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	I. Preface

	 

	Motto (1): Presenting himself alternately as Paul Auster, Henry Dark, and Peter Stillman, Quinn discusses language, lies, and history with the old man. (emphasis added) (Russell 75)

	 

	Motto (2): My name is Quinn. (emphasis added) (Auster, City of 117) My name is Henry Dark. (124) My name is Peter Stillman. (131)

	 

	 

	 

	The first book of narratives from Paul Auster was published in 1982 (The Invention of Solitude), which was soon to be followed by City of Glass three years later as the first volume of The New York Trilogy (1987). The trilogy canonized Auster as a highly successful postmodernist novelist and helped the then young and relatively unknown author break into the international literary scene. While the first volume of the trilogy was out in 1985 and the whole work in its entirety gained publication two years later, a Hungarian translation within five years also made its way to the Hungarian readership, which seems especially expeditious in light of the contemporary cultural environment around the change of regime. The author of this paper was loaned a copy of the book in 1991 and was intrigued by how the American writer’s preoccupations and insistent themes distinguished his narratives from most that was considered postmodernist at the time. Most students of humanities at the university were of the same opinion. The poetics created in Auster’s work strongly resonated with the readership of a country with vigorous existentialist cultural traditions, but in an international context—despite critical claims to the contrary—The New York Trilogy also seemed to separate itself from what was called at the time the first and second wave of postmodernism.

	After In the Country of Last Thing (released in the same year as the trilogy), Moon Palace (1989) and The Music of Chance (1990) was published, it became clear that the critical reception of his introductory novel connects The New York Trilogy more closely to the rest of the postmodern anti-detective novels that would do justice to such a Kafkaesque possible world, even though the extent and long-term effect of such misprision á la Harold Bloom was not yet noticable.

	Still, the ensuing works within the constantly growing oeuvre had resulted in the accumulation of obvious discursive discrepancies and detectable poetic similarities, which led to ever more questions regarding the theoretical framework responsible for the classification of the author’s writings. Such anomalies in the critical reception of the American writer prompted the author of the present book to start a project as a graduating university student in 1994 with the intention of unraveling the idiosyncratic set of poetics at work in Paul Auster’s art, a process that is apparently still in progress today.

	After Leviathan (1992) and Mr. Vertigo (1994) made their appearances, and the growing literary success of Auster made the translations at least of some of the early works inevitable. Even in Hungary such works as A végső dolgok országában [In the Country of Last Things] (2005) became available, in 2007 A szem önéletrajza [The Biography of the Eye], a collection of poems, and in 2009 Máról holnapra: a korai kudarcok krónikája [Hand to Mouth: A Chronicle of Early Failure] were translated into Hungarian (while almost all Auster’s films produced by major companies made as well it into Hungarian cinemas).

	Auster’s oeuvre continuously grew while the critics kept repeating their acknowledged conclusions on The New York Trilogy as an illustrative example of surfiction assigning the role of the protagonist to the author. As a consequence, such inflated and disproportionate attention to the trilogy resulted in a scarcity of scholarly work on literary output both preceding and ensuing Auster’s breakthrough.

	Western, specifically English and American criticism made various attempts to subsequently fix or place the missing and misguided critical reception of Auster’s works. However, the expected sea change was only partially brought about.

	From the perspective of the present work, the best proposals were those—Jeffrey T. Nealon’s and Julie Campbell’s amongst others—which focused primarily on Auster’s earlier works. Nealon’s and Campbell’s research became a major source of inspiration for my own to gear the theoretical apparatus at a different direction than a purely postmodernist framing of the Austerean text would make it seem apt. The point of departure for this investigation comes from a regression familiar in Auster’s works—the story always begins earlier (cf. Auster, The Invention of 77, 157)—where the reader experiences the poetic spaces through Auster’s exciting and inventive early career.

	The New York Trilogy certainly represented a watershed within the oeuvre since after writing the novel, the poet-playwright Auster never returned to his previously chosen genres. In the case of an author whose texts are located in the invisible, white spaces of signification, it seems instructive and informative to try and unravel the potential in such poetics of early works always already absent in Auster’s critical reception. These early poems, plays, memoires, essays and stories seem but blind spots paving an invisible path towards the first novel ever to be published by Auster, that is, City of Glass (1985) (although Squeeze Play, a piece of pulp fiction published under a pen name came out a year before). This theoretical examination is grounded in the hypothesis that the irreducible ontological, epistemological, existential, philosophical core inherent in Paul Auster’s poetics inevitably leads to an aesthetic capacity for his prose not dissimilar from what can be unearthed in his early writings. As Norman Finkelstein poignantly puts it in his introduction to Paul Auster’s Collected Poems (2004):

	 

	Long before Paul Auster used “the music of chance” as the title to one of his novels, his work was already the embodiment of that phrase. Throughout his career, his writing has been set to that music but simultaneously opposed to it: an ecstatic, frightening investigation of chance and resistance to its power. . . . And this is especially true regarding his passage from poet to novelist. (9)

	 

	By 1978 having completed three plays and published three slim volumes of poetry, Paul Auster stopped writing altogether. In December deeply inspired by a dance performance, he writes “White Spaces” (first published in 1979), a piece of seminal and formative poetry for his future oeuvre as a fiction writer, a long poem that is followed by a memoire, the two volumes of which dramatizes and plays out a shift in poetics from first person singular narration to a third person singular one in the vein of Samuel Beckett and Franz Kafka.

	In this work the fallacy and striking lack of the critical reception on some of Auster’s writings will be interpreted as blind spots, white spaces, which to an extent still keep oversaturating his literary career. These lacunae are seen as the result of an inner logic this work sets out to delineate by negotiating the time period of the young, struggling Auster’s poems through his dramas, from his autobiographical writing to the first fully-fledged novel, the first volume of The New York Trilogy.

	In Auster’s world, where he insists that “the essence of this project is failure” (Auster, The Invention of 18) it is not without its allure to analyze those early artistic documents of futility, whose austere tone is only amplified by struggles, ordeals and Sisyphean endeavors of finding truth in self-expression. Using these writings to interpret the later novels it is possible to answer the question of whether Auster’s poetics resists Derridean deconstructionist readings characterized by the cancellation of meaning and metaphysical representation, the playfulness of floating signifiers, and dissemination. Does the text break down through such readings, or rather the poststructuralist claim of the opposite might be feasible to maintain?

	In retrospect, it may seem that contemporary reviews were heavily influenced by the fact that Auster’s breakthrough novel, The New York Trilogy, has narrative characteristics that were considered perfect for demonstrating deconstructionist readings in an isomorphic and illustrative fashion even if doing so was made possible at the expense of drawing them out of their ontological, existential, and epistemological contexts. For all the above reasons it is deemed necessary to trace Paul Auster’s particular, non-mainstream poetics back to its origins, to the period that had preceded his first literary success.

	The philosophical and aesthetic questions that arise from the disappointments of his early works can be useful to debate The New York Trilogy’s different readings. This can, at the same time, challenge and change the framing of interpretation for the later works as well. For instance, the recurring Austerean accidents may serve as examples for narrative building blocks becoming fuzzy or misleading concepts when isolated from the texts’ deep structure. Chance, aleatoric events in Auster’s works can be judged as both failed or sufficient realism praised as the wittily postmodern rewriting of the premodern causality signified as deus ex machina (Barone, Beyond 6). It can further be seen as a narrative device, one which pushes the text’s style towards magical realism (Mr. Vertigo is still labeled and indexed on Amazon.com as such).

	Should it become successful to displace the compulsory deconstructionist claims about Auster’s poetics from the binary of modern-postmodern polarity, instead of having to interpret the Austerean text as reiteration, that is, a mechanical illustration of poststructuralist theoretical tenets, radically different and higher risks are bound to unfold. The author assures us that the stakes are high: it is a question of life or death (Auster, The Invention of 153).

	When mapping out Auster’s poetics, one is at once threatened with and attracted to the idea that to interpret the text outside of the framework of postmodernist metatextuality defers the reader from the playfulness of free-floating signifiers towards the chaotic vortex inherent within inquiries into identity, questions on the true nature of aleatoric and traumatic reality, the radical absence in presence, and about a capacity for possibility in ultimate impossibility.

	 

	 

	 

	II. Questioning Paul Auster’s Critical Reception

	 

	Motto: If a man does not keep pace with his companions, perhaps it is because he hears a different drummer. (Thoreau 430)

	 

	 

	 

	The critical reception of Auster’s works has always been inconsistent. Today known primarily as a fiction writer, less as a screenwriter or director, Auster began his literary career in 1974 as a poet, playwright, essayist, and translator. Although critics discovered his poems after his later prose became highly canonized, at the time his poetry did not raise substantial interest.

	His minimalist poems are compared to those of Edmond Jabès, Paul Celan, Charles Reznikoff, Laura Riding, and his dramas to those of Samuel Beckett. This lyrical voice becomes mute or rather transforms itself into different genres of enunciation after 1982, when a formative memoire, The Invention of Solitude is completed. The twopartite, self-mirroring text moves forward in the first person singular and then, in the second installation, changes to a third person singular narrative all together. This distancing narratological process signals a shift from the dramatic and lyrical genres towards prose, which makes it possible for the author to approach its object and subject matter from multiplying removes.

	The following novel, City of Glass, as well as the trilogy’s subsequent two volumes unexpectedly received praise from the poststructuralist-postmodern critics: numerous articles, publications, and interviews emerged. The novel and the canonization of the author, something that was obviously neglected until then, became inevitable. The success was so extensive that in the ensuing years it crossed the ocean to Spain, the Scandinavian countries, all of Europe, and even to Japan. On average, Auster publishes a new novel every two years, however, the critical reaction after the first volume of prose became scarce.

	It seemed as if after the trilogy there was a kind of indifference and incomprehension toward these texts, similar to the poems and dramas from the earlier period. According to critics: “The achievement of Paul Auster’s fiction—and it is considerable—is to combine an American obsession with gaining an identity with the European ability to ask how, and under what conditions, identity is stolen or lost” (Baxter 41). Baxter’s statement is corroborated by the fact that translations were first published in Europe and those countries that have flourishing European-centered existential, metaphysical, and philosophical literary traditions.

	At the beginning of his writing career, Auster indirectly explains the reason his writings are more successful outside of the United States than at home as being because the literary traditions of the romantics, metaphysical, and transcendentalists have been pushed aside.

	 

	The fact is . . . that the American novel changed. The novels of Melville and Hawthorne, the stories of Poe and the writings of Thoreau for example, all of whom I am passionately interested in, were not about sociology, which is what the novel has come to concern itself [with] in the United States. It’s something else. They had a metaphysical dimension, a philosophical dimension to them which I think has been forgotten and ignored. (qtd. in Varvogli 4)

	 

	In 1997 Patricia Merivale shines a similar light on the reasons for the critics’ incomprehension: “Rather than postmodern, then, Auster is ascetically philosophical; for all his sly winks at postmodernism, his heroes are on a moral, even a stoically religious quest, to which metafictional games are secondary” (189). The New York Trilogy was a perfect example for the critic to precisely show the postmodern poststructuralist terminology isomorphically in the text. This set of tools does not seem capable, or simply is unconcerned with getting a grasp on newly published novels despite the ostentatious increase of an already vast readership.

	The critics themselves also reacted to this controversy. A significant lack in critical studies and reviews can be observed in the case of Auster’s novel published in 1990 as attested to by Maria Moss: “While The New York Trilogy has been analyzed according to Derrida’s deconstructive principles and perfectly fits the postmodern framework of signifier and signified, endless language games and mirror-images, The Music of Chance defies any postmodern, post-structuralist interpretation” (695). To put it simply: “Auster critics have lagged behind” (Merivale 186).

	It offers insight into this problem to consider Auster’s reception in Hungary. Although almost all of Auster’s novels has been published in the Hungarian book market (many of these in multiple reprints), moreover, an exceptional oeuvre series including fourteen volumes is attainable, the critical reception has been subdued. In Hungary it is only a small group of foreign, postmodern, minimalist, contemporary, metamodern writers whose books are imminently translated to Hungarian. In Auster’s case, there is even a fan page (paulauster.hu) for those who want to know more about the writer’ work.

	However, there has been very little written about the American writer in Hungarian academic circles, and even the research that has been done focuses mainly on The New York Trilogy. The number of published reviews is even lower. The Hungarian literary canons are not much kinder to the writer. Világirodalom [World Literature] issued by Academy Publishing in 2008, as well as Zoltán Abádi Nagy’s Mai amerikai regénykalauz (1995) [The American Novel Today] make mentioning of Don DeLillo but leave Auster out.

	A page and a half review of Paul Auster can only be found in Enikő Bollobás’s Az amerikai irodalom története (2005) [The History of American Literature]. 

	 

	Paul Auster is a postmodernist writer in the truest sense of the word . . . : one can detect all sorts of formal elements borrowed from diverse genres ranging from detective stories, film noir, dystopian and apocalyptic speculative fiction to metafiction, self-reflexive surfiction, ‘text-literature’ in his works . . . A master of postmodern overwriting, Auster creates reiterations of works within such literary traditions as detective fiction, quest narratives, the picaresque novel, Bildungsroman, the fairy tale, utopias, but he overrides the literary output of classical authors, the works of Poe, Hawthorne, and Thoreau among many others are influences on his poetics. His metaphysical crime novels heavily rely on metafictionality, self-reflexivity as narrative techniques are central to his prose, just as Doppelgängers, split identities, the absence of selves among his characters offer innovative inquiries into the possibilities of reiterations. (my translation) (Bollobás 674)

	 

	The History of American Literature reviews the writer’s works all the way until the 2002 Book of Illusions. In the page and a half review the word detective can be found eight times (excepting the phrases “metaphysical crime novel” and “epistemological crime novel”). It speaks volumes about both the Hungarian and the international critical discourse (on which Bollobás’s book offers in-depth knowledge) with regard to the author that the chapter titled A kanonikus posztmodernizmus [The canonic postmodern] ends with a short review of The New York Trilogy. Because of the unstable definition of the postmodern, international critics find it difficult to apply it to any other Auster texts than the trilogy.

	Hungarian criticism as a basis for comparison might be deemed fruitful here for the reason that while in the United States the author’s readership is considered not gaining momentum to the extent it does internationally, due to a differing cultural context his presence in the relatively small Hungarian market is prevalent, yet a striking similarity in critical bias and neglect creates a strong parallel between these cultural scenes. This bizarre situation has brought out the extremes in the critical reception.

	One reviewer named Auster an outright “anti-postmodern” writer (Dimovitz 614), while Peter Schneck’s “new kids on the literary block” (66) (including amongst others Steve Katz, Raymond Federman, Ronald Suckenick, Don DeLillo, William Gibson, Tom Robbins) follows McCaffery by using the “Avant-Pop” stylization to classify Paul Auster. With the publication of Auster’s first prose in 1982, the author forayed into a new literary territory and changed his genre. After The New York Trilogy, the concept within the well-defined poetics of the Austerean novel kept altering from volume to volume. At the same time, the suppletory work of the Review of Contemporary Fiction Spring edition published in 1994 dedicated to Paul Auster and Danilo Kiš demonstrates that the American writer’s texts stimulate with unwavering strength and freshness the frequently mechanical interpretation of deconstruction.

	It is possible to observe the critical distance from numerous angles. On the one hand, it is not surprising that Auster is paired with the Central European Danilo Kiš (also highly popular with the Hungarian readership), even though the two author’s works can only be compared from a very broad perspective. On the other hand, it is evident that there is an effort by certain theorists to make up the canonized writer’s missing post-publication criticism. The New York Trilogy’s overrepresentation in criticism continues to loom in the conceptual publication’s texts. At the same time, the continuously published novels are gaining a rapidly growing readership along with increasing Auster’s fanbase. This is all thanks to his books constantly being translated to more and more languages and his work in cinematography, the fruits of which, in succession, are the following: Music of Chance (1993), Smoke (1995), Blue in the Face (1995), Lulu on the Bridge (1998), Flux (2004, directed by Hungarian director László Csáki loosely based on Auster’s Timbuktu), The Center of the World (2001), Le Carnet Rouge (2004), The Inner Life of Martin Frost (2007), It Was Mine (2015), and In The Country of Last Things (2020). The critics, however, are not as prolific of his new novels, as about, for instance, one of his closest friends DeLillo. 

	Such controversy is confusing since even the existing criticism agrees that Auster’s preoccupations are obvious to the point that the cliché is true in his case, that is, he writes the same novel in every text, or rather, creates the same subtext in each of his novels. His readership is constantly growing. Supposedly, in the US they keep his books behind the counter since they are stolen quite often (Rabb).

	Furthermore, Auster’s works are evidently attractive to poststructuralist theorists as his narratives build on theories like the ontological status of language, the discontinuation of the subject, and aporias in reception and meaning production. This situation existing, where the enthusiasm of the critics cooled off after the trilogy is more a reflection of their convoluted relationship with the Austerean text than on the aesthetic concept behind the work.

	Such intriguing predicament might just as well give space for a type of interpretation which does not only scrutinize and deconstruct different interpretation strategies but could shed light on the blind spots that never-ceasing concentration on deconstructionist dissemination leaves behind. An emphasis on the textual energy derived from the free play of signifiers and undecidables seems a restricted perspective in the author’s case. There is also a chance to look at why the critics had such persistent interest in reviewing and interpreting the trilogy as anti-detective fiction, as purely literary deconstruction.

	Presenting texts from different genres and worlds to discover similarities and differences can lead to demonstrating the labyrinthine textual range of the works. Paradoxically, this type of research must ignore The New York Trilogy since this is the text that the critics used as a base, which is the very reason why any study setting out to circumvent the impasse of labeling cannot but take away the central, domineering position that the trilogy occupies in the oeuvre. No matter, City of Glass as the prime mover and primary motivation for labeling the Austerean text as purely postmodernist metafiction will be interpreted here to show how an instance of misprision, a slip of the tongue of sorts in Alison Russell’s seminal essay “Deconstructing The New York Trilogy: Paul Auster's Anti-Detective Fiction” (1990) is partially responsible for the critical misunderstanding.

	The chance for taking such critical position first became reality when, getting inspiration from the success of the Review of Contemporary Fiction’s publication, in 1995 Dennis Barone edited an entire volume dedicated to Auster’s writing, Beyond the Red Notebook. The question was whether it would be possible to even out the disproportionate critical reception between the trilogy and the works before and after it. In the introduction to the collection Barone expresses his hope that his endeavor will begin a long-after desired process. In retrospect, it is safe to state that the collection of essays proved to be a successful contribution since each of the articles offered new insights and inspiration for yet other critical works to follow in their footsteps. The fact that this was an intention on behalf of the editor and authors is corroborated in the introductory pages by Dennis Barone himself, who predicts that “Auster scholarship will witness an exponential growth in the late 1990s” (Beyond 22). His confidence in the rise in critical studies is understandable since Auster’s works were constantly bestsellers and his cult-like status only grew up to a point when today he is frequently referred to as a starry presence, a literary lion to be considered for the Nobel Prize.

	What happened or what did not happen in almost fifteen years of time from the mid-80s until the end of the 90s, and since then? More importantly, what explanations can one find for such inconsistency? As to what extent and with what ongoing consequences this conundrum hinders the critics from digging down to the bottom of the problem, Barone’s own words are to be seen as instructive:

	 

	“Anything can happen”: this phrase occurs in all of Auster's books and these books are examinations of struggles to find one's way, to make sense of this fact. This is why Auster is a major novelist: he has synthesized interrogations of postmodern subjectivities, explications of premodern moral causality, and a sufficient realism. (Beyond 5-6)

	 

	2.1 The High-Wire Artist

	 

	Motto: High-wire walking is not an art of death, but an art of life—and life lived to the very extreme of life. (Auster, Collected Prose 305)

	 

	 

	The tangled disarray of concepts in the previous statement shows how difficult it might prove to be to interpret Auster’s texts if the exegesist approaches it with an intention to showcase and illustrate theoretical considerations that are contextualized within a postmodernist aesthetic paradigm.

	Apparently, it cannot be stated that this approach is altogether fallacious. Instead, before examining the aesthetics of the Auster subtext, it is important to unravel the formative aspects of the ontological, epistemological premises embedded in its aesthetics: to clarify those basic terms, metaphors, and symbols which determine the direction from which the text’s questions arrive. Examining the premises behind Barone’s quote might tell us more about the form created by Auster than the quote itself.

	Is the use of chance events in the narratives a type of forced deus ex machina? Can ‘realism’ in premodernity be used in the same sense as it may be by an author heavily building on “the Real” as a concept established in Jacques Lacan’s “Le symbolique, l'imaginaire et le reel” lecture? Is it possible to debate sufficiency as an attribute in case of narratives which are played out on Beckettian planes of barren existence?

