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Abstract:

The thesis focuses on postmodern themes and sésgployed imMhe French
Lieutenant’s Womaby John Fowles. The aim of this work is to disciiiespostmodern
themes and strategies, analyse these elements imotrel, and show what constitutes
The French Lieutenant's Womas a work of historiographic metafiction. The thes
also aims to show the main differences betweetréa#ional nineteenth-century realist

fiction and the innovative postmodern genre ofdrisgraphic metafiction.

Abstrakt:

Tato prace se zabyva postmodernimi tématy a sieabdeégv romanu
Francouzova milenkad Johna Fowlese. Cilem prace je charakterizdaahhtémata a
strategie, jeZ postmodernismus ve svéméninvyuzivd, analyzovat tyto postmoderni
prvky ve Francouzo¥ milence a zarové tak ukazat, jak se tento roman liSi od

tradicnich realistickych romandevatenactého stoleti.
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INTRODUCTION

The nineteenth-century era produced some of the asataimed novelists and
greatest literary works in British fiction. The Wician novel set a precedent on how
this genre should look like, and, for many decadep/ed as a model for writing a large
number of authors adhered to. However, with thengha that are inevitably provoked
by the course of time, the focus and treatmeniterfature changes as well. It is said that
literature is “the mirror of the society” and refte the ideological, cultural, social and
political twists, not only in the themes, but aisdhe strategies it deploys. It is obvious,
then, that the traditional mode of realist writihgs gone through various stages —
stages, in which it was imitated, refused, or rdwdrwith irony. An ironic eye on
tradition was indeed cast by postmodernism, arirexdritish literature slowly entered
on in the 1960s and which both re-constructed amdamhstructed the past tradition

under the influence of new, present tendencies.

In 1969, The French Lieutenant’s Womdny John Fowles was published. This
novel is considered a landmark between the olditibadand the new experimental
attempts, a bridge between the Victorian and theemoworld, and one of the most
exemplary and influential novels of the 1960s Bhtfiction, which reflects the changes

stimulated by postmodern philosophy and view ofwtioeld.

This thesis focuses on the postmodern themes aatkges employed iithe
French Lieutenant's Woman that is on the themes and strategies which, rutice
rising influence of postmodern philosophy, refldo¢ changed attitude toward the old
and familiar constituents of fiction, and preveln thovel set in Victorian England to
become “another” traditional historical fiction. kontrast, the deployment of these
themes and strategies categorizbs French Lieutenant’'s Womas a historiographic
metafiction, a postmodern genre which bridges thp fQetween the past and the
present, and thus gives a new life to the old forifge aim of the thesis, thus, is to
point out and discuss the postmodern elementhenFrench Lieutenant's Womand
show what constitutes it as a genre of historiogi@metafiction, experimenting with

and innovating the traditional.



The postmodern themes analysed Tihe French Lieutenant's Womaare
History, Author and Authority, and Ontological wadst on the borderline between
postmodern themes and strategies the issue oftdrteality is discussed; and the
strategies discussed are Metafiction, Experimepiatfulness and Parody. This work
concentrates on the depiction of these partichlames and strategies because they are
the most significant and distinctive postmodernmalets deployed within the novel,
which, on the one hand, disconng&tie French Lieutenant's Wom#&om the Victorian
tradition, yet, on the other hand, show how thditian is continued in the new context
of postmodernism. Such paradoxical and contradicttandency is inherent to
postmodern art and mak&ke French Lieutenant’'s Womanremarkable example of
historiographic metafiction, which showed anothearel of the possibilities of a novel,

and influenced successive authors in their rendagirhistory and reality.

The overall structure of the thesis is divided iséwen main chapters, according
to the seven themes and strategies analysed. Baghec is further subdivided into a
theoretical and a practical part. The theoreticat pliscusses the specific themes or
strategies in the general context of the postmoddrand the changes it has stimulated
within the tradition. The practical part then arsa&ly the specific postmodern features in
the context of the novel and shows in what respeetFrench Lieutenant's Womas a

historiographic metafiction re-works the traditibNactorian novel.



POSTMODERN THEMES

1.1. HISTORY

1.1.1. History

The philosophy of postmodernism puts into questiomhole range of concepts
and assumptions upon which we put order and coberento our understanding of the
world. The once accepted certainties are interemjdife suddenly becomes unstable,
chaotic and fragmented (Hutchedtgetics57-58). The postmodern era questions and
contests all the totalizing narratives offering éxplanation of the world and challenges

everything that is considered permanent, univeesal,thus stable and unchangeabile.
War on totality: incredulity toward metanarratives

The total “theories which claim to account for afpects of human existence”
(Waugh,Postmodernisn®d); the “myths and stories to explain the worl@&rénz 50);
the “systems by which we usually unify and orderd(amooth over) any contradictions
in order to make them fit” (HutcheoRpeticsx) and all the “givens” that “go without
saying” (HutcheonPolitics 119) and grant meaning are the so called “metatrees”
(or master/grand narratives), which the postmodets out to “de-doxify” (Hutcheon,
Politics 119). The key concept of postmodern theory couldcharacterised in the
words of Jean-Francois Lyotard, one of the mostisognt postmodern thinkers, as
“incredulity toward metanarratives” (Lyotard xxivJhe “incredulity”, or critique, of
metanarratives expresses the disagreement to ingmyskind of grand order to unify

and totalize the world and our comprehension of it.

The fact that postmodernism has declared a “wartatality and demands an
attack on any claim to universality, singularitydatimeless truth explains that one of
the central metanarratives both exploited and sbedeby postmodernism is history. It
is only natural that the “new”, postmodern percaptand view of the world would

change the status of history and make it a fredydrgcussed theme in postmodern art.



As academic discipline, history has traditionallgimed the right to account for
the past, to impose order on past events and ngalyge them into unquestionable and
all explaining historical “facts”. These “fossiligy” tendencies are, however, exactly
what the postmodern philosophy and art challengd, tae reasons why history has

become a rather problematic issue.
Reality, Knowledge, Truth: objectivity versus relatvity

The works of Derrida, Foucault and Rorty, some loé tmost influential
postmodern philosophers, assert that there is imd pothe quest for a totalized grasp
of an objective reality. The central concept of tpudernism argues that “all is
difference” (Grenz 16) and that the world as aiedif coherent whole does not exist.
There is no centre, only multiple viewpoints andspectives that differ according to
contexts in which they appear. Reality is relatvehe subject who interprets it (Grenz
15-17). In rejecting the idea of the objectivelitgapostmodernism also rejects the
assumption of an objective knowledge. Postmodermignsiders knowledge as always

incomplete, historically, culturally and ideolodigadetermined.

The refusal of the objectivity of reality and kn@abe necessarily results in
contesting the existence of an absolute and tireeiegh. The truth is relative and
significantly conditioned by the context to whicle welong. What is accepted as the
truth and even the way the truth is perceivedrigely dependent on and conditioned by
the community the interpreting subject is part Bihe former concern for “lies and
falsity becomes a postmodern concern for the niiditiyp and dispersion of truth(s)”

(Hutcheon Poetics108), which are relative to the specificity of &nplace and culture.

These assumptions imply that there is not a singganing of the world. Quite
on the contrary, postmodernism believes in plyratit meanings. Instead of grand
narratives, it expresses the preference for “cdrgpgcific agreements, heterogeneity”
(Waugh,Postmodernisn®) and small narratives. No authority or instibatthus has the

right to impose their own understanding of reabty the world and present it as the



ultimate, metanarrative one. As Michel Foucaultrolg such assertion of knowledge is

a violent act of power (Grenz 15-19).

The attempts of history to impose order on andbaiie meaning to all the past
time events go counter the postmodern philosophychvguestions any concept of
unity, singularity, certainty, totalization, systeand order. The “fossilizing” practises
inevitably result in incredulity toward history ancbnsequently, in questioning all the

aspects history has traditionally used and built on

Historiographic metafiction

In times of such significant changes concerning aquerception of
metanarratives, history in particular, the genrdradlitional historical novel could not
stay unaffected. Naturally, the tradition of thasdic historical fiction had to shift to a
new genre where the twists in thinking and the toes that arose would be reflected.
A solid new platform that categorizes the works pafstmodern historical fiction
exploiting the postmodern themes and strategidsstiedrawing inspiration from the
tradition, has been found in the genre, which Litdlstcheon calls historiographic

metafiction.

Historiographic metafiction is a genre of postmodgction, which, like other
postmodern cultural means of expression, focusesaingency and temporality,
implicitly rejecting the ideal of a timeless, unigal truth (Grenz 36). It simultaneously
exploits and questions notions of universalityakiaation and closure that are part of
the challenged metanarratives, and casts doubiteopdssibility of any fixed guarantee
of meaning and of the possibility of knowledge dram any authoritative and final truth
(Hutcheon, Poetics 55). Historiographic metafiction, in contrast, apen to various

interpretations, and thus keeps its texts “alive”.
History versus histories

In opposition to the claimed timeless truth andidmgl of metanarratives,

postmodernism argues that history cannot stay ect&ffi by the constant changes the



world and society are subjected to. In contrasttony changes and varies, as it is
shaped by the time and various contexts in which dpproached and viewed, and thus
is open to new interpretations and meanings. Asowllary, then, in the anti-
metanarrative terms, postmodernism presents uwittobne ultimate History, but with
plural, varying and sometimes even contradictosyories

The past is not a closed system. Historiographidafistion, like other
postmodern art forms, often juxtaposes the worldhef past and the world of the
present and closes the gap between theseRwasimodern fiction implies that rewriting
and presenting the past in fiction and in histoams opening it up to the present. In
other words, postmodern fiction opens itself upigiory, which prevents it from being
conclusive (HutcheorRoetics110, 124). By contrast, it opens new opportunitese-
interpret and re-construct what has already beserilved as the “official”, and it helps
to generate new meanings where meanings have nlbeat generated and attributed.

The influence of the present context on our knogéedf the past is significant
as viewing the past from our present perspectifer®fust one of many histories - the
history from our contemporary perspective. Onehef basic questions postmodernism
asks is “how do we know the past today and whatvearknow of it?” The “nature of
the past as an object of knowledge for us in thesgmt” is rendered problematic
(HutcheonPoetics92). The existence of the real past is not derbatithe whole idea
of our knowledge of it is being rethought and teewuanptions of how we make meaning

of the bygone times are questioned.

Human constructs: fact versus fiction

Postmodernism claims that we are “epistemologictithyted in our ability to
know the past” (HutcheorRoetics122). We “know”, as opposed to “experience”, the
world through the past and present narratives @futtcheon,Poetics128). The once
really existing past is accessible to us today dhigpugh textualized remains, such as
archives, documents and eye-witness accounts. Hawthese reservoirs of available

materials, as implied by postmodernism, have timeesixtual and narrative quality as



fiction. Apart from this correlation, postmodernigaints out to the act of creation in
the urge to impose order on the past. Both historg fiction are thus considered
“human constructs” (HutcheoRpetics125) and postmodern texts are acknowledged to
“consistently use and abuse actual historical d@emusmand documentation in such a
way as to stress both the discursive nature ofetmegresentations of the past and the

narrativized form in which we read them” (HutcheBnlitics 87).

“Narrativization” and “fictionalization” is what Btoriographic metafiction often
relates writing history to. It is obvious, thenathhis genre casts doubt on the reliability
of official versions of history and that it makes aware of the necessity to question
them (McHale 96). The fact that postmodernistsidi@lize history suggests that

history itself could be fictionalized, and, thuspam of fiction.

Following the proclaimed issue of “narrativizationdr “fictionalization”,
postmodern art intentionally twists the belief tHhaistory’s problem is verification,
while fiction’s is veracity” (HutcheorRoetics112). Historiographic metafiction refuses
the view that only history has a truth claim, bbthchallenging the grounding of this
claim in historiography and by suggesting thatidictand history are constructs. The

boundary between fiction and history is thus siamgusly installed and blurred.

Historiographic metafiction cannot avoid dealinghnthe problem of distinction
between “events” and “facts”. It is argued that @dist events are potential historical
facts, however, not all the events “make” it inte t'official” records. Only some are
chosen to be narrated and these are the ones, \bleicbhme facts. While events
occurred in the real empirical past, facts are ttuted of those events by deliberate
selection and narrativization. This means that wevk of the past events (or, rather,
some of them) only through their discursive instoip and traces in the present; traces,
which have textual nature and by which we infer niegrand grant factual status to the

empirical data.

The point historiographic metafiction thematizeshiat the real world can never

be reflected in the mirror of these archival tragesll its complexity as the mimetic



representation is never one of absolute identithBhe historical and the literary are
seen to derive from verisimilitude rather than frany objective truth; both are
identified as constructs; and both appear to bertextual, deploying the texts of the
past within their own textuality (HutcheoRplitics 79). All this leaves the archival
records open to various possible interpretatiorssPAtricia Waugh says, “history’ like

‘fiction’ is provisional, continually reconstructethd open-endedMetafiction125).

The essential difference between events and fagtsch postmodernism
foregrounds, is that events have no meaning in ¢leéras, whereas facts are given
meaning. The facts are made from brute eventstamddre always already interpreted
and textualized. Historians, who transmute evemtis facts and impose meanings on
them, are compared to fiction makers because thi&m, they can decide to silence or
exclude certain events, or people from their “rtared. Apparently, another question
posed by postmodern fiction, which acknowledges gheress of making “facts”, is
“whose truth is told?”, or “what are the officiaistorical records the records of?” The
traditional answer “of the winners”, or “of the realvhite sex” can no longer suffice in
the age, where centralistic, homogenizing tendsnare abandoned in favor of de-
centralization and heterogeneity. Postmodern noopénly assert that there is never
one single History and Truth, but alwalysstoriesandtruths and that there is rarely
falseness, only the truths of others (HutcheBoetics 60-65, 107-109, 122-123).
Historiographic metafiction redresses the balanicéistorical record by writing the
truths andhistoriesof “the losers as well as the winners, of theargl (and colonial)
as well as the centrist, of the unsung many as aslihe much sung few, and ... of
women as well as men” (Hutchedpglitics 66). Boundaries between the majority and
minorities are broken. The formerly excluded intstéry’s dark areas is now getting
into the center of attention.

