperiment with new forms. In the
1960s, America experienced shocking events sucthesassassinations of John F.
Kennedy, Martin Luther King, and Malcolm X, the Yham War turning into a
dramatic failure and igniting protests, the CiviigRts movement causing violence
scenes, and the rise of a drug-abusing countenreultWhat America witnessed was
incomprehensible for many. Larry L. King observieis ttnormous change in reality as

follows:

The America of 1968, with its assassinations, tedchettos, campus wars,
crime waves, alienations, deposed kings and crawetenders, almost
seems too much for a single book. Offered as alndawaight be rejected
even by the lowliest of publishing house readefhis story smacks too
much of fantasy,” such a low-echelon reader migirt to his superiors.
“There is too much random violence, nameless carapdiins, and wild
improbabilities. . . . This manuscript should bdeceed.” (qtd. in
Zavarzadeh 22-23).

As King suggests, all these are too much even fatianal work. InThe Mythopoeic
Reality: The Postwar American Nonfictioas Mas’'ud Zavarzadeh suggests, what
America experienced as the actual reality did rmhade even with what realistic

fiction represented. As Zavarzadeh notes,

[a]t this cultural juncture, the old fictions seeuaddenly to have become
new realities, and the old verities to look likeanngctions. The totalizing
novel, which aims at interpreting the human situatiwith mimetic
conventions and linear causal logic rooted in thgasation of fiction and
fact, reduces the charged quality of experiencecangequently presents to
the reader an imaginary (almost escapist) worldip tnd anemic in
comparison with the empirical world. . . . An aif orelevance and
immateriality has surrounded the contemporary pregative novel because
of its loss of orienting power and its inability falfill its traditional
function, namely the exploration of the actual tiglb the fictional and the
illumination of man’s experience in its public cexrts through authentic
aesthetic patterning. (26)
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Since the traditional realist novel was not enotmhepresent this new social reality,
writers searched for a new form, and the New Jdisma which is used
interchangeably with nonfiction writing, came irttte scene. Ifract and Fiction: The
New Journalism and the Nonfiction Nagvels John Hollowell states, this form is
characterized with the combination of fictionallemues and the detailed observation
of journalism (10). By spelling the different name$ the form such as “higher
journalism,” “new journalism,” or “the literaturef dacts,” Hollowell summarizes the
general characteristics of the nonfiction narrativas follows: “They reflect an
increasing tendency toward documentary forms, tdvp@rsonal confession, toward the
exploration of public issues” (10). The New Jouisral starts to be fully practiced and
theorized by journalist Thomas Wolfe, whose artidibe Kandy-Kolored Tangerine-
Flake Streamline Baby,” which was publishedEsquirein 1963, is accepted to be the
first materialized form of the New Journalism. The New Journalism with an
Anthology Wolfe states that he realized that it is possiblavrite accurate non-fiction
with techniques usually associated with novels ahdrt stories” and “to use any
literary device, from the traditional dialogism thfe essay to stream of consciousness,
and to use many different kinds of simultaneoustywithin a relatively short space . . .
to excite the reader both intellectually and emmwlly” (15).

The reason for the search of a new form in jousnalis related to the codes of the
journalistic writing. As Ronald Weber suggests is hrticle “Personal Journalism,”
within his bookThe Literature of Fagtthe “detached, impersonal, seemingly objective
point of view” in journalistic writings is the mognportant characteristic to produce a
qualified and reliable piece of writing (23). Hovesy according to Weber, the new
trend in journalism considered the objective poinview to be dishonest to the reader:
“to deny the shaping presence of the reporter lsecanf theoretical demands of
detachment and objectivity was to be fundamenth#iitfonest with the reader as well as
oneself” (23) because it is not possible for jolists or other writers to produce an
objective, detached, and impersonal piece of vgitiBven a most objective work is
written from a certain perspective of its origimatdhus, journalists started to avoid
“pretence of objectivity of presentation” by usiftgchniques of fiction in an overt

manner” (HutcheorPoetics115).
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In The New Journalism with an Anthologwolfe explains this trend as follows:
Journalists learn “the techniques of realism” bgcdvering “the devices that gave the
realistic novel its unique power, variously knows s ‘immediacy,” its ‘concrete
reality,” its ‘emotional involvement,’ its ‘grippji or ‘absorbing’ quality” (31). For this
purpose, journalists use basically four technicefefiction: The first one is “scene-by-
scene construction, telling the story by movingnfrecene to scene and resorting as
little as possible to sheer historical narrativé/alfe 31). This gives the sense that the
journalist “could actually witness the scenes ineotpeople’s lives as they took place”
(Wolfe 31). The second device is to “record thdagjae in full,” which “establishes
and defines character more quickly and effectiiein any other single device” (Wolfe
31). The third technique is the third-person pahview: “the technique of presenting
every scene to the reader through the eyes ofteydar character, giving the reader the
feeling of being inside the character's mind angregsing the emotional reality of the
scene as he experiences it” (Wolfe 32). In relatorihe third-person point of view,
Wolfe suggests interviewing the character “abostthbughts and emotions, along with
everything else” to “accurately penetrate the thsigof another person” (32). Wolfe
avoids using the first-person point of view, thé Was there” pattern (Wolfe 32),
which journalists had generally used, since hesfindvery limiting for the journalist”
(32) in that the journalist using the first-perspoint of view “can bring the reader
inside the mind of only one character—himsedf point of view that often proves
irrelevant to the story and irritating to the reddé2). The fourth device is the

recording of status details such as

everyday gestures, habits, manners, customs, stflésrniture, clothing,
decoration, styles of traveling, eating, keepingid®y modes of behaving
toward children, servants, superiors, inferiorgrpeplus the various looks,
glances, poses, styles of walking and other syroldtails that might exist
within a scene. (Wolfe 32)

Hollowell mentions two more devices in additiortihose which are provided by Wolfe.
Hence, the fifth tool is interior monologue, “oretlpresentation of what a character
thinks and feels without the use of direct quotadia26). The final device is composite
characterization, “or the telescoping of charadteits and anecdotes drawn from a
number of sources into a single representativeckkgHollowell 26). Additionally,
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other literary devices such as flashbacks, foreshad), and inverted chronology are
also used. The aim of the journalist in using théstails is to reflect the contemporary

reality, which turned out to be almost unbelievahléhe 1960s.

Of the literary works written in the form of nontien, Truman Capote’sy Cold Blood
which is based on the massacre of the Clutter jathiat took place in Holcomb,
Kansas, occupies an important place because, a® \8tates, although Capote did not
call it journalism by labeling his novel the nowtional novel, “his success gave the
New Journalism, as it would soon be called, anwkielming momentum” (26)In
Cold Blood Capote, who creates his novel out of very shewispaper news, combines
novelistic and journalistic techniques which arentimed above. For this novel
published in 1965, he spends five years in ordeetoch the story by interviewing both
the killers in prison and the people of Holcombéese, as Hollowell argues, the New
Journalism “demands a more intense and persondl dirinterviewing and research
than does traditional reporting” (32). Although @8 did not witness the event, he

engaged himself with the event through these irdesy.

In other examples of the non-fictional novel, tdea of personal engagement is more
explicit. For instance, Hunter S. Thompson livedhwihe motorcycle gang Hell's
Angels for months in order to write their liveshis non-fictional noveHell’'s Angels:

A Strange and Terrible Sagaublished in 1966. Similarly, in order to narrétte lives

of the Merry Pranksters ilhe Electric Kool-Aid Acid Tasteublished in 1968, Wolfe
was personally involved in the drug scene of Califo by traveling with Ken Kesey
and Merry Pranksters in the States. In a similan,vin The Armies of the Night:
History as a Novel, the Novel as Histopyblished in 1968, Norman Mailer narrates an
anti-war demonstration he had participated in. Aslfé/ claims, this narrative was
“written soon enough after the event to have anjalistic impact” (27).

Although the non-fictional novel and historiograpimetafiction seem to be similar in
the use of fictional devices, they are radicallyedent in terms of ideology and focus of
attention. According to Hutcheon, the way the nictihal novel writers use the

techniques of fiction in an overt manner and they wWieey make “no pretence to
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objectivity of presentation,” in other words “matdionality and provisionality,”
connect the nonfiction novel to historiographic afietion (Poetics115). By referring
to Hollowell, Hutcheon states that in the non-6a@l novels whose writers observed
and were involved in the actual events which aratroeed above, “there was a very
‘sixties’ kind of direct confrontation with the satreality in the present'Hoetics115).
According to Hutcheon, this kind of “authorial stturing experience was often in the
forefront as the new guarantee of ‘truth,” as rtarsaindividually attempted to perceive
and impose pattern on what they saw about thétoéfics115). As Hutcheon argues,
although both the non-fictional novel and historagghic metafiction emphasize the
authorial power of the imagination of the writeio “treate unities,” historiographic
metafiction “installs totalizing order, only to dest it, by its radical provisionality,
intertextuality, and, often, fragmentatiorPdetics116). Hence, the authorial voice in
historiographic metafiction cannot be the guaraofeteuth. Rather, it pushes the reader

to question further the nature of truth.

In line with her argument, Hutcheon evaluates Malérmies of the Nighas a non-
fictional novel which is closest to historiograpimetafiction. The novel is composed of
two parts, respectively entitled &Bstory as a Novehnd The Novel as Historyhat
narrate the same anti-war demonstration from differperspectives. Both parts
ruminate about the relationship between literaturé history. The first part is narrated
from a third person narrator identified with Mail@ho participated in the event. At the
end of the first part, the narrator claims thas tbart where he narrates “his history of
the Pentagon” “insisted on becoming a history ofidelf over four days, and therefore
was history in the costume of a novel” (Mailer 218¥ter finishing his personal
history, the narrator decides to write “a most ¢em&hort History, a veritable précis of
a collective novel, which . . . will seek as Histono, rather as some Novel of History,
to elucidate the mysterious character of that gssentially American event” (Mailer
216). The second part, which is supposed to clah& demonstration, is a kind of
journalistic account, which is based upon variowelia and is written after the event.
At the beginning of the second part, the expeatatiof the narrator about
historiography turn out to be wrong because “Thessmaedia which surrounded the

March on the Pentagon created a forest of inacgwédch would blind the efforts of
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an historian” (219). However, the novel, which i tfirst part of the book, “has
provided us with the possibility, no, even the rastent to view our facts and
conceivably study them in that field of light a ¢abof lens-grinding has produced”
(219). As Hutcheon suggests, the final decisionth&f narrator “seems to be that
historiography ultimately fails experience and ‘ihstincts of the novelist’ have to take
over” (Poetics117). In Hutcheon’s view, this provisionality andcertainty “define the
new postmodern seriousness that acknowledgesntiits ind powers of ‘reporting’ or
writing of the past, recent or remotePdetics117). What make3he Armies of the
Night the closest non-fictional novel to historiograpmetafiction is the rumination
about the representation of a historical event bylesizing the fictionality of

historiography and the way it questions the wrifimgcess of history.

To sum up, differing both from the historical novahd the non-fictional novel,
historiographic metafiction is “a novel about thgempt to write history that shows
historiography to be a most problematic art” (Heiwh, Poetics112). Historiographic
metafiction primarily stresses the textuality oftbry by displaying the process of
history writing. It emphasizes the historicity ohet text by examining the
contextualization of the past as history. Alsowrgting the historical events without
claiming an ultimate truth functions to make “usaag of the need to question the
received versions of history” (HutcheoRpetics115). In this sense, historiographic
metafiction turns out to be a genre which is conedrwith both history and history

writing at the same time.
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CHAPTER 2
2.1. BURR

Vidal published Burr in 1973 right after Americans witnessed the abuosethe
presidential power in relation to both the Vietndmar and the Watergate scandal in the
presidential election of 1972. In his essay “Theddel American Revolution,” Vidal,
who claims that “Congress and Court can be bypasgeoh executive order,” criticizes
the abuse of the presidential power in America J268d says “The Presidents have
fought two major wars—in Korea and Vietnam—uwithaumty declaration of war on the
part of Congress” (“The Second American Revoluti@62). He points to the idea that
when abused, the executive power creates dictatdrsef presidents. Accordingly, this
critical perspective is presented in the represiems of the presidents iBurr. This
subsection will first contextualizBurr in order to explore the historicity of the text.
Then, the characterization in the novel will be rakeed to display the framework of
historiographic metafiction. Finally, the textuadadysis will include the discussions of
the autobiography tradition in relation to histotlye questioning of the representations
of the founding fathers as grand narratives, aedptioblematization of history writing,
all of which differentiatdBurr from a historical novel.

Burr opens with A Special Despatch to the New Yd&kening Post(Vidal 1) where
Charles Schermerhorn Schuyler tries to describ@®&urr's marriage to the wealthy
ex-prostitute Eliza Jumel, on July 1, 1833. Theat@onsists of five chapters designed
as 1833, 1834, 1835, 1836, and 1840, and has dapwced narrative structure. The
first layer consists of the fictional character @ég diary, kept between the years 1833
and 1840. Charles is a law clerk in Burr's law c#fiand an ardent writer with
aspirations to become a journalist. While workind3arr’'s law office, Charles is hired
by William Leggett, editor of the newspagevening Postto write a pamphlet that will
reveal that Martin Van Buren, vice-president at tinee, is Burr’s illegitimate child.
With this pamphlet, Leggett aims to destroy Burestatus in politics. Meanwhile,
Charles takes notes on Burr’'s conversations orr @é&eple, and Burr, who notices his
actions, assumes that Charles is writing aboutaudsenturous life” (Vidal 5). In order

to help Charles write his life story, Burr, who st as the vice-president of Thomas
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Jefferson between the years 1801 and 1805, offegivé Charles his manuscripts about
the years of the Revolution along with his memad@bkarles’ diary, which functions as
the frame-story, includes the events that Charteerwves and experiences while he is
trying to write both the pamphlet and Burr's biggmg. Ruminating about creating a
historical account, Charles works towards collectatl the data in Burr's manuscript
and memoirs, and, at the same time, he writes aBamt's recounts from his

recollections.

The second layer includes Burr's manuscript abbat American Revolutionary War
which was written between the years 1791 and 178&nvBurr was a member of the
Senate. This section also contains Burr's memairsvhich Burr narrates his life
between 1783 when he and his family came to NewkYard 1807 when he was
charged “with treason for having wanted to breakhe United States” (Vidal 1), and
was eventually found “innocent of treason but guit the misdemeanour of proposing
an invasion of Spanish territory in order to makedelf emperor of Mexico” (Vidal 2).
The manuscript and the memoirs embedded in Chatiag/ provide Burr’s first person

narrative voice, thus displaying his perspective.

In the 1830s, Burr is an unpopular lawyer in NewRr@ity, not only because he killed
Alexander Hamilton, one of the founding fathersaimuel in 1804 when he was the
vice-president in Thomas Jefferson’s administratiomt also because he conspired a
secessionist plot within the Union in 1805, asrtimaor indicates. He is so disliked that
Charles is secretly hired to disclose the rumot gdditician Van Buren, who Burr
keenly supports in politics, is Burr’s illegitimasen. This rumor will cause Van Buren
to be erased from the political arena due to hisilfal connection with the infamous
Burr. Charles views Burr as his mentor in politesgl after reading Burr's manuscripts
and memoirs, he has friendly feelings towards Rlaspite his earlier skepticism. In
spite of his guilty conscience, Charles continuesvtite both the pamphlet that can
destroy Van Buren and Burr's biography becausestaesperately in need of financial
means to sustain himself and his lover, Helen Jeweprostitute Charles has lived
together for a short period.
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Charles tries to soothe his guilty conscience abimaitwould-be pamphlet that destroys
Van Buren by saying “Do | betray the Colonel? lsnaall way, yes. Do | hurt him? No.
An anonymous pamphlet maintaining that he was #wll ould not distress him at all.
.. . Also, if he is consistent, he could hardlyngain if the world were to know he is
the father of Van Buren” (Vidal 21-22). Luckily, @Hes sells the pamphlet for a good
price to a publisher who plans to publish it undee name of Davy Crockett, a
congressman whose autobiography has been publisitee previous year. Charles is
relieved as he says, “Best of all | have done fquryrto Colonel Burr. Not only will he
never associate me with Davy Crockett but if thedkett style is what | think it is no
one will take seriously a word that’s publishedtive name of that drunken fat-head”
(Vidal 433). Additionally, Matt L. Davis, a newspap editor and one of Burr's
followers, intends to write Burr's biography to pablished post-humously. Although
Burr is informed of this incident, he particulavisants Charles to write his biography in
corporation with him. Thus, two biographies of Buare being written almost

simultaneously.

After Burr dies in September, 1836, Charles dodsamide anything in his journal until
December, 1840, and, at the time, he works as Asaerconsul in Amalfi, Sicily.
Despite continuously and meticulously probing Bailife to find the filial connection
between Burr and Buren and to write Burr's biogsaph the end Charles accidentally
learns that Burr is his father and Van Buren is tra#f-brother. The novel concludes
with Charles waiting for the publication of Burtsography by Matt Davis in order to
publish his own account.

Burr, which breaks with the premises of the historicalel by problematizing the
writing of history while underlining the textualityf history, demonstrates the
discussions upon the historicity of the text in adance with the New Historicist
perspective. As examined in the previous secti@Gdpra, Berkhofer, Greenblatt, and
Montrose suggest that the conceptualization ofpdi® cannot be viewed as separate
from the present social, cultural, and politicalmadities because the historian is also a
historical subject in the social system s/he expees. In order to understand why a

historical period is contextualized the way it is,is necessary to understand the
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historical period in which the historian lives. $hautlook clarifies the dialogue between
the past and the present. In this context, theigatidn of Burr and the atmosphere of
the time will be examined to display the effectstloé social, political, and cultural

atmosphere in the construction of the paguinr.

Before his assassination, Kennedy and his admaisir supported South Vietnam by
strengthening the US military presence in the medm prevent a communist invasion
over South Vietnam. In 1964, the Lyndon Johnsoniaidtnation wanted to expand the
war to North Vietnam by denying negotiations witle trulers. Congress also passed the
Gulf of Tonkin Resolution, “which gave the presitéme authority to ‘take any armed
attack against the forces of the United States tanghrevent further aggression™
(Norton et al 842). The Gulf of Tonkin Resolutioadl Congress to surrender “its
warmaking powers to the executive branch” (Nortorele842). Thus, the president

gained extensive power in governmental decisions.

Like Lyndon Johnson, Richard Nixon also used hiemrsive presidential power. For
instance, Nixon promised to end the Vietham Wat, Hmialso ordered US forces to
invade and bomb Cambodia. Additionally, PresidenxoN was involved in the
Watergate break-in in the election of 1972. Accogdio Mary Beth Norton and et al.,
“The Watergate scandal shook the confidence of Asaercitizens in their government.
It also prompted Congress to reevaluate the balahpewer between the executive and
legislative branches. Beginning in 1973, Congresssed several major bills aimed at
restricting presidential powerA(People and a Nation: A History of the United &sat
875-76). The 1970s was a period when American geaptl media became suspicious

about the deeds of their presidents.

In this context, there is a meaningful relationstiptween what Vidal narrates
throughoutBurr and the social turbulence in the 1970s. In theehoBurr severely
criticizes the founding fathers as imperialist nreha who abuse their presidential
powers. As Donald E. Pease claims in his articletled “America and the Vidal
Chronicles,” “Burr explains Washington’s belief anstrong government as an effort to

protect his vast landholdings in Mount Vernon, arttbmas Jefferson’s espousal of
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states rights simply as a political strategy to wires” (269). It could be claimed that
while Vidal was contextualizing historical figureach as Washington and Jefferson in
Burr, Johnson and particularly Nixon and their scang®lpolitical actions were in his
mind. Vidal's article “Richard Nixon: NofThe Best Mas Best Man,” published in
Esquirein 1983, can justify this connection. In this edi Vidal remarks that his play
entitled An Evening with Richard Nixowas produced on Broadway in 1972 and was

severely criticized by &lew York Timegurnalist because Vidal said “mean and nasty

things about [the] president™ (Vidal 58). Vidal gains why he interpreted Nixon the

way he did by evaluating other American presidastfollows:

To understand Nixon’s career you would have to tstdad the United
States in the twentieth century, and that is somgtthat our educational,
political, and media establishments are not abmitietp us do. After all: no
myth, no nation. They have a vested interest imtaaiing our ignorance,
and that is why we are currently stuck with theybec notion that Nixon
just happened to be the one bad apple in a spldratietl. The fact that
there has not been a good or serious presiderg &ranklin Roosevelt is
ignored, while the fact that Nixon was corrupt soofethe time, and
complex and devious all of the time, is constaettyphasized in order to
make him appear uniquely sleazy—and the rest glistsgrand. Yet Nixon
is hardly atypical. Certainly his predecessor, lgindohnson, far surpassed
Nixon when it came to mendacity and corruption. Bw national myth
requires, periodically, a scapegoat; hence Nixturs in the barrel.

Actually, corruption has been more the rule thaa #xception in our
political life. (“Richard Nixon” 58-59)

In Burr, Vidal, who argues that Nixon is not the only opir president in American
history, underlines the idea that corruption exiséven in the establishment of the
Republic. By presenting Washington and Jeffersami&nown or rather sidelined
characteristics, Vidal demonstrates his personati@p about the founding fathers’
corruption in association with Nixon’s corrupt gaal career. Vidal is not surprised by
Nixon’s corruption because, according to him, Nixoinerited his outlook from
previous presidents. IBurr, Vidal's emphasis on the monarchist, imperialisaad
opportunistic intentions of the founding fathers aaasily be associated with similar
objectives of the presidents in the 1960s and 1%X9%ease stateBurr “depended on
debates over executive privilege, balance of powsrson’s Imperial Presidency, and

the Watergate break-in for a contemporary consoess responsive to the actions
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recorded in” the novel (268)Thus, Vidal's current social, political, and cublr
environment determines his understanding of pasttsvand historical figures Burr.

Additionally, Vidal's critical perspective towardsmerican ideals such as democracy

and republic can be scrutinized from the way hestaotsBurr. As Pease states,

Burr repeatedly violates the mythological event thzaranteed the doctrine
of American Exceptionalim. That mythological eveonflated the nation’s

founding with Columbus’ discovery of the New Wouidthd required early
Americans to misrecognize the historical agencyheir own imperialist

war—in Mexico, California, and the western terigsr—as a result of some
“foreign” power. Unlike George Washington and thkers founding fathers,

who readily transcribed their own imperial ambigsamto this mythological

coda, Aaron Burr freely expresses his wish to foandEmpire in America

and to expropriate Native Americans’ land in theneaof the American

Empire. (269)

By juxtaposing Burr’'s desire to establish a Mexiéanpire on American soil with the
other founding fathers’ unspoken political agenttabuild an empire, Vidal hints that
both Burr and the other founding fathers had singtzals. Yet only Burr is identified as

the unwanted person. Pease interprets Burr's mofemerican history as follows:

As a political figure who openly acknowledges Mmsperialist ambitions,

Burr represents a national history hidden by pmitimythology. Without

Burr to serve as ritual scapegoat for the conttemhis between their
putative motives and actual deeds, the founderddioave been subjected
to a more severe critical scrutiny rather thandnisal worship. (269)

Through his noveBurr, Vidal aims two things: as Pease claims, he “riitated
Burr's character during the intense scrutiny of thixon presidency” and “Burr's
biography legitimized the political critique of Mir’s imperialism” (Pease 269-70).
Hence, the associations between the events ofah@sland those of the Revolutionary
years depict the formative influence of the preseantality in constructing past events

as history in the novel.

The mode of the characterization Burr is also different from that of the historical

novel. The protagonists in the historical novel tyees that reflect the general human
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characteristics of the time which the novel nagdte the sake of providing a sense of
past reality. In Luké&cs’ opinion, Sir Walter Scetthistorical novels almost always
include average human beings and they are “neveengéric figures, who fall
psychologically outside the atmosphere of the g@€). Unlike the historical novel,
historiographic metafiction, as Hutcheon claimsesents “the ex-centrics, the
marginalized, the peripheral figures of fictionaktbry,” and “[e]Jven the historical
personages take on different, particularized, dtichately ex-centric status”Poetics
114). The aim of this kind of characterization irstbriographic metafiction is to
underline “a postmodern ideology of plurality aretagnition of difference”Roetics
114).

In Burr, almost all of the characters, including the twogtitutes, Mrs. Townsend, the
manager of the brothel house, and Helen Jewettrl€shdover, are historical figures.

There are two exceptions, though. One of whichhars, as Gore Vidal notes in the
afterward of the novel, “who is based roughly oa tibscure novelist Charles Burdett”
and a minor character William de la Touche Clantefno could, obviously, be based
on no one at all’ (502). Vidal either chooses emrtge historical figures, or fictionalizes

them as marginalized characters in his novel ireotd underline the textuality of the
historical figures. Likewise, he prefers to crefittional characters who precede the
psychology of their historical atmosphere. Theidicalized historical personages Burr,
Mrs. Townsend, Washington Irving, the semi-fictib@narles, and the fictional de la

Touche exemplify the distinctive characterizatiéiBarr.

As the protagonist oBurr, Burr is very aptly used in the novel: in the ffiptace, Burr
himself is a peripheral historical figure becausehhs been literally marginalized in the
official story of American history as a traitor. Byiaking use of an eccentric and
marginalized historical personality as the mainrabter,Burr presents the opinions of
a character, who is cut off from historical nawasi.Burr presents an alternative history
constructed by Burr in order to draw attention tmwhhistory could be different if
narrated by Burr. Burr’'s narrative does not havbddrue because the purpose is not to
provide a true account. It is because, as Hutclsemgests, “The eighteenth-century

concern for lies and falsity becomes a postmodemcern for the multiplicity and
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dispersion of truth(s), truth(s) relative to theeaificity of place and culture”’Roetics

108). In this sense, the aim of the novel is tostjoa the idea of providing a true
historical account through Burr's biased, delibelsatsubverted, and sensational
statements by showing how Burr would construct riasrative if given the chance.
Burr, like other historiographic metafictions, stressbke plurality of discourses in

historical narratives.

Using Burr as the protagonist confers with Hutcheddea that, in historiographic
metafiction, historical figures are used to makermader “see all referents as fictive, as
imagined” @oetics 153). Although some historical novelists employstbiical
personalities as major figures in their novels, geaeral trend is to use them as minor
characters for the convenience of the reader ittisgahe historical period. However,
according to the premises of historiographic metiain, historical personalities are also
referents in historical accounts because they ake kmown through “their textualized
traces in history” (HutcheorRoetics153). In relation to this, throughout the novék t
reader witnesses both Charles’ effort to textuaBmer in his diary and Burr’s effort to
textualize the founding fathers in his memoirs. Fhthe reader finds the chance to
compare the representations of Burr and the fognththers in historical accounts to
the ones irBurr. The incongruity between their representationkigtorical accounts,
accepted as grand narratives, and their fictiog@lasentations iBurr emphasizes that
historical figures are fictionalized and textuatizeither in historical accounts or in
fictional ones. In this sense, the use of histbrigarsonalities in historiographic
metafiction is also functional in problematizingethepresentations of these figures as

grand narratives.

Another historical and marginalized characteBurr is Rosanna Townsend, who is an
ex-prostitute and the current manager of the brobimeise. Mrs. Townsend, who
occupies a secondary place in the novel, seemstquiie an ex-centric character
because “she reads works of philosophy, collectiafissermons” (Vidal 33).

Contradictory enough to her occupation, she is atntlee only character in the novel
who thinks about religious issues, and wheneveragpears, she is associated with

religion and religious matters. When Charles vigies brothel house at the Five Points,
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“where the five streets come together the world&ssty people can be found—drunks,
whores, thieves, gamblers, murderers-for-hire (Vida), he sees Mrs. Townsend
reading John Bunyan'®ilgrim’s Progress which is an allegory in which the main
character is in search of religious truth. Shersefe Milton while narrating her first

impressions on New York by saying “when | was gd@een | came to the city, too,
eager to take my place in Sodom and Gomorrah. MKk®n’s Satan, | would rather

reign in Thomas Street than serve in Claveracktd@V/i35). Mrs. Townsend searches
for the meaning of the universe. According to Hinere must be some meaning to all
this. Some great design™ (Vidal 33). She contertgdaon how and why the current

events unfold in a certain way.

In another scene, she appears reading Jonatharrdsjvaad quotes some passages for
Charles. While she reads Bunyan to find the meaaofnige, she reads Edwardsfér

the terrof™” (Vidal 130, original emphasis). One of the qatons she chooses is as
follows: “Let it be considered that if our liveselmot a journey toward Heaven, they
will be a journey to Hell” (Vidal 130). Later orshe gets interested in the Buddha by
“extending [her] religious range to the East” (Mi@d6). Although Mrs. Townsend is a
prostitute, she acts in a way that is not expefitad a prostitute. She uses metaphoric
language to express her ideas, develops a cripiespective towards Edwards by
emphasizing the terror in his Puritanical writingsd tries to understand Eastern
philosophy and religion. The incongruity between imentality and environment makes
her a marginalized historical character. In conttas Lukacs’ definition of a type
character, she seems to “fall psychologically al&she atmosphere” (60) of her own
age because of her interests in philosophy, spliiyy religion, and untimely

intellectual inquiries.

In his bookGore Vidal although Robert F. Kiernan evaluates Mrs. Towdsas a

figure who is “paralleling the history of Americaaligious sentiment in the eighteenth
and nineteenth centuries” by moving from BunyanEtiwards and later to Oriental
religions, which is an “Emersonian interest” to dwe[] her spirits” (81), it may also be
claimed that, considering her occupation and thek laf the fast communication

technology of the time, she anachronistically eigreres Transcendental ideals.
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Although American Romanticism appeared after th0%8 the Transcendentalist
movement was popularized by Ralph Waldo Emersonp wias influenced by
Hinduism, Confucianism, and Islamic Sufism, and keDavid Thoreau after the
1830s. Emerson moved to Concord, where the Tradsoceéalist movement was
initiated, in 1834; the Transcendentalist Club weganized in 1836; Emerson’s first
publication,Nature appeared in 1836; and his poem “Brahma” was phbtl in 1857.
Likewise, Thoreau’dNalden, or, Life in the Woodsgppeared in 1854. At this point, it
should be noted that when Mrs. Townsend appeasested in the Oriental religions in
the novel, the year is 1834. In the nineteenthwrgnit does not seem to be possible for
Mrs. Townsend to have access to the publicatioasshape the movement as soon as
they appear. Mrs. Townsend’s intellectual actigitseem to be a little ahead of her own
historical period because she fosters the idedasatbanot yet widely popularized in the
society. Hence, she could be evaluated as anotieerdric historical figure in the

novel.

Besides, Mrs. Townsend, who administers the brofioelse, ironically becomes an
important source of information for Charles sineegathers valuable information about
Burr from Mrs. Townsend who knows Burr in persom,as she says, “even—or
especially—in the Biblical sense” (Vidal 35). Forstance, Charles asks her if Van
Buren is Burr’s illegitimate son, and she implibattshe has heard it but prefers not to

talk about it. Yet Mrs. Townsend gives Charlesitifermation that Burr “has at least
one son born beneath the rose, as they say, assilith, who lives in the Bowery.
Aaron Columbus Burr he is called. His mother waBrench and he was conceived
while the Colonel was in Paris™ (35-36). Additidlya Charles learns from her that
Aaron Columbus Burr “took a trip up the Hudson Riwath Mr. Van Buren and the
Colonel” (Vidal 277). Most importantly, although &ies spends his days with Burr
and searches for information on the relationshigvben Burr and Van Buren, he learns
from Mrs. Townsend that Burr was with Van Buren ttay before and that “Colonel
Burr was a good friend to that young man™ (Vidar&. Although a peripheral
character, Mrs. Townsend is used as a source @fmaftion, which is also meaningful
in the framework of historiographic metafiction that this bizarre, ex-centric, and

marginalized character is also able to producestoiical account as a micro narrative
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as opposed to grand narratives of history. Mrs. igemd is a character who would
hardly appear in a traditional historical novel.

Washington Irving whom Charles admires is also atohical character worth
mentioning. Although Vidal claims that Charles iasbd on the historical character
Charles Burdett, there are significant similarittetween Charles and Irving, as well.
As George Sanderlin notes Washington Irving: As Others Saw Hirnving writes
under the pseudonym Jonathan Oldstyle, Gent. fer Miorning Chronicle (12).
Likewise, Charles writes under the pseudonym Olglo®a for theEvening PostBoth
suffer tragic losses: Irving's girlfriend dies froancold (Sanderlin 24), and Charles’ girl
friend is murdered by a brothel house customer.Sasderlin states, Irving served
governmental posts such as secretary of the Anmeteggation in London in 1829 (37)
and ambassador to Spain between 1842 and 18465uri)arly, Charles represents his
country abroad when he is sent to Amalfi, Sicilytlae American consul.

Another striking similarity between Irving and Clear is their relationships with the
patriotic fathers, George Washington and Aaron Burose biographies are written by
Irving and Charles respectively. For both Irvingld@harles, these patriotic fathers turn
out to be father figures. In the Introduction Wfashington Irving’sSketch-Book,
Blander Matthews narrates the fact that Irving wamed after George Washington
after the American forces had saved New York wileeelrving family lived and that
Irving was literally blessed by Washington. A feways later the city was saved when
Washington came to New York “to be inauguratedhasfirst president of the United
States, a Scotch maidservant of the Irvings toekcthild up to him in a shop one day,
saying, ‘Please, your honor, here’s a bairn wasetafor you,” and the great man gave
the boy his blessing” (iv). Thus, George Washingteho Irving was named after, also
blessed him like a godfather. Likewise and furti@aron Burr, who treats Charles as a
son throughout the novel, is revealed to be Chaliesogical father at the end of the

novel.

Moreover, both Irving and Charles write the biodmag of these patriotic fathers. The

important point in this connection is that they ieggeh their subjects in a very similar
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manner. In 1856, American historian William H. R@ts evaluates Irving’s biography
of WashingtonLife of Washingtonas follows: “I have been gladdened by the sight o
the second volume of your great work. . . . Youéhdone with Washington just as |
thought you would, and, instead, marble statue dkemigod, you have made him a
being of flesh and blood, like ourselves—one witihom we can have sympathy” (qtd.
in Sanderlin 97). This is exactly what Charles dioelsis biography of Burr. Burr, who
is assumed as a dark spot in American historystout to be a sympathetic character

due to Charles’ contextualization of Burr.

Yet the most important connection between Irvingl &harles is their interest in
history. As Sanderlin claims, Irving, who is knoas a fiction writer writing romances
inspired by German folktales, also writes “populawgraphy and history” (34). Some
of his important works concerning history are cigedfollows:Knickerbocker’s History
of New York(1809),The Life of Voyages of Christopher Columifi828),Biography
and Poetical Remains of the Late Margaret Millend@son(1841), and.ife of George
Washington(1855-1859). Irving as a historian was creditedhat time, and, in 1829,
“he had been elected a member of the Real Academida Historia (The Royal
Academy of History), only the second American tohomored” (Sanderlin 35-36). In
his article published in 1906, American critic Let¢h Vincent explains Irving's
contribution to history writing as follows: “Irvingendered an immense service to the
biographical study of history. Columbus, Mahomieg princes and warriors of the Holy
War, are made real to us. Nor is this all. His ®bklp to counteract that tendency of
the times to make history a recondite science”.(mtdsanderlin 108) because they are

readable historical accounts.

In Burr, Irving, who was considered as a serious histaaiams time, also thinks about
writing history, and gives some advice to Charlesua it: “Your investigation will lead
you down all sorts of paths. You must be careflier€é are pitfalls for the unwary”
(Vidal 143). His suggestion is quite right, but kjigestions and attitude push Charles
and the reader to question the writing of hist@farles thinks that since Burr is still
alive, he is able to collect the correct data frBorr to learn “the way things really

were” (Vidal 85). In a conversation, he reveals tiisught to Washington Irving.
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However, Irving’s answer is surprising for CharléReally were?’ Perhaps. Yet isn't it
better that we make our owasefulversion of our history and put away—in the atéis,

it were—the sadder, less edifying details?” (Vid&, original emphasis). Irving's
attitude is surprising because, considering hisceptualization as an important
historian by authorities of the time, the readed @erhaps Charles may expect that
Irving would give a lecture about writing objectivastorical accounts. However,
Irving’s rhetorical question points to one of thesues, which is the difficulty of the
choice of the details as evidence, which postmasiestoriography is also deeply
concerned. By fictionalizing Irving as a charaatdro self-consciously ruminates about
history writing rather than a character who onlypketo spot the historical period in
which the events in the novel take plaBeyr presents Irving as an atypical historical

character that may not be present in a historicaéh

In Burr, the use of the semi-fictional Charles as thergbhetagonist of the novel is also
different from the use of the protagonist in thsttiical novel. That Charles is based
upon a historical figure, Charles Burdett, and thét detail is revealed by Vidal at the
end of the novel, push the reader to search fomtieetextual relationship between the
fictional Charles’ narrative and that of Burdetts Bernard F. Dick maintains ifihe
Apostate Angel: A Critical Study of Gore Vid@harles is

a shadowy kinsman of Charles Burdett, one of Bumasds and perhaps his
bastard son. Burdett, like the fictitious Schuyklso worked in Burr’s law
office and was a writer of sorts, whoReminiscences of Aaron Burr, by
One Who Knew and Loved Himas touching account of the way Burr
educated his protégés as if they were his nathitren. (182-83)

Burdett also wrote a novel entitlddargaret Moncrieffe(or The Beautiful Spy and
Amours of Aaron Bujr which is defined as a historical romance by Ditkis novel,
based upon a real event, narrates the love a#aivden Burr and Margaret who is later
discovered as a British spy by Burr himself. Theeidhat includes a chapter entitled
“Love at First Sight” depicts Margaret from a thipgrson narrative point of view

through Burr’s perspective as follows:
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She was tall—quite up to the standard fixed by Hraiter elegantiorum
Lord Chesterfield—with a form fully developed in #te glory of budding
womanhood; large, lustrous eyes, a complexion solesh between blonde
and brunette, it was impossible to decide whiclupneinated; hair black as
the raven’s wing, and presenting ansemblewhich a painter or sculptor
would have been proud to embody as his ideal depgon in womanhood
and beauty. (31, original emphasis)

Burr is mesmerized by the girl who asks him how sié could be, and he answers as
follows: “You are young enough to make me wish yeere older, and old enough to
make me wish that | was older” (32). However, ask¥uggests, this relationship that
is represented by Burdett as love at first sightisplayed in a totally different way in
Burr: “In the novel, Burr acknowledges the affair batrects the impression that he
and Margaret were legendary lovers” (183).Buarr, Burr reveals his opinion about
Margaret as follows: “I have been accused of hageduced” Margaret (66), “I did not
like the girl at all. Thought her precocious ang $67), and “l am told she gives to me
the honour of having been the first to take hegiwmity. But | do not think that would
have been possible” (68). At this point, it is pbksto claim that the existence of
Charles as a re-written form of Charles BurdetBunr is a clue to see the incongruity
between the texts that deal with a same histofal In this sense, Charles forces the
reader to realize the intertextual relations betwésxts rather than functioning to

represent the general characteristic of his time.

Likewise, Charles is not a character who can bduated as a type. What causes
Charles to fall outside of his historical atmosgher his approach to history writing,
which has postmodern implications towards the ngitdf history. As discussed earlier,
between the 1770s and 1830s, particularly in tieeteenth century, there is a major
separation between historiography and literaryimgg, which marks the principles of
modern historiography. In this period, historiahgim that evidence is assessed and
objectively constructed as history. Supporting tliea, the historical novel of the
period focuses on the facts and novelists meticljoresearch to write their historical
novels by reflecting the same opinion. It oughb&noted that in 1833 Charles tries to
write his historical account of Burr’s life by quesing this positivistic perspective,
which alludes to the postmodernist incredulity tadgametanarratives, to use Lyotard’s

terminology. As it will be discussed in detail lgt€harles ruminates about the nature
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of evidence to claim a fact, tries to sort out thafusing historical data, struggles with
the gaps within historical accounts, and underlitee importance of form by
endeavoring to have a proper style. Finally, heewstdnds that it seems to be
impossible to write a whole and truthful accounBaoirr’s life. His skeptic approach to
history writing overlaps with the skepticism of posdernist historiography. In this
context, Charles anachronistically fosters a podenust perspective towards history

writing, which makes him another ex-centric figureéhe novel.

The only purely fictional character in the novelWlliam de la Touche Clancey.
Although Clancey appears in the novel just fiveesras a very minor character, it is
worth mentioning him since he is a marginalizedifeg represented as a “compulsive
sodomite, forever preying on country boys new ®® ¢ity” (Vidal 40) despite his rich
wife and five children. Clancey is a character vaots out of the norms of the period
and seems to fulfill his homosexual desires opehllien Charles first meets Clancey,
who is also a writer for his own magazimericg Clancey is being beaten by a young
actor at the Five Points because he has triedttthgeactor to his bed. This fight takes
place in the middle of the street, and Clancey a$ disturbed at all. The second
appearance of Clancey in the novel is at the Dimogm of the City Hotel when he
comes and suddenly sits down next to Charles whallisg to Dr. Bogart, who is their
common friend. Charles makes a quick farewell to Bogart because he feels “an
insolent crash” in Clancey’'s eyes, which disturbs Vidal 76). Similarly, Clancey’s
other appearances in the novel are also relatddstbiomosexual desires. Like Burr,
Mrs. Townsend, and Charles, Clancey is a margiedlzharacter. He is not an average
character embodying the general human characteosthis time. When compared to
the historical novel in which fictional characten® employed to represent the average
human being, Vidal’'Burr diverts from the characteristics of the historinalvel by
employing the only fictional character as a periphégure.

The most distinctive characteristic Btirr as a historiographic metafiction rather than
as a historical novel, whose primary aim is to dgive sense of a past reality,Barr’s
intense, self-conscious, and self-reflexive coneeith history writing. The purpose of

Burr is to question history writing by intending to plisy the subjective and discursive
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nature of history. Henc&urr problematizes history writing. Accordingly, thewstture

of the novel is based on the forms highly subjegtsuch as Burr's memoirs where Burr
tries to write another version of the history o# tRevolution and Charles’ diary where
the reader witnesses Charles’ effort to write bibiln pamphlet about the relationship
between Burr and Van Buren and the biography obAd&urr. These forms are closely
associated with historiography because memoirgjedigor simply autobiographies),

and biographies are used as sources in writingryisand these genres overlap with
many issues that the writing of history addres$és. use of the memoirs, a diary, and
the discussions on the writing of history are th@mpry devices inBurr that

problematize history writing.

Since the backbones of the novel are Burr's menavicsCharles’ diary, it is relevant to
emphasize the connotations of autobiography irtioglato history. Autobiography is
simply defined as “the story of a man’s life wittby himself” (Painter 163) and, in
“Modern American Autobiography: Texts and Transats,” as Albert E. Stone claims,
autobiographies can be accepted to be “individeasions of history” (95). As Stone

suggests,

[a]t its inception, personal history represents istohically conditioned

transaction between a surviving witness or paicipand available records
of the past. These embrace memoirs above all, Isot @rrespondence,
interviews, diaries, photographs, newspapers, aherdibrary sources.
What results is an account designedly individual partial. (96)

Although autobiographies are highly subjective,Adisert E. Stone admits, they are
“useful in throwing light on the time-bound perdeps of past events and the effects
of, and responses of individuals to, the structfeatures (e.g. institution and social
process) of given historical moments” (96-97). Henthey are treated as historical

documents to a certain extent.