	Barone’s observations also come with an intriguing presupposition. Even if one agrees that causality has moral applications, why would it be self-evident that such attributes can necessarily and exclusively be premodern? Paul Auster makes the following comment on this issue:

	 

	Anyone with the wit to get his nose out of his book and study what’s actually in front of him will understand that this realism is a complete sham. To put it another way: truth is stranger than fiction. What I am after, I suppose, is to write fiction as strange as the world I live in. (Red Notebook 116-117)

	 

	Barone’s use of realism is clearly not the same as this latter use of realism. The first is a lot more accurate (verisimilitude, “to be faithful to the truth”) of the aesthetic norm, the second can be compared to being under epistemic erasure. For this exact reason the two meanings cannot be included in the same dialogue. Later on this will be expounded upon in connection to Beckett in more detail that Auster resolves to find his own aesthetic form that can accommodate the chaos of existence, comment on its real significance, and to discover a territory which allows him to write stories of the Self. At this point, to quote from cognitive psychology seems apt:

	 

	Since the beginning of the 20th century an exciting interrelatedness have been created between a traditional mode of storytelling involving omniscient narrators, end-driven plots, also, plot-driven protagonists with a teleological worldview and a radically different poetics in writing, where sketchy characters, fragmented actions, chance events without any organizing system or sense of closure takes the place of their predecessors.    . . . The old novelist ventured to churn clear, simple, and rational meaning out of the chaotic stance of the universe, from which approach action emerges as an effect of reasonable causes, and, in turn, triggers a reaction. Adventure is thus no less then an unbroken chain of causation. The singularity of the separate Self is altogether missing from the contemporary perception and conception; no director exists, who would be able to instruct the actors and create order in the Cartesian theater. The Self can not be anything else, but a common perspective mutually shared by differing stories. (my translation) (“Rendezetlen”)

	 

	Instead reclaiming a “premordern moral causality,” an investigation is set in motion for the “common perspective mutually shared by” both reader and writer. 

	Before moving on to discuss Auster’s early texts which established his career, It is crucial to describe the theoretical space where all those concepts are located on which these early works focus on (in Auster’s poems, prose, dramas, and essays), such as solitude, silence, disappearances and white spaces, memory, and also idiosyncratic allusions to particular symbols and indices as the wall, stone, and the room. Auster’s connection to French literature will also have to be discussed later, mostly because he was translating those works which are strong influences, inspirations, and starting points for his own work. Paul Auster’s French translations include Joan Miró (1986), Jacques Dupin (1974), Jean-Paul Sartre (1978), Stephan Mallarmé (1983), from the Random House Book of Twentieth-Century French Poetry anthology (1984) Tristan Tzara, Jacques Prévert, Max Jacob, and André Breton. He took part in translating a few pieces by Joseph Joubert, Stéphane Mallarmé (1983), and a volume of André du Bouchet (1976), interviewed poet Edmond Jabès for an appendix to Sin of the Book (1985), and wrote the introduction for a volume of selected poems (1988).

	These poems are obvious pre-texts to his later work, similar to the introduction he wrote in 1988 to Knut Hamsun’s novel, Hunger. Yet, they not only establish certain premises for his future poetics, but also function as co-texts to such key novels as The New York Trilogy or Hand to Mouth: A Chronicle of Early Failure (1997). However, throughout the entire oeuvre there are limited textual loci where Auster almost word-for-word echoes an unquoted thought. In one such case, when the original thought and its loosely quoted reemergence only slightly differs, it is revealing how the syntactical, stylistic alteration created in the process of Auster’s interpreting the source sentence is indicative of his own poetics of writing. 

	Paul Auster, who was familiar with Maurice Blanchot’s L'espace littéraire early on in his career based on his own references in several of his works, had a deep understanding of the original French text published in 1955. During the later years of the author’s career, he takes part as translator in two Blanchot volumes published in America: first Vicious Circles: Two Fictions & After the Fact (1985), which is followed by a compilation almost one and a half decades later, Station Hill Blanchot Reader (1999). One of the sentences from the 1982 calque translation sounds as follows: “Memory says of the event: it once was and now it will never be again” (Blanchot, The Space of 30). The last sentence of The Invention of Solitude in Auster’s Bloomian misprision: “It was. It will never be again. Remember” (Auster, The Invention of 185). The stylistic asceticism, the bared, truncated, lean, skeletal-like imperative structure, the omitted and discarded phrases, this lacaunic text (cf. Malmgren, From Work 22) reinforces the parallels with one of Auster’s most contemplative work, The Book of Memory (Auster, The Invention of 70-172).

	In the textual space that is created through the ontological, epistemological dialogue between the Blanchot and Auster texts, there is a definite emphasis on a poetics concentrated on absence. It works as an organizer of the discourse to determine the randomness as understood in the Foucauldian sense of “aléa” (Foucault 69), as in chance discontinuity, fissure, empty space, radical discontinuity, and disorder. The inexhaustible reduction of these patterns in Blanchot’s philosophy, the eruption of energy from the simulation of the floating signifiers takes it farther away from understanding while the humanist tradition in literary avant-garde style of writing brings it closer to understanding.

	In Auster’s nattatives the Bloomian anxiety of influence is at stake and partially the plot as well (cf. The Invention of Solitude and Moon Palace). The span of the individual traditional canon created for himself reaches far back, the texts listed here are also co-texts to Auster’s oeuvre.

	Along with the previously mentioned contemporary and post-war near-past writers, Auster in his texts also names Saint Augustine, Marco Polo, Miguel de Cervantes, Giacomo Leopardi, Friedrich Hölderlin, along with two authors writing in German who lived later: Franz Kafka and Paul Celan. Furthermore, the American transcendentalists, proto-modernists, and contemporaries: Edgar Allan Poe, Nathaniel Hawthorne, Ralph Waldo Emerson, Henry David Thoreau, Walt Whitman; Russian realists: Lev Tolstoy, Fyodor Dostoevsky; the French: Michel de Montaigne, Stéphane Mallarmé, Charles Baudelaire, Paul Verlaine, Arthur Rimbaud; but above all an Irishman: Samuel Beckett.

	In interviews and in writing Auster mentions the classical theorists and includes Georges Bataille (Auster, The Red Notebook 113), Jacques Lacan (143), and a funambulist as well, a French tightrope walker, Philippe Petit (88-98). On Petit breaking boundaries and dancing on the limits Auster had this to say about the pure art form: “High-wire walking is not an act of death, but an art of life—and life lived to the very extreme of life. Which is to say, life does not hide from death, but stairs it straight in the face” (Auster, The Red Notebook 98).

	María Laura Arce in her book, Paul Auster and the Influence of Maurice Blanchot (2016) offers a different approach for interrogations into the Austerean poetics that could create a more appropriate theoretical framework than Alison Russell’s deconstructionist perspective.

	 

	Despite most of the criticism being centered on researching Auster’s metafiction, intertextuality, existentialism, the use of language and the reinvention of literary genres, not many critics have focused their studies on the impact French literature and concretely French philosophy has had on Paul Auster’s literary oeuvre. Certainly, critics such as Alison Russell in her essay “Deconstructing The New York Trilogy: Paul Auster’s Anti-Detective Fiction” (1990) propose an interpretation of the trilogy from a Derridean perspective. . . . In fact, Nealon asserts that Blanchot is present in this fiction as far as Quinn’s work as a writer is depicted as the transition to a space of negation that is a metaphysical world. That is to say, the space of literature. (Arce 3)

	 

	To understand what Auster sees in the guerilla actions of the artist who balances on the tightrope wire, the reader needs to first look through Orpheus’s gaze.

	 

	 

	 

	III. The Space of Literature

	 

	Motto: One thing must be understood: I have said nothing extraordinary or even surprising. What is extraordinary begins at the moment I stop. But I am no longer able to speak of it. (Blanchot qtd. in Auster, The Invention of 63)

	 

	 

	 

	The emblematic Austerean hero is very similar to the street roving poet in Knut Hamsun’s Hunger, although the space, outside of the obvious parallels, could not be more different from 19th-century Kristiania. The aimlessly adrift steps of the protagonist soon to reach his own demise are not only a pretext to ask existential questions but lead to an essentially ontological one in nature. What drives a writer to write? Where does this kind of undertaking come from and what is the source of the creativity needed for it? What is the role of the reader? How can the artistic work’s meaning be conveyed? How can the act of writing and reading be compared to other human actions? How do the literary, philosophic, social, political, and historical dimensions intertwine with the human condition? These queries will inevitably be brought to their conclusion in the final interrogations: who is the writer, who is the reader, and what is the work?

	Maurice Blanchot’s The Space of Literature (1982) is an instructive work in which paradoxically these questions are a barrier to finding answers to them, yet also become the answers themselves or rather provide the opportunity to find answers. Before dealing more extensively with the fifth chapter (which was published earlier and later on its own) titled The Gaze of Orpheus (1981), I first wish to outline the context in which this writing relates to The Space of Literature. In Blanchot’s understanding, the literary space presents such difficulties to the reader that they possibly did not know about before. Since for one to become a reader, according to the author, one does not need any special skills or understanding. Namely, that reading is the “simplest thing” in the world: it could not be easier: all one needs is a sufficient amount of weakness and uncertainty in the audience (Blanchot, The Space of 4). Blanchot’s work defines a paradoxical, eerie, unheimlich (Freud 229-268) space in literature.

	The volume begins with an account for and self-negating definitions of detectable entities within the literary space. The focus of the work is thought of as the point of origin, and although this is unreachable, at the same time there is no other goal that is worth the effort (Blanchot, The Space of 5). The concept of the author is studied from the aspect of what the work demands. The work requires of the writer that he lose everything he might construe as his own “nature,” that he lose all character and that, ceasing to be linked to others and to himself by the decision which makes him an “I,” he become the empty place where the impersonal affirmation emerges. “This is a requirement which is no requirement at all, for it demands nothing; it has no content” (Blanchot, The Space of 55-56). Following the logic of the self-negating definitions, the conclusion is that the knowledge to being an artist is defined as ignorance (Blanchot, The Space of 192).

	The reader’s position demands similar emptiness, passivity, unmarkedness from the work (Blanchot, The Space of 195). We do not need talent for reading (Ibid.) since (for example counter to Roland Barthes concepts of the readerly/writerly in his poststructuralist reception aesthetics) he describes the act of reading not as the process of rewriting, but as a passive, retroactive deed. When perusing a text, the reader by no means is responsible for a rewriting of the book, the process could rather be described as an effort with a terminal point when the book becomes being read or having been read. As Blanchot insists: “The singular property of reading demonstrates the singular sense of the verb ‘to make’ in the expression ‘it makes the work become a work’” (The Space of 194). According to the philosopher, this is to be understood as “the light, innocent yes of reading” (The Space of 196). In this space complete failure and anxiety becomes a “calm of an accord,” reconciliation in understanding (Blanchot, The Space of 198). This thought process leads Blanchot to Kafka’s poetics in The Metamorphosis, where the demand of the work is inseparable from “that essential error which is writing” and hopeless hope in exile (The Space of 70-74).

	To close the list of paradoxes here is another retraction in argumentation, a quote about art itself: “Art is primarily the consciousness of unhappiness, not its consolation” (Blanchot, The Space of 5). As Blanchot explains in the chapter “The Gaze of Orpheus,” when debating failure as quality lacking any meaning, being utterly pointlessness, it will be the risk of making a mistake that may be the only thing that offers itself as the source of truth: “one who accepts the risk and surrenders to it without restraint, reveal itself as the source of all authenticity” (The Space of 174).

	These kinds of self-negating definitions are characteristic of the entire text of The Space of Literature. Although the text is philosophical and theoretical in nature, the volume also carries out performative acts as it unbalances the reader searching for home, as it makes them haunted, thus, it makes itself known and unknown in the same reading. In The Space of Literature, Blanchot uses Georg Wilhelm Friedrich Hegel’s philosophy (preeminently Phenomenology of the Mind) to accentuate the fact that he sees the mover of dialectics in terms of self-negations and that he assumes that creative force which moves history is to be found in death (113). The process of history amasses practices of meaning production and value attribution to the extent that it makes the unknown known, so that with the newer and newer accomplishments man gradually becomes free to become his own master (Blanchot, The Space of 205). History leaves art behind, those things that are not worth knowing, the uncertainties, the unanswerable questions, just as in exchange for freedom man abandones all holy secrets.

	Blanchot turns his attention specifically to this area: from the whole of the amassed details to the art that was left behind (The Space of 219). He does not examine the work in the sense of Barthesian definition of a classical, writerly text (displaying restricted plurality) (Barthes, S/Z 5), which forms a part of history, nor the mementoes of a conserved and preserved list of cultural things. Instead of the historical monuments built by the human power of creation he researches the inexhaustible creativity which constantly disappears into the negation, the relentless white noise of loneliness, the power and realm of annihilation. 

	At this point Blanchot turns to Emmanuel Levinas (i.e. Time and the Other) to describe death as “the event by which man departs from the possible and belongs to the impossible is nevertheless within his mastery, that it is the extreme moment of his possibility. (And this the philosopher expresses precisely by saying of death that it is ‘the possibility of impossibility’)” (Blanchot, The Space of 239). The result of this idea is that the present state kept in a continuous decline (cf. with the hunger artist), which means that existence as an enduring state is the function of a factual death. As Blanchot insists: “The literary work negates the negation of time, it negates the negation of limits. This is why this negation negates nothing, in the end, why the work in which it is realized is not a truly negative, destructive act of transformation, but rather the realization of the inability to negate anything” (Blanchot, The Gaze of 35). This is the possibility of the impossible, the capacity for aesthetic of existence. This is the only chance which surpasses all other probabilities, without which there is no history, but also without the acknowledgment of, emphasizes Blanchot, there is no authenticity either (The Space of 239). In Blanchot’s system, the “demands of the artwork” (The Space of 173) is death itself. The beginning of the end in this instance manifests in the disappearance. In the constrained, disappearing existence the substantial appears. Orpheus’s gaze towards Eurydice, in this sense the present becomes nostalgic of the artwork, returning to the constantly unsure center of nostalgia (Ibid.).

	Eurydice becomes what she is in the underworld: the work. Nostalgia towards an always-already disappearing source and beginning is what is described regarding Eurydice as the object of Orpheus’s gaze and as a work of art: 

	 

	Thus it seems that the point to which the work leads us is not only the one where the work is achieved in the apotheosis of its disappearance—where it announces the beginning, declaring being in the freedom that excludes it—but also the point to which the work can never lead us, because this point is always already the one starting from which there never is any work. (Blanchot, The Space of 46)

	 

	The disappearance of the appearance emerges as an apparition, since it does not mean the occurrence of the end, it repeats again and again. The beginning is unmarked, and the exertion put into it is already impossible and doomed to failure.

	The recognition of the elevating and crushing characteristics of the work resolves in the infinite doubling (cf. Doppelgänger), which in Blanchot’s philosophy emerges from the paradoxical interrelatedness of work and death. “The writer, then, is one who writes in order to be able to die, and he is one whose power to write comes from an anticipated relation with death” (Blanchot, The Space of 93). Or else, in more simple terms: “Write to be able to die—Die to be able to write” (Blanchot, The Space of 94).

	 

	3.1 The Orphic Space

	 

	Motto: To begin with death. To work my way back into life, and then, finally, to return to death. (Auster, The Invention of 67)

	 

	 

	Maurice Blanchot uses the interpretation of Rainer Maria Rilke’s later poems, Duino Elegies and The Sonnets to Orpheus to define what he calls Orphic space (Blanchot, The Space of 126). The discussion of the Orphic space is a subsection of the chapter titled “Death’s Transmutation,” in which the author presents the duality of the Orphic space through the double meaning of Rilke’s sonnets.

	In Blanchot’s interpretation, Rilke’s Orpheus’s descent into death does not represent the poet’s road to finding himself: it in no way means the poet deification, nor the defeat of death through deliverance in transmutation. Here Orpheus is more like a change-always-in-progress in metamorphosis, a shape-shifting identity who is afraid of disappearing and so turns into melody and language, one who writes so that they would not cease existing, thus becoming the pure instigator of death, writing’s space and origin. “Only one who's tasted / the poppy of the dead / with them won't forget / the tone so delicate” (Rilke 101). And here resides the duality of the Orphic space. Orpheus leaves for the underworld as an origin and thus the poet is created, it is his chance to speak. “Only in the double-world / do voices become / eternal and mild” (Ibid.). Other than art’s “reversal to myself” (Blanchot, The Space of 106) forever referring back to the work, leading to the origin of writing also means constantly experiencing death’s impersonal nature: where I can experience being someone else, not “I speak,” instead “I cannot speak” (156). That I is only possible to be located in the third person as the death of the first person singular.

	In this duality, the change from the personal to the impersonal is tied to both the origin as infinite and death as infinite. With this, death is infinitely changing: it becomes perpetually moving. “Only one who's also raised / the lyre among shades / may return unending / praise with warning” (Rilke 101). In the text’s Orphic space’s origin and end, Orpheus is forever getting back to existence from nonexistence. It is the impossibility of the ability revealed from the absence of speaking and understanding, the infinite alternation between origin and goal, the place where I always belongs to the outside as “pure contradiction” (Blanchot, The Space of 157).

	 

	3.2 The Gaze of Orpheus

	 

	Motto (1): [O]nce this story has ended, it will go on telling itself, even after the words have been used up. (Paul Auster, The Invention of 72)

	 

	Motto (2): When Orpheus descends toward Eurydice, art is the power by which night opens. (Blanchot 171) 

	 

	 

	In the myth about Orpheus, the man who lives for poetry falls in love with Eurydice, who for Orpheus, is the only inspiration, origin, subject, and incarnation of his lyrical love poems. Eurydice does not possess an individual myth in Greek mythology her existence is Orpheus’s creation through his singing. She is the artwork, the “first night” (Blanchot, The Space of 171) that surrounds the light, the space of harmonic intimacy and inwardness.

	However, when the poet descends into the underworld to bring his deceased beloved back, he does not approach the woman who represents inspiration, but draws near to inspiration itself, to the origin of authenticity and art, the closed, dark, central space’s center behind the name and veil, toward the moment of the “other night” (168). This other night is an “apparition” (163), the presence of non-presence, the apparent ghost-like appearance of disappearing. When the end begins, when every beginning multiplies and starts to proliferate, it is not the end that commences, in fact, this is not an actual beginning at all, instead, it is the impossibility of the beginning of an origin that which masks itself as an end that infinitely begins again and again.

	The other night conceals what could reveal it, showing itself only in the moment when it passes over. There it is where the inexhaustible power of infinite innocence, newness, intactness, unmarkedness comes from. Whatever Orpheus may do or try, there is one caveat, there is one possibility he is forever banished from fulfilling, he can not face, nor pass across this central point of the night. In this sense, the central point is the presence of the work, and the work alone makes it present. “But at the same time, this point is ‘the presence of Midnight,’ the point anterior to all starting points, from which nothing ever begins,” (Blanchot, The Space of 44) the empty profundity of the inertia of existence, that region without issue and without reserve, in which the work, through the artist, becomes the concern, the endless search for its origin and center, the dense concentration of ambiguity. It is only the completion of the work—if we come toward this point through the movement and strength of the work—that makes this presence possible (Ibid.).

	Again, here it is appropriate to return to the idea about the demands of the work, mainly: “The central point of the work of art is the work as origin, the point which cannot be reached, yet the only one which is worth reaching” (Blanchot, The Space of 54). This other night in an ontological sense is the night of being outside. The other night is the appearance of a state when “everything disappears” (Blanchot, The Space of 158), that is, the appearance of unfound death, forgotten disremembering, the territory of a space of total absence.

	After using his power to soften Hades’s and Persephone’s hearts, Orpheus is given a strict command: until he takes Eurydice out of the night, he cannot look back at her, as it is impossible to face the center of this darkness, however. The only question that stems from the command can be asked in two different ways. First, what keeps Orpheus from breaking this command, and second and more importantly, what could make him urgently break this only directive?

	The answer to the first question, what could keep him back, is obvious, since he would be committing treason against his beloved. (In one version of the myth Eurydice, thinking that Orpheus refuses to turn around from his own free will, begs Orpheus to look at her, which he is unable to resist.) The poet would destroy the work, which would disappear forever in that moment, to return to the darkness (the trope of the lost masterpiece in art history alludes to this mythotheme). In this manner Orpheus deprives himself of Eurydice as love, as work, and as first night.

	Orpheus inevitably forgets about all three, and this is where the answer to the second question lies, since the ultimate demand of the work is not that it is created, instead it is the grasp of the origin’s center, which is “only one which is worth reaching” (Blanchot, The Space of 54). The work’s inexhaustible demand is to face and gaze into that point, where essence appears, where night essentially becomes appearance. “For an instant, universal absence becomes pure presence; and when everything disappears, disappearance appears. This is pure clarity apparent, the unique point where light is darkness shining, and it is day by night” (Blanchot, The Space of 158-159).

	For Orpheus it is unavoidable that he breaks the command, since he left on the voyage to gaze upon Eurydice in the other night, since as his beloved he had already enclosed her in a work, shut down his open intimacy, and pushed her away from his closeness. Eurydice was always a creation, a pre-text for the divine beauty of the song, and her part in the myth only begins from the moment the snake accidentally bites her: she is immediately in mortal danger. The poet is in constant search for the masterpiece driven by the work’s extreme, overdone, and overexciting demands. Orpheus always already desires to see Eurydice as invisible, as alien, as the enormity of death. In the act of the gaze passing over Orpheus himself becomes distance, death, quiet: he becomes an apparition. He does not die, but instead in the infinite absence his existence is suspended: “neither alive, nor dead” (Blanchot, The Space of 129).

