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JORGE LUIS BORGES1957INTRODUCTIONHOR BIOGRAPHYPOEM SUMMARYTHEMESSTYLEHISTORICAL CONTEXTCRITICAL OVERVIEWCRITICISMSOURCESFURTHER READINGINTRODUCTIONIn Borges and I, the great Argentine writer Jorge Luis Borges reflects on the relationship between his private and public I. Poem is the quintessential Borges: mysterious,
ambiguous, and even shocking. First published in 1957 in Spanish as Borges y yo in Biblioteca, the poem was included in Borges' 1960 collection, El Hacedor (The Maker). This volume was translated into English and released in 1964 as Dreamtigers. It was here that Borges and I first became available in English. Borges and I are very short, barely three hundred words long.
However, although the vocabulary and words of the poem are simple, the ideas contained in the poem are very complex. Indeed, even the genre of work is difficult to define. Is it Borges and I even a poem at all? During his early career, Borges published many poems. Around 1938, however, he began writing short stories, including some of his most famous, Garden Trails, Death
and Compass, and the Library of Babylon. By 1955, however, Borges had become almost blind, and his work became increasingly mysterious and concise. During this period he began to make short meditations, which he called parables. Without rhyme or meter, and without a special lining, the works resemble very short fiction; nevertheless, these little pieces of writing are poetic
in their images, their themes and their abobutful, metaphorical language. Borges and I, then, best viewed the prose poem, an intensely focused and sharply tuned study at the heart of public and private identity. When asked about his writing in several interviews, Borges always replied that he thought of himself as a poet in the first place. Borges and I is perhaps the most frequently
anthologized Borges and most famous poems, and remains available in several editions of Borges writing, including Mazes (1964), edited and translated by Donald A. Yates and James Irby. Although this anthology was published more than forty years ago, it has passed through thirty-two seals and remains the standard source for English translation (Irby) Borges and I. Indeed,
Borges and I became borges and I's most symbolic poem, translated by various writers and appeared in many anthologies. The title of the poem even serves as the title of a documentary detailing the writer's life. Borges and I continue to fascinate both popular readers and scholars. Through the poem, readers walk with Borges through the streets of Buenos Aires and find
themselves facing the ultimate question: who writes the tale? AUTHOR BIOGRAPHYBorges was born on August 24, 1899 in Buenos Aires, Argentina. He grew up living with his parents in his paternal grandmother's house. Since Borges' grandmother was English, he learned to speak English, at the same time he learned like his father. In addition, his father's library, the source of
much of Borges's education, consisted almost exclusively of books in English. He demonstrated early on his passion for language; In addition to his native fluency in English and Spanish, he later learned French, German, Latin and old English.As young man, Borges went to Europe with his family. While they were there, the First World War began, and the family was forced to stay
in Switzerland during the war. Borges attended college, graduating in 1918. Instead of returning home at the time, the family continued their tour of Europe, living in Spain for the next three years. It was when he was in Spain that Borges began writing poetry under the influence of a group of Spanish poets known as Ultra'stas. After returning to Argentina in 1921, Borges published
his first book of poetry, The Fervor de Buenos Aires (Passion for Buenos Aires) in 1923. Over the next few years he published two more books of poetry and three books of essays. As a result, he became increasingly famous in the Argentine literary community. In 1937, faced with financial difficulties, Borges took up the position of librarian in the municipal library. There was little
work for him to do and he spent most of his time reading, particularly the work of Franz Kafka. During his time at the library Borges began to formulate some ideas that eventually found their way into some of his most important works, such as the story, the Library of Babylon. The late 1930s was a difficult year for Borges. His father's death in 1938 was a great loss for him. Borges
attributed his father to familiarity with language and poetry. In addition, Borges suffered an accident in the same year, just a few months after his father's death, by sucking his head into an open window. The wound became infected, and Borges almost died. When he recovered, he no longer wrote the poems of his youth, but instead turned to a whole new genre, what he called
ficciones. In 1941, he published a book of these short stories called El Jard'n de senderos que se bifurcan (The Garden of Forking Paths). Borges y yo was published during this period in the journal Biblioteca in 1957. The following poem was included in Borges' 1960 collection, El Hacedor (The Maker). This volume was translated into English and released in 1964 as Dreamtigers.
It was in this volume that Borges and I were first available at the English.By time of publication by Borges and I, the author was known all over the world. In 1961, he shared with Samuel Beckett the prestigious International Publishers Award Formentor. From that moment on, he began to travel around the world, lecture and teach at universities. In the Borges left the year for the
last time, traveling to Europe. It was there that he died on June 14, 1986, in Switzerland. POEM SUMMARYLines 1-6If the poem is written in a more prosaic form, the thoughts and ideas that are expressed often work together and are not as clearly divided as they would have been if they had been divided into more formal poetic stanzas and lines. Thus, the poem, as discussed
here, is broken into sections that also intersect. Indeed, Borges and I have no plot. Rather, it is a poem that explores the relationship between the private and the public self, as well as the ways that the text multiplies and refracts further identities. The poem begins with an unnamed narrator, referring to another, one called Borges, as a person who experiences life; he is one thing
happen to. This reference suggests that the narrator is also Borges, possibly the private person behind the public persona known as Borges. The narrator is able to act, not be someone he acted upon; he walks the streets of Buenos Aires, he looks at architectural features, he reads the mail. The narrator knows about Borjas by text, which he sees included in the mail, in the
biographical dictionaries and in the list of professors. In other words, he seems to know Borges as well as he knows the architecture of Buenos Aires, from the outside. Besides, it is through the text itself that he knows something about Borjas. This means that the narrator has no real knowledge of the inner Borges, perhaps because the narrator is an internal Borges.MEDIA
ADAPTATIONSA recording Borges reading some of his most famous works in Spanish was released in 1999 by the Argentine government. Samples from this compact disc, including Borges y yo, are available in RealAudio at www.terra.com.ar/especiales/borges/bor_audios.shtml.Selected Fictions was released as an audio cassette of Penguin Audio Books in 1998. The stories
were translated by Andrew Hurley and read by George Giedall. Borges and I are also included in this audio recording. The documentary is based on an interview with Borges called Borges and I was produced by Gilles Couture in 1983, and is available on tape through Home Vision. Phrases from Borges and I are used throughout, although the film is mostly a look at Borges' life.