Dark areas and apocryphal history

The clear refusal of the existence of one offidédtory often draws the
postmodern novelists into the realm of “dark argashere they are “permitted a

relatively free hand” and “some freedom to impreVigMcHale 87) in order to revise,
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reinterpret and demystify the orthodox version led past, and also to transform the

norms and conventions of traditional historicatifin itself.

“The ‘dark areas’ are normally the times and plaghsre real-world and purely
fictional characters interact in ‘classic’ hist@idiction” (McHale 87). However, there
is a significant difference between classic his@rifiction and historiographic
metafiction. Classic historical fiction attempts rftake the transgression between the
real and the fictive as discreet and unnoticeablpassible, camouflaging the boundary
between historical reality and fiction: by presagtipure fiction only into the “dark
areas”; by avoiding anachronisms; and by matchuegstructure of the fictional world
to that of the real world. Postmodernism, by catirenakes the transition between the
two realms as conspicuous as possible - by vigdtie constraints on and conventions
of traditional realist historical fiction. This &chieved by ostentatiously contradicting
the archival records; by flaunting anachronismsiscgg tension between the past and

the present; and by incorporating the historical tre fantastic (McHale 90).

Postmodern fiction achieves to create an altereativ “apocryphal” history,
which contradicts the public records of officialstary. It either operates within the
“dark areas” of history in conformity to the norasd conventions of traditional realist
historical fiction, but in fact parodying them; brostensibly violates the “dark areas”
constraints by, for example, playing upon the traril lies of historical records and by
deliberately falsifying some known historical détdb foreground the possible failures
of recorded history (HutcheorRoetics 114, 157; McHale 90). In both cases, the
officially accepted versions of the past are jurtsd with versions that are often
radically dissimilar. The tension between the twarsions raises questions about the
ontological status of the literary works. Sometintbg official version of history seems
to be overshadowed by the apocryphal version; domastit is the apocryphal version
that seems delusional, while the official versiggpears to be sound and irrefutable.
Such hesitation corroborates the claim that posemodiction installs and contests
traditional guarantees of knowledge and that itsdoet suggest a privileged access to

“Reality”.
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1.1.2. History: The French Lieutenant’s Woman

History is one of the main themes explored'lre French Lieutenant's Woman
The novel is set in Victorian England of 1867 andl fof historical detail and
information about the Victorian time. Readers akeig a thorough and insightful look
into the nineteenth-century society and thinkingey learn about Victorian attitudes to
duty, love, sex and religion; about the view o€ ldnd prevailing fear of death; about
the permeating evolutionary ideas and their immercold beliefs; about the twists in
class relationships and the differences betweesethicho are gentlemen by birth and
those who become gentlemen through wealth; abautstitial role and position of
women, ranging from miserable prostitutes to thegt&ers of well-to-do upper-class
families (McSweeney 136).

However,The French Lieutenant's Womannot a classic realist fiction, which
would remain and operate only within the past Mieto times. It is a historiographic
metafiction, which breaks traditional patterns istdrical novels, and thus considerably

changes the expectations readers might have.

In concord with the refusal of totalizing metanéiuas, postmodernism refutes
the idea that there exists a single version ofdfystand that we could achieve an
ultimately true and fully objective knowledge abuilhe interpretation of the past and
the meaning assigned to it is considerably dependenthe context, in which it is
perceived. For this reason, postmodernism reggggsstrict traditional separation of the
past and the present as two distinct entities, endontrast, opens the two worlds, lets

them interact and stimulate new meanings and truths

As a result, it is not only the time in which thietpis set that is significant. A
major importance is attributed also to the timethd creation of the story — because
what we read is not the History, but a history ¢arcded in a particular contexthe
French Lieutenant's Womamas written in 1969. What we are presented witknt is

not a novel about the nineteenth century, but &halout the nineteenth century from

12



the twentieth century perspective. In other wofidse French Lieutenant's Womaa
twentieth-century version of the Victorian era amghders are constantly reminded

about it.

Past versus present: the gap closed

The crossing of the boundary between the pasttamg@resent is made overt by
intrusive comments of a narrator who explicitly aokledges that he comes from the
twentieth century, by abundant comparisons he mb&igeen the two centuries and by
numerous flaunting anachronisms he employs to nthke“presence of the past”

(Hutcheon Poetics19) even more obvious.

The play with the time levels starts right at begjinning of the novel, when the
opening scene is introduced and the narrator pridiscribes the Cobb area and the
appearing characters. The narrator operates witihge time layers: the first is the time
of 1867, the time narrated: “if you had turned hward and landward in 1867, as the
man that day did...” (10); the second is the pretierg, the time of narration: “I can be
put to test, for the Cobb has changed very liitieesthe year of which | write” (10); the
third is the “future” with respect to the time irhigh the story is set: “style that the
resident ladies of Lyme would not dare to weardbteast another year” (11). All the
times are interconnected, and this allows and brimgny comparisons between the
Victorian and the twentieth-century world: “The @ofs of the young lady’s clothes
would strike us today as distinctly strident; the tvorld was then in the first fine throes

of the discovery of aniline dyes” (11).

By using the inclusive “us” and “today”, the namaimplies that he identifies
himself with and belongs into the same ontologiwatld as the reading audience. It is
understood that the narrator comes from the timéhefcreation of the story. This
temporal distinctness allows him to compare the tvemturies, the two cultural
contexts, in terms of contemporary perception amerpretation of certain nineteenth-
century phenomena. The two centuries merge andn#reator presupposes and

discusses how readers would probably react toahkidn of those times. He tries to

13



make the picture of the era more realistic andtabla to them by comparing the
concepts of the Victorian age with the contempo@rgs. Even though this temporal
distinctness makes it explicit that it is not a tditan who is presenting the picture, it
can still make the portrayal more believable andeustandable to the readers as they
belong to the same context and inevitably shareestommon ground.

Apart from Charles, Ernestina and Sarah, the mdiaracters we get to
encounter in the first chapter, there is also afbmiention, the first and the last one in
the book, of a “local spy ... focusing his telescoff)) and overlooking the scene. The
spy may symbolize the modern narrator who lookhatpast with a twentieth-century
perspective “telescope”, mediates the image toréaelers, and thus closes the gap

between the two worlds.

Present and past compared

The fact that the narrator overtly distinguishemgelf from the time of the
story, by including himself into the time of theaders: “We, who live afterwards”
(114), gives the novel a dimension, which cannotdomd in classic historical fiction.
The narrator is not restrained to describe onlypast time, he brings the past back to
life through links and comparisons with the presantl through enunciating the
contemporary perception of specific Victorian pheena. When we read about Charles

and his travelling experience, we learn that:

His travels abroad had regrettably rubbed away soiikat patina of profound
humourlessness (called by the Victorians earnestrmasral rectitude, probity,
and a thousand other misleading names) that orby meguired of a proper

English gentleman of the time (22).

The narrator expresses his views, and the assureed of his contemporaries, on the
qualities of a proper Victorian gentleman. He “Biates” the “earnestness, moral
rectitude, probity” as perceived in the nineteecghtury context into a term that would

adequately express the views of the twentieth-cgraontext - “humourlessness”. With

14



a critical distance and a twentieth-century mindde¢ passes a rather mocking
judgement on the Victorian standard gentlemanlikbaviour, which in the present
world would be considered dull and boring. The digtis thus interpreted and given
meaning. The importance of the context for meamgagerating and the openness of
history to further interpretation imply the postneod notion of the impossibility of

having just one History, only plurality of histosie

When we are acquainted with Charles as “palaeogigilp wearing his
uncomfortable clothes and impeccably prepared, yneguipment for his pursue of
fossils, the narrator assumes that: “Nothing is enacomprehensible to us than the
methodicality of the Victorians” (51). The over-dsing and the over-equipment seems
ridiculous in the twentieth century, where comfamd practicality dominate our
activities. Nevertheless, the narrator admits thate is perhaps “something admirable
in this dissociation between what is most comfdeand what is most recommended”
(52). Here the narrator points out the guiding emof the Victorian era and the “bone
of contention between the two centuries” — the @ation of duty and the question

whether it should “drive us, or not” (52).

Even though being a gentleman required followirg thcommendations of the
time, it was even a more crucial condition for lgegonsidered a respectable woman.
As we find out, Charles’s fiancée Ernestina was thet epitome of a conventional
woman for her age, particularly because she hadtrengs will of her own.
Nevertheless, she still “had a very proper respactonvention” (33-34), which was
strong enough to make her observe the Victorianamel® on a proper lady and

predetermined her to become the “angel of the Hoursee she got married.

The French Lieutenant's Womashows that the part of Victorian human
existence, which was solely permeated by duty andhich duty was most strictly
required, was the area of love and sexuality. lokeer respectable women of that time,
Ernestina viewed physical love as a “payment” andsciously suppressed all the
“female implications of her body, sexual, mensttualith the self-imposed

commandment “I must not” (34). Yet, she “sometim@sndered why God had

15



permitted such a bestial version of Duty to spoiths innocent longing” (35). It is
obvious that natural human feelings and the distafethe prudish society clashed in

Ernestina. Yet, she was strong enough to let lrempectability” win.

The Victorian obsession with duty is explained beit “schizophrenia”, or
“fatal dichotomy (perhaps the most dreadful restiitheir mania for categorization) ...
which led them to see the ‘soul’ as more real tthenbody ... indeed hardly connected
with the body at all” (354). As the narrator claime understand the context of
Victorian times better, “the fact that every Viator had two minds, is the one piece of
equipment we must always take with us on our teabelkck to the nineteenth century”
(354). Otherwise, the motives behind the omniprgsand, in fact, even omnipotent
Victorian concept of duty might be incomprehensitdethe twentieth-century person

for whom duty has never been such a demonizinglatermining force in life.

Again, the importance of duty and the implicatignkad upon the nineteenth-
century life is not just simply described and d&smd within the re-constructed world
of the past. The narrator opens up this past issude present and says that it is
predominantly because of the sexual restraint do&t has become “a key concept in
our understanding of the Victorian age — or fort tmatter, such a wet blanket of our
own” (35). What Charles’s “time calls duty, honoself-respect”, the narrator’'s time
would call “prison” (349), as restrictions on parab freedom and feelings are

considered an offence.

However, the nineteenth century is not portrayedhasera “inferior” to or
worse than the modern world. Comparing the two e@rh terms of the exposure to
sexuality and the frequency of intimacy, the namrahakes a parallel pretty much in
favour of the Victorian restraint: “We are not sastrated as the Victorians? Perhaps.
But if you can only enjoy one apple a day, theee@reat deal to be said against living
in an orchard ... you might even find apples swegtgou were allowed only one a
week” (261). The narrator suggests here that trexexyposure to sex in the modern

world might, in fact, numb the desire.
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We are presented with an example of what it wowddlike for a twentieth-
century “spirit” to live in the “two-minded” era.a®8ah is a Victorian governess, yet, she
is attributed the psychology and attitudes of twethtcentury “modern women” (97).
She finds the “prison” of conventions and obligaidoward society smothering and
refuses to become a puppet in the hands of otldea’s of a respectful, dutiful, yet
inauthentic life. In her quest for authenticity dneedom, she is inevitably “crucified”
(349) by most of the rigid Victorian society. Netimless, to preserve her true self, she

takes on the role of a misfit and an outcast wglynwith an air of self-gratification.

Sarah impersonates the image of a “New Woman”.riibdern narrator projects
into her the emancipation tendencies arising wite tsecond-wave” of feminism,
which was seeded in the 1960s (Head 83). As wofkKsistoriographic metafiction,
following the postmodern de-centralizing theori@$en draw attention to the ex-centric
and the formerly “unsung”, it is not surprising thighe French Lieutenant’'s Woman
exploits the theme of the role of a woman in sgg¢iehile employing the modern tenets
of gender issues. Attributing Sarah the twentiethtary mindset broadens the gap
between the image of the “Old” and the “New” womhbnot once again closes the gap
between the present and the past.

Anachronisms

The tension between the past and the presenttessified by an abundant
deployment of anachronisms. As already mentionadgtsis attributed psychology of a
modern woman, which foregrounds the difference betwthe “old” and the “new”
attitudes and thinking. Apart from thiShe French Lieutenant’s Womasontains
numerous nineteenth-century referents in the twdntentury context (McHale 93).
These referents are, nevertheless, only alludethdoemployed within the ontological
world of the modern narrator. They do not ententioeld of the characters.

Mrs. Poulteney is compared to a member of “GestéP®) and her weakness
for laudanum, a near equivalent “of our own agedasive pills” makes the narrator
call her “an inhabitant of the Victorian valley thie dolls” (94); “Charles of today” is a

“computer scientist” (285), his feelings are withailne “benefit of existentialist
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terminology” classified as “anxiety of freedom” @2 and his fondness for sciences is
asserted to prevent him from being shocked “hadsmeached him out of the future of
the aeroplane, the jet engine, television, radhr);(Sam'’s fashion style is compared to
the “mod’ of the 1960s” (47); Sarah’s “computef0@) in her heart assesses and stores
impressions of the people she meets; people arenadre isolated because the distance
was then “unbridgeable by radio, television” (128y the Victorian evenings are spent

“without benefit of cinema or television” (113).