	In truth, Eurydice, the artwork is responsible for all, because she is the road that led Orpheus thus far.

	 

	That is why the work tends ever increasingly to manifest the experience of the work: the experience which is not exactly that of its creation and which is not that of its technical fashioning either. This experience leads the work ceaselessly back from the clarity of the beginning to the obscurity of the origin and subjects its brilliant apparition, the moment of its opening, to the disquietude of the dissimulation into which it withdraws. (Blanchot, The Space of 204)

	 

	3.3 The Lacanian Gaze

	To better understand what is happening exactly, and what is not in the moment of the gaze, I will turn to Jacque Lacan’s The Four Fundamental Concepts of Psychoanalysis (1986). I will use the concepts and diagrams from the section dealing with anamorphosis. Then I will extend Blanchot’s interpretation of Orpheus to Lacan’s concept of the Orpheus myth. The parallel is made ostentatious by Lacan’s own emphasis, when he writes: “To resort to a metaphor, drawn from mythology, we have, in Eurydice twice lost, the most potent image we can find of the relation between Orpheus the analyst and the unconscious” (The Four Fundamental 25). Jacques Lacan interprets the concept of the “gaze” (70) (which corresponds to Blanchot’s identical concept) during the discussion of anamorphosis. He elaborates on this visual arts technique in the context of courtly love.

	The most often mentioned example for anamorphosis is Hans Holbein’s famous portrayal of The Ambassadors (1533), a painting full of allusions and symbols, one which at the bottom has an unidentifiable and amorphous image. Anyone paying attention can quickly deduce that it is but a distorted, decelerated image of a skull, which can be seen in precise proportions from the proper angle. The popular 16th-17th-century trick could be made possible by hanging the painting in a stairwell so that the person climbing the stairs would during the constant spatial shortening slowly encounter the originally incomprehensible image. For Lacan, anamorphosis is an example of the proof that the gaze is nothing other than “object (petit) a” interpreted in the field of vision.

	 

	At the level of the scopic dimension, in so far as the drive operates there, is to be found the same function of the objet a as can be mapped in all the other dimensions. 

	 

	The objet a is something from which the subject, in order to constitute itself; has separated itself off as organ. This serves as a symbol of the lack, that is to say, of the phallus, not as such, but in so far as it is lacking. It must, therefore, be an object that is, firstly, separable and, secondly, that has some relation to the lack. (Lacan, The Four Fundamental 103)

	 

	The central viewing perspective places the spectacle (memento mori) into a blind spot, however by lateral digression the viewer can see from a decentralized viewpoint that they are not looking at the picture, but the skull is looking at them. Thus, the picture conveys its own desire.

	Lacan portrays the gaze and the object’s relationship through three diagrams.

	 

	Diagram 1

	[image: Image]

	The first diagram is the traditional geometric illustration of the act of reception. The geometral point indicates the place from where the subject (in Blanchot’s reading the artist) observes (as the Eye) the object of the illustration, enclosed within the picture frame and mediated through it. The area within the picture frame can be imagined as a frame, a transparent glass sheet, or as the surface of the canvas. In any case, it signifies the image of the object to the subject while inevitably mediating its relationship with reality. The Eye and the Gaze in this diagram coincides, the artist gazes upon the image opening up in front of them with a firm belief in their power. Since the gaze always already reaches the object through the picture (frame, surface, boundary), the road to Reality leads through the picture, the distance from the Real through the Imaginary irreducibly incorporates the relationship of the observer’s relation to the object being observed.

	 

	 

	 

	 

	 

	Diagram 2

	[image: Image]

	The second diagram does not show the subject as the perceiver, whose position of gazing is targeted at the depicted object, but instead the exact opposite: as the object. Returning to the example of anamorphosis, the light reflected from the picture gazes back at the subject, who in return also becomes a picture in this way. For this exact reason, instead of a picture, the diagram shows a screen instead. Although seemingly, at first glance, the diagram looks as if it just inverted the places of the gazer and that of the thing being looked at, the radical change in the role of the mediating surface asserts the essential change that takes place during the inversion.

	The screen is not the domain of the Imaginary that was created from the point of view of the subject. It is instead that surface onto which the point of light (as reflected light) projects the picture, which in the moment and performative act of intersubjectivity becomes the picture/subject itself. The surface of the screen is not transparent, thus undermining the soothing perceiver position in the first diagram by hiding and masking the harmony of a single meaning. Unraveling these characteristics of the screen leads Lacan to refer to Roger Caillois’s book Méduse et Cie (1960) discussing the different forms of mimicry. Here the cited author distinguishes three dimensions of mimicry (adapting, resembling to and blending into the environment): travesty, camouflage and intimidation (99). Lacan extrapolates the latter function of mimicry onto the screen, which makes it possible for the speaking subject to purposefully mask themselves onto the projected picture.

	In Lacan’s theory, the two diagrams are the precondition of each other (this is why they will join in the third diagram, since the subject is in both the observer and observed position, the pure voyeur of their own gaze observing what they are gazing at). One diagram cannot exist without the other, at the same time, they do not have a biunique, isomorphic correspondence with each other. Although the two triangles are the inverse of each other, the source of light is not equal to the geometral point. The point of light could be seen as the Eye, the lens of the camera, however, the “picture” in the second diagram is the subject, which means that the first diagram’s inverse regards the gazer as the gazed upon. 

	In Lacan’s interpretation of the subject, the observer is theorized as not only the gazer, but also the observed, gazed upon object as well. In the blind spot of the vortex conjured up by the two opposite motions stand the “object petit a” as the optic/scopic driving force. Two conflicting processes mingle here. On the one hand, the Other’s (in an imagined cultural position) gaze defines the field of vision from the angle of the Symbolic and the subject that has become the object, while on the other, the Gaze itself, too, becomes the object of desire. The fissure (and suture) between the Self and the subject of the Unconscious becomes detectable visually. The term “suture” coined by Jacques-Alain Miller identifies a process through which the viewer is being inserted into the possible world of the artwork. In “Suture (Elements of the Logic of the Signifier)” Miller contends that being sutured is not necessarily equal with identifying with one of the characters (however, such phenomenon is not excluded), but has a strong significance to the construction of the implied reader/receiver. Miller’s concept, which ubiquitous interpretative device in film semiotics refers the observer to the apparatus of cinematography, that is, the gaze of the camera while putting an emphasis on the concealed, hidden nature of such maneuver always already kept in the blind spot of the act of reception (24). If one extrapolates the dynamics represented in the first diagram, between the Gaze/Point of Light and the Subject/Picture it is the image/Imaginary that becomes present, while in the second diagram the Screen as reflecting surface takes its place. Since the mediating surface is not transparent, the gaze has no choice but to accept the reflecting surface of the screen as the frame for the spectacle, which in its turn, will be similar to the Imaginary domain of Lacan’s mirror stage. This is where the riddle posited by the two different diagrams lies, where it can be found. The question inherent in the differing rendition revolves around a single distinction: do they signify the act of representation or the performative act of creating an Image denoting nothing outside of its own existence? Do we have a binary with dual polarities of the perceiver and the object or a dichotomy between Image versus the Gaze? The reflecting surface, which provides the mimicry of the screen, hides the personal Eye of the subject’s gaze which in its position is invisible, but becomes visible in the object that is being observed. Understanding the sensation, according to Lacan, leads us to the third diagram which is nothing else than the merging and the sum of the first two diagrams where they overlap, that is, the first diagram overlapped with the inverse of itself: its own anamorphosis. The third diagram undiscloses the fact that the Self is only able to experience the act of receiving from outside itself. It is the spectacle that receives and engulfs me; the spectacle that is me, gazes at me. As Paul Auster quotes Rimbaud’s correspondence written to Georges Izambard on the 13th of May, 1871: “Je est un autre” (qtd. in Auster, The Invention of 133).

	 

	Diagram 3
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	In the third diagram all three elements of reception and perception interact with one another. Since the gaze can always be found within the field of vision and the gazer themselves is a noticed, represented/projected surface, the binary opposition of gazer/looked at just hides the true nature of the act of receiving that positions the speaking subject. At the same time, the gaze oscillates between two areas: it can be found equally on the side the light (camera, Eye, the Real) emanates from and on the side of the Other’s Symbolic order. Lacan makes the following statement in “The Anamorphosis”:

	 

	[T]he phenomenologists have succeeded in articulating with precision, and in the most disconcerting way, that it is quite clear that I see outside, that perception is not in me, that it is on the objects that it apprehends. And yet I apprehend the world in a perception that seems to concern the immanence of the I see myself seeing myself. The privilege of the subject seems to be established here from that bipolar reflexive relation by which, as soon as I perceive, my representations belong to me. (emphasis in the original) (The Four Fundamental 80-81)

	 

	The subject is at the same time the gazer and the looked upon and although our own look/gaze cannot be aimed directly at ourselves, it can metaphorically correspond to the gaze of the Other. We feel exhibitionism and its counterpart voyeurism to be so frighteningly subversive because it threatens to uncover in both the object and the subject the inherently present duality. A similar danger may seem to arise from the contingent subject that is submerged by the distorting effect of the mimicry always already inherent in the picture. This fear is not separable from the ability/inability to maintain its own dividedness either within the picture and/or as a function carried out by the gaze of the Other. It is also possible to understand from the third diagram why Orpheus cannot look at Eurydice in the eye. The image/screen stand in the way of both the subject gazing at the object and the object perceiving the subject. Thus, the relationship between the surface of the subject and the image plays out in the domain of imagination. The subject can only merge with the Other on the surface of the image to the extent that the gaze is reversed as the Other or others. Reception or perception can only be carried out through the mediation of this surface which occurs through mimicry, a mask, or doubling (i.e. Doppelgängers, ghosts, doubles, or twins). Within the Lacanian as well as Blanchotian framework self-recognition is not only always already mediated and interposed but irreducibly inevitable at the same time.

	Blanchot’s and Lacan’s questions delimit the space that appears as the territory for writing in Auster’s texts. A domain that lures and attracts the readers into all the texts, a space that swirls as the central emptied-out lacuna in the texts and that which shatters and disrupts again and again the conceptual frame that the reception’s stability relies on. Thus, it needs to be examined what happens when the two systems (Lacan’s triangles and Blanchot’s gaze) are projected on each other. If the inverted triangles in Lacan’s diagrams (the third diagram) are combined with Blanchot’s system and applied to Orpheus’s gaze, the captions become the following. On the right side of the axis that crosses the intersection of the triangles is the world of light (lacking Eurydice) while on the left is the realm of the darkness of the underworld which hides within itself the essence of Eurydice as the Other.

	 

	. . . Eurydice is the furthest that art can reach. Under a name that hides her and a veil that covers her, she is the profoundly obscure point toward which art and desire, death and night, seem to tend. She is the instant when the essence of night approaches as the other night. However, Orpheus's work does not consist in ensuring this point's approach by descending into the depths. His work is to bring it back to the light of day and to give it form, shape, and reality in the day. Orpheus is capable of everything, except of looking this point in the face, except of looking at the center of night in the night. He can descend toward it; he can—and this is still stronger an ability—draw it to him and lead it with him upward, but only by turning away from it. This turning away is the only way it can be approached. This is what concealment means when it reveals itself in the night. But Orpheus, in the movement of his migration, forgets the work he is to achieve, and he forgets it necessarily, for the ultimate demand which his movement makes is not that there be a work, but that someone face this point, grasp its essence, grasp it where it appears, where it is essential and essentially appearance: at the heart of night. (Blanchot, The Space of 171)

	 

	However, this moment, the moment of the other night (Blanchot, The Space of 168) is unreachable, the object of desire is always already in a constant state of transference. The questions in the forbidding commands also contain the answers. For Orpheus it poses an impossibility to have a glimpse at Eurydice. Daylight conceals her essence, and if the opposite act—having a rearview at her thus creating the other night—is examined, turning back towards Eurydice as work, as the Other seems to reinforce the dichotomy just the same. As Blanchot contends: “to turn toward Eurydice would be no less untrue. . . . [Orpheus] does not want Eurydice in her daytime truth and her everyday appeal, but wants her in her nocturnal obscurity . . . as the foreignness of what excludes all intimacy, and wants, not to make her live, but to have living in her the plenitude of her death” (The Space of 172). The peak of the left inverted triangles (the object, on the side of the light and the Gaze) is where Eurydice can be found according to the analogy while on the right peak (the Geometral point, on the side of the subject of the picture and the representation) is the picture of the lost Eurydice (the elegy representing lost love). The subject’s desire would be the endless depth, the self-perception found in the space of the gaze outside of oneself. However, the intersection of the two inverted triangles is empty space: for both the perception of the Eye on the dark side, and the perception of the soul on the light side.

	 

	Diagram 4

	[image: A képen szöveg, képernyőkép, sor, diagram látható

Automatikusan generált leírás]

	For Lacan, the imaginary “petit a” is the seduction of the subject’s desire, and he identifies the embodiment of “object petit a” with the gaze. The gaze is the experiment to appease the fulfillment of the subject’s desire, however this gaze must penetrate the mediating surface, the mirror of an archetype. It is that virtual picture which obscures the original deficit of reality. The gaze is therefore the desire of the Self to reconcile through the Other (Autre). The differentiation between the Eye (Lacan, The Four Fundamental 134) and the Gaze is the differentiation of the driving drive/instinctual propelling force manifesting at the optical/scopic level. At the same time Lacan emphasizes that both belong to the same person.

	In the first diagram, if the Eye’s position, intruding on the Gaze’s domain, is defined within a Cartesian framework, the Eye itself becomes the Object, whereas on the right side it will be transformed into the Geometral point—closing on itself as the Cartesian ego for which the mind relates the acts of the self as a projector. The trauma of Reality is that it is impossible to encounter it: the Eye is missing from the picture constructed by the Gaze, while the Self becomes reduced to the mere object, thus becoming unfamiliarized from itself.

	From point of view of the observer the countenance turned toward itself is intangible if it exceeds its own perspective, which effect results the night within the night (Eurydice’s mise-en-abyme) transforming into pure invisibility.

	The Other world (here the underworld) creates a kind of context for the subject in which the Self is unable to sustain a subject outside itself, which would make it possible to embrace the moment (Eurydice, or the secret object of desire), that is the context itself. On the other side, the artist creating Eurydice in the world of light (who is motivated by the same desire) also cannot attempt to create the whole fulfillment of the subject since techné working in the mask of the language operates using separation, diversification, omission.

	The absence in the dark area of the overlap undermines the power of the Eye on the left side and pushes it onto the right side. On both sides of the border between dark and light, desire itself motivates the opposite actions to avoid each other, at the same time these actions define the desire itself as well: the desire to desire the Self from the Other. This is the road of the lost Self in the direction of the lost Other(ness), which then returns to a masked I who is forever driven by the desire for the “missed encounter” (Lacan, The Four Fundamental 55). On the left the Eye (the subject Orpheus) is tempted and vanishes, on the right the temptation’s mask (as techné) appears. During mimicry identity and the representation of meaning reconstructs itself through processes of metonymical signification. In Lacan mimicry is associated with camouflage which is not hiding differences by blending into the background, but, on the contrary, is the formation of similarity, which paradoxically protects its existence by the very act of differentiating itself from the environment (99). It hides the existence by metonymically extending the details, thus multiplying the imitation of the background’s texture. In the same vein, Orpheus is taken by the Argonauts because Kheiron the centaur predicts that they can only sail by the sirens if they use the poet’s songs to distract themselves from the sirens’ songs. Orpheus saves the Argonauts from the threat by creating a new level of temptation, the metonymic camouflage of the temptation of death’s song which shields them all. Orpheus uses the artistic mimesis (creating his own double) to hide his own face. With this differentiation (camouflage) he integrates the Eye into the Gaze to gain the power to bound the Self in the light (language). Mimesis creates a new level to the lack made by the object and, with this, forms the second layer of temptation (deception): the imitation of the temptation of the other night (night within the night). This temptation however is directed toward the onlooker (receiver/perceiver).

	 

	Diagram 5
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	The captions for the fourth diagram in this picture are exchanged for the captions that are tied to the central black area. The relationship of the Eye and the Gaze during the observation of the picture can be described thus: you look at me from where I look at you. As the artist’s Eye (the writer’s hand) embeds itself into the picture (artwork) as a stain or absence (anamorphosis), they become able to overpower the perceiver’s Gaze. They are not only an absence from the picture projected onto themselves but also from the picture that is created as a temptation, lure (trap) for the Other’s Eye.

	 

	Inspiration pronounces Orpheus's ruin and the certainty of his ruin, and it does not promise, as compensation, the work's success any more than it affirms in the work the ideal triumph of Orpheus or the survival of Eurydice. The work, through inspiration, is no less compromised than Orpheus is threatened. It reaches, in that instant, its point of extreme uncertainty. That is why it resists so often and so strongly that which inspires it. That is also why it protects itself by saying to Orpheus: You will keep me only if you keep from looking at her. But that forbidden movement is precisely what Orpheus must accomplish in order to carry the work beyond what assures it. It is what he cannot accomplish except by forgetting the work, seduced by a desire that comes to him from the night, and that is linked to night as to its origin. In this gaze, the work is lost. This look is the only moment in which the work is lost absolutely. Something more important than the work, more bereft of importance than the work, announces and affirms itself. The work is everything to Orpheus except that desired look where it is lost. Thus it is only in that look that the work can surpass itself, be united with its origin and consecrated in impossibility. (Blanchot, The Space of 174)

	 

	For the Self (the speaking subject) to overpower, to be able to speak, it needs to hide behind the shroud of language (the song), it needs to disappear from the song and disappear into the song. The mimesis, the Self splitting from itself and emptying itself from itself will draw in and tempt the perceiver’s gaze if the objectified product of the mimesis hides the fissure: the mask. In his seminal essay “Listening at the abyss” Patrick Burke insists that definitions of the fissure emphasize the inherently present oppositional movements in theory. He writes that such fissure is but

	 

	the gap, the separation, the differentiation between the touching and the touched, the seeing and the seen, mind and world, self and others; it is the fissure that language tries to bridge and that the philosophical methods of reflection, dialectic and intuition have historically attempted to close through their respective theories of meaning, only to ignore thereby how this “un-tamable,” at once secretly nourishes and undermines the habits of thought and experience that they sought to establish. (Burke 84)

	 

	Orpheus can only sing his songs in the light (language). Text, writing, and literature is the space for the repeated, twice created temptation, in which using mimesis the first dependency (Orpheus is dependent on Eurydice) is pushed onto another level of inversed reliance where the former is overridden by the perceiver’s dependence on the writer. The artist “invites the person to whom this picture is presented to lay down his gaze there as one lays down one's weapons” (Lacan, The Four Fundamental 101).

	 

	 

	 

	IV. From Orpheus to Dionysus I

	 

	Motto: What man risks when he belongs to the work and when the work is the search for art is, then, the most extreme thing he could risk: not just his life, not only the world where he dwells, but his essence, his right to truth, and, even more, his right to death. He departs; he becomes, as Hölderlin calls him, the migrator—he who, like the priests of Dionysos, wanders from country to country in the sacred night. (Blanchot, The Space of 238)

	 

	 

	“It is inevitable that Orpheus transgress the law which forbids him to ‘turn back,’ for he already violated it with his first steps toward the shades,” as “Orpheus has in fact never ceased to be turned toward Eurydice,” since this moment and movement meant “the presence of her infinite absence” (Blanchot, The Space of 172). The hubris or hamartia of Orpheus was that he wanted to acquire and possess Eurydice in his Gaze. This transgression however was the determination of Orpheus’s fate, since in the song Eurydice was and remained lost always. Thus is Orpheus also lost, who wanted to possess Eurydice outside the limits of the song, but he also achieves the desire of the perceiver and inspiration and authenticity, that point that he can never come face to face with. Rilke’s poem becomes a blank central space of writing for Blanchot’s work, that is, the doubled, other night encompassed in Eurydice for Orpheus as author in the same regard. As the last verse of in the poet’s ninth Sonnet to Orpheus predicates: “Only in the double-world / do voices become / eternal and mild” (Rilke 101). This is how Orpheus’s impatience becomes patience as the infinite restraint of death, while authenticity presents the source and inspiration as the night itself.

