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Abstract 

This paper explores Rosario Cruz-Lucero’s novella "Doreen’s Story" as historiographic metafiction, 

specifically examining the postmodern construction of Anabella of Silay. Historiographic metafiction 

challenges traditional historical narratives through layered storytelling, intertextual references, and 

blending of fact and fiction. The character Anabella is analyzed comparatively alongside real-life 

Hiligaynon writer Magdalena Jalandoni, whose life parallels the fictional protagonist in numerous 

aspects. Employing comparative character analysis and historiographic metafiction as frameworks, the 

research scrutinizes these two women's narratives to reveal complex relationships between historical 

and fictional representations. The findings highlight significant parallelisms between the mythical 

character Anabella and the historical figure Magdalena Jalandoni, demonstrating how literature 

intertwines historical fact with fiction. This interconnection emphasizes the fluidity between history 

and narrative, questioning the nature of truth and authorship in historical representation. Additionally, 

the reconstruction of past events within the novella supports postcolonial objectives, such as reclaiming 

cultural spaces, asserting identity, and critically revisiting historical narratives. Ultimately, this study 

underscores the importance of historiographic metafiction in understanding literature's role in shaping, 

challenging, and reconstructing historical discourse. 

 

Keywords: Fiction, Historical fiction, Historiographic metafiction, Myth, Postmodern 

https://orcid.org/0009-0004-7029-0434


IJCHR, 2025, 7(1), DOI: https://doi.org/10.63931/ijchr.v7i1.77 

168 | International Journal on Culture, History, and Religion 

        Volume 7 Issue No. 1 (June 2025) 

Introduction 

Many historians employ fictional representations to create imaginative and 

dynamic interpretations of historical realities. Aristotle, comparing the roles of 

historian and poet, argued that historians are confined to describing events that have 

already occurred, while poets—and, by extension, fiction writers—have the freedom 

to explore potentialities, thereby addressing broader universal truths. From this 

perspective, fiction can be viewed as more encompassing and insightful than history. 

Indeed, history is often constrained by particular events and specific details, 

whereas literature encompasses the entirety of human experience. E.L. Doctorow 

further supports this notion by asserting, “History is a kind of fiction in which we live 

and hope to survive, and fiction is a kind of speculative history…by which the 

available data for composition is greater and more varied than what historians 

propose” (Kallookaran, 2007). 

Postmodernism engages deeply with these paradoxes, highlighting the 

complexities of fictive versus historical representations, the particular versus the 

general, and the past versus the present (Kallookaran, 2007). Because historical 

narratives inevitably reflect the historians’ perspectives, attitudes, and cultural 

backgrounds, complete objectivity in historiography remains unattainable. Even with 

identical materials and sources, historians will inevitably produce differing accounts. 

As Schneider (2008) notes, historiography inherently includes fictional elements and 

subjective interpretations. 

These complexities give rise to historiographic metafiction, a postmodern 

literary style that explicitly bridges fiction and history. This research explores the 

significance of historiographic metafiction in interpreting postcolonial literary works, 

demonstrating that factual and fictional narratives are not mutually exclusive but 

intertwined, enriching and redefining traditional historical understanding. 

 

Methodology 

This study employs a qualitative research approach guided by the principles of 

Historiographic Metafiction. Utilizing this theoretical lens, the research systematically 

analyzes the narrative interplay between history and fiction within Rosario Cruz-

Lucero’s novella “Doreen’s Story,” specifically focusing on the character of Anabella 

of Silay. A comparative character analysis method is applied to juxtapose the fictional 

protagonist, Anabella, with the historical figure Magdalena Jalandoni, a renowned 

Hiligaynon writer from Silay, Negros Occidental. 
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Primary texts, including Cruz-Lucero’s novella and archival materials 

documenting Magdalena Jalandoni’s life and works, form the core data for this 

investigation. The narratives of both figures are critically examined for thematic 

similarities, narrative structures, cultural references, and intertextual connections, 

emphasizing how fictional and historical identities converge. This comparative 

approach highlights intersections between fiction and historiography, uncovering 

how Lucero employs metafictional strategies to reimagine historical narratives. 

