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ARISTOTLE, BORGES AND KALOKYRIS
THE UNIVERSE OF THE POETICS AND THE POETICS OF THE UNIVERSE

e

Eleni Kefala

despises realist aesthetics and engages himself with fantastic

I n the first part of my paper, I study how Borges, a writer who
literature, reads and reinterprets Aristotle’s theory on mimesis

and particularly the notions of the poet as “momntic ptOwv” (“maker
of plots”), and the “eikdoc” (“probable”). I argue that in doing so,
Borges launches Aristotle’s poet-maker into the centre of his fictio-
nal universe since he conceives reality and history as an infinite se-
ries of conjectures/narratives which aim at deciphering the inacces-
sible (to the human mind) universe of God. Thus, Borges” poet, the
one who invents and conjectures narratives, becomes the creator of
reality /history resolving this way the long-standing debate on repre-
sentation in literature. Subsequently, in the second part of my paper,
I focus on how the contemporary Greek writer Dimitris Kalokyris
develops the Borgesian concept of the poet as Maker. Specifically,
Kalokyris equates iorwp (historian) with moipijc (poet), extending
this idea of the fictionalisation of reality and history in order to dis-
cuss several issues of postmodern culture. In particular, I concentra-
te on Kalokyris” engagement first, with the increasingly virtual con-
temporary culture and especially with the notions of “cyberspace”

Variaciones Borges 16 (2003)

> menu



search by... | volume | author | word |

98 ELENI KEFALA

and “cyberlibrary” and secondly on the idea of “time-space com-
pression” as defined by David Harvey.

Borges’ short story “Tlon, Ugbar, Orbis Tertius” (OC 1) is a lumi-
nous speculation on the philosophical problem of knowledge with
respect to the external world. That is, how the world we perceive as
real is essentially a mental construction of the human mind which
tries to provide the world with a meaning while the real world itself
is chaotic and lacking of any meaning at all. Borges suggests that
what we perceive as reality, like the fantastic structure of Tlon, is
“obra de una sociedad secreta de astrénomos, de bidlogos, de inge-
nieros, de metafisicos, de poetas, de quimicos, de algebristas, de mo-
ralistas, de pintores, de gedmetras...” (434). The phenomenal world
of ours is, like Tlon, a fantastic construction out of chaos: “es un
cosmos y las intimas leyes que lo rigen han sido formuladas, siquie-
ra en modo provisional” (435),

“Cosmos” (kdouoc) means both “order” and “ornament”. On the
one hand, for the ancient Greeks, the world was an ornament pre-
cisely because it was put into an order by the supernatural. For the
Western logocentric philosophy - which begins with Plato and Aris-
totle - the world is perfectly set into an order and it can be perfectly
perceived by the signifying systems of Reason available to the hu-
man mind. On the other hand, Borges believes that the phenomenal
world, like Tlon, is a “cosmos” (an “ornament”, an “order”) out of
chaos, but it is also conventional and arbitrary. That is to say, Borges
does not deny Reason or the mental constructions of the human
mind. His scepticism is in no way reduced to nihilism. On the con-
trary, mental constructions are sine-qua-non conditions for mankind
to survive in the chaotic labyrinth of the real world. What Borges
does do, however, is to deny the authenticity of any of these forma-
tions. He reminds us that the rules, the norms we attribute to the
world are “provisional”. Ultimately, these norms are as fantastic (or
real) in relation to the real world of chaos as Tlon.

Borges’ fantastic diminishes the limits between reality and fiction
by reminding us that what we consider to be real is actually a tem-
porary convention that the human mind sustains in order to make
sense out of the senseless. This way, I would say that Borges is a Re-
alist par excellence, one who plunges into the universe of Aristotle’s
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Poetics in order to speak of the poetics of the universe, that is, the
fictional nature of all the narratives which constitute the so called
“sources” of knowledge of our world. In his essay, “El ruisefior de
Keats”, Borges, citing Coleridge, distinguishes the Aristotelian from
the Platonist:

Observa Coleridge que todos los hombres nacen aristotélicos o pla-
toénicos. Los ultimos sienten que las clases, los 6rdenes y los géneros
son realidades; los primeros, que son generalizaciones; para éstos, el
lenguaje no es otra cosa que un aproximativo juego de simbolos; para
aquéllos es el mapa del universo. El platénico sabe que el universo
es de algtin modo un cosmos, un orden; ese orden, para el aristotéli-
co, puede ser un error o una ficcién de nuestro conocimiento parcial.
(OC 2: 96. My emphasis)

