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“easssrns.

‘'or anyone who sees a film likc The Cook, The Thief, His Wife
jj and Her Lover , without any previous acquaintance with other
works of the nmhﬁ!mkc:?au(}mmway.nmdxﬂinmw
aecep(aeompamnbﬂwemhxmnnd.!u‘ge Luis Borgs
Where would G ical
3mgcs.atpba!«ohumvmnlddmmnbefmmdm8 cs?
#5 Y ct, a more comprehensive (and not Iess detailed) look at the
jj work of the artist in the fields of film, art, opera, andhmmm
permits an association between the two, The elements which, in
Gmcmw;ny. have affinitics wu?hc the fictional ptocedums of ﬂxc

Argentine writer are not few, esp in what P o
am.ﬁca thc mcyelopedlc view of the wodd. the isc of f: i ies, the

] ruscs, the 8 the ption of the uni as a "Library of
Babel®. These are procedures that G y radicalizcs and intensifics, making them
visually b ugh a sophisticated technological apg gether with the

it o}vanous hetic X and disciplinary fields.

Itis well known that Bom was a master of fictional games. As well as having reinvented
. W the metaphor of the world as an encyclopedia not in the
;. scase of an cuclosed totality, but of an open, conjectural
nltiplicity he suceceded in taking to its ultimate
consequences the practice of artifice for the sake of
; artifics in the context of Twenticth Century literature.
s.. Through strategies such as the forging of apocryphal
writings attributed to actual or non-existent authors; the

writing of lations that are really i and the
producticn of essays or book seviews that are truly shon
storics, Borges d another of li

B wdlasoflhta\nhot tnnslzloxmdmduThuua
; ion that has i ble links to modem
literature, bmwlnd:unvqlsamth«wayoflhnkmgand.aboveaﬂ o(‘mdmg since
Borges tums reading into an i lizing litcrary p ting the
author into a creation of the reader himself,

To this regard for the astifices of lmglnge. n!ong with an ironic vmon of predxaahle
nxmuvc forms, Borgﬂ adds his obx series, d
ions, lists and jon. As Flom Susscki ass:m in

the Borgmm texts “there is a reversion of the typical epic usc of catalogucs and lists.”
since he is not aiming at retionally classifying reality or the umiversc, but at revealing,
through the imagination, the arbitrary character of n!l systems of dmﬁauon(l] e
Bnrgcsnn l.lmd'ou. wou!dbccnuthuot' dves, whose aimit

thyl.lnnof the poan and the referential
mlcnuomofthemy Maebued.mlhceod.onﬂml‘nmn iple of Borges
himself that “there is no universe in the organic, unifying scnse of that ambitious word. If

there is, then we must speculate on its p we st late on the words;
defimti tymologies, and ofGodssecrcld:wmzry 2]
Ivis preciscly from this perspective of the d ive senses, of di

and fictional games that | would like to take PeletGmenamy asa mdctoﬂorge Luis
Borges and so make clear the presence of Borgesian literature in the contemporay
European context

Greenaway himself has admitted, in several and i i in his
work of the oeuvre of the Argenline writer, whom he considers, along wnh Maree]
Duc! and John Cage. one of hu 20!h century ha'oeu , outside of the world of

cinema ]Healso ') pri dx: 1p ﬂmLhe
*Latin-A ic* has had for his artistic develo g to hkim.
his style of cincrm *recalls South American literature.*{4] In onc of lhesc interviews, he
peints out:

The works of art that | admire, even contemporary ones like One
Hundred Years of Solitude or any three-page story by Borges, have the
ability to put all l]hc world together. My movies are sections of this wodd

encyclopedia (5]
G y indeed his fictional wodd 23 a composite of metaphors, allcgori
quotations, pictorial images, crudite refe whose organization, rig madeof
s ond ic orderings, is imploded by & fatrinsically i ng, absurd
logic.
SeduccdlxkcBotgesbychc' i of h, collection and collation,” Gi
his films, , texts, and operas into a kind of a poctics of the

catalogue. His interest in cvtxy type o of classification system justifies the obscssive

of lists and ion in most of his works. With the purpose of breaking
wuhlhehnﬁnlyptopeﬂnmhstﬁlm.h:mmheucfmmswmemdhammnvc
model, jons, He belicves, like Borges, that “there isno
c!assﬁuuonoflhc i th:.tmml bi and 1,"[6] and for this reason
dedi himself 10 building his own sch ‘of classification, although, as Borges
would say, "we know that these are provisional.”