While the autobiography is accepted as individuatony, an autobiographer is
associated with a historian. Susanna Egan examimesican autobiography after the
Civil War, and claims in her article “Self-Consais History: American
Autobiography after the Civil War” that autobioghegps “assume the role of
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historians,” desire to be “useful,” and thus aino ‘tecord and thereby to create
American history” (72). According to the autobioghyg tradition, an autobiographer is
not merely recording his life story, but writingstory. Within the framework of the

autobiography tradition, an autobiographer is nstnaple and ordinary personality. In
her bookAutobiographics: A Feminist Theory of Women’s elpresentationLeigh

Gilmore notes the qualities of an autobiographdobews:

The writers whose texts have been used as thedbaseargument for what
autobiography is, form a set of “exemplary” litgrapolitical, and military
men; they have been seen (and this view persistsingular figures capable
of summing up an era in a name: Augustine, Rousdeanklin, Henry
Adams. (11)

In most cases, an autobiography is a story of sscdglaiming that autobiographies
“have been assimilated to political agendas,” Gienmbserves that “Myths of
American self-sufficiency, for example, of craftypstalist know-how” have been
“deployed throughout the history of American autgpaphy” (10). In this context, the
most well-known autobiography is Benjamin Franldinivhich is worth mentioning
because, as Lawrence Buell notes in his articletdBiography in the American
Renaissance,” “America’s only canonical work ofiftdeveloped autobiography before
the late nineteenth century was Franklin’s perspedl version of the famous-figure
memoir” (49). Franklin’s life is an example for &xemplary” life, and serves the myth
of American self-sufficiency in that, as RussellNB/e maintains in the Introduction to
Franklin’s Autobiography “By reason of his industry, skill, and acumen figanin
Franklin] rose from penniless obscurity to fame awealth” (x). Hence, an
autobiography conventionally includes an exempfagysonality who narrates his life

story embroidered with his successes.

In Burr, Vidal plays with the conventions of the autobeggny tradition in line with
postmodernism. As Hutcheon claims, postmodernistoams “use and abuse, install
and then destabilize convention in parodic wayi;camsciously pointing both to their
own inherent paradoxes and provisionality and,afrse, to their critical or ironic re-
reading of the art of the pastPdetics23). In contrast to the conventions, Burr, who
wants his life story to be written, is not an “exgary” person since he is remembered
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as a traitor and a murderer in American history.aAsstorical fact, Burr was tried for
being involved in a secessionist plot and havingdered Alexander Hamilton in a
duel. Burr's life is not an exemplary life to berrased. HoweverBurr incorporates
Burr as the protagonist, and narrates the lifeystdran outcast in contrast to the
traditional autobiography. In this sense, Vidaldes a postmodernist perspective to
the tradition of autobiography: on the one handuses the form of autobiography; on
the other hand, he demonstrates that the conventibthe autobiography writing do
not work in Burr because Burr's autobiography works against Burrdwealing his
scandalous life. HenceaBurr challenges and repeats the conventions “with catiti
distance that allows ironic signaling of differenaethe very heart of similarity,” in

accordance with Hutcheon’s opinidadetics26).

Burr is in line with historiographic metafiction tha¢aches for the cracks of history
that are rarely narrated or totally ignored. Histgraphic metafiction does not accept
that there is only one truth. In this context, &imngraphical pieces as the shaping forms
of Burr help to provide multiple points of view in firseson narrationBurr presents
two first-person narrative perspectives, Burr's &idarles’. In parallel with Hutcheon’s
discussions on historiographic metafiction, prasgntmultiple points of view
“[problematizes] the entire notion of subjectivityfi history writing Poetics 117).

When Burr offers to give his memoirs to Charlesabially voices this approach. Burr

calls his memoirs “[b]its and pieces™ that areetbutcome of his “lingering desire to
tell the true story of the Revolution before itta® late™ (Vidal 5). He wants to write
his version of history by explaining his reasonfa@tows: “the legend of those days
seems to be cast in lead if the schoolbooks argaidye. It is quite uncanny how wrong

they are about all of us™ (Vidal 5). Acting like faistorian, Burr desires to create a
contesting historical narrative as opposed to tiieia version of the history of the
Revolution. Yet, as he states, he is well awar¢ His “side of the story is not,
necessarily, the accurate one™ (Vidal 24). Buaspiration to re-write the history of the
Revolution and his acceptance of the fact thatvhrsion, too, cannot be the accurate
one is very apt to the anti-totalizing ideologyhidtoriographic metafiction, which aims

to question history as a metanarrative.
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Moreover, these first-person narrators in the narel capable of knowing the events
only from their perspectives proportional to thaits of memory and documents they
have access to. When Burr hands in his memoirh#l€s, he leaves Charles a note in
which he says, “Sometimes | have written only aageaph, intending more. Other
times, | reconstruct from memory. | doubt if | dhaver add to what | have done.
Perhaps you can make something of these fragméwitdal 91). Similarly, Charles
also feels the same frustration when he takes 8dotuments: “l took the manuscript,
delighted that the Colonel has chosen to confidemi@ even though | find the
Revolution as remote as the Trojan War, and a gteal more confusing since the
surviving relics agree on nothing” (Vidal 24). Cleaf comments on the documents
about the war also remind Hayden White’s claimsualibe difficulties in making
generalizations concerning the past events: intrgatbcuments and knowledge about
the past make it difficult to provide a whole arghgral historical narrative that can be
passed as the truth (White, “The Historical TextLéerary Artifact” 43). Although
Burr aspires to write the true story of the Reviolut he is not confident because of his
weakening memory. Likewise, Charles is hopelesaumz of the confusing documents
that refer to the war. Thus, neither of the naveatioices is able to narrate the true and
complete history, which is very appropriate to theemises of historiographic
metafiction. According to Hutcheon, the use oftkind of narrative voice that does
not present a subject “confident of his/her abiidyknow the past with any certainty” is
“not a transcending of history, but a problematizedcribing of subjectivity into
history” (Poetics117-18).

As stated earlier, history as discourse is not ék&leology as Foucault and Lyotard
assert in connection to the power/knowledge rafatibikewise, Hutcheon states,
“Those in power control history. The marginal amecentric, however, can contest that
power, even as they remain within its purveyoétics 197). Postmodern novels
question this totalizing approach, and “The questidwhosehistory survives is one
that obsesses postmodern novels” (HutcheBogtics 120, original emphasis).
Accordingly, Burr demonstrates this obsession through Burr's nagatiat tries to
contest all other historical accounts. In the npv@urr questions primarily the

representations of the historical personalitieshistory such as George Washington,
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Thomas Jefferson, and Alexander Hamilton by integdp offer the true story of the
Revolution. Burr’s intention to give his memoirsG@barles in 1833 is also related to the
power/knowledge relation. Simply, Burr, who was ®m@m outcast and marginal figure,
is now powerful enough to produce knowledge becans&833, he is the only living
person among other patriotic figures. He is a pbawdawyer, married to a wealthy
woman, and his illegitimate son, Van Buren, is pesging in politics. Burr knows that
Matt Davis will write his biography when he dieytthe wants Charles to write his
biography while he is alive because he wants tdyre the discourse. It should also be
remembered that Hamilton’s biography, written by $on, has been recently published,
and Burr wants his own biography to contest thisoant, as well. Although Burr
asserts that he aims to write the true story ofRbegolution, his ulterior motive is to
correct his dark representation in history, as il Wwe examined in detail in the
following pages. Thus, Burr's narrative displaysytien White’'s assumption: “every
representation of the past has specifiable idecddgmplications™ (qtd. in Hutcheon,
Poetics120). The following arguments will focus on howrBaonceptualizes and re-
writes past events in order to underline the suivjécin history writing by focusing on
Burr's memoirs. Later, Charles’ diary will be expd in order to stress the novel's
direct concern with history writing.

Burr claims that truths about George Washingtonpri&s Jefferson, Alexander
Hamilton, and most importantly about himself arg moitten in history books. He
states that Washington, Jefferson, and Hamiltorregeesented as legendary figures of
the American Revolution and the Republic. Gore Vidal: A Critical Companion
Susan Baker and Curtis S. Gibson suggdyr works deliberately to demythologize
and desentimentalize patriotic legends” (76). Paldrly the memoirs of Burr in the
novel function in this way because these legendigiyes are narrated in the novel
directly from Burr's perspective. This detail igsificant in the novel on the grounds
that Burr's preferences in narrating the events, dtyle, and his intention give some
insights about how history is constructed, andteragplatform in which history writing

Is problematized.



108

Burr's first target to demythologize is General @&go Washington. From Burr's
perspective, General Washington, who is acceptdisiory books as one of the heroes
of the Revolutionary War and the newly construdiapublic, has failed as a general
during the war. Based on his experiences with Wegbn in politics and in the war,

Burr claims in his manuscript about the Revolutioat

[a]lthough defective in grammar and spelling, owioega poor education,
the General was uncommonly shrewd in the way heefled congressmen.
But then he had not spent fifteen years as a bsirgesthe Virginia
Assembly without learning something of politics.tibllately, | think, he
must be judged as an excellent politician who hadift for warfare. (Vidal
64).

Although Burr seemingly gives credit to Washingema politician, the reader senses
his critical and sarcastic perspective through stide. Later on Burr clarifies his
argument by claiming that Washington is ignoranpatitics because he has never read
the political theories of Hobbes, Montesquieu, tatd Burr underlines Washington’s
shrewdness in manipulating the congressmen ashiswength in politics. This ability

is of course a questionable success.

Burr also gives some examples of Washington’s fedwduring the war. For instance,
when the British Army enters New York City, Washimig confronts the enemy with all
his forces at Brooklyn in Long Island and the leattirns out to be a “disaster” for the
American army (Vidal 70). According to Burr, “Thigas to be Washington'’s first set
battle; it was nearly the last. Even today’'s haapbers admit his sole responsibility
for the disaster” (Vidal 70). Here, the fact thatrB mentions hagiographers is
meaningful because of the characteristics of adgagphy. According tdMerriam-
Webster’s Collegiate Dictionanjhagiography means “biography of saints or veeeérat
persons” or “idealizing or idolizing biography” (@agraphy). According to Burr,
Washington’s failures are so obvious that even imagiography it is not possible to
reflect Washington in an idealized manner. Howewehistorical narratives, which are
assumed to be reliable sources of information, \igébn is represented as a hero
because, as Burr states, “History, as usual, ha# @il backward” (Vidal 64). Thus,

Burr, who ruminates about history writing, quessiohistorical narratives about
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Washington by comparing them to hagiographies, whre totally partial forms. Burr’s
ultimate purpose is to stress the subjective nattingstorical accounts.

Burr also explores the power/knowledge relatiohistory writing while narrating how

Washington is viewed by his subordinates. Burrates the execution of a soldier for
treason. At the execution, Washington, who is vieas puritanical by Burr, delivers a
speech to the troops, and Burr, who reads Washirgggiatement after the incident,

narrates it as follows:

According to our commander, the English-born Hickag gone over to the
British not for money but becauke was a life-long prey to lewd wonhdn
was a sermon worthy of my grandfather. Incidentale private soldiers
disliked Washington as much as he disdained theamth® other hand, the
young officers (with at least one exception) addfrezir commander, and it
is the young officer not the private soldier whoeetually decides what
history is. (Vidal 64, original emphasis)

Burr, as the exceptional young officer referred wews Washington to be a dictator
who does not like independent minds and notesWedhington turns out to be “the
Demigod” (Vidal 103) by the young officers who hate power of speaking up. In this
case, the controversial perspectives about Wagitingste not preferred to be narrated
and sidelined, and only the selected portions ef past events are noted down as
history. Washington’s heroic representation indrgis based on the narratives that are
produced by powerful people who decide on a ced@oourse. Thus, Washington’s
drawbacks are not represented in historical acsoligre, Burr gives some clues about
how and by whom historical accounts are createdrasd narratives by pushing the

reader to question the history making process.

In his memoirs, Burr also tries to demythologizeoittas Jefferson who is commonly
accepted as a hero. In historical accounts, whafeetson is mentioned as one of the
founding fathers, Burr is generally mentioned asttaitor, and, as Burr suggests, Burr
owes this reputation particularly to Jeffersonl#®1 Burr is chosen as the third United
States senator from New York, and he evaluatespabigical status and stance as

follows:
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The fact that |1 had not sought the office nor wentiee office gave me
strength. Although | was anti-Federalist, | was good terms with many
federalist leaders and so could act with perfestdom. | was not thirty-five
years old, and from an important region. | accepteddestiny. | would
become the president, an office for which | belcevihat | was by
temperament and training uniquely qualified. Whyeehad fate set me so
high on the ladder? All | need do was ascend. If@tear of Hamilton. His
limitations were already apparent to me. The mahduld have feared |
thought my friend. By allowing Jefferson to deceiwe, | lost all. (Vidal
178)

As the vice-president of Jefferson between thesyd®01 and 1805, Burr has two
personal conflicts with Jefferson, which is whyrieserves a long section for Jefferson
in his memoirs. The first problem between themasda on the election of 1792. At the
time, there is a difference in opinion between Bepublican Party, which is pro-

France, anti-British, and egalitarian, and is lgdTihomas Jefferson, James Madison,
and Burr, and the Federalist Party, which is on dpposite side, and is led by
Alexander Hamilton and John Adams. Since the @rotif 1792 is predicted to be a
tough one for the Republicans, Jefferson makesua fa defeat the Federalists. Since
Charles does not find much about the election 821 Burr's memoirs, he asks Matt

Davis about it. Matt Davis, who has witnessed tR@®2l election year, narrates the

political arena of the time and Jefferson’s plaCtarles as follows:

It was a tribute to Colonel Burr that after onlyeoyear in the Senate, he was
regarded by many Republicans as a future presittentis Jefferson’s plan
to undermine Adams as vice-president. Washingtonldvde reelected
unanimously but Adams must be defeated, or at ldasinished. To
Jefferson’s amazement, votes began to accumulat€dtonel Burr and
votes for Jefferson did not materialize. Finallpnaeting was held in which
the Republican leadership, directed by Jeffersersyaded Burr to give up
his votes to Governor Clinton with the understagdihat in 1796 Burr
would be our vice-presidential candidate. (VidaBR0

Contrary to Jefferson’s expectations, the electbi792 ends with the success of the
Federalist Party. Burr encourages Jefferson, whemsgly intends to retire from
politics, to become the presidential candidatenefRepublicans for the next election in
1796 and asks Jefferson to support him as his presidential candidate. Jefferson
makes a promise to Burr by saying, “Whatever | c¢gm Colonel Burr, | will do™
(Vidal 239). However, in the election of 1796, &efon does not keep his word, and
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does not support Burr. Particularly Virginia, whidBurr assumes, is the land of his
“good friends and allies” (Vidal 239) does not vdte Burr. Later, he learns that
Jefferson did not support him on purpose. Madisgiagns to him what Jefferson has
thought: “Politically, he thinks you too indepemdePersonally, he fears a rival. . . . he
fears of you™ (Vidal 239). Burr is offended, bue fieels the need to continue his career
in politics, and he explains his feelings as fobowyes. Whatever Jefferson could do
for himself he did! . . . | never trusted Jeffersmain. But since we needed one another,
| pretended to forgive” (Vidal 239).

The second conflict between Jefferson and Burrsdadéek to 1807 when Burr has been
arrested “by order of President Jefferson and @thvwgth treason for having wanted to
break up the United States” (Vidal 1). Although Bsigenuine intention in the west
and the south is still ambiguous today, as a hegbevent he is tried upon no firm
evidence, and this event is known as the Burr Qoaxgpin history. In the novel, Burr
tries to prove that he is unjustly accused anditrifter a meeting with Jefferson at
Washington, Burr simply explains the United Stateerest in the west and the south:
“When | left Washington in the spring of 1805, exare from Jefferson to the Creoles
at New Orleans not only expected but wanted a wdr &pain that would give the
United States the Floridas, fix the western boafeéhe United States, and open for me
Texas and Mexico” (Vidal 355). Jefferson as preaside also involved in the liberation
of Mexico from Spain, but the way he and Burr ta@ion is different. That is,
Jefferson seems to be more precautious with hagingar with Spain because he
considers “his difficulties with Bonaparte, of lisficulties with England” (Vidal 345).

However, Burr is bolder than Jefferson is. He says,

[m]y plans at the west were bottomed on two supijoos. First, that there
would be a war with Spain, making it possible fog to raise an army and
descend upon Mexico. Second, that since Spain wasandependency of
France and France was at war with England, | woalde English naval
support. (Vidal 355)

In the novel, Burr often claims that he did notedef the separation of the union:
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Although | never had any plan to separate the westates from the rest of
the union, | did ally myself with a number of paldl figures like the
senators Brown and Adair and General Jamie Wilkirswho had in
earlier times been involved in the Spanish ConspirBut that was all past.
In the summer of 1805 there was no movement famitis anywhere in the
United States, outside of New England. (Vidal 367)

Burr is encouraged by General Wilkinson, who isnpoted by Hamilton who “wanted
to have under him someone as eager as himself riqueo Mexico” (Vidal 328).
Wilkinson convinces Burr that England would supgbem by providing an army for a
would-be war between the United States and Spath@rondition that Burr would be
the general in charge. Although he seems to benettlto accept the proposal, Burr is
cautious while talking to Wilkinson: “You know miynterest in the liberation of
Mexico. Everyone’s interest. | think | can evenapéor the president when | say that
he, too, would like Mexico liberated™ (Vidal 330A\fter a negotiation with the British
minister, Burr gets the help that he needs for rtieines in case of a war. In his
memoirs, Burr once again stresses his purposeygsthat “I was careful to commit
myself in no way to a breaking up of the union. iMterests were first, Mexico; second,
Texas; third, the Floridas. | never saw myself asgKkof Kentucky, yet at this very
moment | was, according to Jefferson, plottingdoed (Vidal 335). Burr never accepts
Jefferson’s accusations and states:

Among my numerous crimes the chief is supposecketthat | conspired to
break up the union. Jefferson wanted the worldeitetze that when | went
west | was bent on separating the new states ofu€ky Tennessee and
Ohio from their natural ruler Virginia. This was msense, and Jefferson
knew it was nonsense. (Vidal 303)

In relation to the issue of the secession of thgestfrom the union, Burr stresses that it
was actually Jefferson who supported this ideadgrring to his conversation with
Jefferson about New England. The issue is basedktiarson’s belief in the inherent
rights of any state to separate from the union.tkds ground, Jefferson is ready to
approve the demand of New England to secede. Hiiegphis intention to Burr as
follows: “if Senator Pickering and the others aamvince the people of their states to
secede, then | will be the first to offer the haridriendship to the new confederation™

(Vidal 346). Burr opposes this idea completely lbseaas he explains to Jefferson, “as
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long as each state believes it has the right tedseaventually one or more states will
secede and there will be no United States™ (Viddb). When he wants to confirm
Burr's story about Mexico, Charles meets Sam Swautwwho has known Burr,
Jefferson, and Hamilton: “I asked what the Col&meéltentions were in Mexico but all
that Swartwout would say was, ‘They arrested md.y@u know that? | was dragged in
chains for months. Massa Tom wanted to prove ugraliors. But if there was any
traitor it was him not us” (Vidal 318). Burr's v&pn of history and Swartwout’s
statement display that historical narratives giméy @ne perspective that is passed as
truth. By narrating all these historical eventshis memoirs, Burr tries to provide an
alternative history in order to make the readerstjar any historical account.

In order to counter the legendary representatidndetferson in history books, Burr

presents a very cunning, sly, and despotic Jeffiersdis account. Known as one of the
founding fathers of democracy in America, Jefferé@s a very different portrait in

Burr. Burr accuses Jefferson of wanting to have an &mab power assigned to the
president” (Vidal 346) to manipulate the judiciavipen it becomes contradictory to his
purposes. For instance, when Samuel Chase, agustithe Supreme Court, talks
against the Republicans and Jefferson, he is ‘iedi¢with Jefferson’s connivance) by
the House of Representatives” and he is “charget partisanship, unfairness, bad
manners” (Vidal 347). On the other hand, as Buatest in his memoirs, he “always
preferred a judiciary independent of the other brenches of government” (Vidal 348).
From Burr's perspective, in contrast with the ustgbresentations of Jefferson in
history, Jefferson is a monarchist. Burr notes,

[tlo Jefferson the Constitution was simply a congane when it allowed
him to do what he wanted to do, and a monarchicalichent when it stayed
his hand. He regarded domestic government as tsiadss of the states and
foreign affairs as the business of the Executing, l?de was naive enough in
those days to think that the two businesses cowddképt separate.
Enlightenment came when, as president, he decmldight pirates in the
Mediterranean, to buy Louisiana, to steal the twariéfas and, if possible,
to annex Cuba. By the time Jefferson’s presidencied, the Executive was
more powerful than it had ever been under those tmonarchists,”
Washington and Adams. (Vidal 231)
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In Burr’'s opinion, Jefferson, as president of theited States, abuses his power by
using it to support his opinions. Jefferson’s ustirding of democracy serves only

towards fulfilling his own purposes. Burr descrildefferson as follows:

Jefferson was a ruthless man who wanted to creaenakind of world,
dominated by independent farmers each living on dws rich land,
supported by slaves. It is amazing how beguilingy could present this
contradictory vision. But then in all his wordsnibt deeds Jefferson was so
beautifully human, so eminently vague, so entickghonest but not in any
meretricious way. Rather it was a passionate fofnsedf-delusion that
rendered Jefferson as president and as man (notetdion as writer of
tangled sentences and lunatic metaphors) confusieg to his admirers.
Proclaiming the unalienable rights of man for ewesip (excepting slaves,
Indians, women and those entirely without properdgfferson tried to seize
the Floridas by force, dreamed of a conquest ofaCabd after his illegal
purchase of Louisiana sent a military governorule New Orleans against
the will of its inhabitants. (Vidal 186-87)

Burr sarcastically defines Jefferson as “the mastcaessful empire-builder of our
century, succeeding where Bonaparte failed” (Vid&7). In contrast with the
representation of Jefferson in historical accowagsone of the founding fathers who
established the American democracy, Burr providesnan with aspirations of

monarchy.

Burr also severely criticizes Jefferson’s attitudevards his slaves. He claims that
Jefferson abuses his slaves by underlining theateadtair between Jefferson and his
female slaves. As Burr states, Jefferson has aubime by whom he has at least five
children, and at the time Burr narrates this st8glly the concubine “is living with one
of her sons in Maryland” and “[a]pparently the demow considered white, obliging
his mother to keep her identity a secret from theighbours in Aberdeen” (Vidal 229).
Burr narrates a conversation which can confirm sadtaim. When Burr goes to see
Jefferson in Virginia, Jefferson talks about tHe In Virginia as follows: “I inherited
the bright slaves from my father-in-law John Wayles . ‘It is no secret—there are no
secrets in Virginia—that many of them are his afeild” (Vidal 229). When Burr learns
this, he describes Jefferson’s position as follo¥&ally Hemings was a daughter of
Wayles which made her the half-sister of Jeffersolate wife. . . . Amusing to

contemplate that in bedding his fine-looking slalefferson was also sleeping with his
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sister-in-law! One would have enjoyed hearing hirarafize on that subject” (Vidal

229). Burr furthers his claims by giving a sensadigpanorama of Monticello:

It was a curious sensation to look about Monticelhal see everywhere so
many replicas of Jefferson and his father-in-lawvds as if we had all of us
been transformed into dogs, and as a single m@eaio recreate in his own
image an entire canine community, so Jeffersonhasdamily had grafted
their powerful strain upon these slave Africang] &ke a king dog (or the
Sultan at the Grand Port) Jefferson would now lablout him and see
everywhere near-perfect consanguinity. (Vidal 235)

In order to shatter the image of a democratic d&ffe Burr also states that Jefferson is
a cruel master and does not want to free his slbgeause the slaves are his essential

capitals. Burr reveals his opinions about thisesasl follows:

| discovered that Jefferson never simply freed aryoOn occasion,
however, he would allow those slaves who had foamghloyment tdbuy
their freedom usually with money advanced by arkiemployer. But then
the hundred or so men, women and children Jeffepsored at Monticello
were his capital. Without them, he would have baeable to till the soil or
to manufacture nails and bricks, to build and riebhibuses, to write the
Declaration of Independence. From all accountsyae a kind master. Yet
today | find it hard to reconcile the Jefferson whdhe Abolitionist
demagogues enjoy quoting with the slave owner | sawhome in
Monticello. (Vidal 236, original emphasis)

The portrait that Burr provides for Jefferson asiacorrigible slave owner is not
compatible with the picture of Jefferson as onethsd providers of democracy in
America. Through these claims, Burr aims to desth@yheroic image of Jefferson by

referring to the unspoken chapters of history.

Likewise, Burr wishes to dethrone Hamilton’s mytbgital representation in history by
narrating how he (Burr) becomes the devil afterdhel with Hamilton. Burr states that
Hamilton “was no more monarchist than Jeffersonid@/ 197), and through his
political maneuvers he “was like rocket in the astéVidal 175). Besides, Hamilton
acted like “ade factoprime minister” under the “magistrate” of Washimgt(Vidal
175). Moreover, according to Burr, Hamilton, whaédmed of a Mexican empire for
himself in alliance with England” (Vidal 305), isonse than Burr, who dreamed of a
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Mexican empire in alliance with the United Statdamilton is not accused of being a
traitor and he survives Mexican project without @ae to his reputation although he
directed General Wilkinson to manipulate Burr’'s aotwement in the liberation of
Mexico. Yet, as Burr suggests, history notes “4 taautiful, noble Hamilton, all in
wax, and a sly, mean Burr, dark as the son of mgtn{Vidal 303) just because of
Hamilton’s death in the duel. Burr thinks that hmdde Hamilton a giant by killing
him™ (Vidal 317). He claims, “If he had lived, hevould have continued his decline.
He would have been quite forgotten by now. Like 'nfgidal 317). While Hamilton’s
image grows positively, Burr's image diminisheghe public sentiment after the duel.
He sarcastically talks about the transformationtheir images:

After Hamilton’s death, | remained at Richmond Hibdr ten days. |

confessed that | was not prepared for the respaaseur interview.

Apparently no one had ever fought a duel in thele/ihastory of the United
States until Aaron Burr invented this diabolic gamerder to murder the
greatest American that ever lived (after George Mvagon, of course).
Over night the arrogant, mob-detesting Hamilton w&tamorphosed into a
Christ-like figure with me as the Judas—no, the aPhas who so
villainously dispatched the godhead to its heavefdgher (George
Washington again) at Weehawk, our new Jerusalemdst nunlikely

Golgotha. (Vidal 322-23)

In order to express the dramatic rise of Hamiltoiaise and the demise of his own
reputation after the duel, Burr uses Biblical inmgdamilton is associated with Jesus,
Burr is associated with Judas, who betrays Jesusifty pieces of silver, or Caiaphas,

who is the High Priest in the Council claiming tliEsus should die “for the people,
instead of having the whole nation destroyed” (J&tirb0). Today’'s Weehawken in

New Jersey, Weehawk, where the duel took pladgdeittified as Golgotha where Jesus
was crucified. While the duel sanctifies Hamiltahdevastates Burr, who was once
assumed to be a future-president of the UniteceStdtfter Hamilton’s death, a marble
obelisk is dedicated to his memory, while Burr énembered as the traitor and the
devil. According to Burr, historical narratives leaselected to tell the story of the duel

in this manner.

Ironically, while trying to destroy the grand ndivas about Washington, Jefferson, and

Hamilton, Burr aspires to create a heroic imagehforselfin his biography that will be
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written by Charles. Just like other historical a#ikres that create the elevated portraits
of Washington, Jefferson, and Hamilton by selecpagticular events and situations,
Burr selects certain details, as he admits, to dtdded to [Charles’heroic portrait of
[Burr]” (Vidal 313, original emphasis). Burr intes to interfere with the writing
process of his biography and change the common ledige that Hamilton and he have
been in conflict at all times. To prove his poing wants Charles to add information
arguing that “Somewhere in the text we must make point that Hamilton and |
continued friends for the next three years untlbelcame vice-president. We even
worked together to create the Manhattan Comparg/bring fresh water to the city
(Vidal 248). When Charles hears this informatioa,i$ surprised because “This is not
the usual version” in history books (Vidal 248). rBueveals that “at Hamilton’s
request, [he] made his brother-in-law a directond/Ao [they] brought fresh water to
the city™ (Vidal 248). By interfering in Charlesiarrative and by selecting the proper
details, Burr provides a contesting narrative tanter historical accounts in which his

reputation is tarnished.

Burr avoids revealing the reasons for the duel &ying, “I have no intention of
repeating, ever, what it was that Hamilton saidn&” (Vidal 314), and withholding
such information makes him a questionable sourcpraviding a true story or true
history. What Burr does not narrate about the dsieds important as what he has
narrated about it. Charles asks Swartwout whatezh8sirr to call Hamilton for a duel,
and Swartwout reveals that “he said that AaronrBuas the lover of his own daughter,
Theodosia” (Vidal 318). This information remindsh&les of Burr's letters to
Theodosia from England and France where Burr usdigd. Charles accidentally finds
the letters while he has been secretly trying nal the Burr-Van Buren connection in
Burr's room. Although Burr has given Charles hisnascript and memoirs, he keeps
some of his journals and letters to Theodosia aseteln these letters, as Charles
claims, “the Colonel describes each of his sexnabenters, using French words which
| don't always understand as well as a private gugltared by him and his daughter”
(Vidal 76). One of the most shocking details Buitst about his sexual affair with a
woman is thus: “We did first th€amel Then an attempt & Tonnerrewhich failed

due to pique and false entry. Most pleasing, allih(Vidal 77). Burr purposely skips
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the important parts of the story although he dealk the details to support his own

view.

Although Burr does not reveal all aspects of tleystthe fact that the novel, through
Charles’ narrative, presents Burr's disreputablaratteristics demonstrates one of the
premises of historiographic metafiction: As Hutcheates, historiographic metafiction
“installs the power, but then contests Potics180). Throughout his narrative, despite
the fact that Burr's voice appears as the autharityarrating the past events, his
extreme subjectivity in discrediting the legend thfe patriotic fathers and his
preferences in rendering the events to build aibentage for himself ironically make
him an unreliable source of information. Burr caulicts himself when he claims, “I
seldom try to correct legend™ (Vidal 127). Actuaglhe desperately tries to correct the
legends throughout the novel. Thus, the readereetl to question Burr's narrative as a

true historical account.

However, it is fair to claim that Burr's statememabout Washington, Jefferson,
Hamilton, and himself accentuate that history ssiljective discourse: it is the historian
who decides which event is to be underlined or neddrom the center of attention.
Acting like a historian, Burr chooses these evemd personalities to narrate, and his
act gives the sense that there might be anotherddidhe story that is not narrated in
history books.Burr purposely provides sensational examples such asbikarre
portraits of Washington and particularly Jeffersbhe novel stresses the fact that if an
incident or a historical personality is to be nesdawhether in a historical account or in
fiction, the representation will eventually be sdtjve. Even if historians try to be
ethical and represent the historical events ag &sllpossible, it seems impossible to be
totally objective. Burr’s narrative is extremelybgective and partial, because the novel
wants to take a stand on the issue of subjeciitystorical accounts. The construction
of the images of the patriotic fathers as grandatiaes is presented as a microcosm of
how history is constructed at a larger level. Theeh forces the reader to question both
Burr's (hi)story about the founding fathers and tlepresentations of these patriotic
legends in history books as metanarratives.
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Charles’ diary also works towards evaluatiBgrr as a historiographic metafiction.

Trying to write both the pamphlet about the BurmVRuren relationship, and Burr’s

biography, Charles thinks about how history shdaddnritten, and reveals his concerns
in his diary. Charles’ diary functions as a skebdok of how history should be written

rather than a traditional diary in which the wrifgimarily focuses on his personal
experiencesln Gore Vidal: A Critical Companignas Baker and Gibson suggest,
“Certainly, Charles readily confides his self-daiahd anxieties within its pages. Most
of these doubts are practical ones, turning onavisrwhelming desire to support
himself by writing” (79). Although Baker and Gibssmremarks on Charles’ diary are
credible, it is also appropriate to claim that Gémrwants to reveal his doubts and

anxieties about history writing.

William Leggett hires Charles to write a pamphlet the Evening Postabout Van
Buren and Burr and tells him that he (Charles) ¥dhange history” (Vidal 21). This
pamphlet will reveal and prove the rumor that BugeBurr’s illegitimate child. Leggett
believes that if this relationship is exposed, \Buren will be destroyed and erased
from the political scene. According to the agreentmtween Leggett and Charles, after
publishing the pamphlet anonymously, Charles wititevBurr’'s biography. Leggett

advises Charles:

You will be favourable to Burr, and so must failchase the American
reader cannot bear a surprise. He knows that ghisel greatest country on
earth, Washington the greatest man that ever liBed; the wickedest, and
evidence to the contrary is not admissible. Thaamseno inconvenient
facts, no new information. If you really want theader’'s attention, you
must flatter him. Make his prejudices your own.|TFein things he already
knows. He will love your soundness. (Vidal 162)

Leggett, who knows how readers are manipulatedgmemends that Charles should
stick to the grand narratives if he wants the pdetgio have credibility in the eyes of
the public. He advocates that alternative narrativall not be appreciated. His
statement ironically refers to the general preoatiop ofBurr: Vidal does the opposite
of what Leggett advises Charles and presents amattve story. The novel tries to
shake the foundation of the grand narratives in Aecaa history, and Vidal consciously

employs Leggett to suggest the possibility thatrtwgel will most probably be disliked
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by people since it does not flatter the expectatiohthe reader. Leggett as Vidal's
mouthpiece displays the novel’s intense concerh wistory writing, and, in this way,

the novel deviates from the classical historicalaio

Further, through Charles’ diarurr provides discussions that question the principle o
modernist history writing. The diary lays bare thigting process of history and, at this
stage, the issues of literature, historiography #reory merge with the outlook of
historiographic metafiction. According to modernisstoriography, an empirical study
which is conducted by an objective but engagedohast will provide a successful
rendering of the past reality. Charles’ diary dratention to the modernist historian’s
belief in evidence to provide a truthful past rgaliAs has been stated previously,
modernist historiography is based on the Enlightmmnationality that evidence can be
found and objectively composed as facts by theh&t who can empirically study that
evidence without prejudices. The nature of evideisceiscussed irBurr through a
conversation between Leggett and Charles. Charfesms Leggett that he has found a
letter in which Burr states that he was near Kihdek at the time Van Buren was
conceived. The letter, in Charles’ view, is crygigcause of Burr’s following sentence:
“l disport myself as best | can in this woodedlgg) and you know what | mean by
that™ (Vidal 160). However, this is solid proof rfdeggett that Van Buren is Burr's
illegitimate child. Yet, Charles says, “We lawyenave different standards from you

journalists. This is no proof. It is merely circuastial” because Burr “hardly ever
mentions™ Van Buren in the letter (Vidal 224). Shsonversation, which dwells on the
nature of evidence, problematizes the modernidbiés’s belief in the connection
between evidence and truth, because evidence blaanging quality according to the

party in question.

The discussion of evidence in the quotation abaue also be associated with F. R.
Ankersmit's argument about the nature of eviden&s. has been stated before,
Ankersmit maintains that evidence does not referthie past; rather it leads to
interpretations of the past since evidence is femad the perspective of the present and
Is contextualized through this perspective. Burester mentioned in the above

quotation, as a written document, is naturally siglence for a past event: Burr was
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near Kinderhook, but it does not prove that Buruseml Mrs. Buren’s pregnancy.
However, it ought to be noted that Leggett inteipitbe letter several years after the
incident. Leggett’s prejudices and his contempopanitical and social position as well
as his dislike for the vice-president Van Burenvpie him to interpret the letter as a
proof for the filial relationship between Burr ak@n Buren. It could be said that the
letter, which does not directly mention the oridgimacident, may be mistakenly or
purposely associated with another event in provinglence, the interpretation of the

letter fails to provide a credible past reality.

Charles’ situation also pushes the reader to aséstmpuns about the modernist
historian’s assumption that the past reality isvkable. In the very beginning, Charles
is quite optimistic that he will be able to undarst and write what has happened in the
past. As he claims, he diligently records what Bsays: “At Leggett’'s suggestion |
have decided to keep a full record of the Colonebaversation” (Vidal 4). Charles
describes how Burr and he work together by undedirhis belief in becoming

successful in writing the whole story of Burr adas:

Our first attempts were simply fragments. The Celocould not correct

episodes. He tended to wander from the point. But (the middle of May)

we were working well and what began as a seriesumfiom anecdotes is
becoming such a full narrative that as we sweepnditve years | am at last
able to detect, here and there, a glimpse of myrguand | am certain now
that once | have thoroughly mapped the jungle ighbunot to be too

difficult to find whatever beast | want, no mattexw hidden the lair! (Vidal

163)

According to Charles, it is possible to learn tkerst and hidden sides of the past, and
he is decisive to “know what [Burr] knows beforestend” (Vidal 5). However, the
more Charles collects data about the past, the su@gicious he gets about providing a
whole story. For instance, although Charles “pfsefeain orderly presentation” to write
a coherent story (Vidal 74), Burr does not provasieorderly presentation. Charles asks
something, but Burr talks about something else:e“Tolonel puts his feet up on the
grate; shuts his eyes as if he expects some inm&irc to rise upon past spectacles.
‘You asked me about Hamilton.” | had asked him abdan Buren” (Vidal 163).
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Charles is not able to interfere with the flow bé tnharrative, so he decides to organize
the events later.

Yet the task of organization gets more complicatdebn Charles recognizes certain
gaps in Burr's notes. For instance, in one partigf manuscript Burr mentions a
conspiracy plotted by the politician James Wilkimsand a French officer Conway
Cabal to replace General Washington with Generaé<sat Valley Forge during the
Revolutionary War, but he does not mention any rotthetail in the rest of the
manuscript. Charles becomes desperate, indicatimgve looked through the rest of
Colonel Burr's notes but | find nothing more to dath Wilkinson and the Conway
Cabal” (Vidal 102). Similarly, after talking to MaiDavis about how Jefferson’s
relationship with Burr was severed, Charles recogmthat “Colonel Burr’s narrative—
seemingly so ample—had discreetly omitted the evewit 1792 when George
Washington and John Adams were re-elected presaehvice-president, and John Jay
was defeated by George Clinton for governor of N&wk” (Vidal 202). To a certain
extent, the reader senses a kind of complaint iarles’ tone when he is not able to
obtain the whole information from Burr’'s notes andmoirs. He says, “Colonel Burr’'s
narrative stops at this point. Then another fragmeam different paper, of recent date”
(Vidal 115). In Burr's narrative, continuity is wgts and Charles has trouble in filling

the gaps of the story.

Since there are gaps in Burr's narrative, Charleeds to consult other sources of
information, but this process confuses him further.his memoirs, Burr does not
mention who fired first in the duel between Hamltand himself. Charles asks Matt
Davis, who was one of the eyewitnesses of the ddet. he is unable to get a

straightforward answer:

Mr. Davis shook his head. “No one knows. And | wihere, watching
through the bushes.think Hamilton fired a second before the Colonel. |
know that at the first report the Colonel swayed—mysewere on him—
and | was afraid that he’d been hit. But he told later there was a stone
under his boot, and he was off-balance....” (Vida8 3&riginal emphasis)
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What Matt Davis states implies that, sometimesneueeyewitness account is not able
to provide the truth. Moreover, Charles realizes iticonsistency of the information in
relation to Van Buren being Burr’s illegitimate saivashington Irving warns Charles:
“My dear boy, there are those who wish to destklry Van Buren withany weapon.
For years the Vice-President's enemies have pabdut that he is Colonel Burr's
natural son, that he is Colonel Burtenatural political creation. Both are lies™ (Vidal
142, original emphasis). Such a person as Washingiong who Charles admires and
imitates in style provides information which istjtise opposite of what Charles intends

to prove.

However, these are not the only problems Charlestbidace while narrating Burr’s
story. Charles is also worried about Burr's memdkithough he claims that Burr’s
“memory of the past is as sharp as ever,” he,easéime time, complains that Burr “has
also become somewhat absent of mind” (Vidal 138j.iRstance, Burr forgets that he
has recently put some money in a dictionary toiusecessary, or, similarly, he forgets
that he has usurped his wife’s, Madame Jumel’'s mbgesaying, “I have never taken
a penny that was hers. Quite the contrary” (Vidal). Yet, as Charles observes, “He
had obviously forgotten the carriage and horsesnibney from the toll-bridge shares”
taken from Madame Jumel (Vidal 221). These remarksnemory force the reader to
be suspicious about Burr's narrative constructechfmemory. Burr's concern with his
own memory supports this suspicion: Burr wants (&sao record his recollections by
saying, “While they are still lodged in what isftleof my mind” (Vidal 133).
Moreover, Burr reminds Charles that “as peoplengadd there is a tendency for them
to believe that what the pastightto have been it was™ (Vidal 23, original emphasis
Interestingly and ironically, Burr does not accélpat he is old: “But I'm not old,
Charlie. . . . Not only do | know what my past oughhave been, | know whatwtas .

. . And I'm the only one who knows™ (Vidal 23, ginhal emphasis). Burr needs to
prove that he is not old and that he is sane entmghmember the past as it was in
order to convince Charles, because, as discussewpsly, he has a specific agenda to
narrate the lives of the patriotic legends andelxigeriences. However, Burr is seventy-
seven years old, and his memory is not as shagph&neffort to prove the reverse is a

futile maneuver.
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Apart from the gaps in Burr's narrative, the comduscaused by the various sources of
information, and Burr's memory problems, Charles alkso worried about his
conceptualization of the events. He has difficsltie interpreting the events and the
situations that he confronts. For instance, wherr Banies that he is old, Charles tries
to understand Burr’s approach: “An involuntary wh&rimace? Look of pain? Or do |
invent?” (Vidal 23). It is difficult for Charles tanderstand the subtexts of Burr’s
statements. The issue of interpretation is alsetimeéd in another section of the novel.
Burr shows Charles a miniature that depicts Bura #sirty-year-old man. Charles tries
to decipher the expression in the painting: “Thdo@el was remarkably handsome if
the miniature is accurate: full mouth, huge dregmbiack eyes. Of what was he
dreaming?” (Vidal 340). Charles asks Burr what hasvdreaming: “He was taken
aback. ‘Dreaming? Am 1? Was |?’ He put on his gtasstudied the miniature closely.
‘No. It is merely the artist’s interpretation. Cowrs™ (Vidal 341). This reference to the
difficulty of interpreting visual materials can égde associated with the difficulty of
interpreting written materials. The miniature agsaial historical representation is open
to the interpretation of the viewer along with thatits originator. Moreover, the
interpretation of the viewer and that of the orggor do not necessarily coincide with
each other. Naturally, many different interpretasiosurface. Likewise, a written
representation of any historical event or personadi subjected to the interpretation of
its writer on one level, and on another level isiddued by its reader. Thus, different
and inconsistent interpretations are likely to @ppdn this sense, Charles is further

confused about how to interpret.