Lines 6-13 The narrator next lists a number of things he loves, ranging from hourglass to Stevenson's prose. Readers familiar with Borges' life know that Robert Louis Stevenson's work was influential for Borges, and that he was fond of hours and hours. In addition, the narrator tells the reader that he and Borges share the same list of preferences. However, the narrator also says
that Borges appreciation of these subjects is somehow false, just as the actor is false. The narrator seems to distinguish something for herself and preferring something for the impression it gives. In the next few lines, the narrator makes a connection between him and Borges through the literature that Borges writes. Although the narrator says that literature justifies him, he also
reports that pages can't save him. This is because literature does not belong to one person or any person; rather, good writing is a product of language and tradition. This statement, the notion that individual authors do not matter, but what matters is tradition, is the basis of many of Borges's writings. Lines 13-19In the middle of the poem the tone shifts. The narrator admits that he
is mortal and intended for death. Although there is something left of him in the literature that Borges writes, the narrator realizes that he, the person he understands himself, will eventually disappear. In fact, even in his current life, he is being taken over by Borges, who may or may not represent him accurately, since Borges has the custom of falsifying and increasing things. The
poem seems to make the case that a public persona writer can overtake, deliver, and end up destroying the privacy of an individual who is a writer. In addition, the poem makes a point that a living, breathing person who Borges will cease to exist in time and space. All that remains are texts created by the writer Borges, which somehow point to a living man who once walked the
streets of Buenos Aires.Lines 19-24In the next line, the narrator alludes to Spinoza, a seventeenth-century Dutch philosopher of Jewish origin. Spinoza believed, as the narrator says, that the creatures wanted to continue to be on the necessary level. That is, all people want to continue to be what is essentially a human being. The narrator finds, however, that as Borges writes
about him, he loses his recognizable essence. In fact, it is becoming more and more text creating Borges and less and less human. In fact, the narrator realizes that he has become another character in Borges's writing. Lines 24-29In the end of the narrator knows that he will either be destroyed or he will become completely subamized by Borges. In any case, the essence of the
narrator will be erased. In the last line, the identity of the narrator and borges is so intertwined that neither the reader, nor the writer, nor the narrator, nor Borges know who wrote this page. THEMESIdentityIn Borges and I, Borges demonstrates just how problematic the concept of identity can be. In this short poem, the narrator, who can be identified in different ways as Borges's
narrator, Borges writer or unnamed narrator, speaks of his own identity. He establishes his identity by listing what he likes: hourglass, maps, eighteenth-century printing house, coffee taste and Stevenson's prose. Enjoying such things implies a physical being; ideas, for example, can not sip coffee. Thus, listing his preferences, the narrator establishes that he is a man with certain
likes and dislikes. Such a list creates a personality for the narrator. In addition, he tries to distinguish his personality from other Borges (public persona), telling the reader that Borges also uses the same things. He is also trying to distinguish himself from Borges (and thus strengthen his own identity), stating that it would be an exaggeration to say that our hostile relationship. The
word relationship necessarily implies a second, separate person with a second identity, as well as the narrator's insistence that there is Borges, who is not himself. However, while the first section of the poem worked hard to develop an identity for the narrator unlike Borges, by the middle of the poem, the boundaries between them begin to blur as the narrator comes to realize that
little-by-little, I give everything to him. The personality the narrator tried to forge for himself in the first half of the poem collapses when he encounters his own mortality and the realization that he is no longer even recognizable, except perhaps in the painstaking strumming of the guitar. Yet while the poem's movement from discrete narrative identity to the fusion of narrator and
Borges, the last line of the poem still comes as a shock: I don't know which of us wrote this page. In this final line, as a new paragraph, the distinction between the narrator's personality and Borges' personality is completely blurred. MetafictionThe Borges wrote Borges and myself and the rest of his work before the time, usually associated with the postmodernism movement, most
critics would agree that in Borges, postmodernists find a precursor to their own ideas. (It's ironic, of course, since it was Borges who claimed that all writers invent their own predecessors.) One of the most important literary concepts of postmodernism, which Borges exploits in his work, is the concept of metification. Metafiction, at the most fundamental level, simply writes about
writing. However, the idea can be both complex and complex in its execution. TOPICS FOR FURTHER STUDYIn 1994, the writer Daniel Halpern invited many writers to produce short parables in the style of Borges and I. As a result of the book, Who writes this?, is a compilation of these efforts. Read this book and then compose your own parable using Borges and I as a starting
point. Ask some of your classmates to join the project and put together their work in a Borges-like parable anthology class. Read Borges' story Death and Compass, Edgar Allan Poe's Letter and Luis Fernando Verissimo's novel Borges and the Eternal Orangutans. What are the details of Borges' life and stories using Verissimo to structure his novel? How to Understand Po in
understanding the novel? What connections can you find between the novel verissaimo and Borges and I? Write a review of The Verissimo's book, in which you demonstrate why knowledge of Borges and Po is useful in understanding the novel. Exploring the ideas of Baruch Spinoz. Why do you think Borges is referring to Spinoza in this poem? Prepare a poster depicting Spinoz's
ideas and how they intersect with Borges' ideas, as shown in Borges and Me. One of the most important metaphors in Borges' work is the labyrinth. Read the Greek myth of the maze before reading a few additional stories by Borges, including the Garden forking Paths. Why do you think the maze symbol is so important to Borges? How is the poem Borges and I like a maze?
Create a visual representation of the maze to share with classmates, and demonstrate how Borges uses metaphor in several of his stories. In Borges and I, Borges creates himself as a literary character. Similarly, other writers such as Humberto Eco and Luis Fernando Verissimo have used Borges as a character in their stories. After exploring Borges' life and work, write a story or
poem that hints at Borges and uses him as a character. Throughout the nineteenth century, many writers increasingly tried to capture reality in their stories. That is, through a faithful recalculation of the details of life, they tried to give life to their characters and stories, even when those details were ugly or difficult to bear. Over time, readers began to expect that stories would be
realistic or somehow true to life. Indeed, in realistic fiction, both the reader and the writer enter into a kind of covenant: the writer agrees to follow certain conventions in the creation of his story, and the reader agrees to suspend disbelief and enter the fictional world. Together, the writer and reader create a world that functions according to the rules of fiction, but nevertheless
seems to point to the real world behind fiction. The metafiction, however, shows that stories are not real life, but rather always necessarily fiction. Drawing attention to itself as works of writing rather than life, the metafical stories remind the reader that, at the end of the case, part of the letter is nothing more than black ink on white pages. Ironically, one of the ways that metafiction
accomplishes this task is by blurring the lines between so-called fact and fiction. By interspersing the story with events or characters or truths from the world beyond history, the writer blurs the distinction between fiction and non-fiction, a beloved Borges ploy. Borges and I function as a metafiction poem, using the name of their writer as a character, thus blurring the distinction
between fact and fiction. In doing so, the poem encourages the reader to believe that he is saying something important and autobiographical about the Argentine writer, Borges. In some ways, the writer's struggle to keep the distinction between him and Borges reflects the reader's struggle to learn something factual about the writer Borges from the words on the page. The poem,
while seeming to reveal some important melancholy truth about the relationship between the writer and his work, ultimately serves to hide the writer for the work . Borges and I play the game with the reader, forcing the reader to doubt the identity of the poem's narrator. As Kane H. Foher writes in his article The Decompression of Meta-Borges in Borges and Me, Borges and I
presents to its readers a perplexed riddle: who is the author? Faucher then delineates all possible answers to this question. However, it is only through the recognition that Borges and I are metafical that the reader comes to believe that neither the narrator nor borges poem is indeed Borges, the author of the poem. The living and breathing Borges no longer exists, and all he left
behind was ink on paper. When Borges completes his poem: I no longer know which of us wrote this page, he ironically. Neither the characters in the poem, the narrator, nor Borges, wrote the page, as they are fictional characters incapable of independent action, except for the pages that create them. STYLEImageryImagery, or the use of words and phrases that figuratively
connect with feelings, is one of Borges's characteristic devices in Borges and I. The poem begins as a walk through the streets of Buenos Aires, while the narrator tells what he sees: an arch hallway and a grill at the gate. Attention to architectural details attracts the reader's sense of vision. The narrator further lists a number of items that he and Borges like, including the taste of
coffee. Again, Borges addresses the feelings. In doing so, he begins to create reality for the narrator and for borges' other reality, a reality in which there are specific, physical objects that can be felt. Later, the narrator says that he admits to being less in his books than ... in painstaking strumming on the guitar, appealing to the sense of hearing. It's as if the narrator is trying to put
himself out of the language, suggesting that he himself is more like music than typography. Throughout the poem, then, the sensory detail serves to both create and then destroy, the character of the narrator, and build another Borges.Narrative and IdentityA narrator, simply, I have a story or a poem. Often the narrator is nothing more than a presence or a voice. However, in
Borges and I, the narrator is full of character. In the first reading it is easy to assume that I am Borges himself. However, in subsequent readings it becomes difficult to determine whose voice it really is: Borges the narrator; or Borges writer; or perhaps some other unnamed voice; or, quite possibly, another voice called Borges. Through it the narrator's notion, Borges creates a
maze of possible meanings for his poem. Rather than offer a simple distinction between the public and private persona of the writer Borges and Borges Man, the poem, through the diversity of the narrative voice, becomes not two voices but an endless chorus. As a member of the Anglophile, patrician family, Borges saw his own state wax and wane as various political factions