Platonism offers Borges a good source for his concept of literature
as a verbal universe. However, Borges’ universe, in contrast to the
Platonic one, does not claim any notion of originality. This is be-
cause Borges looks at Platonism through an Aristotelian spectrum -
“el lenguaje no es otra cosa que un aproximativo juego de sim-
bolos”. At the same time, though, he comes back enriching the Aris-
totelian concept of the “real”, which is now contaminated by the
symbolic universe of Platonism. For Borges, Aristotelian reality can-
not claim any authenticity either. In fact, like the Platonic cosmos, it
is itself a simulacrum, a “ficcion”.

I shall now focus on the following question: how does Aristotle
define the act of writing and fiction in general and how does Borges
read and reinterpret the Aristotelian theory? In the Poefics, Aristotle
argues:

It is the function of a poet to relate not things that have happened,
but things that may happen, i.e. that are in accordance with probabil-
ity or necessity. For the historian and the poet do not differ accord-
ing to whether they write in verse or without verse. [...] The differ-
ence is that the former relates things that have happened, the latter
things that may happen. (1451a36-1451b5. My empbhasis)?

100 10 & yevoueva Aéyetv, 100 momTod Epyov EoTiv, AN ola &v yévorto kol T
duvaTd Kot TO EiKO¢ fi TO dvaykaiov- 6 yap ioTopikd¢ kai 6 TonThg od T@ 1 EUUETPA
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The key term here is that of “probable” (“eixoc”). Aristotle never
reduced the art of fiction and representative aesthetics to a poor re-
production of reality, as some scholars inaccurately argue from time
to time. For him, to represent reality does not mean to copy reality but
fo create a reality. On the one hand, the historian copies reality by
presenting what “has happened”; on the other hand, the poet cre-
ates his own reality by presenting what “may happen”. He is, above
all, a maker of plots: “it is clear [...] that a poet must be a composer of
plots” (1451b27-8).2 The poet is a maker -a womyijc, from the verb
mo1w which means “to make”- a maker of “probable” plots; that
means, of events that may never happen in reality but, nevertheless,
could happen -so they are believable. Aristotle goes so far as to say
that it is better to present “amazing”, “astonishing” events (“16
Boavpootov”) that seem likely to happen than real incidents which
seem unbelievable (1452a2-11). Moreover, Aristotle’s concept of the
“probable” becomes even broader when he affirms that “it is prob-
able that many things will happen even against probability”
(1456a24-5).3

What Borges actually does in reading Aristotle is to expand the
latter’s concept of the “probable”. If what we perceive as “real”,
Borges seems to suggest, is just a fiction then representing the “real”
equals to representing fictions (ficciones). In fact, the Borgesian equa-
tion of the universe with the vast “Biblioteca de Babel” (OC 1) or the
infinite “Libro de arena” (OC 3) resolves the long-standing debate
on mimesis. This is because literature becomes as probable as reality
itself since reality is nothing but infinite fictional narratives -a Book.
Ultimately, Borges is a “mointn¢ poOwv” (an hacedor of ficciones) who
suggests that the most probable (believable) reality in our world of
simulacra is that of fantasy. This is because fantasy does not ask
from us to believe it; on the contrary, it continuously exposes its fic-
titious nature.

drapépovoty (...)- GAAG ToOTw dapépet, TQ TOV uEv T& yevoueva Aéyetv, TOv O ol &v
yévorto”.
2“Afjhov 0DV (...) TOV oM THY uaArov T@V udBwv ivon del TonTAv”.

3 “Bikdc yap yivesbon moAMG kai mopd TO gikdC”.
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For Borges, even God himself, the maker of the universe, belongs
to the same realm like his creations: the realm of the invented. In the
short story, “Everything and Nothing” God, like his poet Shake-
speare, is simultaneously everybody and nobody. Both, the poet and
God are reflections in a series of infinite transformations: “yo tam-
poco soy; yo sofié el mundo como ti sofiaste tu obra, mi Shakespea-
re, y entre las formas de mi suefio estds td, que como yo eres mu-
chos y nadie” (OC 2: 182).