Charles depicts the desperate effort of the heowho wants to provide a whole and
true historical account. In the beginning, Charkesconfident about completing the
whole story or Burr’s true history, but in the emel is almost about to give up writing
both the pamphlet and the biography. Some entriethe diary reveal his situation:
“[Burr] is a labyrinth. Must not lose my way” (Viti&); “But what do | really know of
Aaron Burr? Or of myself? | am only scribbling idtyying to put myself in his skin as |
sit now at my desk in Reade Street” (Vidal 139)] aih is July. How can | be ready in
three months with so much unknown?” (Vidal 225).
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While thinking about his biography in comparisonMatt Davis’, Charles confesses
that it is not possible to narrate the completeysto

[Davis] cannot publish his own book for severalrgeat least and perhaps
he thinks my effort will whet the public’'s appetiter the entire story. My
effort? What am | writing about? | now act evenmgself as if | were
writing the full story of the Colonel’s life whemgctually, | am only on the
track of one small portion of it which Leggett assime will change
history. (Vidal 151)

Charles comes to the conclusion that he will notabk to have access to the true
information about Burr and Van Buren or be ablevtde Burr's biography. All these
discussions on history writing in the novel are patible with the principles of

historiographic metafiction that presents the retirhistory writing in fiction.

What has happened to Charles’ pamphlet and thedpby of Burr at the end of the
novel is also meaningful within the framework ofstoriographic metafiction. The
reader can neither read the pamphlet nor seerfsihdid version of the biography: the
only narrative s/he has is the one where Charlesates how he has written them.
Charles sells the pamphlet in which he claims Bhat is Van Buren’s natural father on
no firm grounds to Davy Crockett to be publishedemthe name of Crockett. Feeling
guilty about what he has done to Burr and Van Buf&imarles is somewhat relieved
because he thinks that nobody will care about v@ratkett says about Burr or Van
Buren, because Crockett, who previously published“o-called story of his life”
which is “funny, in the western style,” is not diable writer (Vidal 432). Indeed,
Crockett’s publisher openly accepts it: “The Daup€kett style is so much that of the
tall story that we can say nearly anything we méa@/idal 432). Although the
pamphlet is supposed to be published in Crockbtisk, the reader does not have the
chance to read it throughout the novel. SimilaBlyrr's biography is not finished at the
end of the novel because, as Charles states, Gharieaiting for Mr. Davis to publish
his biography” (Vidal 498). Henc&urr becomes a novel about how history is written
rather than an account that provides Burr’s trweystThis result is appropriate for a
historiographic metafiction that questions histamting and fosters the idea that it is

not possible to give a whole and truthful accodrgast reality.
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Another major issue of historiographic metaficti®) as Hutcheon suggests, the
relationship between historiography and fiction.ss been discussed in the theoretical
background, Hayden White explores this relationsng stresses that narrative is the
common point of historiography and fiction. In W&ig view, what differentiates a
historical account from annals and chronicles isatae. Since annals and chronicles
include just a list of events, they lack a full aeot (White,The Content of the For).
However, these unconnected events are turned inéorative in a historical account by
being associated to one another. As White arghes\ents, which are actually “value-

neutral,” are

made into story by the suppression or subordinaif@ome of them and the
highlighting of others, by characterization, matifiepetition, variation of
tone and point of view, alternative descriptiveatdgies, and the like—in
short, all of the techniques that we would normalkpect to find in the
emplotment of a novel or a play. (“The Historica&xt as Literary Artifact”

47)

White’s argument above is related to the form @f ltiistorical narrative, which is “its
fiction,” that is its common point with literatur€The Historical Text as Literary
Artifact” 47). His suggestion about the fictionddazacteristic of a historical account in

relation to its form is discussedBurr to a certain extent.

A little part of Matt Davis’ biography of Burr isngbedded in Charles’ diary. Matt
Davis gives Charles his biography of Burr to helpa@es in writing Burr's life. Matt
Davis’ biography of Burr helps to juxtapose a chetwith a historical account which
has a story-like pattern. In this sense, it hetpsinderstand the differences between a
chronicle and a historical account. It is worth Gug from Matt Davis’ biography of

Burr:

April 12, 1782, he [Burr] became a counselor-at:law

July 6, 1782, he married Theodosia Prevost at Rasakew Jersey. He was
twenty-six. She was thirty-six.

June 21, 1783, their daughter Theodosia was boAibainy. In November
Burr moved to New York City, arriving just as thetidh army departed.
The Burrs lived first at the Verplanck house twmidofrom City Hall. Then
they moved to the corner of Maiden Lane and NausSamet (their
backyard was famous for its grape-vines and arhabiesr household for a
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drunken maid named Hannah). In 1791 they moved Byoddway. As a
summer house, the Colonel took a lease on the praasiRichmond Hill.
(Vidal 158-59)

Charles is not satisfied with Matt Davis’ versioechuse these are just events, in
Charles’ view “the facts,” and “Mr. Davis simply fsuthem all down, pasting an
occasional platitude over the Colonel's wax-likergy” (Vidal 160). This part of Matt
Davis’ biography is like a chronicle. It does nategany answers to the questions of
how and why, for instance, Burr moved to New Yak,f there was any relationship
between his moving to New York with the British grthat departed at the time. The
biography is not interested in associating and ¢omdy events.

According to Hayden White, in order to construcitary, the historian has to answer
certain questions: “What happened next?’ ‘How thét happen?’ ‘Why did things
happen this way rather than that?’ ‘How did it@lme out in the end?”Metahistory
7). The answers to these questions are “deternfinamgl used to construct a
“followablestory” (Metahistory7, original emphasis). However, these are not gindo
have a complete story. In order to construct a dete@ and meaningful story, the
historian needs to answer other types of quessank as “What does it all add up to?’
‘What is the point of it all?”” (White,Metahistory 7). According to White, these
questions call for “a synoptic judgment of the tielaship between a given story and
other stories that might be ‘found,” identified,r duncovered’ in the chronicle”
(Metahistory 7). As White argues, these questions can be amsdwar mainly three
ways: explanation by emplotment, explanation byuargnt, and explanation by
ideological implication, which has been previoudlgcussed in detail. However, it is
useful to repeat them roughly. Emplotment, whicbvpaites the meaning of the story by
answering the question of “what happened,” deteesithe mode of the narrative:
romance, tragedy, comedy, and satire. Argumentssinekanswer to “the point of it all”
or “what it all adds up to” in the end through faypes of argument: formist, organicist,
mechanistic, and contextualist. Ideological imgima points to the ethical element in
the role of the historian in conceptualization loé past in relation to the present, and it
is explained through four major ideological posigBo anarchist, conservative, radical,

and liberal.
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In relation to White’s discussion, Matt Davis’ braghy of Burr quoted above seems to
be more like a chronicle rather than a meaningistioncal account. Matt Davis does
not emplot the events, and does not discuss themlation to other events. Actually,
Matt Davis, who calls Charles “My fellow historiar(Vidal 144), is aware of the
weaknesses of his version and states that “Chexlento something golden’ . . . ‘He
will write the true story of Colonel Burr while hall write the official memoirs. That
means Charlie will beat me all hollow™ (Vidal 15(att Davis extracts only the well-
known and general information about Burr, but Gémnbuts effort to understand the
details and the association among the events lnygtty fill in the gaps in order to
make a meaningful story. In this sense, Charlesbaat seems to be closer to a much

more complete historical account.

However, it should be stated that Matt Davis’ baggry of Burr is not just a list. There
are some parts that narrate events in a way thexpected from a historical account
pointed out by White. For instance, in some patrtsi®biography Matt Davis mentions

the rivalry between Hamilton and Burr as follows:

Burr’s rivalry with Hamilton began in those days.was inevitable. Both

were heroes, both were ambitious, both were lawy@fshe two Hamilton

was considered to be the more profound philosopihiaa well as the more
long-winded, with a tendency to undo his own bbgftaking it past the
point of successful advocacy.

Burr was the more effective in a court-room becausemind was swifter

than Hamilton’s; also, of an entire generation oblgc men, Burr was free
of cant: he never moralized unless to demonstra@adox. As a result the
passionate believers thought him evil on the grotimat the man who
refuses to preach Goodness must be Bad. (Vidal 159)

Here, the important point is how Matt Davis narsatee events. The way he associates
the events with each other by providing answethéoquestion of “What does it all add
up to?” and “What is the point of it all?,” and thiee, creates a meaningful story. For
instance, Matt Davis presents the reasons why Haménd Burr were in competition
and why Burr was considered less favorable than iltam In this part of the
biography, Matt Davis simply tries to contextualitee historical events, which is
different from a chronicle. Thus, these differepp@aches juxtaposed in Matt Davis’

biography demonstrate the function of the narraitiva historical account. Yet Charles
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is still not satisfied with Matt Davis’ version kbmese Matt Davis has not written
anything that Charles does not know. In this sehkst Davis makes use of the grand
narratives as Leggett preaches, hoping to reced@itdrom the reader. After reading
Matt Davis’ manuscript, Charles states, “Now | mbsgin the real work: finding out
what is true, if possible,” (Vidal 160), and, irvary unethical way, he adds: “or if not
true useful to my purpose” (Vidal 160). At this phiit is relevant to note that neither
biography will be reliable because Matt Davis usely the well-known information by
not dwelling on the unexplained sections of hist@myd Charles intends to manipulate

the historical knowledge in support of his pamphlet

As Linda Hutcheon remarks by referring to Haydenit&/hsince “Narrative is what
translates knowing into telling,” it “is preciselyhis translation that obsesses
postmodern fiction” Roetics121). This is why historiographic metafiction likeher
postmodern novels is self-consciously interestedha writing process. Accordingly,
Charles’ diary includes many references and comsnenthow to write. In the very
beginning of the novel, Charles tries to descritbe Wwedding ceremony of Burr and
Madame Jumel, and complains by saying “I don’t sedie to catch the right tone”
(Vidal 2). Charles obsessively thinks about howvtie:

Describe! as Leggett keeps telling me. Describel/Vieell.

Through open gates. Stone? Wood? Could not tellvrDe curving carriage
way. Tall black trees. A view of the river in thisténce. Light on water like
tarnished silver (cannot do better—will try agaatel). Then the dark bulk
of the mansion. Lights blazing at every window. &rtg? No. Burr would

have wanted us to dress appropriately. But if npagy, why the lights?
(Vidal 7)

Charles tries to describe the mansion where thaliwgderemony will take place, but

he has trouble in finding the right words to depittat he observes. He is unable to
identify the material of the gate, a very concraigect, from a distance. The quotation
displays how difficult it is to put something interds. This quote also implies Charles’

difficulties in trying to describe the past evehésdid not even witness.

At one point, Leggett instructs Charles on style. gives Charles some libels to study

in order to imitate. Charles reads them and expeebss reaction as follows: “I read
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aloud one of the gaudier passages . . . | detsdtis the style I'm to imitate?” (Vidal
280). Charles desperately searches for a styleati@da conversation with Washington
Irving whom he admires, he even tries to parodyngs style. Irving tells Charles
about Burr's daughter Theodosia, and Charles egpsetis feelings about Irving’s
recollections as follows: “I have the impressioatthrving exaggerates his passion for
the long-dead beauty, expressing his adorationomptex complete sentences as a
single tear rolls slowly down his cheek into thetess of that tall starched stock there
to splash in darkness from chin to chin like .I.am beginning to parody his style”
(Vidal 83). When compared to the paragraph wherarl€s is unable to describe even
the material of the gate, this long and elegantesme shows that Charles makes some
progress in using language. Charles’ situationllfirjastifies Burr's reason for having
Charles write his biography. Burr claims, “Mattlinio doubt do me fine. But | am still
here | would not in the least object to your havanigok at my papers. After all, you are
incorrigibly literary™ (Vidal 25).

Throughout the novel, although Charles does nadrinfthe reader whether he has
found the right tone or the style. His intentionp@arody Irving’s style is meaningful,
taking into account that Irving is one of the leagdfigures in American literature who
introduced the romance tradition. If Charles inggalrving’s style, then it could be
claimed that he tries to contextualize Burr's lifdo a romance. According to the
definition given by Hayden White, romance meangdearha of the triumph of good
over evil, of virtue over vice, of light over dagss, and of ultimate transcendence of
man over the world in which he was imprisoned g/ Hall” (Metahistory9). Actually,
the definition of romance and Burr's aim to havebiagraphy written by Charles
overlap with each other. In Burr’s view, his bigging written by “incorrigibly literary”
Charles will depict a Burr who will excel in hisyowhere he has been doomed to fail in
other narratives. Also, the style and the form laarles might use will help to create a
romance hero. The discussions on style in the ncaelbe associated with the close

relation between historiography and literature @iadpverbal artifacts.

In the light of the discussions above, it can bectuded thaBurr is a historiographic

metafiction rather than a historical novel. Vidat@ntextualization of the past events in
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relation to the mentality of the 1970s points te tiistoricity of the text. The use of
characterization, the manipulation of the first qoer narration through Burr's
manuscript and memoirs, and Charles’ diary, Buefforts in demythologizing the
representations of the patriotic figures in officlastory to provide an alternative
historical account, his ironic desire to create exolt portrait for himself, which
paradoxically pushes the reader to question his wavrative, Charles’ concerns about
how to write a historical account, which problermathistory writing, and the novel’s
preoccupation with historiography and fiction atecampatible with the premises of
historiographic metafiction. All in alBurr questions and problematizes history writing,
and thus, becomes a novel about the process ahgvtite past.
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2.2.1876

The second sub-section of this chapter will focnsl876 which Vidal published in

1976. American people observed the communist paanggered by the Bolshevik
Revolution in 1917, reaching its peak in the 19%0%] even maintaining its effects in
the early 1970s. In his essay “The State of thekb/evisited (1980),” Vidal evaluates
the anti-communist hysteria in America as a propnike money by “keep[ing] the
country on a permanent wartime footing” (229), asdverely criticizes the

administrations for keeping the Red Scare alive. &tuses post-Civil War
governments banks, which have held the economieepawtheir hands starting from

1945, and names the presidents as banksmen. He says

Loyal Harry S Truman deliberately set out to frigitthe American people.
He told us that the Soviet Union was on the marbileshomegrown Reds
were under every bedall this at a time when the United States had atomi
weapons and the Russians did not, when the SowienlWvas still in pieces
from World War Il and we were incredibly prospero(iShe State of the
Union Revisited (1980)” 229)

Vidal's critical perspective about the anti-comnsinhysteria in America can be
deduced from the associations he usebBirg

Another dominant theme i©1876is the corrupt relationship between democratialgle
and material gains. In an interview by Charles Mat6y published inThe New York
Times Book Reviewidal expresses his ideas on political decad@mceassociates the
corruption with personal material gains by statif\ge’ve always been reasonably
corrupt. That is the price of democracy, and a karabunt does no great harm. But
when it is totally accepted that he who pays thestnmooney to buy the most time is
going to be the president, or at least the nomingenk something is off the rails” (15).
In this context,1876 which narrates the scandalous election of 187@revithe
presidency was stolen by the Republicans throudtigad tricks, echoes the corrupt
political atmosphere of the 1970s where Americaappe also withessed one of the
most scandalous and corrupt elections in Ameridatoty, and watched a president,

Richard Nixon, resign for the first time.
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In this context, this sub-section contextualiz836to explore the historicity of the text
from the New Historicist perspective: the eventsl8v6 that anachronistically echo
Vidal's contemporary period will be analyzed. ThHeaxacterization in the novel will
also be discussed to display how characterizaiadifferent from that of the historical
novel. In the detailed textual analysis§76s self-conscious concern with history and
history writing will be underlined through the dissions of the biography tradition, the
representation of truth in newspapers, democraeygand narrative, and memory as a
hindrance in the writing of history. All the disaiens will help to display the reasons

for evaluatingl876as a historiographic metafiction rather than &ohisal novel.

18760pens with Charles Schuyler’s arrival to New YorkDecember 1875 after thirty-
eight years of his diplomatic position in Européwrdughout these years, Charles had
been to Italy and France, got married, and had wgldar named Emma, otherwise
known as the Princess d’Agrigente. Both Charlesy wgha widow now, and Emma are
desperate for money because Charles lost his tapitiae panic of 1873 and Emma’s
husband died in debt five years ago. Charles’ alrrio the United States in the
centennial year of the republic coincides with theesidential election in which
Democratic Samuel J. Tilden and Republican Rutheér®® Hayes competed. In this
election, the presidency was stolen by the Repaidicin favor of Hayes although
Tilden technically won the election. As in the cadeBurr, 1876is Charles’ scratch
journal in which he narrates his observations abist election and his duties in the
election until May 16, 1877, the date of his de&harles, who considers himself to be
a historian, defines his journal as follows: “The@sges are to be a quarry, no more. A
collection of day-to-day impressions of mmew old country” (Vidal 5, original
emphasis). In order to earn money, Charles, whes/tbe United States in general and
New York in particular as “the Valhalla of jourrsh” (Vidal 8), wants to write for
American newspapers. Even before being offeredst ipoa newspaper, he imagines
possible titles for his prospective texts: “The itéd States in the Year of the
Centennial.” ‘Traveler's Return.” ‘Old New York: Anickerbocker's Memories.’
‘Recollections of the Age of Jackson and Van Buréyiidal 5).



134

Throughout the novel, Charles is involved in wigtitboth his journal, which is
embedded in the novel, and numerous essays foradawewspapers. His old friend
William Cullen Bryant, editor of th&vening Postoffers him to write a piece on the
Centennial Exhibition in Philadelphia. Charles isoahired by James Gordon Bennett,
Jr., publisher of th&lew YorkHerald, to write about the Grant administration, which is
rumored to be involved in several scandals su¢che3weed Ring, a corrupt group that
manipulated city government in New York throughbery, andthe Whiskey Ring, a
group of people including whiskey distillers andbpa officials who swindled the
government on liqueur taxes. In this context, Gdwmris supposed to analyze
“Washington City in the Age of Corruption™ (Vidad1). While thinking about writing
for these newspapers, Charles allies with Govefilden, who will eventually be the
presidential candidate of the Democratic Partyhia following election, and hopes to
receive a diplomatic position in France in retuon fis alliance. Charles explains his
aim in his journal as follows: “If | do my part,gride information, work to explore the
corruption of General Grant and whoever is chosesucceed him as leader of the
Republican party, then | will get my heart’s desite the legation at Paris” (Vidal 47).
If Tilden wins the election, Charles will have andortable life in Paris, again. Other
than his writing projects, Charles also wisheselb lsis memoirs about the Empress of
Eugénie to another New York newspaper,ltbdger

While Charles probes into the corrupted politics, deaughter Emma starts to explore
the high society of New York. As Baker and Gibsaggest, “Emma will make her way
in the world of the rich while her father chrongle¢he most bizarre election in
American history” (106). Although Emma is engagedat well-to-do young lawyer
named John Day Apgar, she does not view this oglslip as promising. Meanwhile,
shemakes friends witbenise Sanford, wife to William Sanford, who pretsro be a
self-made man, but draws his fortune from his fdfe. Emma encourages Denise to
have a child although she knows that pregnancy nbighdangerous since Denise has
already gone through several abortions. After Dedigs in childbirth, Emma ends up
marrying William Sanford1876ends with a special dispatch to thew YorkEvening
Postwritten by William Cullen Bryant, which announdésit Charles Schuyler is dead.
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1876 manifests the historicity of the text in line withe New Historicist perspective.
According to the New Historicist understanding, twntextualization of the past is
subjected to the present social, cultural, andipalisituations, since the historian, who
is a historical subject, conceptualizes the pasbraing to the current mentality of
his/her own age. As Montrose explains, “the his®nve construct are the textual
constructs of critics who are, ourselves, histdérisabjects” (23). In this context,
Montrose draws attention to the impossibility odmgl narratives of the past as follows:
“If scholarship actively constructs and delimits @bject of study, and if the scholar is
historically positioned vis-a-vis that object, ibllbws that the quest of an older
historical criticism to recover meanings that ar@mny final or absolute sense authentic,
correct, and complete is illusory” (23). To undarst the historical situation in which
the past is written will help to uncover how thesfpavent is constructed textually. As in
the case oBurr, Vidal exemplifies a dialogue between the pastthredoresent 1876
by contextualizing the past through his own preshistorical perspective. It is
important to emphasize this detail because, ashdott remarks, “Narrativized history,
like fiction, reshapes any material (in this cabe, past) in the light of present issues”
(Poetics137).1876is a fictional history of the election of 1876, iain can be used to
exemplify the relationship between the writer and/Her narrative that is shaped
according to the present issues.

1876 intensely reminds the reader of the Red Scare eftéentieth century in a
sarcastic and an anachronistic way. The Red Saduieh first appears during and just
after World War | and reappears after World Wamllthe 1950s, penetrated all the
layers of the country by artificially creating pacda among people. As is claimedAn

People and a Nation: A History of the United States

The Russian Revolution and the communist risingevehere in Europe
alarmed many Americans, and the fears grew whet9itO the Soviet
Leadership announced the formation of the Communigrnational (or
Comintern), whose purpose was to export revolutimoughout the world.
(Norton and et al. 641)

During this period, American government questioaed persecuted its own citizens
who were mostly critical of the system and who wsyenpathetic to Russia and
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communism. For instance, Russian born immigrant Br@oldman was jailed and later
deported to Russia in 1917 for her anarchist astagainst the government (Norton and
et al. 642). Likewise, Nicola Sacco and Bartolonvamzetti, two immigrant workers,
were convicted of murdering a guard and paymasiangl a robbery and executed in
1927 “[tlhough evidence failed to prove their gu{lNorton and et al. 668). As Norton
and et al. claim, their main offense “seems to Haeen their political beliefs and Italian
origins” (668).

The more dramatic paranoia of communism, known a€aftthyism, was witnessed in
the 1940s and 1950s.

In 1947, President Truman ordered investigations the loyalty of more
than 3 million employees of the U.S. government. &sicommunist
hysteria grew, the government began discharginglpedeemed “security
risks,” among them alcoholics, homosexuals, and tadeb thought
susceptible to blackmail. In most cases there wasuwdence of disloyalty.
(Norton and et al. 806)

The House Un-American Activities Committee (HUAC)eated in 1938, was at work
to investigate “subversive and un-American propatg” and people who did not
cooperate with HUAC were sent to prison (Norton ahcl 806-807). Congressman
Richard Nixon, who was a member of HUAC, “accusedmier State Department
official Alger Hiss of espionage” in 1948, and Hisas “convicted of lying about his
contacts with Soviet agents” in 1950 (Norton anchlet808). Likewise, Republican
senator Joseph McCarthy accused the U.S. Statertbegpd of getting “infested with

Communists™ (Norton and et al. 807). Throughous theriod, people were ready to

point an accusing finger at each other.

In 1876 there are several subtle references to the antirwnist hysteria in America in
the twentieth century. In the first place, Vidal cke at the paranoia of communism by
displaying a journalist who considers being horestbeing communist. As soon as
Charles comes to New York City, American journalistrive on board to interview
him. Upon a question, Charles explains what hektiabout Democratic Governor

Tilden by saying “I do know that Mr. Tilden’'s brkeag up of the Tweed ring so
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pleased the honest people of the state that lasttigey made him governor. After all,
he has stopped the rich stealing from the poor-/itdél 12). One of the journalists
likens this situation to communism by saying “Bbat sounds communist, sir” (Vidal
12). Charles, who finds the way “communism shoubd déstress the overcoats” is
“fascinating,” opposes the journalist by claimirfg, had no idea that honesty and
communism were the same™ (Vidal 12). This joursatiemonstrates how hysteric one
can be when the conversation stirs towards commuimsAmerica, and this example
hints at the paranoid reactions of the people &edgovernments of the 1920s and

1950s as well as Vidal's sarcasm about the issue.

Vidal associates certain historical events of déifé time periods to underline this
paranoia. While in Paris, Charles has written #ohisal book entitledParis Under the
Communewhich is about his firsthand experiences withRlaeis Commune of 1871. In
the onlineThe Columbia Encyclopedighe Paris Commune of 1871 is defined as an
“insurrectionary” government formed at the endradf Franco-Prussian War. At the end
of the war, Napoleon llI's empire fell, and Parrsawho broke up with the national
government and the National Assembly at Versaltgsefusing a “humiliating peace
with Prussia,” elected a municipal council, whishknown as the Commune of 1871.
The Versailles troops assaulted Paris to regaiilomelt control, and communards who
consisted of urban workers, tradespeople, andabdaurgeois, were defeated in a few
weeks after bloody clashes (“Commune of Paris”e Way Charles narrates the events
in Paris in 1871 echoes what happened to the pempte were suspected of being
communists in America in the 1940s and 1950s. @kadcalls the situation in Paris as

follows:

Obviously the uprising in Paris frightened the New York bueggi—
certainly it frightened us Parisians when the comands seized the city as
the Germans withdrew; even more frightening, howewas the revenge of
the burghers, who butchered untold thousands forgb€ommunards. |
myself saw a child of five slaughtered in a st&fetlont Rouge. (Vidal 12-
13)

In his article “The Paris Commune of 1871,” NornBaxth, editor of the onlin@aris

Kiosque gives the estimated casualties after the assaufollows: “Roughly 50,000
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were arrested after the suppression of the Comn&orae of these escaped, many were
imprisoned, the worst offenders—some 4,500—being $& New Caledonia in the
South Pacific” (paris.org). Likewise, 8 People and a Nation: A History of the United
States the paranoia of communism in the United Statektha arrests in the 1950s are

narrated as follows:

. . . the committee [HUAC] went on the attack. Marsof a group of
screenwriters and directors known as the “Hollywdah” were sent to
prison for contempt of Congress when they refugedname names” of
suspected communists for HUAC. At least a dozererstrcommitted

suicide. Studios panicked and blacklisted hundoédsctors, screenwriters,
directors, even makeup artists, who were suspeakdcommunist

affiliations. With no evidence of wrongdoings, teemen and women had
careers—and sometimes lives—ruined. (Norton and et al. 807)

In the 1930s, HUAC even charged the child starl&hifemple, together with other
film stars, for being “dupes of the Communist Pa(lyorton and et al. 807). This is an
event similar, not in activity but in mentality, tbe incident of the five-year old child
slaughtered in a street of Mont Rouge. Thus, Ckanarration about the people who
were killed in 1871 for being communists becomes ltue print of the people who
were deported, jailed, or executed in the UniteakeSt as a result of the communist
paranoia. This chronologically out of place andical association between the past and
present inl876does not fall within the historical novel thatmarily aims to represent

a past reality.

The historicity of the text, or “the social embeditieof the text (Montrose 20), is
deduced from the intertextual references to botstohical and literary narratives
according to the New Historicist perspective thafutes the “unproblematized
distinctions between ‘literature’ and ‘history,’ theen ‘text’ and ‘context” (Montrose
18). Although intertextual relations between texidicate the historicity of the text,
intertextuality also underlines the assumption thhterary or historical text only refers
to other texts instead of reality. As Hutcheon apteélistoriographic metafiction . . . is
overtly and resolutely historical—though, admittedh an ironic and problematic way
that acknowledges that history is not the transgaexord of any sure ‘truth”Roetics

128-129). This paradoxical situation can be exgaithrough the intertextual parody of
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historiographic metafiction. According to Hutcheadne intertextual parody “enacts, in
a way, the views of certain contemporary historapders: it offers a sense of the
presence of the past, but a past that can be koalyrfrom its texts, its traces—be they
literary or historical” Poetics125). Intertextual references 876 remind the reader
that it is the mentality of the present time thaihtextualizes past events. These
intertextual connections are functional to see Wsdaantage point in constructing

1876 and they demonstrate the dialogue between theapdgshe present.

In 1876 Vidal particularly uses intertextuality to empizasthe intricate nature of
history writing. One of the striking examples is &lles’ book, Paris Under the
Commune which is one of the anachronistic intertextualerences to the anti-
communist hysteria in America in the twentieth cepnt Charles’ book is constantly
remembered under different titles by the charadtetise novel such aaris Under the
Communardsand Paris Under the Communist¥his book is actually a reference to a
comic book entitledls This Tomorrow: America Under Communismihich was
published by the Catechetical Guild Educationali&gdn 1947 to warn Americans
about the dangers of a Communist takeover. It ighwaiting in full length the inside
cover of the comic book to explain the purposehefrepetitions of the mistaken title of
Charles’ book irL876

IS THIS TOMORROW is published for one purpes€EO MAKE YOU
THINK! To make you more alert to the menace of Camiam.

Today, there are approximately 85,000 official memsbof the Communist
Party in the United States. There are hundredslditianal members whose
names are carried on the Party roles because aasingisciplined fifth
columnists of the Kremlin, they have wormed theaywnto key positions
in government offices, trade unions, and otherto®s of public trust.
Communists themselves claim that for every offid?arty member, there
are ten others ready, willing, and able to do they bidding.

These people are working day and nighdaying the groundwork to
overthrow YOUR GOVERNMENT!

The average American is prone to say, “It Can’t ptapHere.” Millions of
people in other countries used to say the samg.thin

Today, they are deador living in Communist slavery. IT MUST NOT
HAPPEN HERE! (original emphasis)




140

Although Charles has written a book about histbf@ets he has witnessed in 1871, the
title of the book is borrowed from a comic book fusitred in 1947. Vidal's perspective
is exemplified through his association of a texttbé twentieth century with the
description of an event occurred in the nineteestfitury. By using the mentalities of
the 1940s and 1950s in the context of the 1870%al\displays one of the major issues
that historiographic metafiction points to: “theoplematic nature of the past as an
object of knowledge for us in the present” (Hutalmd®oetics92). This ironic reference
out of its place and time is purposely repeateithénovel to indicat@876s interest in
history and the problematic nature of the repredent of the past as history. There is
no nostalgia for the past as in the case of thditivaal historical novel because

references are politically engaged and thus proaidetique of the past events.

Another arresting intertextual referencelBi76is a text entitled’he Crucible which is
“a play ‘leased and managed’ (but actually writtenwell) by Oakey Hall, who is also,
to the delight of New York, the leading actor” (d34). In reality, Hall's 1875 play
referred to iNL876is entitled aCrucible or Feathering a Mayor’s Nesand consists of
a prologue and four acts. Act | and Act Il show hawOakey 'All, a lawyer who wants
to be an actor, turns out to be an actor. 'All'shvis granted by a spirit called Katie
King, who wants $100 from him in return. The lawyggts an invitation from the
manager of the Park Theatre who sends him a cejciblvessel used for melting
substancedn which he is carried to the theatre. In Act IlidaAct IV "All plays T. S.
Arthur Higgins, a bank clerk, who is wrongly andrposely accused and jailed for
stealing from the bank. In jail, the spirit Katienl§ visits Higgins, and promises to save
him from jail in return for $10. The spirit keepgrhpromise by forcing the jury to

declare that Higgins is not guilty.

The theme of the play that justice can be bouglmcmbes with the corruption of
government and decision making authoritied 876 More importantly, the playwright
and the title of the play include certain implicais of communism and anti-communist
hysteria that saturated America especially in tist half of the twentieth century. As is
stated in the websit€he Bowery Boys: New York City HistoAmerican politician,
lawyer, and writer Abraham Oakey Hall (1826-1838ho wrote the playrucible or
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Feathering a Mayor’'s Nesh 1875, was Emma Goldman’s advocate in 1893douat

case. This subtle connection between Hall and Gahdmevitably reminds one of the
first Red Scare during and after World War | whépd9 radicals, including the
anarchist Emma Goldman, were deported to RussiattéN and et al. 642). More
explicit allusion is the title of the play that éatly refers to Arthur Miller'sThe

Crucible, premiered and published in 1953, where Millerutid in the hysteria that
overtook Salem a useful parallel to America’s poepation with the activities and
influence of the country’s alleged Communists,” Mgdge Decter notes in “The
Witches of Arthur Miller” (54). All these referengdo the anti-communist hysteria
depict the formative influence of the present midgtén constructing past events as
history in 1876 The novel’s intense interest in the dialogue leefwthe past and the
present mentality, which is demonstrated througk tise of the anachronistic

intertextual references in this case, differensid&/6from the historical novel.

1876also pushes the reader to associate the eledtit®i7é with that of 1972, which is
again functional to understand the formative eftéddhe present over the past narrated
as history because the emphasis on the corruptiaglesystem in1876 echoes the
corrupt political atmosphere of the 1970s. Beftuie election of 1972 five men from the
Nixon campaign, who did not want to take any rigkosing the election, broke into the
Democratic National Committee’s offices at the Wagdte apartment complex. These
men “were associated with the Committee to Re-elextresident, known as CREEP.
The break-in got little attention at the time, aN&kon was swept into office in
November with 60 percent of the popular vote” (Martand et al. 875). On Nixon’s
order, a secret group called the Plumbers was fbrmed they “expanded their ‘dirty
tricks’ operations during the 1972 presidentialn@aries and campaign, bugging
phones, infiltrating campaign staffs, even writiagd distributing anonymous letters
falsely accusing Democratic candidates of sexuatamduct” (Norton and et al. 875).
1876 echoes the degeneration in the election of 1972reviNixon was re-elected
through the political tricks of the Republicans bgrrating how Hayes was elected
through the political maneuvers of the Republicafter Tilden had already been
elected by the majority of the popular votes, whiah be discussed in the following

pages in detail.
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Since the characterization 1876is also different from that of the historical ngvieis
pertinent to explore the characterization in theehoAs Lukacs notes, the protagonist
in the historical novel is a type, which mirrore tatmosphere of the historical period
that is narrated (60). However, as Hutcheon claitms,characters in historiographic
metafiction are not types: in order to reflect ‘@spmodern ideology of plurality” and
“the recognition of difference,” postmodern protagts take on “ex-centric’ and
“marginalized” roles that do not reflect universéaiman conditionsRoetics114). In
1876 all of the characters are historical except fdraes, Baron Jacobi, Charles’
daughter Emma, Mr. and Mrs. Sanford, and WilliamLdeTouche Clancey. Different
from Burr, in 1876 there is no major historical figure as a protagip@nd the fictional
characters are not developed in detail. Howevel8irg there is enough information to
differentiate the two fictional characters, Charégwl Baron Jacobin, from the typical

characters that are likely to appear in a histbnoael.

Though underdeveloped as a character, Charlepytt@gonist ofLl876as in the case of
Burr, is an ex-centric character whose primary funcisoto push the reader to question
history and history writing. If he was a type actng to the premises of the historical
novel, he would merely serve to reflect the genataosphere of the period. However,
Charles, who acts like a historian in the novelkesaremarks on the problematic nature
of representation in writing. After Hayes is eleci@resident, Charles wants to write a
book about the election of 1876, which will narratkincidents. In order to write this
book, Charles plans to use his writings about tleetien published by théierald.
Charles also intends to consult two people for bosk: Democratic diplomat John
Bigelow, who “promises to tell [Charles]ll” about the election (Vidal 354, original
emphasis) and the defeated presidential candidiéden] who “himself promises to
give the final manuscript a careful reading” (Vi@&5). The book that Charles plans to
materialize seems to be a historical account ofthetion according to the method he
will use: his own observations and records of thecteon, Bigelow’s firsthand
experience in the election, and Tilden’s peer m@vie provide an accurate account of
the election. However, Charles treats his prospediook as a fictional narrative. While
writing the story of the election in his book, Clesrwants to meet the new president,

Hayes, and is finally able to see him. Charles’ omnts on Hayes refer to the fictional
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nature of historical narratives: “Hayes is an inggree-looking, rather stout man with a
naturally fierce expression. | stared at him witimg fascination, for he is, after all, my
creation, a major character in the book that | artirvg. It is not often that writers are

actually able to see their fictional creatures mieleh” (Vidal 361). Charles is aware
that narrating a historical character will inevitalfictionalize that personality. His

opinion about the fictionalization of a charactande explained through one of the
premises of historiographic metafiction, whichhe fictionality of the past real through
the imagination of the historian. The fact that emyurns into a character in Charles’
work refers to the unavoidable fictive nature oktbry. Charles is not a typical

character who is likely to appear in a historicalvel because his interest in the
problems of writing history presents his criticaltiook, and his awareness of the

problematic nature of representation echoes postmazbncerns.

Within the framework of characterization, Vidal @lsises an intertextual reference,
which turns a fictional character k876 into a postmodern personality that ruminates
about history. In the Afterward at the end1&76 Vidal warns the reader about the
origin of the character Baron Jacobi by saying ‘tRea of Henry Adams will duly note
the resurrection of Baron Jacobi” (363). Hence,oBadacobi and Adams’ novel
Democracy: An American Novel which Baron Jacobi, the minister from Bulgaria,
appears, deserve a closer attention. Henry Ada®®8¢(1918), who was a historian,
novelist, and journalist, anonymously publishedrtosel in 1880. Set in Washington in
the 1870sDemocracynarrates the corruption of the capital city thioube abuse of
power by politicians. A thirty-year-old wealthy apdestigious widow from New York
City, Madeleine Lee, and her sister move to Wagbimgo observe the political

machinations of the country. The narrator accoM@deleine’s purpose as follows:

What she wished to see, she thought, was the ofaskerests, the interests
of forty millions of people and a whole contineogntering at Washington;
guided, restrained, controlled, or unrestrained amzbntrollable, by men of
ordinary mould; the tremendous forces of governmamd the machinery of
society, at work. What she wanted, was POWER. (Add®, original
emphasis)
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While in the city, Madeleine is accompanied by SiR Ratcliff, a corrupt Republican
presidential candidate who wants to marry her sgheeis potentially a presentable first
lady in the House, and by John Carrington, an hHofsgyer who is in love with

Madeleine and who tries to protect her from RdtcMadeleine witnesses decadent
politicians in Washington and Ratcliff's corruptioffrom a letter by Carrington,

Madeleine learns that Ratcliff has taken graft miyiihe election campaign eight years
ago, which causes her to reject Ratcliff's propoBasappointed by the corruption in
politics, Madeleine wants to go to Egypt. The nogets with a letter to Carrington

from Madeleine’s sister who encourages Carringtoreveal his feelings to Madeleine.

In the Introduction tdemocracy Noel Perrin evaluates the novel as social contlealy
critigues American government (viii). As Perrin gagts, like Madeleine who tries to
understand the nature of democracy, Adams “was/stgdhe workings of democracy,
he was looking for great men” in Washington (vipwever, Adams was disillusioned
by the scandals of Grant’s administration: he “wagaged at the corruption, disgusted
with the folly, and contemptuous of the social dding and power seeking he saw in
Washington” (Perrin vi). Democracy is the materialized version of Adams’
disillusionment with democracy in America. Democracy Baron Jacobi seems to be
the spokesperson of Adams. Baron Jacobi’s tiradetahmerica is so dramatic that it

is worth citing it in full length:

“Ah!” exclaimed the baron, with his wickedest leéwhat for is my

conclusion good? You Americans believe yourseloebd excepted from
the operation of general laws. You care not foreeigmce. | have lived
seventy-five years, and all that time in the miafstorruption. | am corrupt
myself, only | do have courage to proclaim it, gmai others have it not.
Rome, Paris, Vienna, Petersburg, London, all areupgy only Washington

is pure! Well, | declare to you that in all my expace | have found no
society which has had elements of corruption like United States. The
children in the street are corrupt, and know howtteat me. The cities are
all corrupt, and also the towns and the countiesthe States’ legislatures
and the judges. Everywhere men betray trusts baitigpand private, steal
money, run away with public funds. Only in the Semaen take no money.
And you gentlemen in the Senate very well declaeg¢ your great United
States, which is the head of the civilized worldn mever learn anything
from the example of corrupt Europe. You are rgluite right! The great

United States needs not an example. | do muchtrégel have not yet one
hundred years to live. If | could then come backhis city, | should find
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myself very contert-much more than now. | am always content where
there is much corruption, amda parole d'honnetir broke out the old man
with fire and gesture, “the United States will thike more corrupt than
Rome under Caligula; more corrupt than the Chunotieu Leo X.; more
corrupt than France under the Regent! (Adams 50-51)

Baron Jacobi, who talks about the corruption inlinéed States in Adam®emocracy
that echoes one of the main themesl8v6g is also the character who probes the
relationship between history and literatureli®76 by becoming Vidal's mouthpiece.
Historiographic metafiction ruminates about hist@yd history writing in order to
question history as a grand narrative. Likewlst/6is interested in history and history
writing, and, therefore, it calls attention to tiscursive nature of history. 1h876
Baron Jacobi fulfills this role as he talks abol ttonnection between fiction and
history with General James Garfield and CharlegyTtalk about what kind of writing
should be evaluated and trusted as a historicaluatcAccording to Baron Jacobi, the
classics, such as Julius Caesar’s accounts offpistibould be considered as literature
instead of history because as Jacobi puts it, “\diter all, believes a word that Julius
Caesar wrote? His little ‘history’ was simply atsof leg up for his political career”
(Vidal 206). Baron Jacobi underlines the fictiohalnd subjectivity of the historical
narratives in connection with the purposes of thiéew Moreover, he questions history
as a grand narrative when he claims, “\é&nnotknow any history, truly. | suppose
somewhere, in Heaven perhaps, there is a Platastioryr of the world, a true record.

But what we think to be history is nothing but et (Vidal 206, original emphasis).

Charles agrees with the Baron by claiming thateher“no absoluterecord,” and
exemplifies the issue by narrating his own expeeeri‘When | was trying to write
about the Communards in Paris—and | was thereeatiniie—I could seldom find out
just who was killed by whom™ (Vidal 206, originamphasis). Even further, Baron
Jacobi claims that historical narratives are lesglsle than fictional narratives of
history and that he prefers to learn past “Frormea Shakespeare, Scott—all fiction
writers” because he believes that Shakespeardiaracters are alwaygght” (Vidal

207, original emphasis).

The Baron’s discourse, which questions historyfedéntiates him from a type in a
historical novel. A type character would suggest thistory writing provides the truth.
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Yet the Baron’s attitude towards history echoespbstmodern concern of history as
opposed to modernist historiography. In this sehgejs an ex-centric figure in the
novel. Further, the very existence of Baron Jaéohl876 is chronologically out of
place. The Baron, who was actually created in 188®enry Adams, appears in the
year of 1876 in Vidal's novel. Chronologically, tiBaron is situated out of place in
1876 since he is not even created to deliver his shepgech on history. Within the
framework of historiographic metafiction, this ident also points to both the historicity
and the textuality of history. The way Vidal makesharacter speak prematurely about
his own contemporary issues clearly exemplifies hdidal historicizes his novel
according to his contemporary atmosphere. Thistioglship between the texts that
Vidal uses to construct his narrative also dematestrhow one text refers to the other
instead of reflecting outside reality. Hence, Badacobi character functions to situate

18760utside the genre of the historical novel.

1876also makes use of autobiography and biographytivadas a tool to problematize
history writing. As in the case @&urr, 1876includes a journal in which the election of
1876 is narrated, and discussions on biographyngritake place in the novel. Since
autobiography in relation to history has alreadgrbdiscussed iBurr, this chapter will
underline the biography tradition in connectionhliistory. In his essay “On History,”
written in the 1830s, Thomas Carlyle interpretddmsas “the essence of innumerable
Biographies” (blupete, par. 5). In a similar mannarElementary Guide to Literary
Criticism, scholar F. V. N. Painter defines biography as‘tiepartment of history” that
“gives the facts and events of an individual life. . While great men are in large
measure the creatures of mighty movements, thdlleasame time give direction to
historic development. There is truth in Carlyledea that universal history ‘is at bottom
the history of the great men who have worked tli€i61-62). Thus, biographies of the
great men are treated as documents that picturéigiterical era as in the case of
Carlyle’s work on Oliver CromwellQliver Cromwell’s Letters and Speechpsablished

in two volumes in 1845, which gives an insight ittie civil war in England.