	The command controlling Orpheus’s Gaze comes from the understanding that any encounter shields the genuineness of the Self (the night as the source of inspiration) in against the pornographic transgression of the Gaze. Orpheus cuts off all lifelines with the forbidden penetration, subjecting and exposing himself to the Gaze since the tragedy is that he forever leaves and forgets the masterpiece as the source behind. Through his infinite desire he ties his own origin to the origin of the artwork, also, to the night as deeper death (infinity) than death itself. The artwork is lost in Orpheus’s gaze, which can only join with its source as a sacrifice, by transcending itself. As Blanchot contends, Orpheus’s “gaze is thus the extreme moment of liberty, the moment when he frees himself from himself and, still more important, frees the work from his concern, frees the sacred contained in the work” (Blanchot, The Space of 175). With Orpheus, whose presence—within the context of typological symbolism—might be seen as the prefiguration for Christ, an interpretation framed by Christian hermeneutics also becomes possible. Orpheus’s Self-denial “gives the sacred to itself, to the freedom of its essence, to its essence which is freedom. (This is why inspiration is the gift par excellence)” (Ibid.). This gift of emptiness releases energy which cannot be equal to the deconstructionist energy source that is the free play of floating signifiers. Orpheus parts with himself and frees the artwork from the law and confinement of giving it to itself, its own source. Sacrifice in this context becomes rooted within intertwining theoretical territories, that is, within the intersection of Greek mythology and Christian theology. Blanchot insists that the “effort to raise death to itself, to make the point where it loses itself within itself” coincide with the point at which the Self is lost in exteriority (150). Sacrifice as the essence of freedom (a tenet evocative of hermeneutical considerations) becomes entangled with the concept of Dionysus’ sparagmos (dismembering and dissemination) in the same chapter, when Blanchot states that in the song as work of art “Orpheus himself is the dispersed Orpheus; the song immediately makes him ‘infinitely dead.’ He loses Eurydice because he desires her beyond the measured limits of the song, and he loses himself, but this desire, and Eurydice lost, and Orpheus dispersed are necessary to the song” (173).

	The tenth and eleventh books of Ovid’s Metamorphoses discuss Orpheus’s decent into the underworld and his ultimate death (Ovid 268-324). It is Dionysus (whose own sparagmos will be a fulfillment of such prefiguration), who gives the command to the berserk maenads to rip Orpheus apart (in the Latin version a group of bacchants even tear his head off against Bacchus’s command, but Orpheus continues to sing). Their refusal to acknowledge Orpheus’s godly existence is the reason for their frenzy. In the myth the torn apart Orpheus continues to sing in the infinite death of being scattered all over. It is important to note the inherent conflict here. Dionysus, whose figure is inseparable from the shift from the genre of lyric poetry to the birth of drama, happens to give the command to murder Orpheus.

	The evolution of the dramatic genre tied to the cult of Dionysus transforms the first person lyrical ego into the third person singularity of the Gaze, which transposes the Self as the Eye outside of the work. Again, Orpheus cannot possess Eurydice (See Diagram 1, which is also evocative of the cultural historical fact that the first known playwright, Thespis during the first Great Dionysia transformed the diegetic and lyrical performance of the dithyrambic chant into the performative and mimetic genre of drama by making one of the choir members step forward as an Ur-protagonist, thereby disrupting the unity of the chorus.) When arriving back from the underworld, Orpheus creates a new opportunity represented by Diagram 5 as the image of Orpheus’s Gaze. By breaking the command, he establishes his own authenticity; his godliness (genuineness) is reaffirmed in his death (cf. the song continues on the lips of the separated head). At the same time, he creates the chance for the song to transform into the history of the Self and, with that, he authenticates Dionysus (who also needed to validate his own godliness in the myth; this is why he drove the citizens of Thebes, his hometown, into a frenzy with wine). As already mentioned, the first step towards the drama was a step taken forward from the choir by Thespis’s actor personifying Dionysus, who this way turned himself into a presence outside of the work. The history of theater tells us that from here the process was unstoppable: later the choir leader did not only describe the life of Dionysus outside the confines of the choir, but also the Trojan, Mycenaean, and Theban legendary heroes were given roles. This ‘stepping out’ of the choir was the turning point in the doubling of the genres (lyric, drama) which stabilized in the three-way split of the (lyric, epic, dramatic) genres. For Orpheus temptation is being created within the mimicry of the mask. The story tells something to show something completely different, something that otherwise could not have been perceived. In the myth of Dionysus, this doubling/mirroring presents itself in a constant regression of possible points for origin. The story always begins earlier, which is especially the case—as negotiating the poetics within The Invention of Solitude will highlight it—whenever the stories of the authoring Self are accounted for. Ann Smock, Maurice Blanchot’s commentator emphasizes the ghost-like attribute of such retrieval of beginnings.

	 

	For when disappearance appears, it is its apparition. Likewise, when the end begins, when it swells and blossoms as the truth of all beginnings (and that it should, we recall, is the demand Blanchot hears the work making), it is not the end itself that starts, and it is no real start that occurs. Rather, the impossibility of there ever being a first time starts over again, in the guise of an interminable ending. Then the work—at the very instant of its apotheosis, its devastating announcement that it is, and nothing more—subsides, engulfed in duplicity; it enters “the eternal torment of dying”; it draws the writer with it into this error which sustains no resolute being-for-death. (emphasis added) (Blanchot, The Space of 8)

	 

	Thus, the beginning of the story of Dionysus, the god who set out to authenticate and author himself, is always on remission. According to the myth, Dionysus’s mother herself was pure techné, since the god was born on Mount Nysa in a small, artificially defended cave in a contemporary incubator (Euripides 19). Yet, the story begins before that. Dionysus was born from Zeus’s thigh with antlers and a crown of snakes on his head, but he was born at eight months and because he was hunted by Hera, he was protected in a cave. But the story begins still earlier. Dionysus was born of princess Semele, but the jealous Hera pursuaded Semele to convince Zeus to show her his real nature. When Zeus did, he assumed his true form of lightning and burned Semele to death. Dionysus was sewn to Zeus’s thigh. However, the story begins even earlier. The origin myth of Dionysus is so obscure that at the very beginning he was known as Zagreus. His parents were Zeus and Persephone (the same Persephone who was moved with compassion in the underworld by Orpheus, and who gave her permission to take Eurydice into the sunlight). In her jealousy, Hera commanded the titans to tear the child apart and cook him (cf. with the torn apart Zagreus and the torn apart Orpheus). His heart was untouched, however, because Athena, Rheia, and Demeter were protecting it. Finally, Zeus was able to rebuild the child from his heart with the help of Rheia (in the shape of Dionysus) and hid him in Semele’s womb. However, as Hera’s jealousy shows, the story begins before all this, at an instant of al/lure and temptation.

	The dismembering, the metamorphoses, the doublings bring about authenticity, inspiration, temptation, the perceiver’s inclusion in reception and make it possible for the enraptured Self to split into the third person from the mirage of the first person singular I, thus allowing the birth of the drama and of the story. And so, the story begins yet earlier, namely with Orpheus, the god of dream, music, the inventor of lyre, which in turn means that Paul Auster’s story of the authoring Self begins with poetry. 

	 

	 

	 

	V. 1 SG

	 

	Motto: Obsessed, bewildered / By the shipwreck / Of the singular / We have chosen the meaning / Of being numerous. (Oppen 86)

	 

	 

	Paul Auster the poet inherited the lyrical legacy of objectivism from a select canon of influences. Along with the already named predecessors as well as Paul Celan, Charles Reznikoff, Carl Rakosi, Louis Wolfson, Laura Riding (cf. Bloom, Paul Auster 30); George Oppen, Charles Olson, and Jack Spicer are also mentioned in the criticism of his poetry (cf. Barone, Beyond 47).

	In The Art of Hunger (1992), Auster pays tribute as an essayist to the works of Riding, Celan, Wolfson, Jabès, but he also pays homage to the masters through allusions in his poetry published between 1974 and 1980. These poems are extremely austere, molded by the effort of constructing and sustaining the lyrical ego—using Oppen’s phrase, as “the shipwreck of the singular” (Auster, The Invention of 79)—in attempt to breathe life into the speaking, contemplating voice. For Auster, the possibility of the candor of objectification as opposed to personification no longer exists, nor placing intimacy outside itself seems possible. Neither W.C. Williams’s epiphany encapsulated in ‟The Red Wheelbarrow,” nor the transcendental, fixed monolithic tropes in imagism could any longer provide poetic opportunities. Norman Finkelstein supports such understanding of Auster’s poetics when in his essay “In the Realm of the Naked Eye” published in the collection of Beyond the Red Notebook he writes the following:

	 

	With various strategies some contemporary poets attempt to expunge the “I” from their writing (with mostly unsuccessful results). Auster has never been among these. . . . Auster seeks to renew the balance between the writing subject and the world outside; the stormy loss of the self (or as it is now fashionable, its smooth deconstruction) never interests him, despite the obvious pain involved in achieving the desired equilibrium. (47)

	 

	From his contemporaries, Auster is linked most often to Charles Reznikoff by his literary roots (cf. Izabela Zieba 2014). Reznikoff’s poetry gave room for the message of the indifferent yet passionate moments of the cold, objective reality of the big city’s space, radically cleansing the poem’s subject of its reality as an abject subject á la Julia Kristeva (1982), and drastically reducing the lyrical I’s presence. As soon as the abject signifies the deadspace position between the subject and the object, where the Self is at once alive as the trace of the chora and inanimate as the impossibility of singular essence, invoking Blanchot, art becomes the by-product of the effort of creating it. The extracted Self and abstract reality make the act of receiving a ritual act. The most banal, everyday scenes, places, and things become the creators of moments with relative importance. The volume Beyond the Red Notebook includes Finkelstein’s study on the overlapping territory between Reznikoff’s objectivist poetry and the poetics inherent in Paul Auster lyrical work, which emphasizes that “[o]bjectivism . . . is primarily concerned not with objects per se, but with a language of objectification derived dialectically from an honest apprehension of a subjective response to the world” (Beyond 53-54). In Finkelstein’s understanding of the poet, Reznikoff”s artistic creation is encapsulated in the figure of the exiled wanderer, for whom George Berkeley’s philosophical doctrine—esse est percipi aut percipere—surpasses the domain of epistemology and forays into the ontology of the sentient Self.

	Under the spell of the “decisive moment”—a concept that becomes the title of Paul Auster’s essay on Reznikoff (cf. Auster, Collected Prose 260-267)—, when being exposed to the insistent, demanding Gaze of the observer, the Other does not become disclosed, revealed, or attainable, in fact, in “the shipwreck of the singular” it merely exists as the irreducible Other independent of the subject. The origin of Auster’s concept goes back to Henri Cartier-Bresson’s album Decisive Moments. Texts and Photographs (1952), where in the first pages he centers on the implosion of the difference between subject and object in simultaneity yet maintains and underlines the radically reciprocatory existential statuses of both perceiver and perceived. “We photographers deal in things which are continually vanishing, and when they have vanished there is no contrivance on earth which can make them come back again. . . . Photography is simultaneously and instantaneously the recognition of a fact and the rigorous organization of visually perceived forms that express and signify that fact” (Cartier-Bresson 5ff). Although the observing Gaze creates its own existence, it cannot possess it because the object would inadvertently disappear.

	Blanchot writes the following sentences about the blank page that gazes back without any allure or affect of luring the perceiver into its own aesthetic territory:

	 

	The writer seems to be the master of his pen; he can become capable of great mastery over words and over what he wants to make them express. But his mastery only succeeds in putting him, keeping him in contact with the fundamental passivity where the word, no longer anything but its appearance—the shadow of a word—never can be mastered or even grasped. It remains the ungraspable which is also unreleasable: the indecisive moment of fascination. (The Space of 25)

	 

	For the observer at the behest of the transience of the “decisive moment” reality is not a given, the gaze is unable to rely on it. Every moment must be fought for while moving forward in space. In this poetry the loneliness of the poet is burdened with the loneliness of the first and last human being, who creates the fragments of observation with strained, ascetic attention. The temporality of poetry becomes a time of exile, its territory is but the barren desert. Auster himself creates a parallel between such existentialist endeavors and traditions of humanism and ethic when comparing the wanderings of the flâneur in search language and possibilities for enunciation to devout peregrination: “Each moment, each thing, must be earned, wrested away from the confusion of inert matter by a steadiness of gaze, a purity of perception so intense that the effort, in itself, takes on the value of a religious act” (Collected Prose 260). Auster’s writing, for instance in his poem “Wall Writing,” pushes the epistemology of observation to ontic levels: “And what stands at the edge of whiteness, / invisible / in the eye of the one who speaks” (Collected Poems 81).

	The transparency of existing on the border spreads to the subject as well. As a critic, Auster has this to say this about Reznikoff: “The world is not merely an accumulation, it is a process—and each time the eye enters this world, it partakes in the life of all the disparate things that pass before it. While objectivity is the premise, subjectivity is the tacit organizer” (Collected Prose 262). Auster attempts to restore the utterly upset balance between the speaking subject and objective reality, and the stakes force him into new territories. This battle characterizes his writing: all throughout he searches for the possibility/impossibility of speaking until he is finally forced into silence. The primordial force of newly discovering the Self and the world opened possibilities for the objectivist forefathers, but these opportunities are gone for Auster the poet, the gates are closed on the objectivity of language. Auster’s exiled speaker is complete absence, wandering in the world of absence on the border between the lost unity of the Self and the freedom of the scattered lyrical ego: “he breathes for the first time / beyond the grasp / of the singular” (Collected Poems 109). Every line maps out the space between the sign and signifier. The topics are universal and existentialist, the style is ruthlessly minimalist and abstract: stylistic characteristics designed to accentuate that the efforts of the author are doomed to fail. “Just because you wander in the desert, it does not mean that there is a promised land” (Auster, The Invention of 32). The Jerusalem of the rabbinic traditions is that unreachable absolute to which the wandering Self on his “bitter pilgrimage” (Auster, Collected Poems 76) can only get closer in the urban desert—“the city is monstrous” (113)—devoid of God is if they constantly turn away from it. This movement in two directions simultaneously is an open question of maintaining existence within the same question (as both the subject and the object). The subject of the lyric, similarly to the plot of the prose, is just an excuse to explore its boundaries. “The tongue / is forever taking us away / from where we are, and nowhere / can we be at rest / in the things we are given / to see” (151).

	The poems repeatedly return to the tension between the language that is being spoken in the present and the breathing subject’s corporeality occupying a fragment of space. This conflict creates a performative act disrupting the first person singularity of the speaking, breathing Self: “I breathe you” (78), “You were my absence / Wherever I breathed you, you found me / lying in the word / that spoke its way back / to this place” (76). The balance in the dialogue between the Object and the Self is not the result of the objective reality of language, but instead the stake and fact of the subject’s existence in language. It is not the desire to remove subjectivity that constructs Auster’s poetics, rather it is the glimpse of the irreducibly transparent constitution of the Self. The white spaces opening in the mind is a domain of semiosis, it is the infinite space of memory where anything can happen and where everything has always already happened: “in the world my body / enters: this place / where all is lacking” (93). This space gives the final chance to meaning and meaningness. It is for this reason that Paul Auster’s poetry is but “the-work-to-be-done-that-is-done-in-the-process-of-doing-it” (Auster, The Invention of 91). The plot of the later novels is propelled forward by such ailess steps while wondering on the limiting boundaries of “White Spaces” (Auster, Collected Poems 155-162) as a mirroring surface of the scattered Self. Here the mirror itself hums its confessions on the edge of the semiotic chasm that looms as a fissure in the mind of the poet. These poems are readying themselves to transgress through the prose/long poem of “White Spaces” towards the stories of Selves in the memoire of The Invention of Solitude and Moon Palace already in the make in the early 1980s.

	The Austerean poetry only breathes words as long as the observing gaze is able to speak. Speaking the truth of the Self is indecipherable in a linguistic context where the subject and predicate can be easily switched since it is the enunciation itself that creates the speaker who at once constructs and dismantles the language witih every utterance. Such poetry delimiting a textual locus, in which one statement cancels another and where the elegiac voice is not born from the pain of losing a unity or essence of the Self but from the quiet consideration of the loss of the subject in the Gaze. The use of the infinitive is a common stylistic tool; the lines are broken by the white spaces of the page thus demanding a new impulse from the reader in order to continue. The first person singular is only detectable in a handful of pieces in Auster’s mature poetry. After facing the cold reality that is the lack of the possibility for first person utterances, humanism against all evidence is experienced in exceptional moments of mercy, but even then only in the plural. Just as in the cadence of the final hopeless picture for the poem written in honor of Paul Celan: “forty days / and forty nights / have brought no dove / to us” (Collected Poems 87). These pieces of poetry are fragments of poetic language which paradoxically try to capture language in a stage preceding language through the emanation of consciousness itself. Avoiding naming things creates the empty white space which allows opportunity for the writer to speak, even after circling it for the hundredth time. From the first thin volume Unearth (1974) to the last monumental prose poem “White Spaces” (1980) the gaze on the edge of nothing is chased by the impossibility of speaking which speaks. As Auster writes of Reznikoff: “For it is he who must learn to speak from his eye—and cure himself of seeing with his mouth” (Auster, Collected Prose 260). Here Wittgenstein’s paradigm, that states if we give meaning to something it has meaning, is intertwined with Harold Bloom’s statement that the religious and secular characteristics become undefinable in the conditions of postmodernism. In “Wall Writing” one reads the following line: “Nothing less than nothing” (Auster, Collected Poems 81). In this instance a formative attribute of the Austerean poetics is to be disclosed. The subversion of syntactic hierarchies in grammatical structures results in a relativization or, in this case, complete erasure of subject-predicate dichotomies, which not only makes the capacity for meaning production both radically reducted and exponentially enhanced, but also renders any objectivist compulsion for exegesis inane. The energy or propelling force of these poems is derived not from the epistemological conundrum of whether it is possible to speak of the world, but from the ontological condition of the utterly silent Self being performed paradoxically by language over and over again.

	The truth of identity cannot be found in the unity of the writer’s subject nor in the representative act of disseminating it, instead, it can be localized in the familiar haunting from Auster’s novels, which lures the perceiver into the labyrinth of exile. Harold Blooms observation is echoed in one of Finkelstein’s footnotes as well (Barone, Beyond 58): “If you wish, you can insist that all high literature is secular, or, should you desire it so, that all strong poetry is sacred. . . . Poetry and belief wander about together and apart, in a cosmological emptiness marked by the limits of truth and of meaning” (Ruin the Sacred Truths 4). Speaking silence, the act of unsaying in itself grants all utterances with religious power, it transforms the enunciation of each word into a ritual: “I sing, therefore, of nothing . . . The world / that walks inside me / is a world beyond reach” (Auster, Collected Poems 138). As Auster writes in “Covenant”:

	 

	Throng of eyes.

	myriad, at sunken retina depth: the image

	of the great, imageless one,

	moored within,

	 

	Mantis-lunged, we,

	the hirelings, alive in juniper and rubble,

	broke the flat bread

	that went with us, we

	were steps, wandered

	into blindness, we knew by then

	how to breathe ourselves along

	to nothing. (Collected Poems 83)

	 

	Reception and observation eliminate the subject in the third person, who “breathes for the first time / beyond the grasp / of the singular” (Auster, Collected Poems 107). The Self disrupted into a myriad of eyes, unknown even to itself, gazes at the mass of inaccessable objects and people as a new Adam, but it cannot give them names. In these poems, words are the stones of the language, in other places the indecipherable shapes and events of the city, which converge as a terrible wall. “In the face of the wall— / he divines the monstrous / sum of particulars. / It is nothing. / And it is all that he is. . . . For he, too, lives in the silence / that comes before the word / of himself” (Auster, Collected Poems 111). Or else in the opening piece of Disappearances “and therefore a language of stones, . . . to make a wall / and that all these stones / will form the monstrous sum / of particulars” (Auster, Collected Poems 107). These lines were composed in 1975, yet they contain essential and formative philosophical and aesthetic insights inscripted in these poems that will inform the poetics embedded in, for instance, the prose fiction of The Music of Chance (1990) yet to be published one and a half decade later.

	One of the traits that distincts Auster’s work from those of representatives in the first wave of postmodernism is a preoccupation with the ethical dimensions of the human condition. From the lacunae amongst the lines, the objectivity in unsaying of the first person singular lyrical ego emerges from a demand of truth, confession, compassion, empathy as authentic sources of humanism. Here, authenticity is always a stake as the lyrical voice that gains corporeality in the performative language acts of the poems is existent only in in-between states. In Disappearances the speaking Self is being constructed in its subjectivation against “the monstrous sum / of particulars” (107), out of which a wall is to be erected: “the wall is death,” an “after-image of life” and those who speak will speak “to give birth to themselves” (108). Performing the subject is made possible here by creating an ontological distance among the disrupted effigies, simulacra of the pluralized Self. The space is always a territory of absence, a white space, whereas time becomes doubled in a “nostalgia for the present” (Auster, The Invention of 74). The risk that the Austerean text is inviting its reader to take is inherently premodern, metaphysical, and humanistic in nature, even at the expense of exposing itself to accusations of becoming undergirded by “premodern moral causality” (Barone, Beyond 6). The ontic distancing observable in the Austerean texts generates a plane of performative semiosis, which precedes the strong performative of God’s logocentric power to create (cf. Bollobás, They Aren’t 25-31). Such “remission of cause and effect” (Auster, The Invention of 125) leads to a “place / where all is lacking” (Auster, Collected Poems 93), where in the mise-en-abymic multiplication and creation of interconnected linguistic and memory constituents (later my coined term ‘memorhemes’ will be introduced for such elements) the atemporaility and oscillation in “unsaying” will make it possible “to arrive at the core of human feeling, in spite of the evidence” (Auster, The Invention of 26). “For this is his nostalgia: a man” (Auster, Collected Poems 108). “Unsaying” is a concept introduced by François Hugonnier, who explicates this concept in his instructive essay “Unsaying: Mystical Aspiration and Negativity in Paul Auster’s Poetry” (2014).