Interpretative analysis is then conducted, exploring how the novella’s 

metafictional elements, particularly layered narratives and intertextual references, 

challenge traditional historiographical conventions. This methodological framework 

underscores the ways in which fiction can effectively reconstruct, reinterpret, and 

recontextualize historical realities, thereby bridging the gap between factual history 

and imaginative literature.  

 

Historiographic Metafiction 

Historiographic metafiction, a term coined by literary theorist Linda Hutcheon, 

refers to fictional works that self-consciously address the writing of history and the 

nature of historical knowledge. These works often blend historical facts with fictional 

elements, questioning the possibility of objective historical truth. Rosario Cruz-

Lucero’s “Doreen’s Story,” from her collection Feast and Famine: Stories of Negros, 

exemplifies this genre by intertwining real historical figures with fictional narratives, 

thereby challenging readers to reconsider the construction of history and identity.  

Hutcheon (1989) states that historiographic metafiction includes two terms: 

postmodern fiction and historical fiction. Both terms were popularized in the 

nineteenth century, and when viewed and interpreted at first glance, they have 

identical meanings. However, in truth, these two terms are not the same. Even 

theorists find it difficult to differentiate these two terms because their opinions about 

the truth differ. Truth to them is relative; there are various kinds, versions, and 

specifics of the truth depending on the situation (societal situation) and the place and 

culture where the truth emerged. In short, there is no absolute truth. It is not only about 

the truth but also the impact of the existence of the truth itself. Theorists still try to 

distinguish the two terms, although only a thin line separates them. 

Historiographic metafiction tries to combine the best of two worlds: it 

incorporates fictional elements, which it generously uses, and blends them with 

historical events, which may provide a framework that is filled with fictitious actions 

and protagonists; thus, “it unites the ‘world’ and literature” (Hutcheon, 1989). 
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To understand historiographic metafiction, it is necessary to know about the 

developments that changed the view on representation in the past decades: 

A skeptical relativism has challenged the authenticity of historiography, 

and its truth claim. The denial of ultimate truth in representation led to the so-

called postmodern crisis of representation. Suppose the image of the past is 

influenced by culture, which means that different cultural circles emphasize 

different aspects of historical events. In that case, there will always be more than 

truth. However, since art is not obliged and willing to provide a perfect copy of 

reality, it is free to deliver its message in a concealed way (Engler, 1994). 

 

According to Engler, the ‘reality’ presented to the reader “is the product of a 

complex process by which traditionally encoded images and texts structure our 

perceptions and determine the models by which we construct our notions of self and 

external reality” (Engler, 1994). 

Although historiography is liable to interpretation, the history of a culture is 

essential for the individual because history is intelligible and comprehensive, and man 

is a sense-making being. A culture’s shared history is vital because it is one of the main 

aspects – apart from religion, language, etc. – that distinguishes cultures (Engler, 1994). 

Just like historians trying to give sense to history, fiction authors intend 

to make sense of things that seem chaotic or unintelligible and create something 

new in which factual truth and the necessity of reality become unimportant. The 

writer controls only his fictional reality, whereas the historian’s realm is reality. 

Thus, the writer’s freedom enables him to write literature that combines historical 

facts and fictional elements and creates different views on historical events 

(Engler, 1994). 

 

If historiography depends on interpretation and constructs reality, then why 

should historiographic metafiction not provide a ‘true’ image of the past, just like what 

historiography does? 

From this perspective, the relationship between fictional and historical writing 

becomes very complex because they blend historiographic metafiction and participate 

in the historical discourse without being subdued by scientific representation 

standards. This mingling of history and fiction leads us to intertextuality (Hutcheon, 

1989). The concept of intertextuality claims that a literary work is interdependent and 

defined by “the interdependence of any one literary text with all those that have gone 

before it” (Cuddon, 1977). 
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Postmodern literature often contains intertextual elements, although the 

phenomenon is not an invention of the 20th century. Intertextuality demands the 

reader to recognize the element as such and then think about its reference, which 

requires a specific awareness on the reader’s side (Hutcheon, 1989). 