rose and then fell from power. For Borges, however, the historical and cultural contexts that informed his work were not limited to Argentina. Borges grew up speaking English and Spanish. In addition, during the First World War he received most of his education in There he got acquainted with the works of such writers as Franz Kafka, Friedrich Nietzsche and Arthur
Schopenhauer. After World War I, Borges stayed in Europe and discovered the leading voices of a new way of thinking called modernism: James Joyce, T.S. Eliot and Luigi Pirandello, and these are just a few. When he returned to Argentina, Borges brought that influence with him. COMPARE and CONTRAST1950s: In Argentina, Juan Peron continued his presidency until 1955,
when he was overthrown in a military coup. Today: The civil government is in power in Argentina and is trying to correct crimes committed in previous decades against intellectuals, writers and journalists, many of whom were kidnapped and killed by the government then in power.1950s: The book by Adolfo Prieto Borges y la Nueva generaci'n (Borges and the New Generation)
appears in 1954. This is the first volume of literary criticism, dedicated exclusively to borges' work. Today: New critical articles and books about Borjas regularly appear around the world in many languages.1950s: All over the world, the Cold War pits communist and democratic countries against each other. In Latin America, the rapid growth of communist groups is taking place,
leading to the Cuban revolution in Cuba. Similarly, in many other countries, including Argentina, left-wing political groups are agitating for change. Today, communist and socialist groups in a number of Latin American countries continue to push for power, but left-wing political parties in Argentina have not been too successful. Cuba remains a communist country.1950s:
existentialist philosophers such as Ian-Paul Sartre write about the importance of human existence and moral choice, despite their belief that life is meaningless. For existentialists, God is dead. Borges' interest in language, rather than human existence, put him in step with the prevailing philosophical tendencies of his time. Today: Philosophers such as Michel Foucault and Jake
Derrida focus on the function of language as a tool for construction deconstruction) of reality. For postmodernists, the author is dead. Most modern critics consider Borges a predecessor And Derrida.However, by the 1930s, Argentina began an economic downturn, pushing many Argentines to question European ideas and influence. The outbreak of World War II somewhat isolated
Argentina from Europe. The country maintained its neutrality throughout the war, only declaring war on the Axis powers near the end of hostilities in 1945. Borges and his family openly joined the Allies, mainly because of their English heritage and their dislike of nationalism and fascism. Argentina, however, became increasingly nationalistic after World War II. Old patrician families
such as Borges found themselves in the minority in a new order. In 1946, Army General Juan Peron came to power. This was important for Borges, who, although rather apolitical, signed a petition condemning fascism in all forms. As a result, Peron removed Borges from his post in the municipal library and appointed him as a poultry inspector, which Borges refused. Some critics
argue that the fantastic stories that Borges wrote in the 1940s and 1950s were his escape from the difficulties of World War II and the Peronian years; however, there are others who see Borjas as a rejection of modern history and politics. Peron and his wife Eva were popular with ordinary people in the years immediately after his election. However, he became increasingly
oppressive, although he was re-elected president in 1951. Peron began to interfere in universities and took control of the newspapers. He also began Church.By against the Catholic Church in 1955, but Peron's regime was overthrown in a coup d'etat. Borges and other middle-class members were overjoyed to see him leave. Peron went into exile. Returning in favor, Borges was
appointed Director of the National Library in 1955. The year, however, was bittersweet for Borges, as it was in 1955, that his blindness became complete and irreversible. After Peron's departure, Argentina experienced periods of military dictatorships, followed by periods of constitutional democracy. The country has repeatedly moved from the times of great restrictions and
repressions to the times of a more open society. By the end of the 1950s, young people were once again looking at Peronism as a potential response to their country's woes. As a result, in the early 1960s, Borges was considered suspicious as a member of the old guard. In 1961, six international publishers decided to unite to create a prestigious literary prize. The award, called
the Formentor Prize, was awarded to Samuel Beckett of Ireland and Borjas. As a result, Borges was able to leave the political woes of his homeland and begin the journeys that marked the rest of his life. Just as Borges was deeply influenced by European values and aesthetics as a young man, he was able to establish himself as a citizen of the world in the turbulent 1960s.
CRITICAL OVERVIEWBorges work has been in public and critical for almost seventy years, and interest in both the writer and his literary productions shows no signs of slowing down. Indeed, his fame seems to be growing every year. Back in 1973, J.M. Cohen acknowledged in his book Borges that Borges was ahead of his time and that prophetically he understood the position of
a generation that at that time did not think that he doubted the metaphysical assumptions of his fathers and grandfathers. Borges and I, first published in Argentina as Borges y yo, in the January 1957 issue of Biblioteca magazine, was later assembled in 1960 in the volume of Borges, El Hacedor (The Maker). This collection was later translated by Mildred Boyer and Harold
Moreland as Dreamtigers; the book appeared in the United States in 1964. In an even later translation, Andrew Hurley returned the title of the book to a direct translation of the Spanish title, The Maker.The Maker is a strange collection of prose, poetry, fiction and essays consisting of various parts of previously unpublished writing Borges kept around his house. When his publisher
asked him to release a new book, Borges, by then completely blind, had collected the work and created several additional new works. Of all the individual works collected in this volume, Borges and I stand out as the one most frequently cited. Donald A. Yates in a modern study of fiction argues that his importance as key to the interpretation of Borges' work has ... widely accepted.
For Emir Rodriguez Monegal, author of Jorge Luis Borges: The literary biography that combines the characterization of poems and short stories in The Maker is that they seem autobiographical. He calls Borges and me clearly autobiographical and claims it was Borges' final statement about his literary persona. More recently, Thomas H. Ogden, in an article in Psychoanalytic
Dialogues, approaches Borges and I from a psychological point of view, also linking the poem to events in Borges' life. He claims that Borges wrote both this work and Pierre Menard, the author of Kihota as a result of enormous emotional losses. He further suggests that successful mourning centrally includes the requirement that we make to create something - be it memory,
sleep, history, poem, response to a poem that begins to meet, to be equal, the full complexity of our attitude to what has been lost, and to the experience of losing ourselves. On the other hand, Edwin Williamson, in his 2004 biography, Borges: A Life, argues that both Borges and myself and The Maker grow out of the historical context; Williamson writes that they are written out of
a growing sense of fear, for during 1957, Borges must have realized that the prospects of creating a democratic Argentina ... critically depended on the results of the presidential elections to be held in July 1958. Yet other critics find in Borges's work a connection to the writers who came before him, and writers who came after. For example, in an article titled Eliot, Borges, Tradition
and Irony, Jose Luis Venegas examines the relationship between the famous essay of the English poet T.S. Eliot Tradition and Individual Talent and Borges's work. Venegas argues that Borges' views on tradition and individual talent, though superficially in keeping with Eliot's view, can actually be read as their ironic reversal. In addition, the critic James Gardner, writing an
obituary for Borges in The New Criterion, compares Borges to the Italian writer Italo Calvino, suggesting that while both writers exhibit postmodern concerns in their work, Calvino will be most remembered by future literary critics and philosophers. Gardner's analysis turned out to be wrong; while Calvino is still an important name in literature today, his works are not as popular or
critically acclaimed. Regardless of interpretation, however, Borges and I became a symbolic work for Borges scholars, which points to Borges' understanding of both the role of the author and the role of the subject. Indeed, one can almost trace the last fifty years of literary theory by looking at the critical interpretations of this poem, ranging from psychological analysis,
deconstruction and new historical criticism. This is a testament to the power that Borges possesses for literary scholars, that this small parable continues to shed light on the relationship between writers and readers. CRITICISMDiane Andrews Henningfeld Henningfeld is a professor of English who writes extensively on literary issues. In this essay, she examines Borges' growing
rise as a cultural icon, a development anticipated by Borges himself in poems such as Borges and Me. There are few writers more famous around the world than Borges. Scientists attribute his influence to such diverse writers as Gabriel Garcia Marquez, Italo Calvino, Manuel Puig and Humberto Eco. Borges' influence on postmodern literature and thought is all the more
remarkable when you realize that all his literary produce is only about five hundred pages long, and that his stories rarely go through more than ten or twelve pages. Indeed, as he aged, and his blindness increased, Borges's individual works decreased, with many parts, such as Borges and Me running 300 words or less. Perhaps even more surprising, however, is how Borges has
crossed the cultural divide and is on his way to becoming not only a respected writer and philosopher among scholars, but also an icon in Western popular culture. WHAT DO I READ NEXT? Luis Fernando Verissimo's Borges and The Eternal Orangutans (2004) is a novel about a man named Vogelstein who admires Borges. When he goes to Edgar Allan Poe's conference in
Buenos Aires and encounters a secret locked room, he teams up with Borges to solve the mystery. The book is both a tribute to Borja and a parody. Aleph is a collection of some of Borges' best short fictions and serves serves Reader of some of the most enduring images of the writer and themes, including maze, mirrors and time. The collection is still in print. Mazes (1962), also
Borges, is a widely available collection of Borges short stories, poems and essays. This collection is important for any student who wants to learn more about Borges and his writing. The name of the Rose (1984), by Umberto Eco, is a medieval murder mystery that shows a blind librarian obsessed with mirrors and mazes and named Jorge Burgos. Eco's encyclopedic knowledge
competes with Borges's own. Anyone who is interested in how Borges was used as a literary character will enjoy this novel. The Martian Chronicles (1950) by Ray Bradbury - a collection of short and fantastic stories. Borges reportedly asked his mother to read him stories from Bradbury after his near-fatal accident, and he maintained a lifelong admiration for the American writer.