	 

	In keeping with his acute awareness of using language after Babel, Auster’s concern for nothingness, blank pages and silence produces what Hugonnier depicts as a poetics of ‘unsaying’ foregrounding the inherent paradox in language: its power to create and its profound inadequacy, an essential duality summed up in “death” and “breath”. Auster’s drive to “speak the unspeakable” intersects “Edmond Jabès and Paul Celan’s struggle with language.” (Clément Oudart qtd. in Hugonnier 132)

	 

	In “Narrative” the inherent aporia of speaking the unspeakable is condensed into one single sentence: “if we speak / of the world / it is only to leave the world / unsaid” (Auster, Collected Poems 143). As before the reader, thwarted in meaning-making, new spaces open through interpreting the impossibility of stating or understanding, so does self-reflection become the source of mystical revelation and jouissance for the exiled voice lost in the desert of words. Lacan defines his term as an act of transgression against the pleasure principle, which produces the torture of pleasure by breaking the barriers of the pleasure principle (Lacan, The Ethics of 67). The textual energy is liberated in the tension created by the opposing movement crashing in on itself again. The state of existing anywhere, the state of being lost, the state of disappearing, the paradoxes of meanings that cancel each other coalesce with the gaze of clarity. The aporic preexistance of language becomes a source for the poet’s creed in “Hieroglyph”: “The language of walls. / Or one last word— / cut / from the visible” (Auster, Collected Poems 86). At the beginning of the oeuvre in “Interior,” one of the pieces of Wall Writing (1976), the first person singular looks for the reader that opens Celan’s bottled messages: “In the impossibility of words, / in the unspoken word / that asphyxiates, / I find myself” (Auster, Facing the Music 45). In “Quarry” the only possibility for posthuman poetry is predicated on the disappearance of the Self : “And the earth / leaves no word for us / to sing. For the crumbling of the earth / underfoot / is a music in itself, and to walk among these stones / is to hear nothing / but ourselves” (Auster, Collected Poems 138).

	Looking at it from the perspective of “the monstrous sum / of particulars,” the act of writing is at once provocative and offensive. What we read in the opening poem of Unearth will also have reverberations in the narrative of Paul Auster’s Leviathan (1992) almost two decades later: “Your ink has learned / the violence of the wall. . . . Each syllable / is the work of sabotage” (Auster, Collected Poems 37). The poet’s voice, unsaying the unnamable’s name for the hundreds of times and murmuring the unutterable utterance’s exegesis, registers the impossibility of the silence in not voicing a word: “As if we could stand/in this light. / As if we could stand in the silence / of this single moment / of light” (143).

	In an early phase of the oeuvre “Credo” bewilderingly incorporates the premodern tradition in American poetry, the power and demands of modernism with the objectivist language and ontological position:

	 

	The infinite

	 

	tiny things. For once merely to breathe

	in the light of the infinite

	 

	tiny things

	that surrounds us. Or nothing

	can escape

	 

	the lure of this darknes, the eye

	will discover that we are

	only what has made us less

	than we are. To say nothing. To say:

	our very lives

	 

	depend on it. (141)

	 

	The credo, which is a traditional register of enunciation geared at performing the speaking subject in this new poetics remains a suspended creed being erased and recreated at the same time. “Credo” is simultaneously the title of the poem and an allusion to its genre (credo ergo sum), the tone is affirmative and also the negation of it since the only first person singular personal suffix appears in the title identifying the poem’s genre.

	The question becomes directed at its own presuppositions when the thing that is asked is not in what, but who is it that believes. Language—with the speaking Self enclosed in it—is constituted during semiosis, not vice versa. This is why the dying existence in language will become the ultimate risk of enunciation, a question of life or death, just as later the art of starving and deferring the end of the story becomes vital for the heroes of the later novels. In the poem the only causal relationship is indicated by the conjunction “or,” although the threatening direction of it is resolved by the statements following it. In the dichotomies of the breath of the light and the temptation of the dark, the stating of nothing and the last line’s imperative, the poles of the binary concepts become interchangeable, yet remain meaningless without each other. This is a balance which fades to nothingness after the period at the end of the last line, leaving the speaker of the poem to final silence: “Fill / your pockets with earth, / and seal up the mouth / of my cave” (Auster, Collected Poems 137).

	 

	5.1 White Spaces

	In the span of a decade four thin volumes of poetry were published, after which in 1980 Paul Auster published his meditative prose/long poem titled “White Spaces.” This latter work should not be seen as the summary or capstone of Auster’s lyrical oeuvre, rather as the latest chapter in a series of connecting authorial attempts at the continuous destruction and construction of the Austerean inventio poetica. Auster, the poet, who until now constantly sang about the opportunity of utterance, goes silent after this poem. The radicality of this paradigm shift begs a series of questions both philosophical and aesthetic in nature. On the one hand, Paul Auster’s poetry is always already centering on the postlapsarian and aporic ontological status of language, while on the other hand, the detraction of the first person singular speaking Self is constantly stretching the limits of the genre of poetry. To revert to silence seems inevitable in retrospect, as the aesthetic objective of Auster’s poetic project has never been less than to render all functions of language ineffective only to reach the ultimate core of affect. A parallel shift is detectable between the two volumes of The Invention of Solitude. The Portrait of an Invisible Man and The Book of Memory operate as two reflecting surfaces facing each other thus creating an infinity mirror, while the inevitable distance necessary to prevent the two counterparts from colliding is provided by a shift from the first person singular voice to a third person ‘initial’ narration in the second volume (Auster is reduced to A.). The genre of the memoire, the self-referential autobiography in Auster’s reiteration becomes ever distancing from the Self by stripping down genre expectations and attributes to their bare bones, a design indicated by the constant use of initials instead of names in the text after the shift. 

	Auster’s memoire was released two years after the publication of “White Spaces,” his latest lyrical work to date. Yet, in Paul Auster’s case it would be misleading to state that the author’s artistic persona went through a radical transition from poet (and playwright) to fiction (and script-) writer. Auster’s poetics had long been established before Spokes came into print in 1972. His preoccupation with French existential and poststructuralist philosophy and psychoanalysis, his reverence for Samuel Beckett and James Joyce, his translations of Jacques Dupin, André du Bouchet, Stéphane Mallarmé, and the multiple number of essays on the towering figures of his private canon display a fascination with art that can be traced back to this early period in his writing. What this book set out to do has significance, in its attempt to answer the question of whether it is possible to maintain and operate the very same sui generis poetics, that is, intertwining domains of aesthetic and philosophical considerations at work in the deep structures of different works of art created in differing genres. It would border on insensibility to claim that Paul Auster ceased to be a poet in 1980 after the completion of “White Spaces.” His insistent preoccupations, the building blocks of his poetics are everpresent both in his novels and films, in all his projects, edited volumes and nonfiction included.

	Auster’s paradoxical struggle with the chaos of signification invokes the famous Beckettian motto first included in an interview in 1961: “To find a form that accommodates the mess, that is the task of the artist now” (qtd. in Auster, Collected Prose 229). Compellingly, in Auster’s case such an act of finding a desired form incorporates all three genres (prose, drama, poetry) when this shift is carried out. “White Spaces” is a poem, but a prose poem in which the drama of going silent, disappearing from existence is played out with the result of resuscitating the art form in the genre of prose fiction. Auster’s own anxiety of influence is leveled at himself as a playwright of the absurd and as a poet burdened with the legacy of existentialist, objectivist, minimalist poetry. His latest poem is Auster’s lyrical attempt to become his own father (The Invention of Solitude is its Doppelgänger in this regard) and the ephebe in the sense of the Bloomian anxiety of influence (1997). In Harold Bloom’s The Anxiety of Influence: A Theory of Poetry Askesis or purgation and solipsism are processes through which the ephebe aims to achieve “a state of solitude” (Bloom, The Anxiety of 15). In such Künstlerroman the struggling artist becomes “empowered to turn his energy upon himself and achieves . . . his clearest victory in wrestling with the mighty dead” (116). Askesis is predicated on a radical “reduction in the poetic self” (121). Thus, “White Spaces” as a piece of prose poetry, a lyrical narrative, and a drama of performing the subject is central to any understanding the Austerean oeuvre. Once again, we can read those same language philosophical, epistemological, philosophical theories in lyrical form that will constitute the novels later on. 

	This (in the first edition) eight-page prose poem articulates a similar subtext which is also formative in the literary language of the following memoir, The Invention of Solitude. The poetics of “White Spaces” is organized around poststructuralist concepts like iterability, the transparency of language, the contingency of the subject, or undecidability. On the dividing line between prose and poetry, Auster attempts to make the poetics of unsaying in the muteness of language, but already turns toward the stories of silence. The paragraphs themselves, in fact, oftentimes even the sentences that follow one another cancel each other out, abolishing their individual validity. These white spaces are the poetic spaces of literature. The subversive relationship between the body and language makes movement and the act of speech interchangeable. Something either happens or does not and afterwards nothing is ever the same. The first paragraph begins with the following clause: “Something happens.” The second paragraph prompts this same sentence a second time, but with more detail. The fifth paragraph commences with “Something begins” (Auster, Collected Poems 155). The 11th paragraph contains a digression “To put it another way,” which is emphasized as a separate sentence. The starting line of the 17th paragraph puts into context, dislodges, distances: “It happens, and as it continues to happen, we forget where we were when we began.” The 19th paragraph restarts with “In the beginning” of what he wanted in the first place. The 21st paragraph is an acknowledgement: “Nothing happens,” which is accentuated by being written as a separate sentence (157ff). However, there are still two paragraphs before the final boundary. The space and the duration of decay is shown here as infinite. The voice moves, movement speaks in this space. Everything is happening at once, but nothing can be known about these happenings: just as the Other is unknowable, the subject is impassable for itself as well. The relationships and points of contact between the parallel textual worlds and universes are organized based on the principles of the greater frame that incorporates them, as well as the radical synchronicity between the resulting intertextual network. Such pars pro toto relations are recurring themes in The Invention of Solitude as well: “Although it is part of my nature, I cannot understand all that I am. This means, then, that the mind is too narrow to contain itself entirely. But where is that part of it which it does not itself contain? Is it somewhere outside itself and not within it? How, then, can it be part of it, if it is not contained in it” (Saint Augustine qtd. in Auster, The Invention of 86)? In “White Spaces” the voice speaks to create a similar intertextual metonymic chain of signification to fill the silence of language without breaking it. The capacity for conjunctions and juxtapositions between disparate signifiers are always already there. Utterances are not identical to themselves (they are not pure sounds or vocalizations). What they signify are all signifying events happening parallel to the act of signification and the silence that differentiate them. “Everything, therefore, is present in his mind at once, as if each element were reflecting the light of all the others, and at the same time emitting its own unique and unquenchable radiance” (Auster, The Invention of 138). In “White Spaces” we find several glosses on the same Augustinian inquiry: “. . . , as if in the tiny world before my eyes I might find an image of the life that exists beyond me, as if in a way I do not fully understand each thing in my life were connected to every other thing, which in turn connected me to the world at large” (Auster, Collected Poems 157).

	After the doubled, repeated introduction of the phrases “something happens,” the third paragraph is about the realm of memory where everything happens twice creating a self-mirroring plane within which the plot is born out of the events of the consciousness of the speaking Self. The plot is continuously formed and reshaped in acts of remembering the already produced meanings while also reinterpreting new signs and signifiers over and over again ad infinitum. The following paragraph cautions that existence is always already delayed in the flux of presence. The presence at hand highlighting the moment move everything forward by creating a new story, a new expression which deletes all traces of any earlier ones. The fourth paragraph thus nullifies the previous one since the past does not have memories, those are obliterated in the presence of the traces newly being engrained. Yet no conclusions can be drawn from all this except for accepting “. . . the supreme indifference of simply being wherever we happen to be” (Auster, Collected Poems 156).

	The inherent inadequacy of language makes it impossible for the speaking voice to describe any event. If language is imprecise and is prone to mistakes, then already just stating that language makes misstates is but a mistake. Lagging behind the ever-shifting reality, with the end of the movement the voice is left without an audience, object, or witnesses to the event. Language continues to speak, but these words are the voice of silence. The 11th paragraph contains tangential language philosophical musings about the parallels between the unseeable, unnamable, incomprehensible God of the Old Testament and the floating signifiers in the English language (Auster, Collected Poems 157). The question does not emerge because it presupposes the inadequate nature of the language, but due to the immanent systems of meaning production in language. How is it possible that the language articulating the words of the subject that is describing nothing still has meaning, even if this meaning cannot be expressed by relying on discrete linguistic units? Language points past itself extensively, thus, the inevitable meaning production is directed both outwards and inwards. This movement, however, does not point to a final metaphysical and logocentric signifier, neither to a closed, normative frame of Cartesian immanence, nor to the precedence of thought over language. In the vortices of the mise-en-abymes as domains for intra- and extradiegetic simulacra all textual references become intertwining and interconnected thus creating an ecstatic play amongst multiplying signifiers in the poem. In the infinite points of contact this chain of signification accounts for that which is writerly (Barthes, S/Z 4ff) since the reader and is conveying meanings deciphered always already in the Barthesean sense of the starred text (13).

	Such self-generating mechanics of signification in language luringly brings the mirage of metaphysical presence into play, yet the otherworldly and the unknowable in Auster’s later novels will be framed by incessant preoccupation with the chaotic and aleatoric nature of reality. The following sentence, for instance, could printed as a blurb on the jacket of such early novels as The New York Trilogy, In The Country of Last Things, The Music of Chance: “A man sets out on a journey to a place he has never been before” (Auster, Collected Poems 158). Here, the distanced third person, exiled to the domain of the pure gaze, shows up in full strength. The austerity of the sentences, the monotonous repetition of the nouns, the hopeless traveling of the Doppelgängers, leeching off each other’s existence then disappearing into the white spaces, encompasses the entire oeuvre similarly to its predecessors: Knut Hamsun’s Hunger, Franz Kafka’s “A Hunger Artist” or Samuel Beckett’s work. “White Spaces” is several levels of consciousness stepping on each other, palimpsests on which the sound rambling on the white spaces of the paper again and again bears marks at the end dons the impenetrable dark of night, like the dousing white that is the endless snowing of the cadence (Auster, Collected Poems 162). Its rhythm is the reflected and continuous return of the Self to the point of origin. The cadence is made of the chiseled marks in the white spaces, the consecutive steps, and the numerological division. The first line of the text—“Something happens”—is the genesis, the conception; the plot’s moment of birth happens in the third paragraph: “ . . . begin to find a way of filling the silence without breaking it” (Auster, Collected Poems 155), whereas in the mirror stage dramatized in the fourth one the lyrical voice turns in on itself creating a self-reflexive plane of existence by a continual unearthing of the traces left behind the disappearing self always under erasure: “I ask whoever is listening to this voice to forget the words it is speaking . . . they seemed not so much to be saying any particular thing as to be the thing that was happening at the same time a certain body was moving in a certain space” (Ibid.). The seventh paragraph sets the body and language in a metonymic relationship as each other’s extension. This rhymes with a sentence from The Invention of Solitude: “For no word can be written without first having been seen, and before it finds a way to the page it must first have been part of the body, a physical presence” (Auster, The Invention of 138). These language philosophical reflections last until the 12th paragraph and leads to the story of the third person, dramatically and narratively resolving the trauma of the first person. In the 18th part an anecdote unexpectedly spreads across the text, heading forwards and backwards as well. The polar explorer Peter Freuchen builds himself an igloo to escape from a blizzard, although the moisture from every breath froze to the walls and slowly shrank the space inside the ice coffin (Auster, Collected Poems 160). The contamination of prose overrides the poetic characteristics of prose poetry, consumes the text leaving only white paper after itself (162). 

	The text consists of 21 parts, the 12th is the eye of maelstrom, the white space opening in the mind. The vortex, directed outward of the text, sucks into itself the infinite world of the not-yet-written texts. This is the point where we plunge into Auster’s ‘post-texts’, all his yet-to-be-written and could-be-written texts: Hillis Miller’s linguistic moment. “The linguistic moment is . . . . the instant when the language of poetry most ‘fails,’ becomes most opaque and irrational, . . . when language emerges as surd, not sign, becomes almost a material substance, almost sounds or marks on a page, almost blanched, drenched, drained of meaning” (Miller 14). “White Spaces” as Auster’s poetry in general sets out to embrace, explore, and extend such ‘blanched’ moments. This prose poem occupies a territory bordering between the author’s poetry and future fiction writing, dwells in a domain of suspended ontology, a transparent space between the performative mimesis of the lyrical voice and the distancing diegesis of overlapping narrative universes. Creating such heterotopia of conflicting genre attributes, in “White Spaces” Auster achieves to open his literary work toward his not yet existing prose predicated on his poetics in his lyrical work and plays. In this crucial moment between the poet’s and proser’s oeuvre, the lyric first person singular is finally given a word in the caesura found in the writing’s space.

	Every single one of the 21 paragraphs is a start to something which continues in the empty space after the very last lines of the prose poem: 

	 

	A few scraps of paper. A last cigarette before turning in. The snow falling endlessly in the winter night. To remain in the realm of the naked eye, as happy as I am at this moment. And if this is too much to ask, then to be granted the memory of it, a way of returning to it in the darkness of the night that will surely engulf me again. Never to be anywhere but here. And the immense journey through space that continues. Everywhere, as if each place were here. And the snow falling endlessly in the winter night. (Auster, Collected Poems 162)

	 

	After the last cigarette before sleep the embers of consciousness are extinguished, allowing the poet of the quiet to finally turn towards the wall and fall silent. 

	 

	 

	 

	
VI. From Orpheus to Dionysus II – The Absence of the Father I 

	 

	Motto: Auster, who at first could not see his way beyond Beckett, has now found a way out: Beckett has been written into his text, but he has been placed in a larger framework. (Varvogli 87)

	 

	 

	In 1976, Auster spent half a year in Berkley, California and wrote three plays. In his own evaluation the three one-act plays “hardly more than spare, minimalist excercises” (Auster, Collected Prose 162). From the writings (Laurel and Hardy Go to Heaven, Blackouts, Hide and Seek) the first can be seen as the precursor to The Music of Chance, the second to the novel Ghosts from The New York Trilogy. Critics compare Hide and Seek to Beckett’s Happy Days; in his book on Auster as a ‘Crisis writer’ Carsten Springer, for instance, contends that “Hide and Seek closely resembles Beckett’s play Happy Days” (Springer 75), but Beckett’s influence might easily be established in all three texts. Although the first play Laurel and Hardy Go to Heaven (1977), is put on stage by John Bernard Myers, the performance fails, and Auster never writes another play again (Auster, Collected Prose 161). The play’s continuations and transcriptions take shape in prose: The Music of Chance, Ghosts. It is during this time, during Auster’s twenties that he gets the basic ideas for In the Country of Last Things and Moon Palace (Sinda—MacCefferey 49ff). Laurel and Hardy Go to Heaven heavily draws on Samuel Beckett’s two most famous works, Waiting for Godot (1949) and Endgame, only missing the father figure. Next to Kafka, Beckett is the other oppressive literary father figure for Auster: Aliki Varvogli (2001) looks at the intertextual relationship between Beckett’s and Auster’s texts, while Julie Campbell in “The legacy of Samuel Beckett in Paul Auster's work” (2011) examines them as a priority research area. “The influence of Beckett was so strong that I couldn’t see my way beyond it” remembers Auster about this time (Mallia).

	Using terminology from Harold Bloom’s The Anxiety of Influence (1973), in another insightful essay “Beckett and Paul Auster: Fathers and Sons and the Creativity of Misreading,” Julie Campbell maps out the writer’s relationship with Beckett as a literary father figure. This relationship pushed Auster to write a memoir about his own father and finally motivated him to turn to prose (Campbell, Beckett and 329). Harold Bloom, who applies his system to poets, calls the artist looking for their way “ephebe” (The Anxiety of 10), an adolescent citizen of poetry, for whom it is a question of life or death to “clear imaginative space” for themselves (The Anxiety of 5) by purposefully misreading their predecessors’ works. The influence of strong predecessors creates anxiety in the progeny preparing to break through with new songs of new times, who can easily handle the psychological conflict (“agon”) through turning against, throwing aside, and misinterpretation (“misprision”) (Ibid.). Successful misinterpretation promises a reversal in chronology, where the strong poet fighting against belatedness can achieve that the audience reads their work in dialogue with the already canonized predecessors. In Bloom’s system there are six types of revisionist “ratios,” which may or may not correspond to the developmental stages. 1) Clinamen: the belated progeny acknowledges the achievements of the predecessor to a point and takes it in a new direction to complete what the predecessor was not able to (Bloom, The Anxiety of 19). 2) Tessera: the progeny keeps the predecessor’s system and also completes their art while assuming afterwards that the predecessor “Cartesian extensiveness” is not sufficient (Bloom, The Anxiety of 49). 3) Kenosis: the poet’s experiment to discontinue the constant anxiety of influence by emptying out their own and the precursor’s poetic inspiration (Bloom, The Anxiety of 77). 4) Daemonization: the poet inspired by the precursor’s daemonic power creates their own by expanding “the precursor's power to a principle larger than his own” (Bloom, The Anxiety of 106). The result seems to diminish the predecessor’s daemonic power which could resolve the anxiety of influence. 5) Askesis: the poet minimizes both their own and the predecessor’s achievements through purification and solitude, thus breaking down their own systems so they can let go of the anxiety of influence (Bloom, The Anxiety of 121). 6) Apophrades: the poet recognizes their own influence, the weight of their own solipsism, opens their art to the influence of the predecessor, and paradoxically can reach a state of unheimlich that in their sacrifice they become the starting point for the writing that came before (Bloom, The Anxiety of 139). “[T]he uncanny effect is that the new poem’s achievement makes it seem to us, not as though the precursor were writing it, but as though the later poet himself had written the precursor’s characteristic work” (Bloom, The Anxiety of 16). Zsolt Farkas in his Psycho-Rhetorical Surveys links the preformativeness of the ratios with the following tropes: clinamen – irony, tessera – synecdoche, kenosis – metonymy, daemonization – hyperbole, askesis – metaphor, apophrades – metalepsis (20-21). I contend that in Auster’s plays out of the six revisionary ratios three are ostensively dominant, that is, kenosis, askesis, and the “decisive ratio” (Ibid.) the metalepsis of apophrades become formatively performative.