These are some of the flaunting anachronisms,hwmmake the openness of the
past to the present even more striking. It is alse of the possible ways to reflect the

postmodern attraction to juxtapose diverse entities

Real-world figures

Popular historiographic metafictional novels amgénsely self-reflexive and yet
also lay claims to historical events and persoria@#¢stcheon,Poetics5). The French
Lieutenant’s Womars a typical example of historiographic metafiatid hroughout the
novel, real-world figures not only from the Victan, but also from the twentieth-
century context, are constantly referred to. Sofmth@® most significant personages of
science, history, politics, sociology and art amentroned to authenticate the context of
the time: Darwin, Marx, Disraeli, Gladstone, J.Sill§4 Austen, Hardy, Tennyson,
Arnold and Rossetti to name but a few. Some ofpiirsonages enter the world of the
characters, some remain in the world of the narratome of the personages remain
only characters’ topics of discussions, some ictevdth them. The allusions to and
employment of the real personages help to introdloeenilieu of the Victorian era and

to reinforce the authenticity, credibility, or thieision of reality.

The modern narrator often introduces the real-avdigures in the realm of
“dark areas”, where the “official” record would nio¢ contradicted. For example, when
Marx is introduced in the novel, the narrator sdfy¢eedless to say, Charles knew
nothing of the beavered German Jew quietly workiasg),it so happened, that very

afternoon in the British Museum library; and whegsk in those sombre walls was to
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bear such bright red fruit” (18). Marx is presenteithin the ontological world of the
characters not long before the release of his enfial book: “...in only six months

from this March of 1867, the first volume Kapital was to appear in Hamburg” (18).

As McHale says, thanks to the “dark areas” (8 Migtory, narrators are given a
relatively free hand. We do not know if Marx realiys in the museum library on that
March day and we probably never will. Even the emter of the “real” Pre-
Raphaelites with “fictive” Sarah and Charles rersawithin the “dark areas”. It is
pointed out here that we are considerably congdain our knowledge of the past and
by what historians present as “facts”. “Facts” bt tliterary “dark areas” are as

unverifiable as any other records, or “facts”, présd by historiography.

Protagonists like Charles, Sarah and Ernestinalagely fictitious, so the co-
presence of the Pre-Raphaelites “in the same noweiplicates considerably the
metafictional fallaciousness of reference.” (Hutmhd?oetics145). The traditional idea
that “what history refers to is the actual, realripwhat fiction refers to is a fictive
universe” (HutcheonPoetics 142) is no longer valid. The postmodern art views
“history as a text, a discursive construct” (Hutwhg?oetics142), and thus as having
the same textual quality as fiction. This allows tlee two worlds, the historical and the

fictive, to cross each other’s boundaries and togme

Even though the deployment of the real-world figunestalls the illusion of
reality, the truth-value of the discourse is siifl,the postmodern paradoxical mode,
undermined: not only by implying that both histayd fiction are human constructs,
but also by the self-consciousness and acknowledgeited omniscience of the
narrator; by the revealed process of creation;@nd single instance of integrating the
historical and the fantastic, that is when Mrs. |[Rmey arrives after death at the
Heavenly Gates and, in so doing, breaks “the ‘@agmradigm of constraints on the

insertion of historical realemes” (McHale, 89).
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Reality distorted

The French Lieutenant's Womamses essential postmodern questions about the
“realness” of historical accounts. It casts doummisany claims to ultimate truth and
objective reality as historical records we haveeascto are asserted to be constructs,

which “construct its object” (HutcheoRplitics 78) like fiction.

When the narrator talks about Mrs. Poulteney’'s asr\WMillie and her “ten
miserable siblings” (155), he admits his loathehsd reality twisting paintings of the
“contented country labourer and his brood” by GeolMorland and Birket Foster,
because “those visions” were “as stupid and peyagia sentimentalization, therefore a
suppression of reality, as that in our own Hollywddms of ‘real’ life” (155). These
paintings turn the dire conditions Victorian labeus lived in into an idyll. The fact that
art can be a means of such a dishonest distoriaspinething the narrator cannot
accept: “each guilty age, builds high walls routsl \Versailles; and personally | hate

those walls most when they are made by literatnceaat” (155).

Another solely postmodern question subverting ékistence of the objective
Truth and ultimate knowledge, which the novel iedily asks is: “Whose truth gets
told?” The narrator acknowledges that the textradds about the past we have access
to are always more or less distorted as their fitadficial” version depends on those
who make the accounts: “The vast majority of wisessand reporters, in every age,
belong to the educated class; and this has produbeaughout history a kind of
minority distortion of reality” (261). The prudishiew we have of Victorians, is “a
middle-class view of the middle class ethos” (281)we want to reveal the dark,
hidden, “cold reality” (261) of the Victorian erthe narrator recommends us to go to
Commission Reports — not to Dickens as he, like tnodshis “compeers”, totally

“bowdlerized” the sexual aspect of Victorian life.
Historiographic metafiction challenges the trudiwe of historical records. It

expresses the “tensions between what is known dbstairy and what is narrated in the

text” (HutcheonPoetics147). The French Lieutenant's Womainaws attention to this
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issue and reveals some of the aspects the Victaniers “failed” (FowlesNotes141)

to write: sex, prostitution, premarital intercoyrbath-control.

Postmodernism makes it clear that one way of aswpdsistory might be
through eye-witness accounts. One of these accaimsorporated into the discourse
to provide evidence on the “taboo” issue of “preitahintercourse” (262). The narrator
says that the lady witness is “still living” andath'she was born in 1883” (262). These
are the only “facts” that should grant the veraddythe lady’'s report. Again, Truth-
value of historical records is both installed andermined.

History and literature, art and life, are the samaerativized constructs, which
often twist or silence or gild the past or “redlitfhe narrator is open about the fact that
the real is always connected with the fictionald dhus may get distorted. For this
reason, he blurs the distinction between the redl the imagery, and thus preserves
honesty of his work and avoids realist pretensiand claims to ultimate truth and

reality.

1.2. AUTHOR AND AUTHORITY

1.2.1. Author and Authority

Postmodernism is famous for juxtaposing varietytgfes and techniques in its
art. The celebration of diversity is not, howewarly a means of drawing attention. The
attraction to multiplicity and difference is part the postmodern philosophy; it is the
desire to attack all order-imposing attempts and taidalizing theories claiming
transcendence, as employed by different institgtiand dogmatic traditions. For this
reason, one of the concepts postmodernism disgubsesatizes and tries to subvert is
the traditional concept of the author as a singfeque, originating and original artist
(Grenz 28-29, 34). Contesting of the unified antlerent subject is the expression of

challenging totalizing or homogenizing tendencies.
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Structuralist — Poststructuralist — Postmodern

Postmodern assumptions about the status and tbeofothe author are in
concord with the theories of structuralism. A maijofluence on the perception and
understanding of this concept has the perceptidnualerstanding of the notion of the

“self”.

The perception of the “self” as a conscious sulpemg the source of meaning
iIs no longer valid. It is “dissolved” because “ftsnctions are taken by a variety of
interpersonal systems that operate through it” €2 @8). The “self’ is viewed more as
a construct, shaped by various systems and cowventand thus also limited by the
cultural and social contexts in which it appeairshé “self” is a construct, it can simply
no longer be considered a source of meaning. Asdduclaims, the author is always
an ideological product constituted by specific @pens, reading processes, and a

collection of discourses (Culler 30; Grenz 135).

The notion of the author as an individual sourchirm the literary work is
challenged. The fact that he or she wrote it andpmsed it is not doubted. However, it
is asserted that the work could be written and casag only within a particular system
of conventions constituting and delimiting discaukarieties; and while presupposing
reactions of imagined readers who has assimilatedet conventions (Culler 30).
Postmodernism exploits the notion that no pieciteature can be considered original.
Otherwise, it would make no meaning for the readdig operates during the reception-
production processes through constituted “seriescafventions” and “grids of
regularity” (Culler 258). Only as a part of pricsdourses can the text derive meaning.

As Patricia Waugh puts it, “authors’ do not simpigvent’ novels. ‘Authors’ work
through linguistic, artistic and cultural convemiso They are themselves ‘invented’ by
readers who are ‘authors’ working through lingaistrtistic and cultural conventions”
(Metafiction 134). Obviously, the author can no longer be assurie origin of

meaning within the postmodern literature.
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Death of the author, birth of the reader

The postmodernist rejection and subversion of timadnist notion of the author
as “the original and originating source of fixeddafetishized meaning in the text”
(Hutcheon,Poetics 126) is probably most famously proclaimed and ulsed in an
influential essay by Roland Barth@$)e Death of the Auth@i968).

According to Barthes, giving a text an author maamsosing a limit on the text
and closing the writing (147). Instead of the “auth Barthes comes with the idea of a
“scriptor” (145), a producer who comes to the estise only during the reading of the
text. The assertion that “there is no other tinentthat of the enunciation and every text
is eternally written here and now” (Barthes 145)gasts that with varying enunciative

situations meanings vary as well.

The text is, then, not a closed system of authmoisstituted intentions anymore,
and it does not have any final meaning. In contitast text opens and gets “re-written”
and re-interpreted with each reading. It is notdh&hor who attributes meaning to the
text, but the receiver. The meaning is not inhemerthe text itself, it depends on the
one who enters into dialogue with it. As the texkws, it can have a surplus of

meanings - as many as it has readers.

It is obvious that the traditional omnipotent andniscient God-like status of
the author and the traditional passive role ofrémler are undermined. The dominant
position shifts to the receiver of the text, whangostmodern writing ascribed a vital
meaning-generating role (HutcheoRpetics 220).Readers are no longer passive
consumers of the text. They are transformed intiby factive participants in the

meaning-making process and encouraged to collaborathe text production.

The process of reading is dynamic and the rolehefreader is indispensable.
The reader establishes “facts” and generates mgacicording to his or her previously
acquired knowledge and experience. The context hiclwthe text is received and

interpreted is as important and influential asdbetext in which the text was produced.
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The active role of the reader, as postulated byhBar and the openness of the text
without the author imposing any ultimate meaningulein an active production of

limitless and multiple meanings (Mahmoud 30-33).

The participatory process is only induced by imbetality, which is so
characteristic for postmodern literature. Readarddenly find themselves in the
network of numerous intertextual references angselhs and their cognitive thinking
is incited to start linking the various threadpofsented texts. Related to intertextuality
is also the question of originality. It has alredsBen acknowledged that, in terms of
postmodernism, writing never comes from a unifiedrse of origin. Barthes claims
that a text is merely a mixture of non-original tmgs, “a tissue of quotations”. The
writer never originates, but always imitates “ait€rdiscourses (146). Intertexts may
thus be considered the inspirational sources ®aatithor and the building blocks of his

or her work.

Even though the concept of the “artist as unique @iginating source of final
and authoritative meaning” (HutcheoRoetics 77) may be dead, the discursive
authority is still alive, as it remains inscribedthe act of enunciation. Readers are still
constrained by the text they read, however “fred amfinal control of the act of
reading” (HutcheonPoetics81) they are. Nevertheless, the producer is nievglied,
but always “inferred by the reader from her/his ipoging as enunciating entity”
(Hutcheon,Poetics81). In other words, reading in a different comtdy a different
reader results in a different understanding, imgtion, and thus inferring of a
different producer. All these processes involvethimithe production and reception of
texts turn the reader into an active participarg. Barthes suggests, the death of the
author indeed is the birth of the reader (148). Tdss of power and control of the
author results in the end of reader’s subordinattion and the start of his increasing

importance and activity.
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1.2.2. Author and Authority: The French Lieutenant’'s Woman

The French Lieutenant's Womamdermines the authority of the narrator. As
Fowles writes in an essay on the creation of higehan the democratic, egalitarian
twentieth century, “we suspect people who pretentie omniscient” Notes141). In
other words, we tend to be suspicious toward atinate authority imposed on a text.
This is the reason why so many contemporary ndgeatisoose to write in the voice of a
subjective first-person rather than in the objex@nd omniscient third-person. In fact,
The French Lieutenant's Womaas a crossover novel between the traditionalthad
experimental tendencies, shifts between the usél’ofnd “he” in its narration.
Nevertheless, the ironical “I” is the major nawvatiform undermining the narrative
authority and affecting the overall treatment of thsues of power, freedom, creation

and control, and inevitably also the role of read®rd the status of characters.

The whole novel is permeated with narrative intasi through which the
narrator comments on plot developments and theviimlvaof characters, explains and
provides further information on certain situatiom)d enters into a dialogue with
supposed readers to discuss various issues, sutie ggocess of creation. However,
these intrusions are in its essence often ratheattee. The narrator assumes rather
than asserts. He openly acknowledges that thenratoon he has and transmits is often
incomplete and that he sometimes only guesses xgm@sses his subjective feelings

and opinions. The narrative authority is thus undeed by the narrator himself.

Limited knowledge

The lack of knowledge on the part of the narrasaeflected, for example, when
the narrator describes a night scene at Mrs. Reyte house, with Sarah and Millie
lying in one bed. Millie is referred to as a gifl“aineteen or so” (154), which suggests
that the narrator has a limited knowledge of hex. &urther on, the narrator discusses
the issue of lesbianism. In respect to the ladyhef Marlborough House, he says: “I
doubt if Mrs. Poulteney had ever heard of the wtasbian’; and if she had...” (154).
The hesitant expression “I doubt” makes it explitiat the narrator only assumes a
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certain fact. This inference is made on the basisi®available knowledge about the
Victorian era. As he says, “some vices were thenrsmtural that they did not exist”
(154), so lesbianism was presumably not considaredssue in the context of the
nineteenth century. In fact, the narrator starésdiscussion only because he assumes
that “lesbianism” is what the image of the two gifting in one bed might have brought
into the minds of the twentieth-century readersfoBe the actual word “lesbian” is
mentioned, the narrator addresses the readersugggss: “A thought has swept into
your mind” (154). He does not feel the need to bmerspecific as he expects the
reading audience to share the twentieth-centunkithg and outlook with him, and thus
to be able to complete the missing information tbelwes. The past and the present
once again interact as the twentieth-century viefluénces the way in which certain
Victorian phenomena are discussed. The doubtfulaedshesitation is partly caused

because of the temporal distance between the timarmation and the story narrated.