As Greenaway explains:

*Li of 1 identification of color, scale,
distanice, lypc size, arc all subjective. Most zswms arc based finally
upon forms C(l’z'; subje'gnvxl)_' ldo _Lglso enjoy lson of list making - the

nese 8 y. Butmy main
mson is touse ical codes, i and ings as an
clo ive domi { make catal gue movies...*[7)
In this scarch for 2l ive forms of i y would be thus creatively using

the sezial model Batgesusumthedmpuonofl.he Onnmc&?'clopﬂha mthcmy
*H idioma analftico de John Wilkins,* 23 in the poc!

the accumulation of memorics of *Funes, o memorioso,” or in the ist book
Marual de zoologia fantdstica. In this model, the riger of dassification is allied to the
arbitrariness of the rules, functioning as a fictionalized parody of the dassxﬁumy

systems which, since Aristotle, have been developed to rationall, and hicrarchi
the world. These are systems that mdaymwmmd:efomefmummlamh:vmm
the of inf ion into alph stored in dossiers, files and
datzbases.

ll is in the eritical appmpnztfmn of this archivist lomc.res well as in the ernuvfc nmm:huon
of the d ic of tha for

hxs first feature ﬁlm. The Falk (1980), a I'abc doqmnmy mzcnu'cd in the fom of a

catalogue. Composed of -iwo names, whose sumames begin with the syllable "Fail”

(which suggesls the false oguu © wlnch Bomes ml‘m in the story *The Library of
Babel”) this ] list, in alphabetical order, of some

PP




pposcd victims of a ious cvent identified only as VUE (The Violent
Unknown Event) and which would have affected thousands of people, pmvukmg
behavior alterations in the survivors. Among the ninety-two names, which were taken fmm
the last edition of a standard register published every ten years by the Investigating
Committee of the VUE, some are pseudonyms of people who did not want to be identificd,
others beloag to people with confusing biographies or forged lives.

inbe 10, for i which is d with a lady called Squaline Fallaize; we
can find lhc following observation:

*“The VUE Oonmnmon offercd its own choice of ten possible

and Squaline Fallaize, the subject of biography
10, chose identity 10,2 photograph of the American actress, Tippi
Hendsen, who played the part of a bird-victimin Alfred anheock‘s film

“The Birds*. ...)[8]
And later we read: ‘lthasbceusadlhallhm:ssommdmoctom that Squaline
Fallaize isa fiction.® Itis nto coil that the *Fallzize® is simila:
in sound to the word fallacious.
Furthermore, there are various passages of humor and absurdity in the list, such as the
following:

Biography 66 (Joyan Fallicory): *This is a directory emor. Failicory is
the name of a place, not a person®. (p. 89)

Biography 80 (Ascrib Fallsiaff): *Pemicious indlusion of fictional
I Criminal charges arc pending.® (p.109)

Bi ity 89 (Grasiied Fall ) : "Grasiled Falluson has invented so
much fiction about lmmclf that the Directory is unable to vouch for any
versions of his biography.” (p. 120)

The filnumaker plays, in this way, with counterfeit identitics of the characters, thus
rendering as ironic his condition as author (by conft cmngdnsﬁmcuonloccnan
characters from the list) and exploits, via the of the end
of the millennium It was not by chance tat the critic Hadan Kmnedy defined the
documentary as "a pacan to pseudo-scicnce; Edward Lear wrapped up in the
Em.)cbpcdaBnmuha '[9]nncclhedxmnccmngdmm oflhewoxk liesnot in the

B orinitsd ry form, but in its constittive elements, in
the chaos cn:alcd by its own symmetry.