The word icon comes from a religious context and originally meant an image or symbol of sacred meaning. Icons have historically held a special place in the Greek Orthodox Church. Over time, the meaning shifted to include people, places or objects of cultural significance. Individuals who can qualify as cultural icons are more than just famous. To be an icon, a person must be
recognized by a wide range of people throughout the culture, and noted for his or her broad influence. Icons, whether people, places, events or objects, lend themselves to reproduction. They are copied, parodied, imitated and widely distributed throughout the culture. In the case of an individual, this reproduction may include a visual image of a person; his or her ideas; his or her
words; and/or events in which a person was present. For example, Albert Einstein is a cultural icon. With his wild hair and quirky personality, he is instantly recognizable to most Americans. His image is easily accessible and his ideas color even everyday life. In one of the very famous pictures, Einstein sticks out his tongue to the photographer, taking pictures of him. Combined with
the humor of photography, combined with the knowledge that Einstein's genius led to the creation of the atomic bomb creates a multi-layered and complex response to the image needed to classify it as iconic. Thus, when Americans see Einstein, they see more than just man: they see a symbol of genius, a symbol of the great (and sometimes terrifying) power of the human mind.
Similarly, Shakespeare has become iconic in Western culture. His image is recognizable across national, socio-economic and ethnic boundaries. Moreover, his words have entered the common language to such an extent that most people do not even know that they quote Shakespeare as the words come out of their mouths. Borges himself seemed to have predicted this in
Borges and I. However, few, if any critics, put the role of cultural icon on Borges while he was alive. In 1986, for example, in an obituary for Borges in the New Criterion, the critic James Gardner, comparing Borges to the Italian writer Italo Calvino, wrote: While the recently deceased Calvino remains a very writer of the moment, Borges, one sad to report was probably his day. This
does not mean that he is no longer read and admired, as a wave of laudatory articles that his death was the reason for his perfectly affirmed the respect with which he was held internationally for a generation. And yet, it no longer means as much to the entire literary community as it did just a decade ago. No wonder Gardner is that. Who could have predicted in 1986 that an elderly
blind librarian from Argentina, who wrote only short poems, short stories and essays, would enter the collective consciousness of Western culture to such an extent? Looking back, it seems very clear that Gardner was wrong. Borges's fame continues to spread, and today it means much more to the wider literary community than at the time of his death. In an article in World
Literature Today published in 2006, the critic Pablo Brescia claims that on the twentieth anniversary of his death, a competing chorus of scholarships by Jorge Luis Borges ... it never seems to end. Oddly enough, Borges seems to have foresaw this twist in Borges and I, as he does in a few of his other short fictions. Borges implies that there are two different stages in creating an
icon. First, an object or person must first be deprived of any inherent meaning in itself. In order for the symbolic value of the figure to become universal in the entire culture, the individual personality or characteristic individuality of the object must be erased. It remains a recognizable shell. In the second stage, stories, events and traits, some of which have their source in the facts of
human life, while others are made to increase symbolic value, begin to stick to the shell. These stories, events and traits serve to support the symbolic meaning of the figure, not the person who once inhabited the shell. Whether stories, events, or traits are true doesn't matter; they become true in their support of the icon. For example, George Washington, another American icon,
was a Virginia planter who became commander-in-chief of the colonial army during the American Revolution and who eventually became president of the United States. Did he drink tea? In time, did he usually get up? What was his favorite food? None of this matters. What existed with a physical man named George Washington has long since disappeared. On this first step of the
cult process is completed: erasing the man who was Washington, and creating a shell to which stories, events and objects can join. So Washington and Cherry Tree, though not actual, is symbolically significant to the iconic Washington in that it emphasizes washington's truthfulness. Similarly, in Borges and I, Borges begins (or continues) his ongoing maneuver of demonstrating
the ways that a writer's work erases a writer himself. Borges and I clearly demonstrate this maneuver. The poem has many autobiographical details, specific details that make up the individual personality. For example, the narrator tells the reader that he loves hourglass, maps, eighteenth-century printing, coffee taste and Stevenson's prose. These details, however, are erased in
the next sentence when the narrator reports that Borges shares these preferences, but in vain, which turns them into the attributes of the actor. The movement of specific details from the narrator's internally held preferences to the actor's outwardly visible attributes demonstrates the process of erasing a private person and creating a public iconic person. These attributes, previously
associated with humans, now stick to the shell. As another illustration of the process, the narrator reports: I give him everything, though I am fully aware of his vicious custom of falsifying and increasing things. Borges, of course, did exactly what the narrator accuses him of. There are countless cases of Borges changing the details of his life in various interviews and
autobiographies. By doing so, he effectively nullifies himself as a human being, and begins to create and recreate himself as an icon, an ongoing project picked up by others as soon as Borges man ceased to exist. In an article for World Literature Today, Pablo Brescia describes intertextual phenomena that he calls literaryization. In this process, the writer, in addition to Borges,
assigns Borges themes, images, style, ideas and even the personality of Borges himself, using him as a character in a story, play or novel. Brescia examines several such customs, including two anthologies of Borges-like writing published in 1999: Borges Multiple (Several Borges) and Escrito Sobre Borges (Letter on Borges). Brescia could also include Borges and the Eternal
Orangutans, a 2004 novel by Luis Fernando Verissimo in which Borges is the main character. In one of the earliest examples of Borges-as-character, Umberto Eco created the character of Jorge Burgos as the main villain of his popular 1984 novel, The Name Rose.Further, in 1995, Dan Halpern invited several writers to produce a short work that used Borges and I as a starting
point. Published as Who Writes This?, Tom demonstrates how widely the iconic Borges is filtered into Western culture. In addition, literary magazines regularly publish Borges-style poems or refer to Borges, such as Terrence Hayes's Blue Borges, appearing in Reviews. Hayes concludes his poem this way: I have as long as Spinoza said all things long in their being to be saved. In
its length, style, images, allusions and themes, Blue Borges pays homage, and helps create, the iconic Borges, while he also continues to erase the man who was Borges.There's more. Borges is not the only litter to use the chasing of Brescia. Its cult growth continues to grow through the Internet. YouTube is a wildly popular website where videos and multi-media clips are
available for free access to those who want to view them. The site, then, distributes images, text, and sound quickly and freely. No wonder Borges has a home on YouTube. Indeed, one popular short video clip is called Borges y Yo Go Go. In this clip, Borges' photos and films, along with the handwritten pages of Borges y yo, are moved across the screen, while the audio track
includes a recording of Borges y yo with a guitar playing tango in the background. Also in March 2007 there were about eighty-six different borges clips present for download and viewing on YouTube. Perhaps even more striking is that a search of the phrase Jorge Luis Borges on Google in March 2007 produced 1,450,000 hits. It is obvious that Borges has significance for the
postmodern generation of Western culture. Towards the end of Borges and I, Borges writes: So my life is flying, and I lose everything and everything belongs to oblivion, or to it. In this line, Borges captures the whole process, from person to icon. The final line I don't know which of us wrote this page, disconnected as a new paragraph, signals that the process is complete. What