When the narrator asks whether there was sometbaxgial in the girls’

feelings, he does not give a clear, unambiguous™ye “no” answer. Instead, he

answers “Perhaps...” (156). In respect to Sarah,ead that concerning lesbianism, she
was as ignorant as Mrs. Poulteney, even thouglkeuhker, she believed that there is
physical pleasure in love. However, to dismiss fbssibly arising questions, he adds
that “she was, | think, as innocent as makes ndemigtl55). Again, the narrator does
not impose his authority over the statement. Henaskedges that the conclusion he

makes is based solely on his assumptions and nan aitimate knowledge.

In fact, Sarah is the character where the limitethiscience of the narrator is
most obvious. Throughout the whole story she reman enigmatic figure. The
narrator does not have an insight into her psydywl&ée cannot read her mind; her
feelings are unknown, motives unexplained. Theatarrcannot report on Sarah’s inner
state, the only facts he can report on are thewand facts” (99). When Sarah and
Charles meet on the turf above the sea, the nar@lte us about “a vigour, a pink
bloom” (118) of her skin, but, as he says: “wheth&ras because she had slipped, or he
held her arm, or the colder air, 1 do not know” §L.1 Sarah is “not to be explained”

(342) and “not to be understood” (342). In factyeBais so out of the narrator’'s power
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that he not only does not know what she wantsabwihe point, he acknowledges that
he is “not at all sure where she is at the momRg9). As a “misfit” protagonist on a
quest for authenticity and freedom, she remainsyateny impossible to impose any

authority on.

Loss of power and control, rise of freedom

It is obvious that the narrator’s limited knowledgsults in the lack of control
over the characters and the plot. In chapter @irtevhere the narrator’s voice changes
from the “teller” into the “inventor” (Waughyletafiction33) of the story, we read that
“a world is an organism, not a machine” (98) anat thnly a world independent of its
creator can be real. As the narrator, or, in thiseoof the metafictional frame-break, the
voice of the “author”, admits, he does not fullyntol his characters; it is only when
the characters “begin to disobey ... that they bdgirive” (98). The postmodern
rejection of the author as an omnipotent institutimposing an ultimate power on his
work, and thus closing it, is expressed here. Art initate life only when the tyranny
of power and control is avoided and readers, chers@and authors themselves can act
freely. For this reason, the modern novelist idammer portrayed as the omniscient god
of the Victorian image, but as a “freedom that wBoother freedoms to exist” (99).
Narrative authority becomes an undesirable conedple preservation of freedom,
openness and plurality of possibilities a majomgple. The limited omniscience
allows the characters ofhe French Lieutenant's Womao be “free” and act in

variance to authorial intentions.

Birth of the reader

As the knowledge of the narrator is undermined, ftbke of the reader is
emphasized. The tentativeness and the lack of latgel expressed by the narrator in
phrases, such as “I think”, “I doubt”, “I have noubt” or “I do not know”, gives
readers the freedom to make their own assessmathisoaclusions of certain situations
and circumstances. Frequently, events are not iegolaand readers are provided with

incomplete information, or just hints. They areghurovoked to deduce and to make
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connections with the previously acquired knowledgd experience, so that they could

fill the gaps with the missing information and makeir picture complete.

When the author says that Mrs. Poulteney in théenbetg “knew only the other,
more Grecian, nickname” (26) of Sarah, the readwrght guess that he means
“Tragedy”, not the other, vulgar nickname “whor&fter the narrator gives a “lecture”
on the conflict between lust and renunciation efVictorians, he says: “You will guess
now why Sam and Mary were on their way to the b4264). The meaning-generating
process of the readers is once again enhancedk® timam realize that the couple went
to the barn to make love. The reader can also @ethat Sarah, in fact, set a trap on
Charles in the hotel in Exeter. Apart from a Tobg,jshe bought a dark-green shawl, a
nightgown to look seductive and a bandage to hetpphetend to have a twisted ankle.
When she says upon Charles’s visit: “Forgive me. | did not expect ...” (333), the
readers can deduce that she not only expected thimalso planned to seduce him,
because she is sitting there in her new nightgonth a flattering shawl over her
shoulders. Her motives, however, remain shroudethist, and thus left to readers’
imagination. The major involvement of the readeosnes when they are given the

freedom to choose from the two offered endings.

In concord with Barthe’s concept of the death of thuthor, and with the
undermined authority of the narrator, the imporéantreaders rises. It is no longer the
Victorian god-like omniscience and omnipotence, theé freedom, contingency and
openness that are emphasized. Readers are maeke thctiughout the reading process
and they are stimulated to cooperate on the gengrat meanings by numerous gaps
left for their imagination and deduction to fill thi information. With less authority
imposed on a text, the freedom of the participantbe production/reception processes

grows and the texts open to new interpretations.
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1.3. ONTOLOGICAL WORLDS

1.3.1. Ontological Worlds

The loss of the center as proclaimed by postmagtarihas brought about major
changes in artistic expression. One of the mosindis/e features of postmodern art is
celebration of pluralism and openness. Insteadr@futarity, it chooses heterogeneity
and diversity, often mixing styles and techniquekich were traditionally considered

incompatible and mutually exclusive.

According to Jean Baudrillard, an influential Febrphilosopher, postmodern age
is the age of “hyper-reality” and simulations whée signs of the real are substituted
for the real and where we lose the ability to makeistinction between the real and
imagery, or, between the nature and artifice (Béladt 1-3).

Reality and fiction juxtaposed

Following the model of contradictory elements anflecting the philosophy of
the time, postmodern literature often juxtaposeswlorld of reality and fiction. The
authors often interject themselves into their wodksl self-consciously discuss the
process and problems involved in the act of fictiaking (Grenz 35-36). These are
some of the paradoxical devices authors use totbkiboundary between the real and
the fictional. The juxtaposition of often radicaltlifferent realities raises questions

about how these realities can coexist and intereieav

As McHale argues, the dominant of postmodern fici®ontological and asks:
“What kinds of world are there, how are they cdnstid, and how do they differ?;
What happens when different kinds of world are @thin confrontation, or when
boundaries between worlds are violated?” (1987, 10)

Postmodern theory challenges the separation aktileand the fictional. It claims

that the boundary between these two worlds is flar fiction thus merges with fact
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and fact merges with fiction. Historiographic metadn confronts the paradox of real
versus fictive representation by asserting thatwtsld is always both resolutely
fictitious, yet undeniably historical. It first edilishes and then crosses the frames
distinguishing the narratives of the two worldseTrame-breaks are made as jarring as
possible, so the readers always have the doublecaess of both the fictiveness and
the “reality” (Hutcheon, 1995, 105, 109-110, 142).

Real personages within fictional contexts

The ontological boundary between the real and tb&omal worlds can be
crossed in many ways. Inserting real world figurgs fictional contexts is one of them.
As McHale argues, this violation of boundaries laasertain appeal for readers. It
involves a kind of ontological “scandal” to inseetal historical figures into fictional
situations, where they interact with purely fic@ncharacters. Such “transworld”
interconnections constitute “enclaves of ontologiddferencewithin the otherwise
ontologically homogenous fictional heterocosm” (Mdél 28). Yet, there is nothing
strictly postmodern in these strategies. Real wdigdres are inserted into fictional

situations in traditional historical novels as well

The major difference between the classic historficéiion and the postmodern
historiographic metafiction lies in the way thenfi@break “insertions” are handled.
The ontological transgressions in classic histbifficiion are very discreet, subtle and
occur consistently within the “dark areas” (Hutchg®oetics114; McHale 84-92). The
real figures are usually deployed there to autbatdior validate the fictional world, as
if their presence was to hide the seam betweermnotriicand reality. Postmodern
historiographic metafiction, however, prevents angh obfuscation. The “dark areas”
constraints are often violated and the frame-brepks intentionally exhibited and

drawn attention to.
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Author versus fiction

Ontological relations of fiction to its author alpoesent one way of how the
ontological boundaries can be broken. The artistseaage of postmodernism refuse to
be invisible. They exercise the freedom to creabelds by thrusting themselves into
the foreground of their works. They represent thedues in the act of making, or
unmaking, their fictional worlds. On one hand, thragke themselves visible in their
work; on the other hand, however, artists represkenh the act of creation or
destruction are themselves inevitably a fiction. @Asesult, a hierarchy of ontological
worlds is established. Theeal artist, the person who masterminds the whole
creation/destruction process, always “occupies ra@ological level superior to that of
his projected fictional self, and therefodeubly superior to the fictional world. ...
There is a possibility here of infinite regressppet-master behind puppet master
infinitum” (McHale 30).

One step further from the authors thematizing tredwes in the process of
creation are the “authors” entering their fictiomadrlds and confronting their characters
in their roles of authors. The interview betweea thuthor” and his or her character
constitutes one of the characteristic featureshef poetics of postmodernism. The
postmodern writing tries to “short-circuit” the ghptween the real and the imagery, in
order to shock the reader and thus “resist asdionlanto conventional categories of
the literary” (Lodge 15). Bringing “real”, historguthors into the fictional context is yet
another way of drawing attention to their fictit®ogtatus and questioning the whole

process of writing and reading fiction.

1.3.2. Ontological Worlds: The French Lieutenant'sSVoman

As a work of historiographic metafictiorfhe French Lieutenant's Woman
operates within contradictory yet overlapping werldOne of the major postmodern
paradoxes of the novel is breaking the boundamdwéden reality and fiction, making
the two worlds merge and, as a corollary, rendetivegseparation of the real and the

fictitious narratives undesirable, and even imguassi
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The novel oscillates between two contradictory, ahetional tendencies:
establishing the illusion of reality and expositg fictionality. On the one handhe
French Lieutenant's Womadlraws attention to its artifice and to the proesssvolved
in the act of creation; on the other hand, it ighemmed in the real, historical world
through the deployment of or allusions to real-wdibures, events or works of art.
Some of the names and actualities appear only endibcourse of the narrator, for
example George Sand, J. S. Mill, Adolf Hitler; some contrast, enter also the
discourse of the characters, for example the Pph&aites, Charles Darwin and Jane
Austen. Either way, the deployment of referentshaf real world gives the text an

impression of veracity.

Literature within literature

The discourse of the characters Tie French Lieutenant's Womas often
permeated by allusions to literature and literdmgracters of that time. When Charles
sees Sarah, the expression of her face remindsohiBmma Bovary; and the gradual
changes in his servant’s behaviour makes him wofitlénere wasn’t something of a
Uriah Heep beginning to erupt on the surface of 'Sgrarsonality” (316); Sarah, not
trying to hide her “shame”, calls herself a “scaneoman of Lyme” (121); and
Ernestina, on a romantic walk with Charles, shows ‘the very steps that Jane Austen
made Louisa Musgrove fall down irersuasioi (14). Charles and Dr. Grogan also
spend a considerable amount of time discussing D& wevolutionary work, and

Ernestina reads parts of Mrs. Nortoifilse Lady of La Garay& evenings.

The deployment of such allusions serves to auttatietithe characters and to
raise the credibility of the story. Fictitious cheters of The French Lieutenant’s
Womanidentify themselves with the ontological world tife historical, real-world
authors even though they have, in fact, the saatierfial status as the literary characters
they allude to, like Emma Bovary or Uriah Heep.dompliance with postmodern

philosophy, the status of reality and fiction isegtioned and the two worlds merge.
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Ontological frame-breaks

However, the established illusion of reality issrdpted once the intrusive
“author’s” voice declares that all his work and i@@ders are imagery creations. At this
point, the metafictional intrusion violates the megsion that the world of the novel is a
continuation of the world outside of it - that icthe world of the readers. Introducing
the “author” into his fiction thus flaunts the oflugical distinctness between the real

and the created world, and poses questions abeuaicthhal status of the author.

In chapter thirteen, the “author's” voice breall®e tontological frame by
declaring the artefact status of his fiction. Inapter fifty five, the author enters his
fiction and shares a train compartment with Cha&kile he watches his character
sleeping, his “authorial” thoughts are consider@igarles’s future within the story. In
chapter sixty one, the “author” enters his ownysts a character, an impresario, who

helps to change the course of the story finale.

It is obvious that all these ontological frame-lxeastablish a hierarchy of
worlds which differ on the scale of “realness”. Thelf-consciously acknowledged
“creator” of the story, who is introduced into tlietion as an “authorial” voice,
character, or in his role of the author, foregraihes superior reality to the reality of
the story and characters he creates. Howeverghlgy is less real than the one of the
actual John Fowles, in whose mind the idea to wthee tale of Sarah, Charles and
Ernestina was born and who was sitting at a deslilewvriting about his narrator’s
personae sitting on a train. In other words, “thetafictional gesture of frame-breaking
is ... a form of superrealism” (McHale 197) afthe French Lieutenant's Woman
encompasses worlds within worlds, some more “rédah the others, yet all of them

existing side by side.
The “authorial” voice in chapter thirteen says thatters “wish to create worlds

as real as, but other than the world that is” (28)] that characters “exist, and in a

reality no less, or no more, real” (99) than the tve has just broken. Once again, the
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postmodern notion that the worlds of reality arddidin are inseparable, that “fiction is

woven into all” (99), is expressed here.

The novel displays numerous instances of boundeygstg between fiction
and reality. When the narrator describes the TalgySarah is unpacking at Exeter, he
says that “the Toby was cracked and was to beakedain the course of time, as | can
testify, having bought it myself a year or two d&go a good deal more than the three
pennies Sarah was charged” (268). Here the moderataor claims to be from the same
ontological world as Sarah and the jug, and thasfact, instead of reinforcing the
illusion of reality, he disrupts it. The charactarsl the whole story are claimed to be all
fiction, so the narrator cannot be from the samivauge as his reality is one level

“more real”.