Intertextuality is the fabric that weaves the array of texts, each drawing meaning 

and significance from those preceding it. It requires a reader to be highly aware, not 

only consuming the content but also actively engaging with it, recognizing and 

interpreting the myriad references that enrich the narrative. The beauty of 

intertextuality lies in its ability to transcend time and space, creating a dialogue 

between the past and the present and reimagining historical events through the lens 

of contemporary thought. 

In postmodern literature, this intertextual dance becomes crucial, enabling 

authors to explore and challenge traditional narratives and blend the boundaries 

between fiction and reality. The reader is invited into a multidimensional experience, 

where each text serves as a portal to countless others, enriching the understanding and 

appreciation of the work at hand. 

Historiographic metafiction fully embraces this concept, integrating historical 

discourse with literary creativity. It redefines the notion of ‘truth,’ presenting a 

narrative that is as much about the interpretation and representation of history as it is 

about the events themselves. This blending of fact and fiction allows for a more 

nuanced exploration of historical themes, highlighting the subjectivity inherent in all 

historical accounts. 

Historiographic metafiction works to “demarginalize the literary through a 

confrontation with the historical, and it does so both thematically and formally” 

(Kallookaran, 2007). It also attempts to distinguish between fiction and history, 

clouding the difference in the process. Hutcheon posits that the postmodern 

relationship between fiction and history is an even more complex one of interaction 

and mutual implication. Historiographic metafiction works to situate itself within 

historical discourse without surrendering its autonomy as fiction. It is a seriously 

ironic parody that affects both aims: the intertexts of history and fiction take on parallel 

(though not equal) status in the parodic reworking of the textual past of both the 

“world” and literature. The textual incorporation of these intertextual past(s) as a 

constitutive structural element of postmodernist fiction functions as a formal marking 

of historicity literary and “worldly” (Hutcheon, 1989). 

English fictionist Patricia Waugh notes that metafiction “suggests not only that 

writing history is a fictional act, ranging events conceptually through language to form 

a world-model, but that history itself is invested, like fiction, with interrelating plots 
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which appear to interact independently of human design” (Waugh, 1984). 

Historiographic metafiction is notably doubled, like this, in its inscribing of both 

historical and literary intertexts. Its specific and general recollections of the forms and 

contents of history writing work to familiarize the unfamiliar through very familiar 

narrative structures. However, its metafictional self-reflexivity renders any such 

familiarization problematic. The similarity is because both real and imagined worlds 

come to us through their accounts of them, that is, through their traces, their texts.  

The ontological line between the historical past and literature is “not effaced but 

underlined” (Thiher, 2013). The past did exist, but we can only “know” that past today 

through its texts, and therein lies its connection to the literary. If the discipline of 

history has lost its privileged status as the purveyor of truth, then so much the better; 

according to this kind of modern historiographic theory, the loss of the illusion of 

transparency in historical writing is a step toward intellectual self-awareness that is 

matched by metafiction’s challenges to the presumed transparency of the language of 

realist texts. 

 

Differences between Postmodern Fiction and Historical Fiction 

The following are the differences between postmodern fiction and historical 

fiction: 

• Postmodern fiction focuses on an eccentric or marginalized figure character. 

The author factually describes the characters to form a narrative. 

• Historical fiction focuses on the ideas in the story in terms of historical 

representations made by the author. It can be a current historical depiction or a 

historical representation that is different from the present image. 

• Postmodern fiction uses two methods in the story: first, by putting forward the 

historical truth with some deliberately falsified historical records. Second, 

postmodern fiction uses historical data. 

• Meanwhile, in historical fiction, Luke in Hutcheon (114) claims that the 

emergence of historical fiction is backed by the authors’ inability to use valid 

historical data. The story is written, but the truth needs to be more relevant 

because valid data are used to clarify history. However, historical fiction adopts 

both ways of postmodernism to give a sense of trust and specificity to their 

work. 