Essentially, Borges sustains that poet and God are the two names
of the maker -the maker of fictions. In Borgesian philosophy, poet is
the God, the creator of the universe which is nothing but an im-
mense library -the library of Babel. In Greek, this statement sounds
much more natural for 7ommj¢ (the maker) is the name of both the
poet and God. Specifically, one of the most fundamental principles
of the orthodox Christian credo is that God is “mointi¢ odpovod kai
yiic, 6patdv Te Thvtewv kot dopatwv” (“the maker of the sky and
earth, of all the visible and invisible”). Ultimately, I assume that one
of the infinite transformations of the Borgesian universe is an isosce-
les triangle in the centre of which lies the 7omijc the poet, the
maker, God.

Let us now turn to the contemporary Greek writer Dimitris Kalo-
kyris and in particular to his first work of prose Iloikily 10T0pia
[Varia Historia] (1991). In the Prologue of the book, the writer draws
the relation between history and literature, scholarship and parody:

When literature creates History, History consumes itself between im-
perishability and perishability, that is, between scholarship and par-
ody. With the weapons of the former the latter is served. [...] The
plundering of bibliography belongs to the ways of re-registering human
pathology. (10. My emphasis)*

At the outset, Kalokyris discloses the cornerstones of his philoso-
phical edifice: history is a creation of literature which, in turn, is a

4 “Otav 1 Aoyoreyvia Onpiovpyei v Iotopia, 1 lotopia avtoavaloveral petald
apBapotag kat pbopdg, dnAadr) petadp emotnpovikoTtag kat napadiag. Me ta ona
mg npotg dwaxkoveitat 1 devtepn. Méow tov Weloo Bepamnevdetal o @ovkodidng. H
Aendacia g fifhioypapiag KATATACOETAL OTOLG TPOIIOVG ENAVEYYPAPTG TN)G avOpmITvng
naboloyiag”. All the translations of Kalokyris” texts are mine.
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“plundering of bibliography”. Kalokyris reads Aristotle using the
same spectrum as Borges: in a world where everything is fictional,
the creator is a writer, a maker of fictions (“mointic pdOwv”). Like
Borges, Kalokyris shares the same triangular universe where poet,
maker and God are the names of the one and only figure: that of
momii¢ who, through his kaleidoscope, organises the chaos of the
miscellany by inventing narratives.

The word ioropia like the Spanish “historia” means both history
and story. Specifically, the etymology of the word comes from the
noun forwp which means “wise”, “learned man”. “forwp was the
learned man who used to retell and recount stories; thus, “history”
originally means “narrative”. Kalokyris, like Borges, goes back to
the original meaning of the word and understands history as narra-
tive, that is, as just another (and not the) narrative, or even as numer-
ous naratives recited endlessly by countless /orwpec -narrators. Con-
sequently, forwp stands for womyrijc which means that the historian
is the other name of the poet and the vice versa while ioropia finally
stands for pobioropia, (fiction), a tenet that Borges already upheld in
1935 with his first book of fiction, Historia universal de la infamia .

The concept of fictionalisation of history and the world in general
is directly related to the notions of “dictionary” and “encyclopae-
dia” which run throughout Kalokyris” work. This idea of the book as
a dictionary of the universe is actually a manifestation of Borges’
fundamental concept of the universe as an infinite book or an infi-
nite library. For Kalokyris, the writer is a lexicographer of the vo-
cabulary of the universe which is seen through a kaleidoscope. The
story that probably explores in most detail the fopos of the universe
as a Book is “On the Total Book”® published in his recent collection
of pseudo-essays, Prow to Lucifer (2001).6 Here, Kalokyris argues that
human civilisation is essentially a “written” one and this is due to
the fact that writing is the only way to fight against oblivion:

The civilisation that we know always remains, in one way or an-
other, essentially Written. And it remains so because it has invested

5 “T'la to andAvto PrpAio”.