	6.1 Kafka – Tessera and Apophrades

	Auster, contending with the absence of his own father, was influenced by two main (alongside Nathaniel Hawthorne, Henry David Thoreau, Edgar Allan Poe, Herman Melville, Walt Whitman, and Raymond Chandler) literary father figures: Samuel Beckett and Franz Kafka. For the former, Auster edited a volume and kept in touch personally during his stay in France, for Auster wanted to translate Beckett’s early poems. However, once Auster goes back to the USA in 1974, Beckett rejects the proposal in a letter, stating that “Only he could do the translations—and he didn't feel up to the task” (Auster, The Poems, Short vii.). Auster devotes an essay to Kafka in 1974 (Auster Collected Prose, 216-217). Many of Auster’s works reflect a cyclical pattern built around the father figure, or it interrupts the progression of the plot. Julie Campbell’s research discovers in detail the poetic organizing force of the anxiety of influence in Auster’s works. Applying Campbell’s evaluations, I intend to present Auster’s violations of the genres through which he starts as a poet and through a playwright ends up a novelist. An instinctual motive triggered it, that is, the predisposition to metamorphosis, which definitely roots in the lack of a father figure.

	To better examine this motif, I will use the metonymically transferred symbol of a wall from his most popular drama (Laurel and Hardy Go to Heaven) to his prose (The Music of Chance). Such approach provides an opportunity to present the fruitful Austerean “misprision.” To begin with, it is essential to look at all the inherent interpretations of the wall symbol in Auster’s texts, so that as a second step it is possible to read it together with Kafka’s wall, and then that wall which stands between father and son in Beckett’s works. In Auster’s writing it is possible to disclose four major aspects of the wall symbol that later establish new dimensions in dialogues with Kafka and Beckett.

	 

	1) Language

	From the symbolism in Auster’s poetry it becomes clear that the wall here is the prefiguration of the wall in the drama and prose later on. Looking at the previous example, lines from Disappearances: “In the face of the wall— / he divines the monstrous / sum of particulars. / It is nothing. / And it is all that he is. . . . For he, too, lives in the silence / that comes before the word / of himself” (Auster, Collected Poems 111). Here the wall is the mass or legion of details which is rooted in “unearthing” or “groundwork,” using Auster’s tropes, which emphasize that its presupposed cohesion and immanence are derived from the physical, material magnitude of this sum. It is only a syntagmatic accumulation which transmutes into isolation of the Self: a defense in contrast to which the singularity of the subjects is born in the simulacrum of perception and consciousness. The physical transference of the wall is language, the words are rocks and the space to be filled between them becomes the Self.

	 

	2) History

	In The Music of Chance Flower and Stone build a wall using rocks from an old Irish castle. This latter detail is an allusion to William Randolph Hearst’s historical feat: he had the rocks of the Spanish monastery shipped to the States to build the St. Bernard de Clairvaux church in Miami, Florida. The wall is a simulation of the history of ancient times, which defies the current of time. History, which accumulates meanings and values, is a “memorial to itself . . . a symphony of resurrected stones, and every day it will sing a dirge for the past we carry within us. A Wailing Wall” (Auster, The Music of 86).

	When negotiating Daemonization as a central revisionary ratio for the struggling poet, Bloom shifts the focus to history itself: “History, to Rilke, was the index of men born too soon, but as a strong poet Rilke would not let himself know that art is the index of men born too late. Not the dialectic between art and society, but the dialectic between art and art, or what Rank was to call the artist's struggle against art” (Bloom, The Anxiety of 99). A concept about the materiality of language seems to collide and implode into all the other three tropes of the wall here, namely the wall as history, as work, and as artistic work in Blanchot’s understanding of these notions as well:

	 

	In the world of culture, the work becomes the guarantor of truths and the repository of meaning. None of this is surprising; this movement is inevitable. But it does not simply mean that the artistic work follows the course of works in general and obeys the law that moves them through their successive transformations. For this movement is also encouraged by the work's own nature. It comes from the profound distance of the work from itself, the remove due to which it always escapes what it is—seems, for example, definitively finished and yet incomplete; seems, in the restlessness that steals it from every grasp, to enter into complicity with the infinite variations of becoming. The distance which puts the work beyond our reach and beyond time's—where it perishes in glorious immobility—also exposes it to all the contingencies of time, showing it ceaselessly in search of a new form, of another culmination, acquiescing in all the metamorphoses which, attaching it to history, seem to make of its remove the promise of an unlimited future. (Blanchot, The Space of 205)

	 

	3) Work

	In the play and novel work is motivated both by an inner need to fill the expectations of the invisible, outward authority and by the external pressure coming from the very same authority itself. The point of contact for communication is embodied by the characters of Max Work in City of Glass or Calvin Murks in The Music of Chance, or the presumptive overseer seen in the distance in Laurel and Hardy Go to Heaven. This point is the place of the subject’s construction and deconstruction: the illusory divide between the writer and the work. The Work irreversibly becomes the text: “The dream was always vivid and exact, less a distortion of the real than a simulacrum, an illusion so rich in the details of waking life that Nashe never suspected that he was dreaming” (Auster, The Music of 175).

	 

	4) Artistic work

	The artistic work here seen as a process in progress, the reflection of the effort of creating it is nothing more than a wound, a fissure: it slices through space and cuts off the writer from the perceiver. While in Waiting for Godot no action, plot, or any sort of occurrence can be detected, in Laurel and Hardy Go to Heaven by the end of the play a wall is built which annihilates the stage, and also, any channels for reception, and the work itself. As Hardy states in one of his monologues:

	 

	When I think of the wall, it’s as if I were going beyond what I can think. It’s so big, so much bigger than anything else. (Pause.) And yet, in itself... in itself... it’s just a wall. A wall can be many things, can’t it? It can keep in or keep out. It can protect or destroy. It can help things... or make them worse. It can be a part of something greater... or only what it is. Do you see what I mean? It all depends on how you look at it. (Auster, Hand to 144)

	 

	The end present at the beginning is always an intermediary, paradox state, yet every step we take towards it is a representation of survival: “at three o’clock he was jolted by a strange piercing noise—a whoop or a shriek or a cry of distress—and when Nashe looked up to see what the trouble was, he saw Murks waving his hat at him from across the meadow. You did it! Nashe heard him say. You’re a free man now! Nashe . . . immediately bent down over his work again” (Auster, The Music of 205).

	Returning to Kafka’s wall, he only has one text that dominantly builds around the wall symbol, the short story “The Great Wall of China” written in 1917. A striking association of the text is that right at the beginning in the first paragraph there is a self-referential, poetic description of the wall, thus announcing even to itself the mise-en-abyme of the Chinese wall.

	 

	It was done in this way: gangs of some twenty workers were formed who had to accomplish a length, say, of five hundred yards of wall, while a similar gang built another stretch of the same length to meet the first. But after the junction had been made the construction of the wall was not carried on from the point, let us say, where this thousand yards ended; instead the two groups of workers were transferred to begin building again in quite different neighborhoods. Naturally in this way many great gaps were left, which were only filled in gradually and bit by bit, some, indeed, not till after the official announcement that the wall was finished. In fact it is said that there are gaps which have never been filled in at all, an assertion, however, that is probably merely one of the many legends to which the building of the wall gave rise, and which cannot be verified, at least by any single man with his own eyes and judgment, on account of the extent of the structure. (emphasis added) (Kafka 266-267)

	 

	Work is also meaningless: “After all, the wall was intended . . . to be a protection against the peoples of the north. . . . But how can a wall protect if it is not a continuous structure?” (Kafka 267). “We have not seen them, and if we remain in our villages we shall never see them” (Kafka 273) while the authority is invisible: “If . . . anyone should draw the conclusion that in reality we have no Emperor, he would not be far from the truth” (Kafka 278). The workers desire to become a part of the divine order, but with the institution of part-time work, they can only experience fragmented, ephemeral moments of it. Both the usefulness and the metaphysical allegory of the undertaking are entirely absurd. “There remains, therefore, nothing but the conclusion that the command deliberately chose the system of piecemeal construction. But the piecemeal construction was only a makeshift and therefore inexpedient. Remains the conclusion that the command willed something inexpedient” (Kafka 271).

	At the same time, it is exactly this piecemeal approach, an attribute of being always under construction (of Kafka’s text and the Chinese wall itself functioning as a mise-en-abyme within the story) that makes it possible for the absurd to be present in the dichotomy of the divine unity and worker trying to build themselves into it. Kafka’s wall symbol leads to new aspects in Auster’s text, that is, intertextuality understood as accidental coincidences that constitute the subject within conflicting simulacra of fate and destiny. What Roland Barthes writes in From Work to Text (1979) about the network characteristics of text and work seems strikingly insightful here regarding the wall’s construction in Kafka’s text and that which was stated in the previous section on the wall-as-work.

	 

	[T]he Text is not achieved by some organic process of maturation, or a hermeneutic process of “delving deeper,” but rather by a serial movement of dislocations, overlappings, variations; the logic governing the Text is not comprehensive (trying to define what the work “means”) but metonymic; the activity of associations, contiguities, crossreferences coincides with a liberation of symbolic energy (if it failed him, man would die). The . . . Text is radically symbolic: a work whose integrally symbolic nature one conceives, perceives, and receives is a text. The Text is thus restored to language . . . a paradoxical idea of structure: a system without end or center. (Barthes, The Rustle of 59)

	 

	In the cases of chance coincidences that motivate the Austerean text a similar reproductive principle is observable whenever a connection is being created in the rhyming pair of two aleatoric events (e.g., the matching broken F piano keys above Middle C in The Invention of Solitude [145]). Such music of chance in Auster’s writing might trigger radically differing interpretation strategies. “A wall can be many things, can’t it? It can keep in or keep out. It can protect or can be a part of something greater . . . or only what it is” (Auster, Hand to 144). Other than the already mentioned premodern moral causality, magical realism also can be included in the interpretation, or the impression of the separation of an omnipotent position (for example, the text and author) can be supposed. With the latter, the text would be placed within the framework of the grand narrative, regardless of whether this type of analysis would try to reinforce the separation or present the restoration of essence and unity. The differences among these approaches become uninterpretable with the emphasis on the building combinatorics of the wall in the symbol, since it always derives from the chaos of “the-work-to-be-done-that-is-done-in-the-process-of-doing-it” (Auster, The Invention of 91), just as failure is seen here as the only possible form of success. “Has it ever occurred to you that maybe we are supposed to fail? We might be succeeding just because we are failing” (Auster, Hand to 135).

	In Laurel and Hardy Go to Heaven, the two clowns are introduced as “builders of walls” on the list of characters, and although the play suggests that every day the absurd and grotesque work of building the wall restarts, the author provides an exact table of where the 18 rocks are placed—creating an ever-spreading order in axial mirroring (139):

	 

	Figure 1
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	Walter Benjamin creates a parallel between mapping out hierarchies and a sense of destiny in his reading of Kafka’s short story: “Kafka could have defined organization as destiny. He faces it not only in the extensive hierarchy of officialdom in The Trial and The Castle, but even more concretely in the difficult and incalculable construction plans whose venerable model he dealt with in The Great Wall of China” (Benjamin 119). In Kafka’s short story the goal of the workers is to experience the divine through complete unity through work: “Unity! Unity! Shoulder to shoulder, a ring of brothers, a current of blood no longer confined within the narrow circulation of one body, but sweetly rolling and yet ever returning throughout the endless leagues of China” (Kafka 269). Yet, besides a sense of communalism, a monadistic concept of the inseparable oneness in representations of place, history, and power is also offered here: “True, the sacred dragon stands on the little column at the end of our village, and ever since the beginning of human memory it has breathed out its fiery breath in the direction of Peking in token of homage . . .Peking and its Emperor are one” (278). The impressions in the holes in the wall left by this desire are crushed by the weight that is the satirical blocks of the text, and so the story suddenly stalls. The reader at one point is informed that the horizontal rhizome of the Great Wall is but the future foundation for a New Tower of Babel to be erected vertically. The singularity of logocentric signification and the ever-spreading chaos of post-lapsarian languages are cancelling each other in this prefiguration of Peter Stillman’s GPS-drawing in City of Glass (Auster, City of 78-79). Ironical reiterations of the wall both as a unifying symbol and the discontinuous “sum of particulars” (Auster, Collected Poems 111) result in the collapse of the narrative. The secret maxim only known to the best warns against trying to comprehend the decrees of the high command is suggesting to “avoid further meditation” on them (Kafka 271, 272). As it is repeated in the story, when your inquiry threatens with ignoring your place in the construct of organization, that is, your “destiny,” “[t]hus far may you not urge your meditations on the decrees of the high command” (Kafka 272).

	The details do not accumulate to one meaning, since the text questions its own capacity to create a unified interpretation in the first place. The earlier table of the rock placement presents a mirrored framework which contains both the original progression of the numbers 1 to 18 framed by an eschatological narrative, as well as the inverse, self-mirroring image of it. At the same time the play emphasizes the accidental placement of the different pieces: “Laurel: I can’t decide which one to choose. Hardy: There’s nothing to choose. They are all the same” (Auster, Hand to 160).

	In The Music of Chance, the transformation of the once meaningful building (an Irish castle) into a wall returns the work (language, history, work, artistic work) into the literary space where the rearrangement of the signifiers, even if fragmented or accidental, is possible. Stefano Tani’s observation on the intertwining connections between crime fiction and postmodern narratives provides a premise for genre poetics in the Austerean text: “conventions are paradoxically functional in the disintegration of the genre” (Tani 43). This is true for Auster’s wall as well, which incorporates Kafka’s piecemeal, broken wall as a sign of the scattered signifiers. I identify that work that allows Auster to introduce a new block onto the unified symbol in Kafka’s writing with Tessera (completion and antithesis) from Harold Bloom’s system presented at the beginning of the chapter.

	Simultaneously, in The Music of Chance Auster gives up on the opportunities in the arrangement (the wall built in the field does not “keep in” or “keep out” anything), while discarding his own solipsism in the novel (in Laurel and Hardy Go to Heaven the elements of the wall are planned, the wall is built, it excludes us, the audience). The wall in the novel in its aleatoric conformation becomes both a continuous and discontinuous monolith, that is, Auster eliminates the pattern of the framework (Kafka’s Chinese wall) by transposing it to the level of semiotics. This way replacing the Kafkaesque Tessera with the final phase of swerving, he ties the ritual of stacking newer and newer rocks on each other to the practice of Bloom’s Apophrades or death that is emptied out in its return.

	 

	6.2 Beckett – Askesis and Apophrades

	 

	Motto: To recognize, right from the start, that the essence of this project is failure. (Auster, The Invention of 18)

	 

	 

	Paul Auster writes the following in The Art of Hunger: “Beckett, who begins with little, ends with even less. The movement in each of his work is toward a kind of unburdening, by which he leads us to the limits of experience” (Auster, Collected Prose 246). Just as Waiting for Godot is the pre-text of Auster’s play, so is Laurel and Hardy Go to Heaven a pre-text for The Music of Chance, even though the play begins where the novel ends. The regression of the novel exaggerates the radically bared state that Laurel and Hardy Go to Heaven statically precipitate. In Auster’s works, the wall symbol in the novel ties into Beckett’s works through the play by first of all portraying the state of dispossession and emptiness. Flower continues Pozzo’s behavior in their engaging arrogance and mediocrity yet comparing the characters to Beckett’s plays end in overstepping the boundaries of signifying. The character of Lucky is metonymically contingent to Pozzi (who is marked for luck), just as Pozzo’s character has an inferential relation to Flower (as the dominant clown), and Flower and Stone’s characters relate to Godot as father figures. The Doppelgänger play between Flower and Stone, before they completely disappear from the story, makes it possible to propel forward the dynamic which was stagnant in Waiting for Godot and Laurel and Hardy Go to Heaven. As lords of the City of the World (cf. Chapter 6.3) they take on divine attributes as the distributors of punishment, and their dual unity as well. However, as soon as their own divinity, role as the father is determined in the text at the story’s metalevel, they are immediately removed from the plot. Stone/Flower are assigned the figure of the father lacking love, who keeps the power of supervision and discipline with his own absence. Through examining Beckett and Auster’s texts a parallel can be made about Auster’s anxiety of influence from Beckett (cf. Campbell 2008). The text (Max Work, Murks the overseer) again mirrors the two work processes onto each other. Nashe reaches death from life through indentured servitude, while on the other side of the text the author reaches life from death through creativity, finally, a new interpretation of the wall symbol is highlighted in this mirroring.

	Let us return for a moment to Kafka’s lacunic wall and to the thought that in Auster’s writing these gaps are associated with the organization of signs. Auster, who gives an elaborate analysis of stories from the Thousand and One Nights in The Book of Memory, in an interview explains the reason why he thinks such tales are fascinating is because: “These are bare-bones narratives, narratives largely devoid of details, yet enormous amounts of information are communicated in a very short space, with very few words. What fairy tales prove, I think, is that it’s the reader—or the listener—who tells the story to himself. The text is no more than a springboard for the imagination” (Hutchinson 30). Absence and lack as difference and lacuna at the same time creates a space of silence in writing that is portent with a capacity for ever-intensifying communication between text and reader, that is, between reader and Self. As Auster contends “the mind won't allow these things to remain blank; it fills in the details itself, it creates images based on its own memories and experiences. . . . The listener becomes an active participant in the story” (Auster, The Art of Hunger 304). The texts are tied to the Beckettian universe at the stylistic level through the signifiers of absence, divisions, and deprivation, but in Auster’s misinterpretation the inner abstractions of life on the border are staged by the fixtures of the American Dream. Auster’s quote at the onset of this work regarding how the American novel changed by shifting from an inherently “metaphysical dimension, a philosophical dimension” towards sociology (qtd. in Varvogli 4) cuts both ways. While establishing its own poetics with an intense preoccupation with transcendentalist and existentialist considerations in canons of American literature, as proven by such instances as the Leviathan (1992) and Bloodbath Nation (2023) Auster’s work has to face the challenges set by sociological and ideological interests as well. Therefore instead of a territory of pure Beckettian abstraction New York and Brooklyn will be chosen predominantly for modernist film noir stylization (New York Trilogy), for vertiginous simulacric social representation (The Music of Chance), for postapocalyptic insights into human nature (In the Country of Last Things).

	In her comparisons of Beckett and Auster Julie Campbell besides obvious plays to consider i.e. Endgame and Waiting for Godot also includes four novellas in her investigation “First Love,” “The Expelled,” “The Calmative,” and “The End” in contrast with Laurel and Hardy Go to Heaven, The Invention of Solitude, Moon Palace, In the Country of Last Things and The New York Trilogy to present the absence of love and the connected examples of discipline in relationships between fathers and sons (Campbell, Beckett and 299ff). In her analyses, Campbell reaches to two conclusions. First, that “reading Beckett ‘through’ Auster opens up Endgame in a direction I have not paid much attention to before: the fear of loss of self through the numbing sameness of day after day, but also the loss of self-worth through lack of love” (Campbell, Beckett and 308). Her second observation regards the “sum of particulars”: “A wall can symbolize the absence of love” (Campbell, The Legacy of 337). Auster uses the metaphor from Bloom’s list, Askesis, (New York’s characteristics are the example for the metaphoric performative power) to bring about the Apophrades as metalepsis between the authors. To break the cyclical repetition of absence, Apophrades, Moon Palace’s Fogg’s story, the spread of the contagious cycle can be compared to the automaton Stillman Jr. and puppet master older Stillman. To sum up her observations, Campbell writes the following: “Auster’s preoccupation with the absent father, the guilt and shame that attach to his absence, and the need for some kind of punishment to somehow redeem this ‘crime’ on the part of the ‘victim’ clearly have implications for Beckett’s work” (Campbell, Beckett and 305). Before discussing the details of the absence of the father, this seminal aspect in Auster’s oeuvre—thus going from lyric to drama and reaching the third literary genre—stepping over a short narratological detour is important. Just as Julie Campbell notes: “I think we need to go to The Music of Chance to find Laurel and Hardy Go to Heaven, completely refashioned and reconceptualized, resurfacing within the novel form, and now really working on its own terms” (Campbell, The Legacy of 326).