When the “creator” says that Mary’s “great-greadrgtdaughter ... is one of the
more celebrated English film actresses” (78) arad ¢ihe celebrates her birthday in the
month in which he writes, it is clear, that he dieidentifies himself not only with the
world of his characters, but also with the worldedders. A similar ontological overlap
is related to the La Ronciére case. The narraym, $a a footnote, that he has taken the
story “from the same 1835 account that Dr Grogandbed Charles” (229), and thus

again breaks the line separating reality and fictio

As historiographic metafictionThe French Lieutenant's Womadays claim to
historical personages. It introduces The Pre-RdpbaBrotherhood into its world,
where the unconventional artists interact with thevel's fictional characters,
particularly with Sarah. Even though this interactiadheres to the “dark areas”, and
thus does not violate the constraints upon thertioseof real referents into fiction,
there is a paradoxical overlap into the ontologiwalld of the readers. As we learn,
Dante Rossetti often painted Sarah, however, tisen@ possibility that we could find
any portrait of Sarah in Rossetti's artistic legaag she is a mere creation of the
novelist's mind.
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The juxtaposition of fiction and reality in postneyd art shows also the parallel
between crying Mary and “a better educated thohgbet years younger girl in the real
world” (264) in Dorchester. The identity of theldin the real” world is revealed when
we are told that she was waiting for a “pale yoamchitect newly returned from his
dreary five years in the capital” (264). The premdew paragraphs in the novel make it

clear that the girl was Tryphena, Hardy’s muse, thadlit was him she was waiting for.

It is clear thatThe French Lieutenant's Womaas a representative work of
historiographic metafiction, defies any strict sgpian of the real and the imagery. The
two worlds always co-exist, and ontological questi@bout the kinds of worlds and
realities, such as: What differing worlds and tésdi are out there and what happens

when the boundaries between them get violatedaskied.
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Il. POSTMODERN THEMES/STRATEGIES

2.1. INTERTEXTUALITY

2.1.1. Intertextuality

Postmodernism expresses critique toward anythiag tould be labelled as
unified, totalized and closed, and celebrates ¢heny showing openness, diversity and
pluralism. It uses and abuses various sourcesagoses what was traditionally
considered strictly separate, and it flaunts its1-ooginality. These representative
features of postmodernism are embodied in the foirimtertextuality, the theme and

strategy highly employed in postmodern fiction.

Network of texts

Intertextuality is a thoroughly discussed theme andovertly used strategy in
postmodern literature. Text is never perceivedrasrginal, unified, autonomous and
isolated unit. It is always conceived of as a pdra larger context, overtly displaying
links and connections to other texts. Texts are ttunsidered to be part of a network of
other texts. As Foucault says, text “is caught mpaisystem of references to other
books, other texts, other sentences: it is a nattenaa network” (in HutcheorRoetics
127). “Network of texts” is indeed a concept refileg postmodernist ideas about art

and creation.

The theme of intertextuality is closely relatedthee question of originality.
Postmodernist assumption that there is no suclgths an original literary work
subverts the traditional concept of the authorra®rginal and originating institution
who creates original literary works. What postmodsn suggests is that “no one ever
manages to be the first to narrate anything, téhlkeorigin of even her/his narrative”
(Hutcheon,Poetics129). Every text has already been written, evéoyyshas already
been told and everything gets repeated. Thesehar@¢as, which the employment of

intertextuality reflects and endorses.
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Active readers, open meanings

The notion that every text exists only in relattonother text also implies that
only in the network of other texts, within priorsdourses, can it get meaning. In other
words, meaning is rendered textual and intertexfaflecting postmodernist rejection
of totalized, closed metanarratives, intertextyatiballenges any closure and single,
ultimate meaning. In contrast, it supports openrass pluralism. When text is taken
from its original context and gets incorporatedoirdnother text, new meanings

inevitably arise.

Many of the intertexts historiographic metafictimorks with and deploys are
textualized narratives of the past. When the tdizteh past is incorporated into the text
of the present, the two worlds are necessarilygeddand the past gets re-read, re-
interpreted and re-written in a new, present cdntistead of closing the meaning,

intertextuality initiates new production of them.

Inserting texts into different contexts or discuesisituations opens them up.
Readers are then free to generate and attributemeamings, differing from those they
might have generated and attributed had they rbadtext in its previous, original
context. This means that interpretation and thenmeaattributed to texts may vary
considerably in reliance on the context and thecadisse in which the texts are
employed (Culler 153).

Intertextuality resists and avoids closure, singlgh and meaning, and thus
satisfies not only the postmodernist attractiopltoralism, openness and relativity, but
also the role of a reader as an active participarihe reading and meaning-making
process. Readers are constantly motivated to rilatepreviously acquired knowledge
and experience in new situations; and the new tgituamight be embodied by an
unexpected and sometimes even shocking deployniighe ontertext. Postmodernism
is a truly anti-unification enterprise, so it frely juxtaposes contradictory styles and
discourses, high and low or fictive and documentanyd breaks the expectations

dictated by a specific genre of the text. In thase; the reader is jolted from his or her
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conventional reading expectations and the cogniéind collaborative processes are
activated. Intertextuality and dynamic reading pssckeep the texts “alive” as they are

unfinished, still open to new readings and inteigdiens.

The historical and the literary conjoined

Intertextuality installed within historiographic tadéiction points to the doubled
status of historiographic metafiction as it incagtes intertexts that are both historical
and literary. The question about what we can knbthe past and how we can know it

is thus once again asked.

There is no doubt that the “real” past did existt the past that is accessible to
us today is only a narrativized construct madehef émpirical past, transmitted in a
textualized form. The text of the historical isvitably linked to the text of the literary
and traditional trust in the authenticity and vésacof documentary accounts
reconstituting events into historical facts is strakHutcheonPoetics128). The ground
for problematizing the relation of the real to theagery in historiographic metafiction

is set.

One view of history in postmodern art is “history iatertext” where “history
becomes a text, a discursive construct upon whatioh draws as easily as it does
upon other texts of literature” (HutchedPgetics142). It is obvious that juxtaposition
of “real” and fictive intertexts in historiographimetafiction casts doubt on our
traditional belief that history refers to the reahereas fiction to the imagery.

The past is accessible to us only through con&tdutéxtualized remains. The
empirical past events are presented to us onlygrdacts, which are constituted by
narrativized accounts of events and are alwaysadréenterpreted and given meaning.
This suggests that historical records must haves dbrough the same narrativization
processes as fictional texts and, consequentlyt disyglay the same narrative quality as

fiction. The formerly exclusive claim of history W@racity is doubted.
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In historiographic metafiction, the historical atite fictive worlds are never
separate and the life and art always overlap atetaict. According to Barthes, “the
world was a text, the text was a world” (in BradpukModern 345). This assertion
implies that we can “read” the world, which is agsible to us through a collection of
diverse textualized narratives. This assumptiordet the idea that we can make
meaning of the past and reality through both tlaé aad the fictive — because both are,
in the end, texts: “even the event closest to usgmally can be known to us afterwards
only by its remains: memory can create only teXtsere is no such thing as the
reproductionof events by memory” (HutcheoRpetics153-154). Text seems to form a
bridge between the real and the imagery.

It is evident that the questions that are posediwibistoriographic metafiction
are never limited only to its own discourse, bwals overlap into the discourse of
readers. Intertextual parallelism of the historieald the literary invokes readers to
question and reassess traditional humanist pearepfireality and the way they make
meaning of it. Historiographic metafiction overthsserts that it does not seek to
reproduce events. It helps “to direct us, instéadiacts, or to new directions in which to
think about events” (Hutcheooetics154). It is clear, then, that textuality plays a

significant role in our construction of reality.

Paratexts

Postmodernist assertion that the once existingrerappast is accessible to us
only through textualized remains assumes a coratedistance between the “really
real” and the transmitted, narrativized and texzeal “real”. As Linda Hutcheon puts it,
“history is not ‘what hurts’ so much as ‘what wey gmce hurt™ Politics 82). We are
all distanced from history and the real pain, yet still presume the right to grant
meaning to that real pain. Historiographic metaitt a paradoxically fictive and
historical writing, focuses on the processes ohlpybduction and reception of meaning
and asks questions about how historical intertextsd get incorporated into a fictional
context without losing their documentary value.drporating typical representations of

history writing seems to be a satisfying, probleplving answer. This is why
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paratextuality is so often employed within histgriaphic metafiction, footnotes and

epigraphs in particular.

However, these conventional forms of history wgtiare what postmodern
novels use and abuse. The deployment of paratextsistoriographic metafiction
paradoxically establishes a complex dichotomy, aigrg a dual status of its
representation. On one hand, it acknowledges teahistorical facts they present are
just fictionalized events and created forms; ondtieer hand, the paratextual devices
often display a certain degree of their rootingaictuality, in the “real”. Footnotes
especially are considered the guarantees of chieglitNevertheless, in the whole milieu
of historiographic metafiction the concept of anegkive and unproblematic historical

documentation is challenged.

The conventional functions traditionally associatetth paratextuality are
parodically both inscribed and undermined, as tlieséces have a contradictory effect
on the reader. While they give the impression stdrical factuality and authenticity,
they also draw attention to the narrativity andidicality of the text. It is mainly
because they subvert the linearity, continuity asrdanic structure of the text,
foreground the materials used to create the illusb reality, and thus disrupt our
reading and shatter the believability (Hutchdealjtics 82-86).

The subversion of linearity and reading disruptisnanother reason why
paratexts are so frequently employed in postmodegiting. As David Lodge argues,
postmodernist writing seeks alternative princippgésomposition, which would subvert

narrative linearity and continuity, a quality typily expected from writing (13-14).

Breaking boundaries, closing gaps, contesting metarratives

Intertextuality is a means of expressing postmaddemiew of reality as a
compilation of texts, where the boundary betweea historical and the fictive is
blurred. As a strategy employed within postmodemxts, intertextuality focuses on how

the historical and the fictive interact and how therlds of life and art overlap. As a
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result, readers may revise their ideas about @gieisbf what is assumed to be reality

and find new ways of possible perception of thafrand the “fictive”.

However, intertextuality does not only violate gtect real/fictive seam. It also
closes the gap between the past and the presagrdting the textualized past into the
present narrative opens the “fossilized” histori@atounts to new meanings and, as a
consequence, generates new versions of historys iBhiyet another way in which
postmodernism, or historiographic metafiction, @gses its anti-metanarrative attitude,

re-writes and re-presents the past and contest®#alizing tendency.

2.1.2. Intertextuality: The French Lieutenant’s Woman

The French Lieutenant's Womais a book by John Fowles. This is the
information we get from a quick glance at the coowever, when we open the book
and browse through it, it is clear that this is antirely true.The French Lieutenant’s
Womanis a work which could not have existed had it beén for anterior works of
others. Without any exaggeratiorhe French Lieutenant’'s Womaisplays a parade of
various textual sources determining the overaliitspf the novel and categorizing it as
a postmodern historiographic metafiction. Even gfiodohn Fowles is the person who
wrote the story, the authorship is, in fact, shav@td many others whose works inspired
him and became an integral part of his twentiethtoy rendering of the Victorian

novel.

At first sight, it is clear thatThe French Lieutenant's Womadeploys a
collection of texts, which, on the one hand, aediporated into the novel, but, on the
other hand, stand besides the fictional plot asdugt the linearity of reading. This is
true particularly of epigraphs and footnotes, theafextual devices so often employed

by works of historiographic metafiction.
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Epigraphs

The epigraphs employed ithe French Lieutenant's Womane constructed of
guotations from documentary, poetic and fictionarks of other authors. They open
each chapter and are parallel to the themes amatisits explored within the story they
precede. They, in fact, introduce the plot of thiofving chapters. The first chapter,
where we first meet Sarah, is introduced by Harggem “The Riddle”™

Stretching eyes west
Over the sea,

Wind foul or fair,
Always stood she
Prospect-impressed;
Solely out there

Did her gaze rest,
Never elsewhere

Seemed charm to be. (9)

At the end of the chapter, there is a first mentbm figure of a woman, Sarah, who,
despite the wind moving her clothes, “stood moegs| staring, staring out to sea, more
like a living memorial to the drowned, a figure fromyth” (11). Both Hardy and
Fowles describe a woman solemnly overlooking tleeveigh the wind blowing and no
one accompanying her. The woman in both cases s$emgus — a “riddle” for Hardy

and a “myth” for Fowles.

The famous metafictional chapter thirteen, wheeertrrator acknowledges that
he does not know who Sarah is and where she caores i introduced by a quotation
from Tennyson’sMaud “For the drift of the Maker is dark, an Isis Hig the veil...”
(97). The mysteriousness of the heroine is thuse cagain expressed in both the
epigraph and the text itself. The “Maker” in thentaxt of the following chapter
symbolizes the producer of the text, and the “vejhbolizes the mystery, in which his

“drift”, his heroine and all creating intentionseahrouded.
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The chapter about Charles’s servant Sam is intedldzy an excerpt from
Marx’s Capital, where he talks about the “constantly extendirgjescof the ancient
domestic slaves under the name of a servant ¢{d8%” Chapter thirty five that reveals
the “cold” reality of the Victorian life is introdied by an excerpt from the disturbing
Children’s Employment Commission Rep@%8), where the labour of young children
is discussed. The chapter where Charles goes hatheavprostitute, is introduced by
Arnold’s poem “Parting”, expressing the situatiohlaving a woman who had been

with others before:

“To the lips, ah, of others,

Those lips have been prest,

And others, ere | was,

Were clasped to that breast...”. (299)

Chapter forty-four where Charles conforms to thgydund conformity, and thus brings

the novel to the traditional Victorian ending, irepeded by poem “Duty” by Clough:

“Duty — that’s to say complying

With whate’er’s expected here ...
[.-]
'Tis the coward acquiescence

In a destiny’s behest ...". (322)

The chosen quotation from Lewis CarrolTerough The Looking Glass a parallel to
the role of the “author” and the much discussedrobmver his creationAlice is said
that she is only a “sort of thing” in King’'s dreabgcause if he woke up, she would “go
out — bang! — just like a candle” (387his excerpt introduces chapter fifty five, where
the narrator's personae breaks the ontological draanters the world of characters and

contemplates over further development of his stony destiny of his characters.