Similar to the discussions in writing history, thest crucial issue in writing biography

is the assumption of truth, which can be subventedtakenly or deliberately.
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According to Painters, there are two sources airerin writing biography: ignorance
and prejudice for or against the person whose bpigr is being written. While
ignorance “leads to the omission of important pattirs or to a misinterpretation of
those that are known,” prejudice leads “on the loaed, to such a presentation of the
biographical facts as to magnify the merits of itten; and on the other, it leads to such
a suppression or distortion of the facts as toadetfrom his deserts” (162-63). For
instance, as lan Campbell from the University oinBdrgh argues in an online article
on Carlyle, Carlyle’s works on Cromwell include éketters although it is “an

extraordinary history, almost a dialogue with adlkaro” (par. 24). As Campbell notes:

“It [Oliver Cromwell's Letters and Speechesas provocative, original,
fiercely contested at the time of its publicatiamdanore so when Carlyle
was deceived by patent forgeries of Cromwelliatetst—the celebrated
“Squire Letters"—offered him after he had completed basic writing of
history. Carlyle accepted the letters uncriticahd stubbornly clung to his
belief in their authenticity after they had beeweaded to the reasonable as
forgeries. Just such a weakness makes it easytitozer Carlyle’s method
and his conclusions: his method was intuitive, dmsl admiration for
character (often on apparently inconsequential ey overrode many
critical mechanisms which could have ensured gredijectivity. (par. 24)

Hence, all the discussions on writing history inre of subjectivity, selection process,

and ideology explored in the theoretical backgroawnerlap with writing biography.

Additionally, the blurring of boundaries betweemwrtfand fiction in writing history are
also valid for the discussions on biography writinghis article “Biography: Inventing
the Truth,” Richard Holmes claims that biographyais outcome of “Fiction married
Fact” (15). As in the case of the historian who nmnescape imagination while
constructing history, the biographer needs to us#ér inventive power. According to
Holmes, “The fluid, imaginative powers of re-creatipull against the hard body of
discoverable fact. The inventive, shaping instioicthe story-teller struggles with the
ideal of a permanent, historical, and objective uhoent” (20). Historiographic
metafiction, which problematizes history writingelidberately questions subjective

documents such as biographies that contributeetavtiting process of history.
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In 1876 there are three references to the genre of Ipbgrawhich imply how
biographies of “the great men” as historical docnteeare unreliable. As a historical
fact, in 1868, American statesman John Bigelow eeditBenjamin Franklin’'s
Autobiographyby using Franklin’s original manuscript. Bigelowasvalso the editor of
the 1875 version of théutobiography and this time he used both the original
manuscript and Franklin’s written correspondenag @ther writings as is stated on the
citation page of the related book. Vidal manipudathis historical fact inl876 to
emphasize the unreliability of biographies in higtovriting. In the novel, the first
reference is a comment on a biography of Benjamanlgin written by Democratic
diplomat John Bigelow. In his journal, Charles atuces Bigelow to the reader as
follows: “If Bigelow is remembered, it will be fohis resurrection of Benjamin
Franklin. Until Bigelow, no one had ever thoughtstove that wicked old creature from
the bowdlerizers. Bigelow’s editing of the origirtekts of Franklin’'s works as well as
the biography of Franklin he published last yearehmnade him a fortune” (Vidal 44-
45). The quotation suggests that Bigelow both ckdrigranklin’s works and wrote a
biography by eschewing the points that might hudnklin. According to Charles’
claim, as historical documents, neither Frankliwirks nor his biography is trustable.
If history is the history of great men, as in thes& of Franklin’s biography, history
should be questionabldigelow’s account of Franklin’s biography coincidesth
Painter’s claims in relation to the sources of o writing biography. In this context,
1876 questions history by underlining subjectivity aatbitrariness in biographies,

which are considered as historical documents tiegat@nsulted in history writing.

The second reference to biography in the novel aspehen Charles reveals his desire
to write a campaign biography. Charles wishes tad‘tr similar subject” with that of
Bigelow (Vidal 45) to make a fortune, and plansvidte Tilden’s campaign biography.
He says: “Actually, | approached my publisher abdaing a campaign biography. He
is interested™ (Vidal 119). Tilden’s biography Wibe written on the condition of his
nomination, and Bigelow will “provide [him] withhte material™ (Vidal 119). Since
Bigelow is Tilden’s political ally, Tilden becomes unreliable source of information
for such a biography. Additionally, the reliabilitgf a campaign biography as a

historical account is also questionable since apeégm biography is written “for the
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purpose of getting [the candidate] elected,” alsL&ipore states in her article “Bound
For Glory: Writing Campaign Lives” published ihe New Yorkelpar. 3). As is
indicated in Lepore’s article, the first campaigadgraphy was published in the election
of 1824. John Eaton, a lawyer who had served uAderew Jackson in the War of
1812, was hired by Andrew Jackson to finish his fifory upon the deaths of the other
two biographers. In 1817, the biography was publisbnder the title of “The Life of
Andrew Jackson,” and, as Lepore notes, “In 1824oric@ublished a revised ‘Life of
Jackson,” founding a genre, the campaign biogragpgt. 2), which “established the
genre’s conventions” (par. 5). Lepore deduces tbeventions of the genre from
Eaton’s style:

When Eaton revised it [the biography] in 1824, he turngdat was a
history, if a decidedly partial one, into a poldigoropaganda; his changes
are carefully noted by Frank Owsley, Jr., in aifade edition published by
the University of Alabama Press. Eaton cut out eved away everything
compromising (the duels Jackson fought, a soldier hlad executed),
lingered longer over everything wondrous (battiasjnly), and converted
into strengths what pundits had construed as weskise Eaton’s Jackson
wasn't reckless; he was fearless. He had almogtofibcal experience; he
was, therefore, ideally suited to fight corruptioHe lacked political
pedigree; his father, a poor Scotch-Irish immigratied before he was
born—but this only made Jackson more qualified for thieité/house, since
he was, to use a phrase that was coined duringresdency, a “self-made
man.” (par. 5)

The way Eaton treated Jackson’s life story mightchéled trimming the story by
censoring, exaggerating, and distorting the trutkich is a situation that echoes
Painter's argument about the errors of biographieaccurate though it was, the
biography written by Eaten helped Jackson to betedein 1828. As Lepore states, a
biographer named James Parton, who did researtiteieighteen-fifties for his book
about Jackson, found “in the nation’s libraries &owdkstores, ‘mountains of lies and

trash’ known as ‘Campaign literature,” a peculievgquct of the United States” (par. 8).

In her article, Lepore displays how campaign bipgres turn an ordinary person into a
great man. The pattern that Eaton used in Jackdmadggaphy, which is the rise of a

man from rags to riches to show the success otdnelidate in life, was used in the
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upcoming biographies. Lepore exemplifies her clalmout the pattern of the campaign
biographies as follows:

Garfield was born in a log cabin; his biographemsvmed illustrations of
the family home, complete with measurements. (€8 life was,
literally, a Horatio Alger story, “From Canal Boyo tPresident.”)
McKinley—“From Tent to White House*lacked even logs. Coolidge was
born behind clapboards, in a house attached ttathier's general store, but
his was nevertheless “another story of the Log €#abithe White House.”
“The Story of Hoover,” born on a farm in lowa, ogmied at nine and a
millionaire before he was forty, was “the StoryAxherica.” . . . Franklin
Delano Roosevelt, whose speech nominating SmittthiPresidency was
itself published as a campaign biography, left tnen biographer in a
guandary. His origins were hardly humble. This wad stop one biographer
from answering yes to the question posed by hik’saddle, “Is Roosevelt
an Andrew Jackson?” It wasn’t actually a lie to Hagt he was born in “the
old family house on the ancestral farm.” (F. Difgisted it not be called an
“estate”.) And then there were the hardships oft@ro“The Boys slept in
dormitories. The alcoves were small and bare. Ther® one tiny window.
There was a bed, a chair, a bureau. That waqpdr! 16)

This pattern was so much exaggerated that oneeoptbsidential candidates had to
correct what was written about him: “Adlai Stevemstdisplayed remarkable candor
when he admitted that, in 1952, ‘| wasn’t born itog cabin. | didn’t work my way
through school nor did | rise from rags to richasd there’s no use trying to pretend |
did” (qtd. in Lepore par. 17). Campaign biograpghigere used as tools to create heroic
personalities about the would-be presidents by @ppeto the public through the use
of specific, exaggerated images. It could be cldirti@t, considering the purposes of
campaign biographies, the references to campauagrdyphies inl876function to draw
attention to how grand narratives about historiicalres are created. In this wel876

forces the reader to see the constructed natuheesé biographies.

In connection with the discussions on campaign raiplgies above, iMl876 the

reference to Lincoln’s campaign biography writtgnWilliam Dean Howells, which is
the third reference to the biography tradition Ire tnovel, is quite meaningful in
reminding the reader of the novel's concern witktdry writing. Charles mentions

Howell's biography of Lincoln in his journal as lols:
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The citadel of realism is thAtlantic Monthly published at Boston by a
middle-Westerner named Howells, an engaging if soma¢ too literary

man whom | met years ago in Venice, where he wasviry young

American consul—his reward for having written anuléent campaign

biography of President Lincoln. (Vidal 79)

As a historical fact, in 1860 Lincoln’s biographyasvwritten by Howells who claims,
“l wrote the life of Lincoln which elected him” dtd. in Lepore par. 13). Yet the
important point is that, as Lepore notes, the wibk Howell was proud of actually
contains false information about Lincoln. After ekd, Lincoln read and reread the

biography,

and in the margins he made corrections. In the §VHibuse, he reread it
more than once. He checked it out of the Librarohgress twice. It was
in his office when he was assassinated. Where Hsweld written that

Lincoln was, in the eighteen-thirties, “a stauncdafs man,” Lincoln

crossed out “Adams” and wrote “anti-Jackson.” Anldew Howells told of

how, as a young congressman, Lincoln had travel@gesnand miles, by
foot, to the lllinois legislature, Lincoln scriblolen the margin “No harm, if
true; but, in fact, not true. L.” (Lepore par. 20)

Interestingly, when Lincoln saw the mistakes, isv@o late to correct them because the
biography was already published, and history wesadly textually forged. At least, in
that edition of the biography, history was mistdigeecorded. All these emphases on
campaign biographies ib876 prove the novel’s interest in history and histanyting,
which again place$876in the genre of historiographic metafiction.

Historiographic metafiction is concerned how knadge is gathered and how reality or

truth is represented. As Hutcheon states,

Postmodern discourses both install and then contest traditional
guarantees of knowledge, by revealing their gap$ @rcularities. They
suggest no privileged access to reality. The neigk® (and existed), but our
understanding of it is only conditioned by discas;sby our different ways
of talking about it. Poetics157)

Like any postmodern form that challenges institugiéfrom the media to the university,

from museums to theaterP¢etics Hutcheon 9),1876 questions power and power-
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related institutions such as newspapers and cansgph as democracy, which consist
of the superstructuref society, and, thus, vulnerable to power gam&3.6 points a
suspicious finger to the newspapers as unreliaeces of information or historical
records, which inevitably influence the way hist@yecorded. 11876 the newspapers
are seen as pawns of political powers which maatputhe results of elections by
deliberately providing misinformation. Thus, thesalissions on newspapers and
democracy are intertwined 876 Different from the historical novel whose primary
concern is to reflect a sense of past reali8z6deals with the issue of how past events

are represented, or rather misrepresented thragghssions on newspapers.

1876first draws attention to the possibility that ngapers as sources of information,
which could be consulted in the future for would{uetorical records, may not be
reliable. The unreliability may occur accidentadly in the case of the newspapers that
misprint Emma’s title. When Charles and Emma arrateNew York, a group of
journalists meet them, and Charles gives them a&erview. When Charles looks
through the newspapers the following day, he degsrione of the newspapers printed

Emma’s title correctly. In his journal, Charles raes this event as follows:

The inner pages of each journal announce the &arrofa Charles
Schermerhorn Schuyler and his beautiful daughterPrincess Dag Regent,
Degregene, Dahgreejuhnt, widow of Napoleon’s fammedishal, daughter-
in-law of the Emperor Napoleon lll, intimate of tBenpress Eugénie . . . a
jumble of information, mostly false. (Vidal 36)

In addition to the unintentional misinformationtimee newspapers which are not able to
give true information even about a very simple pratt876also points to the arbitrary
misinformation in the newspapers. Charles writegaicle about Empress Eugénie for
the Ledger Yet he does not like the article when he revigivbefore publication
because théedgerhas changed it to a great extent. Charles narhegediscontent as

follows:

Incidentally, theLedgets version of my Empress Eugénie will be published
Saturday. | read the slips with some dismay. Theyehhacked everything
about, trying to “improve” my poor work by addingnamber of detailed
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descriptions of the Empress’s clothes in what tiagg to be my style. The
result is horrendous, and deeply humiliating. (Vig2)

Charles’ article has been changed to the extehtwwhan Emma reads it, she exclaims,
“It's unrecognizable!” (Vidal 96). According to Bma, who knows both the first
version of Charles’ work and the Empress in perso@,newspaper editor has caused
the text to become unrecognizable. Such a changdohdo with the_edgefs target
readers, who are mostly women. The newspaper wamigpeal to them by underlining
the feminine details about the Empress. In Emmpision, the article has turned out to
be “nothing but dress patterns, and how she [tmepiess] does her hair,” but
“they've got the dresses and the hair all wron@/idal 96). Disturbed by the people
who just want to know about the dresses and the dtglie of the Empress, Charles
scolds an agent, who tries to hire Charles for slecterre circuit about the Empress and
her court, by saying, “You should really book noe, not a political writer, not a
historian, but my daughter the Princess d’Agrigérididal 141). ThelLedgets desire

to be circulated in great numbers results in theefanformation.

However, Charles, who prides himself as a politivater and historian, is forced to
consent to these changes in his article becausedss the money. Most importantly,
Charles turns out to belaedgeresque journalist who works according to the stedwla
of the Ledger Charles offers theedgerto write another article entitlethe Last Days
of Napoleon IlJ which is accepted by the newspaper. He narrasethdughts about the
possible article as follows: “The only problem &t | know nothing about the poor
man’s last days except that he had a most difftbmié with his prostate and bladder. |
suppose | can concoct somethlrefdgeresque. After all, | saw enough of the Emperor
over the years to be able to describe, with a sahyi prose, his poignant coda” (Vidal
88). It is evident that this writing on Napoleoikel the one on the Empress, will not
provide the reader with the truth. Both situatisesve to emphasize the fact that
newspapers as the source of information are nabtel and that although historical
figures did live in the past, our knowledge on thasn conditioned by their
representations subjected merely to the consciehtte writer and the historian. Thus,
1876 questions the reliability of the representatiofighe historical personalities as

historical accounts.
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Parallel with the discussions abovB376 underlines the idea that even the most
prestigious newspapers may not provide the truth. ikstance, when Charles talks
about providing the truth(s) in tHevening PostWilliam Cullen Bryant, editor of the
Evening Postcomments on the issue as follows: “Half truthre ghe best we can
manage, | fear” (Vidal 33)Similarly, James Gordon Bennett, Jr., owner ofteeald,
sarcastically declares that his own newspaper isrel@ble, as well. When Charles
questions Bennett about if President Grant wilabeandidate for the next election, the

following conversation takes place between them:

“Even |, in Paris, have read that he will not beamdidate again.’
‘Even you, in Parishelievethe newspapers?’

‘Only yoursY’

‘Well, don’t’” Jamie laughed.” (Vidal 39, origin@mphasis)

Another important newspaper,imes is also mentioned as an unreliable source of
information. Democratic diplomat Bigelow warns Okarnot to rely on thdimes
Charles narrates his observation by repeating 8rgelwords for the reader as follows:
“Bigelow railed against the press in general arelTiimesin particular. ‘But then the
Timescan never be objective™ (Vidal 44). All these dissions on the newspapers and
their attitudes towards providing knowledge sexveguestion their place in the writing
of history since all these newspapers will turn tmube historical records, which are

archived for future references.

1876 also questions the printed media as a tool thasés by powers to manipulate
both the people and the elections. Thus, the mrintedia is represented as something
that interferes in the democratic processes. Throulgthe novel, the emphasis is
primarily on “newspapers boughhought by political bosses™ (Vidal 13, original
emphasis). As Governor Samuel J. Tilden suggestn theEvening Post“took a

retainer from Tweed” (Vidal 13), and there is amar that a journalist named
Nordhoff, who used to work in thEvening Posfor Bryant, “was sacked because—
everyone but Bryant says—of his attacks on the @wemg” (Vidal 149). Moreover,

the newspapers often turn out to be spokesmereqgidhtical parties. As Tilden claims,

the Evening Postfor instance, “supported the entire Republicaxket because that

scoundrel Henderson is thick as can be with Geard,controls the paper™ (Vidal 44).
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Likewise, the Democratic Party tries to control spapers by “using all sorts of
writers and artists to prepare material for the spaper press™ (Vidal 119). Hence, the
newspapers become tools used by those in poweriendate the deliberately chosen

information.

The newspapers during the election process arerfudvemough to change the course
of elections by manipulating and confusing the pead876 emphasizes this power of
the newspapers as intruders that violate the elegirocess, which is supposed to be
one of the backbones of democracy. For instance,rastorical fact, in the election of
1876, where Samuel J. Tilden was the Democratididate for the presidency and
Rutherford B. Hayes was the Republican one, Tildas elected president with the
majority of the popular votes. Yet Hayes became pghesident by the help of the
newspapers and the corrupted politiciansl8i§g this situation calls for the concept of
democracy to be gquestioned as a grand narrativer Afe first counts of the votes in
the election of 1876, as Charles notes in his jartilden is the president. The
Tribuneis certain that he has been elected whileBhening Posestimates that Tilden
may have as many as 209 votes in the Electorab@elhs compared to 160 for Hayes”
(Vidal 297). However, there is also confusing imf@ation in some newspapers. Charles
reads the headlines: AccordingTbe New York Time# is a “A Doubtful Election.’
The editor made much of the fact that Oregon hatk doemocratic by only 500 votes;
also, of the fact that the crucial states of Lansi, Florida, and South Carolina were
being claimed by Hayes’s electors—as we had alveaygipated” (Vidal 297). The
Herald also casts doubt on the election: “The Result—Wkdt? Something that No
Fellow Can Understand.’ . . . ‘Impossible to Namer ®lext President. The Returns
Too Meagre.” But then the writer declares thatkbg states of Louisiana, Florida, and
Oregon had indeed gone Democratic, and so itadikl as if Tilden was elected” (Vidal
297, original emphasis). Not understanding why Heeald and The New York Times
use such headlines after Tilden has won the ele@arording to the popular votes,
Charles questions Bennett, the owner of lezald. Bennett claims that he has got a
clue fromThe New York Timdser the headline of thelerald that casts doubt upon the

election, and Charles summarizes what Bennetthetisas follows:
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Around four o’clock this morning, the aver-alertiteds of the Times
discovered that one of Tilden's aides had sentaotglegram to all state
chairmen, asking each state what the electoralwasegoing to be.

The Timesdecided that this telegram displayed anxiety anghrt of the
Democrats; therefore, the election might still dedioubt. Although the
editors knew that the popular vote at the Southdate for Tilden and the
paper had already grudgingly conceded him New YRigkte, they preferred
to act as if the Democratic majorities in Louisiadorida, and South
Carolina had already been reversed by the RepubReturning Boards.
This explained the headline in the first morningied of theTimes

At 6:00 A.M., the secondimesedition arbitrarily gave Hayes two of the
“doubtful” Southern states and threw in Oregon good measure while
admitting that Florida was in doubt. Tentativelg tfimesgave Tilden 184
electoral votes and Hayes 181, making the poirtt ith@oubtful” Florida
should go Republican, Hayes would be elected byvote in the Electoral
College. (Vidal 298)

Here, the important point is that, as Charles daittall of this is invention™ (Vidal
298). Bennett suggests that in order to reverseethidt of the election, “th&imesand
now Zach. [the Republican Party’s chairman] andli@il Chandler [secretary of the
Republican Party] are deliberately putting it inudo With the help of General Dan
Sickles™ (Vidal 298).

Moreover, the Republican National Committee sehds$ierald a telegram which reads
“Louisiana, Florida, South Carolina, Wisconsin,eQon, Nevada, and California have
given Republican majorities. There is no reasordeobt the correctness of those
reports. And if confirmed the election of Hayesagsured by a majority of one in the
Electoral College™ (Vidal 300). Yet before sendirtbis message Zach. Chandler
already knows that Louisiana and Florida have vdtedhe Democratic Party. As
Bennett states, Zach. Chandler has been “suppigesise bad news, waiting for them to
get his message™ (Vidal 300). President Grantls® aware that Tilden has won. One
of Bennett’s editors says that “We’ve also heangtport that the President personally
believes that Louisiana has definitely voted fotdé@n, and that Tilden has been
elected” (Vidal 301). Upon this, President Granders Federal troops to go to
Louisiana to keep order in case of an emergencyentiee supporters of Tilden may
rebel against the manipulation of the election.uBing the newspapers, the Republican
Party manipulates the flaw of knowledge, “Falsdly[the vote,” and creates “a
doubtful state” (Vidal 300). The aim of this manigtion is that although the Democrats
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“actually won the most votes . . . the Republicas® control the election machinery
are now going to reverse the vote” (Vidal 300).dugh the newspapers, the outcome

of the election changes.

Although the newspapers are aware of the truthy #re under the influence of the
political power and they do not contradict the athg determined verdict. Thus, through
their discourse, democracy is manipulated and shéyethe imposed power games.
This situation coincides with what Hutcheon suggesDiscourse . . . is both an
instrument and an effect of powePdetics185). That is to say, the newspapers’ way of
handling the election, their discourse, causegitirens to doubt which requires the re-
counts of the votes. Yet the recounts will evertyula¢ in favor of the powerful or the
rich party because, as Tilden, Democratic candittatpresidency, notes, “There will
be bribes given, and taken,” and the Democratsdfiscertainly lose [their] majority of
ninety-two in Florida™ (Vidal 308).Most importantly, the discourse that these
newspapers create will definitely influence theatian of another discourse, history. In
this context,1876also questions the newspapers as “both an instriuamel an effect of

power” (HutcheonPoetics185).

Along with the critique of the newspapeisg76 primarily demythologizes the concept
of democracy.1876 draws attention to the idea that, like other grarairatives,
democracy is also a constructed discourse, manguylaised, and abused by power.
The novel questions democracy as an American idaadl displays how it is
manipulated by the political machinery. In this 21876 implies the idea that, like
history, democracy is subjected to power relatiohkis approach to democracy
prevents nostalgia for the past, which distan&836 from the historical novels.
Although there are several definitions of democyrdhys study will not examine the
differences in meaning and interpretation of théniens since the aim is not to
examine democracy but to explore how the concepleafocracy is abuseWebster’s
Online Dictionary with Multilingual Thesaurus Trdason provides several definitions
for democracy: “1. The political orientation of 8@ who favor government by the
people or by their elected representatives. 2. Wigal system in which the supreme

power lies in a body of citizens who can elect pedop represent them. 3. The doctrine
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that the numerical majority of an organized groap enake decisions binding on the
whole group.” The dictionary also gives the contemapy usage of the term as follows:
democracy “refers to a government chosen by theplpeavhether it be direct or
representative.” According to these definitiong tore of democracy is the election of
governments by peoplés stated in “The Gettysburg Address” by Abrahamcbin in
1863, the monumental maxim of American democradhésidea of a government “of
the people, by the people, for the people” (3@8)6plays with the idea of democracy
by narrating the election of 1876 in order to dagphow this maxim, or grand narrative,

does not work.

In order to exemplify how democracy fails, 1876 Vidal constantly emphasizes the
corruption in politics. Corruption operates on laltels of politics. For instance, while
William Sanford’s wife Denise is talking to Charlabout American politics, she says,
“we buy the senators who buy the elections™ (Mid40). In the novel, Senator Roscoe
Conkling is such a senator. Senator Conkling erpléd Charles how he has acquired
his seat at Senate as follows: “Senate seatslswecapensive. My admirers are said to
have spent a quarter of a million dollars to gettime plain chair and table™ (Vidal
175). When Charles says that Conkling did not digtueeed the money to be elected,
Conkling replies to him as follows: “Senators at@sen by state legislatures and the
legislators of New York are spoiled men—as wellsasilsmen™ (Vidal 175). In a

sense, corruption is inescapable in Washington.

The election system is also corrupt. After castohgubt upon the election, the
Republican politicians try to steal it. Bennettlgalpon Charles in the midnight of the
election day via a note in which he says, “You mmg$art writing again. The
Republicans are sending their leaders—and theiregaeisouth. They're going to steal
the election if they can. Popular vote: Tilden'satem Hayes by more than 250,000
votes. Thisusedto be enough to make anybody president” (Vidak,30riginal
emphasis). According to Charles, “no matter whiak$rare played, bribes given, troops
mustered” (Vidal 304), stealing the election aftee majority has already made its
decision is an absurd idea. Charles narrates hiaity about Tilden’s presidency as

follows: “Admittedly, the Electoral College—that diculous invention of the
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founders—can be manipulated to some degree busufbtiently at this late hour to
cheat the people of what they have so overwhelmingited for: the Tilden
Administration” (Vidal 304). Yet the Democrats inding Tilden himself are not sure
of it, and in order to counter the Republicanstks, one of the Democrat politicians
offers to bribe the electorate just like the Remais are planning to do. Tilden refuses
this offer by saying, “I have been elected presidey a clear majority of the people
who are as revolted as | am by state of affairthis country. Now, if | want the office
to which | have been elected, | must outspend Géri@rant and his friends™ (Vidal
308). However, the Democrats, who know that “leyhpay the money that Tilden
refuses to pay, they will have both states, regaslbf the popular vote™ (Vidal 310-
11), look for the ways to pay the high prices fbe tdoubtful states. Charles, who
ponders upon democracy and how democracy is beimgd out, sarcastically claims,
“Bigelow and Pelton [Tilden’s brother-in-law] wergght: with more money and more
industry, the state would have been Democratictié/292).

The electoral commission, which is the decision imgkauthority in solving the
problem of the 1876 election, is also corrupt.Heit article entitled “The Last Stolen
Election: The Story of Rutherfraud Hayes,” Jerrypband Dave Kopel analyze the
election of 1876, and they describe the naturéhefalectoral commission as follows:
“Politically, the commission had seven Republicasesjen Democrats and independent
Supreme Court Justice David Davis of lllinois. Bavis suddenly resigned from the
court to accept a U. S. Senate position from lisnélis replacement was Republican
Supreme Court Justice Bradlefgar 17). In1876 Vidal explores this detail in order to
display the dimension of corruption in the electibnCharles’ journal, the details about
Bradley are noted as follows: After an interviewttwBradley, Bradley seems to vote
“with the Democrats to go behind the returns,” @id337), which means the
declaration of Tilden’s victory. Yet, according tbe information which is given to
Charles by journalist Nordhoff, right after theentiew, Bradley has been visited by a
Republican Senator and Secretary of the Navy. [Quhis visit, “The railroad interests
were heard from, the flag was appealed to, and Biradley is reported to have wept
when she begged her husband to support Hayes, Baautley “votedagainst going

behind the returns” which means he “has sold ouitlgl 338, original emphasis). All
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these discussions on Bradley and the electoral ¢ssion display that corruption in the
government is explicit, and that democratic ideals be manipulated easily.

The discussions on the corruption within the frarodwof the 1876 election in the
novel serve to question the concept of democracg geand narrative: corruption is
disseminated in all levels of politics and thisuation prevents democracy from
genuinely prevailing. Moreover, corruption is vielvas a problem of not only the
United States but also of other countries. DemgciacAmerica is compared to the
Napoleonic dictatorship in France when a Frenchmdm has come to America “to
observe the ways of Democracy” (Vidal 314) alonghva group of European audience
whose mission is to follow the election, inquiriébarles as follows: “Explain to me,
sir, . . . in what way this election differs frorhat infamous election where Louis
Napoleon destroyed the French republic, and maahsdif emperor™ (Vidal 314). In
this context,1876 exhibits how democracy turns out to be tyranny dguging on the
manipulation of the election. Thus, the novel ttieshake the belief in democracy as a

grand narrative.

In line with the premises of historiographic mettfin, 1876also represents itself as an
unreliable source of information. For instance,t&riand journalist Charles Nordhoff,

who tells Charles that Bradley “was paid two huetlithousand dollars to change his

m m

vote™ (Vidal 338), admits just after this sentertbat this “is unsubstantiated gossip
(Vidal 338). Hence, Charles’ narrative about Braddad the electoral commission is
not reliable. Plus, the dialogue between Nordhaifl £harles below questions the
reliability of Charles’ narrative. That is, the gteamount of information in Charles’
journal comes from Nordhoff, and Charles and thadee view the events from
Nordhoff's perspective. More importantly, the sauaf Nordhoff's information is not

known. This detail is stressed to create suspehseitathe historical knowledge
provided in the novel. When Charles complains alaates Garfield who proposes him
to publish false information in favor of Blaine, iboff claims that he has already
provided the truth for Charles by saying, “But ngau know the truth. And the truth
always comes out” (Vidal 208). Charles’ reply tofdhoff is meaningful within the

framework of historiographic metafiction, which &tantly questions the historical
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knowledge and the truth: “Dear Nordhoff, in thiagse | know only whayou tell me is

the truth. And you could be mistaken. As for thdlralways coming out, why, | think
it never does. But even if it did, who would knoiv®/idal 208, original emphasis).
1876 avoids certainty of the information it provides bgpeatedly referring to the

skeptical nature of knowledge, and thus questitsngwn reliability.

1876 also underlines the plurality of history. Basigalll876 is Charles’ journal
particularly about the election of 1876, and it dan evaluated as Charles’ personal
history of the election. Charles explains what joisrnal means to him as follows:
“Those notes are to be the quarry from which | himpkack out a monument or two to
decorate the republic’'s centennial, as well as &wknmy own American year—a year
that is beginning in a most helter-skelter breahlay” (Vidal 30-31). Charles will try
to give meaning to the events of 1876 in this jayrand will create his own history of
the election. The use of a journal in the noveptovide an alternative history of the
election of 1876 is meaningful because historiolgi@pmetafiction highlights the
plurality of truths and histories. Accordingly, auynal, as a personal history, serves
postmodern fiction which, as Hutcheon notes, “stiists for History the value of
histories, revealing how it is we who give meaniadghe past, how it is we who make
histories into History” Poetics214).

1876also focuses on the unreliability of history imaten to the fallibility of memory.
As the basic information storage of humans, menmnyot reliable. The reliability of
histories is then questioned in relation to menang its malfunctions. In his bodke

Seven Sins of Memory: How the Mind Forgets and Rdrees Daniel L. Schacter, who

is a memory researcher for more than twenty yetasfies how memory works:

we do not record our experiences the way a canmemards them. Our
memories work differently. We extract key elemeintsn our experiences
and store them. We then recreate and reconstruexperiences rather than
retrieve copies of them. Sometimes, in the prooéssconstructing we add
on feelings, beliefs, or even knowledge we obtaiakter the experience. In
other words, we bias our memories of the past bybating to them
emotions or knowledge we acquired after the e\@int.
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Schacter also discusses the malfunctions of merbgndividing them into seven
transgressions as transience, absent-mindedneskirg, misattribution, suggestibility,
bias, and persistence. According to Schacter, iros, absent-mindedness, and
blocking are “sins of omissions: we fail to brirgrind a desired fact, event, or idea”
(4). For instance, transience “refers to a weal@woinloss of memory over time” (4).
Schacter notes that absent-mindedness “involvegaktiown at the interface between
attention and memory. Absent-minded memory errorgsplacing keys or eyeglasses,
or forgetting a lunch appointment—typically occuechuse we are occupied with
distrusting issues or concerns, and don’t focuen#itin on what we need to remember”

(4). In Schacter opinion, blocking

entails a thwarted search for information that waeyrbe desperately trying
to retrieve. We've all failed to produce a nameatxompany a familiar
face. This frustrating experience happens evengthoue are attending
carefully to the task at hand, and even thoughdidgred name has not
faded from our minds—as we become acutely awarenwlgunexpectedly
retrieve the blocked name hours or days later. (5)

Schacter points out that, apart from the malfumstiof memory considering omission,
misattribution, suggestibility, bias, and persiseerare “all sins of commission: some
form of memory is present, but it is either incotrer unwanted” (5). Misattribution
“involves assigning a memory to the wrong sourcéstaking fantasy for reality, or
incorrectly remembering that a friend told you tdfitrivia that you actually read about
in a newspaper” (Schacter 5). Suggestibility “refer memories that are implanted as a
result of leading questions, comments, or suggestichen a person is trying to call up

a past experience” (Schacter 5). According to Senabias

reflects the powerful influences of current knovgednd beliefs on how we
remember our past. We often edit or entirely reawrdur previous

experiences—unknowingly and unconsciously—in ligfitwhat we now

know or believe. The result can be a skewed rengef a specific incident,
or even of an extended period in our lives, whialissmore about how we
feelnowthan about what happenten. (5, original emphasis)

Schacter clarifies persistence as “entail[ing] e¢pd recall of disturbing information or

events that we would prefer to banish from our mialiogether: remembering what we
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cannot forget, even though we wish that we coul8). (Considering all these
malfunctions of memory, general or personal histasythe outcome of memory is

eventually unreliable.

Historiographic metafiction considers memory intbig writing as a hindrance to
reality. As Hutcheon states, “even the event clowess, personally can be known to us
afterwards only by its remains: memory can creatyg texts. There is no such thing as
the reproductionof events by memory’Roetics153-54, original emphasis). Even the
individual who witnesses an event cannot guaraisiggve the full account of the event
without missing at least some of the details1876 Charles’ difficulties in recording
the events in his journal signal the limitations listory writing. One of the
complexities in recording the events is his mem@iyarles, who introduces himself to
people as “mostly an historian™ (Vidal 160), tsi¢o narrate how and when Governor
Tilden has been offered the governorship, but reedoane difficulties in remembering

the details. He writes about his situation as fedp

Is it a trick of memory that at that moment thaédet were brought to the
table that assured Tilden of the democratic norandbr the governorship
of New York? | daresay | have moved things aboutnynmemory. In any
case, it was on that holiday in Switzerland—Tildgefitst trip to Europe—
that he summons came. (Vidal 14)

Charles’ concern with his memory is a self-reflexivarning for the reader about the
reliability of the journal. In another section, Clea, who is supposed to record the trials
of corrupted politicians after watching the trialsminds the reader that he has to write
what he has seen from memory: “I write this frommmoey, and must paraphrase”

(Vidal 256). Thus, the reader should not expediawee the full and accurate account of

the trials.

The malfunction of memory can also be an impedimenttmember the events. For

instance, when Charles is in the courtroom to ktbe trials, he has missed a remark
that many listeners have not. Charles suspectshehbt has listened to what has been
said in the trials, which he plans to record. Awairdais mistake, he notes: “The phrase

of Ingersoll that everyone quotes (save me: wastéring or just hearing?) is his
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reference to Blaine as ‘the plumed Knight." | supgpany ear rejected this image
because of its silliness” (Vidal 261). Here, Charkeems to talk about a memory
problem that might recall Schacter’'s argument alibat malfunctions of memory in
relation to omission. It could be claimed that aegount of an event is subjected to the
perception of the receiver, which might be callethtural selection process of memory.
Different from the historical novel that is devotedreflecting a truthful past reality,
1876 stresses the difficulties of the historian in wagt history due to how the memory

works.

Other than natural difficulties in recording theeats precisely, external factors prevent
Charles from writing the history of the election1@76 accurately. Charles discloses his
particular situation during the writing process. Elenfesses that once he has taken
opiate before writing his journal: “I have just &k an opiate, a powerful laudanum
mixed for me in Paris. So now, sleepily, | writ¢hexr as one dreams, not knowing what
is real or not” (Vidal 18). In dreamlike atmosphgrme tries to remember and record the
events of the day, which is a situation that aske t question the reliability of
Charles’ accounts. Indeed, in another night, Cbadkso confesses that he cannot
remember the details of what has been said to Hifear that | have drunk too much
champagne this evening, smoked too many fine gigard so gorged myself on fried
oysters that | cannot recall many of the detailsf@a so willingly supplied, but | do
recall his offer to give me an introduction to Bablk—to Grant, for that matter” (Vidal
67). Although these self-reflexive references t@@ds’ inability to narrate the events
he has already witnessed seem to be exaggeraggdarh functional to draw attention

to the limitations of history writing.

Likewise, in 1876 there are other references to history writing teectly force the
reader to questioh876 as a reliable historical account. As has beenudsed earlier,
Baron Jacobi thinks that historical accounts aretmstable due to their fictive nature.
Opposing Baron Jacobi’s idea on history, Generafi€d believes that history can be
true to reality because “we now have letters,idgrnewspaper cuttings™ (Vidal 206).
However, Baron Jacobi reverses General Garfieldeesient with a rhetorical

question: “As for letters, journals, who ever westthe truth about himself?” (Vidal
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206). The Baron’s question points a suspiciouselirig1876which actually consists of
Charles’ journal. Different from the historical r@vthat tries hard to represent past
reality, 1876 tries to show that representing past reality isbfgmatic and that it is

delusion to believe in the possibility of an deiie record of history.

Indeed, the ending af876 also contributes to the idea that there is no esupror
complete history that can include everything sino@e of the narratives ih876 is
properly completed. Withinl876 there are two narrative layers: One of them is
Charles’ journal, and the other one is a specigpaich in theEvening Postabout
Charles written by William Cullen Bryant after Clesr dies. The reader also knows that
Charles has been writing a book on the electioh83%, but the content of the book is
never revealed. In the novel, Charles dies all gfidgden by leaving both his journal and
the book about the election incomplete. Interestiegough, the special dispatch is also
unfinished. The last sentencel@76is from the special dispatch, and is as followt: “
the time of Mr. Schuyler’'s death, he was at work’.(Vidal 362). The sentence breaks
up, and the novel abruptly ends. There are no propeclusions for all the historical
narratives in1876 including the novel itself as the fictional histaof the election of
1876. These unfinished accounts about the pasththie idea that a conclusive history
does not exist. Instead, there are micro and fratgne narratives, which associate the

novel with historiographic metafiction.

To conclude, all the discussions above justify th876 can be evaluated as a
historiographic metafiction rather than a histdricavel. Vidal's contextualization of
the past within the framework of his present metytalraws attention to the historicity
of the text. The ex-centric characters that runeinabout history, the novel's self-
conscious interest in history writing underlinedrotigh the discussions on the
biography tradition, the issue of the representatd truth highlighted through the
newspapers that promote misinformation, the queisiip of democracy as a grand
narrative, and the discussions about the limite/ating and recording history such as
memory are distinctive characteristics1&@76 Hence, these characteristics are enough
to label 1876 as a historiographic metafiction since it questi@amsl problematizes

history writing.
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2. 3. EMPIRE

This sub-section will concentrate @mpire which was published in 1987. The 1980s
were marked by an economic turbulence that turne@rca “from the world’s largest
creditor nation to its largest debtor” (Norton ét 895). In his essay “The Day the
American Empire Ran out of Gas” published in 198®&lal remarks on the economic
situation: “On September 16, 1985, when the Comen®&epartment announced that
the United States had become a debtor nation, theridan Empire died. The Empire
was seventy-one years old and had been in ill Inesatice 1968. Like most modern
empires, ours rested not so much on military prewasson economic primacy” (105).
Along with the Cold War politics, Vidal bitterly iticizes the expansionist policies of
America in connection with the Asiatic nations, aethtes the economic problems to
America’s imperialistic desires: “In order to maim a general prosperity (and
enormous wealth for the few) they [politicians] wiec that we would become the
world’s policeman, perennial shield against the Nrhordes” (106). In this context,
Empire which focuses on the years between 1898 and WBen the United States was
on the way to becoming an empire, is a critiquethed imperialistic impulses of
America. As Donald E. Pease claims in his artidlenerica and the Vidal Chronicles,”
Empirealso “addresse[s] the troubling questions raised president [Ronald Reagan]
who simply could not discriminate between his ddalpolicies in Nicaragua, Libya, or
Iran and the fantasy world of the movies” (268)eTiovel also deals with the corrupt
power relationship between the government and teesp Accordingly, this sub-section
will first contextualize Empire to unearth the historicity of the text from a New
Historicist perspective. In other words, the inflae of Vidal's vantage point of the
1980s upon the representation of the events amaricel figures of 1890s and 1900s in
Empirewill be examined. Second, the characterizatiothexnovel will be analyzed to
emphasize the digression from the characteristicth@ traditional historical novel.
Lastly, the textual analysis will yield Vidal's ierest in the representation of reality and
the critique of Republican ideals by preparing gneunds for the discussion of history
writing in the novel, which will eventually placEmpire within the boundaries of

historiographic metafiction.



167

Empirebegins at Senator Don Cameron’s summer housenit, Eagland, in 1898 just
after the Spanish-American War. Don Cameron anaviesElizabeth organize a party,
and invite John Hay, American ambassador to thet@jfst. James’s, England, Hay's
wife Clara, their son Del, Henry James, and HeraprAs. Among the guests is twenty-
year old Caroline Sanford, who is Burr's great-gi@daughter and the grand-daughter of
Charles Schuyler who died in 1877 at the end&#6 Caroline’s parents, Emma and
Colonel William Sanford, are already dead: Emmal diter Caroline’s birth in 1878,
and Colonel Sanford died in 1897, falling from th@rse on to the railway. Emma’s
older half-brother Blaise Delacroix Sanford—whosetimer Denise Sanford died while
giving birth to him as narrated ib876— lives in America at the moment. Currently
living in the Sanford estate at Saint-Cloud in EgnCaroline also plans to travel to the
United States after visiting the Camerons. Carolivants to solve the problem of
Colonel Sanford’s latest will in the United State$iich has become a source of conflict
between her and Blaise. Before his death, Coloaefd®d kept changing his will since
he “had progressed from pronounced eccentricitthéoedge of madness, . . In.the
warm weather, the Colonel preferred daughter tg gwn, just as the leaves started to
turn, he preferred son to daughter” (Vidal 7). fneblem with the will is that Colonel
Sanford wrote his will in “faulty French, and sintee French number one looks just
like an English seven, though unlike a French seu®idal 62). This vagueness
prevents twenty-year old Caroline from receiving bleare of the inheritance until she
turns twenty-seven. Meanwhile, Blaise is in chasféhe inheritance, and “the lawyers

in New York [are] still unraveling the various vall (Vidal 7).

Caroline’s temporary visit to America turns outhhe permanent in Washington. She
wishes to own a newspaper company after she wisdbhe power of the media patrons
in the public and political arena as in the caseWifliam Randolph Hearst, the
ambitious owner of theNew York Journalfamous for its Yellow Journalisi.
Caroline’s rivalry with her half-brother Blaise pises her further since Blaise works
for William Randolph Hearst. Eventually, Carolineys theWashington Tribundo
gain “power,” and she feels that she “must be gamtin one way or another” because
“A newspaper has no choice” (Vidal 156). Imitatidgarst in style, Caroline becomes a

public figure in Washington, and she is invitedptlitical occasions as well as the
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events in the White House then occupied by Presidiéeodore Roosevelt and his
family. After her fiancée Del Hay dies, Carolineshea long lasting affair with Senator
James Burden Day, otherwise known as Jim, who isiedato Kitty. When Caroline
gets pregnant as a result of this affair, she maier cousin John Apgar Sanford, who
is also her legal representative for the lawsuithef Sanford will. This marriage is
arranged with the understanding that Caroline wdlp John Apgar to pay back his
debts in return for clearing her shame of pregnandyof wedlock. Caroline divorces

John Apgar when she turns twenty-seven.