once was Borges gone; what Borges is now. That Borges saw his future seems obvious in his work, and the irony of this movement - from a blind librarian to a cultural icon - has not been lost on it. Source: Diane Andrews Henningfeld, Critical Essay on Borges and I, in Poetry for Students, Gail, 2008.Pablo BresciaIn the following essay, Brescia argues that Borges political views
and various writings about Borges contributed to a phenomenon in which Borges's persona became something of an independent object that existed, and still exists, regardless of Borges himself. Brescia then notes that Borges and I not only recognize and plays with this concept, but simultaneously adds to it as well. Borges and I, and I and I ... Seven years after the centenary of
his birth and the twentieth anniversary of his death, the competing choir of fellowships Jorge Luis Borges (1899-1986) never seems to end: new editions of his work, world scientific conferences and the Center for Research and Documentation, located until recently in Iowa, in a very Borgesian place, Archus in Denmark. In this chorus, critical reading John Updike, John Barth,
Susan Sontag, Angela Carter, Julian Barnes, Italo Calvino, Antonio Tabucchi, Octavio Paz, Carlos Fuentes and Mario Vargas Llosa, among others, are evidence of the Argentine writer's influence in reading and writing for many contemporary authors. However, there are echoes in these voices that go beyond what can be written about Borges fictions or essays on literature. I mean
writers letter borges. What happens when Borges is spelled? Two books published in 1999, Borges several: Cuentos y ensayos de cuentistas and Escrito sobre Borges: Catorce autores le rinden homenaje, give some answers. In the first section of Borges a few stories, either play with Borges theme-mazes, apocryphal texts, doubles -or introduce him or one of his characters into
the story. In the second volume, the well-established Argentine writers-Mempo Giardinelli, Angelica Gorodischer, and Louise Valenzuela, among others-rewrite the history of Borges to your liking, thus Escrito sobre Borges title, write not about Borges, but literally over Borges, in palimpsest-like fashion. To begin to approach this intertextual phenomenon, which we might call the
literature of writers, let's look at La entrevista (1979; Interview), the Argentine writer Mempo Girardinelli and Borges el comunista (1977; Borges Communist), Mexican writer Rene Aviles Fabila. Both stories attract Borges as a literary object: Giandinelli associates him to discuss Borges poetics; Aviles Fabila undermines the political persona created by Borges' public comments. My
main goal is thus to address the consequences produced by the texts that are consistent with Borgesian poetics and politics. Interview with Vampire At the beginning of The Interview, the narrator, who is a writer and journalist, summarizes his relationship with this unusual old man whom I admired, and of course I still hate (Borges somewhat). He saw Borges twice: in the
restaurant and near the bank. The interview, however, takes place in a nightmare that ends with dizziness and screaming. The protagonist-protagonist wakes up, thinks it was a bad dream, and comes to a reassuring but disappointing conclusion: The simple fact is no one will ever ask me to interview Borges. Some of the narrative elements of the story are in clear dialogue with
Borgesian poetry, especially game-by-time, plot frame and omens technique. The action takes place in 2028; narrator eighty-one years old, and Borja - one hundred and thirty. This allusion to Borges' eternity brings a smile and emphasizes the ubiquitous figure of the writer. The chronology has another curious effect, though, since the distant future (though not so far away during
our reading, it is forty-nine years since writing the story) sets the distance for readers, perhaps making it easier to accept this Borges as a widespread character. On on the other hand, the first real meeting of the main character and Borges takes place in a restaurant around 1970-71, and the second meeting, in the bank, can be dated 1974-75. The 1970s, a period of extreme social
and political upheaval in Argentina, are the most visible moment in history. In the real world the present Borges became more conservative, the military junta took over the government in 1976, and the story of Giardinelli was published. In the story, there is a second meeting, the narrator explains, before I left Buenos Aires, when the long night began in 1976. In addition to the
collective political situation that surfaced at the time, this date forces readers to equate the narrator with the real Girardinelli, who left the country that year, lived in Mexico until 1986 and has now returned to his country. The third meeting, meanwhile, takes place in a dream and corresponds to the interview time and history. These times comparisons hint at another recognizable
Borhesian device, the misanise-en-abim structure, exemplified by The Interview with two stories told by Borges's character. In one of them, he follows the writer and erases everything he writes without knowing his victim; eventually, Borges discovers that the writer himself. Like the stories in the story of the frame, the encrusted details of the figure prominently featured in the
interview. In a dream, the blue suit that Borges wears when he goes out with Giardinelli the same costume he had when his interviewer actually saw Borges in 1974-75; a 1970-71 tablecloth with red-and-white squares reappears in a dream when Borges and Giandinelli enter the restaurant; and, when both are in the bank, an impatient young man who lined up behind them in a
dream of twenty-five-year-old Giardinelli. These repetitions foreshadow an inevitable but surprising revelation: Borges confused me in the web, in a terrible paradox, where reality was fantastic and fantasy was real, the narrator understands. Readers may wonder if it is not the architecture of Borges' story that causes excitement to Giardinelli at the end of the tale. Despite the
hostility of the main character and the angry tone throughout, The Interview cannot shy away from a few elements of the Borges universe. Some of them are parody in the most elementary sense of ridicule (e.g., a list of critics, a mix of real people and imaginary characters who, like parasites, live overboard); others become a travesty, given that they relate to the previous literary
discourse: The literature of Borges. Eventually, the dream becomes a nightmare, and the narrator encounters his own selph. there are two possible endings, and the interviewer is a moody old man who suffers from gastritis and is determined to imagine the impossible. El Che Borges1940 and 1960, mature years of his writing, Borges made three important decisions as a citizen:
he gave Juan Domingo Peron to power; he praised the military under the leadership Libertador that that Peron in 1955; and he joined the Allies during and after World War II. Since the 1960s, during his international recognition, Borges has been considered a political reactionary, a reputation fueled by countless interviews in which he seemingly pounced on almost nothing or
anyone, though no one bothered to find out if he was joking or, well, being Borges.Perhaps no other Latin American writer was more confronted for his political views than Borges. Is there another writer who has a dubious distinction of having two books, Contra Borges (1978) and Anti-Borges (1999), criticizing his political views? This overt hostility could be partly explained by the
fact that he went against the grain and did not sympathize with socialism, as many of his contemporaries (e.g. Pablo Neruda and Julio Cortazar). In this sense, Borges could have been a revolutionary of a different kind, che letters, fighting for the autonomy of his craft in times that called for perfect literature. As naive as this revolution may be, these books not only signal that
Borges is Borges' political view, although Borges himself denied that he was making such a decision, but also it is obvious that his importance to the relationship between politics and literature in Latin America. That is why Borges Communist, the story of Aviles Fabila, creates such an oxymoron effect. The genealogy of the tale reinforces the ironic context of the reception. He first
appeared in El Machete, a edition of the Mexican Communist Party, and was later included in Aviles Fabil's 1988 book, El diccionario de los homenajes ( Dani Dictionary). What might be considered a private joke in one context can be seen as a curious but careful choice of one aspect of Borges' legacy for Latin American writers in another. Written as a newspaper article, the
objective style of history acts as a counterpoint to the amusing consequences that a communist Borges would have. Starting from the Borjasian structure, the results of such an opposite reality of the situation give a subversive result. On the one hand, we find the reaction of those involved in this case. The Communist Party of Argentina supports Borges' appeal, which confirms that