• In postmodern fiction, the author does not allow the moral decline of the 

historical characters. While historical fiction permits a moral decline of the main 

historical character. 
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• Postmodern fiction asks an ontological question like “How do we know the 

past”? Moreover, “what do we know now? While historical fiction presents the 

main character of history to strengthen the fictional story, thus making the 

boundary between fiction and history imperceptible. 

Therefore, using the lens of Historiographic Metafiction, the connections 

between the past and present, the parallelism between the fictional and historical 

characters of Anabella of Silay and Magdalena Jalandoni shall be discussed and 

analyzed to show the possibility of a blending or fusion of these two binary opposites. 

 

Findings 

“Doreen’s Story” as Historiographic Metafiction 

Rosario Cruz-Lucero’s Doreen Story, from the 2003 book “Feast and Famine: 

Stories of Negros,” combines history and fiction. It questions historical facts, magic 

realism, academic research, and town gossip (Lucero, 2007). This novella is part of a 

collection that depicts Negrense’s life from the Spanish colonial period to the post-

Marcos era and is one of the most anthologized stories. 

 

Narrative Structure and Metafictional Elements 

Doreen’s Story” employs a tripartite narrative structure: 

1. The Frame Narrative: A fictionalized version of real-life food critic Doreen 

Fernandez recounts the story of Anabella of Silay over a meal with the narrator. 

2. The Embedded Narrative: The tale of Anabella, a reclusive heiress from Silay, 

unfolds, revealing her sheltered life, forbidden romance, and eventual 

withdrawal from society.  

3. The Metanarrative: Interjections from literary scholar Jonathan Chua and the 

narrator discuss the accuracy and interpretation of Anabella’s story, blurring 

the lines between fact and fiction.  

This layered storytelling technique exemplifies metafiction by drawing 

attention to the narrative’s construction and the subjectivity inherent in historical 

recounting. The inclusion of real figures like Doreen Fernandez and Jonathan Chua 

further complicates the narrative, as their fictionalized portrayals interact with the 

fictional Anabella, creating a tapestry of interwoven realities. 

 

Anabella of Silay: Constructing a Postmodern Heroine 

Anabella’s character is a composite of historical and fictional elements. Her 

story mirrors that of Magdalena Jalandoni, a real-life Negrense writer known for her 

reclusive lifestyle and literary contributions. By referencing Jalandoni, Lucero anchors 
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Anabella’s narrative in historical reality while simultaneously fictionalizing her 

experiences.  

Patriarchal control, societal expectations, and personal rebellion mark 

Anabella’s life. Her father, Don Isidro, embodies the authoritative haciendero 

archetype, enforcing strict boundaries on Anabella’s personal choices, including her 

romantic involvement with Francisco, an aspiring dentist of lower social standing. 

Anabella’s eventual seclusion and prolific writing output can be interpreted as acts of 

resistance against the constraints imposed upon her, highlighting themes of female 

agency and autonomy. 

 

Historiographic Metafiction and the Questioning of Historical Truth 

Lucero’s narrative challenges the notion of a singular, objective historical truth. 

The multiple perspectives presented in “Doreen’s Story”—from Doreen’s recounting 

to Jonathan Chua’s scholarly critiques—underscore the subjectivity of historical 

interpretation. The story’s metafictional elements prompt readers to question the 

reliability of narrators and the authenticity of historical accounts. 

By blending factual and fictional elements, Lucero illustrates how history is 

often a construct shaped by those who record it. The story suggests that personal 

biases, societal norms, and cultural contexts influence historical narratives, thereby 

complicating the pursuit of objective truth. 

