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Ⅰ. History vs. Fiction
A. The relationship between Literature and History:
1. The nineteenth century→ “Literature and history were considered branches of the same tree of learning, a tree which sought to “interpret experience, for the purpose of guiding and elevating man” (Nye 1966, 123). 
2. Separation of literary and historical studies.

3. Postmodern period→ History and fiction have focused more on what the two modes of writing share than on how they differ (105).
B. Paradoxes of postmodern discourses: A contradictory cultural enterprise.
1. It uses and abuses the very structures. 

2. The postmodern novel has done the same, and the reverse.
3. The paradoxes of fictive/historical representation, the particular/ the general, and the present/ the past.

C. Aristotle: The Historian vs. The Poet

1. The historian→ could speak only of what has happened, of the particulars of the past.

2. The poet→ spoke of what could or might happen and so could deal more with universals.
3. Fiction is “superior to history, which is a mode of writing limited to the representation of the contingent, and the particular” (108).
D. Historiographic metafictions seem to be obsessed by the linking of “fictitious” and “mendacious” stories and histories.
Examples: Famous Last Words, Legs, Waterland, Shame.
Ⅱ. Fiction vs. Reality
A. Historiographic metafiction: truth and falsity are not the right terms to discuss fiction, because there are only truths in the plural, and never one Truth; and the rarely falseness are just others’ truths (109).
B. Postmodern fiction→ to re-write or to re-present the past in fiction and in history is to open it up to the present, to prevent it from conclusive and teleological.

C. An example of the rewriting of history: Ian Watson’s Chekhov’s journey (110).
D. Paul Veyne—history is “a true novel” (1971, 10).
→ The conventions shared by fiction and history: selection, organization, diegesis, anecdote, temporal pacing, and emplotment (111).

E. Postmodernism confuses the notion that history’s problem is verification, while fiction’s is veracity (Berthoff 1970, 272).
→ Fredric Jameson’s suggestion to historical representation: as old-fashioned narrative or “realistic” historiography becomes problematic, the historian should not any longer produce some vivid representation of history “as it really happened,” but rather to produce the concept of history (112).
Ⅲ. Nineteenth-century historical fiction vs. Historiographic Metafiction
A. Umberto Eco—three ways to narrate the past:

1. The romance. 

2. The swashbuckling tale. 

3. The historical novel.
B. The definition of nineteenth-century historical fiction:
Historical fiction is modeled on historiography to the extent that it is motivated by a notion of history as a shaping force (113).
C. Nineteenth-century historical fiction vs. Historiographic Metafiction: (114-15)
	Nineteenth-century historical fiction
	Historiographic Metafiction

	The presentation of a microcosm which generalizes and concentrates.
	A postmodern ideology of plurality and recognition of difference.

	The protagonist should be a type.
	The protagonists are anything but proper types.

	The relative unimportance of its use of detail.
	It plays upon the truth and lies of the historical record

	Usually incorporates and assimilates historical data in order to land a feeling of verifiability.
	Incorporates, but rarely assimilates such data.

	The real figures of the past are deployed to validate or authenticate the fictional world by their presence.
	It prevents any such subterfuge, and poses that ontological join as a problem: how do we know the past?


D. Historiographic metafiction: 

1. It emphasizes on its enunciative situation—text, producer, receiver, historical, and social context—reinstalls a kind of (very problematic) communal project. (115)
2. It paradoxically fits both definition: it installs totalizing order, only to contest it, by its radical provisionality, intertextuality, and fragmentation. (116)
Ⅳ. Historiography vs. Fiction
A. Specific issues regarding the interacton of historiographic and fiction:

The nature of identity and subjectivity; the question of reference and representation; the intertextual nature of the past; and the ideological implications of writing about history. (117)
B. Historiographic metafiction—Two modes narration:
1. Multiple points of view (Thomas’s The White Hotel)

2. An overly controlling narrator (Swift’s Waterland)

C. Postmodernism establishes, differentiates, and then disperses stable narrative voices that uses memory to try to make sense of the past. It both installs and then subverts traditional concepts of subjectivity (118).
Example: In Waterland, the protagonist: disintegrated psyche → same selfhood.

D. Intertextuality

1. Parody—one of the postmodern ways of literally incorporating the textualized past into the text of the present. (118)
2. Postmodern intertextuality:
(1) A desire to close the gap between past and present of the reader.
(2) A desire to rewrite the past in a new context. (118)
3. It uses and abuses those intertextual echoes, inscribing their powerful allusions and then subverting that power through irony. (118)
Example: Walter Hill’s film Crossroads.

4. Postmodern novels teach that both fiction and history actually refer the first level to other texts: we know the past only through its textualized remains. (119)

5. Event vs. Fact:

(3) A “fact” is discourse-defined; an “event” is not. (119)
(4) Historiography and fiction constitute their objects of attention; in other words, they decide which events will become facts. (122)

Ⅴ. Questions:

1. What is the relationship between history and fiction in the postmodern period?

2. What are the characteristics of postmodern novels? Please give some examples.

3. In Ian Watson’s Chekhov’s journey, one of the team says, “Past events can be altered. History gets rewritten. Well, we’ve just found that this applies to the real world too. . . . Maybe the real history of the world is changing constantly? And why? Because history is a fiction” (1983, 174). Do you agree? Please give some examples.
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