	 

	6.3 Mise-en-abyme

	 

	Motto: A poem should not mean / But be (Archibald MacLeish qtd. in Conrad 242)

	 

	 

	As stated in Moshe Ron’s seminal study, “any diegetic segment which resembles the work where it occurs is placed en abyme” (Ron 436). Many have dealt with the narratological form of the mise-en-abyme in many ways, the literature is vast, the form itself is a mise-en-abyme of poststructuralist narratology. This writing cannot in any way avoid the topic, since Auster’s novels would not be able to be told without the presence of the embedded stories, for these lead the reader’s gaze to the white spaces of the writing. Auster’s novel determines itself as a title within the title, an escutcheon within the escutcheon (mise-en-abyme) in a way that does not presuppose or assume the existence of an originary title from the very beginning. 

	This type of ‘bedless’ embedding of certain stories in Auster’s writing need a type of analysis that goes beyond the scope of this writing. At the same time in earlier works there are various emblematic points (cf. with the ekphrasis of Ralph Albert Blakelock’s Moonlight painting in Moon Palace), which thematize the textual effects of the mise-en-abyme in this form. Therefore, I wish to present the importance of mise-en-abyme in Auster’s poetics in light of the play Laurel and Hardy Go to Heaven (as the pre-text of later prose works) through the novel The Music of Chance.

	 

	6.3.1 Shield within Shield—Sign within Sign

	The “mise-en-abîme” or “mise-en-abyme” is a French heraldic term originally referring to a specific type of “escutcheon,” in which a yet another coat of arms is placed in the middle of a larger coat of arms. There are several widespread interpretations of the concept in circulation in literary theory, such as something that which is placed into abyss, encapsulates a lacuna, mirrors its superstructure or itself. The iconic notion of the mise-en-abyme has been that of incessant semiotic inquiry since its first introduction in literary discourse by André Gide’s Journal for 1893. 

	 

	. . . what would explain better what I’d wanted to do . . . would be a comparison with the device from heraldry that involves putting a second representation of the original shield “en abyme” within it. (Gide 30)

	 

	In narratology for the intensive regression mirrored by an extensive progression on hypo- and extradiegetic levels of the self-mirroring embedded narrative the mise-en-abyme as a literary device is frequently deployed. This once exclusively heraldic concept, originally put into print in Claude-Edmonde Magny’s Histoire du roman français depuis 1918, was chosen as an emblem and instrument of interpretation owing to the fact that its characteristics represent, mirror a certain visual or textual structure both inwardly and outwardly. Its evolution into the Peircean counterpart of the Saussurean unicorn or pink elephant may explain its popularity and controversial nature. Twenty-seven years after the book by Claude-Edmonde Magny was issued, Lucien Dällenbach published his own book (1977), which now focused on the mise-en-abyme as a narrative figure of literary critical thought: a figurative text embedded in the main body of its context reflecting on yet modifying the intertextual relationship between the two of them, or rather, within the multiplicity of their interplay. The first attribute of the mise-en-abyme prompted Mieke Bal to offer an English translation for the term, which would further clarify its original nature:

	 

	This phenomenon (the embedded text presenting a story that resembles the primary fabula) is comparable to infinite regress. In French the term is “mise-en-abyme” This term derives from heraldry, where the phenomenon occurs in pictorial representation. In literature, however, we have to do with infinite regress in the medium of language. It would be wrong, therefore, to overstress the analogy to graphic representation, since in language mise-en-abyme occurs in a less “ideal” form. What is put into the perspective of infinitive regress is not the totality of an image, but only a part of the text, or a certain aspect. To avoid needless complications, I suggest we use the term “mirror-text” for “mise-en-abyme.” (Bal 57-58)

	 

	The paradox of the expanded deductive reasoning in the semiotics of the mise-en-abyme makes it convenient in dispersing its own referential boundaries. Simultaneously, this movement does not follow the Warholian mechanics along the lines of the “copy of the copy of the copy.” The Saussurean arbitrary nature of the signifiers undermines the emphasis of the mimetic function in the case where the recursive series is built within the boundaries of its own antecedent structure. The semiotic conception of the “shield within the shield” refers the iconic back to Peirce’s theory of sign typology, making it necessary to ask questions about the motivation and inherent symbolism of the signs.

	Roman Jakobson, along with Peirce, sees any type of communication system’s nature and symbolic icons as primordial and inevitable (Jakobson, Concluding 350ff), thus permutating Charles Sanders Peirce’s typology (Peirce 4ff). In this view (not looking at purely the symbols), language is built on symbolic icons and symbolic indices (or reverse, iconic and indexic symbols). This typology strengthens the arbitrary, conventional relationship of sign and signifier. Based on Jakobson’s system (Jakobson, Selected 397ff), it is worth the risk to state that the indexic (because it keeps existential contact with its object) and iconic (because it is similar to the characteristics that it denotes) mise-en-abyme can be called a “symbolic indexic icon” in view of the earlier preconceptions. The answers to such a conundrum in the above addressed questions may be found in iconology, namely, in the difference between endophoric and exophoric icons.

	According to Winfried Nöth’s study “Semiotic foundations of iconicity in language and literature” (2001), there are two principles of miming in language: form miming meaning (exophoric iconicity) and form miming form (endophoric iconicity) (Nöth 17ff). There is a vast, contemporary tradition in the opposition that is brought about by the aesthetic leaning that builds on exophoric icons (Nöth’s examples are Horatius, Lessing, and Lotman) and the idea of the autonomy of literature, it existing in itself (e.g., Pope, Wilde, Eliot). “Roman Jakobson’s theory of literariness follows this tradition,” states Nöth (24). Since in endophoric icons the elements function at the same level (they do not show any real denotion), this way the basic characteristics of iconic symbols are fortified. The other consequence of the previous binary division is that literature defines its mode of existence as self-referential autonomy, that is, it prioritizes referentiality with imagery and representation, and self-existence with mimesis and meaning. This dichotomy has the advantage of separating into two different systems the arbitrary nature of the relationship between sign and signifier and iconic signs. With this, the conflicts stemming from exclusivity are eliminated. The immanent literary picture defined within iconology is necessary to be able to metonymically compare the infinite regression within the mise-en-abyme device with the structural position that I will attempt to describe using the terminology of Maurice Blanchot (the literary space), J. Hillis Miller (the linguistic moment), Roland Barthes (punctum), and Paul de Man (the specular moment).

	Lucien Dällenbach describes in his 1977 book, the fissure as “the proliferation of figures” (The Mirror 111) that exists as a hole in the surface of the signifying system that carries meaning. If the smaller copy of the ‘A’ shield (‘B’) is placed in the dead center (“en abyme”) of the original (‘A’) shield, it becomes obvious that the space covered by shield ‘B’ changes the original geometric pattern of shield ‘A’ creating a third shield ‘C’ (shield ‘A’ that contains shield ‘B’), which creates a newer shield ‘D’ through recursion (with shield ‘C’ in the middle), and on through infinity.

	 

	Figure 2
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	That is, recursion happens through the radical change of the original form. The dynamics of the newer and newer layers created in the recursion can be compared to the regressive palimpsest. The progression of every applied layer creates a regression ad infinitum.

	The two clowns in The Music of Chance the protagonist Nashe (Don Quixote of identity) and his companion Pozzi (lucky Sancho Panza) visit Stone (Stan, Laurel) and Flower (Pan, Hardy), two eccentric characters (Doppelgängers) who won so much money on the lottery that they are just waiting for someone to come along and through their poker addiction take it from them. As expected, the star poker player Pozzi cashes in, when suddenly his luck runs out and Nashe, roaming about their hosts rooms, grabs two figurines from the mockup of the City of the World, Stone’s mini utopia. From this point they lose all their money, Nashe’s car, and rack up a debt of $10,000: thus they become captives in this world.

	 

	The room was much larger than Nashe had imagined it would be, a place almost barnlike in its dimensions. With its high transparent ceiling and pale wooden floor, it seemed to be all openness and light, as if it were a room suspended in the middle of the air. Running along the wall immediately to their left was a series of benches and tables, the surfaces of which were cluttered with tools, scraps of wood, and an odd assortment of metal bric-a-brac. The only other object in the room was an enormous platform that stood in the center of the floor, covered with what seemed to be a miniature scale-model rendering of a city. (emphasis added) (Auster, The Music of 78-79) 

	 

	The description characterizes the space of the mise-en-abyme as signed white space in which the unavoidable power and laws of semiosis are suspended in mid-air. This space of self-mirroring is also a domain for the suspension of disbelief on one level. Returning to Blanchot, passing through the artist’s masked, veiled gaze, the observer/perceiver steps into the space of the gaze. The absent eye/I of the artist presents itself as luring temptation in the mimesis of the work. While concealing itself, the eye strengthens its presence in the gaze as absence (lure), which becomes constructed (cf. with the fourth diagram from chapter 3.3) in its distance from the perspectives of the artist and the perceiver. Thus, the Self differentiates and separates its own reception from pure, unmarked perception, while at the same time the contract between the author and the receiver is being sealed, the structure of the work is becoming camouflaged, the laws of perception is suspended as irreducible guarantees of the lure of temptation in receiving.

	On another level the now receiver’s gaze finds itself “en abyme” in the center of the space. As Lacan asserts: “There is something whose absence can always be observed in a picture—which is not the case in perception. This is the central field, where the separating power of the eye is exercised to the maximum in vision” (Lacan, The Four Fundamental 108). The space within the shield that is covered by its own regression (the space masked by shield ‘C’) is dead space where the vertical process of signifying in its sate of continuous suspension becomes transparent and opaque, regressive and progressive at once.

	The mise-en-abyme exists throughout literary history, its narrative role changing depending on the work in question. I use John J. White’s system to categorize mise-en-abymes based on function in his “The Semiotics of The Mise-en-abyme” (2001); according to him, “The mise-en-abyme . . . can have a variety of functions from didactic, prophetic, and cognitive to mystifying and magical” (White 49). These functions (augmented with a satirical sensibility) can all group together within one text. Even in the short summary found in the preface, the mystifying/magical function could be recognized (breaking the system of the mise-en-abyme culminates in losing luck), however, in the case of The Music of Chance most functions of the mise-en-abyme contaminate each other and the plot.

	 

	 

	A

	 

	“It’s called the City of the World,” Stone said modestly, almost struggling to get the words out of his mouth. . . .

	“I like working on it,” Stone said, smiling tentatively. “It’s the way I’d like the world to look. Everything in it happens at once.”

	“Willie’s city is more than just a toy,” Flower said, “it’s an artistic vision of mankind. In one way, it’s an autobiography, but in another way, it’s what you might call a utopia—a place where the past and future come together, where good finally triumphs over evil. If you look carefully, you’ll see that many of the figures represent Willie himself. There, in the playground, you see him as a child. Over there, you see him grinding lenses in his shop as a grown man. There, on the corner of that street, you see the two of us buying the lottery ticket. His wife and parents are buried in the cemetery over here, but there they are again, hovering as angels over that house. . . . That’s what you might call the private backdrop, the personal material, the inner component. (emphasis added) (Auster, The Music of 79)

	 

	Since the artist’s replica can be found within the model, the intensively and extensively. One consequence of this is that it creates the infinite chain of movers as well as their related and created infinite universes. Building on the tradition of typological symbolism in the Middle Ages, here the diachronic acquires synchronic representations, thus the second consequence is that the mise-en-abyme multiplies itself in both directions. However, the prophetic function of the mise-en-abyme becomes a parody of itself when the satirical function overwrites it with the artist’s prefigured dilettante’s commentary. In the case of the didactic function the reiterated satirical function is intentionally obvious:

	 

	B

	 

	But all these things are put in a larger context. They’re merely an example, an illustration of one man’s journey through the City of the World. Look at the Hall of Justice, the Library, the Bank, and the Prison. Willie calls them the Four Realms of Togetherness, and each one plays a vital role in maintaining the harmony of the city. If you look at the Prison, you’ll see that all the prisoners are working happily at various tasks, that they all have smiles on their faces. That’s because they’re glad they’ve been punished for their crimes, and now they’re learning how to recover the goodness within them through hard work. . . . Wisdom reigns here, but the struggle is nevertheless constant, and great vigilance is required of all the citizens—each of whom carries the entire city within himself. (emphasis added) (Auster, The Music of 80)

	 

	In this passage Saint Augustine’s The City of God grotesquely meets Foucault’s Discipline and Punish; the didactic utopia of the Protestant’s providence becomes a dystopia in the satirical function. In the ideological indoctrination, the individual is shown as a mise-en-abyme who also becomes the city’s coat-of-arms as part of the crowd. From the listed function, until this locus in the text, it is only the cognitive function that has not appeared:

	 

	C

	 

	Stone looked up, stared at the empty space for a moment, and then smiled in contemplation of the work that lay ahead of him.

	“The house we’re standing in now,” he said. “The house, and then the grounds, the fields, and the woods. Over to the right”—and here he pointed in the direction of the far corner—“I’m thinking about doing a separate model of this room. I’d have to be in it, of course, which means that I would also have to build another City of the World. A smaller one, a second city to fit inside the room within the room.”

	“You mean a model of the model?” Nashe said.

	“Yes, a model of the model. But I have to finish everything else first. It would be the last element, a thing to add at the very end.”

	“Nobody could make anything so small,” Pozzi said, looking at Stone as though he were insane. “You’d go blind trying to do a thing like that.”

	“I have my lenses,” Stone said. “All the small work is done under magnifying glasses.”

	“But if you did a model of the model,” Nashe said, “then theoretically you’d have to do an even smaller model of that model. A model of the model of the model. It could go on forever.” (emphasis added) (Auster, The Music of 80-81)

	 

	The play on the border separating the extensive progression and intense regression during the development of the text invites five functions (as an always already available capacity) of the mise-en-abyme, the permutations of which spread in both directions. The attributes of the five functions can be seen in the narrative elements thus (cf. White 34):

	 

	— prophetic meaning (attributes: prefiguration, the representation of the diachronic in synchronic models): the eschatological history of the emphasized parts of quote “A”

	— didactic meaning (attributes: the depletion of the indexed relationship between the part and whole): the normative moralization of the emphasized parts of quote “B”

	— satirical meaning (attributes: the duplicity that stems from exaggerating the recursion): in quote “A”: the naïve, angelic charm of the references to the subjective and personal; quote “B”: Protestant vigilance, smiling inmates; in quote “C” the absurdity of the thematically infinite shrinking (also, prisoners in the City of the World are guarded by Calvin)

	— cognitive meaning (attributes: self-reflection, regression ad infinitum, the endlessness of ‘the-work-to-be-done-that-is-done-in-the-process-of-doing-it’): this meaning is structurally coded in all three texts

	— the mystifying, magical control (attributes: contamination, metalepsis, coincidences, unheimlich): Nashe’s hubris, the transparency in quote “A,” white light, levitation, the symbolic, reflected, extradiegetic act of stepping into the space of the mise-en-abyme

	 

	In Jorge Luis Borges’s essay “Partial Enchantment in the Quixote,” looking at the possible outcomes from the presence of the mise-en-abyme, he concluded that when one of the characters in the story also becomes a perceiver, the reader is impressed by experience their own fictionality, their own place in the story (Borges 45). Conflating the epistemological questioning with the considerations of the ontological status, the mise-en-abyme destabilizes the arbitrary relationship between signified and signifier. In Peirce’s claim a sign consists of three parts: the Object, the Interpretant, and the Representamen (Peirce 290ff). According to Umberto Eco, “[s]igns have a direct connection with dynamic objects only insofar as objects determine the formation of a sign; on the other hand, signs only ‘know’ Immediate objects, that is, meanings” (Eco 192). Thus we find the interpreter as the focus of the system, because it depends only on them if the object is seen as a “Dynamical Object” (real object, where the abstract is the basis) or an “Immediate Object” (the meaning of the object in the mind) (Peirce 477ff). One of Peirce’s commentators, Douglas Greenlee especially emphasizes the important role of the interpretant in Peirce’s system: “the possession of an interpretant is the essential condition of signification” (Greenlee 18). The exaggerations, borderline existence of the signifying mechanics of the mise-en-abyme results in the seemingly stable position of the interpreter moving out of place, leaving the path, through the loop created by the recursive semiosis, which shows up reflected in this subversive condition. During the creation of the undefinable ontological position in light of the infinitely recursive planes and identities, for the Self the process of interpretation assures the epistemological paradigm which, as Péter Egyed insists in his 2002 essay, guarantees the existence of the subject, casting off the belief in systems, in language as “Linguistic Representamen” (cf. Egyed 42).

	The creation of differences and sameness in the deconstruction of the relationship between sign and signifier makes it possible in the semiosis of the mise-en-abyme for the subject to restore its symbolic inscription into the Imaginary in such a way to rearrange the assortment of Immediate Objects. During the constant recursion, the oppositional reflections (of its own fictionality) of the Self refer to an intradiegetic level, but it can never make it outside of the story. Its new position requires a new story. In the case of prose, the receiver reads a story, but what they read/reach is not in the story, it is not equal to the story. This mechanism of meaning production implies the effect of uncertainty of meaning proliferation.

	In The Music of Chance, the two protagonists deduce different things from the sameness and differences between the original story and the integrated work. Nashe as the exhausted (emptied out) Don Quixote decodes the satirical function in the story. When he breaks off two figurines from the mockup that represents his story’s regression, thus creating his own intradiegetic story, this transgressive act makes the story satirical by reiterating, overcoding the prophetic, didactic function. Nashe’s choice overwrites the mystical meaning with the cognitive function. In his story, losing the poker game is the foreseen consequence of blindly trusting his luck on one card, and it is a tool to guide his life toward a dead end. He toys with and makes fun of the laws of the microcosm in front of him since he had already fallen out of the story a while ago. His partner, the gentleman of fortune, who really wants to be Don Quixote, makes the opposite decision. In his mystical, magical world, breaking the laws of the simulacrum equals with hamartia.

	 

	It’s like committing a sin to do a thing like that, it’s like violating a fundamental law. We had everything in harmony. We’d come to the point where everything was turning into music for us, and then you have to go upstairs and smash all the instruments. You tampered with the universe, my friend, and once a man does that, he’s got to pay the price. I’m just sorry I have to pay it with you. (Auster, The Music of 138)

	 

	What comes after this in the novel is a play on the two opposite interpretations. The location is the area of the mise-en-abyme that, based on oppositional functions, separates the interpretations. In the maelstrom of uncertainty, Nashe, outcast and castaway, who sees the City of the World during the story as distance (in the cognitive meaning) sinks lower into the deep, bottomless hole that Pozzi warned him of. “Sometimes, powerless to stop himself, he even went so far as to imagine that he was already living inside the model. Flower and Stone would look down on him then, and he would suddenly be able to see himself through their eyes—as if he were no larger than a thumb, a little gray mouse darting back and forth in his cage” (Auster, The Music of 178). At this point Nashe burns the clues, the figurines torn out of the simulacrum. From Pozzi’s point of view, the act is revenge (Pozzi is deleted from the story by force), while in Nashe’s cognitive understanding the ritual’s meaning is a break in the constant interpretation, the suspension of the infinite chain of endless signifiers. In the final scene of the novel, Nashe purposefully drives the borrowed car (an index for his originary identity) that was once his into an oncoming vehicle, and scatters in the blinding, white light of the headlights.

	 

	 

	 

	VII. The Invention of Solitude – The Absence of the Father II

	 

	Motto: He who is willing to work gives birth to his own father. (Søren Aabye Kierkegaard qtd. in Auster, The Invention of 69)

	 

	 

	After a brief dramatic interlude (Laurel and Hardy Go to Heaven) the fictional metonymic, syntactic forms take the place in Paul Auster’s oeuvre of the lyric genre’s metaphorical, syntactic system of signs during the writing of a memoir. At the same time, as discussed earlier, the works that questioned the opportunity of the lyrical voice also called foremost invoked epistemological, ontological, poetic observations; therefore, Paul Auster’s later novel (City of Glass) is more poetic than story in the traditional concept of the genre. Poetic in the sense that the individual novels are born as an attempt to tell the story while discussing the impossibility of knowing it. By stripping and alienating the story a type of distance is created where the known becomes unknown, the alien becomes familiar. The writer here is none other than Don Quixote, experiencing the story of the story as the more real illusion, who keeps attacking windmills over and over. Thus, follows picaresque, many times anecdotal, other times biographical, but never colorful, full of twists and turns ‘picaresque fiction.’

	Auster’s preoccupations and his pre- and co-texts haunt his oeuvre like phantoms; we do not have time to immerse in the coffee smell of Henry David Thoreau’s Walden (or in the longing for it), nor do we get to take part in the pirate adventures of Sir Walter Raleigh. In exchange, we are given the chance to reread the Knut Hamsun’s bone-dry Hunger. The rhymes and consonances of Auster’s weird, real-life stories are the assonances, metonymies, and associations of a particular imaginary system. Within the system of signs of language and with it the subject’s deep structural contingency, transparency, opaqueness, the biographical references, mystical coincidences, the sustained aha moments based on naïve wonder is shown in a different light. Telling the story is a matter of life or death: the grand narrative is impossible to narrate.