6 [TAé>pn aov Eaagpdpo.
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everything in the fallacy of memory: what is not remembered is not
written; what is not written does not exist; what does not exist, we
create...and so on. (11)7

Since what is not remembered is actually what is not written and
since what is not written does not exist, writing, and more specifi-
cally the book,

constitutes the geometric and geographic locus of creation. Some
people defined the book -in that case the Quoran- as the material
form of the creator; others identified the [...] scattered homeland
with a Book -the Bible. Finally, some others paralleled the world
with a spherical book or they have defined “the universe in alpha-
betical order” within the pages of the Dictionary. (11)8

In brief, the universe, as an image (or multiple images) conceptu-
alised by the human mind, takes the form of an infinite book while
writing itself becomes a life-giving act: that is, to name is to fictional-
ise and to fictionalise is to give life. Subsequently, Kalokyris de-
scribes the “total book”, which he calls “fi1BppAio” ~bbbook- (13) as
the “geometric locus” where the fictional and non-fictional realities
meet up, interweave and transform each other. In fact, the narrator
goes so far as to suggest that the infinite realities of the book can in-
terfere in external reality and alter it:

It [the bbbook] will consist of thousands of pages where, in fact, a
common scene will be described: i.e. somebody is sitting on his sofa
reading the Sunday newspapers. The contents of all the pages of all
the newspapers follow word for word. [...] However, if we like,
there could be digressions from time to time in order to keep the
natural time. That is, the “reader” of the book stops, for example, to
eat, smoke or to sleep [...]. Hence, the action could be extended ac-

7 “O moAtiopog nov yvepifoope, e€akolovBel va napapévey, pe ) pia 1) my dA\n
poper), xat'ovoiav I'pantog. Kat mapapévet £tol O10Tt €xel emevovoel Ta IAVIA 0TI
(PEVAKI) TNG PVIENG: O, TL O&V AIIOPVI|HOVEDETAL OV KATAYPAPETAL O, Tt dev Kataypd-
@etat Oev vrIapyet - O, TL dev LIIAPXEL TO dnpLOLPYOLHE * O, Tt SNPIOLPYOLHE. .. K.0.K”.

8 “arotedel TOV YERHETPIKO KAl YE@YPAPIKO TOMO TG Snptovpyiag. Opiopévot Aaoi

opoav 1o PipAio -ev mpokepéveo o Kopdvio- o¢ v LA poper) tov dnptovp-
yoo ‘dA\\ot tavtioay mv [...] deonappévn natpida p'éva Bipiio - Bifro. Kamoiot,
teAog, mapal\fioav Tov Koopo pe opaipiko PipAio 11 oproav ‘o ovpmav
kat ah@aPnrikn oepd’ péoa otig oelideg Tov AeSikon”.
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cording to one’s desire and bifurcate even in the surroundings of the
books that he reads. [...] [Action] could also intervene in the evolu-
tion of the events that take place, alter the landscapes etc. (12-3)°

Ultimately, the “total book” is an infinite kaleidoscopic text within
which the universe infinitely changes and transmutes. However, the
question that now emerges is whether it is possible to compose such
a “total” book:

Today we would say Yes. First, a great part of the classical gramma-
tology has been transcribed into electronic form. Subsequently, there
are programmes which scan and digitise every single text and make
it workable. With these raw materials and given that technologically
time is continuously compressed, everything is a matter of space -that is, of
memory. And we have seen that what is remembered is what is writ-
ten; what is written exists ...and so on. (14. My emphasis)'0

At this point, Kalokyris evidently echoes David Harvey’s notion
of “time-space compression” as expressed in his book, The Condition
of Postmodernity:

As space appears to shrink to a “global village” of telecommunica-
tions and a “spaceship earth” of economic and ecological interde-
pendencies [...] and as time horizons shorten to the point where pre-
sent is all there is [...], we have to learn how to cope with an over-
whelming sense of compression of our spatial and temporal worlds.
(240. My emphasis)

o “[To PiPAio] Ba amoteleitar amod y\dadeg oelideg omov, oty ovoia, Ba
HEPLYPAPETAL LA KOWVOTAT EIKOVAL: ILY. KATIOW0G oL Kabetat oty moAovbpova tov Kat
Srapadet T1g KUPLAKATIKEG e@rpepideg. AxolovBovv Aén mpog Aé€n ta meplexopeva
OA®@V T®V 0eAidwV, OA®V TeV epnuepidov. [...] Av BéAovpe opwg, dev amoxAeietat mote
mote va yivovrtat napekfBdoeig yia va dwatnpnbet o puokog xpovos. ‘O avayveootng’
OnAadr) evtog Tov BiPAiov otapatdey, A.x. yia ¢aynto, yla va kamvioet 1) va koipnOet
[...]. H 6pdon, oovenag, pmopet va emextadet kata PovAnow kat va StaxAadiletat
akopn kat péoa oto neptpallov tov PipAiev mov dwapdadet. [...] Aev amoxkAeietar emiong
va napepPaivet oty e§eMSn 1OV yeyovotev oo dwadpapatifovtal, va allowwvel Ta
Tomia kA"