The most compelling reason, however, for classifying Feast and Famine as 

a landmark in Philippine Literature is its ingenious treatment of the precarious 

and complex relationship between orality and literacy. The central preoccupation 

of most of the characters in these stories is telling stories, be it through a ladies’ 

lunch (“Doreen’s Story”), through personal mythmaking, or “storytelling-a-lie” 

(“Good Husbands and Obedient Wives”), or through the composo, a form of 

Hiligaynon extemporaneous folk song cum historical record, the subject of which 

is local current events (Pineda, 2003). 

 

“The Grand Dame of Hiligaynon Literature” by Magdalena G. Jalandoni, who 

is possibly the inspiration for the main character Anabella in Rosario Cruz Lucero’s 

“Doreen Story” (Gonzales 1), one of the finest specimens of Hiligaynon Literature in 

English in the 21st century. The characters are memorable because they are the 

members of the familiar wealthy and eccentric family in Silay. 

Three narratives make up Doreen’s Story. Real-life food critic Doreen 

Fernandez sits in a restaurant with the narrator and recounts over panini and iced 

tea the story of Anabella of Silay (the second and main narrative). The telling of 
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this second narrative is also interrupted by discussions of the narrator-writer with 

real-life literary scholar Jonathan Chua about the accuracy of the story’s details. 

The main character is named after the eponymous protagonist of a short story 

written by a reclusive Negrense woman writer, Magdalena Jalandoni. Doreen 

plays an epic character in this story, but the reader is reminded, just at the right 

moment, that this is also just a cleverly crafted piece of artifice. It is metafiction at 

its finest (Pineda, 2003). 

 

Doreen Fernandez herself traced her roots from Silay City, Negros Occidental, 

the birthplace of her father. She was born on October 28, 1934, to Aguinaldo Severino 

Gamboa of Silay, Negros Occidental, and Alicia Lucero Gamboa of Cabanatuan, 

Nueva Ecija. 

Doreen Fernandez has taught literature, composition, creative and critical 

writing, and journalism. Her research has been on cultural, literary, theater, and 

culinary history, on which she has written for scholarly and popular publications and 

has regularly been invited to speak at international conferences and symposia. She 

would have rendered 30 years in service at the Ateneo de Manila University in 2002 

had she not passed away on June 24, 2002. 

Feast and Famine: Stories of Negros grows out of the author’s experience of 

childhood in Negros, an island south of Manila, famed for its sugar production. 

Doreen’s story features a frame narrative in which the narrator meets the real-life food 

writer and scholar, Doreen Fernandez. The bulk of the story consists of a narrative that 

Doreen talks about Anabella of Silay, an heiress living in a small town. This narrative 

is, in turn, intercut with discussions with another real-life figure, academic ‘Jonathan’ 

apparently Jonathan Chua, editor of the study The Critical Villa-about the veracity of 

the story that Doreen tells (Patke, 2010). 

The main character in the novella, Anabella of Silay, was first introduced by 

Magdalena Jalandoni in a Hiligaynon short story entitled “Si Anabella” in the 1930s. 

Jalandoni’s story was translated by Corazon Villareal into Filipino in the revised 

Philippine Literature: A History and Anthology in 1994, edited by Bienvenido 

Lumbera. 

At first glance, the story is typically romantic, which is very much a 

characteristic of when it was written: 1936-1938. Anabella’s story (Jalandoni) starts 

with a melodramatic plot: the typical forbidden love affair between a rich boy and a 

poor girl. Their love was censored by the proud mother of the boy, owing to their gap 

in terms of social status. The love and faithfulness of the lovers will be challenged. 

Ultimately, poor Anabella will become unexpectedly rich, and love will triumph. 
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In Doreen’s Story, however, the situation is reversed. The rich haciendera 

(Anabella) has found love in the arms of Francisco, a poor Dentistry student. 

Anabella’s parents will not consent to their love affair, and the two will break up. After 

several years of hardships, the poor boy will become a dentist, marry a teacher, and 

start a happy family with his wife and kids. Anabella, in the end, became a recluse and 

died with a broken heart. 