Meanwhile, after the Spanish are ousted from thipPmes at the end of the Spanish-
American War of 1898, America occupies the regime insurrection against America
in the Philippines causes President William McKynte appoint the former private

secretary of Lincoln, John Hay, to the positiontoé secretary of the state. After
McKinley’'s assassination Vice-president Theodored$ewelt takes the office in 1901,
and keeps John Hay in his current position eveer df¢ is officially elected in 1904.

Roosevelt accuses Hearst's newspaper of incitingiMey’s assassination and Hearst,
who aspires to be a presidential candidate fromDi@ocratic Party in the election of
1908, threatens Roosevelt to reveal the contentbeofetters between Roosevelt and
Archbold, the president of the Standard Oil Compakocording to Hearst, Roosevelt
has received bribes from Standard Oil to condustehection campaign in 1904, and
ignored the wrong doings of the company in retdine novel ends with the private
Roosevelt-Hearst meeting of 1908 at the White Howdech nobody is allowed to

witness.

The historicity inEmpire can be evaluated through the New Historicist patye. In
his article “New Historicism: A Comment,” Hayden Vi#hinterprets New Historicism
as follows: New Historicism is a wish “to extendetlprinciple of structuration to
include non-literary texts, on the one hand, amddibcial institutions and practices that
comprise historical contexts, on the other” (298).relation to this idea, Montrose

stresses the multiplicity of histories:

writing and reading are always historically andialbg determinate events,
performedin the world andupon the world by gendered individual and
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collective human agents. We may simultaneously @aeledge the
theoretical indeterminacy of the signifying proceasd the historical
specificity of discursive practices—acts of spegkinwriting, and
interpreting. (23, original emphasis)

The context of the historical past narrated and tthahe historian or the writer who
narrates that past are in dialogue. The historomaitext in which the past is re-
interpreted and re-contextualized is vital to dedie sub-text and ideology behind this
re-contextualization. As in the case Blrr and 1876 Vidal presents a dialogue
between the past and presentEmpire by re-contextualizing the events of the 1890s

and 1900s in light of his present experience.

Empire which narrates the interest in expanding Americdinence in Asia especially
in the Philippines after the Spanish-American WRA898, echoes the United States
interventions in the internal affairs of other pas during the 1980s. During his
presidency, Ronald Reagan emphasized two princiflae was his ongoing fight with
communism, and the second one was “an underlyirignggm about the ability of
American power and values to bring positive changée world. Reagan liked to quote
Tom Paine of the American Revolution: ‘We havenitour power to begin the world
over again™ (Norton et al. 900). The Reagan Doetrendorses that “the United States
would openly support anticommunist movements—‘faradighters'—wherever they
were battling the Soviets or Soviet-backed govemtsie(Norton et al. 900). These
premises were put into practice in the Caribbeah@entral America:

in October 1983 the president sent U.S. troopstimdiny Caribbean island
of Grenada to oust a pro-Marxist government thgteaped to be forging
ties with Moscow and Havana. In El Salvador, hevgled military and
economic assistance to a military-dominated govemntmengaged in a
struggle with left-wing revolutionaries. (Nortonat 900, 902)

The Reagan administration was also involved inNfearaguan civil war which started
in 1979 when leftist insurgents in Nicaragua togdpfnastazia Somoza, who was an
ally of the United States. Leftists, calling thetwse Sandinistas after César Augusto
Sandino who had revolted against the United Statesipation of Nicaragua in the

1930s and who was later assassinated by Somozhrhencrebelled against the United
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States imperialism in Nicaragua (Norton et al). T®andinistas helped rebels in El
Salvador, purchased Soviet weapons, and acquirkd flrem Cuba to develop the
Nicaraguan army. Upon this, “Reagan officials cledrthat Nicaragua was becoming a
Soviet client. In 1981 the CIA began to train, aangd direct more than ten thousand
counter revolutionaries, known as contras, to ¢@wew the Nicaraguan government”
(Norton et al. 902). At the time, the United Statetervention in El Salvador and
Nicaragua caused serious discussions in Congneddeaders in Congress thought that
Nicaragua could turn out to be another Viethamoilder to prevent this, Congress

voted to stop the military aid to the contras. Agtdrian Kenneth C. Davis notes,

[tlhe Democratic-controlled Congress had takenughyer hand in its power
struggle with the White House over the Contra ail gmssing an
amendment that cut off all U.S. funds for the retehy. But inside the
White House, plans were hatched to make an encmumnd Congress by
soliciting foreign money for the Contras, and thas done (523)

Davis claims that “Even though Reagan was advisatigending such funds might be
considered an impeachable offense, the plan weeadih(523-24). The Reagan
administration secretly approached other counsieh as Saudi Arabia, Panama, and
South Korea to provide money and weapons for thras, and placed an economic
embargo against Nicaragua (Norton et al. 902).Heustthe desire to intervene in the
internal affairs of Nicaragua turned out to be ansal. In 1986, it was revealed that
Reagan’s national security advisor John M. Poireteahd marine lieutenant colonel
Oliver North had secretly sold weapons to Irangscue the hostage American citizens
from Islamic fundamentalist groups in the MiddlesEaoreover, money coming from
this deal had been illegally sent to the contraiNicaragua (Norton et al. 902). As
Davis notes, “the idea of using profits being maden the sales of arms to Iran to fund
the Contras” gives the scandal the title “Iran-Cah{524). Meanwhile, as this arms
deal was covertly continuing, Washington was cgllinan a terrorist country and
pressing allied nations not to trade with the Istastate (Norton et al. 902). Reagan’s
presidency was seriously damaged after all thismmecapparent although Oliver North
confessed that he “illegally had destroyed govemtndecuments and lied to Congress
to keep the operation clandestine” (Norton et @2)9During the 1990s, the issue was
being debated:



171

In late 1992 outgoing president George Bush pardoseveral former
government officials who had been convicted ofdyto Congress. Critics
smelled a cover-up, for Bush himself, as vice plesi, had participated in
high-level meetings on Iran-contra deals. As fortNohis conviction was
overturned on a technicality. In view of its delige thwarting of
congressional authority, the Iran-contra secreivagt, the scholar William
LeoGrande has argued, “posed a greater threatmoatacy in the United
States than Nicaragua ever did.” (Norton et al.)902

The United States intervenes with the internaliefffaf Nicaragua, and is involved in
illegal arms deals to justify its intrusion with perialistic intensions. This incident
depicts the extent of imperialistic desires of thated States as well as the decadence

in American democratic ideals since the decisidrSangress have been bypassed.

Empire comments on the interventionist attitudes of thatédl States in the 1980s
through the late nineteenth century United Stathmimistrations. Starting with the
McKinley administration, America was involved inettpolitical affairs of Central

American nations, such as Venezuela and Cuba, amdtié\ nations, such as the
Philippines. For instance, in 1895 just one yedioree McKinley's presidency, the

Venezuelan boundary dispute with Great Britain vgatved by the United States
without consulting the Venezuelans, and “Thus thdtedl States displayed a trait
common to imperialists: disregard for the rightsd aensibilities of small nations”
(Norton et al. 606). Further, the McKinley adminagton financially supported Cuba in
their independence war from Spain in 1898, whiatitédl the Spanish-American War

of 1898 after the American battlestNfaine sank in Havana harbor.

Empire presents the United States intervention in thégpimes in a similar fashion to
the interventions in the 1980s in terms of the espanist mentality which assumes the
guardianship of the other nations. During the Sgfa#imerican War of 1898, the
Filipinos under the leadership of Emilio Aguinaldooperated with the Americans for
liberation from Spain, believing that “once the Bjpads were gone there would be an
independent Philippine—or Vishayan—republic” (VidaD5). On the other hand,
President McKinley “convinced that it was the wif the American people, and
probably God, too, that the United States anneetitge Philippine archipelago” after
the Spaniards left the region (Vidal 104).Hmpire President McKinley's ideas to use
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American power towards the good for others, iseepnted sarcastically, which evokes
Reagan’s position. While McKinley explains his ctial revelation to John Hay for the

annexation of the Philippines, he assumes a fgthald towards the Filipinos:

“I was in the oval library. . . . | was alone. lldoGod that | had never
wanted any of this war, and that certainly had nevanted those islands.
But the war had come, and the Philippines are &gt am | to do? Well,
number one, | said to God, | could give the islabdsk to Spain. But that
would be cruel to the natives, who hate Spain. Nemitwvo, | could let
France and Germany take them over. But that woelld fsery bad business
for us commercially . . .’

“'m sure God saw the wisdom of that.” Hay couldtnesist the
interjection. Fortunately, McKinley was too preop@d with his divine
audience to note Hay's impiety.

“. .. and discreditable, too. Number three, weld@mply go home and let
them govern themselves, which they could neveradoeveryone knows.
But at least we’d be out of it. That's the easy waycourse. It was then that
| felt—something.” . . . “There was a presencehattroom, and | found
myself summing up in a way that | had not planred had simply wanted
to put the case to God and hope. But God answerdl meard myself
saying, aloud: Number four, in the light of numberse through three, as |
have just demonstrated, Your Honor—God, that is—haee no choice but
to take all of the islands and govern the peoplthéobest of our ability, to
educate and civilize them and to Christianize theand-in my sudden
certitude, | knew that God was speaking to me anobgh me, and that we
would all of us do our best by them, or our fellowen for whom Christ also
died.” (Vidal 111-12, second and third ellipses @ariginal)

Vidal's McKinley in Empire far exceeds Reagan’s optimism and belief in Anagric
power and values. McKinley considers himself ageator, and he esteems his own
words as if they are unquestionable commands ofhighest authority. The way
McKinley decides the faith of the Philippines thgbuhis fantasies reminds one of
Donald E. Pease’s satirical comment on Reagan.u§jgested earlier, in his article
“America and the Vidal Chronicles,” Pease descriReagan as one who is not able to
“discriminate between his real-life policies in Hragua, Libya, or Iran and the fantasy
world of movies” (268). Although McKinley seemingbresents a considerate attitude
towards the Filipinos, his ulterior motive is vaicby John Hay who calls McKinley’'s
desire for the annexation of the Philippines “Bestent Assimilation Proclamation”

(113). Ironically, the phrase reminds one of theaBaipation Proclamation, which
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abolished slavery in 1863. However, McKinley's Asgsation Proclamation aims to
make the Filipinos dependent upon the United States

Despite dissident voices—such as a Delaware semagegram to John Hay which
states that “as the United States had fought Spaonder to free Spain’s colonies from
tyranny, the United States had no right to takeirBpalace as tyrant, no matter how
benign” (Vidal 104)-President McKinley insists on the annexation of B@ippines.
While the discussions are going on, President Miggimeceives a telegram revealing
that “Aquinaldo’s gun-men had opened fire on Amemidroops” (Vidal 110). When
John Hay asks whether they knew who fired the §instt, President McKinley does not
give a clear answer. Instead, he claims that tteese tbeen planning to withdraw the
troops from the Philippines, but this new situatias created a change in the plans.
“So they—Aguinaldo, that is—have really done ugraat favor. We can’t bring the
troops home if there is an insurrection™ (Vidal 131 With a critical and sarcastic

comment, the narrator interprets President McKislajtitude as follows:

After all, the word “insurrection” assumed that thHénited States
government was the legitimate government of théigpimes; but they were
not a legitimate government; they were, allegetiberators, and the so-
called insurrection was actually a war for indepsre from foreign
liberators turned conquerors, with Aguinaldo in thke of Washington and
McKinley in that of George lll. (Vidal 111)

Vidal bitterly criticizes the interventionist anchperialist politics of America through
the analogy between Great Britain and America. Ataewent to war with Great
Britain in 1776 to get rid of British imperialisniiowever, as the narrator confirms,
hundred years later, in 1898 America became amatith similar imperialist aims in
their dealings with the Philippines. The narrat@mphasis on the word “insurrection”
in the above quote also presents Vidal's analogwédrn the present historical events
and those irEmpire The Philippines in the 1890s and Nicaragua in 1880s were
against the American presence in their regionfolh cases, American military power
claimed to be in the regions for the benefit of ple@ple: to keep an eye on the country
until a stable government was formed or to prexammunism from spreading and

becoming a threat. Vidal, who criticizes the imphkst intervention of the United
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States, associates the current economic problethstie political views originated in
the 1890s. In his essay “The Day the American Eenplan Out of Gas,” Vidal
sarcastically says that, in the fall of 1985, “theney power shifted from New York to
Tokyo, and that was the end of our empire. Now |dng-feared Asiatic colossus takes
its turn as world leader, and we—the white race—ehbecome the yellow man’s
burden. Let us hope that he will treat us more litisat we treated him” (107). Vidal's
vantage point of the 1980s is determinate in caostrg Empireas a bitter critique of

American politics.

In terms of the characterizatioEmpire moves away from the traditional historical
novel to a certain extent. As Lukacs notes, WaBeott used types to “preserve the
historical faithfulness” through the psychologyhe$ characters (60). Eccentric figures
are not likely to appear in Scott’s novels andélihe characters are supposed to reflect
the atmosphere of the time. Different from the dmsal novel, historiographic
metafiction is not interested in reflecting histai faithfulness through the use of stock
characters. Rather, as Hutcheon points out, “exdcén “marginalized,” and
“peripheral” characters are likely to appear inistdriographic metafiction Roetics
114). According to Hutcheon, types are not funclom historiographic metafiction,
because they fall short of postmodern “pluralityida“recognition of difference”
(Poetics114). InEmpire almost all of the characters are historical peatibes except
for Caroline, Blaise, John Apgar Sanford, Senatonels Burden Dayis wife Kitty,
who has a very minor rolgnd Plon, Caroline’s other half-brother who occapam
insignificant role. The historical personalitieg awot marginalized characters since they
do not fall out of their historical atmosphere aligh they are given more depth than
the characters in a typical historical novel. Oa tither hand, Caroline, the protagonist,
and Blaise, who occupies a considerable role innineel, could be examined as ex-
centric characters.

Of all the fictional characters, Caroline is intelysplayed upon as an ex-centric figure,
and she goes far beyond being a mere type in thiel.n8he does not conform to the
characteristics of a female figure of the age. boaversation between First Lady Mrs.

McKinley and Caroline, the traditional roles of amwan in society in the 1900s are
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presented. When Mrs. McKinley learns that Caroldwes not know how to play
cribbage, a card game, she recommends Carolireata It by saying, “You ought to
[learn it]. Euchre is a good card game, too. | svain, you know. It's important when
you're a wife, to have something to do™” (281). Acding to Mrs. McKinley, playing
card games is a necessary attribute for the role wife. In a similar vein, Caroline
pretends to be a traditional woman when speakingli® Delacroix, Blaise’'s grand-
mother. For instance, when Caroline is in a ruspado work, she tries to shorten her
conversation with Mrs. Delacroix as follows: “Cana@ said that she hadshe almost
said the unsayable word ‘work’ but quickly remengaethe common phrasé€letters

to write,” and clothes to be changed. Mrs. Delactet her go” (Vidal 249). Although
women are supposed to deal with card games, kttdranges, and clothes in the world

in which Caroline has to live, her interests lighe public sphere deemed for men.

Caroline does not conform to the traditional raiéher private life either. Traditionally,
a woman accepts a ring from her fiancée, but Gagersonally gives the engagement
ring to her fiancée Del Hay. The narrator recouhts situation as follows: “Now a
woman'’s ring was in place on a man’s finger; areldbandal, if anyone were to know,
would echo from flashy Lafayette Square to stoldtSCircle. Apparently, no girl had
ever given a man a ring before” (Vidal 217). She l@aconventional tastes in her
private life as well. She likes to challenge ttraditional gender roles as her relationship
with James Burden Day proves. “As it turned out—met she—said, ‘I've never done
this before™ (Vidal 350). Further, although Carddilikes Day, who regularly visits her
on Sundays, she does not want him by her sidd &trads. Caroline’s opinion about

this relationship is as follows:

Kitty [Day’s wife] got to see this homely but algxciting spectacle every
day while she could only attend the miracle playsoimdays; yet she did not
envy Kitty. To have a man always with you, even asewell-proportioned

and charming as Jim, was not a dream that she vexdweanted to come

true. She had been a bachelor too long. (Vidal 352)

Caroline seems to enjoy unconventional and eveangic behavior patterns. After a
Sunday meeting, she offers Day a future dinnerypiart which he should also bring

Kitty along with him. The conversation between thismas follows:
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Jim looked amazed.Bbth of us?

“Well, it is usual to invite married couples togethor so my Society Lady
[a supplementargf Caroline’s newspaper for women] instructs us.”
“You'd like Kitty here?”

“Very much. We have,” Caroline smiled, “so muchdammon.” (Vidal
352, original emphasis)

Caroline teases the traditional roles and expectatiwhich give depth to her

personality. In this sense, she is not a sterecaypharacter.

Caroline’s passion for owning a newspaper is alsoocompatible with the traditional
roles expected from women at the time. Her wisimét with remarks of surprise. Mr.
Trimble, editor of theTribune says to Caroline: “But no woman . . . no lad lever
run a newspaper that | know of, and there arenitynmen who have the knack either”
(Vidal 166). Mr. McLean from the newspagenquirer makes a similar comment: “No
lady that | know of has ever set out, so young,levkingle, to do anything like this™
(Vidal 186). Likewise, Mrs. Delacroix reveals hepimion to Caroline thus: “It is
curious indeed,’ . . . ‘to see a young lady reagirgss, and getting ink on her gloves in
the process™ (245). Caroline’s fiancée, Del, alss a similar attitude. The narrator
presents Del's opinions about Caroline’s desireb&éo a publisher from Caroline’s
perspective: “Del looked at Caroline, most curigu8he knew that he was mystified
by her life as a publisher; scandalized, too, €aed. Ladies did not do such things.
Ladies did not, in fact, do anything at all but rdeouse and wear the jewels that the
gentlemen they were married to gave them” (Vidad)1&scaping from the traditional
roles imposed upon her by society, Caroline “i&k & man; like dusinessnan” (152,
original emphasis), and she was “now beyond memaantood, she was a publisher”
(Vidal 310). All the comments made by the charactnd the narrator function to

emphasize Caroline’s ex-centricity.

Caroline, who aspires to be like William Randolpbatkt, wants yellow journalism in
her newspaper, and her desire for yellow journalismforces her ex-centric nature.
Caroline explains what kind of news she wants i@ Thibune to report by saying

“Surely, from time to time, a beautiful woman isli@ed out of the muddy cold dark

Potomac River. A beautiful woman perhaps dividetb isections, and wearing a
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negligée™ (Vidal 155). Witnessing the conversatioetween Caroline and her editor,
Caroline’s cousin John, embarrassed by the memioa woman in a negligée,
instinctively protests: “Caroline,” murmured Consiohn, so shocked that he used, in
public, her first name” (Vidal 155). Mr. Vardemagx-owner of thelribune who has
just sold his newspaper to Caroline, is anothesgelin the room to protest. “The
Tribune is a serious paper,” said Vardeman, thick lipsdemdly compressed like
punctured bicycle tires. ‘Devoted to the republi€arty, to the tariff . . .” (Vidal 155).
Caroline does not take his words into consideratiand she continuous to give
directions to Mr. Trimble, editor of thEribune “Well, Mr. Trimble, let us never forget
our seriousness. But let us also remember thatatihd young woman, murdered in a
crime of passion, is also a serious figure if dolyerself, while the crime—murder—is
the most serious of all, in peacetime, that is’fdd 155). Mr. Trimble is surprised that
Caroline wants yellow journalism: “You want . .uh, yellow journalism, Miss
Sanford?’ Trimble was staring at her, a look of agraent in his pale blue eyes” (Vidal
155, original emphasis). Humorously and bitterlyar@ine puts an end to the
conversation by saying, “Yellow, ochre, café ait,ldactlessly, she looked to yellow-
brown Vardeman, ‘I don’t care what color. No, tsatiot true. | am partial to gold”
(Vidal 155). Since even an established journalike |IHearst has been seriously
criticized for treating news in an unprofessionammer, the men in the room cannot
believe that a woman desires yellow journalism.short, Caroline is viewed as a

peculiar individual in her personal and professi@oaduct.

Caroline’s opinions on how to present the news dbleopoints about the role of the
fictional elements in historical narratives elaltedaby Hayden White in his discussions
on the modes of emplotment, argument, and ideadgitplications in hisMetahistory
White notes that the way the historian answergjtlestions of how and why in relation
to an event shapes his “narrative tactics,” whichurn determines “the construction of
his story” Metahistory7). Hence, the way the historian interprets evégtselecting
what to narrate due to his ideological concerrtbesfictional or the imagined aspect of
history. Although Caroline’s thoughts about cregtinews are not as refined, she
underlines the role of imagination in constructitige stories in thelribune Mr.

Vardeman warns Caroline to be serious in manadiegiewspaper by saying that “the
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Tribuneis anewgpaper” (Vidal 156, original emphasis). Carolinesunter argument is

as follows:

“No,” said Caroline. “It is not a newspaper. Beaatisere is no such thing
as a newspaper. News is what we decide it is.”...... “Obviously
earthquakes and election results and the scores .dfaseballteams,” . . .
“are news, and must be duly noted. But the reswbét we print is
literature, of a kind that is meant to entertaird ahvert and excite our
readers so that they will buy the things our adsers will want to sell
them. So we must be—imaginative, Mr. Trimble.” (166ginal emphasis)

Caroline voices the arbitrariness of the selectibevents to record, and demonstrates
the influence of the ideology of the recorder imnialating the representation of the
events. Thus, the truthfulness of newspapers asrical documents is questioned by
Vidal.

Caroline demonstrates how an event is manipulagatidorecorder, which also leads to
the argument of the difference between events acid.fHutcheon notes that events do
not have any meaning in themselves, but they gaesanmng according to the
perspective or contextualization of the histori®odtics122). The end result of this
process are facts, which “are given meaning” byhiséorian (HutcheorRPoetics122).
While creating news about a theft in the city, Glamuses her imagination, and prefers

certain adjectives to make her story attractiveréaders.

Caroline had inserted the adjective “fabulous” befine word “diamonds,”

despite the objection of the elderly reporter, wiaol said, “They were just
run-of-the-mill stuff, Miss Sanford. A pin. A ringcarrings.”

“But aren’t the Binghams rich?” Caroline toyed witie notion of a crime

ring: “Connecticut Avenue’s Reign of Terror” sheavsa headline (as usual,
with her, too long); “Where will the thieves strikext?”

“The Binghams own the Silversmith Dairies. They exige with us, or

used to. Yes, ma’am, they're rich enough. But &vegjs—"

“Priceless heirlooms of one of Washington’s oldasti most aristocratic
families,” added to the story. “If that does noliglet the Binghams, nothing
will,” she said to Trimble, who was amused but duisi as always, of her
inspirations. (Vidal 159-60)

Caroline does not feel remorse over the changdkerstory. However, although the

theft seems to be a minor incident in nature, tygaict of the theft will emanate fear in
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the community with Caroline’s manipulative repogtiand headline. Hence, Caroline’s
interpretation makes the event a fact which excéselgenuine status of the event.

Caroline desires to have power in the communitgugh unusual means. Her cousin
John considers Caroline’s style to be corrupt, @itetizes her. Yet Caroline objects by
saying, “Corruption? Of what? The newspaper readdr\Washington? Hardly. They
know it all. Of theTribung a dull, dying paper? The word doesn’t apply. ¢ s®
corruption in what | mean to do. Perhaps,’ . we ‘shall offer a trueeflection of the
world about us. But you cannot blame a mirror ftvatvit shows™ (Vidal 156, original
emphasis). When John claims that her mirror “wiljfulistorts” (Vidal 156), Caroline
reveals her ulterior motive to manipulate news.@kdng to Caroline, if she sells more,
she will have influence in society. This is “a shmaice” for Caroline “to pay, . . ., for
power” (Vidal 156). She says to John that thishis tonly thing worth having in this
democracy of yours™ (Vidal 156). In this convelisat Caroline seems to understand
working of politics by pointing to the relationshijetween politics and the press as a
power game. In this context, Caroline’s unique abtar is revealed. The narrator refers
to Mrs. Lightfoot Lee, the protagonist of Henry Adsi novel Democracy(1880), the
summary of which has been provided in the prevsssection. IrDemocracy Mrs.
Lightfoot Lee comes to Washington to observe thesMifagton society and power
politics. Her desire is similar to that of Carolilecause “What she wanted, was
POWER” (Adams 10, original emphasis). The only i@yMrs. Lightfoot Lee to gain
power is to get married to a powerful man, as iimes in which she lives require her to
do. At the end of the novel, her desire is notizedl and she leaves the city offended by
the political power games and their actors. Caeglwho has already read Adams’
novel, is aware of the difference between her and. Mightfoot Lee: “More than a
generation separated Caroline from Henry Adams’s. Mightfoot Lee; now, Caroline
decided, it was possible for a woman to achievetwha wanted on her own and not
through marriage, or some similar surrogate. She not only did not fear failure, she
did not expect it” (Vidal 157). Eventually, Carddirrealizes her desire through her
newspaper although her environment is still notlyefar such a change in gender roles.
As the narrator recounts, “In a city where all powas based on notoriety, she was

thought eccentrie-a rich young woman perversely playing at being avspaper
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proprietor” (Vidal 182). Later in the novel, Camdi is depicted as a woman “taken
seriously as a newspaper publisher, and generabiiyt in Washington. (Vidal 261),

which makes her an ex-centric character.

Another marginalized fictional character impire is Blaise, Caroline’s brother.
Blaise’s homosexual desire for James Burden Day nscurrent motif throughout the
novel. Blaise accidentally sees Day’'s naked bodg,the narrator describes how Blaise

feels as follows:

Blaise, in a bathrobe, entered Jim’s room, whicjoiadd his own. The
bathroom door was open and his tennis partner sey@$ shut, beneath the
shower. . . . Blaise stared, thoughtfully, at leisrtis partner; and wished that
he himself were as tall and well-proportioned. V¢hais own legs were
short and muscular, Jim’s were long and slende,the rest of him; he had
a classical body in every sense, heroic even, daittmr showing off in a
museum, once suitably large leaf had been founida{\362)

Blaise admires Day; however, the gaze carries ri@e an appreciation of a muscular
figure. He desires to possess that body. The pliliksethe rest of him,” which is put
just next to the sentence “Jim’s [legs] were lond alender,” is suggestive in the sense
that it alludes to Day’'s male organ. Additionalilge reference to a “large leaf” is also
meaningful considering that a leaf is supposedoiecsexual organs. Hence, Blaise’s
thoughts about Day’s body imply his sexual desioedDay. Blaise’s desire for Day is
underlined further in the novel. When Caroline stgffrom a financial crisis, and
reaches the point that she might lose Thibune she feels that she has to confront
Blaise although the problem concerning Colonel &ab will is not resolved between

them. When Day offers to help her, the conversatimrurs between them:

“Shall I work on Blaise? He seems to like me.”

“More than that is my impression.”

Jim's head suddenly filled with blood; the face dme scarlet. The
hydraulic system that produced a blush was, Carotibserved, with a
wonder, the same as that which produced a man’s $edon’t,” he
stammered, “know what you mean.”

“Which means you know exactly what | mean. He I la school-girl
around you.” Caroline rose from her dressing tablepored for the day.
“Seduce him.” (Vidal 409)
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Although Day first rejects the idea, he spendsghtnwith Blaise aboard a river-boat.
The details are not revealed in the text except Blaise never forgets that night.

Blaise’s feelings about Day and Caroline are nadédter in the novel as follows:

In the back of Blaise’s mind, there had always beéme
thought—hope—that he and Jim might one day reenact what hademegap
aboard the river-boat. But, ever since, the embsaet Jim had kept his
distance; and once again, Caroline was triumplfamam Tribune to Jim,
Caroline had got everything thdte had wanted. (Vidal 471, original
emphasis)

Like Caroline, Blaise is not a character likelyappear in a historical novel since he
does not reflect the general atmosphere of theogesihich would mostly appreciate
heterosexual relationships as mainstream and whiduld deny homosexual
preferences. The way Caroline knows Blaise’s maitgimeferences and manipulates it
in this way as well as their rivalry concerning Dalgo makes both characters doubly
ex-centric. Hence, the characterization of botholl@e and Blaise are functional for

presenting the difference of the characterizatromfthat of the historical novel.

Historiographic metafiction is intensely concernadth how reality or truth is
represented in a text. As Hutcheon suggests, #i€'tas direct links to the world of
empirical reality, but it is not itself that emmiail reality. It is a contemporary critical
truism that realism is a set of conventions, teatesentation of the real is not the same
as the real itself” Roetics 125). Historiographic metafiction problematizese th
representation of reality, and forces the readese®mnot only “the textualized traces of
the literary and historical past, but also the @nass of what has been done—through
irony—to those traces” (HutcheoRoetics127). In this context, newspapers as the
textualized traces of the past are questionddmpirein relation to the representation
of reality. Empire draws attention to the newspapers as unreliabtesror records of
the past. For instance, the novel shows that ngyespanay publish false stories for the
sake of circulation. In this context, Blaise nagahow Hearst makes up stories in his

newspapedournalabout the Brooklyn Bridge to promote the sales:

The Chief [Hearst] decided that after all the fad®ut the bridge-you
know, the biggest and the best and se-timat the bridge was about to fall
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down. So we ran a series on how it's about to pe#alLovely stuff. Except
there was nothing wrong with the bridge. Then wheople found out that
the bridge was safe, everyone was so mad at thef @tat he goes and
publishes a big front-page story, saying that BhgolBridge is safe at last,
thanks to thdournal It was a wonderful series. (Vidal 91)

When Caroline asks whether or not this situatiotihés Hearst, Blaise says, “It's just
for circulation. No one cares. There’s always aapstory tomorrow™ (Vidal 91). As

Blaise suggests, any medium that records past ®vempable of creating false news
depending upon its own agenda. Therefore, theofiatiquality of newspaper stories or

of any other document becomes part of the discassithe book.

In Empire the Spanish-American War of 1898 is re-contexted| to depict how
newspapers become the power sources by recordmg@ubnts to achieve a specific
goal and thus form a certain kind of history. Thmassh-American War becomes an
arena to scrutinize the relationship between tloerded events in the media and the
created effect, not only in terms of the public tseants but also as a means of
controlling the administration. Vidal was aware hstorical Hearst's influence in
writing the story of the Spanish-American War. Asstated irA People and a Natign
just a week before thMaine sank, “William Randolph Hearst's inflammatoNew
York Journalhad published a stolen private letter written bg Spanish minister in
Washington, Enrique Dupuy de Lome, who belittledkudey as ‘cheap politician’ and
suggested that Spain would fight on” (606). Althbu§tflhe naval board investigating
the Maine disaster then reported that a mine had causedxgplesion, . . . [v]lengeful
Americans blamed Spain” (Norton et al. 606). MomoVLater, official and unofficial
studies attributed the sinking to an accidentarimal explosion” (Norton et al. 606), but
America nevertheless declared war. Starting with #dministration of President
McKinley, Theodore Roosevelt in Kettle Hill, Cukend Admiral George Dewey in the
Philippines, America cleared the Spanish presemteei region.

In this context,Empire first indicates Hearst's newspaper as a tool afigrowhich

records history partially, and then challengesntb@spapers as sources of information
and records of the past. The power of the newspapeunderlined in a conversation
between Caroline and Del. Caroline tries to explaén understanding of power by
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using Julius Caesar’'s handbook she read in scloahaexample: “You start at first
light and then, by forced marches, you surpriseetiemy and kill them. Then you write
a book about what you've done™ (Vidal 12-13). Simeplies that history is written by
people in power who narrate their victories. In ense, this explains how grand
narratives are created. Del associates these kindsoks with newspapers by saying,
“the newspapers are now the book™ written by peapl power (Vidal 13). Caroline,
not understanding Del’'s point, asks: “But isn'thétter—if that's what you wanrt-to
win a war first?” (Vidal 13). Del makes a connectibetween Hearst's publications
about the Spanish-American War and winning a wastaging, “that’'s exactly what
Mr. Hearst has done, or thinks he’s done. All thetegies of his about how the Spanish

blew up our battleship™ (Vidal 13). The conversatibetween Hearst and Roosevelt
justifies Del's assumption about Hearst. Hearstamp his role in the war as follows:
“When | made—invented, | should say—the war witrai@pall of it fiction to begin
with, | saw to it that the war would be a real @ighe end, and it was” (Vidal 483).
Hearst believes that since he has constantly fhdaisriews about thilaine and the
conflict between Spain and America, he has singledbdly caused America to declare

war against Spain.

Empire also questions the power of the press over govertendn a conversation
between Caroline and Elihu Root, Roosevelt’s satyaidf the state after the John Hay's
death, the influence of the newspapers on polisiciscussed. Root believes that being
a politician is “a craft, if not an art” like “neywaper publishing” (Vidal 468). However,
Caroline opposes the idea, stating that journalststhe true artists since “News is

what [they] invent . . .”” (Vidal 468). Root repleto her by saying, “But you must

describe the principle actors . . .”” (Vidal 468jaroline’s answer is sharp: “We do, but
only aswe see you . . .” (Vidal 468, original emphasis).releCaroline implies the
determining factor of the journalist in the pereept of the politician and in
manipulating the reactions to the evemsipire suggests that the government is aware
of the unreliability of the news about tMaine but the administration prefers to accept
the story as true. Del explains the idea to Caeolas follows: “Well, | agree
newspapers are not always true, but if . . . fbohsen think they are true—perhaps

true—then itdoes matter to everyone because that is how governmametsun, in
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response to the news™(Vidal 27, original emphasid)e dialogue between Caroline
and Del points to the decisive power of newspapees governments. The influence of
Hearst's newspaper over the current administratisn narrated from Blaise’s

perspective:

Theodore Roosevelt may have won a small battleelatyone conceded
that Hearst had himself started and won a small Wéathout Hearst's
relentlessly specious attacks on Spain, the Amerigavernment would
never have gone to war. Of course, the sinkinghefMaine in Havana
harbor had been decisive. The plot had been ag @sidt was lurid: a ship
of a friendly nation on a friendly visit to a resti Spanish colony sinks as
the result of a mysterious explosion, with the losnany American lives.
Who—or what—was responsible? Hearst had convinced most American
that the Spanish had deliberately done the deed.tlase who knew
something of the matter were reasonably certain ttikea Spanish had had
nothing to do with the explosion. Why should theyagonize the United
States? Either the ship exploded from a spontansmmbustion in the coal-
bins, or a floating mine had accidentally hit akinélad, or—and this was
currently whispered up and down Printing House &su#learst himself
had caused th®aine to blown up so that he could increase doernals
circulation with his exciting, on-the-spot, covesagf the war. Although
Blaise rather doubted that the Chief would go sods to blow up an
American warship, he did think him perfectly cagabf creating the sort of
emotional climate in which an accident could triggevar. (Vidal 49)

The above passage that ruminates on the sinkinbedflaine demonstrates that the
press is capable of mapping a course for futuratewrough manipulative stories. The
way the press deals with an event creates the fen@tclimate,” to use Blaise’s

terminology, to divert from the other possible gatif history. Hence, Hearst’s fiction

spread through his newspaper becomes a realitiidéanation.

Empire deals with the impact of the press over publicnmu as well as over the

government. In this contexEmpire plays upon the intriguing relationship between
Hearst and Roosevelt, who do not have any problenid President McKinley's

assassination. After Vice-president Roosevelt cgddvicKinley, he accuses Hearst of
inciting McKinley's murder through the adversews against the late president, which
causes Hearst to bear a grudge against RoosewetheFmore, Roosevelt and his
political allies work against Hearst to erase hionf the political arena in the elections

for the mayor of New York: “Although Hearst had tdse election for mayor of New
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York, in a three-way race, he had come within adfdnof votes of winning it. Only a
last-minute burning of ballots by Murphy of Tammadtgll had secured the election for
McClellan” (Vidal 463). Upon this, Hearst withdravi®om politics and searches for

means to destroy Roosevelt.

Hearst has secretly bought the letters between éRetisand John D. Archbold,

president of Standard Oil, from an office boy beftre election of 1904, and intends to
use the evidence in these letters to ruin Roossvettreer. Hearst, assuming that
Standard Oil gave money to Roosevelt to supportihithe election of 1904, declares
that he will publish these letters to prove higralaAfter a while, Hearst is summoned
to the White House by Roosevelt, and the convensdietween Hearst and Roosevelt
draws attention to how a newspaper manipulatepubéc opinion. Hearst boldly utters

that his newspaper created Roosevelt as a heragdtire Spanish-American War of
1898 although Roosevelt did not do anything sigaift at Kettle Hill, Cuba. Hearst

claims that he commanded his journalist to foregdoRoosevelt as a hero after playing

an important role in the onset of the war. He askle Roosevelt as follows:

| was also stuck with the fact that once you sséawvar you have to have
heroes. So you—of all people—came bustling along, latold the editors,

‘All right. Build him up.” So that's how a secondte New York politician,

wandering around Kettle Hill, blind as a bat andtjabout effective, got
turned into a war hero. . . . Of all my inventioymu certainly leapt off the
page of thelournal and into the White House. (Vidal 484)

According to Hearst, Roosevelt is the presidertt lpggause théournal has supported
him. Hearst also asserts that people will remerRmarsevelt after he leaves the office

only if Hearst mentions him:

“I go on and on, describing the world we live irhieh then becomes what |
say it is. Long after no one knows the differeneéneen you and Chester
A. Arthur, I'll still be here.” . . . “But if theydo remember who you are, it'll
be because I've decided to remind them, by teltilgm, maybe, how |
made you up in the first place, in Cuba.” (VidaB48riginal emphasis)

Hearst accepts his role as the major actor in iagedteroes or dethroning them by

manipulating the public opinion in his newspaper.
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In Empire the power of newspapers is emphatically and eotigt reminded to the
reader. A conversation among Blaise and Lord PdateeBritish Ambassador to the
United States, demonstrates that newspapers aableapf creating empires alongside
wars and heroes. In the first place, Blaise draitengon to the fact that newspapers
choose news according to their purposes. He suppastargument by revealing that
Hearst intentionally did not publish the originabry in Cuba: “The real story in
Cuba—which the Chief will never prirtis not how we bravely defeated the Spanish
but how seven hundred brave Spaniards nearly bedgh@isand incompetent yanks™
(Vidal 269). When Lord Pauncefote says that he tiasver read this in any
newspaper” (Vidal 269), Blaise insists that hee\er will, either” (Vidal 269). While

Blaise continues to boast that they “create new®idal 269), Pauncefote asks:
“Empires, too?”” (Vidal 269). Blaise’s answer ibap: “One follows on the other, if
the timing'’s right” (Vidal 269). All these exameconfirm to the idea that the power

of newspapers penetrates all the layers of so@ety,causes drastic changes in politics.

In this context,Empire echoes Foucault's ideas about discourse. Aftelinguyhe
Tribune Caroline, who imitates Hearst in style in her spaper and who now knows
much about the power and the power relations in Rivigson, anachronistically
reminds one of Foucault’s discussion on the poweniedge relation. Foucault
describes discourse as “the exercise of power” €“T@rder of Discourse” 54).
According to him, it is difficult to spot discours@nce it is dispersed in society.
Although the diffusion of the discourse in everyddg makes it invisible, it is this
quality of discourse that gives discourse the powesgxercise: without being spotted,
discourse easily pervades society. Bmpire just like Hearst, Caroline sees her

newspaper as a kind of power exercised over thiégoub

To determine what people read and thought about dag was not only
action but power of a kind no ruler could, with Buegularity, exercise.
Caroline often thought of the public as a greatsrasshapeless modelling
clay which she, in Washington, at least, could daulth what she chose to
put in the columns of th&ribune (Vidal 429)

She is so convinced about the power of the pressstie believes sHeould use a

newspaper to change the world” (Vidal 100). All thecussions about the newspapers
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are related to both the construction and the reptaion of reality: In the short run, the
content of the press which circulates in signifitcarumbers will influence the
perception of reality. In the long run, howeveregt textual traces will eventually
influence the evaluation of the past by futuredrisins since there is no chance for the

future historians to go back to the past and chieekruthfulness of the given events.

The last part of the conversation between HeadtRoosevelt that appears at the very
end of the novel also underlines the fictional gualf history within the framework of

newspapers as the textual traces of history:

“Who says this is not my country? I've forcgadu of all people, to act
against your own kind. Because of what I've revédlds year, you'll do
something next year. But you don't ever really le#du follow my lead,

Roosevelt.” . . . “It's my story, isn’t it? Thisoantry. The author’s always
safe. It's his characters who better watch out’ . . . “After all, | made you
up, didn’t 1?”

“Mr. Hearst,” said the President, “history inventad, not you.”

“Well, if you really want to be highfalutin, thert ¢his time and in this
place, | am history—or at least the creator ofrée®rd.”

“True history comes long after us. That's wheniit e decided whether or
not we measured up, and our greatness—or its ladk-bevdefined.”

“True history,” said Hearst, with a smile that wdesr once, almost
charming, “is the final fiction. | thought even yémew that.” (Vidal 485,
original emphasis)

Hearst stresses the constructed nature of hidtdeg.any other text, a historical text is
also subjected to the writer's ideology and ageaslan the case of Hearst. Since any
event which is textualized is, more or less, fictibized, the final truth is not accessible.

Hence Empireis critical about the representation of realityefation to history.

Empire also questions the American republican values froithin, and challenges
them as grand narratives. The novel gives the stade like history, the American
republican ideals such as “government of, by, andpogople,” are used and abused in
the power relations. Throughout the novel, theee ample discussions on American
politics in relation to the desire for an impeséikc power. In order to fulfill the longing
for an empire, the novel suggests that Americartipahs manipulate the system, and

undermine the republican ideals, but they pretengetform their actions as if they are
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in accord with those very idealEmpireis a critique of the American Republic as it
asserts that republican values have been abuseavegr and that the Republic has
turned out to be an empire. In this sense, the Inegkoes Hutcheon’s claim that
historiographic metafiction is “a questioning ofyan. . authority as the basis of
knowledge—power” Roetics 185). For this reasorEmpire does not aim to evoke
nostalgia for the past.

Empiredevelops a critical perspective against a groufroérican public and political
figures who support imperialism and who want Amettia reign like an empire. One of
these figures is historian Brooks Adams, who sessrdbr a presidential candidate for
the upcoming election after the Spanish-Americam.\Kdams describes his would-be
president as follows: “We shall need a differemégdent, of course. McKinley has
been superb. But now we need a military man, aattictof sorts. I'm instructing the
Democratic Party to support General Miles. He'saa hero, after all. He’s commanded
all our forces. He’s deeply conservative™ (Vidd)4lt is ironic that Adams tries to find
“a dictator of sorts,” with the support of the Detratic Party, for the United States,
which is founded upon the republican ideals. Sipagy, democracy, and republic are
ideas incompatible with the idea of dictatorshipg tronic juxtaposition of these ideas
in Empiredemands a critical outlook from the reader.