0 “Yripepa Oa amavtovoape Nat. Kat'apyxdg éva peydho pépog g KAAOLKNG
ypappateiag éxet petaypaget oe nAektpovikr] pop@r. Ev  ovveyela vmdapyoov
IIPOYPAPHATA IOV YHPLOIIOODY i OAP®MOEMG OIIOLODNIIOTE Kelpevo Kat To Kabiotodv
ene€epyaotpo. Me avtég Tig mpwteg BAeg Kat pe dedopévo OTL 0 Ypovog ovpmederar
Teyvoloyika 61apkas, oAa eivar {Tnpa yopoo -onAady pviung. Kat eidape neog o, Tt amo-
HVIHOVEDETAL KATAYPAPETAL * 0,TL KATAYPAPETAL DIIAPXEL. .. K.0.K”.
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However, Kalokyris seems to argue that it is not just the world as
a “global village” that is compressed due to the advancement of sci-
ence and technology but the world as a library. He sustains that in
contemporary culture, time itself technologically is continuously
compressed up to the point that it becomes memory. What does this
mean? The writer is playing with the word “memory” and its use in
computer science: time becomes the minute space which the com-
puter memory occupies. That means, if our spatial and temporal
worlds are what is “written”, according to Kalokyris” previous as-
sumption, then these worlds today are compressed in the infinitesi-
mal space of the computer memory in which they are registered.
Consequently, everything becomes not just a matter of memory but
of virtual memory. In the story, “The Beginning of the Self-
Destruction of Books” published in The Discovery of Homerica
(1995),11 he speaks of literature as a “diachronic cyberspace”, an “In-
tertextual Internet”: “however, we could speak, in a way, of a kind
of a DNA of the written language which could form its own “cyber-
space’ -a space famous since ancient times in literature- an “Intertex-
tual Internet”” (68).12 Later in the story, Kalokyris speaks of the Bor-
gesian concept of the universe as a library seen through a postmod-
ern spectrum:

Today, the ecumenical net [...] has been expanded in the indirectly
perceptible cyberspace of ideas, in the locus of parallel worlds, in the
crepuscular electronic sparkles which permeate in the depths of
mind. Hence, the Argentine was right with respect to his concept of
the library as a form of the universe. (75)13

The Argentine’s idealism and his reinterpretation of Aristotle’s
Poetics give Kalokyris the means to construct a postmodern spec-

11 “H apyny g avtokataotpor) tev PipNev” in H avakddown ¢ Ounpixhs.
12 “@q pnopovoape Opwg va piAfjoovpe, TEOMOV TG, yia éva eidog DNA tov
ypamtod Adyoo mov dovnrika oxnupatier évav Oikod Ttov ‘Kufepvoxopo’ -TOmmo

1

A0y V®OOTO AII0 apXAloTAT®V XPOVaV ot Aoyotexvia- éva ‘Ataxeipeviko Internet’”.

BB “To owovpevikd Siktoo [...] éxet ofpepa efamwfei otov éppeca aiodntd
KoPePVOX®PO TRV 10edV, OTOV TOMO T®V MAPAMNIA®V KOOP®V, OTOLG apvdpods
nAexTpiKovg omvinpilopodg mov Staxéovtal ota &yKatda Tod Vov. Apa OIKAIOVETAL O
apyevtvog yia ta mept BipAtobrkng og poperg oopmavtog”.
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trum through which the universe and the library are transformed
into cyberspace and cyberlibrary respectively. This is the space of
parallel and simultaneous worlds where the writer-cartographer
simulates his textual maps.