 

Discussion: 

Anabella of Silay as Rosario Cruz-Lucero’s new Magdalena Jalandoni  

In the modern world where reason and evidence are given premium, myths like 

favorite bedtime stories for children passed on across generations are often brushed 

aside. It is entwined with one’s growing years, but other than the nostalgia they bring, 

they have no greater significance. 

Doreen’s story is often seen as an urban legend spanning three generations—

Anabella in the Spanish era, Magdalena in the early 21st century, and Doreen and 

Rosario Cruz-Lucero in contemporary times. It narrates great love and tragic loss while 

also highlighting the sacrifices made by Negrense society, from the insulares’ effort to 

transform barren haciendas to the indios’ enduring hardships, all aiming for a better 

life.   This dream lives on through Anabella’s tale, Magdalena’s work, and Doreen’s 

narration, enriching the history and culture of Negrense society and uniting the 

Filipino nation. Oral tradition and written literature have preserved the values of 

freedom, sovereignty, and the aspiration for a better life. The current generation faces 

the challenge of continuing this storytelling, especially with the power of digital 

technology at their disposal. 

Doreen’s story revolves around Anabella of Silay, the main protagonist, whose 

life has been a constant focus of interest among the townspeople due to her forbidden 

romance, mysterious reclusion, and withdrawal from the outside world. As a 

haciendera and the only heiress to the vast sugar plantation and other businesses of her 

father, much is expected from her: 

Anabella was born nine months after that mysterious epidemic. You’d 

wonder why no other heirs existed, especially since she was a mere girl. But this 

was the American era, and hacienda heiresses were taught English and Math and 

could attend college in Manila or Europe. Maybe Don Isidro hoped that Anabella 

would have the spunk to take on the family businesses, especially if she had a 

husband who would have the zeal to run them in her name. But even during the 

Spanish period, hacienda heiresses rode out at dawn on horseback, pistols strapped 
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to their waist and directed the work on the farm. These same women would don 

ribbons and lace in the evening and entertain guests. (Lucero, 2003). 

 

Don Isidro, Anabella’s father, is a typical authoritative and bold haciendero and 

owner of many other businesses in Silay. He was the second son of an encomendero 

and so had no hope of being a master of his land. Don Isidro had come to Negros from 

Iloilo at the turn of the century and had started a leaseholder with a capital of 500 pesos 

that he had won in a cockfight. He then claimed a piece of forest land nobody wanted 

because the white Tamawos people had seen wandering in it (Lucero, 2003). 

He was “strict enough to forbid the liaison between this dentistry student and 

his only child, the one on whom he depended to pass on his business genius in his 

blood down his family tree” (Lucero, 2003). He was also called Don Baga because his 

eyes glowed like live coal when angry. He could wield the whip on his workers when 

he was displeased with the quality of their work. 

Anabella’s mother (who was not named) was sophisticated and educated but 

very submissive. Her too much religiosity and her constant association with Fr. Van 

Amstel, the parish priest, was the root of Don Isidro’s jealousy, which led him to shoot 

his wife to death and pull the trigger on himself. Her parents’ marriage was ruined by 

implied adultery and her father’s domination, which unfortunately ended in murder 

and suicide. 

At seventeen, Anabella fell in love with Francisco, a penniless dentistry student. 

It was speculated that her father had forbidden her from marrying someone not of her 

status. This incident triggered Anabella’s decision to isolate herself from her parents 

and the rest of the world. In her lifetime, Anabella’s affair with the outside world has 

literally stopped. She lived the life of a recluse on the second floor of their bahay na 

bato. Occasionally, Anabella would observe from her balcony Francisco’s children 

(Francisco has married Victoria, a teacher) playing outside. 

Francisca Jalandoni, Magdalena’s mother, was worried about her 

daughter, who was already of marriageable age. Still, although she did not lack 

suitors, she turned them down one by one: “Pulos mang-u” (They were all dumb, 

not bright, she told me, with a girlishly impish look and smile). Besides, her ideal 

man was Jose Rizal: educated, urbane, scholarly, idealistic, nationalistic, and 

good-looking. Above all, he, too, was a writer. What young Ilongo swain could 

compete with the national hero? (Varela, 1976). 