In this context, characters’ manner in bestowirtlgdi by referring to McKinley and
Roosevelt creates the same effect. After the Spamserican War, Republican Senator
Henry Cabot Lodge calls McKinley “Caesar’ (Vidal 12 and John Hay praises
McKinley by saying “‘Hail McKinley” and “Pacificlord of the Pacific Ocean™ (Vidal
121). In a similar vein, after McKinley dies andd®evelt replaces him, Brooks Adams
celebrates Roosevelt’s presidency by saying “AodTheodore the Great, whose rein
has, at last, begun™ and “The King is dead’ . ‘Long live the King” (Vidal 299).
Although the events such as the Spanish-Americam, \MaKinley’'s assassination,
Roosevelt’'s taking the office, and the argumentsdiod against imperialism among
public figures and politicians are all historicaleats, Vidal's attitude in re-
contextualizing all these events through a criteadl ironic perspective differentiates

Empirefrom a historical novel.
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Empire constantly calls attention to the idea that ibhdad democratic ideals but money
that fosters politicians in the United States. BeAdams is not happy with the

involvement of money in politics, but he feels thas inevitable:

Would wealthy men one day buy the great officesstaite as they had
during Rome’s decadence? Adams thought that thetipgawas already
common. After all, state legislatures elected UhiBtates senators. Many
legislators were for sale. Hadn't New York's samdoRoscoe Conkling
boasted that he had paid only two hundred thoudafidrs for his seat? . . .
Hanna [Republican politician known as campaign rganaf McKinley]
had financed McKinley on a scale unknown until ndhat would prevent
a Carnegie or a Jay Gould from selecting some rtapemd then, through
adroit expenditure, securing for himself the pres/s power, all in the
nonentity’s name? (Vidal 116)

As Adams suggests, democracy does not work, andddace becomes visible in
politics as in the case of voting for the peacesagrent in Congress after the Spanish-
American War. The McKinley administration presettie peace treaty to Congress,
which requires the annexation of the PhilippinegKihley’s political allies like Mark
Hanna bribe senators to vote for the treaty. Tlaelee learns this from Republican
politician Henry Cabot Lodge: “I never thought lltve to see the day when any man
dare try to give, openly and in broad day lightbride to a United States senator so as to
get him to change his vote™ (Vidal 12@mpire emphasizes that it is not democratic

values but money that directs politics.

In order to criticize the abuse of these Americdeals of republic and democracy,
Vidal demonstrates a sarcastic attitude by alludimgTheodore Roosevelt's book
American Idealsin Empire Henry James tells Adams, Caroline, and Del that h
recently reviewed Rooseveltfamerican ldealsand does not like it at all:

| have just—tell no one—reviewed his latest . . . latest . . . wélokfor
want of a description other than the grim literajmated printed nullity,
called American Idealsin which he tells us over and oveand then over
once agair-how we must live, each of us, ‘purely as an Amaerjcas if
that were something concrete. (Vidal 42, origimapbasis)
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As James suggests, Roosevelt discusses Americals med characteristics in his book,
published in 1897American Idealss a collection that contains sixteen essays and a
speech Roosevelt delivered at the Naval War Call€ge essays were written between
the years 1885 and 1897, and display Rooseveliflsans about American social and
political life. Roosevelt describes the spirit aihAricanism as follows: “We Americans
have many grave problems to solve, many threateswrig to fight, and many deeds to
do, if, as we hope and believe, we have the wisdbenstrength, the courage, and the
virtue to do them” (33). Roosevelt underlines hoyeés public affairs as a must for
success: “No amount of intelligence and no amot@i@nergy will save a nation which
Is not honest, and no govemment [sic] can ever permanent success if administered
in accordance with base ideals” (51-52). He clatheg “Doubtless, if we can have
clean honest politics, we shall be better off intenial matters” (61). Roosevelt
underlines the importance of being “unselfish” &diginterested” in public affairs (58)

and fervently advocates the above mentioned predebis book.

Vidal's sarcasm arises when the depiction of Roekew Empireis juxtaposed against
the ideals Roosevelt asserted in his book. Althdbgipire mentions Roosevelt’s fight
against corruption while working abke governor of New York, Roosevelt is mostly
depicted as a corrupt politician who was involvaedoribery in the novel. Roosevelt's
corruption is underlined in the following incidewhere Roosevelt tells Blaise how he
supported Admiral Dewey in the Spanish-American Wavell, | did get him the job
in the pacific. Took a bit of doing. Had to gesenatorto sponsor him first. Imagine!
What a country! If we hadn’t found us a senatosponsor him, another officer would
have got the job, and we’d not be in Manila. GoaghimDewey. Good officer” (Vidal
127, original emphasis). In another situation, Rwe# is depicted as a decadent
politician who is the victim of his passion for prency. Different perspectives
describe Roosevelt's situation as follows: Healaints that “He sold himself to the
devil in order to get elected, and . . . for orfe&s kept his side of the bargain™ (Vidal
476). Likewise, Blaise knew that “Roosevelt, in fi@nous pre-election panic, had
promised the rich everything. Then, as he wouldenegain run for president, he
double-crossed the lot, or as Frick dryly put We bought him but he isn’t staying

bought™ (Vidal 476). The inconsistency between Bexelt's belief in honesty and
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moral values asserted by himselfAmerican Idealsnd his image iEEmpireforces the
reader to reconsider the real historical persooasBvelt, and his deeds.

In the novel, one of the most striking criticisnesvards American ideals appears when

John Hay reflects upon them. Hay demonstrates hasrgan ideals are abused:

Although Hay did not in the least disapprove of ttwming American

hegemony, as outlined by Brooks in his soon-to-ieliphed polemic The
New Empire, he felt that the Administration ougletver to associate itself
with such un-American concepts as empire. Let tmpiee come in the

name of—the pursuit of happiness, of liberty, of freedokid@al 331)

These ideas directly refer to the American Dreamgtl@er grand narrative, and,
according to Hay, they will now serve the polititgd imperialistic desires. This
approach confirms the illusionary nature of the Aicen Dream and its exploitation as
an ideology to be embraced by the masses. Haynu@msito ponder upon American
ideals:

government of, by, and for the People? Had evaeatgnan said anything
so entirely unrealistic, not to mention, literallgemagogic? The people
played no part at all in the government of the &thiStates in Lincoln’s
time, and even less now in the days of Theodore Ragoln had tended to
rule by degree, thanks to the all purpose “militagcessity” which gave
legitimacy to his most arbitrary acts. Roosevelispad his own interests in
his own surprisingly secretive way; he was for empmt any cost. The
people, of course, were always more or ldese they must be flattered
from time to time; exhorted to do battle, or whatethe Augustus at
Washington wanted them to do. (Vidal 395-96, oadiemphasis)

Hay directly questions the basis of American regubby emphasizing its
metamorphosis into an empire due to imperialistawvings. In a judgemental tone, Hay
associates Roosevelt with Caesar Augustus, theefinperor of the Roman Empire. In
the novel, historian Henry Adams, Brooks Adams’eoltrother, critically declares that
“The Republic is dead™ (Vidal 399) since Amerid¢eas imposed its hegemony upon
the Asiatic nations. Hencezmpire challenges and questions the American ideals
through a radically controversial discourse.
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Empirealso problematizes history writing, which is a kifjyahat differentiates it from a
historical novel. Vidal chooses historian Henry Adato question history writing in

Empire Adams is described in the novel from Carolinegsspective as follows:

as the chronicler, Adams was no Saint-Simon, thene no rogue bastards
to occupy his pen, though such things did exisAmerican history, but
hidden from view, like the old story that her owramgdfather, Charles
Schermerhorn Schuyler, was the bastard son of diagk son of the
American republic Aaron Burr, who had, so tremerstipulike Lucifer,
fallen. (Vidal 14)

Here the subjective nature of history is underlin€de reference to the existence of
dark events and personalities in history suggéstsihformation is purposely sidelined
by historians. In a similar fashion, the narratorpbasizes the constructed nature of
texts while claiming that by staying close to théniwt House, “He [Adams] could
write, think, and even makethrough backstage maneuverrdistory” (Vidal 19). In

a similar vein to the press, the historian is ablehange the direction of history by

“influencing events through various chosen instrotsg(Vidal 20).

Throughout the novel, Adams appears to meditath@istory. He struggles “to find a
scientific basis to history” (Vidal 392), and triégs act accordingly. For instance, he
gives instructions to the assistant editor of Nath American Revievas follows:
“when editing historians, strike out all superflsowords, particularly adjectives”
(Vidal 106). However, Adams seems to be hopelesgiteve his aim: “I've done with
our history. There’s no pattern to it, that | cae,sand that's all | ever cared about”
(Vidal 143). The use of Adams as a character tryingnderstand the nature of history
in the novel is meaningful, for the historical Adardevelops some theories about
history, which precede the post-modern understgndinhistory, as Howard Horwitz
suggests in his article “The Education and the &mda of History” (117). In 1904,
Adams published his autobiograpfiyne Education of Henry Adamshich includes a
chapter entitled “The Dynamo and the Virgin (1900).this chapter, Adams, referring
to himself as a third person character, interpngtory and narrates his struggle with

history writing as follows:
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Historians undertake to arrange sequences,—callddries or
histories—assuming in silence a relation of cause and effétiese
assumptions, hidden in the depth of dusty librafese been astounding,
but commonly unconscious and childlike; so muchtkat if any captious
critic were to drag them to light, historians woulibbably reply, with one
voice, that they had never supposed themselvesredgio know what they
were talking about. Adams, for one, had toiled anvto find out what he
meant. He had even published a dozen volumes ofri&amehistory for no
other purpose than to satisfy himself whether, ly $everest process of
stating, with the least possible comment, suchsfastseemed sure, in such
order as seemed rigorously consequent, he coufdffia familiar moment a
necessary sequence of human movement. The resllsdisfied him as
little as at Harvard. Where he saw sequence, otleer saw something quite
different, and no one saw the same unit of mea$882)

Adams problematizes modern history writing by giseshg the understanding of a
linear history based on the cause-and-effect cglakiip. In this context, his questioning
of sequences of history reminds one of Foucaulésmns about the discontinuity and
ruptures in history. As has been discussed earli@ycault asserts that the
contemporary understanding of history deals witte“space of a dispersion” instead of
the “continuous chronology of reason” by rejectitige understanding of a “total

history” that attempts to establish “the overalinfioof a civilisation” as “the ‘face’ of a

period” (The Archaeology of Knowledde6,7). Like Foucault underlining the plurality
of history here, Adams points to the plurality abktbry when he recognizes the
diversity in the interpretations of the same seqgaeof history, and challenges history
as a grand narrative. In “The Education and thea®iain of History,” Horwitz argues

about Adams’ above quote as follows:

The quiet ambiguity of “arrange sequences” raibesquestion of whether
sequences preexist historians or are invented bsym.th Adams’s

parenthetical elision of “stories, or histories’tther implies that “history”

may be simply one story among many, with no greaaédity and authority

than fiction or legend or myth. History’s truthgor, and utility, then—and
hence its legitimacy as a formal discipline—is ®ctp(116)

As Horwitz claims, Adams’ “thorough critique of thprogressive, metaphysical
assumptions of fin-de-siécle Euro-American cultuas led some critics to embraliee
Educationas protomodern and finally proto-poststructuradistique of the categories

of history, knowledge, the subject, and ideolog¥1%). In this senseé[he Education
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turns out to be a work that “illustrates the posierm problematization of judgment,
identity, morality, and (in some instances) theyvelea of America (Horwitz 117). In
Empire it is not Adams but ironically Caroline who clanthat a scientific method
might not be applicable to history: “Caroline, wkiwew little of history and nothing of
science, was convinced that there were no lawscayié to the human race, a random
affair that moved neither up nor down but, simplg, in fits and starts, for no reason”
(Vidal 392). Caroline problematizes the understagdf a progressive, linear history
based on a cause-and-effect relationship. In thigext, her questioning also reminds
one of Foucault's argument about discontinuitiesl aaptures in history. Hence,
Adams’ failure in finding a scientific method to@y to history writing as well as his
failure in spotting a pattern in history and Cawels disbelief in progress and reason

call history writing into question.

In Empirg Adams talks about his brother Brooks’ law of tiigtinstead of his own
theories because, as he claims, although havimgifisber of cloudy theories,” Adams
“can’t work them out properly” (Vidal 37). Brook$aw of history does not directly
refer to history writing; it rather implies the acd who put themselves in charge of
making history through their actions and discoubsesed on the power they have. His
theory serves those in power, and in this sensegint be related to the construction of
grand narratives within the framework of the pokeoledge relation. In a
conversation with Del, Henry James, and Carolirdars explains Brooks’ hypothesis

as follows:

“All civilization is centralization. That is the rBt unarguable law. All
centralization is economy. That is the secemdsources must be adequate
to sustain the civilization, and give it its energihereforeall civilization is
the survival of the most economical system . . .”

“What,” asked Del, “does most economical mean?”

“The cheapest,” said Adams curtly. “Brooks thinkattthere is now a race
between America and Europe to control the vast ocomes of China,
because whichever power has the most and the dteapergy will
dominate the world.” (Vidal 37, original emphasis)

Brooks’ law of history, which seems to have bedaldished to justify the imperialistic

purposes of America, recalls Lyotard’s argumentualmetanarratives. The wealthiest
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ones are able to impose the truth they deem agjapgie upon the world in accordance
with the financial power and the efficiency theyspess. In the novel, the novelist
Henry James bitterly criticizes Brooks’ approach dpposing Henry Adams: “You
speak of law of history, and | am no lawyer. Babhfess to misgivings. How can we,
who cannot honestly govern ourselves, take up dek of governing others?” (Vidal
38). At this level, James’ disbelief in and quesithy of Brooks’ law of history could be
associated Lyotard’s “incredulity towards metan@res.” Through the discussions on

history, Empireraises questions about power, history, and histoityng.

Empire moves beyond the characteristics of the histonoakl since it concerns itself
with the issue of representation. As Hutcheon éssgyostmodern fiction manifests a
certain inversion, a self-conscious turning towtrel form of the act of writing itself”
(Poetics 128) to mark its textual quality. Empire Henry Adams ponders on the
writing activity. He “wonder[s] how someone who haever seen a battle could have
written such a fine war novel 8he Red Badge of Courdg@/idal 41). Henry James
“reminded him that ‘the titanic Tolstoi’ had, aftell, not been alive during Napoleon’s
invasion of Russia, yet he could imagine that Warwell as Peace” (Vidal 41).
Caroline contributes to the conversation by sayif@ithough Mr. Crane has never
been a girl of any kind, much less one of the sirelee did create for us Maggie™
(Vidal 41). All of the comments here indicate tloderof the imagination in the writing
process, and draw attention to the realistic eftdcthe historical novels, for all the
novels mentioned above are classified as thus. Menvéhe gist of this conversation in
the novel, in other words, the juxtaposition of gmation and truthful representation in
history writing, elicits another interpretation: digh not overtlyEmpirecalls attention
to the idea that although these novels seem touked reality, they ironically gain this
effect from imagination, which signifies the fiatial quality of any text. In this sense,
Empireis in line with Hutcheon’s interpretation of higtwgraphic metafiction since it

challenges “any naive realist concept of represemia(Poetics125).

Likewise, the wayEmpire intratexually refers tdBurr and 1876 functions to draw
attention to both the textual relations among textd the re-contextualization of the

past through these texts. Caroline inherits a bufighapers in a box which were written
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by Aaron Burr “with a commentary by his law-clerlh&les Schermerhorn Schuyler,”
Caroline’s great-grandfather (Vidal 451). At thedeaf the pages, Caroline reads “what
she already knew, of her grandfather's accidentdadery that he was one of Burr's
numerous illegitimate children” (Vidal 451). Actlgl Caroline reads Vidal'Burr
where the details of the curious relationship betw8urr and Charles are narrated.
Similarly, Caroline finds another group of paparsanother box “covering the year of
1876” (Vidal 451). This journal narrates that Ckarl'had returned to New York, for
the first time since 1836, with his daughter Emitinee Princess d’Agrigente” (Vidal
451). It is evident that this journal is Vidall876 Even further, Caroline dEmpire
enlightens the reader about the death of Denniais8&5 mother, and her mother
Emma’s role in this death by solving the mystemalkelshed inl876 Caroline reads the

journal:

As Caroline read on, she began to see somethirey &t Emma’s

character—alter or be revealed to the reader, arobut not to the
narrator [Charles Schuyler], who seemed unablenttetstand the thrust of
his own narrative. Sanford made his entrance, Wshwife Denise, who

could not give birth without danger. As Denise &mma became closer
and closer friends, Caroline found that her fingeese suddenly so cold
that she could hardly, clumsily, turn the pagesro@e knew the end
before the end. Emma persuaded Denise to give tarBlaise. In effect,

Emma murdered Denise in order to marry Sanfordid#V/451)

The quotation above hints at the idea that theipdstown through the textual traces of
it, but these textual traces may gain new meaningthe present as in the case of
Caroline. While writing his journal, Charles wast movare of Emma’s ulterior motive
to motivate Dennis to have a child. However, whkea same narrative is read by
Caroline with her own present experience and vanpagnt, Emma’s motives become
clear. This detail in the novel demonstrates Huiohe claims that historiographic
metafictions “make us look to the past from thermeiledged distance of the present, a
distance which inevitably conditions our abilityknow the past”Roetics230). Hence,
Caroline’s interpretation of Charles’ journal ingies the dynamic nature of historical

narratives rather than a grand narrative with adignd ultimate meaning.
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In accordance with the premises of historiographétafiction,Empire questions every
representation of reality in a critical way. Thrbogt the novel, although Hearst
advertises himself as the creator of history, baigally becomes a subject of someone
else’s representation. When Hearst is accusedcding McKinley’'s murder in another
newspaper, Hearst’s friend Brisbane “sadly” deddhat “They will invent anything™
(Vidal 308). Blaise’s opinion reveals the irony thie situation: “The two founding
fathers [Hearst and Brisbane] of invented news werepleased to find themselves
being reinvented by others no less scrupulous.ifimy was not lost on Blaise” (Vidal
308). Likewise, Vidal reinvents Hearst and othestdrical figures as well as events in
Empire but prefers to underline his limits as an authvhen Roosevelt welcomes
Hearst to his room at the White House, “he shutdber behind him. There would be
no witnesses to what might follow” (Vidal 482). Thdormation above that indicates
the unknowability of the content of this meetingalso Vidal's own questioning of the
contextualization of this meeting iBmpire In the article entitled “A Theatre of
Politics: History’s Actors in Gore Vidal'€Empire” Heather Neilson interprets this
scene as follows: “As the novel declares its owth@ts prerogative to re-invent the
‘inventor’, so it suggests the trope of historyrase-en-abymereconstruction within
reconstruction. In emphasizing the mortality of tharious ‘historians’ which it
portrays,Empire signals its own finiteness as a representationisioty” (87). Hence,

Empireraises questions about its own status as a luatorarrative.

In conclusion, all the discussions above help tbEmpire historiographic metafiction.
Vidal re-contextualizes the events that took plaoel historical characters who
appeared during and after the Spanish-AmericandVa898 in the light of his vantage
point of the 1980s. In this context, his re-cont@kization signifies the historicity of the
text. The existence of the ex-centric character® \ahe not likely to appear in a
historical novel is also functional to differeneaEmpire from the historical novel.
Additionally, the novel's interest in the repressiin of reality and truth, the
discussions on newspaper stories as unreliablerdganf the past, and the critical
perspective towards the abuse of the republicassdme qualities that place the novel

within the genre of historiographic metafictioEmpire is a text which directly
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questions history writing, shows the limits of know reality, and challenges the
understanding of history as a grand narrative jinats approach towards history.
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2. 4. HOLLYWOOD

This sub-section will analyzeollywood which appeared in 1990 just three years after
the publication ofEmpire As in the case oEmpire Hollywood criticizes America’s
politics in the 1980s, and Vidal's focus is on thedy politics and political actors
between the years 1917 and 1923. Yet, differemh fEmnpire, which deals particularly
with the foreign policy of the United States durihg 1980sHollywoodmostly hints at
the domestic issues of the 1980s. Similar to tle®ipusly analyzed novelsjollywood
guestions American ideals such as democracy aeddre of speech, and focuses on
the corruption in Washington, D.C. and the powéatiens between the administrations
and media. Unlikel876 and Empire, in which the major medium to question history
writing is newspapergsiollywoodspecifically brings forward the influence of thevie
industry in manipulating reality and public opiniam relation to history making. The
novel also questions the reliability of the newsgapas the records of the past. This
sub-section will first contextualizelollywoodto foreground the historicity of the text
from a New Historicist perspective by seeking tfaees of Vidal's interpretation of the
1980s in the representation of the years betwe&i 48d 1923 idollywood Later on,
the characterization in the novel will be discusstdl underscore how the
characterization inHollywood functions beyond the traits of the historical nove
Likewise, the textual analysis will cover the ndsehterest in the representation of

reality and history by means of the Hollywood mowidustry.

Hollywood concentrates on the six years between 1917 an8. I8% former date
marks President Woodrow Wilson’s decision to entéorld War | and the latter
indicates Vice President Calvin Coolidge’s sucaasso the Presidency upon Warren
Gamaliel Harding’s sudden death. The novel is medrafrom four different
perspectives: Caroline, Blaise, James Burden Dag, Bess Smith, who is the only
historical character. Although he was re-electetth Whe campaign slogan “He Kept Us
Out of War” in 1916, Wilson, in fact, is in seargha propaganda tool in 1917 to justify
possible United States involvement in war. In Whlsoopinion, the upcoming German
power is a threat for America, and he wants thegtess to “declare the recent course

of the Imperial German Government to be in facthmg less than war against the
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government and people of the United States” (V&L He establishes the Committee
of Public Information under the journalist Georgee€ to disseminate the idea of
entering the war and to demonize Germany. Creelspla use Hollywood to promote
for the war efforts, and asks Caroline Sanford, reowature and successful woman
who owns Washingtoifribung to travel as an emissary to Hollywood and enageira

the production of pro-war movies.

Caroline accepts the offer and goes to Hollywookde &ven stars in these pro-war
movies such akluns from Hell In this silent movie, she plays an American mothieo
tries to find her lost son in the French battlefselnd is raped by a German soldier.
Caroline, under the stage name of Emma Traxlemrbes a famous actress while the
movie demonizes Germans. Meanwhile, Caroline haaffair with Timothy X. Farrell,

a director with whom she later co-establishes ayebon company. In the 1920s,
Hollywood is a newly established industry, and thesiness needs to promote the
dominant ideology and power structures to make moAe an experienced publisher,
Caroline is aware of this fact and tries to persubdrrell to stay away from delicate
subjects such as labor unions, the subject maftéisoprevious unsucessful movie.
According to Caroline, “Since Americans only worgbed the strong and the bullying,
she had at least convinced him that it was badi®rcareer to become too identified
with the hated poor” (Vidal 295).

Los Angeles is a hard place to survive becauss i i“the midst of what the press
called a crime wave” at the time (Vidal 381). Imnaigts pour into the city; local
criminals try to trade drugs, morphine, and mostigaine over their territories in the
city. In all this chaos, “when it came to seriousne, the police stayed aloof; either
paid off or frightened off’ (Vidal 381). Although dflywood actors and actresses seem
to be glamorous on the silver screen, in realitygdabuse and scandals cast a shadow
on their lives and on the Hollywood movie industRemale star Mabel Normand’s
career is about to end because of cocaine; actad®aReid is “at the end of his career
and probably life, thanks to morphine” (Vidal 450ost intriguingly, director William
Desmond Taylor is found dead in his home, and theder remains unsolved. Despite
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the wild nature of the city, Caroline decides ttilsedown in Los Angeles at the end of
the novel.

Meanwhile, armistice is declared in 1918, but Wil$ms a severe stroke in 1919 while
the Treaty of Versailles is still under discussiorCongress. Despite his iliness, Wilson
remains as the president, but he cannot nominateeilection of 1920. Ohio’s junior
senator Warren G. Harding, publisher of the newsplsiarion Starin Marion, Ohio, is
elected as the president with the help of Harry Daugherty. Harding appoints
Daugherty as the Attorney General which confirms position as the president’s
mentor. Harding and his wife Florence, otherwisevin as the Duchess, also are close
to Jesse or Jess Smith, whose ideas become indlugmwbughout the novel. Jess, who
had a dry-goods emporium in Ohio, is offered thetpaf commissioner of Indian
Affairs by Harding. Since some senators opposedpmintment, Harding asks Jess to
be treasurer of the United States, “a ceremonialwbich involved little more than
allowing his signature to be printed on every dofidi. But as Jess had other plans for
dollar bills, he had thanked the President warmig said he preferred to be of use to
the Administration in less formal ways” (Vidal 39&lthough Jess does not have an
official rank or title regarding the administratioHarding gives him an office on the
sixth floor of the Justice Department. Jess

was paid no salary but he could write letters oistide Department
stationary and, best of all, he had access toitee f . . Finally, as right
hand to the president’s right hand (Daugherty hagrigate line to the
President’s office), every door opened for him as veent about his
business, which was to keep the money rolling\idgl 400)

In order to keep the money rolling in, Jess séfjadr from the government’s bonded
warehouses to bootleggers for so-called “medicgbqaes” by forging “the name of an
imaginary Treasury official to the form” (Vidal 3R4At the same time, he conducts
poker games in the “little green house” on K strebere Harding and his friends play
poker and where Jess conducts “all sorts of busingh desperate men who wanted
immunity from prosecution or, simply, informatiomom the files of the Justice

Department” (Vidal 431). Jess is the contact perfwnHarding’s and Daugherty’s

broker Samuel Ungerleider. He also organizes Hgtslimeetings with his mistress.
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After a while, President Harding finds himself nouble because the statesmen of his
administration are involved in several scandals arel abusing their administrative
positions. Charlie Forbes, director of the VeterBanseau, transacts illegal dealings in
selling contracts and acquiring products for newspgials. The Senate orders an
investigation of the Veterans Bureau, and Charlran@r, general counsel of the
Veterans Bureau, is found dead just before hefitsstireportedly committing suicide.
On the other hand, Albert Fall, Secretary of Imterillegally leases the Naval Reserve
Number One at Elk Hills, California, to Edward Dohd.ikewise, he leases the Naval
Reserve Number Three at Teapot Dome, Wyoming, toyr&inclair. Both Dohan and
Sinclair bribe Fall to keep the oil reserves. Sendta Foilette asks for a Senate
investigation as to why the Navy lands have beeasdd to private investors.
Meanwhile, Jess, who learns almost all the detsfilshese business transactions, is
found dead, allegedly another suicide. The novelsewnithout providing answers to
these suspicious deaths.

In order to understand the dialogue between thenaasated irHollywoodand the time
in which the novel was written, it is pertinent tead Hollywood from the New
Historicist perspective. IfiRenaissance Self-Fashioning: From More to Shakespea
Stephen Greenblatt suggests the necessity of ‘tiga¢éisg both the social presence to
the world of the literary text and the social preseof the world in the literary text” (5)
since the historical context in which the text isitien is one of the aspects that
determines why the past is narrated as it is. Tisiical context in which the writer
constructs his/her text that narrates the pastsh&lpinfer the ideology and subtle
meanings behind the narrative of the given paske [Burr, 1876 and Empire
Hollywoodis a kind of text that exhibits a dialogue betwdes past narrated and the

historical context in which Vidal composed his text

Here, it is redundant to re-state America’s forepiitics in relation to the Reagan
administration not only because they have beerudssd in the previous sub-section
but also becauskHollywood particularly reflects domestic issues of the 1980sugh
the events taking place in Washington, D.C. andydalod in the years between 1917
and 1923. The link between Hollywood and Washingtorthe novel is the key to
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discuss the dialogue between these period&dre Vidal: Writer Against the Grajn
Jay Parini interprets how Vidal associates Hollydi@ath Washington, and it is worth

quoting Parini at length:

The connection between Hollywood and Washingtorehasen of interest
to Vidal from the beginning, but it wasn’t untilel1980s that history served
up on a platter the presidency of Ronald Reagaums tiringing the two
worlds into fantastic juncture. Responding the dmgs little gift, Vidal
began—in essays as well as novels explore these connections, finding
Woodrow Wilson there at the beginning, fully awaoé the infinite
propaganda potential represented by Hollywood. Witis intimate
knowledge of the history of the movies and thedmsbf American politics,
Vidal was perfectly situated to explore these linkgainst the continuing
sage of the Sanford family, the rise and fall afgpdents from McKinley to
Wilson and Harding is heard like the beating of esmwn the shore
throughoutEmpire and Hollywood the parallels with the present become
increasingly shocking and converge like infinitdroad tracks into the not-
so-imaginary future, where Ronald Reagan standk waiins folded, his
smile in place. He is, as Vidal memorably puts “@ur first Acting
President.” (26-27)

Reagan’s background as a Hollywood actor is amgintrg fact that helps to associate
the actions of Reagan the actor as a man of famésythe actions of Reagan the

President as a man of statesman.

Vidal is not the only person who links Reagan’s adstrative actions with the fantasy
world of Hollywood. In the article entitled “Will &gan’s Luck Outlast Reagan?”
published as an opinion ithe New York Timesn January 1, 1989 just before Reagan
left the office on January 20, 1989, the word choat the writer of the opinion is
striking. Reagan is described as someone who “sorestdreamily disengaged from
reality” (par. 5), who “mangled facts, and [whosgjall talk was the stuff of
vaudeville” (par. 7), whose economic policy is “thapply-side fantasy” (par. 10), and
whose invasion of Grenada is “melodramatic” (pa). 1The words “dreamily,”
“vaudeville,” “fantasy,” and “melodramatic” diregtrefer to a fantasy world. The most
noticeable comment of the writer is as follows: “NReagan asked the country to dream
dreams, and it has” (par. 21). The sentence istaowos allusion to Reagan’s first
inaugural address on January 20, 1981. Reaganteeheases the word “dream” in

addressing the nation: “we are too great a natohntit ourselves to small dreams”
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(par. 17), “we have every right to dream heroicadrg” (par. 18), “Your dreams, your
hopes, your goals are going to be the dreams, tpedh and the goals of this
administration” (par. 19). Reagan’s emphasis oramie heroic dreams, and heroes
create a legitimate ground to associate Presideag&h to the Reagan of the fantasy
world. Most importantly, the association might leadhe idea that the fantasy world of
Hollywood via President Reagan’s actions influenttesdirection of American politics.
This analogy might allude to Woodrow Wilson’s efftw influence Hollywood for the
purpose of manipulating public opinion and givinghew course to American policy

through the movie industry, which will be discussethe following pages in detail.

While Hollywood analogy helps to associate the Wfiland Reagan administrations,
political scandals in Reagan and Harding’'s admmaigins provide a link to figure out
why Vidal concentrates on the Harding administratio criticize American policy of
the 1980s. For instance, like Albert Fall, Secketaf Interior under the Harding
administration, James Watt, Secretary of Interindlar the Reagan administration, was
also involved in a scandal. Watt “allowed privatgporations to acquire oil, mineral,
and timber rights to federal lands for minisculgmant” (Norton et al. 893) just like
Fall who had illegally leased the Navy lands to/ate investors. Apart from this, in his
essay entitled “Ronnie and Nancy: A Life in Picglireublished in 1983, Vidal states
that there are personal similarities between Hagrdimd Reagan. In this essay, he probes
into the Reagans’ lives and claims, “Of all our guents, Reagan most resembles
Warren Harding. He is handsome, amiable, ignora@thas an ambitious wife (Mrs.
Harding was known as the Duchess)” (91). All thessociations between these periods
indicate the influence of the 1980s on the reprtasiem of the years between 1917 and
1923 inHollywood

The construction of the characters hollywood is different from the traits of the

characterization in the historical novel. AccorditogLukacs, the Scott tradition does
not allow the historical personalities to occupmajor role in the novel. When a social
crisis arises “only then does the great historab enter upon the scene of the novel”
(38) because “the great historical personalityhis tepresentative of an important and

significant movement” (38). Hence, the historicglufe is there to help the reader to
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understand the historical context. However, thdohisal character may occupy the
whole text in historiographic metafiction, and hix' representation may not connote a
heroic personality. It is because the function &fe thistorical character in
historiographic metafiction is in accordance witle tmeta-fictional self-reflexivity to
make the reader “aware of the need to questionvesteersions of history” (Hutcheon
115). As in the case @urr, 1876 andEmpire almost all of the characters, except for
Caroline, Blaise, Blaise’s wife Frederika, Senaf@mes Burden Day, and Emma
(James Burden Day and Caroline’s daughter)Hwllywood are historical figures.
Moreover, both Wilson and Harding have major rolesthe novel. In line with
Hutcheon’s claim above, the representations of 8ilsnd Harding enable the reader to
see another version of history. In this sense, foegtion to depict the plurality of
discourses in history. Furthermore, unlike a typaracter common to the historical
novel, Vidal, as Baker and Gibson suggest, “alstscthem, in their private moments,
against type; in so doing he creates a pair ofilcledictional characters to play out
their historical destinies” (123). Since CarolimelaBlaise, protagonists of the previous
novels, have been discussed in the earlier subbasctthis sub-section will focus
particularly on the representations of Wilson aratdihg. Jess’ function in the narrative

as another historical character will also be diseds

Hollywood probes into Wilson’s private life to play with tttemmon perception of
Wilson as “rigid, didactic, and authoritarian” basa of his background as a professor
of history, the president of Princeton Universapd the governor of New Jersey (Baker
and Gibson 123). Even though the novel draws adlacly” and “remote” picture of
Wilson (Vidal 32), it also presents a romantic Wiiswho likes “the company of
women, particularly those who could recite poetny dalk, imaginatively, of him”
(Vidal 300). In the novel, Wilson’s affair with MarPeck Hulbert before his second
marriage with Edith Wilson is revealed. This affarfirst mentioned to Caroline as a
rumor. According to the rumor, the old mistressé#tens to sell the President’s letters
addressed to her to the newspapers before theoael@ft1916. The letters are bought by
Bernard Baruch, rich Wall Street speculator, witiéith Galt marries Wilson. This
story is later retold to Caroline in Hollywood byaWy Peck Hulbert. Caroline realizes

that Mary once thought Wilson would marry her ahdttshe would even buy lace for
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her wedding dress. According to Mary, she was ss@gpdo substitute Wilson’s sick
first wife Ellen, who knew that Wilson needed compat the White House after her
death. Mary explains the situation further: “Shddi] liked to have me at the White
House to . . . distract him. | did, or tried to. @hl wasn’t there, he wrote me every
Sunday for years and years” (Vidal 304). Thesetladetters which form the basis of
the rumor, but Mary denies that she wanted totketh. As she narrates,

[tlhere was some sort of White House plot. Everymas worried that if the

President married Mrs. Galt, he might lose thetelecEllen had been dead
only a year. And then there was me. The fall anateviafter Ellen died, he
begged me to come to stay in the White House. Bouldn’t. My son had

lost a great deal of money, and | was trying to getk as an interior

decorator in Boston, not the best of cities foit that of thing. . . . (Vidal

304)

This side of the story, which remains sidelinedtually gives a new dimension to
Wilson’s personality. As opposed to an aloof antersm Wilson, there appears a

romantic and intimate Wilson in the novel, whicheg@gainst his common image.

Vidal also presents a comic Wilson by imagining hilancing and singing before
Blaise. While Wilson and his crew are on the wagkbt the United States from the
Peace Conference at Paris, Wilson tells Blaise Heatcould have‘done well in

vaudeville™ (Vidal 252), and starts acting:

Suddenly, he let his face go loose and Blaise wasnded of the scene at
the Capital before the declaration of war. SlowhjiJson shook his head.
The face, totally slack, was cretinous and comidde body drooped,
complementing the face. “I'm Dopey Dan,” he sangnd I'm married to
Midnight Mary.” With that, he did an expert scamersort of dance across
the desk, whistling all the while. When he finishiad bowed. (Vidal 252)

As Baker and Gibson suggest, “On that note, thsigeat of the United States does a
grotesque little dance and takes a bow. Vidal'ssWfilis clearly not the icy pedant of
popular imagination” (123). In his article entitleas “Vidal's Remaking of the

American Myth,” critic Christopher Lehmann-Haupttarprets this scene to be “a

perception of where American leadership is headpdf. 14). This scene, witnessed
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only by a fictional character, sarcastically présendiversion from the accepted solemn

and authoritative Wilson portrayals.

Hollywood also concentrates on Wilson’'s political actions arder to question
American ideals such as democracy and freedomesfcsp which is different from the
ways in which a historical character in a histdrivavel would be portrayed. Two years
after Wilson was elected president, World War IKerout and Wilson remained neutral
towards the war during his first term, to which beed his re-election in 1916.
Wilson’s campaign slogan in the election of 1918e ‘Kept Us Out of War” (Norton et
al. 591),did not turn out to be the reality of Wilson’s sedoterm.Hollywood plays
upon Wilson’s struggles to find a way to persudte riation to enter the war. Wilson
gives speeches before the Senate and tries tdyjiss$i intentions. He proposes to
“fight thus for the ultimate peace of the worlddathe liberations of its peoples, the
German people included; for the rights of natiorsagand small and the privilege of
men everywhere to choose their way of life and loéddence™ because “[tlhe world
must be made safe for democracy” (Vidal 51). Tlowel approaches Wilson’s war
slogans in a sarcastic manner. While Wilson’s cagmpslogan of the election of 1916,
“He Kept Us Out of War,” is rendered obselete, w séogan “Peace without Victory,”
is introduced. The latter is mocked by Senator 3aBwden Day, leader of the Brynite
wing of the Democratic Party “which hated war, Emgl, the rich, and by and large,
Woodrow Wilson, too” (Vidal 37). According to Dayeace without victory is
“utopian; hence, impossible; hence, acceptable Itb (&idal 174). Hollywood
foregrounds the idea that while Wilson wants pemug democracy for the world, he
ironically turns out to be a dictator at the homent because his political acts are

reminiscient of the “Caesar’s way” (Vidal 44).

In this context, the novel first questions Wilsoattitude towards conscription. Wilson
wants to establish a division for the war, and wahe young men to be drafted. Yet he
thinks that the words, conscription and draft, @greblematic, so he advises his

counselors to “Find a new word for draft” (Vidal)79Vilson dislikes the words because

[tlhe word “conscription” was taboo, reminding ey@ne of the Civil War’s
bloody riots. But since Wilson could no more relg @olunteers than
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Lincoln, a new phrase was devised. A few yearsezaslhen it looked as if

the border troubles with Mexico might turn into @l4scale war, Wilson

issued a ringing call for volunteers: and hardlyane had rallied to the
colors. This time he was taking no chances. Copison was to be swift

and absolute and under another name. On June Hilleon men between

twenty-one and thirty had been registered undemttenal Defense Act
for “selective service” in the armed services, whgounded rather better
than, say, cannon fodder in France. (Vidal 94-95)

Since Wilson does not believe in voluntary supparthe war, he designs an obligatory
decree to draft the young men. Selective Servidesdunds optional and voluntary, but
in actuality it is obligatory “acquiring all maldsetween the ages of twenty-one and
thirty (later changed to eighteen and forty) toisesg” (Norton et al. 629). Hence, the
discussions on the Selective Service Act in theeshestablish Wilson’s political stance

as a despotic ruler.

While the euphemism for conscription is underliiedcritique Wilson’s attitude, the
extraordinary power of the Executive Branch dunmgr situation is also questioned.
Caroline is confused about how the President is &blexecute a deed that the Senate
does not approve, and asks Burden: “The Presisldntsy arming those ships that you
willful men in the Senate said he shouldn’t. Altilgh the celebrated American
Constitution was a perfect mystery to Carolines tthid seem wrong. ‘How can he?”
(Vidal 32). According to Burden, “he can, if he mia to. He can call it ‘military
necessity” (Vidal 32). At this point, Vidal's cittal perspective echoes in the words of
a British citizen, Nigel Law, who tries to undersiathe function of the Executive
Branch and who eventually learns that the Presidastextraordinary powers during
war. Law’s comment is critical: “Then, if | werenambitious president, I'd keep the
country forever at war” (Vidal 96). Through thesemments, the novel questions both
Wilson’s decisions in particular and the extraoadyn power of the presidents as a

hindrance to a democratic constitution in general.

In connection with this, the novel also challengjes execution of democracy. While
Wilson seeks the support of the Senate to join libegue of Nations, a group of
Senators calling themselves irreconcilables wor&ireeg Wilson. The irreconcilables
“plan to stump the country, particularly the Wastppagandizing against the League”
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(Vidal 278). When Wilson hears the plan, he says We must all, now, go to Caesar”
(Vidal 278). Burden furthers this approach by sgyiio our masters” (Vidal 278).
Burden’s comment is an allusion to the anti-demtici@ctions of the founding fathers,

which have been discussedBarr in detail. From Burden’s perspective, democracy is

the fiction that the American people in any way tcolted their own fate.
The Constitution had largely excluded them whilestom had,
paradoxically, by enlarging the franchise limitechya meaningful
participation in government by the governed. Ndlyréhe emotions of the
people had to be taken into account, but those iem®icould be easily
manipulated by demagogues and press. (Vidal 278)

In Burden’s opinion, administrations could manipela@eople according to their plans
while pretending that the people have authorityrdiie governing bodies. Hence, for
Burden, democracy is nothing but an illusion. Burdeapproach to democracy raises
questions about the execution of democracy in Araeri

Hollywood also criticizes Wilson’s interference in the freedof speech. According to
Blaise, Wilson intends “to establish control oveery aspect of American life” (Vidal

99), and for this purpose his administration pasise€spionage Act in 1917. Blaise is
particularly concerned with the Espionage Act besealhne is a publisher. His

observation is as follows:

In the first thrill of war and Hun-hatred, an Espaége Act had been passed,
which made it possible to put in jail for twentyays, and to fine ten
thousand dollars anyone who conveyed “false repartfalse statements
with intent to interfere with the operation or sess of the military or naval
forces of the United States or to promote the sgoéits enemies. . . . Or
attempt to cause insubordination, disloyalty, muton refusal of duty, in
the military or naval forces of the United States, . . willfully obstructing
recruiting or enlistment service.” (Vidal 100)

Yet since Blaise is one of the publishers intim&deWilson, he publishes news
supporting the government, and he even gets Mrsd# gratitude for his services.
Blaise is not affected by the Espionage Act becaiidds support to the government,
which further shows the monitored nature of freedainspeech. The novel's explicit
criticism of the exercise of censorship comes fi@aroline even though she stars in
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and produces pro-war movies supporting the Wilsdmiaistration later in the novel.
According to Caroline, “Either one could speak liye# political matters or not, if not,
do not claim that there is freedom of speech wkeaxercise means ten years in prison.
The ‘clear and present danger’ proposition wasCaooline, itself a clear and present
danger to freedom itself” (Vidal 190).

While Hollywood criticizes the extreme power of the presidengl$io questions the

function of the office itself. After Wilson has dreke, some statesmen of the
Democratic Party feel that Mrs. Wilson has takeerothe administration and that a
regency has begun. However, Burden believes tiNdldody™ runs the government at
the moment by pointing to an utter vacuum of poveeid he claims, “That’s just the

way it is, and | don’t think the Republicans wilex bring up the subject, because
there’s a good chance that the folks may like teaiand decide to abolish the office
and save us all a lot of money” (Vidal 364)ollywood implies that the office of

presidency turns out to be an ineffectual and mammasuming and that this situation
will be kept hidden from the voters by both the enats and the Republicans for the
sake of the preserving the system. In this semsenbvel depicts a critical approach
towards the function of the office of presidencyusyng the Wilson character as a tool.
In Hollywood Wilson is not just used to indicate the histdrjariod to help the reader
to grasp the historical context; Vidal uses thisrelster to underline the plurality of

historical narratives and to criticize the abuséhefExecutive power.