It is obvious that there exists a reciprocity aminmunication between these

paratextual devices and the following text. The tgtions are taken out from the
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original context and get employed in a differenscdirsive situation. The re-
contextualization of the texts of the past into thet of the present bridges the gap
between the two worlds. The two worlds communicakech opens possibilities for
new interpretations. As the meanings readers astoilthe epigraphs in the context of
The French Lieutenant's Womamight differ from the meanings they might have
ascribed had they read the quotations in the @aigiantext, the closure of history and
of the texts is prevented. The cross-temporal eynpdmt of texts gives readers an
opportunity to view the epigraphs and the storglitsn a more complex view.
Nineteenth-century phenomena are enunciated witbntteth-century background
knowledge, and this adds to a better illuminatibthe whole discursive situation. The
deployment of epigraphs also challenges the conckpmiriginality as it shows that
everything has already been said and stories geated — within different contexts and

discourses.

Epigraphs inThe French Lieutenant's Womanould be divided into three major
categories: quotations from documentary or scientdources; quotations from

Victorian works of fiction; quotations from Vict@m poetry.

The first category is comprised of quotations frpimlosophers and various
scientists whose works provide the view of the reatf Victorian life and of the main
evolutionary changes that were shattering old srderd beliefs. It also comprises
several excerpts from newspapers and various efploat equally contribute to make
the picture of Victorian society complete. The whbbok opens with Marx’s quotation
emphasizing the need of freedom in quest for hutpa@ither quotations from Marx
illustrate how modern societies have little regdod labourers and still produce
“slaves”. The writings of Darwin correspond wittetkituation of Charles and the whole
class of aristocracy, which has been selected dtural extinction, so that the middle
class, more fit for the survival, could rise. Theigal and historical aspects of Victorian

society are portrayed in the excerpts from G.M. ivgpand E. Royston Pike.
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The second category of epigraphs consists of gootatespecially from the
novel Persuasionby Jane Austen. The quotations from this fictioe predominantly

about the Lyme region and help to introduce thallscene.

The third category, comprising works of Victoriangbry, is the largest and
reflects the feelings and the situation of Victaripeople affected by the loss of
certainties caused by scientific upheavals and gdmin the view of the world. The
quotations are taken in particular from Hardy, @lou Tennyson and Arnold.
Quotations from Hardy describe the mysterious woraad help to set the scene.
Tennyson’s poetry fronin Memoriamspeaks of the doubts, fears and anxieties of the
Victorian age; quotations froaud focus on the transformations of a man who falls in
love. Clough focuses on a clash between the digyconformity to the society and the
feelings stimulated by love. Quotes from Arnold'sefry speak of isolation and

loneliness (Palmer 25-28).

It is obvious that the epigraphs employed e French Lieutenant's Womény
to cover the Victorian era in all its complexityh& quotations are almost exclusively
taken from the literature of the nineteenth centoryeighten the illusion of reading a
Victorian novel. The twentieth-century text blend&h the texts of the past and this
makes the illusion more authentic. Epigraphs helprovide the readers with the real,
historical context of the nineteenth century, witkwhich the main story of the novel
operates, and thus incite a deeper and a more eampmw and understanding of the
Victorian era. In fact, these quotations set ougitow what it was like to be a Victorian

and assert the factuality of the primary text.

However, paradoxically, the use of epigraphs atstrae time reminds us of the
fictionality of the novel and destroys the illusiofhreality. Not only do the epigraphs
disrupt the linearity of the text, and thus draveation to its status of a narrative; they
also suggest that these are the available souneesuthor used to reconstruct the
Victorian era. In other words, the past can newerdpresented as it really happened.
We can make only a construct of history, or ratbfeour twentieth-century view of it,

through accessible textual remains.
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The fact that in the chapter openings both fiaisi@nd documentary texts are
used has further implications. Both discoursespateon the same level. None of them
is ascribed more prominence, as they are both gmgléo attribute equally to the
authenticity of the novel. The unavoidable resdltusing the discourses of poetry,
fiction and documents in one narrative is narrasition of the past and historicizing of
fiction. Our knowledge of the past is thus questtbias both historical records and the
works of fiction are considered to have the sameus quality, and a status of human

construct. The boundary between fact and fictiamsbl

Footnotes

Footnotes are another paratextual device highlyl@yed within The French
Lieutenant’s WomanUsing this device typical for the works of histmraphy signals
that the author wants to reinforce the authentiaititis work, and thus assure readers of
its credibility. Footnotes give a feeling of belability, yet, at the same time, they
disrupt the linear reading, and thus the readeb#itya to make a complex and
“coherent, totalizing fictive narrative” (Hutchednolitics 85). The postmodern strategy
of crossing the boundary between the real and ithiéidus is once again employed.
Footnotes also inscribe the openness of the paketpresent as the nineteenth-century

phenomena are commented on or explained from theti@h-century perspective.

Footnotes are employed most intensely in chaptgy tfive, where the readers
are provided with information on Victorian birth+gool practices, social and marital
habits of labourers and the dire circumstances were forced to live in. The footnotes
also explain details about vocabulary: “agnostRO)( give translation of the words that
may be problematic for contemporary readers to kstaed: “dollymop” (130); discuss
some issues of Victorian politics, particularly tpelitics of Gladstone and Disraeli
(104); comment on science, such as on the forgottesuccessful book on geology,
Omphalos(158); and even comment and add more informatiotherused epigraphs:
chapter thirty nine is introduced by a letter oprastitute that was published he
Timesin 1858, where she defends her position in th#e€nd society. As we can read in
the footnote: “The substance of this famous andsimely sarcastic letter, allegedly
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written by a successful prostitute, but more propély someone like Henry Mayhew,

may be read itHuman Documents of the Victorian Golden A@S8).

Many of the footnotes refer to other historicadtseso that the reader could find
more information related to the discussed themease @ore example can be the
footnote on the infamous trial of Lieutenant La Biéne, accused of sexual abuse. This
footnote refers us to another historical book wheee could learn more about this
controversial case. Drawing the attention of readesm the core of the text to the
footnotes is, in fact, another way of activating treading audience. Readers are
constantly stimulated and educated and remindedtbavorld of the fiction overlaps

with the world of reality.

Intertexts incorporated in the primary text, discourses

The French Lieutenant's Womamcorporates works by other authors not only
outside, but also within the main body of the priyni@xt. For example, in respect to the
discussed La Ronciére trial, a few pages from theysof Dr. Karl Matthei, who
appealed against the accusing verdict, are incatparinto the novel. Matthei’s study
covers various bizarre cases of woman hysteria lwhiere meant to prove La
Ronciére’s innocence. When the narrator wants ltamihate the hidden part of
Victorian social life, the prostitution and brothghe quotes frorranny Hill, the first
English erotic novel by John Cleland and “a mas¢emin the genre” (293).

It is obvious that both historical and literarytie are employed to give the
impression of historical authenticity. This is amat example of blurring the distinction
between the fictitious and the documentary. Thesdenals are treated as both
narratives and human constructs, and their valldesafness” is thus not compared, but

rather paralleled.
Intertextuality inThe French Lieutenant's Womas also partly related to the

variety of discourses this novel displays. In trespect, there is no unification, but

plurality. Apart from the main plot, we are giverectures on geology and
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palaeontology; on Darwinian principle of adaptatiand the consequences of such
changes for the class of aristocracy; on Hardf§esdnd events that influenced his work;
on Mrs. Norton and her sentimental, “feminist” ld@ture; we learn about the first

movements fighting for the right of women to votelaabout the political atmosphere

of the era.

The French Lieutenant's Womauds to the multiplicity of its discourses by
employing instances of personal correspondence lagdl papers. It employs
documents, fiction and poetry. Together with theksaf the most acclaimed Victorian
poets, folk poems are deployed. Along the greatéstorian novelists and their
masterpieces, erotic and sentimental novels ardgiomea. This is yet another paradox
of postmodernism and the works of historiographietafiction are famous for:

conjoining the mass and the elite, the “high” amel‘low” art.

All this variety thatThe French Lieutenant’s Womaiisplays offers a complex
view of the Victorian era, extends readers’ perspe@nd makes the whole plot of the
story more believable. It also shows that postmodendency in historiographic
metafiction to reject any strict distinctions arqeoate within overlapping worlds of the
past and the present, the real and the fictivete@dhigh” and the “low”.
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. POSTMODERN STRATEGIES

3.1. EXPERIMENTAL PLAYFULNESS

3.1.1. Experimental Playfulness

Social, ideological and cultural transformatioesshaping life and demanding
new interpretations and concepts of reality caftadthe breakdown of old hierarchies
and cultural inhibitions. In the late 1960s, JohartB came up with the term “literature
of exhaustion”, by which he did not mean “anythsggtired as the subject of physical,
moral, or intellectual decadence”, but “the usedags of certain forms or exhaustion
of certain possibilities” (64). The form of the eiteenth-century realist narrative, which
held a particularly strong position in British ndvevas inevitably considered

“exhausted” and new literature from the pluralisticaotic age was needed.

Changes in literature were also stimulated by e ¢oncept of “the death of
the author”, as asserted by Barthes in 1968, artidogppearance, around this time, of
the Frenchhouveau romanThe “new novel” often focused on “the nature ariguage,
imagination and their shaping of reality” (Stevemdd 6). It problematized or dismissed
the traditional narrative, offered no fulfilled plodispensed with characters and
conventional psychology and disintegrated humanesul(Bradbury, Modern 344,
346). It is obvious that under these influencesféneiliar and traditional constituents of
fiction, such as authority, characters, plot, egdind representation necessarily came to
be questioned. The sixties provoked authors tooegphnovative literary paths, and

thus stimulated a climate of experimentalism amdagppearance of new forms.

Postmodern fiction is, as David Lodge calls it, erossover fiction” (in
Bradbury,Modern408), which experiments with crossings of tradiéitly impenetrable
boundaries of self-contained worlds. It crosses lalnds boundaries between fact and
fiction (or art and life), the past and the preseggnres, discourses and styles; it

juxtaposes “high” and “low” art forms, fictional drfactual intertexts; it mixes realist
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reference and modernist self-reflexivity. It is esjlly the genre of historiographic

metafiction that installs and then subverts famitianventions and constituents of art.

Metafictional crossovers: fact versus fiction, pastersus present

The age of uncertain, multiple realities, whenltbhendary between imagination
and actuality was problematized and when histoeyrsel more like a fiction inevitably
called for a new approach to the fictive and tha.r€he independent reality of fiction
and the fictionality of reality are fully explored a playfully self-conscious and self-
examining metafiction, which experiments with tinaditional realist notion and strict
distinction of the real and the fictitious (BradpuModern 344, 408). In metafiction,
texts self-consciously assert their fictionalitpcf merges with fiction and “authors”

intrude upon their works.

As Patricia Waugh claims, with the rising of posttam thinking, writers felt
the need for novels to theorize about themselvdg@iransform the old fictional quest
into a “quest for fictionality” Metafiction 10). She points out that there is a similarity
between the world of metafiction and the “real” \doas the world outside novel also
starts to be aware of “how its values and practeesconstructed and legitimized”
(Metafiction19). One of the basic assumptions of metafictiars tpoints out to the fact
that the processes involved in the act of consbuaif fiction could be paralleled with

the processes involved in our construction of teali

Particularly in historiographic metafiction, theossover between the real and
the fictitious is complemented by the crossovemien the past and the present. As
postmodernism refuses the traditional notion of pgast as an “archaeologized”,
timelessly true and valid institution, it opens reest to the present (and vice versa) and
closes the gap between the two worlds. To foregtdha fact that the representation of
the past takes place in the present, narratorsottea striking anachronisms and
intrusive comments revealing their knowledge of fimeire (in relation to the objects
narrated) or of the present (in relation to theetimarrated), or the narrators simply

explicitly acknowledge that they belong to a diéier time. The pretence of the classic
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historical novel that the narrator belongs to thene ontological world as the characters
is no longer valid and this new approach is refldah the experimental use of different

time levels within one narrative.

The role of narrators and fiction makers in metadic is also significantly
connected with the metafictional frame-breakingd anbsequent merging of various
hierarchies of ontological worlds. Narrator or aéor's personae intrude upon their
fiction either through metafictional comments ore tlereation process and the
fictionality of the work, or through entering thioigy — as one of the characters or in the
role of the “author”. Either way, these metafic@brintrusive strategies shatter the
ontological boundaries between the worlds of characand “authors” who break into
their fictions. Postmodern experimental forms oftgrerate with “Chinese boxes of
narrators and fiction makers” (Hutchedpetics45) which make the whole narrative
more complex and the reading process more plaghtaging and sometimes even

challenging.

Readers: players

Postmodern “incredulity toward metanarratives” aggction of any attempt to
impose a total order on our world experience qaaesthe role of the author as an
ultimate source of a fixed and final meaning. Acdtog to Barthes’ theory, such
concept of the author is, in fact, “dead”. In oppos to the traditional model of
literature where the author was very much “alivati @lominant, postmodernism shifts
the importance to the reader. Metafictional writectivate readers by openly discussing
the fictionality of their stories with them, and, a corollary, making them participate in

the process of creation.

The loss of the author's God-like omniscience aathority and the importance
ascribed to the reader introduces a certain degfrendomness, freedom, contingency
and playfulness into fiction. There are no longeed, authoritative plans and forms are
no longer believed to be permanent, closed, impablet and unified. The newly

introduced freedom puts an end to cultural inhdloisi and strictly defined forms and

51



enables experimental crossovers between what weagopsly rigidly isolated. It
broadens the ground for readers to participatdherconstruction of meaning and to get

actively involved in the process of collaboratiantbe development of the story.