 

In an alternative ending, however, it sets out the possibility that Anabella was 

furious over her lover’s secret desire for her mermaid friend and chose not to go on 
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with their marriage. Upon her death, Anabella left behind a vast load of literary works, 

a product of her generations-old isolation inside her bahay na bato. 

When Anabella dies on September 14 next year, she will be discovered to 

have written 72 novels, 122 short stories, seven novelettes, five corridos, eight 

narrative poems of 100-1000 stanzas each, 231 short lyrics, seven long plays, 24 

short plays and dialogos in verse, seven volumes of essays and two autobiographies 

(Lucero, 2007). 

 

Just like Anabella of Silay, Magdalena G. Jalandoni’s vast literary life works 

consist of the following: 

The prodigious literary wealth produced by Magdalena Jalandoni’s pen is 

revealed in the following figures (a recent count, which was only a rough estimate, 

was made upon my request): 366 poems, 212 short stories, 25 novels, 60 essays, 

13 dramas, seven melodramas or dialogos, 125 aphorisms. In addition, more than 

25 novels (Mahal pa sa Kabuhi? Dearer than Life; Ang Balay nga Walay Too? The 

Deserted House; Ang Malaw-ay nga Dalaga? The Ugly Spinster, to mention a 

few titles) were burned after they had been placed in the bishop’s residence for 

safekeeping, in a fire during World War II. Also, the length of some narrative 

poems had to be considered to appreciate Magdalena’s industry and untiring labor 

fully. To cite some examples, “Angya”, a narrative poem written in 1927, is 129 

pages long (on 8 l/2” ‘x 13” size paper); “Kaluukan” is 186 pages; “Kan Silayan,” 

181 pages; “Lucresia Magsilak,” 125 pages. One of her verse dramas in three acts, 

“Kabuhi hag Gugma” (Life and Love). is 61 pages in length (Varela, 1976). 

 

Doreen’s story is not only about Anabella’s story as told by Doreen; it is about 

the storytelling process that turns a person into a town legend and a work of fiction in 

the frame narrative. Moreover, Anabella is revealed to be not just a historical character 

or a town legend but also a writer herself. In a list that parallels Magdalena Jalandoni’s 

outputs, Anabella is revealed to have written a massive literary collection during her 

period of seclusion. 

Anabella may be considered a representation of the rich and famous (illustrado) 

class in any community in the Philippines. Occasionally, they draw the attention of the 

common person, represented by Francisco, a dentistry student, who is the love of her 

life. They are perceived to be very self-sufficient and well-provided for all conceivable 

needs. Yet unknown to many, they live a very lonely life in which academic feats 

become silent witnesses, if not camouflage. Anabella is torn between being duty-
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bound to her family, class, and social expectations as the sole heiress to a vast hacienda, 

and the summons of her heart.  

The hacienda sums up everything his father labored all his years, the 

community he has gathered (haciendero – caminero), and the life he has built for 

Anabella and her future brood. The hacienda signifies the vestiges of the withering 

Spanish colonialism at the time. Indios who have labored hard to build the little 

empires of encomenderos and hacienderos with the whip piercing their frail 

malnourished bodies have learned to emancipate themselves from their bondage from 

the land through education, herein personified by Francisco (dentist) and Victoria 

(teacher), and their children playing in the yard, not working on the farm. 

On the other hand, the summons of the heart reveals the genuine and honest 

desire of the new generation of insulares; something willing to go beyond the 

imaginary, oppressive social rules. Given the chance, Anabella could have married 

Francisco and started her own family, enunciating (Bhabha) a new identity (hybrid). 

Historical or literary genius, the voluminous works discovered after the death 

of the mythical character Anabella, are testimonies to the silence. Still, persistent cries 

to reach out, go out, connect, unite, and integrate from the comforts of the self to the 

other (liminality). Personified by Anabella, here is a passionate yearning to build a 

nation that is not exclusive to one class but includes all. Something that Anderson and 

Hau label as integrative nationalism. 