Fallacious lists and ala]ogua such as those of The Falls  structure several oxhcr works

of the artist, like the oper (a of opera, dncma,

theater, poetxy and lopedia) entitled 100 Objects 1o Represens the World
(1992:97).a parody of the zudto-xoonognphc ml:ml sent into space by the Americans
in 1977 for the p of jal aliens with life on Earth They also serve

as a basis fot the ﬁlm Pro:paros Baob (l 991), in which Shakespeare's The Tempest
to the d of twenty-four fantastical books, taken from the
largc and lm.ludr.mplmaly library of the protagonist

This film, in my view, gathm together many clements that could attest to the confluence of
Greenaway and Borges. As the title suggests, Shakespcare's play is recovered in the

“"books" that Prospero (played by Jolm Giclgud) was allowed to take into exile, 21l of
whchhzveanmﬁmwwmgalfam (reminding us of Borges’ *book of sand*), and
which a kind of f ical library, a ry version of the *Library of Babel.*
Through these books, the exiled Duke of Milan is ablé to endure shipwreck and builda
magical civilization on his island, made of mirross and inhabited by spirits.

Iy i pends i logues, maps, and bestiaries are p d through
baroque profusion of voices, images and texts The Shakespearean world of the 17th
century is reconstituted in this way, through what the Brazilian critic Ivana Bentes called
an "audio-visual tempest,* by means of which the filmmaker “makes an inventory of the
Renaissance mind and of his desire to map out the universe."[10]

Among these twenty-four books of Pr the following are described and
vxmahzcd {11) The Book of Mirrors , in which **some mimrors simply reflcet the reader,
some reflect thie reader as he was three minutes previously, some reflect the reader as he
will be in a year’s time, as he would be if hie were a child, a womzn, a monster, an idea, a
textoran angcl' The Book of Universal Cosmography , which *offers disciplined
8! 1 figures, rings that circle and coumcmclc. table and lists organized
in spirals, ! (..)and " pts to place all in one system®;
AnA!phabmc Immuory of the Dead , wlueh "oonmm efl lhc nanmes of the dad who have
lived on carth, 0 collection of dcngm for tombs and
graves, i, and other i follml' A Bestiary aj Presers, Pa.nand
FurunAmrmls wlnchu'ahrgebook. of

hal”; as well as The Book of Water, The Book of Games, AnAlh: leongm.g to

rpheu.v The Book of Utopias, ete. Atlast, there is the twenty-forth book, which is

nothing but Shakespeare's The Tempest. As Borges would say, "a fiction which lives in
fiction®.

These books come to life through ized artifice of animation and are tumed into
the main inhabitants of v's fabulous island, converted in this way into a kind of
*T16n,” the absurd and artificial world of Borges’ story "T18n, Ugbar y Orbis Tertius,”
where 'incfedig}e l;y;ﬁ: mlstd' and which canbescen as a sclo[{ l\;:lun:n of amd

clopedia Wi , Praspero aj as a composite o reading an
mng.somhmdmmmaﬂmhs is covered with words, by a visuat
effect of sup g screens. Confused with Shak himself, it is he who 2|
asthe scmcnplay‘nm.hat nmalmnsuhroughwnhef{!mhcmsmluucu writing
play we are waiching, As Peter Greenaway says, "there is a deliberate amalganntion or

hake GxdgudmdPrcspmthzm in effect, the sams

person®.[12) That is to say, thcduecloreonvcm into film the Borgesian maxim that all
men who repeat a line of Shakest are William Shakesp