As postmodernism rejects any total closure andeauwscelebrates openness and
multiplicity, postmodern novelists often employ armative strategy of non-ending, or
plural endings in their works. This strategy dihgeictivates the readers and make them
part of the metafictional game, as they are invitedl free to decide the final
development of the story by choosing the ending tirefer. Ronald Sukenick says in a
story entitled “The Death of the Author” (1969) tlevhat we need is not great works
but playful ones. . . . A story is a game someaae fflayed so you can play it too” (in
Waugh,Metafiction34). This idea does not suggest only the postnmogleestioning of
originality, but also the endorsement of engaghegreadership. Metafictional novelists
frequently “make the reader aware of his or hee @ player”, and thus change the
perception and status of literature from a “monmognd authoritative version of
history” to a “collective creation” (WaugiMetafiction 42). Readers thus become not

only present to the process of creation, but atsoeparticipants of it.

The description of literary work as “collective” apposed to “monologic and
authoritative” reflects postmodern tendency to eshtany attempt to insert a total
power and to defy any quest for a single meanind altimate truth. Instead of
centralization, postmodernism believes in fragmée#aon; instead of an imposed,
“higher-order” truth, postmodernism believes in theh, which is context-bound and

context-shaped, and thus always plural and opértepretation.

The strategy of open endings is a part of postmodeibversion of a neat
closure of classic realist texts. Metafictional alsvindeed set out to contest deeply
rooted literary traditions by defamiliarizing comimnal structures, such as the final
ending, the definitive interpretation, the authpof the omniscient narrator - “author”
and the illusion of reality. The counter-conventibrtechniques, on the one hand,
distance readers from the familiar base and thenventional expectations, often

disrupting the suspension of disbelief they succumbwvhile reading the fictions of
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classic realism; on the other hand, however, it esathem far more active in the
construction of meaning as the new structures gbeemental novels can be
comprehended through the old structures. The nevaruiliar) can thus be understood
and enjoyed through the links with the old (fanmli@Vaugh,Metafiction13). As the
innovative can be comprehended, enjoyed and apgpeeconly when compared with
the “old”, postmodernism never turns away from itiad. In fact, it acknowledges that
it is rooted in tradition and that it stems fromHiistoriographic metafiction thus uses
and abuses, inscribes, yet at the same time, dslther conventions and the discourses
of the past (HutcheorRoetics44). This paradox is best deployed through paieay
irony — the essential constituents of the poetiggostmodernism.

3.1.2 Experimental Playfulness: The French Lieutena’s Woman

The French Lieutenant’'s Womana novel which bridges the Victorian literary
tradition with the experimental tendencies stimedaby the new postmodern era. This
means that, on the one hand, it draws upon theyegfathe Victorian novel genre, but,
on the other hand, it transforms it, using the \rative and experimental “devices”, and
thus re-shaping the traditional historical fictianto the postmodern genre of
historiographic metafictionThe French Lieutenant’'s Womdhus playfully re-works
the tradition and breathes new life into the n@asire.

Chinese-box of narrators

One of the constituents of the traditional Victarifiction is the voice of an
omniscient, God-like and unified narratdihe French Lieutenant’'s Womahnowever,
following the postmodern philosophy, rejects anyhsumposition of an ultimate
authority upon the text, and, in contrast, intraeBi@ mixture of narrative voices, as
Hutcheon says “Chinese-boxes of narrators andofictnakers” Poetics 45). The
“author” of the novel appears within a variety wigersonations: as a voice of a modern
narrator; a traveller sharing a train compartmeith \Wharles and leaving a “speck of
dirt” on Charles’s nap as a surrogate for himsafifgd as an impresario who enters the
“stage” of his artistic performance and manages its
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The traditional God-like status of the “author’sisbverted by the fact that he is
not fully in control of his characters who “disobg{@8) his intentions. Sarah is the
character who, in fact, lives her own life withimetnovel, creates her own “fictional”
story and manipulates others in order to preseereahthenticity, and remains a total

mystery to the “creator”.
Chinese-box of worlds and open endings

The fact that the “author” appears in the storysewveral impersonations
introduces various levels of ontological worldsdahus various levels of “realness”
into the world of the fiction. As the “author” ex#ses his prerogative to write and re-
write the story, we can also find several fictionarlds within the novel which appear

with each re-writing.

The French Lieutenant's Womadearly plays and experiments with the
traditional Victorian notion of closure, and, innmord with the postmodern celebration
of openness and plurality, offers three diverseregg] and thus three fictional worlds
within one narrative. The first, typically Victonaending is achieved in chapter forty-
four, where Charles conforms to the duty, leaveaalg§anarries Ernestina and enters her
father's business. However, this traditional endaampnot be satisfactory in the age
openly expressing new demands on changing the pathe “old” literature. In chapter
forty-five, another stage of the story begins arthid@s’s quest for his mysterious

femme fataleesumes.

The playful rebellion against the nineteenth-centtgstrictions upon closure
also implicates the readers. They are invited ndy @o enter the fictional world
through the “author’s” metafictional comments o firctionality and creation of the
story, but also to participate in the creative pss by choosing from another two

offered versions of endings, and thus resolvingetrents of the world of the fiction.
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In his essay orThe French Lieutenant's WomaRowles says: “Follow the
accident, fear the fixed planNptes137). This is what makes the narrator’'s personae
travelling on the train decide to give up the “figixing” and leave the choice of the
closure up to the readers. As the “author” re-wagkiradition, he rejects to impose his
authority on the text and flips a florin in order decide which of the two versions to
present in the last chapter. In the end, chapsty siffers the ending where Charles’s
fantasies about a happy life with Sarah fulfil ahd two finally unite. The last chapter,
chapter sixty-one, offers a completely differenhdaperhaps a more “realistic”
conclusion of the story in respect to the previgalsematized questions of freedom and
authenticity. Charles is left alone, never to segaB again. However, under the
influence of what Sarah “taught” him throughout thevel, he is capable of
understanding the importance of freedom and trife @ed thus of embarking on the

new stage of his life.

Only the contingency inherent in the act of coipglng can dismiss the
“tyranny of the last chapter” suggesting “the findde ‘real’ version” (390), and the
tyranny of the traditional omniscient narrator whas an ultimate power and control
over his story, characters and, in fact, the readsrwell. The challenge of the total
closure reflects the postmodern rejection of artgnapts to impose power and an
ultimate meaning on the text, and thus close futther interpretations and meaning-

generation.

The experimenting with the endingfie French Lieutenant's Womamploys
changes the traditional view of the reader as aipasonsumer of the text and, as a
corollary, changes the tradition of the processeafding itself. The narrator in the
metafictional chapter thirteen says: “perhapsatity a game” (97). The readers indeed
become players involved in the “game” of readiraghreof which opens the novel and

gives it a new “version of life”.
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3.2. PARODY

3.2.1. Parody

Postmodernism does not see the world as a closethangeable and “given”
system. In contrast, it views the world as an oggstem, where meanings, truths and
histories are constantly being constructed andorstcucted, interpreted and re-
interpreted. The world is thus inevitably considenenstable, always subjected to

change.

Reflecting the pluralistic attitude, new forms, awvations and liberation from
the strictly defined structures are provoked. Hosvewvthis does not mean that
postmodernism would disconnect from the past aaditions. In fact, it returns to
history and traditional forms, but the return is, concord with the nature of
postmodernism, contradictory and full of paradoXasorder to reflect the instability
and pluralism of the world, history and traditionesed to be re-worked, re-invented and
re-presented. As Hutcheon argues, “postmodernism fisndamentally contradictory
enterprise: its art forms (and its theory) at onts and abuse, install and then
destabilize convention”Roetics 23). The innovation within the tradition, or the-r
presentation of the past in the present contexi) igostmodern art achieved mainly

through the employment of parody.

Parody is indeed one of the most significant sgias reflecting and expressing
postmodern philosophy and thinking. It resists tathlizing attempts, questions all
claims to ultimate truth and the search for timglegeaning. Instead, it stimulates the
dialogue with and re-evaluation of the past in¢batext of the present by juxtaposing
the traditional and the innovative within the sawcuwntext. The historical and the
traditional dimensions thus open to the present geidre-worked in the mode of
contemporary views and philosophy. As Hutcheon esglpostmodern fiction suggests
that to re-write or to re-present the past in thedn and in history is, in both cases, to

open it up to the present, to prevent it from beingclusive and teleologicalPpetics
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110). “To re-write and re-present the past’ alsggests the re-writing and re-
presentation of the traditional mode of writingstdiriographic metafiction is a perfect

example of such strategies.

As it has already been established, postmodernssmot ahistorical and in
complete break from the tradition - and so is ravbgy. In fact, parody undermines the
notion of closed and strictly defined past anditrad, and, in concord with the anti-
grand narrative approach, revivifies the old foams opens doors to new meanings and
interpretations (HutcheonPoetics 126). Parody thus epitomizes the postmodern
paradox of continuing in, yet changing traditiongdaf both questioning and enshrining

the past.

Parody defined

As Hutcheon argues, “parody” does not mean thdcllohg imitation of the
standard theories and definitions that are roateeighteenth-century theories of wit”.
She redefines parody as a “repetition with critidigkance that allows ironic signalling
of difference at the very heart of similarity”. historiographic metafiction, this parody
“paradoxically enacts both change and culturaliocoity” (Poetics26) and leads “to an
exploration of difference and resemblance” (CulléR). It is clear, then, that parody
gives new meanings to old forms through bridging glap between the present and the
past and that the past representation is a basthdqresent representation. Writers of
historiographic metafiction always relate to thetpaadition, which they install, while
simultaneously undermine. The past is thus notrolgstl, only “re-written”. In other
words, parody shows how present representationsreahings are derived from past

representations and how continuity is always rdlébedifference.

The reverent, yet undermining re-working of “oldbkks and traditions, which
Hutcheon calls “parody”, is what other authors oftall “pastiche” (BradburyModern
409; Head 229). Frederic Jameson, for example, sviparody as the “ridiculing
imitation” and sees pastiche as a form of “neutrablank parody” (HutcheorRoetics
26).
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The urge to re-work and re-write through parodylddoe related to Barth’'s
rendering literature “exhausted” and “used-up”. Wltonventions pose a limit on what
a certain form can express and what can be itsengnparody breaks the restraints,
opens and shows new possibilities through givirsgsital forms “a new and different
twist” (Hutcheon,Poetics31). As Waugh argues, “parody renews and maintdias
relationship between form and what it can exprégsupsetting a previous balance
which has become so rigidified that the conventiohshe form can express only a

limited or even irrelevant contentfetafiction68).

Parody, however, not only re-works traditional stitments of fiction, but it also
paradoxically draws attention to what has beenoged. Readers always employ their
previously acquired knowledge or reading experieimtenew reading situations.
Whenever the conventional constituents “malfunctiGiaugh, Metafiction 31) and
certain expected patterns are broken, readersugpeised and urged to become more
active and to start processing what in particularked counter their expectations and
activated them. Parody helps readers to get libdradrom their conventional

assumptions about and expectations of fiction.

3.2.2. Parody: The French Lieutenant’s Woman

Parody is one of the main strategidse French Lieutenant’'s Womaleploys to
show both the continuation and the change of theelngenre as it employs the
traditional within the modern, experimental conteikbwles sets out to recreate the
ambience of the Victorian world and the grand stflehe Victorian authors, but he
also re-shapes, or parodies and pastiches therMicttradition under the influence of
the modern narrative “devices” rebelling against egstrictions upon the techniques as

established in the nineteenth-century novel.
The traditional constituents of classic historidadtion that get typically

questioned are the illusion of reality, the treattmef a plot and characters, the

chronological story-telling, the omniscient and dik@ voice of the narrator and the
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sense of a neat, final endinfhe French Lieutenant’'s Womaets out to challenge all

these familiar structures.

The essential feature of realist fiction is preagah of itself as of the “real
thing”, and thus creating the illusion that thergtine readers are presented with is not a
construct. Thanks to this illusionism, classic digtal novels reinforce the “suspension
of disbelief’ of their readers. HoweveFhe French Lieutenant's Womalisrupts the
illusion of reality through constant intrusive arself-conscious comments of the
narrator foregrounding the fictional status of #tery; through the crossovers between
the past and the present; and through conjoiniadittion and reality.

The French Lieutenant's Womalso shows the loss of the narrator’s
omniscience, power and control over the story dratacters. The traditional imaginary
hierarchy between the narrator being the supendrtiae reader being the subordinate is
shattered. The narrator openly acknowledges hik @dcknowledge and turns the

readers into active participants in the meaningegging and in the creation process.

Fowles in his novel rehearses the greatest autsfaitse Victorian era, such as
George Eliot in its intrusive moralizing; Thomasrihain its mysterious heroine; Jane
Austen in its ironic voice; Matthew Arnold in itsiggestion of the suspension between
two worlds that, as regards Charles, were presdatétinestina and Sarah; and Charles
Dickens in its portrayal of the figure of a Cocknsgrvant Sam (Waugetafiction
125). The character of Charles’s servant Sam isthas Sam Weller ofhe Pickwick
Papers However, the type of Sam Weller is parodied unilerinfluence of the social
changes and the Darwinian theory of natural s@ectiThe difference between Sam
Weller and Sam Farrow (that is, between 1836 ar¥l®as this: the first was happy
with his role, the second suffered it” (46). ltolsvious that the developments in society
with rising demands on the adjustment to the changeen at the cost of abandoning
moral scruples, favoured Sam Farrow, the changedinc@tion of Sam Weller, to

survive.
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This particular example displays hoMne French Lieutenant's Womaa work
of historiographic metafiction, changes the arcpetgf the Victorian novel, revivifies it
in the new context, and thus opens the novel genreew possibilities. As a strategy
which shows both the compliance with and the bfeak the tradition, parody ensures
that literary works will never become obsolete, @luwtays capable of being renewed so

that they reflected the demands of the readingipubl

3.3. METAFICTION

3.3.1. Metafiction

When the world of fiction acquires a visible makehecomes less the mirror of
reality, more a visibly made thing. The devicesadfand status of fiction are revealed
and the artwork is inevitably presente@s”an artwork” (McHale 30). Such
characteristics are inherent to metafiction, a moderiting typically associated with

postmodernism.