a historic cause is on his side. However, he will have to follow a path that leads from communist youth to party: Argentine comrades are very harsh in this: many years of experience and maturity needed to achieve change. For this reason, Borges, though in his 80s, will remain in the ranks of the communist youth in order to gain through his study of Marxism the necessary
knowledge in order to be a member of the party. The consequences of Borges' imaginary membership in the Communist Party underscore the double-edged sword of irony, forcing readers to see through the veil of language and the idea that politics is not art is possible, but art is convenient. Trotskyists, the holders of the Holy Grail of Revolutionary Purity, continue to be critical of
Borja and accuse him of Stalinism, but the military junta believes that this appeal is a clear example of the freedom that prevails in Argentina, where only extremists are persecuted. Of course, the logical conclusion would be that Borges will now receive the Nobel Prize for Literature, as did other communist writers before him, such as Neruda. To characterize this political persona,
Aviles Fabila mixes real data with the imaginary actions or comments of this born-again Borges. Throughout history, we have found references to Borges's criticism of his political positions, his infamous handshake with Pinochet and his equally infamous support for the Vietnam War, at his breakfast with the junta. But all this takes place under a different light in history, because in it
Borges understands that to his usual themes (me, time, mirrors) he will need to add dialectical materialism and class struggle. At first glance, aviles Fabila's story is a witty exercise about the most ironic writer. But the critical dimension of this narrative warns readers of both the dangers of blind praise and Borges's idea of exporting, as well as the inefficiency of criticism that limits
Borges to a ready-made ideological cast. The influence of anxiety In that time (1949), when Borges barely began to be Borges, or recognized as such, Augusto Monterroso, an early reader of his, said: When we meet Borges, we become, in a sense, bad. We are not prepared for this disease, and the anxiety that catches up is compounded by the fact that we do not know whether
this disease will ever end or kill us. I suppose no more compliment can be given to a writer. We all know of these diseases: they are called Proust, Joyce, Kafka. The stories discussed here are examples of that disease that continues to leave its mark on readers and writers. Giardinelli and Aviles Fabila are in dialogue with a canonical literary figure, but they are also trying to
create their own space in the Latin American literary horizon. They may be worried about Harold Bloom's influence. In this case, however, we might be better off talking about the effects of anxiety. Why? Because Latin American writers seek to emerge from the shadow of the masters. Post-boom writers such as Giardinelli and Aviles Fabila do not set the agenda for achieving this
distancing, but the younger generation, fans of Borges, face another major legacy of Latin American fiction in the twentieth century: the export of magical realism. Speaking of writers, an interviewer in the story of Giardinelli says: Little fish is the one who is afraid of big fish; The shark never worries about the sardine. Borges' case is one of the the way this process comes through
the objectification of his figure as a writer. The methods of work seem to be, if we can not defeat it, let's make it literature. What are the implications of this process? Giardinelli, for all his attempts at humor, attacks both what Borges represents and his reverence for critics. Result? The narrator ends the pawn in Borges's story, and Giandinelli wrote - what else? - Borges history.
Thus, we can talk about the effect of pollution derived from the strong attraction of Borges poetics. As for the story of Aviles Fabila, the invention of the opposite Borges real political persona creates complexity of meaning, and thus we can refer to ironic distancing. The sharpness of this ironic distance seems to disappear when applied to Borges, because of the open quality of his
works and words. But if you apply some of his supporters, as well as some of his critics, that distancing makes obvious the absurdity and rigidity of some political and cultural institutions. There is an old joke that one of Borges's first biographers (presumably Emir Rodriguez Monegal) believes that when Borges wrote his classic Borges and I, I referred to the late Uruguayan critic.
The option carried out by Giardinelli and Aviles Fabila to make Borges a literary fetish, makes obvious, among other things, the tension between tradition and the gap, the effects of the writer's life and works on other writers, and the flaws and hopes of sardines. In the foreword to the second edition of his 1954 Universal History of Lawlessness, Borges states, I would define the
Baroque as a style that deliberately exhausts (or tries to exhaust) its own capabilities, and which borders on the caricature itself (1998). Perhaps this is the Borges phase in which we are. Borges is used. Unsurprisingly, he expected this in Borges and I, The Other, on August 25, 1983 and other texts. As usual, he was the first, before Roland Barth, Michel Foucault, Giandinelli and
Aviles Fabila, to call to the death of the author, to understand the author-function, to become a character in his own stories, and to be irreverent with him. He (Borges) began to disautorize himself and became, in the process, a literary object. Legend has it that when Witold Gombrovic left Argentina, he shouted from the ship's rail: Guys, you better kill Borges. Obedience to this
order looks increasingly unlikely, as the stories discussed here are only a model of the ever-growing phenomenon of Borges' literaryization. I wonder if this points to one of the directions the post (but not the past) Borgesian fiction can take: a letter that offers both dialogue and play, not characters in search of the author, but writers in the fight against the legacy of their
predecessors. Borges once defined the main condition of the survival of a book or page: it was to be everything for all (1996). Little did he know, or perhaps he did he will continue to be all for everyone, and I think he can take happily the idea that one of his destinies is still a literary page. Source: Pablo Brescia, The Post or Borges' past? Writer as a literary object, in the world
literature today, Volume 80, No. 5, September-October 2006, page 48-52.Kane X. Faucher In the following essay, Faucher presents a detailed text analysis of Borges and I. In his review, Faucher tries to determine if the narrator or not Borges, and he also suggests the existence of meta-Borges, a real author ... that sets in motion the semi-finished characters of Borges and the
narrator. Faucher also examines many philosophical and metaphysical theories of identity that are found in a close reading of Borges and Me. The text of Borges and I presents to its readers a perplexed riddle: who is the author? The narrative, set in Buenos Aires, continues to detail in the first person account of the narrator's sense of detachment and resignation that the other part
of it, the dominant ego or the subject of exposure, overshadows his own unique and honest life as a scribe of the people. The narrator speaks of Borges as someone who is only interested in recognizing being a recognized author and not having any true investment in the craft itself. It's a somewhat sad story by a narrator who talks about his slow and inevitable surrender to the
demands of the ego. In addition to the notable significance of this story for psychoanalytic research, here we will limit ourselves to a few comprehensive philosophical themes and linguistic nuances. ... As part of the fundamental question of authorship in this story, we are faced with an implicit understanding that, yes, Borges wrote this story, as evidenced by the fact that his name
appears on the cover of the book in which the story appears. But what's curious is the first-person account of a narrator who treats Borges like someone else, but as someone else who shares many similar narrator traits. ... Already, the reader is called upon to include two separate entrance spaces (narrator and Borges) and to perform a combination of identity. As we postulate,
there are three possible solutions or interpretations that we here subsume categorically. ... Solution 1: The narrator is not BorgesIn opening the lines, the frame is established that the reader may be dealing with two entities: the narrator and Borges. Separating the two (id entities) on the principle of difference text supported by the discovery of disjunction to be taken action versus
not acted: The other, the one called Borges, this is one thing going on with . ... Is Borges as the narrator's ancestor's ancestor? How does your existence depend on part of the text? In colloquial speech we can say that the existence of a writer, understood as financial support for livelihood and recognition, depends on text production and publication. But it can't. in this case, for the