Thcﬁlm ophisticated visual ined through the use of high definition video
and ized ani allow for the play of intcrscctions and
jlnmpoauous between textand i image. It ca can be said that Greenaway exploits the latest
with the p of forms It is in this sense
that he also announced his project of mhng CD-Roms, since, according to him, “there is
smm:rlung in the l:chnology of the CD-Rom that creates the infinite cinemna, the
of pedias.{13] This is evidence of the antist's proposal to reinvent, in
a dagzal context, Mallammé's project of the “Great Book *

Thus, Prosparo’s Books can not only be considered a film with an avant-gardes viewpoint
(forits exphcu radical, cxpcnmnuon). but ons | that makes of the technological art a

means of dﬂloq,m with tradi here d by Shal and the cultural
gery of l.he Furth . it prefig in my opinion, a daring
i cinerma md Contrary to linear namativity, ermway tums

the original plol ofﬁlmaw:y fromits scquentiality, fragmenting it, taking it less as content
than as a mosaic of images, veices, letters, and citations. The text, which comprises the five
acts of The Tcmpau is read almeost cnmly. inthe powerful vouce ol' actor Jolm chlgud
throughout the film, withoul to the of ji

images intersecting the reading. We can say that the dxreclornm the lx(:my !:xl%y
exphcitly euplonng its visual and sonorous aspects.

By not oomdenng the i Lmagc a mere illustration of text, nor cinema as a necessarily
namative q ilable in cinerm, but namrative might not bc").ll4]

G ry thus recval thc rclation b cinerm and ki g the tdea
ofan sn:pmscmanon of reality. He even discusses the concept of *virtual reality.® to
which he prefers the cancept o “virtual unreality .* when it is a question of defining his
own work. In his words:




[ decided a long time ago that if | were to make films, they ought
deliberately not to look like filns, only antificial artifacts. They are not
windows on the world; they are a reconstuction of the world. They are
deliberately antificial, as painting is artificial.(15)

T!ns amﬁqzhst pracucc which Qiément Rosset associated with nzny writers and
of the R (for him "Shak is the most astificialist of all

wmcfs")[ls) has been a constant of contemporary literature and philosophy, particulardy
in the work of Jorge Luis Borges. | believe Greenaway has madc use of it in a special
manner. he does not take astifice as a mere ornament, nor as the superficial fagade that can
bc found i in Hollywood's cmctm of entertainment, and in the literary ]:BEHC]HDf

. InGi y's work, artifice is an acsth al As
3 good reader of Bm he demonstrates that fiction is fiction, that ant is “falsification”.
Bul, as Mauricc Blanchot stated apropos the Argentine writer, words like "trick® or
“falsification,” instead of negating the dignity 2 literatuzre (or of 2n), in fact confirmit (17}

Writer and filmmaker would therefore meet in this Phcc of lnck:xy games of deeit, nisks,
mp it lives, ¢i d the work of Greenaway, these
! arc not caly packaged in knmnglewn.holhcr
components, originating from divm aesthcueana d:saphmry ficlds. They clearly point
to the conscious, aitical inscrtion of the artist in the contemporary cultural context, notable
for, among other aspects, the assemblage of cultures from various eras and origins as well
as the aceelerated proliferation of the so-called “techmologics of the virtual® in daily life.

Ashei heti dures and erudite refe d from high culture
(in the fields of literature, ant, music, dance, scicntific treatises, old encyclopedias, visual
ans, ctc.), and articulates thm inthe comcxl of mass culture, with the visible purpose of
mnvcnu.ng Ci: ,rdmlhechchéannnsfmmdle
and indi inate use of ic and inf ! He also
adupts zn ironic position with regard to the idea of art as entertainment, as well as the
contemporary cult of the pohuca!ly correct”. It can be said that he secks both to
current p and to disrupt the cs!abhshcd boundarics of th:‘
of knowled

images and effects. He uses !hcmv ial tha( h jes and
of classification offer, at the same time as he ironically subverts the ldcology that underlies
this very material

(Translation from the Portaguese: Tom Burus)
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