Similar to Wilson’s representation, Harding’s paitiin Hollywoodis different from the
characterization in a historical novel. While Vidal dissecting Harding’s life, he
exploits Jess’ point of view. Jess provides thaiteetf Harding’s life which is integral
to emphasize the plurality of historical accourts.Hutcheon observes, storytellers as
well as historians might “silence, exclude, and eabscertain past events—and
people—" (Poetics107); however, historiographic metafiction depldlgsse kinds of
events and people to question history writing amdetwrite them so as to emphasize
the plurality of historical accounts by presentaiggrnative narratives. IHollywood it

is possible to refer to Jess as somebody whose wsiexcluded: Jess has a dubious

position in the administration because although dues not have any official



211

commission, he has an office in the Justice Departmvhere he deals with covert
underground operations involving himself, Daugheatyd Harding. Most importantly,
even though Jess is close to Harding and Daughwstys also marginalized. That is,
after the Senate orders an investigation of theeNdes Bureau and the Teapot Dome
scandal becomes public, Harding tries to distaess from his administration: First, he
asks Daugherty to take Jess’ name off the list ajreup of statesmen who are
accompanying him to Alaska. Second, upon Hardimgter, Daugherty tells Jess to
stay away from Washington. Jess feels woundedhéudtas to do what has been told.
Moreover, at the time of the crisis in the admnagon, Jess, who has knowledge of all
the details of the scandals, is found dead, amdrgported to have committed suicide.
To question the received versions of history, Vidiays with the idea of how history

would be presented when narrated from Jess’ pergpec

In this context, the novel opens with Jess’ pointiew that narrates Harding’s private
life. In Hollywood Harding is first mentioned in relation to his mxharital relations.
Together with Jess, the Duchess, Harding's wifegsgto see a sorceress, Madame
Marcia, who “comfortably advertise[s] herself as ptesident-maker and a president-
ruler” (Vidal 8), to learn if Harding would be alted president. The sorceress is only
given the date and hour of birth of the personiarekpected to tell what she sees about
the future of the person in question. In the calsélarding, Madame Marcia’s first
premonition is about Harding's relationships outveédlock: “I feel extra-marital
entanglements may cause grief” (Vidal 13). Maddviecia’s interpretation is justified
by the narrator revealing that “The Duchess suffdrecause her husband was a ladies’
man and there was nothing she could do but turdira keye, as she did to their
neighbor Carrie Phillips, wife of James, who, likess, was a dealer in dry goods, as
well as fancy and staple notions and infants’ westial 14). Carrie, otherwise known
as Nan, obsessively loved Harding even before Hgrdommitted himself to politics:
“She had never made any secret of the fact thauskd to cut out pictures of W. G.
from the newspapers for her scrap-book; and shddween moon about the Mount
Vernon house, to W. G.'s embarrassment and the &usth rage” (Vidal 342).
Although Carrie moves to New York City upon hemfats death, Carrie and Harding

continue to meet from time to time.



212

Daugherty knows about Carrie and Harding’s relatin and accepts the situation by
assuming that “there could be no real scandal ensémse that the lovers would ever
want to be married or that there might be a ch{Mital 124). Daugherty even helps
Harding in hiding the relationship from the pregsotigh appointing Jess as a
messenger between Carrie and Harding to arrangenseétings. Yet Daugherty and
Jess are both anxious of Carrie’'s sudden appeaedrtbe most unexpected moments.
Additionally, Harding and Carrie have been exchaggietters whose contents are
unknown to Daugherty. When Jess learns about tetses and asks if they are similar
to the ones President Wilson wrote to Mary Peckbii| Daugherty explains what
bothers him as follows: “There are a bit homiexssl’ Daugherty was sardonic. ‘W. G.
swears there’s nothing compromising, but hell, ktter to a girl half your age, telling
about hotel rooms and times and places, is goirigdk real bad™ (Vidal 343). The
affair gets complicated as Daugherty reveals thati€ has recently given birth to a
baby from Harding, and Harding has been suppottiag Learning it, Jess feels as
though Daugherty “just made a complicated joke tffa] was too dense to
comprehend” (Vidal 343). Besides, at the Republicanvention in Chicago, Harding
goes to see Carrie at her apartment and theirae$dtip continues even after Harding is
elected president. The very private details ofrtletings of Harding and Carrie at the
White House are narrated from Jess’ perspectivellasvs:

she had made several visits to the White House,this, in secret. One of
the agents, Jim Sloan, was in constant touch watty &and whenever she
wanted to see W. G. she would alert Sloan. Theiguevsummer, W. G.
had sent for Nan, or so she had told Jess. Theyrtedn the office on a
Sunday like today. But there was no place for thtermake love. The
guards that marched regularly past the windowshefdval office had an
unobstructed view of what went on inside. Finaly, G. had found a
nearby closet and there the star-crossed—Duchessext was more like
it—lovers became as one amongst the frock coats armellas, . . . .

(Vidal 426-27)

Harding making love with his mistress in a closethe Harding Jess presents to the
reader. It is not possible to verify this sceneléaide whether it is true or false since it
is not possible to recreate the past and verifyatteial events. In fact, as Hutcheon
claims, “Historiographic metafiction suggests thath and falsity may indeed not be

the right terms in which to discuss fiction” becadthere are onlyruthsin the plural,
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and never one Truth; and there is rarely falsepesse just others’ truths” (Hutcheon,
Poetics109, original emphasis). Here the reader witnedsss’ truth, and in this sense
Harding's representation underscores the posgibilit alternative narratives which

contest the other received versions of history.

Different from the presentation of a historical smrality in the historical novel,
Harding is neither a hero solving a critical prablenor a great personality whose life is
worthy of narration. Rather, he is generally ddsamli as an inefficient politician. The
novel presents Harding as Daugherty’s “creatiotfigathan someone who realizes his
own future (Vidal 68).Hollywood gives the sense that Harding consents to whatever
Daugherty recommends him. As the narrator stateenvibaugherty first met Harding,
who was then state legislator and publisheMairion, at Richwood’s Globe Hotel,
Daugherty “had decided there and then that thislé@me young state legislator and
newspaper publisher was going to go all the waheéostars, or so Daugherty now told
the story” (Vidal 66). Harding has not had a safel atable political career until

Daugherty intervenes:

After two terms in the state senate, W. G. had etigimto the lieutenant
governorship of the state; served one term; werk k@ editing the
profitable MarionStar, with considerable help from the Duchess, who was
inexorable when it came to collecting monies dug.y8ars later, in 1910,
W. G. zagged disastrously when he ran for goveamor was defeated. But
two years later Daugherty had reversed the Hardamunes when he
maneuvered the Republican magnates into letting réargive the
nomination speech for William Howard Taft at thati?a convention. In a
matter of hours, the handsome, sonorous, gray¢hdnack-browed young
politician was a national figure; and two yeargtatn 1914, he was elected
to the United States senate in the first election. (Vidal 66)

While Daugherty makes plans to place Harding inWigate House, Harding seems to
be indifferent to his own future: “Daugherty talkettategy morning, noon, and night
while W. G. just gazed off into the distance, snglat whatever it was he saw there. He
seldom committed himself to anything; seldom gaveoltical opinion” (Vidal 68).
Harding is presented in a lethargic mood by “hatitfgng] that smile of his and
star[ing] off into space, eyes half-shut, head-tii#d” (Vidal 66) while Daugherty is
shaping his career. In this context, unlike theuess of a historical character peculiar



214

to the historical novel, Harding does not seemdaépable of solving a problem in a
very critical moment of history. He is just usedaagrop to question the very nature of

presidency and the function of the office of presicly.

The way Hollywood represents Jess’ death provides another alteena@wrative. It
ought to be noted that the novel employs Jess'tdimiew to narrate the earlier hours
of his own death. After the scandals become puljiit,was agreed that Jess do away
with all his records in case the various invesiaget were to spread beyond the
Veterans Bureau and the naval oil reserves” (Vit&8). Meanwhile, Jess goes to the
White House to see Harding, and Harding says hekhasvledge of the business
transactions taking place in the K Street. Aftés theeting, Jess heads to the hotel suite

he shares with Daugherty.

As he unlocked the door to the living room of thétes he was aware that
something was not right. Then he saw Martin [Dautytespecial assistant
from the Justice Department], in his shirt sleegested at the desk, talking

on the telephone.... “l won’t know till he gets héréhen Martin must have
heard the heavy sound of Jess’s breathing. Heistidthe receiver, “I'll
call you back.”. ..

“The General [Daugherty] was worried about you.heoasked me to sleep
over, knowing how you don’t like being alone athti§j (Vidal 488)

Jess, who is disturbed by the unexpected presdriartin, goes into his own bedroom
and burns every document “that pertained to thsiéeat and Daugherty” (Vidal 488).
Feeling creepy, Jess wants to spend the night sberevwelse, makes an arrangement
with a friend to stay in her place, but falls aple@¢ess “dreamed of monsters, closets,
horrors that he could sense but could not see.relanked that he heard a key turning in
a lock and a door being opened. Then came an expldsunder-clap, lightning,
darkness” (Vidal 489). This is the final scene inhioh Jess appears. The reader is later
informed that Jess committed suicide when Martingcompanied by Lieutenant
Commander Joel T. Boone, tells the President wéapéned at that night:

“Well, sir,” Martin began, nervously pulling at tHimgers of his right hand
with his left, “at about six-thirty this morning,Heard what sounded like
somebody had slammed a door, or maybe thunder $edhare was this
bad storm most of last night. | tried to go baclsleep but | couldn’t. Then |
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got up to see how Jess was. The door to his bedveasropen and | looked
in and there he was, lying on the floor, his haathis wastebasket full of
ashes, with this pistol in his hand. He had shotskif in the head, on the
left side.” (Vidal 489)

Harding just wants Boone to speak to the pressapyg “You must speak to the press.
Tell them . . . he shot himself because . . .” @/id90). Boone helps Harding to find the
explanation for Jess’ suicide: “Because, sir, heswn a diabetic depression, and had
suffered from such depression ever since lastwéan his appendix was removed and
the scar would not heal” (Vidal 490). Boone aldaims that there is no need for any
further investigation of Jess’ death, and notess tAere was no reason for a post-
mortem, | surrendered body to Mr. Burns of the F:BVidal 490). The press is

informed accordingly, and Jess’ body is sent home.

Hollywoodpoints to the incongruities in Jess’ death to jaeghe received versions of
this story. While Harding reports the events to grearty, who is “unable to speak”
(Vidal 490) upon the news, and tries to demonsthaw Jess shot himself, the data
appears to be confusing:

Harding placed his left hand against the left saflehis head. “Here,” he
said.

“But Jess was right-handed,” said the Duchess. ssbed in the doorway,
wearing an elaborate silk dressing gown.

“Perhaps | heard wrong,” said the President. Heokhas head. “First
Cramer. Now Jess. There is a curse on us, | sw@éadal 490-91)

Actually, Harding is reporting what Martin has tdiogn about the incident which is how
Jess shot himself “in the head, on the left sidatlél 489), but nobody seems to be
willing to pay attention to the details. Also, treason why Jess has bought a gun upon

his exclusion from the administration escalatesstiipicion about his death. When the

hardware store proprietor, who “never knew [Jess]touch one of these before
(Vidal 484), asks why Jess wants to have a gurs dags: “It's for the Attorney
General [Daugherty]. Nowadays you got to proteatrgelf” (Vidal 484). Likewise,
even though he is a diabetic, he is not depicteduagdal: when he hears Cramer’s
death, “Jess had not believed the suicide story &y killed yourself if you were

really sick with something, like diabetes before ttays of insulin” (Vidal 485). All in
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all, the novel presents a disbelief in the suigty of Jess. Accordinglylollywood
opens the past narratives about the death of @eshstussion by making Blaise

comment on the event as follows:

[Blaise] wondered why Jess Smith had killed himsgkfe Tribunereporter
had been most suspicious of the fact that no odesban the body except a
White House doctor and the director of the FedBraikau of Investigation.
Also, it was remarkably convenient that Jess shdkilld himself in
Daugherty’s hotel suite with an agent from the idesDepartment in the
next room and Mr. Burns of the F.B.l. on the flb@neath. Then, instead of
an examination by a police coroner as the law requia White House
naval physician had been called in. But why, afkaise, would Daugherty
want his closest friend killed? Why, asked the r&gp were so many
papers burned and then the one person who knew d¢betents killed?
(Vidal 491-92)

The novel does not present answers to these gnesRather, the reader is expected to
discuss and think about these matters. In thiseson¥/idal's version of Jess’ death
challenges the earlier narratives about the issueline with the premises of

historiographic metafiction.

Historiographic metafiction particularly questiotie representation of reality or truth.
In this context, it aims to “problematize both tieure of the referent and its relation to
the real” (HutcheonPoetics19). While dealing with the representation of itgabr
truth, such fictions “questiovhosenotion of truth gains power and authority over
others and then examine the process of how it so®s(HutcheonPoetics18, original
emphasis). In accordance with Hutcheon’s statemsnjlar to Burr, 1876 and
Empirg Hollywoodis also concerned with the representation oftseahd the influence
of power structures on the construction of reafitytruth. In this context, Vidal re-
contextualizes the relationship between WashingtahHollywood to depict the power
relations in shaping the representation of reallg particularly uses Hollywood

movies as a medium to question how reality is congtd by certain power structures.

Hollywood first displays how American film industry is manlpted by the Wilson
administration to promote the primary ideology leé administratiort? As a historical
fact, in 1916 when the Wilson administration renedinneutral to World War |,



217

producer and director Thomas Harper Ince prod@ietization which was an anti-war

movie. At the time, the movie was regarded as aemaisce, for the pacifist theme was
popular. According to the narrator, “Since Wilsoasathen running for president as the
peace candidate, Ince added an epilogue to the $iimwing Wilson himself thanking

Ince for having made so powerful a contributiorpéace and, as it turned out, his own
re-election” (Vidal 158). However, in 1918, thesads of movies were seen as
“treasonable even blasphemous” (Vidal 158), andolgemaking such movies before
and after the execution of the Espionage Act wemgrisoned within the framework of

the Espionage Act. However, Ince was free of belmyged of treason due to his movie
just because he “had cleverly covered himself’” @V/iti58) by adding the epilogue to

the movie in which Wilson thanks him.

In the aftermath of 1918, the Wilson administratisants to make sure that “nothing
like Civilization was ever made again” (Vidal 158). In order to mpalate public
opinion in favor of the Wilson administration’s d&ion on entering the war, journalist
George Creel desires to control the motion-pictursiness. For this purpose, he asks
Caroline *to go west. To Hollywood. To influendeet motion-picture business™ (Vidal
102). According to Creel, “She will persuade—ass[hepresentative-Hollywood to
make pro-American, pro-Allies photo-plays . . .Vidal 102). Creel believes that if
Caroline succeeds in imposing the administratiahe®logy upon Hollywood, they will
claim authority over public opinion as well as otee world’s opinion. Creel explains
his reasoning as follows: “The audience for thevias is the largest there is for
anything in the world. So if we can influence whiatllywood produces, we can control
world opinion. Hollywood is the key to just abouteeything” (Vidal 102). In this
context, like “yellow journalism,” which obligeceality to mirror not itself but Hearst's
version of it” (Vidal 109), which has been discussa detail in the previous sub-

sections, movies will be used to mirror Creel'ssuen of reality.

The reason for Creel for choosing movies to sedl war is the magical power of
movies. Even Hearst, who is represented as a jmstrniafluencing people and
governments through his newspapers by publishingag®nal and fictional news,

accepts the dramatic power of movies. He claimslftvays thought it was going to be
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the press. So simple to print. So simple to trahsmith telegraph. But there’s the
language problem. . . . The beauty of movies iy then’t talk. Just a few cards in
different languages to tell you what the plot ihalvthey're saying” (Vidal 112). The
novel emphasizes the irresistible power of moviesugh the voices of Ambassador
Spring Rice and Blaise as well. According to Ri¢&pparently, [Wilson] is a
barometer in human form. He registers preciselypthygular mood. Then, when it is no
longer—variable?-he acts in accordance with that mood™ (Vidal 14Blaise makes
his contribution by saying, “the photo-plays haveated for him” the popular mood
(Vidal 143). Wilson needs the popular mood wheren@aay would turn out to be the
devil and the world would be victimized by the Gams. In this sense, the movi#yns
from Hell, in which Caroline is the leading star playing Aamerican mother (nurse
Madeleine) who searches for her lost son at th@edhrdéront, occupies an important

place to depict the mechanism of power and authorit

In Huns from Hell at the symbolic level while Caroline sanctifiemérica’s place in
the war, Germans, otherwise called Huns, are deradniAccording to the plot of the
movie, the mother of the lost American boy enlistethe French army goes to France
to find her son: “her search through the battldBdior her lost son was like the stations
of the cross, Tim [the director] maintained, or Bas descent into hell. Caroline grew
nobler and nobler as the death and destructioalkalut her grew worse and worse”
(Vidal 158). Unable to find the son, the mother hago to the German headquarters
placed in a church where her son has been takeanen. She pleads with a German
officer who is “pleased with the situation” and da®t pay attention to her by keeping
“reading and writing” (Vidal 161). When she asks foformation about her son, the
officer scolds her: “You Americans will never leata fight. Never. Germany will
triumph over your mongrel race” (Vidal 162). Moreoythe German officer tries to
rape the mother. According to the director’s instien, the script is supposed to

develop as follows:

“Then you look up, Pierre [the actor playing theri@an officer]. You see
she’s beautiful. You stand up. You come round #idet To your right. You
try to take her. She resists. You chase her toalter. She seizes the
crucifix—don’t worry it's very light wood—and she clubs you with it. You
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fall backwards. We end with a close shot of itNofrse Madeleine holding
the crucifix. Horrified . . .” (Vidal 161)

Eventually, the mother repels the enemy by slamrthiegcrucifix down on the German
officer’s head, and escapes to meet “the Americanis, who had, single-handedly,
defeated the entire German army, or so the Creelvied title cards would instruct the
audience” (Vidal 163). The movie is shown at mathieatres, and Caroline observes
that “This was more potent than newspapers” (Vidi8). The movie is also shown at
the White House, and is taken with gratitude byWhtdte House audience as well. “The
guests in the East Room applauded the victorieslewtthe Hun was driven back
toward his lair across the Rhine” (Vidal 187). Tddy problem with the movie which
escapes from the attention of the audience istlieae is no mention of the Allies “who
had contributed so much” (Vidal 187). Yet the solatis simple: “We’ll have different
cards in the different countries,’ Ince [the proeljdiad said. ‘That way everybody gets
to win the war except the Huns™ (Vidal 187). Thgbhuthe movie, the mood Wilson
needs is created in the United States, and theowigministration enters the war.
Further, with the help of different language canflshe movie, the rest of the world is

planned to be persuaded that the Germans are ddoneze the war.

Along with emphasizing the intricate relationshiptween the government and the
movie business in terms of exercising power ovdiiplopinion, Hollywood presents
how a movie is made. The production process of aienghown in the novel
contributes toHollywoods problematization of the representation of rgafitnce a
movie is a visual text with a referential quality. this senseHollywood is in league
with the premises of historiographic metafictionierhpoints to the “discursive nature
of all reference—both literary and historiographiicéHutcheon, Poetics 119). As
Hutcheon notes, historiographic metafiction undedi the referent’s “identity as
construct, rather than as simulacrum of some ‘reaiside,” and so “it only conditions
our mode of knowledge of the past. We can knownly ¢hrough its traces, its relics”
(Hutcheon Poetics119). In the novel, it is Caroline who presentsrailar approach to
the reader. Caroline draws attention to the fmii$i qualities of the movie, which
alludes to how the knowledge of reality is conditd and how history can be

constructed:
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They [the audience] had watched the fictitious Emimaxler impersonate
Madeleine Giroux, a Franco-American mother, assbked up a crucifix
that looked to be metal but was not and struckeadfr actor impersonating
a German officer in a ruined French church that aetsially stage-set in
Santa Monica. The audience knew, of course, tleastbry was made up as
they knew that stage plays were imitations of Ifet the fact that an entire
story could so surround them as a moving pictuck ahd so, literally,
inhabit their dreams, both waking and sleeping, enfad another reality
parallel to the one they lived in. . . . Realityultbnow be entirely invented
and history revised. (Vidal 225)

Further, Caroline discusses the issue of represemtavith Farrell. According to
Farrell, the aim of the movies is to representdahitside world, and he instructs Caroline
about movie-making by saying “[s]how things theywtaey are but carefully angled,
the way the camera is, to make the audience seeyahavant them to see . . .” (Vidal
416). However, Caroline believes that Farrell anlders are “approaching this new
game from the wrong direction. Movies are not treneply to reflect life or tell stories
but to exist in their own autonomous way and tdkJoms it were, back at those who
made them and watched them” (Vidal 416). At thisipdCaroline, living in the 1920s,
anachronistically ruminates the issue of represiemtdrom a postmodern perspective,
which asserts that postmodern texts create thairreality by not claiming to represent

reality but by emphasizing “the process of the tmsion of thefictive ‘world

(Waugh 102, original emphasis).

In Hollywood it is actually the novel itself that looks back“those who made” the
movies in line with Caroline’s suggestiorlollywood treats movies as texts and
humorously reveals their production process. Fstaimce, Caroline’s make-up process
and the effect of make-up over the audience amigsed:

The make-up man kept fiddling with Caroline’s fdit® a painter with an
unfinished canvas. He added white greasepaintetavttite layer already in
place. We look like dead people, she thought. Yet, the screen, a
transformation took place: the ghoulish white faicekfe came alive, while
the imagination of the audiences made lips redekheosy. (Vidal 160)
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By analogy, this is similar to conversing with tleader on how a character in the novel
IS constructed, as in a metafictional text. Besidae director’'s interference in the
movie and the dialogues between the players aceralgaled. Although the movie is
silent, the players are supposed to follow thepsdoecause many of the audience
“become skilled lip-readers” (Vidal 161). When Care and Pierre run out of
dialogues in the script before the shooting finsshEm, the director, commands them
to “Go on” and “Make them up” (Vidal 162). Yet smcCaroline and Pierre have no
words to say each other, they begin a funny diado§uhile Pierre says, “In my script
it say [sic] now | rape you, madame,” Caroline lrep to him as follows: “In my
script, too. Rest assured that | will resist likéigress. | am incredibly brave™ (Vidal
162). Here, the novel which draws attention to fibgonality of movies implies that
movies do not reflect or replace reality. Yéollywood also suggests that movies can
create a certain type of reality, which may parackdly influence the perception of
reality outside the set. At the very last pagehaf hovel, the dialogue between Blaise

and Caroline complements this implication:

“Are you settling in out there [Los Angeles]?”

Caroline nodded. “After all, that's the only worttere is now, what we

invented.”

“Invent or reflect?”

“What we invent others reflect, if we're ingeniows$,course. Hearst showed
us how to invent news, which we do, some of theetifior the best of

reasons. But nothing we do ever goes very deepddié get into people’s

dreams, the way the movies do—or can do.”

“The way you and Tim mean to do. Well, it must lewnice to be so . . .
creative.” (Vidal 502)

All in all, the discussions on the Wilson admirasion imposing power over

Hollywood to manipulate public opinion and the seeshowing the movie in progress
demonstrate the constructed nature of realityhiw $ense, different from the historical
novel that aims to create a sense of past realdiflywooddelves into the issue of how

reality is created.

Within the framework of the manipulation of realithirough biased mediums, the
Wilson administration, using the Espionage Actileree the movies and voices against

the war, is seriously criticized in the novel. Adtlgh Caroline works for the
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administration and is fully involved in the moviadiness in favor of the administration,

she actually becomes “conscious of true dangerdgVi20) when she sees that people,
like Hearst publishing pro-German news and the m@voducers releasing pacifist and
anti-war movies, are pressured to become silenteSher guilty conscious reveals the

novel’s critical perspective to the reader, it igrth citing at full length:

Although she and Blaise had contributed to the spatit—the Tribunewas
the first for going to war on the Allied sideshe had not thought through
the consequences of what she had helped set immd&he had learned
from Hearst that truth was only one criterion byiahha story could be
judged, but at the same time she had taken it fantgd that when her
Tribune had played up the real or fictitious atrocities tbE Germans,
Hearst's many newspapers had been dispensing egpad-German
sentiments. Each was a creator of “facts” for theppse of selling
newspapers; each, also, had the odd bee in bohaetcould only be
satisfied by an appearance in print. But now Héaikste was stilled. The
great democracy had decreed that one could onlg hasingle view of a
most complex war; otherwise, the prison was thereeteive those who
chose not to conform to the government’s line, Whia turn, reflected a
spasm of national hysteria that she and the othdalighers had so
opportunistically created, with more than usualstasce from home-grown
political demagogues and foreign-paid propagandists Nevertheless, she
was astonished that someone had actually gonaswonpior making a film.
Where was the much-worshipped Constitution in aths? Or was it never
anything more than a document to be used by thatgos rulers when it
suited them and otherwise ignored? (Vidal 120-21)

Additionally, Caroline’s thoughts serve to displing novel’s interest in the production
of discourse. Blaise and Caroline supporting theegument and Hearst backing up the
Germans compete to create their own discourses:oisault notes, discourse “is the
thing for which and by which there is struggle” ({§ Order of Discourse” 52-53) in the
traditional sense, and discourse is not free oblagy. In this context, the quotation
above refers to the creation of facts in relationideology and subjectivity. Here it
ought to be noted that, as Hutcheon notes, a fateaent are different in that while an
event does not have meaning, a fact comes to ageste@hen people give it a meaning
(Hutcheon Poetics122). Hence, Blaise, Caroline, and Hearst, whacalled creators of
facts, are embodiments of the discussions on iggaod subjectivity in relation to the
textuality and fictionality of any narrative. Fueth the quotation above can also be

related to history writing since the novel choogesuminate on how movies as visual
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texts re-present a historical event by hintinghat ¢onstructed nature of history. In this
senseHollywoodagain diverts from the traits of the historical/ab

Hollywood also deals with director William Desmond Taylotssolved murder in
February 1922 in Hollywood. Taylor's murder is ftinoal, and it serves to draw
attention to how an event is misrepresented by papers, which are documents to be
evaluated by future writers and historians who rmigh interested in the event. After
the murder, newspapers publish a lot of news athsuincident; however, they include
a great deal of misleading information. In 198§r@up of people even got together and
started an electronic newsletter entitl€dylorology: A Continuing Exploration and
Review of the Wiliam Desmond Taylor Murder Caséich has been released
annually. The first issue of the newsletter undedi the unreliability of the news about
the murder case: “so much misinformation has bestew about the case and accepted
as fact” and “we feel certain this publication daglp correct some of the errors and
clear away some of the mythological fog” (Long Zhe newsletter, by giving both
official testaments of the people related to therdeu and the newspaper coverage,
indicates the incongruity among the textual datylorologyis very much interested in
the representation of the murder in the press Isecas it is stated in the introductory
part of the newsletter, “[e]veryone was really la tercy of the press, the only news
medium at the time” (Long 2)Hollywood too, speculates on the same event by
implying how it is represented in different mannarsnewspapers, which eventually

turn out to be historical records for further invgations and narratives.

In Hollywood Charles Eyton, General Manager of Famous Pldyesky Corporation,

a noteworthy movie corporation at the time, is @ned with the image of Hollywood
after Taylor's murder: just before the murder, gress has already started to damage
the movie business by picking on the scandals iliyWood. For instance, newspapers
have continuously published the scandal of comeéaity Arbuckle, who bursted a
woman'’s bladder in a wild party in San Francisco'twyrl[ing] himself onto a young
woman” (Vidal 438). According to Eyton, Taylor’'s maer, just following the Arbuckle
scandal, would not look good, and he feels thah&® to cover up any mischievous

news about Taylor and Hollywood. For this reasohemvEyton receives the news of
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the murder, he dispatches someone to Taylor’s Hooake away anything that would
look bad for the studio. Bootleg whisky, love lesteArticles of feminine apparel”
(Vidal 454). Although Eyton does not know who kill&aylor, he has assumptions
about the identity of the killer, and wants to irspdiis assumptions on the press and the
police. Eyton is convinced that Eddie Sands, ona@or’s valet, is the most possible
suspect because he has found a blackmail lettar 8ands to Taylor in which Sands
says that he will expose Taylor's “[s]oliciting &y(Vidal 458). Eyton explains his
theory as follows: “last night Eddie paid Bill [Tlay] a call, and asked maybe for
money and there was this quarrel, and then Eddi¢ (Vidal 456). In line with his
assumption, Eyton plans to pay the polic®t‘to find him [Eddie]—alive, anyway”
(Vidal 456, original emphasis) in order to prevewidie from telling his story” (Vidal
456, original emphasis): If Eddie talks to the peliand Taylor’s interest in men is

revealed, Hollywood would be with tarnished witlotrer scandal.

In order to protect the image of Hollywood, Eytails on Caroline, who was Taylor's
close friend and who was together with him the niggfore his murder, and asks her
for help: “If we all work together, we can all gtalear of this thing. As you know, we
can pretty much control the press from the studlizye’re all agreed on just what to
feed them’ (Vidal 455). Caroline accepts the offecause she is “the press, too” as the
publisher of theTribune (Vidal 454), and is capable of publishing her oghoice of
stories. In this context, the power of the pressinglerlined by famous star Mabel
Normand, Taylor’'s girlfriend who is listed as orfetloe suspects of the murder by the
press and who is not going to be hired by the mgvadlucers because her name is
blacklisted. Mabel, who asks Caroline to speakht “bigwigs of the Motion Picture
Producers and Distributers” (Vidal 460) in favorhafr, explains her fear of the press as
follows: “They're afraid of you.” . .. ‘Everyone politics is afraid of people who own
newspapers. The way we are, too. The way | am, ayiy(Widal 461).

While drawing attention to the influence of the gg@®ver the motion-picture business,
the novel at the same time emphasizes the disagsmtween the news released by the
press and the police: “While the press continuegritat salacious stories about Taylor’'s
womanizing, the police spoke only of the thief, EEddvho had vanished” (Vidal 459).
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Likewise, what Eyton tells and what the police aske are incoherent: “what the police
were releasing to the public and what Eyton was ufamturing were often
contradictory” (Vidal 458). In this contexjollywood points to the manipulation and
interpretation of the murder case. In the caseaylor’'s murder, the press, Eyton, and
the official statements released by the police pi@different meanings. Hence, neither
the press, nor Eyton or the official statementsable to give a true account of the
murder case. Furthermorepllywood does not deliver an explanation for the murder
either. It just re-writes the story of the murderuinderline how the stories around the

case are created.

Although the novel draws a parallelism between ¢hents in Washington and in
Hollywood through Jess’ mysterious death and T&ylansolved murder, the title of
the novel only refers to Hollywood. At first glancie title seems to be misguiding
because it suggests that the novel is only abol{nvmod. However, granted that the
major theme of the novel revolves around the sdaridaboth cities, this title actually
does not exclude Washington, D.C. As predict¥@pster’s Online Dictionargefines
Hollywood as “The film industry of the United StatéYet other connotations of the
word are dramatically different from the first mean “A flashy vulgar tone or
atmosphere believed to be characteristic of the riaae film industry,” “Flashy and
vulgar,” and “Being hypocritical or insincere.” Symyms of the word are even more
intriguing: as a verb it is “lying”; as an adjeaivt is used for “hypocritical, insincere,
devious, dishonest, disingenuous, double-dealiogplé-faced, duplicitous, faithless,
false, feigned, feigning, fishy, fraudulent, fulseniollow” (Hollywood). In relation to
these connotations of the word, the title of theeh@ains a comprehensive meaning
beyond just being the city or the movie industrgtually, Burden, who both witnesses
at first hand the improper actions of the Hardimgnanistration in Washington, and
follows the intriguing incidents in Hollywood thrgh Caroline, hints at the connection
between these two cities by saying, “We're having,. . ‘more scandals here
[Washington, D.C.] than Hollywood™ (Vidal 479).

To wrap up, all the discussions above could prowadégitimate ground to label

Hollywood as a historiographic metafiction. The re-conteltation of the events of
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the years between 1917 and 1923 wilywood depicts the historicity of the novel, and
it is possible to spot the traces of the 1980gtipaliatmosphere ikollywood The use

of the historical characters Hollywood serves to provide alternative narratives about
these historical figures and a place where the Incnticizes American ideals and the
political system. By focusing on the representatmireality or truth in movies
concerning the power relations between the admatish and the motion-picture
business Hollywood questions the constructed nature of reality. $o ajuestions the
reliability of the interpretations of an event ahé reliability of the newspaper reports
as the records of the past. Thus, in line withgireanises of historiographic metafiction,
Hollywoodis a novel which underlines the constructed nadfineality, hence histories

in plural sense.
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CONCLUSION

This section will provide a synopsis of the dis@éoiss in the previous chapters and refer
to Washington, D.Cand The Golden Agethe two remaining Gore Vidal novels that
were not particularly dealt with in the body of dission. These novels were not
discussed because their foci and themes are sitoildwose of the previously analyzed
novels and such an analysis would have been regetiYet, to underline the
connection between these novels and the rest dfdnetivesit is essential to refer to
them. This connection is noteworthy since, firstdal rewrote the historical period
recounted inWashington, D.Cin The Golden Agéy expanding the time frame to
2000, an act of re-writing which falls into the rfrawork of the earlier discussions.
Second,The Golden Agés the final novel in théarrativesthat concludes the series.
Hence, a brief evaluation of these novels intendsrésent an inclusive wrap-up for the
analysis of thé\arratives of Empir@nd may provide thoughts for further research.

As the historical survey about the conceptualizatid history in Chapter | shows,
history and literature have had a contested relship throughout the centuries. Both
disciplines are concerned with the representatibrirth in relation to historical
knowledge. Historiography, which was consideredaabkranch of rhetoric until the
French Revolution and which included fictional eats to represent reality, has been
conceptualized as science, discourse, and a iitaréfact since then. The perception of
language and knowledge has also influenced theoapbes to historiography.
Although the rise of positivist historiography ihet second half of the nineteenth
century caused a rift between history and liteegtwith the belief that it is possible to
record the past in an objective manner by escafporg ideology and imagination, the
twentieth century poststructuralist thinkers sushJacques Derrida, Michel Foucault,
and Roland Barthes underlined the discursive naifiemy text. Identifying (historical)
narratives with discourse draws attention to thatieship between narrativization and
dominant ideologies, hence this connection emphasithe subjectivity of any
discourse. Similarly, Jean-Francois Lyotard depnissdisbelief in metanarratives, such

as History with a capital H, by pointing to theatsgnship between the legitimation of
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scientific knowledge and power structures, and meletscores the inescapable
ideological implications of (historical) narratives

Likewise, philosopher of history Hayden White foesson the form of the content in
historiography as an ideological orientation. Asckeems in an interview, “the form of
the representation is a part of the content itsafid “To choose the form is already to
choose a semantic domain,” which is not free obliogy (Domaiska 21). Additionally,
White points to the fictionalization process of tmg history by drawing attention to
the narrativization in historical accounts wheigaat event is turned into a fact. White’s
approach to historical narratives as linguisticstarcts, which is called the linguistic
turn in historiography, is also related to the imi@oce of the context in writing history:
Like White, Frank Ankersmit, Dominick LaCapra, anouise Montrose remark on the
textual characteristic of the context in which pasents are narrated. Additionally,
Robert Berkhofer Jr. draws attention to the subjechature of the context since the
historian is also the subject of history. New Higtist critic Louise Montrose
contributes to the discussions on the textualitfisfory by emphasizing “the historicity
of the text,” which stands for the social embeddnighe text. He notes that text and
context cannot be separated from one another, whdttbe literary or non-literary.
These discussions reinforcing the textuality oftdng and the historicity of texts in
relation to the change in the perception of languamd knowledge depict the

impossibility of composing a historical account'te true” record of the past.

The perception of language and knowledge is diyeethted to the conceptualization of
history, and the approach to historiography infesn literature. The rise of the
historical novel during the eighteenth century ¢a@s with the understanding of history
as rhetoric, and history and literature are notve as separate subjects of inquiry. In
contrast, they mutually feed on each other. Yet thesitivist history of the
Enlightenment Era cuts all the ties between histmg literature, and literary historical
narratives cease to compete with or complemenbrsgfraphy. However, in the
postmodern era history and literature seem to metgm the boundaries of all fields of
inquiry are blurred. Historiographic metafictiondasncerned with the kind of questions
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the philosophers of history address. This partrcgkenre, combines history, literature
and philosophy of history and questions the writidpistory.

As it has been discussed in Chapter [, althoughisterical novel and historiographic
metafiction are interested in history as their sabmatters, their tendency of dealing
with history is completely different. The historiceovel, as Avrom Fleishman states, is
constructed to give “the feeling of how it was t® &live in another age” through the
“imaginative sympathy” (4) of the novelist. Besidemss Harold Orel suggests, the
historical novel has been seen as “an output ohpscliterature” (1) as a form of
entertainment and therapy. However, the main aimisibriographic metafiction is not
to give a sense of nostalgia for the past butitaae the constructed nature of the past.
Secondly, in the historical novel, the use of deta considered as a tool to achieve
“historical faithfulness” (Lukacs 59) since the wrapoint is to create a sense of past
reality. Yet, as Hutcheon notes, historiographidafetion manipulates the historical
details to question the reliability of the hist@licecord Poetics114). Historiographic
metafiction is critical about the process of wigtihistory. In other words, the main
purpose of historiographic metafiction is not teate a past reality, but to question the
way the past reality is created. Thirdly, historiegures in the historical novel are used
just to show the historical context of the noveheir presence is not a mere matter of
taste” (Fleishman 3), and they generally have miotes (Lukacs 38-39). On the other
hand, historiographic metafiction makes use ofohisél figures to cause an awareness
in the reader that these personalities are linguisbnstructs and are part of the
representation process, for these historical petgms are also known through “their
textualized traces in history” (HutchedPgetics153). Finally, while the protagonist of
the historical novel reflects the atmosphere of teriod, the protagonists of
historiographic metafiction do not necessarily dg@ type character or the popularized
version of historical figures. Rather, they are-t@ntrics” and marginalized figures to
underline “a postmodern ideology of plurality” (lbeon, Poetics 114). Radically
different from the historical novel, historiographmetafiction is a novel which

questions and problematizes the writing of history.
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Vidal's novelsBurr, 1876 Empirg and Hollywood examined in Chapter Il can be
interpreted as historiographic metafictions. Altgbieach of these novels seems to be a
historical novel at first glance, all of them behe characteristics of historiographic
metafiction. In these novels, Vidal's contextualiaa of the past events in relation to
his contemporary historical context, the use ofrati@rization, and the novels’ interest
in history writing are compatible with the premiset historiographic metafiction.
These novels provide alternative narratives abbetperiods they narrate and in this
way question the received versions of history. @esi although they represent the
characteristics of the historical milieus they a#ar these novels do not give a sense of
nostalgia for the past both because they are egtyenaritical towards the
representations of the past events in other hestbccounts and because they are

critically engaged in the issues of representimgpfist events as history.

Reviewing the aforementioned novels briefly williteeate the nature of these
historiographic metafictionsBurr's publication in 1973 coincided with the turbulent
years of America when the presidents had abusedpifesidential powers in relation to
both the Vietnam War and the Watergate scandahenptesidential election of 1972.
Vidal’s critical perspective of the current polgiof his time can be traced in the themes
of Burr where he deals with the abuse of presidential pawd democracy. In line with
the New Historicist perspective, Vidal's contextmation and construction of the past
depicts the formative influence of the present. ilg\a two-layered narrative structure
including Charles Schermerhorn Schuyler’s journatten in the years between 1830
and 1840 and Aaron Burr’'s autobiographic notesroigg the years between 1775 and
1808, Burr also demythologizes the historical figures suchGaorge Washington,
Thomas Jefferson, and Alexander Hamilton. Narrapedtly from Aaron Burr's
perspective,Burr shatters the grand narratives around these laatofigures by
manipulating the historical details and by représgnthem as “despoilers of the infant
republic” (Kiernan 76). Aaron Burr, as one of thetagonists of the novel, provides an
alternative historical account from his own pers$pe¢ which might not be found in
other, particularly official, historical narrativefn the novel, both Burr and Charles
appear as ex-centric characters which conform & fdatures of the premises of

historiographic metafiction: Burr is a marginalizZieidtorical figure trying to produce an
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alternative history to the received versions oftdnis and Charles is a character
depicted as a writer having trouble in narrating) dwn account. The form of the novel
consisting of a journal and autobiographical naks® contributes to the discussions
about using autobiographies as historical documani$ their unreliability as the
records of the past. AdditionallfBurr is intensely interested in history writing, and
Charles’ struggles in writing Aaron Burr’s life syodepict the difficulties of achieving

a truthful account while he is trying to createtsaccomposition.

Likewise, 1876 published in 1976, could be interpreted with ghremises of New
Historicism in depicting the historicity of the relv Vidal's critical perspective about
anti-communist hysteria in America during the 19688 be inferred fromi876when
Vidal deals with the Paris Commune of 1871 by usiogrtain references
anachronistically and sarcastically876 provides ex-centric characters such as Baron
Jacobi and Charles who ruminate about history ngitiThe novel consists of Charles’
journal in which he identifies himself as a histori He recounts the election of 1876 by
focusing on how the election was manipulated by dbeupt Republican politicians
through the help of the press. In this sense, €&awmritings become a means to
guestion democracy as a grand narrative becausebkervations about the election
depict how the democratic election process is prek by corrupt politicians. While
writing articles for the different newspapers, Qbsiralso observes how the press
becomes a tool to record history falsely. In tfoatext, the novel questions the validity
of past documents and narratives as the sourceknoivledge. Through certain
references to how biographies are manipulated #stdrtéd, 1876 also questions the
genre of biography in relation to history writitgence, the novel problematizes history

writing by questioning the tools and agencies usdbe process of creating history.

Like Burr and1876 Empire published in 1987, depicts the formative influerd the
present on the construction of narratives aboup#s. InEmpire Vidal focuses on the
expansionist politics of America during the 189Qslsas America’s intervention in the
internal affairs of the Philippines after the Sg&mAmerican War of 1898. Yet this
novel is also Vidal's criticism of American polifcin the 1980s where events like

Nicaraguan Civil War mark the Reagan Administrasomtervention in the internal
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affairs of other nations. HencEmpire depicts the inseparable nature of the text and
context and their subjective nature in accord il premises of New Historicism. In
this novel, Caroline exhibits ex-centric behaviattprns which are not compatible with
the expectations of the period in which she livBather than conforming to the
accepted traditional gender roles, Caroline yedamspower in the public sphere
through her career in journalism. In this senses tharacterization of the novel
coincides with the principles of historiographic tafection. In Empire Vidal directly
focuses on the constructed nature of history bgesng the influence of the press in
the creation of history. He examines how the pmssipulates the government to
create an atmosphere of war between Spain and Amefrhe press ends up as the
political power, and thus provides the officialtbiy. The novel represents newspapers
as unreliable historical documents of the past dimectly questions the writing of

history by dealing with the limits of knowing pastlity.