assumption fails when we keep in mind that the narrator and Borges (in this reading) are individuals, and it seems inconsistent to argue that someone else's letter can support the narrator. ... Also, in the display, the whole story is based on the narrator's account, and therefore a matter of his faith or interpretation of the event. The paradox becomes abundantly clear when we
believe that in order for the narrator to have the faith or interpretation that he acted, that is already contrary to the first line of the story. Anyway, Borges in writing happens to the narrator, and if we want to believe that the existence of the narrator depends on Borges writing, it would seem that Borges, not the narrator, is an agent force, and that Borges narrates the narrator in
narrating Borges (!). ... If we are not too strongly committed to the idea that there is an empirical separation between this narrator and Borges, then there is reason to believe on this rather short account that advocacy is being tendered to the separation of being and thinking... Finally, there is a disturbing line that highlights this perplexing text, one line flourish dropped at the end of
the text, which we left to ponder: I do not know which of us wrote this page. Operating words which and we are re-divided between two separate entities, both are able to write. The question of authorship is left to the reader to determine, or leave as aperority, an open text. But what we find is that there are too many epistemical gaps and doubts that do not fully meet our



requirements to prove that, indeed, two separate entities exist in this story. Decision 2: The narrator of BorgesThis wording will strike the reader as more reasonable, because even when considering fictional texts that use fictional characters, they are being told in the existence of the author who wrote the book. Only by our expectation of disbelief do we attribute any degree of
reality to the characters as independent speakers. ... In a short list of textual clues given throughout this text, we learn that if Borges is the narrator, Borges has a relationship with himself that is not hostile, Borges justifies his own life by writing, Borges gives everything Borges (or oblivion), Borges falsifies and enlarges himself, Borges once tried to escape from Borges, and one day
Borges died in Borges. These are disturbing suggestions, but they follow from the statement that narrator Borges. Perhaps we will not wish to remain committed to this reading on this basis. Even more disturbing is the notion that Borges is not only in himself, but also that he is not himself (where the narrator claims that he is not in Borges, but one day he will die in it). This creates
a logical contradiction, where Borges is and does not. Temporarily speaking, we could assert it as in I am now, and I'm in beautiful day day death) will no longer be. However, the added reservation problematizes even this explanation, for it is implied that the narrator (who Borges) will perish in Borges, and will survive as a kind of residual presence in Borges. This means that
Borges, if he is also a storyteller, will be both alive and dead at the same time. The reader must now settle the separation of Borges or non-Borges, and the riddle of authorship. ... Should we conclude that in some strange postulate that Borges somehow represents the narrator who represents Borges (who, in turn, represents the narrator in a vicious circle)? This would, in fact,
create a circular paradox associated with the idea of naming and identity. At this point, we might as well just hang up the whole operation and walk away, arguing that the text is an intractable paradox and nothing more, but speculation forces us to look further for some reasonable explanation. To do this, we may need to leave a reasonable explanation and go to an uncharted area.
We have yet to consider Borges behind the scenes, the progenitor of this discourse. This will unnecessarily complicate the situation, but it is necessary if we want to be thorough in our display. Our next possible solution might be as strange as the text that inspired it. Solution 3: Meta-Borges... He meta-Borges is a real author who hides behind the text, which sets in motion the
semi-finished characters of Borges and the narrator. They are designed to expand or predict the real Borges and how he reflects on himself. As a self-reflexive critique, artfully made through figurative representation, he uses an innovative strategy of textual abstraction of these properties itself, as if they were two different entities, rather than two attributes of himself. ... Using the
narrator as a mouthpiece, meta-Borges comments on the more disgusting features of his being, shedding light on his casual unreliability, but also rescuing himself with the help of a narrator to whom we feel a certain pity. The narrator is limited, and there is a direct pathos that is caused that this false Borges is a kind of tyrannical force that keeps the narrator in slavery, as
evidenced by the narrator's lack of free will in surrendering all Borges egos. And, of course, in the life of a real writer in the mind there are such limitations: control over the subject, the use of hyperbole (as a means of distortion, increase and falsification of real events), editing content, etc. The narrator is created as a journalist and a martyr, because he informs Borges everything he
sees and experiences, and sacrifices all his being enterprise, which, most likely, will not justify and will not save him. The narrator is aware of his own mortality, destined that his usefulness will one day be at the end. And though the narrator made attempts to escape the restrictions of being in Borjas, they were all from scratch, he still holds a vague hope that he will be acquitted
through Borges writing. ... In fact, this story boils down to a question of time and ego. By listing the pronoun references, we learn very little aside from the fact that the references to the narrator and Borges are roughly equal in number, and that there are two special occasions where they are united by ours and us to denote a general situation.... a lot of distortion and disconnection
from the people. The ego controls work, not honesty. Not to say that all pages are invalid, as the narrator of charity suggests, but that they are becoming increasingly tarnished by the encroachment of a selfish opinion that desires popularity, honors and recognition. How do we deal with the death of the narrator? What will happen to this attribute of meta-Borges? When the narrator
perishes in Borges, leaving only a moment behind himself as a kind of surviving remnant, that remains simply a narrating function (empty and devoid of a true true substance). ... AuthorTo writes a story? This question may seem controversial in the final analysis, as the moral of this parable is that there is no word me in the written word; the author does not own the work, for
intellectual property is transferred for centuries. I, the author is useless, as the narrator sometimes hints. But do we get the whole bill? The narrator's confession is mediated through Borges writer writing, and so may prove to be a distortion, and we already know that the narrator is not free to express himself that he is in the thralldom of Borges, who owns all the narrator's thoughts.
Meta-Borges is completely dissatisfied with what he has become. In the parable, he spoke of his self-affirmation, which is in the spirit of irony: we expect that the accomplished and recognized writer has succeeded in his tasks and can now experience the joy of his recognition. But for meta-Borges, this perspective is the source of great melancholy, and therefore this parable. ...
Source: Kane H. Focher, Decompression of Meta-Borges in Borges and I, in Variaciones Borges, Volume 17, January 2004, page 159-86.Eric OrmsbyIn the following passages, Ormsby notes that the annulment of personal identity found in Borges's writing appears side by side with some miracle on the abundance of even the most ordinary life entails. This, of course, is
particularly noticeable in Borges and I. Throughout the essay Ormsby tries to interpret this topic, putting it in the context of biographical facts and anecdotes about the author, discussing some of Borges' other works along the way. It was an irony of fate, though perhaps predictable, to see Jorge Luis Borges evolve over a long life in his Doppelg'nger. In the essay titled Nothing
Personality, Borges claimed that I did not exist. Half a century later, an international personality laden with acclaim, he had to rely on crooked, self-deprecating jokes to protect his precious inner reality. Yo no soy yo (I'm not me), wrote Juan Ramon Jimenez; it was an assumption that Borges not only approved, but also made a fundamental axiom of his work. In his account of
Sahir, written in the 1940s, he might say, I'm still, albeit partly, Borges, and in Restrictions, a poem from the 1964 collection aptly titled Me and the Other, ended with the words (translated by Alastair Reed), Space, time and Borges now leave me. By 1980, however, an interviewer who said: Everyone sitting in this audience wants to know Jorge Luis Borges, he replied: I wish I did.