Patricia Waugh defines the term as “fictional viagtiwhich self-consciously and
systematically draws attention to its status aaréafact in order to pose questions about
the relationship between fiction and realityldtafiction 2). Linda Hutcheon uses a
parallel with Narcissus, a figure from Greek mytw), and calls the contemporary
self-reflexive novels, which are “intensely awarkeits own existence, continuously
drawing attention to its own storytelling processasd linguistic structures”,
“narcissistic” (Narcissistici). Concerning the question of historiographic afietion,
Hutcheon claims that its language always refersnamily to “the reality of the
discursive fact itself (hence the designation agafietion) but also the reality of other
past discursive acts (historiographylPoetics151). The apparent metafictional paradox
that, in fact, forms the genre of historiographietafiction is drawing attention to its
artifice, while, at the same time, anchoring itsridioto the “real” world through

allusions to actual historical events and persosiage
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Metafictional self-consciousness is, however, notsteategy invented by
postmodernism. The practice is old and it is emgidboi other types of fictional works
as well. To name but one example, Tristram Shaddg() by Laurence Sterne is a
novel entirely about itself, and thus can be seetha prototype of the contemporary
metafictional novel. Nevertheless, it is especiallfthe age of postmodernism that the
novelists become considerably aware of the themaleissues involved in constructing
fictions and simultaneously of the possible ficabty of the world outside the literary
text (WaughMetafiction2).

Language: constructing reality inside and outsidelte world of novels

As the works of metafiction constantly draw attentito the process of their
creation, it is clear that they do not attempt idehthe fact that what readers hold in
their hands is a construct someone has writteny Dipenly present their status of an
artifice and emphasize the significant role languaand textuality play in our
construction of reality.

Metafiction openly questions how narrative convemsi shape the picture of
presented reality. All genres, both fictive andtdmigal, are considerably limited by
conventions and regularities, which form the speciiterary expression. These
conventions, however, set limits also to the “tgalkhey present. In fact, the world as it
really is cannot be represented. “Reality” is alsvaypavoidably filtered because fiction
“does not mirror reality; nor does it reproducdticannot. ... Instead, fiction is offered
as another of the discourses by which we constructversions of reality” (Hutcheon,
Poetics40).

The process of constructing and mediating the kadge of the world through
language in literary works is what metafiction tetato the process of how “reality”
outside the world of novels gets constructed. Thertty discussed process of creation
in metafictional works then provides a model foderstanding the construction of the
world outside novels. Metafiction explores and peatmtizes the relationship between
the world of the fiction and the world outside Iit. other words, it problematizes the

relationship between life and fiction, and consejlyeundermines the notion of the
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existence of a single objective truth and realltlyge assumption that language reflects
and mediates an objective world is no longer vaidthe observer always changes the
observed” (WaughiMetafiction 3). Metafiction is yet another means of challeggine
traditionalist pursue of a single, ultimate trutbbjectivity and reality, and of
encouraging readers to scrutinize their interndlizeliefs.

Shattered illusion of reality

Self-reflexivity undermines the ‘“realness”. As nitigon foregrounds the
writing process and flaunts its artifice, readenes eonstantly reminded that what they
are reading is a “made” thing and, as a resully #re prevented from forgetting the
construction underlying reality. Laying bare thendibion of artifice signals the overt
refusal to provide an “illusion of reality”, a tyg@l device of traditional realist fiction.
For what postmodernism asserts and postmoderratliter exploits is the blurred
boundary between what is resolutely fictive andamably real. Postmodernism does
not operate in any clear-cut distinctions and ihiwhy they treat the world of art and

life as inseparable, and why the illusion of reailit purposefully shattered.

Apart from self-reflexive comments on how the stasytold, the illusion of
reality is destroyed also through narrator’'s diradtiresses to readers. It is a feature
typical of contemporary self-reflexive novels toatditly address the reading audience
and involve them actively in the process of creatim the age of postmodernism,
readers indeed cease to be passive consumers oautheritative and authorial
constructs. In contrast, they are initiated inte thriting process and attributed a
significant role of “imaginative co-creators” (Hhton,Narcissistici), who sometimes
even have the power to decide the developmenteo$tibry. As typical of paradoxical
nature of postmodernism, the addressing of readerks in two ways. On one hand,
they are demanded to participate in the fictiomakpss, on the other hand, however,

they are distanced by textual self-consciousnefiseofiovels.

When narrators intrude upon their fiction, addrénsr readers, openly declare
the fictionality of their works and discuss the atien process with them, they

metafictionally break the ontological frame, asytleecupy an ontological world one
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level superior to that of the world they createm®o*authors” even confront readers
with the image of themselves in the act of prodgdimeir works, which establishes an
even more elaborate hierarchy of ontological workdgerior to what is written on the
page lies the reality of writing itself; howeveehind the reality of the writing lies yet
another superior reality of thect of writing that has produced it (McHale 197-198).
The process of frame-breaking and merging differ@miiblogical worlds inevitably

results in breaking the illusion of reality.

Another type of a total metafictional/ontologicalame-break occurring in
postmodern fiction and destroying the illusion edlity takes place when the “author”,
or rather the “narrator’'s personae” (Hutchedarcissistic 57), enters the fictional
world and starts an eye-to-eye interview with hisher character - or is at least
confronted with them. As McHale claims, this frabreaking strategy is, in fact, so

widespread that it almost amounts to a postmodestiché (213).

The metafictional intrusions of the “author” alsenders the concept of “the
death of the author” paradoxical. As Waugh argtthe more the author appears, the
less he or she exists. The more the author flahister her presence in the novel, the
more noticeable is his or her absence outsideM8téfiction 134). The act of “self-

advertisement” paradoxically involves “self-effacami (McHale 199).

In metafictional novels, “authorial” intrusionsave a paradoxical effect. On
one hand, they strengthen the connection betweereti and the fictional; on the other
hand, they display the ontological distinctnessvieen them. With every such frame-
break, the illusion of reality is shattered anddexa realize that the “suspension of
disbelief”, which they succumb to while readingditeonal literary works, is in
postmodern metafictional novels suppressed (Wadgtafiction33-36). The transition
between the context of reality and that of fictigets out to problematize the
interpretation of the two and to provoke readersdmitinize and re-evaluate their sense

of reality - the main concerns of metafiction.
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3.3.2. Metafiction: The French Lieutenant’s Woman

When we read'he French Lieutenant's Womawe are constantly distracted
from the main plot - that is from the tale of Sar@imarles and Ernestina. The modern
narrator makes numerous digressions from this stosypplement various information
about the Victorian era, and thus to make the imaig¢he nineteenth century the
readers create as complex and as comprehensiplesaible. Apart from the love trials
the main protagonists are subjected to, we leanngkxample, about Victorian social
life, scientific breakthroughs, changes in the stygi politics and the first waves of
woman emancipation. All these facts about the pewh century heighten the
believability of the story and the illusion of risgl Readers “suspense” the disbelief and
read the story as if it was “real”. However, a dggion which ultimately destroys the

illusion of reality occurs in chapter thirteen.

In chapter thirteen, readers’ attention is dravamf the contents of the story to
the circumstances of its creation. The narratooges guiding us through the story
changes into the voice of a creator of the stamy, this voice openly acknowledges that
“This story | am telling is all imagination. Thesdaracters | create never existed
outside my own mind” (97). The illusion of realig/shattered as the status of the work
as fiction is revealed and self-consciously drawendion to. This is one of the main
reasons whyhe French Lieutenant's Womaanks among the works of historiographic
metafiction On the one hand, it tries to create a believaield full of historical

details, on the other hand, it makes the readesaseanf the fictionality of the text.

Under the influence of the new novel and the p@iookd exhaustion of
literature, the postmodern approach toward writhgnges. The plot ceases to be in the
main focus, the “core” of writing. It is the wrignitself that is ascribed importance and
comes into the centre of attention. The processreétion is thematized and the
techniques involved are laid bare. This changedagmh toward literature is whahe

French Lieutenant’'s Womaflects, starting in this famous metafictionahpter. The

64



previously unspoken artificiality of literary works now fully voiced and the creative

process becomes a subject of postmodern writing.

Once the artificiality of the novel is enunciatéiae readers become a part of the
creative process. In fact, they become the co-oreatf the story. As the voice of the
“author” says, he does not fully control his chéees “any more than you [readers]
control” (99). Readers themselves thus gain thaustaf fiction makers. One of the
main issues metafiction assumes is the parall@dert constructing fictions within the
world of literary texts and the world outside iicttonalizing processes involved and
self-consciously revealed in literature are claimedt to be dissimilar to the
fictionalizing processes which are part of our lifiethe real world. In other words, the
theory of metafiction suggests that the world alesihe literary text may as well be
fictional.

As we can read iifhe French Lieutenant’s Womditiction is woven into all”
(99). The traditional distinction between the reald the imagery is, in the era of
postmodernism, no longer tenable. Any attemptsismids such claim and to live
within the strictly separated worlds are refutedhwecontempt. As the voice of the
creator says, everyone creates fiction of thegdjveveryone transforms their own past
and the real reality with regard to their curreaeds, feelings or whims. In respect to
the past, readers “dress it up”, “gild it or blaske censor it ... fictionalize it” (99). The
boundary between reality and fiction blurs, andahetion suggests that it is not only a
novelist, but also the reader who creates fictions.

The voice of the creator athe French Lieutenant's Womdaregrounds and
lays bare the fictionality and the process of ¢omabdf his book. He also implies that
readers are novelists themselves, using the sachei¢eies while creating a book of
their own lives, their own autobiography. Never#ssl, the creation process outside the
literary world does not involve only the past, bigo the future of the readers. As it is
asserted, we are all novelists, who “have a habitvoting fictional futures for

ourselves” (327).
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The fact that we all tend to make and imaginefoture is pointed out in chapter
fifty-five where the narrator's personae, the “auth breaks the ontological frame,
enters the fictional world of his characters andtemplates on how to continue with
his story and what future to create for his cha@ctOnce again, then, the worlds of the
real and the fictitious overlap and another paréiiween constructing fictions and the

reality of the world outside literary texts is made

It is obvious that the metafictional thematizatioh the process of creation
inevitably involves the thematization of the “cr@dtduring the process of the creating
activity. To introduce the “author” into the fichip he needs to break the ontological
frame between reality, or rather a reality supet@othe one of his creation, and fiction.

Such frame-breaking is a solely metafictional gestu

In chapter thirteen, the “author’'s” voice intrudggon his world to declare its
fictionality and, at the same time, to compare tistruction of fiction to the
construction of “reality”. In chapter fifty fivehe “author” breaks into his world and
discusses the possibilities of further developmeaftshe story and the future of his
characters. He describes novelists’ strategieshiedoin the decision-making about the
continuation of their works, and compares themfight-fixing” (390). As he considers
his choices, he comes to the conclusion that tlsé decision would be to come with
two versions of the story finale, and thus to lethwe “fight-fixing” to the readers. In
chapter sixty one, the “author” enters the fictiowarld as a character and “arranges”
the switch from one ending to another by taking Wetch and making “a small
adjustment to the time” (441).

Introducing the “author” into the fiction leadsttee postmodern concept of “the
death of the author’. As Waugh claims, metafictishows that this concept is
paradoxical, because “the more the author appdhes,less he or she exists”
(Metafiction 134). Flaunting and advertising the “author’'s” ggece thus inevitably
necessitates his absence in the world outsideettte This is yet another instance of

metafiction problematizing the traditional strictiear-cut fact/fiction boundaries.

66



The French Lieutenant's Womaneveals the process of creation and self-
consciously draws attention to its fictionality. &Rers are present to the creative
activity which is no longer hidden, but, in contragrawn attention to. They are, in fact,
made the co-creators who can participate on theldement of the story. The flaunted
fictionalization of literary works is compared tbet fictionalization of reality. The
strategy of metafiction thus once again activabesreaders and provokes them to re-
consider their ideas on the status of the real taedimagery as well as on how we

construct fiction and reality.
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CONCLUSION

The thesis has focused on the discussion of the p@stmodern themes and
strategies and on their depiction and analysishia French Lieutenant's Womajohn
Fowles’s masterpiece from the end of the 1960sd¥eada which the calls for a literary
innovation that would reflect the changes in theldwew and change the familiar
paths were ever more insistent. The deploymertiedd “contemporary” devices within
the story that is set in the Victorian England mieenally foregrounds its split from the
traditional realist mode of writing. Yet, in condowith the postmodern philosophy, the
break from the old forms is not compleféhe French Lieutenant's Womamoth
challenges the conventional constituents of figtiet, it simultaneously installs what it
challenges by overtly showing the possibilitiestté continuation of the “old” within

the “new”.

The postmodern themes and strate@ies French Lieutenant’'s Womaisplays
in such abundance categorizes this novel amongethee of historiographic metafiction
which crosses the boundaries between the worldititnaal historical fiction kept
isolated. Just like the worlds of the present d&dpast; the fiction and the reality; the
elitist and the popular; the mockery and the revegeand the continuity and the change
blend in the novel, so do blend the postmodern #seand strategies. They are all

interconnected, one necessarily evoking the other.

Discussing intertextuality necessarily stimulategsiions about the author and
his or her originality; about opening the presenthe past; about the status of both
fiction and history as human constructs and, camsetly, about the reliability of
historical records; intertextuality also provokemsidering the role of the reader, his
activity and participation in the meaning-makin@gess; about the meanings changing
with re-contextualization, and thus about the pgrofitexts, and the list could go on.
Parody is, in fact, a strategy which permeatesthal themes and strategies The
French Lieutenant’s Womamovels of historiographic metafiction, a typiggnre of
postmodern literature, are always double-voicestalling, yet subverting the tradition;

mocking, yet enshrining its sources.
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It is obvious that thé-rench Lieutenant’'s Womaopens countless stimulation
for its readers and, there is no doubt, that tagfpl postmodern re-working of the great
Victorian tradition will keep the story of CharleSarah and Ernestina open to the

readers’ worlds and hearts.
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