Furthermore, virtual memory is actually an “emptying out” of
real memory and history which Fredric Jameson and subsequently
Beatriz Sarlo identify as a fundamental feature of postmodern cul-
ture. Specifically, in an article on contemporary video culture,
Jameson argues that “memory seems to play no role in television,
commercial or otherwise (or, I am tempted to say, in postmodernism
generally): nothing here haunts the mind or leaves its afterimages”
(70-1). Likewise, in her book Escenas de la vida posmoderna, Sarlo ar-
gues that “ese vaciamiento de historia” (55) is symptomatic of the
postmodern condition. In fact, Kalokyris” texts are highly engaged
with this notion of “emptying out” of memory and history in post-
modern culture. For example, in “ Argumentum Sub Rosa id est Pho-
tography as a Literary Genre” published in Photoromance (1993),14 he
argues that the world (as memory) becomes virtual memory which,
in turn, has no real substance. Specifically, in this story he relates the
art of photography to literature mainly suggesting that they both
aim at reconstructing memory:

Immaterial photographs [...] have already taken over. Projected
transparencies are in competition with compact disks [...] and the
digital images of computers. [...] The memories of the future will be ra-
tionalistic, but of a dreaming texture. Without material substance but of
high fidelity. Fleeting and radiant. They can be selected and (remote)
controlled. (107. My emphasis)!>

The key term here is that of “remote control”, the act of teleopera-
tion: that is, an operation which is acted from a certain distance
(tele-). I would argue that memory and its fields of action such as

14 “ Argumentum sub rosa jyovv 1 PeTOYPaPia mg Aoyotexviko eidog” in Pwropopd-
vT00.

15 “HOn kopwapxovv [...] gotoypagieg doles. Tig mpoBalopeveg dragdaveteg
oovaywvifovtat ot ovpmayeig Pivteodiokot [...] kat ot ynQuakég ewkoveg TV
oroAoylot@v. [...] Ot avapvroeig Tov puédovrog Ba eivar opboloyioTinés, ardd oveipikiig vQrg.
Xaopig vAiky vmootaoy alda pe oyyAn mororyTa. Pevyaléeg kat Aaprpés. Kat'emAoyniv
Kat (tnAe)xepilopeveg”.
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photography and literature are acts of feleoperation in the sense that
they deal with issues which, in terms of time, are distant from the
present time of the operation. Photography and literature recon-
struct a time other than the present —past and/or future. However,
in contemporary culture, technology creates a distance of a totally
different kind: a virtual distance. That is, not only time but also space
becomes virtual. I explain: the act of processing a photograph or a
text in the computer is a teleoperation due to the distance between
the keyboard and the screen. But this distance is a false one, it is a
non-distant distance since both the photograph and the text actually
have no real substance: they are virtual images. In addition, since, as
I have argued above, literature and photography are acts of teleop-
eration, processing a photograph or a text or even looking at a pho-
tograph or reading and writing a text on the screen of the computer
is actually a teleoperation of teleoperation -a second degree of
teleoperation. In short, it is a teleoperation in the sphere of the vir-
tual. Furthermore, Kalokyris argues that memories of the future, the
virtual photographs, will be of a dreaming texture yet “rationalistic”
due to the high “fidelity” offered by technology. And herein lies one
of the greatest contradictions of our culture which produces untrue
(virtual) documents of high fidelity.
Let us now return to the end of the story, “On the Total Book”:

I must warn you that this bbbook has already started being written
day by day, it's been some centuries now [...] and that it is being
filled out everyday with linguistic signs in all sorts of tangible, digi-
tal or imaginary pages of the universe. I do not want to dissapoint
you but, apparently, we are still in the Prologue. (14-5)16

The total book (the bbbook) is nothing but human civilisation in
its entirety; it is the condensation of the countless books of the li-
brary of Babel; it is the summation of every document of civilisation,
material or virtual, which has ever been or will been registered. In

16 “@a mpénet va oag mpoeidomowioen OTL T0 BPPPAlo avtd Exet apyloet §dn va
ypagetal pépa pe ) pépa, ed® Kat apkerég exatovradeg xpovia [...] xai ot
OO P®VETAL KABNPePLVA Pe onpeia Tov AOYoL IMAve ot Kdbe e1600g AIITég, YnPlaxeg
1} ovelpikég oeAideg Tov ovpnavtog. Aev 0é\@ va oag aroyontevom arAd, Katd ta @at-
vopeva, Bplokopaocte akopa otov [Tpodoyo”.
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the light of the twenty-first century, the bbbook bifurcates with great
velocity fictionalising everything, from time and space to the uni-
verse itself. But the following question arises now: is this bbbook a
monstrous labyrinth or a promising project of our highly virtual cul-
ture? Probably both. But whatever it is, Kalokyris seems to suggest,
it always moves within the territory of the infinite games of lan-
guage, the land of Borgesian fictions, where the poet-maker-God
composes the poetics of the Universe interminably.

Eleni Kefala
University of Cambridge
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