I'm tired of him. At the lecture, Borges, playing Sancho Panza in his own quichot, perfected the sardonic tricks that would keep his immense prestige at bay. Not coincidentally, perhaps, his fame grew as, after 1955, his final blindness deepened: brittle and vaguely Chaplinesque in his crumpled linen suit, he radiated a prophetic aura, shy Tiresias in love with tango. It wasn't always
like that. A prim and insecure mother's boy, whose idea of dating, and in middle age, had to bring the girl home to sit dumbfounded in front of his irresistible dowager mother while she rehearsed the wartime glory of Georgie's wartime ancestors; lazy librarian, for whom a day of work in the municipal library of Miguel Cane meant slipping into some secluded corner to study the works
of Leon Bloy, Paul Claudel or Edward Gibbon (a bitter munage and trois!); The clumsy intellectual is so shy that he could appear in public only hunched behind the pulpit while a friend read his audience words - all these tentative and inchoate identities (along with many others) merge into the fabrication of Borges that the self-absorbed golem of the audacious erudition that
accompanied, and often eclipsed, Borges himself on the triumphal overriding of his last three decades. If the annulment of personal identity exists in his work side by side with some miracle on the exuberance of himself even the most ordinary life entails, this should be seen in the context of Borges's great obsession. For he was haunted by infinity. A terrible fascination with
boundless space and in time animates all his best works. Horror arises not because of the immeasurable magnitude per se, but because the limitless is endlessly divided. That's why Borges so often returns in essays and fictions to the ancient paradox of Achilles and the tortoise. For Borges, infinity is always serial; it requires replication indefinitely. One of his favorite figures for
infinity is a mirror image that is a dizzying repetition of the same mute yet shimmering reflection. Therefore, too Horror Mirrors: I was horrified in front of all the mirrors he wrote in the Mirror poem: I look at them as endless, elementary/fulfilling a very ancient pact/ multiply the world. In Finding Averro, the narrator talks about the fear of the infinite, by which he means simple space,
just matter. Borges infinite, on the contrary, is filled, and his images all end up in double. Each identity, as well as the banal, but magical coin in Sahir, has its own obverse: each side denies and confirms the other. The library, whether the Babylonian Library in its great fiction of the same name or the National Library of Argentina, where Borges served as director for about eighteen
years, is a fitting metaphor for infinity. The fact that Borges was almost completely blind during his time as a national librarian must have reinforced his sense of limitlessness. Anyone who wandered into the large library at night, when all the lights came out will appreciate the eerie feeling of limitlessness; books on jagged shelves, each of which foreshadows its neighbor, seem to
extend to mayhem, and to perceive it purely to the touch should be doubly convincing. In his magnificent Poem of Gifts, Borges wrote, In a pointless, endless way, I trace the boundaries of this blind library. Borges' two predecessors as national librarian were also blind; this strange coincidence led him to identify with the more prominent of them, Paul Groussac, and speculate on
whether their personalities were eventually interchangeable. A sharpened sense of relapse, a fixed belief that there is nothing truly new, the awareness of fate as a player on the field of endless, but sharply delimital possibilities, give a claustrophobia cast on the most powerful fantasies of Borges. Unsurprisingly, one of his favorite lines from Shakespeare's Hamlet I might be limited
in a nutshell, and consider yourself the king of infinite space, were it not for bad dreams! And it is this pinched infinity, if you can do so, that ultimately makes Borges, for all his legendary brevity, an epic writer. ... Borges wrote in his prologue to his 1975 collection of poems, Infinite Rose, that the verse must have two obligations: to inform the exact specimen and to touch us
physically, as does the presence of the sea. Fans of Borges's prose, especially incomparable short stories in Fantastic (1944) and Aleph (1949), tend to reject his poetry; and yet, Borges saw himself, and with justice, primarily as a poet. The strangeness of Borjas, one of several, is that his stories are multi-layered and densely arusy, while his verse is by and large simple and
monotonous. Demonic Borges wrote prose, but in poetry, Borges - not Borges in all his quiet, Protean guises, but quotidian, all too man Jorge Luis-spoke in his bland but individual voice. Borges was probably too smart to become poet, most of whom seem to have some saving folly galore in the food. He approvingly quotes the line of his compatriot, the often marvellous poet
Leopoldo Lugonas: Iba El Silescio and Ando Como un Largo Lebrell (Silence moved like a long greyhound). The likeness is a little comical, and yet, as Borges acknowledged, the verse has a curious magic that arises not only from his inner music, but also from his very strangeness. Despite the profound strangeness of his own imagination, Borges rarely captured such effects in
verse. He usually communicates with an exact specimen, but he almost never manages to touch us physically. In The Selected Viking Verses, beautifully assembled by Alexander Coleman, we can, however, appreciate Borges' true strengths as a poet. Although he intended to become a poet of Buenos Aires, Borges largely excelled as a poet, it seems to me, in a rather honorable
but now unfashionable tradition, illuminated by authors such as Kipling, Stevenson, Bellock and Chesterton; it is a tradition that T.S. Eliot, somewhat sniffingly, called a verse, as opposed to poetry. If in this tradition it is possible to understand Borges as a poet, that is, an English poet who accidentally wrote in Spanish, it is easier to appreciate his poetic achievement. Borges the
poet suffers when set next to Lorca (whom he detested as a professional Andalusian) or Neruda, or such brilliant compatriots as Lugon or Enrique Bunch, not because he necessarily possessed lesser gifts, but because he decided to write in a stranger, and sharply limited, tradition. Borges excelled especially in forms such as ballads. The best of them is probably Golem. Version in
the new edition, Alan S. Trueblood captures his playful mood (though not his secret) pretty well: This cabbalist who played at the time of God gave his Spacey offspring the nickname Golem. (In the studied part of his volume, these truths were passed to us by Scholem.) In a 1968 recording of Borges reading his poems, he comments that he and his once collaborator Adolfo Bioy
Casares believe this is the best poem he has ever performed, and when he reads Golem, one understands why. Borges tried in this and other similar poems not to create radical images or striking phrases, but rather, with maximum craft and self-humiliation, to use the age-old and immemorial sources of ballads. In a soft but distinct articulation of Borges's poem, the listener feels
his awareness of old Scottish ballads, The German Ballad Tradition, medieval Spanish coplas. Despite his rather childish jubilation in the golem/Sholem rhyme (he uses it twice), Borges demonstrates that one side of him - one Borges, so to speak - would not want anything better than to merge into some primordial and anonymous tradition in which he would be indistinguishable
from his fellows. In fact, in his famous Borges and I, he notes that a good belongs to no one in particular, not even to my other, but the language and tradition ... After all, there was something like an exemblom in Borjas, if not quite a saint. In unexpected moments on the college stage or on some talk show, the Borges oracle fell silent, and the character of the salt, calm,
mischievous and at the same time gentle behavior peeped out of his without sighting eyes. There are plenty of anecdotes; I give just one example of great (and growing) literature. On his first visit to the north African desert, Borges looks through the grains of sand and, when asked what he is doing, replies, I am rebuilding the Sahara. Such tales, whimsical, a little sardonic,
mysterious even, resemble tales of ancient philosophers just like tales of Hasidim (the Sect of Borges is identified with). With the exception of Kafka, no other contemporary writer has become more symbolic of himself and his curious world as Borges. As extraordinary that so much-selved, so ultimately evaporates, a character like Borges, or Borges, must come to play that role.
What other modern author was regularly asked for his views on time and memory, the mystery of personality, the possibility of the afterlife and personal immortality, among other difficult topics, as well as Borges? He gleefully declared that he did not believe in the afterlife and personally welcomed the inevitable oblivion that would absorb his own name, as if only extinction had
offered an escape from the claustrophobic infinity. No one, he wrote in Immortal, is a single immortal person - it's all people. Like Cornelius Agrippa, I am a god, a hero, a philosopher, a demon, and a world that is a long way of saying it is not. Worthy, despite his profane, his crumpled fedora in one hand, his inquisitive white moat in the other, Senor Borges, our incredible
psychopomp, shows us the way in a unanimous night. Source: Eric Ormsby, Jorge Luis Borges and Plural I, in New Criterion, Volume 18, No. 3, November 1999, 13 pages SOURCEBell-Villada, Jean H., Borges and his fiction: A Guide to His Mind and Art, Revised Edition, University of Austin Press, 1999, p. 247-54.Borges, Jorge Luis, Borges and I, in the mazes, edited by Donald
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