Similar to the previous novels analyzediollywood published in 1990, reveals the
dialogue between the past events and Vidal's ptesecial environment. Although
Hollywood explicitly criticizes American political life beteen 1917 and 1923, Vidal's
criticism of domestic politics and valued Ameriadeals in the 1980s can be deduced
from the text.Hollywood provides a link between Woodrow Wilson of the 192(d
Ronald Reagan of the 1980s due to their connegtitinthe Hollywood film industry,
although their relation with the industry is coritedly different. Likewise, the novel
creates a connection between Harding of the 192@s Reagan of the 1980s by
ruminating about the similar nature of the politicarruption of these periods. The
historical figures such as Wilson and his succebtoding occupy major roles in the
novel unlike the period-marking characters of admisal novel, and they go beyond
type characters. This kind of treatment presentsrradtive narratives about such
historical figures which are not necessarily pdrthe official narratives. In the novel,
Vidal reiterates the constructed nature of reatitytruth, and he focuses on how
Hollywood, as a manipulative industry in history kimg, is used as a political tool in

shaping the public opinion and sedating peoplawoif of the government.
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Like Burr, 1876 Empireg andHollywood bothWashington, D.CandThe Golden Age
question the existing versions of history and raigestions about the writing of history.
According to the chronological order of the evemsthe Narratives of Empirge
Washington, D.C.although the first novel written in the seriesseen novels, can be
placed as the sixth on@/ashington, D.Ctakes place in the years between 1937 and the
middle 1950s. The plot traces the events connewatighl the Sanford family and
focusses on Blaise’s relationship with his songReind his daughter, Enid. Through
his newspapelWVashington TribuneBlaise promotes his son-in-law Clay Overbury’s
career in politics and helps him in securing hibtigal power. Blaise’s support to Clay
becomes a matter of concern for Peter. First, Pagavs Clay as an adversary for
stealing his father’'s affection since Clay and 8daishare an intimate father-son
relationship denied to Peter. Secondly, Clay araisBlact together in committing Enid
to an asylum due to her alcoholism and her wisano her stifling marriage to Clay.
With Enid out of the picture, Blaise and Clay abdeato protect Clay’s political career
since they will be able to escape the issue ofrd&jowhich would ruin the image of a
politician. Meanwhile, the reflections of World Whrand the Korean War are narrated
from a critical perspective. Vidal also criticiz&tS presidency, which is a recurrent
theme in theNarratives of Empirefor the presidential office is endowed with posver
that contradict with democratic ideals. In the p@&enator James Burden Day echoes
Vidal's criticism by saying that “We now live unde Presidential dictatorship, with
periodic referendums which allow us to change tiogatbr but not the dictatorship™
(WDC 379).

In The Golden AgeVidal re-writes the same period coveredvifashington, D.Cby
focusing mostly on the incidents revolving arouratdline. HoweverThe Golden Age
refers to the events that have taken plad&/ashington, D.C.as well. The Golden Age
not only covers the period narratedWwashington, D.C.but it also recounts the events
taking place from the mid-1950s to 2000. In 1938rdline is back home from France
and takes a part in publishifidhe Tribunetogether with Blaise. She uses her personal
political connections for her business, and thesldigal figures, in turn, try to gain
benefits through the newspaper she owns. For iostaBaroline befriends President

Franklin Delano Roosevelt, and Roosevelt wantstbi@reate a public opinion which
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favors US intervention and involvement in World WarMeanwhile, America enters
the war when Japan attacks the Pearl Harbor nasg. Bhe Golden Ageonders on the
Pearl Harbor bombing, asserting that President &aits had information about the
bombing beforehand, but kept it as a secret anted/dor the Japanese to attack. The
reason for Roosevelt’s silence is explained by y&topkins, Roosevelt’'s advisor, to
Caroline as follows: “The Boss [Roosevelt] is guibf only one thing. He kept saying
they must strike the first blow. That was his orderdiese he knew that if he hit first,
our isolationists would saye had started the war. So in spite of all the infation we
had about their plans, he held back, and waited veaited until . . .”” TGA 263,
original emphasis).

While the political events are developing in thekgaound of the novel, Peter comes
across young Gore Vidal in an academic meetingtlier possible publication of a
guarterly periodical. Peter recognizes Gore Vidaif Washington, D.C.:

Each had been at St. Alban’s; each had attended Shippen’s; then war
had taken Vidal to the Pacific and Peter to therfare perilous corridors of
the Pentagon. Now, to Peter's bemusement, Vidaldnaeplped his Christian
name [Gene] and as Gore Vidal had published afiiosel Williwaw]; a
second novelThe City and the Pillgrwas on the way.TGA 294)

The friendship between Peter, who is an esteemest@i TV programs reporting on

the current issues, and Vidal, who writes playsTfgrshows, continues throughout the
novel. Meanwhile, Caroline dies in the 1950s, and999, Aaron Burr Decker appears
as the descendant of the Schuyler family sincestiEmma’s grand-son and Caroline’s
great-grandson. A. B. Decker, who bears the phly$edures of his great-great-great-
grandfather Burr, is in the TV business, and harayes a talk-show in which Peter and
Vidal are the hosts. The final chapter of the npeatitled “On Air,” takes place in the

year 2000, and is narrated in the first person byeG/idal. This chapter includes the
conversations among Peter, A. B. Decker, and Vadbalut the creation process of the

fictional world where these characters, includinda¥, exist.

As Baker and Gibson note, wh&viashington, D.Cwas published in 1967, the novel
was interpreted as Peter’'s “coming of age in a lpslpgically destructive family” or
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Peter’'s “searching for personal integrity in a aptrworld” (136-37). The publications
of Burr (1973) and1876 (1976) in the following years changed the intetggren of
Washington, D.C.

by 1976 Vidal had published bottB876 and Empire [sic] and the critics
were looking at a trilogy. In 1982 the critic Robét. Kiernan, reading
Washington D.C.in a new context, described Peter Sanford notras a
exemplar of personal integrity, but as the emblemafrepublic in decline. .

.. What seemed in 1968 a fairly straightforwamhsbf one individual, by
19827 in its new contextl had become a commentary on national decline.
(Baker and Gibson 136-37)

If Washington, D.Cis evaluated separately, that is without any cotioe to the other
novels in theNarratives the interpretation would be totally different,tae quote above
indicates. Those comments Washington, D.Cdepict the early interpretations of the
novel beforeThe Golden Agevas written.The Golden Ageompletes théarratives
and evaluatingNVashington, D.Cin the light of The Golden Ageand the rest of the

Narrativeswould further alter the approach\gashington, D.C.

In his web page, Harry Kloman, scholar in jourmalisiotes that after the publication of
The Golden Age 2000,Washington, D.C.

no longer stands as the closing volume in the Gblles1 Nonetheless, it
remains unique among the seven books, arguablyesie and surely with
its introspective look at Washington politics, relesl through the
experiences of Vidal's provocative fictional creati] the most intimate
and original. YWashington, D.C(1967), par. 3)

Kloman furthers his argument by claiming thBbhe Golden Age€is the narrative
Washington, D.Cmight have been had Vidal written the books chlagioally” (The
Golden Age(2000), par. 3). Although Kloman’s argument is smuevaluatingThe
Golden Ageas the replacement aVashington, D.Cis just a limited approach. Re-
contextualizingWashington, D.Cin relation toThe Golden Agenight open a fruitful
discussion for further research. In this senseak4dre-writing of the same period
(roughly between 1939 and 1954) in both texts italle since the re-writing of the

same period by the same writer is indicative of pussibility of continuously re-
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contextualizing of the past, and this act in itsédpicts the constructed nature of
history. The publication oThe Golden Ag¢hirty-seven years aftaVashington, D.C.
and narrating the same time period epitomize theapty of history. Hence, this

approach complies with the revisionist perspediiveards history.

The re-writing of Washington, D.Cin The Golden Agealso causes the former to
become an inseparable part of the latter. In tbistext, Vidal deliberately works to
integrateWashington, D.Cinto theNarrativesvia The Golden AgeBaker and Gibson
note that there is “an apparent gap in the ficlioc@ntinuity between this novel
[Washington, D.G and its immediate predecessor in the seriesnciogy, Hollywood'
(131). Although Caroline occupies a major role Hollywood she is absent in
Washington, D.Cbecause when Vidal wrot&/ashington, D.Cin 1967, he had not
created such a character. (According to the seguefthe events in thilarratives
Washington, D.Cfalls betweenHollywood and The Golden Agen which Caroline
reappears as one of the major charagtafst Vidal uses this gap as a tool to connect
Washington, D.Cto the other novels. By providing a synopsigdollywoodin the very
early pages offhe Golden Agethe narrator claims that sixty-year old Carolindo
lived in France between the years 1923 and 1939 nbw returned home to America.
Likewise, the quote below is an overt allusion b&whWashington, D.Cin which
Enid’s shooting of Blaise is narrated andBiarr in which Burr and Hamilton’s duel is

recounted:

The eyes of three men [Blaise, Clay, and Petergwemw on the portrait of

Aaron Burr over the fireplace. In the middle of te# eye there was a small
round hole where Enid, aiming unsteadily at hehdatwith a pistol, had

managed to do what Alexander Hamilton had failedd®o many years ago
at Weehawken, New Jerseéghoot Burr, if only in effigy, deadTGA 246)

Vidal connectsWashington, D.Cto the Narratives through similar references in the
same paragraph, which shows his effort to estalaisinm connection between these
texts.

At another level, this approach above also poiatshe intertextual relations among

texts in theNarratives Roland Barthes interprets text as a kind of “rek# which
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includes other texts within it, “at varying levels, more or less recognizable forms”
(“Theory of the Text” 39). In a similar manner, i3uKristeva defines the text as “a
permutation of texts, an intertextuality in the gpaf a given text, several utterances,
taken from other texts, intersect and neutralize amother” (36). Barthes and Kristeva
draw attention to the textual characteristic of aayrative, whether it be literary or non-
literary, by emphasizing that a text lacks the negfee to reality. In this context, the fact
that The Golden Ageonsists of references and allusions to the pusvitovels in the
series is the embodiment of these idéldse Golden Ageés then a kind of network,
which comprises of the ideas uttered in the otlosels of theNarratives In this sense,
The Golden Agealso reflects the paradoxical nature of histoapiuic metafiction.
According to Hutcheon, in postmodern fiction higta viewed as both intertextual and
extratextual, and these views “co-exist and opdaratension” Poetics143). Likewise,
althoughThe Golden Agés based on historical facts, it also hints afiggonality via
the intertextual references to the previous nowelbe series.

Another intricate point that leads one to evaluatashington, D.Cas a part ofThe
Golden Ageis the representation of Peter, the protagonisvashington, D.CIn The
Golden Age Peter is not happy with the fictional universewhich he exists, and
reveals his discontent to Vidal as follows: “yohosild have constructed a better
universe for us™ TGA462). Vidal’s reply to Peter depicts the idea thatwriter or the
historian is also subjected to the historical tgalfOne works with what one has and
knows, as you know as well as I,yiaur universe” TGA462, original emphasis). With
this dialogue, the novel hints at the importancethef context in which the past is
constructed as history. If the context of expereakanges, the construction of the past
changes with it. From the publication @fashington, D.Cin 1967 to that ofThe
Golden Agan 2000 in which Vidal completed thid¢arratives it is obvious that Vidal's
historical context also changed, and the resulthaf new context is the re-written
version of Washington, D.Cin The Golden Ageln parallel with the premises of
historiographic metafiction, this act also proves idea that there is no conclusive
history. Hence, Vidal's Narratives both complies with the characteristics of
historiographic metafiction thematically as hasrbdescussed in the previous chapters
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and furthers the possibility of multiple historidakts through Vidal's act of re-writing

one of his novels in the series.

Similar to the previously analyzed novels, Vidalgerception is influential in
contextualizing the past events \Washington, D.CAs Donald E. Pease, one of the
early critics who spots Vidal's writing as a New sHiricist approach, observes,
“Political events fromWashington, D.Cweirdly recall 1960s events: the death of
Roosevelt in office prefigures Kennedy's; Truma®kection seems reminiscent of
Johnson’s; the Korean War anticipates the war gtndm” (267). According to Pease,
“By reexperiencing events of the 1960s in termsaotounterimperialist historical
memory from the postwar era, Vidal fostered thegedion of the difference between
historical narratives we can collectively chooseaiast a political mythology whose
enactments we are otherwise compelled to repe&-68). Within the framework of
the discussions on historiographic metafiction aNeéw Historicism, Vidal's
conceptualization of the past as reflectedMashington, D.Cunderlines the dialogue
between the past and present along with the siMjgcof the writer as a historical

subject.

As in the case of the novels analyzed earNggshington, D.Cis interested in the
constructed nature of history. Yet the referenaeshe writing of history are not as
numerous as in the previous novelsWashington, D.C.Peter is the character who
particularly ruminates on history. According to hihistory is “gossip,” but “the trick
[is] in determining which gossip is history’XA(DC 184). Peter’s remark on history as
gossip connotes contesting narratives in histottyickv are not necessarily found in
official historical accounts. Within the framewook the novel, Peter's comment also
refers to the story published in Blaise’s newspdpealsely promote Clay as a heroic
figure. Blaise recommends that Clay should involve notable act to represent him as
a hero in his newspaper: “In the cold voice, Claard power. ‘If you do anything
notable, Harold will write about it and I'll pubhsit. You see, | want you to go far”
(WDC 204). With this in mind, Clay joins the army asn@jor and goes to the
Philippines. In the airbase where he is statiometiangar explodes. Actually, at that

moment Clay is outside the airbase receiving médlieatment for a minor foot injury.
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Blaise, who sees the explosion as an opportunitpdaipulate the event, publishes an
article by Harold Griffith in which Clay is preseat as a heroic major who saved a
private by risking his own life. Upon this news tReesident is advised to decorate Clay
with the Distinguished Service Cross. Moreover, dithiGriffith plans to make a film

based on Clay’s story.

Many people, such as Peter, the journalist Aenaasc@n (Clay’s brother-in-law), and
Senator Burden Day know that Clay's story is noetrThe novel includes several
references to this incident, one of which is worttentioning. Aeneas Duncan
complains that “it [is] wrong to say something ikat it is not” and “even worse is not

to know what is real and what is illusion™ by “deliberteconfus[ing] people with
something false” WDC 263-64, original emphasis). According to Aenealyds
represented in that article “as a kind of cheapoichero” and “Everything they [the
newspapers] touch withers, becometsch™ (Vidal 263-64). Aeneas criticizes the
press and its style, and emphasizes how the preates grand images by fictionalizing
events in accordance with the dominant ideologyterPé&s also bitter about the
constructed nature of this story, which eventudlgcomes a historical record. He
asserts, “History has to do with results; motiva®d intentions are the business of
ethics™ (WDC 367). Peter sarcastically draws attention to thesrof the great people
in making history by referring to Clay, whose image a heroic major is created
through false stories: without people like him &tk would be no history. The great
things go to voracious” WDC 396). Washington, D.C.exemplifies how power
structures like newspapers are able to create utises to support their own ideological

inclinations and how metanarratives are deployethbynedia and are passed as truths.

Likewise, The Golden Ag@resents an interest in revealing the construntddre of
history through Peter, which also helps to reiterahe relationship between
Washington, D.Cand The Golden Ageln The Golden AgePeter still continues to
meditate about history and the ways in which hisierwritten. He “wonder[s] how
history could ever be written without knowing thetmations of those who appeared to
be making it” TGA 99). He questions if it is possible “to excavatghistory] from

under so many other long-lost nations. Troy upoayTupon Troy, some with, some
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without Helen, but all once afire with wrath” (10&)eter tries to figure out “what it
[history] is, if it is anything at all except diffent versions of something that probably
never was™ TGA 97). Peter's thoughts about history depict the efisvdirect
involvement in history writing in line with Hutchat claim about historiographic
metafiction. As discussed earlier, Hutcheon ndtes historiographic metafiction shows
“skepticism or suspicion about the writing of higto( Poetics106).

Peter’'s skepticism on the unreliability of histomyriting also includes his critical
attitude towards the official versions of histovyhen Peter turns seventy-seven in 1999
having witnessed the turbulent years of World Wathe Korean War, and the Cold
War, an academic historian, Robert L. B. Sturtevanmiddle-aged history professor
from a New England college, is “commissioned bynaversity to write the life of Peter
Sanford” TGA 430). From Peter’'s perspective, this appointmsrguestionable since
Dr. Sturtevant “did not appear to be much intekgtegetting to know anything that he
did not already know. Very much a court historibg,did not question the prevailing
myths about the nation-state in general and theéedritates in particularTGA 430).
Peter is not comfortable with Sturtevant’s approechistory, because he believes that
Sturtevant is not genuinely searching for informatiPeter wants him to question the
myths, or the grand narratives, but Sturtevantsstjdoes not go beyond the common
knowledge. Peter not only criticizes the officiastbry and history makers, but he is
also suspicious about the media as a manipulatsterit maker. While he talks to A. B.
Decker, who is currently in the TV business, Petnts out to the influence of media
in making history by saying that “Certainly, thos¢ you who make the neWwsor
those who hire you to createlitire literally history-makers, as William Randolph
Hearst was the first to discover”"TGA 448). He calls the media barons *“the

unacknowledged legislators of the worldTGA 449).

The Golden Ageeiterates the subjectivity of history. The mostricate reference
appears when Caroline talks about her grandfathearl€s Shermerhorn Schuyler's
memoir, which is actually Vidal’d876 and Aaron Burr’s life story written by Charles,
which is Vidal's Burr. While these references reinforce the connectimorg The

Golden Agel876 andBurr, they also underline the ways in which history engbes a
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selection process depending upon the dominant ulises. Caroline edits these two
manuscripts with the intention of publishing thenddurns them over to Mr. Macrae,
the owner of E. P. Dutton publishing house in NearkYCity. Macrae agrees to publish
the manuscript about the centennial year of 18#6hburejects the other one. Dumas
Malone, who is currently writing the biography ohdmas Jefferson, is influential in
Macrae’s change of heart. Malone does not like [ERabiography of Burr because
Jefferson is portrayed as “[tJreasonousTGA 180). He also “objects to Burr's
observations that some of Jefferson’s slaves werewn children” TGA 180). Mr.
Macrae ends the discussion by saying that “WhatJdiferson was means a lot to us . .
. and we reject this [Charles’] storyTGA 181). This conversation between Caroline
and the publisher recaps the basic question obrugfraphic metafiction: Whose
history survives? In this case, the owner of thbelisbing house seems to be in the
position to decide. Eventually, the novel questidoth Macrae's and Malone’s
authority to legitimate their own versions as higtand criticizes their rejection of
publishing an alternative history. All in all, itechonstrates how grand narratives are

deployed and alternative histories are suppressed.

As a historiographic metafictionThe Golden Ageprovides an apt closure to the
Narratives since it ironically refers to its own fictionalitywhich underlines the

constructed nature of the novels in the serieR@scia Waugh claims,

[m]etafictional deconstruction has not only prowdeovelists and their
readers with a better understanding of the fund&ahestructures of
narrative; it has also offered extremely accuratal@s for understanding
the contemporary experience of the world as a coctsbn, an artifice, a
web of interdependent semiotic systems. (9)

This argument is also valid for historiographic afetion, which deals with the

relationship between literature (fiction) and hrgt¢the past as a social reality). The
past is only known through its textualized versiomds Hutcheon observes,
historiographic metafiction uses self-reflexivity a metafictional element “to signal the
discursive nature of all reference—nboth literarg &mstoriographical,” and postmodern
self-reflexivity “is the text's major link with théworld,” one that acknowledges its

identity as construct, rather than as simulacrursonfie ‘real’ outside. Once again, this
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does not deny that the past ‘real’ existed; it adnditions our mode of knowledge of
that past. We can know it only through its tradés,relics” (Poetics 119). Hence,
through metafictional comments, historiographic afietion opens up venues for

discussion on these subjects.

In this context, Gore Vidal's appearance as a dbaran The Golden Ageas also
noteworthy. Vidal parades in the novel a few timag, his most eminent appearance is
the one where he discusses his novels with hisacteas. In the very last chapterTdfe
Golden Ageentitled “On Air,” Vidal, Peter, and A. B. Deckeet together at Vidal’s
home in Italy to record the TV show A. B. Deckeslmaganized in 2000. Vidal talks to
both A. B. Decker and Peter about the novelisticldvof their characters. A. B. Decker
seems to be curious about what Vidal thinks abdet fictional universe of his
characters. Vidal, thinking that “It is not oftercharacter frees himself from the text”
(TGA460), replies to A. B. Decker as follows: “Whates mine seem like to you?' . ..
‘After all, you are in my narrative” {GA 460). Interestingly, A. B. Decker thinks that

Vidal is in A. B. Decker’s narrative. He says, “An think you are in mine. | suppose
that's how every beiriginvented or nadil perceives the world” TGA 460, original
emphasis). Through this dialogughe Golden Agelraws attention to its own fictional
quality. Later on, Peter also engages in a sintanversation with Vidal. Peter,
referring to the event taking place Tine Golden Agesays that “Personally, | always
liked Truman. You know, he once gave Diana and migl@in his train . . .”” TGA
462). When Vidal says that he knows about the iger nods and says, “Of course
you do. You made him up. Then you made me up, tOBGA 462). At this point, the
novel once again points to its own textuality thglhlPeter's acknowledgement that he
was created by Vidal. While Peter accepts hisdial existence, he at the same time
draws attention to the textual or fictional chaeaistic of a historical figure, Truman, in
the narrative. In this way,he Golden Ages in parallel with historiographic metafiction
because, as Hutcheon remarks, historiographic rogbaf makes the reader “see all
referents as fictive, as imagined” including higtal personalities who are only known
through “their textualized traces in historyPdetics 153). This is one of the basic
differences between the historical novel and higgwaphic metafiction. As Hutcheon

claims,
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[iiln many historical novels, the real figures ofetlpast are deployed to
validate or authenticate the fictional world byithgresence, as if to hide
the joins between fiction and history in a formatlaontological sleight of
hand. The metafictional self-reflexivity of postnesd novels prevents any
such subterfuge, and poses that ontological joia asoblem: how do we
know the past? What do (what can) we know of it Agnoetics114-15)

In the light of the dialogues between the fictiooharacters and Vidal, it is relevant to
claim thatThe Golden Agewhich combines and comments on the other nowvethe
Narratives turns out to be a metatext which questions thesttocted nature of the
whole Narratives When Peter in the same conversation aforemerti@s&s Vidal
“How does it feel to play god” TGA462) by referring to the creation of this novedist
world, Vidal says “Unreal . . . ‘Do | wake or slg®&” (TGA 462). Furthermore, Vidal
takes a look at a book entitléthe Golden Agewhich has been written by Aenaes
Duncan, a fictional character in the novel. Henddal’'s The Golden Ages ironically,
doubly, fictionalized. While the novels in tiNarrativesdraw on the historical events,
they paradoxically reveal their constructed natasefictions. As Hutcheon observes,
this kind of representation is “part of the postmimist stand to confront the paradoxes
of fictive/historical representation, the partiaitlie general, and the present/the past.
And this confrontation is itself contradictory, fdrrefuses to recuperate or dissolve
either side of the dichotomy, yet it is more thaitlimg to exploit both” (106). This
postmodern self-reflexivity in the novel, as in tlsase of other historiographic
metafictions, “acknowledges the limits and powdr&eporting’ or writing of the past,

recent and remote” (HutchedPoetics117).

In the last chapter, Vidal also gives tRarrativesa circular-like closure by creating a
bond between the character Burr, who appeareBuim, and A. B. Decker. While
talking to A. B. Decker, the fictional Vidal hasme suspicions about the connection
between the two characters. Giving a surrealighieoaphere to the novel, Vidal asks:
“You're Aaron Burr, aren’t you?”” TGA 460). Not surprized, A. B. Decker “grinn[s].
‘If you say so” (TGA 460). At that very moment, called “limbo” by VideIGA 460),

A. B. Decker turns out to be Burr’s surrogate. Viants to learn about A. B. Decker’s
plans about the future and asks: “You started moeteenth century off with a bang.

You were the vice president who made Jeffersonigegat So how do you plan to start
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our new century?”” TGA 460). A. B. Decker claims that he is not interdstepolitics
anymore because, according to him, “That'’s forpetp” (TGA461). His new interest
is energy, which he refrains from explaining. Theurrection of Burr in the reflection
of A. B. Decker gives a sense of circular and slrcéosure to the series which begins
chronologically with Aaron Burr’s life story iBurr and ends with the appearance of

the surrogate of Burr ithe Golden Age

Considering all the differences between the histbrinovel and historiographic
metafiction, Vidal's novel8Burr, 1876 Empire and Hollywood in the Narratives of
Empire series can be identified as historiographic metiafis in the light of the
discussions provided in this dissertation. As theefbdiscussion above indicates,
Washington, D.C.and The Golden Agecan also be evaluated as historiographic
metafictions. All these novels problematize the twg of history and question
American history as a grand narrative together wta narratives about historical
figures and abstract concepts such as republidantcracy. Different from historical
novels, which are generally considered to be estaprratives, Vidal's novels re-
present alternative fictional accounts to countes official American history and
become critical stories underlining the construatature of history. Hence, evaluating
these novels within the framework of historiograpimetafiction also sheds light on the

subtexts of these novels.

To conclude, as a dissenting voice who has beerlooked in American literature

partly because of his diverse writing style andtlpadue to his controversial stance,
Gore Vidal provides alternative narrativéiarratives of Empireloses the gap between
literature and history and these novels revealotingoing and conflicting relationship
between these two areas. At the same time Vidaindsrthe reader that history and
literature are interdependent since both are tbaltee of linguistic processes. In this
sense, while making the reader question the redeigesions of history, Vidal also uses

theNarrativesto demonstrate the hazy boundaries between literaind history.
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NOTES

! The official website of Gore Vidal, accessed orgést 3, 2012, lists 24 novels, 2
short-story collections, 6 plays, 12 essay collewj 3 memoirs, 1 non-fiction book and
mentions numerous screenplays as the publishedsvadriidal. (The Official Website
of Gore Vidal 2012. Web. 9 September 20xhttp://www.gorevidalnow.com/
published-works#). In his detailed website about Gore Vidal, jolistaHarris Kloman
cites 5 more Vidal novels published between 1958410nder different pseudonyms
such as Edgar Box, Katherine Everard, and Camemn fhe Pseudonyms of Gore
Vidal: 1950-1954 2005. Web. 9 September 2012http://www.pitt.edu/~kloman/
pseudo.htmt)

2 S. T. Joshi'sGore Vidal: A Comprehensive Bibliographfanham, MD:
Scarecrow, 2007) lists 17 academic studies on \éidabrk, 10 of which are Ph.D.
dissertations, 4 M.A. thesis, 1 M.S. thesis, ardbhors thesis. 12 of these works were
conducted in the United States, 1 in Hong Kongn JFiance, and 1 in the United
Kingdom. 10 of these studies were done in the 19@@sch depicts the increasing
interest in Vidal’s writings in the academia durithg 1990s (Joshi 293). The following
IS the list of the academic works cited in Joshosk.

1. Barker, Andrew David. “Creating Art Against ti&ky-Gods: Gore Vidal's
Manifesto and Didacticism.” Ph.D. diss.: UniversifyHong Kong, 2002.

2. Bensoussan, Nicole. “La Théme de la décadente ldzeuvre de Gore Vidal.”
Ph.D. thesis: Université Michel de Montaigne-Bordedl, 1991.

3. Bremer, Brian W. “Reading Camp: Gay Theory &hda Breckinridge’ M.A.
thesis: University of Kentucky, 1990.

4. Bryant, Christopher William. “The Cold War angetAmerican Media in the
Fiction of Gore Vidal.” Ph.D. thesis: University Btlinburgh, 2001.

5. Eisner, Douglas J. “The Homophile Differenceth®bogical Discourse and
Communal Identity in Early Gay Novels.” Ph.D. treediniversity of California
at Riverside, 1996.
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6. Launier, Eugene Scott. “History and Narrativétallenging the Power of the
Official Record inMidnight's Childrenand Creation” M.A. thesis: St. Cloud
State University, 1999.

Livesey, Matthew Jerald. “From This Moment OmeTHomosexual Origins of

N

the Gay Novel in America.” Ph.D. diss: UniversifyMdisconsin, 1997.

8. Moncef, Salah. “Hysterical Labor: Formal Reprcitbn and the Rhetoric of
Commodification in Three Narrative Moments of Pastiern America (Kesey,
Updike, Vidal).” Ph.D. thesis: Indiana Universi#y992.

9. Neal, Green B., Il. “In(di)visible Men: The Pitelms of Defining Sexual
Difference in the Novels of Gore Vidal and Jamedd#a.” Honors thesis:
College of William and Mary, 1994.

10. Neilson, Heather Lucy Elizabeth. “The Fictiofh History: Gore Vidal, from
Creationto Armageddori Ph.D. thesis: University of Oxford, 1990.

11. Osborne, Cindy. “Historical Fiction: The Remetation and Misrepresentation
of Fact and Fiction as an Approach to Writing HigtoM.A. thesis: Northern
Michigan University, 2001.

12. Riggenbach, Jeff. “Witness to the Times: GordaVs ‘American Chronicle’
Novels and the Revisionist Tradition of Americarstdriography.” M.A. thesis:
California State University, 2004.

13. Schultheis, Kathleen J. “Born for Combat: Thiri€ation of Gore Vidal.” Ph.D.
thesis: University of Southern California, 1993.

14. Simpson, Richard Hunter. “The Television PlayGore Vidal.” M.S. thesis:
University of Wisconsin, 1964.

15. Smithpeters, Jeffrey Neal. “To the Last Getier&c Cold War and Post Cold
War U.S. Civil War Novels in Their Social ConteXt®h.D. diss.: Louisiana
State University, 2005.

16. Sullivan, Andrew George, Jr. “Buckley v. Esaii Libel and a Legendary
Editor.” Ph.D. diss.: Indiana University, 1999.

17. Wahler, Gloria Ann. “Gore Vidal: Journalist.” .M thesis: University of
Florida, 1985.
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Additionally, my research in the Library of Congsasveals two more academic studies
on Vidal. One of which is an M.A. thesis written2007, and the other one is a Ph.D.

dissertation submitted in 1997. These works apslais follows:

18. Murphy, Michael. “Gore Vidal's Historical Nowe! M.A. thesis: Concordia
University, 2007.

19. Snowitz, Michael Leigh. “Waking into History:offns of the Postmodern
Historical Novel.” Ph.D. diss: University of Miami997.

20. Eubanks, David B. “Purely Coincidental Resem&tato Persons Living or
Dead: Worry and Fiction in Contemporary Americafel\Writing.” Ph.D. diss:
University of Maryland, 2005.

21. Davis, Vernon Tad. “The Character of Governm&uverning Institutions in
U.S. Political Narratives, 1959-1972.” Ph.D. diddniversity of California,
Irvine, 2008.

% As Altman indicates in his bodBore Vidal's AmericgCambridge: Polity, 2005),
Vidal's works have been translated into at leastaBguages by 2005 (16).

* In Refiguring History New Thoughts on an Old Disciplifhondon: Routledge,
2003), Keith Jenkins clarifies Derrida’s conceptddference As Jenkins claims, if a

word is meaningful “in and for itself” it would & a transcendental signifier. In other
words, if “a word whose meaning was both self-entdso that as soon as you heard it
or saw it you would know what it definitely meanghd if “its meaning would remain
the same for everybody throughout space and tin2903; 20), it would be a
transcendental signifier. However, there is no ssigmifier because “no signifier’s
meaning is immediately obvious outside of all catgethen signifiers necessarily get
their specific meaninggelative to other signifiefs (Jenkins 2003; 20, original
emphasis). A signifier is dependent on “supplenmgntty another signifier or set of
signifiers to become a concept, what Derrida callsignified” (Jenkins 2003; 20).
Jenkins gives the example of the word/signifier Godexemplify Derrida’s point. In
order to explain the word/signifier God, many s@ppénts, such as “Father, redeemer,

omnipotent, Saviour,” are needed, and the poin¢ lieithat “there is not a logical or
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finite number of such terms (or adjectives or pratés) that can be used so as to make
them all add up to, be identical with, the word Goxce and for all’,” and, thus, it is
not possible to “close down every possible desorpdf God, then the word’s meaning
always escapes us and so becomes logically op&veidr (Jenkins 2003; 21). As
Jenkins suggests, for Derrida, meanings are “domsti not by self-sufficient
signs/words, but through the phenomendiiférance(2003; 21). A signifier gains its
“never-fully-completed meaningelative to other signifiers” throughsupplementingdpy
another set of signifiers to become a meaningfalcept” (Jenkins 2003; 21, original
emphasis). However, it should be remembered that rehationship between two
signifiers is not “automatically derived or fixed aniformly patterned” and, the
meaning as the outcome of the relationship betwleesignifiers is “always contingent,
arbitrary and logically unstable” (Jenkins 2003).21is possible to claim that there is
no guarantee that future meanings of the signifiirbe the same as the previous one
in a text because “there is no logical guaranted tlext time the supplementary or
qualifying predicates that come will be the saméhase which arrived before” (Jenkins
2003; 21). Furthermore, since words and their nmegniare “generally embedded in
chains of signification (in sentences, paragraphges and texts) then the meanings of
the words within these various con-texts cannotelied upon to retain their meanings
in a stable way” (Jenkins 2003; 21). According terfiXla’s perspective, the second
signifiers will be different spatially and tempdyafrom the first. That is, as Jenkins
notes, “they are spatially laid out so that thoselifying terms always come laieve
need time to read them. This space/time structuneniversal and everywhere; even
though terms are repeated they are always slightfgrent according to the words
surrounding them when you arrive at the same words in a new cora#gt you have
met them in a previous one, the meaning will noekactly the same” (2003; 21). In
this sense, “Withdifférance then, there is no way of getting meaning intovtoeld that
you can be absolutely certain of forever. Langudgehistory . . . never repeats itself”

(Jenkins 2003; 21-22, original emphasis).

®> In life. after. theory dited by Michael Payne and John Schad (London:
Continuum, 2003), as Christopher Norris emphas2es;ida cannot be interpreted as a

person who “doesn’t believe that there’'s any tgdleyond language or the play of
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textual representations” (20). That is, the ainbefrida’s claim is to underline the idea
that language is a kind of barrier to reflect algsreality, due to its deferential and

temporal nature.

® In The Routledge Companion to Historical Studiesndon: Routledge, 2000), as
Alun Munslow states, metanarratives or grandnamatiare totalizing stories “told
about how we gained and legitimated knowledge i@ past, underpinned human
progress and history. Such stories or narrativesvarious and broad, encompassing
philosophical, political, economic and cultural pesses like Hegelianism, Marxism,
liberalism, hermeneutics, modern science/scientific knowledgée Enlightenment,
even the very notion of transcendent legitimacysS1loriginal emphasis). For Lyotard,
the two significant metanarratives in the pasthastory and knowledge. According to
Lyotard, history symbolizes progress towards humaancipation while knowledge or
scientific knowledge stands for progress towardsliation as in the case of the belief

in the Enlightenment and the modern period unélgbstmodern age.

" As Hayden White remarks ifihe Content of the Form: Narrative Discourse and
Historical Representation(Baltimore: Johns Hopkins UP, 1987), annalistseak]
narrative history as a scientific account (44). $omodern historiographers such as
Tocqueville, Burckhardt, Huizanga, and Braudel ddnnarrative in “certain of their
historiographical works, presumably on the assuonptinat the meanings of the events
with which they wish to deal did not lend itselfrigpresentation in the narrative mode.
They refused to tell a story about the past, dreratthey did not tell a story with well-
marked beginning, middle, and end phases” (White, Content of the For@).

8 It should be noted that although Nathaniel Hawibty The Scarlet Letter
published in 1850, was written in romance traditiaa Ernest E. Leisy states Time
American Historical Nove(Norman, Oklahoma: U of Oklahoma P, 1950), it jxed
“a more detailed” and “a correspondingly better-lanmed inner drama” (13). As
Emily Miller Budick observes in her workiction and Historical Consciousnegslew
Haven: Yale UP, 1989), American romance “did evavirm recognizably different

from its British counterparts” (2) when particulariHawthorne is taken into
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consideration. However, this dissertation will ne@al with these differences since it is
out of place for the purpose of this study. Henites study tends to categorize

American romances into historical fictions in lwéh Leisy.

® As Sarah L. Johnson notes ftistorical Fiction Il: A Guide to the Genre
(Westport, Connecticut: Libraries Unlimited, 2008jter the 1990s people have again
grown interest in historical fictions, and by theay 2000, “the perception of historical
fiction as lowbrow was finally beginning to changé). Many famous publishing
houses such as Harper and Crown were “aggresslegiloping historical fiction lines,
with books designed to appeal to a new generatiararlers” (3). According to the
statistics Johnson provideBpoklist allots its April 15 issue each year to historical
fiction, and The Historical Novels Revieywublishes more than 800 reviews of new

historical novels each year (3-4).

19 Although Hutcheon’s formulation of historiographitetafiction is the reference
point of this dissertation, it is pertinent to mentscholar Amy J. Elias’ approach to
historical fiction to give insight about a relevatidy closely related to historiographic
metafiction. Elias, who has been doing researclcamemporary literatures, history
studies, and narrative theory, uses the term nsttatgal romance, to define what
Hutcheon calls historiographic metafiction. Eliasatss that her work “is deeply
indebted to the brilliant and groundbreaking work Landa Hutcheon concerning
history and contemporary fiction” (164), but Eliadeéas differ from that of Hutcheon'’s.
She does not accept that there is a rift betweshorigal romances of Scott’s style and
the kind of novels Hutcheon calls historiographietafiction. In contrast, Elias argues

that metahistorical romance is a kind of contimmawof the historical romance:

“metahistorical romance” to some extent repeatsctir@gemporary debate
about history in historiography. | claim that mesabrical romance is
historical fiction which morphs the historical ront@ genre into a literary
form that is able to encompass the historiographiebates of its own time.
Just as Scott’s historical romance reflected trstohibgraphy of his own
time, the metahistorical romance reflects the pogem turn on history.
Scott’'s novels illustrated a stadialist view oftbry perfectly in keeping
with the Enlightenment historiography of the Sdidttiphilosophes, and
today’s metahistorical romance illustrates our dwvistoriography’s lack of
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faith in, but continuing desire for, “historical’nkwledge. Rather than
historical romance, it is “metahistorical,” obsebseith historiographical
questions in a self-reflexive mode. (163-64)

According to Elias, the term metahistorical romarcenuch more suitable to define
such novels Hutcheon calls historiographic metafictbecause there is a specific
connection between the historical romances of Sc&ihd and those novels called
historiographic metafiction. She discusses howhilkeorical romance is “congenial” to

a postmodern moment as follows:

[Tlo Walter Scott, one of the progenitors of thenige the historical
romance wed two incompatible literary genres (threance, based in myth
and magic, and history, based upon empirical trwk) well as two
incompatible ways of looking at history (as romararemyth, evincing
timeless truths about humanity and the world, ascempirically derived
sociological hypothesis, which revealed specifiaths about specific
cultures in historical time). The metahistoricamance (one can see the
influence of Hayden White on my own work here) owmes this
oxymoronic tradition that sees history as romanmkramance as history—
that is, that sees the truth in both ways of logkam history without feeling
the need completely to subordinate either to theerot Metahistorical
romance just reverses the dominant of Scott’s gefem: Scott privileged
the historical side over the romance side of theagqgn, finally showing
that the mythicized Highland cultures were doomadthe face of an
epistemic shift to rationalist modernity; the posttarns privilege the
romance side of the equation, showing repeatedly fationalist modernity
fails in the face of the chaotic violence of higtql64)

Elias also differs from Hutcheon in evaluating fwepose of postmodern novels whose
subject matter is history. While Hutcheon claimatthistoriographic metafiction aims
“to prevent it [history] from being conclusive aneéleological” Poetics110), Elias
argues that metahistorical romance does not refectpossibility of certainty. She

states:

At the heart of my argument was the idea that tle¢amstorical romance
confronts the historical sublime as repetition deéerral. What | meant by
that was something different, | think, from whatitkeJenkins means by
deferral in a Derridean sense, though clearly tlteeee affinities between
these ideas. For Jenkins, postmodernism rids itsklmetaphysics and
ontology. | disagree, based on my analysis of ptasens of history in a
large number of post-1960s historical novels. Bgfédral”, | was referring
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to the movement towards the historical sublime bigs tmetahistorical
romance: if colonial history and empirical thougbnstruct “linear” history
dependent upon a figure-fulfilment paradigm (WHi&99), metahistorical
romance constructs history as a “weirdly healthyet#ion compulsion, a
loss of the self and a journey from the centehtorhargins that is repeated
endlessly because the borders of knowable histosgaks are themselves
constantly receding. The crisis of postmodern hystis the endlessly
repeated movement toward the historical sublimeédys (Elias 2001,
p.202). This is not a rejection of the possibibfycertainty; it is a frustrated
attempt to find it. (165-66)

Hence, it could be said that Elias assumes thattthggle of these kinds of postmodern
novels dealing with history displays a kind of aspon to reach the sublime
history/History. She refers to her findings abdu¢ novels written during the 1960s
through the 1980s and the novels written afterli®®0s. She argues that in historical
fiction of the 1960s through the 1980s, there fplay and yearning that characterizes
poststructuralism creating a definition of the digtal sublime that shared
poststructuralism’s heretical and deconstructiwelpslogy” (163). In later novels, she
realizes “a distinctive move towards an ethicalategion with others in the pluralist
atmosphere of contingency that resembled more whadw a realist historiographical
perspective” (163). Elias also mentions a simyjabetween these novels written in

different periods:

Both kinds of postmodernist historical fiction retuto history with a
vengeance, and they do so because their writefsfroama countries that
have experienced the postmodernist crisis of faitine historical narratives
and values that had traditionally defined them. Pestmodern turn on
history, at base an assertion of the sublimity wtaty, is from this view a
desire for meaning that paradoxically insists oniremomplete answer to
“Why?” (163)

According to Elias, in these novels there is “agang negotiation with the chaos of
history that continually strives towards completiamd fulfilment, towards final
knowledge, and is continually thrown back from therier of language and culture”
(163).

1 In the onlineEncyclopaedia Britannicgellow journalism is described as follows:
It is “the use of lurid features and sensationadlirews in newspaper publishing to
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attract readers and increase circulation. The phnas coined in the 1890s to describe
the tactics employed in furious competition betwéea New York City newspapers,
the World and theJournal” In her Forward to David R. Spencer’'s bodke Yellow
Journalism: The Press and America’s Emergence a¥oald Power(Evanston, Il
Northwestern UP, 2007) in which Spencer traces dgleeealogy of the Yellow
Journalism, Geneva Overholser, scholar in Joumnalists the downfalls of the Yellow
Journalism as follows: “The blurring of fact fictioHyperbole and sensationalism. An
overemphasis on the negative. The underminingoaiet/’s essential institutions. And,
perhaps, most chilling of all, the notion of jouism as mere commodity” (Overholser

IX).

12 The intricate relationship between the media &edgovernment is also one of the
everlasting themes of the Hollywood movie industfpr instance, director Barry
Levinson’s 1997 moviaVag the Dogstages how the media can cooperate with the
government officials to fabricate a war to coverthe current President’s sex scandal.
In the movie, the media tries to draw the publattention to a fictional war situation by

making up stories so as to secure the coming-ugdaetial election for the President.
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