In the same breath, the story is a stark warning against continuing the path of 

being fixated on colonialist mentality, class consciousness, and exclusivity. It is bound 

to end in self-destruction, as exemplified by the murder and suicide of Anabella’s 

parents, or extinction, as shown by Anabella herself not being able to build a family of 

her own. 

Historiographic metafiction is a quintessentially postmodern art form, relying 

on textual play, parody, and historical re-conceptualization (Butler, 2010). Therefore, 

the works of historiographic metafiction are “those well-known and popular novels 

which are both intensely self-reflexive and yet paradoxically also lay claim to historical 

events and personages” (Butler, 2010). The famous Hiligaynon writer, Magdalena G. 

Jalandoni, became the blueprint of Anabella’s character in “Doreen’s Story”. However, 

other details are not faithful to the original biography of Jalandoni. 

According to Waugh, they additionally engage and unveil the parallels between 

writing literature and historiography – the practice of writing history – suggesting that 

both are acts of construction that do not reflect or naively represent reality or the past 

but (re)invent and shape them from necessarily subjective and ideologically laden 

perspectives. She does not claim that history and fiction “adopt equivalent 
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representational procedures or constitute equivalent modes of cognition” (Waugh, 

1984). 

On the other hand, Hutcheon believes that “the simultaneous and overt 

assertion and crossing of boundaries are more postmodern.” She states that 

historiographic metafiction, not historical fiction, serves to narrate the past 

(Kallookaran, 2007). Thus, the novel at once “creates a fiction and then makes a 

statement about the creation of that fiction;” the simultaneous construction of fictive 

illusion and the laying bare of that illusion fulfills the definition of metafiction (Waugh, 

1984). 

 

Conclusions 

The above discussion established that historiographic metafiction reconciled 

that which separated art from the “world,” Literature from History. This was done by 

using intertextuality. Another dimension is added through the ironic inversions of 

parody, as was shown in the novella “Doreen’s Story” by Rosario Cruz Lucero. 

In her novella, she reconstructed the mythical character of Anabella of Silay 

while consciously or unconsciously blending her narration using a true-to-life 

historical icon, the Hiligaynon award-winning writer Magdalena G. Jalandoni. 

History and literature provided the intertexts in the novella examined here. The 

autonomy of art is maintained; metafictional self-reflexivity even emphasizes it. 

However, within this seemingly different character portrayal of Anabella, some points 

of her life story mirrored the life story of Magdalena Jalandoni. Their respective stories 

are both part of the signifying systems of Hiligaynon culture; both Anabella and 

Magdalena are natives of Silay City in Negros Occidental. 

Although historiography is liable to interpretation, the history of a culture is 

essential for the individual because history is intelligible and comprehensive, and man 

is a sense-making being. The common history of a culture is vital because it is one of 

the main aspects – apart from religion, language, etc. – that distinguishes cultures 

(Engler, 1994). 

Just like historians trying to give sense to history, fictionists intend to make 

sense of things that seem chaotic or unintelligible and create something new in which 

factual truth and the necessity of reality become unimportant. If the writer controls 

only his fictional reality, the historian’s realm is reality (Engler, 1994). Thus, the writer 

is free to write literature that combines historical facts and fictional elements and 

creates different views and landscapes of historical events through these. They both 

make and make sense of our world. This is one of the lessons of the most didactic of 

postmodern forms: historiographic metafiction (Hutcheon, 1989). 

Rosario Cruz-Lucero’s “Doreen’s Story” serves as a compelling example of 

historiographic metafiction, utilizing layered narratives and intertextual references to 

explore the construction of history and identity. Through the character of Anabella of 
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Silay, Lucero examines themes of female agency, societal constraints, and the 

subjectivity of historical truth. The story invites readers to reflect on the ways in which 

history is recorded, interpreted, and retold, emphasizing the complexities inherent in 

reconstructing the past. 
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