	Auster does not seem to be preoccupied with belatedness in the postmodern condition, obviously he is no longer dealing with the anxiety of influence (he writes an essay about Reznikoff, does an interview with Jabès). In the prosaic-lyrical text of “White Spaces” he surrenders his imaginary stories in exchange for the opportunities of the dazzling world’s stories. Auster and Edmond Jabès discuss the latter’s poetry, but everything that is mentioned can also be said of the former’s prose.

	 

	Auster: You have written somewhere that writing has nothing to do with imagination. This is a rather provocative statement, and I wonder if you could elaborate on it.

	Jabès: I don’t imagine anything. I am carried along by the work {vocable} itself, by questioning it. (Gould 22)

	 

	Here, Jabès points to the poetics of opportunities as the theme of his books, his starting point. “Literature for me is a real adventure . . . You are always at the beginning… and each of my books in some way is the beginning of another book that is never written. That is why when the second book prolongs the first, it also cancels out part of the reading you have already made” (Gould 21). The birth of the first novel balancing on the border of fiction and reality is preceded by a biography. By muting the lyrical voice, an opportunity for a new narrative voice is created with The Invention of Solitude. In the space of the gap between the two volumes of the memoir (Portrait of an Invisible Man, The Book of Memory) the first person turns into the (figurative) third person, the lyrical nominalization of the unnamable is replaced by the prosaic realism of illusion.

	The book juxtaposes two different genres of text, a memoir and an essay cycle, in the manner of an infinite mirror. Between these two, in oscillating reflections, it discusses the absence of the father, the relationship between memory, the present here and now, and the nature of coincidences. While the authorial voice negotiates the ontological and epistemological paradoxes the speaking subject is exposed to by personal chance experiences, reaching the rift of the second volume the writer distances himself from the first person singular narrator of the first volume. To quote George Oppen’s phrase, the speaking Self is being exiled into the abandonment of third person singular as “the shipwreck of the singular” (qtd. in Auster, The Invention of 125).

	The two halves of the book are simultaneously being organized around just a few ungraspable, unknowable, invisible, and infinite moments from all possible directions, which are situated at the boundary of contact between both reflecting surfaces of the volumes, yet, within the connecting planes of infinity mirrors. However, no account of these decisive moments can be given—this is a story impossible to be told. Here, atemporality precedes language as the instant ‟he lived through on Christmas Eve, 1979, in his room at 6 Varick Street” (Auster, The Invention of 136) is a moment of singularity not dissimilar from the experience of implantation, exaltation, and possession in the tradition of puritan conversion narratives within American literature. Such narratives of justification (the single most important function of which was none less than to turn an ultimately personal and solitary experience into a convincingly authentic and objective communal recount of an occurence) always revolved around anomalies between the personal and the objective. Since the experience of radical transformation and transgression (from the first person singular to the third person, from lyric to prose, from son to father, from subjectivation to objectivation, from possession to dispossession) cannot be told, a ’guest text’ is inserted. Auster’s memoire offers a palimpsest to patch up the lacuna, the white space that occupies—not the center of the text, but rather—the domain between the silver foils of the infinity mirrors facing each other and created by the hypertextual interconnections across the two volumes. As a substitute for the unspeakable personal revelation, the reader receives the lines of Blaise Pascal's famous “Memorial” covering the central empty space (Auster, The Invention of 136-137).

	On November 23, 1654, Pascal, experiencing a transcendent and life-altering revelation, recorded his experience on a piece of parchment. He carried this scrap of paper sewn into the lining of his coat for the rest of his life, ensuring that the memory of this defining moment would always be with him. In this, his early prose work, the struggling poet and playwright Paul Auster becomes a novelist for the first time, with the central, ineffable revelatory moment being the birth of Paul Auster, the author. The notions of authorship, work, and the figure of the father merge in this text, as Auster quotes Søren Aabye Kierkegaard: “he who is willing to work gives birth to his own father” (Auster, The Invention of 136). Fathers and sons appear in the text in an aleatory manner: we encounter Mallarmé and Anatole, Rembrandt and Titus, Sir Walter Raleigh and Wat, but it also becomes clear that the author shares the same name as his great-uncle, the first mayor of Jerusalem, just like his son. These randomly appearing yet networked motifs are essentially genealogical mise-en-abymes. To shed light on the role of mirrored relationships spanning generations in the family tree, the book offers a thorough analysis of Pinocchio, in which the boy, by saving his father, becomes Geppetto's father himself. For the text in the making, as both a boy and a father, the stakes are always the creation of authorship, the birth of the writer.

	Autobiography here is also a moment of De-facement á la Paul de Man (1979) in the mirror phase of radical individuation. In Auster’s work creating a life narrative is essentially different from any situation or happenstance that could be located in histories and seems rather as self-erasing manifestations of linguistic structures on—paradoxically—the level of signifieds. The mirror phase is understood as a formative prerequisite of being cognizant of one’s own existence, a territory of in-betweenness where any and all tropological structures preceding knowledge and consciousness is disclosed including awareness of the perceiving Self. The appeal and gain of writing and reading memoires do not lie in a capacity to generate a stabilized and coherent sets of self-knowledge, but rather in the fact that they subversively and unsettlingly point toward the impossibility of any totalization or closure of narrative systems that are generated exclusively by tropological substitutions (cf. de Man 96).

	In his memoir, Auster prefiguratively demonstrates the later novels’ paper-Austers. This writing can be seen as the mise-en-abyme of the oeuvre, that swirling, self-mirroring text which is considered by critics as the original text of all Auster’s texts. The self/portrait, auto/biography written during an unexpected event (the death of the author’s father) as well as the reaction to it opens a fissure, a wound: the necessary white spaces of the story. The pure absence (that of the father as authority) mutes the tongue, yet at the same time coerces interpretation. If the genre of biographies can be encumbered with poststructuralist theorems, because it inherently confabulates—lies?—about itself that “I am ‘based on a true story,’” then the metaphysical capacity of the biography draws on the statement that language itself lies (thus this latter statement is also untrue). According to Michel Beaujour,

	 

	[T]he self-portrait must tack about so as to produce what, essentially, turns out to be the interlocking of an anthropology and a thanatography . . . [and] attempts to create coherence through a system of cross-references, anaphoras, superimpositions . . . in such a way as to give the appearance of discontinuity, of anachronistic juxtaposition, or montage, as opposed to the syntagmatics of a narration. (Beaujour 3)

	 

	The Invention of Solitude is a family novel torn into a montage, and poetic above all else. The self-tortured, accidental meeting on the autopsy table of a portrait inserted into a crime novel (Portrait of an Invisible Man) and a meditative essay (The Book of Memory). The ‘plot’ mapped from the shifts, relocations, and connections of the montage is the story of the story, the genealogy of references. The Invention of Solitude begins with the death of the father, and even earlier, the father that is alive who stayed a stranger to his son who stayed a stranger to himself. The book begins with a picture, the trick-photograph from the cover on which Samuel Auster’s replicas sit around a table avoiding each other’s eyes. The story begins even earlier on the inside of the cover with a second family picture from which Samuel’s father, Paul’s grandfather’s face has violently been torn out from next to his wife and children. The synchronicity of prosopopeia and mise-en-abyme, montage and censure is disclosed throughout the commentary of the fissure. (It is the necessary self-disclosure of manipulation that the grandfather’s fingertips can still be seen on the back of the chair.)

	A complex space for interpretation is being created whenever a picture is inserted in the text, but if this picture is an unmarked reference towards emptiness and absence (the absence of the grandfather), in such a case the conditionality of the referentiality is infinitely multiplied. This staged and then later mutilated photo is a manipulated and manipulative trick-photo inserted in the auto/biography, deprived of its references, signaling the absence of the father. The mechanism that plays in the exaggeration of the trick can be compared to what Slavoj Žižek calls a master-signifier and defines as the representation of the absence of representation.

	 

	[W]e can also understand why the signifier as such has the status of the Vorstellungsrepräsentanz in Lacan. It is no longer the simple Saussurean material representative of the signified, of the mental representation-idea, but the substitute filling out the void of some originally missing representation: it does not bring to mind any representation, it represents its lack. The misunderstanding in the post-structuralist criticism of Lacan is ultimately a misunderstanding about the nature of Vorstellungsrepräsentanz. This criticism misses the fact that the Vorstellungsrepräsentanz (the pure, reflexive signifier incarnating the lack itself) fills out the void of the lost object. As soon as the Vorstellungsrepräsentanz is no longer connected to this hole in the Other, to the falling out of the object, it begins to function as a 'title': as a metalanguage designation, as an incision that limits, totalizes, canalizes the original dispersion of the signifying texture... (emphasis added) (Žižek 179-180)

	 

	The name of the trick-photo on the cover is: “Samuel Auster,” the name of the castrated photo from within: “Harry Auster,” otherwise known as “This is Our Life: The Austers” (Auster, The Invention of 11; 68), which is the title of the empty family smiling album that shows up later on. The autobiography as prosopopeia’s empty white space overrides Paul de Man’s statements about the de-facement of faces:

	 

	As soon as we understand the rhetorical function of prosopopeia as positing voice or face by means of language, we also understand that what we are deprived of is not life but the shape and the sense of a world accessible only in the privative way of understanding. Death is a displaced name for a linguistic predicament, and the restoration of mortality by autobiography (the prosopopeia of the voice and the name) deprives and disfigures to the precise extent that it restores. Autobiography veils a defacement of the mind of which it is itself the cause. (de Man 71)

	 

	7.1 Portrait of an Invisible Man

	Samuel the father is dead. For the boy, he has limited options to conjure up his father’s ghost, outside of archeological digs and the stories from the archives. The boy, marked and signified by the absence of the father, is the child of the story. The compulsion to fill the absence is a question of life or death for him, here the symbolic act of looking for the father in the novel is present as a reflection and metanarrative (cf. with the motto). However, even in his life the father only existed as a ghost, automaton in the abandoned, huge, and empty house where he once lived with his family.

	The constant destruction and delayed apocalypse of the space swallows and receives Samuel and when the moment arrives that he is ready to leave this one-man panopticon, he falls down dead. The cruel irony is that the unexpected inheritance saves the boy, Paul, the penniless writer from everything that Daniel Quinn, Knut Hamsun, or Charles Reznikoff had to endure. The boy is in debt forever: but he was always in this situation, the absence of the father made him thus. The story becomes tellable, the absence copies and multiplies itself, creating newer and newer generic levels. A second peculiar picture comes to light. While arranging the remaining pieces of the archive, Paul finds a pile of unsorted photos.

	 

	From a bag of loose pictures: a trick photograph taken in an Atlantic City studio sometime during the Forties. There are several of him sitting around a table, each image shot from a different angle, so that at first you think it must be a group of several different men. Because of the gloom that surrounds them, because of the utter stillness of their poses, it looks as if they have gathered there to conduct a seance. And then, as you study the picture, you begin to realize that all these men are the same man. The seance becomes a real seance, and it is as if he has come there only to invoke himself, to bring himself back from the dead, as if, by multiplying himself, he had inadvertently made himself disappear. There are five of him there, and yet the nature of the trick photography denies the possibility of eye contact among the various selves. Each one is condemned to go on staring into space, as if under the gaze of the others, but seeing nothing, never able to see anything. It is a picture of death, a portrait of an invisible man. (Auster, The Invention of 29)

	 

	So, the picture’s referentiality just continues to further complicate the situation. As the shipwrecked of the singular, Samuel disappears in the simulacrum of his own copies. The aesthetics of the portrait’s genre concentrate on the point where the efforts of the impersonation of the Self are suspended. The image creates the playground for interpretation through the same movement that the Self, unable to create itself, distorts, subverts, changes, and also adds to its own representation. The illusion is missing from this picture which would be capable of pulling the viewer’s gaze into the play area. As Wright Morris contends, “invoking memory’s presence may prove similar to a séance. It is really him, we wonder, or an impostor. Imagination can be lured, but not willed, to do this restoration for us” (Morris 61). The seance happens in the thematic illusion within the portrait, and not between the viewer pulled into the illusion and the viewed. Numerous parallels can be found for this image of this loneliness within art. The pair to this picture could be Maurice Guibert’s photo (Henri de Toulouse-Lautrec artist and model, cc. 1891) of Henri de Toulouse-Lautrec painting himself, where the duplicated Lautrec is the model to his own alterego’s painter while the enigmatic smile in their gazes pass by each other. About Marcel Duchamp’s picture from 1917 Dawn Ades gives the following account: “Duchamp appears to be looking at himself, but not at himself looking at himself” (Ades 99). “Solitary in the sense of retreat. In the sense of not having to see himself, of not having to see himself being seen by anyone else” (Auster, The Invention of 16-17). By suspending reflection in the portrait, the reflection between the subject and object is demonstrated. The self-portrait goes even further than this; it is able to make self-reflection the theme using the loneliness of self-reflection. In our case the simulacrum of the trick photo records the efforts of avoiding reflection, creating a closed loop and locked space in which loneliness is only numb, cold space: there is no chance to cross between the variations of the Self, nor between the observer and the picture. The attack of the picture on memory, the deletion of self-reflection reduces the father, Samuel, to a machine or automaton. The father lived his life in the simulacra of disparate Selves. He directed the puppets of his Selves as a ventriloquist from behind the closed curtains, within the locked room. “He himself remained invisible, a puppeteer working the strings of his alter-ego from a dark, solitary place behind the curtain” (Auster, The Invention of 14). When the news of his death gets around, one by one women, who consider themselves widows, start to pop up without knowing about each other’s existence. And so, enter the women who can attest to the possible truths of parallel lives that cancel each other out. “He was so implacably neutral on the surface, his behavior was so flatly predictable, that everything he did came as a surprise” (18). How is it possible to create a portrait of a man, who is not present, who has stayed a tourist in their own life? “He did not seem to be a man occupying space, but rather a block of impenetrable space in the form of a man. The world bounced off him, shattered against him, at times adhered to him—but it never got through” (5). The father is foremost contagious absence in the form of space, the master of the dummies of his alter egos, and the ventriloquist master of the boy/dummy. The character Paul describes his experience of also seeming to disappear on the opposite road from first person singular to the third person singular and parallel to this from biography to autobiography. “Often, he seemed to lose his concentration, to forget where he was, as if he had lost the sense of his own continuity” (Auster, The Invention of 27). Writing becomes harder and harder; it is no longer an act of grief. As Michael Ignatieff writes, “more often than not photographs subvert the continuity that memory weaves out of experience. Memory heals the scars of time. Photography documents the wounds” (Ignatieff 7). Timothy Dow Adams also emphasizes the presence of corporeal fissures in the following statement about mixing of the genres of the portrait, self-portrait, epitaph, and memoir in the The Invention of Solitude. “But in simultaneously burying his father and resurrecting him through writing the darker aspects of their shared and unshared past, in suturing the wounds but leaving the scars as visible as the raw seam of the torn photograph, Paul Auster saves himself from family's love of solitude while simultaneously saving his father and his son” (Adams 19). Smoothing the sutures and scars of the montage (the genre as well) into the cut-up surface is at stake in the writing. ‘The-work-to-be-done-that-is-done-in-the-process-of-doing-it’ is going towards saving the father.

	 

	Instead of burying my father for me, these words have kept him alive, perhaps more so than ever. I not only see him as he was, but as he is, as he will be, and each day he is there, invading my thoughts, stealing up on me without warning: lying in the coffin underground, his body still intact, his fingernails and hair continuing to grow. (Auster, The Invention of 30)

	 

	On the last pages Auster quotes Kierkegaard in the motto. Absence is contagious. Looking through the pictures Paul finds some of his father from his youth. Samuel is a boy here, puer aeternus, just as Paul is a father, Daniel’s father. Paul finds a weird picture that is taped down the middle. He never saw a picture of his grandfather, never heard anyone in the family mention his name. He notices the picture has been manipulated, a piece of it is missing. The figure of the grandfather sitting prominently in the middle of the traditional family portrait is missing. “Only his fingertips remained: as if he were trying to crawl back into the picture from some hole deep in time, as if he had been exiled to another dimension” (Auster, The Invention of 34). There is a methodology aspect to the trick photo just like the manipulated one, as Barthes reminds us. “The methodological interest in trick effects is that they intervene without warning in the plane of denotation, they utilize the special credibility of the photograph—its exceptional power of denotation—in order to pass off as merely denoted a message which in reality is heavily connoted” (Barthes, The Photographic 22). The question arises: what context is denoted and connoted in the text?

	A relative who accidently finds out about the events from sixty years before writes Paul a letter letting him know what happened to his father six decades ago. It can be stated, without exaggeration, that what is written in the letter is a documentary (chosen for the referentiality problem) crime novel. Paul’s grandmother shot her husband, Samuel’s father, Paul’s grandfather, Harry, with a shotgun. The victim’s older brother tries to get revenge on the woman but fails and finally gives up on the idea. The courts acquit the widow due to the underaged children and extenuating circumstances. She then moves away and starts a new life, raising Samuel and his three siblings as the iron fisted matriarch (in our interpretation as the ventriloquist, puppet master) of the family. The children, in an offensive and defensive alliance push their differences aside and serve the (overpowering) head of the family as their mother’s identity’s automatons and puppets. Their story becomes untellable, unsayable, it is being transformed into a narrative that has presence only in its own absence. Again, what are the photo’s uncovered connotations of the intertextual text where diachronisms and synchronisms are mixed in The Invention of Solitude?

	Both pictures (Samuel’s simulacrum-like disappearance, the violently removed figure of the grandfather) infect each other, signify each other’s absence. The genealogical links of references slowly becomes a chain where every part is also connected to all the others. Referring to the grandfather’s fingertips hanging onto the fissure, in the second volume Paul in the third person states: “It is as if he were being forced to watch his own disappearance, as if, by crossing the threshold of this room, he were entering another dimension, taking up residence inside a black hole” (Auster, The Invention of 75). This same language moment in the space of the picture is the Barthes type of punctum, that is, the traumatic wound, the dark, locked room, death that allows life to speak, which makes it possible and forces the telling of the story. According to Barthes, the punctum is “[t]he element which rises from the scene, shoots out of it like an arrow, and pierces me… this wound… sting, speck, cut, little hole” (Barthes, Camera 26-27). In the space left by the cut-out figure of the grandfather, the descendent signifiers that compile the family novel of four generations transform into floating signifiers without origins. The boy sets out to the bottom of the infinite darkness to save the father, so that he himself could also become a father and save the boy as well as his own son. This battle cannot become part of the ritual of grief since writing suspends and postpones grief. Memory keeps the contradictory copies of the father in the story, in language alive and this vortex threatens the storyteller as well: “as if he were being forced to watch his own disappearance” (Auster, The Invention of 75). The storyteller Paul has anxiety of influence of the lonely and ascetic Don Quixote from the gathered family stories that speak of loneliness and ghosts, from prosopopoeia.

	In Paul de Man’s system, this rhetorical device gives a face to the faceless and voice to the voiceless, as

	 

	it is the figure of prosopopeia, the fiction of an apostrophe to an absent, deceased, or voiceless entity, which posits the possibility of the latter's reply and confers upon it the power of speech. Voice assumes mouth, eye, and finally face, a chain that is manifest in the etymology of the trope's name, prosopon poien, to confer a mask or a face (prosopon). Prosopopeia is the trope of autobiography, by which one's name, as in the Milton poem, is made as intelligible and memorable as a face. Our topic deals with the giving and taking away of faces, with face and deface, figure, figuration and disfiguration. (69)

	 

	Not only the absence of the Self, but also its variations, the simulacra of alter egos infect the family. The absence of the grandfather Harry and the story of his death transforms Samuel into a ventriloquist, an illusionist who makes his mute dummy and automaton speak. The chapter began with Paul de Man’s thought that within the rhetorical device of prosopopeia the implied face’s language does not take away life, only that world which can be reached through the understanding gotten from deprivation. As Adams notes in his essay, “Using the newly discovered photographs of his father as one reference source on which he depends as he writes his autobiography, Auster sees the images not as a reminder of the past but as evidence of the present . . . he uses the photographs not to reinforce memory but to invent memory” (39).

	Before The Book of Memory’s third person storyteller is born in order to save both the father and his son from the belly of the Leviathan, The Invention of Solitude finishes with the sweet dreams of Daniel, sleeping in his cot, for now outside of both language and the story. “An image of Daniel now, as he lies upstairs in his crib asleep. To end with this. To wonder what he will make of these pages when he is old enough to read them” (Auster, The Invention of 69).

	 

	7.2 The Book of Memory

	 

	Motto: Without conventions, without frames, without language, the Real degenerates into the Actual—either chaos or silence. (Malmgren, Detecting 198)

	 

	 

	From the first person viewpoint storyteller, Paul the ventriloquist dummy in The Book of Memory becomes a focalized character in the third person. In The Invention of Solitude, the boy’s position allows the telling of the father’s story, while in The Book of Memory the father’s perspective creates the opportunities for the boy’s story. This identificational distance allows the boy, in the womb of existence, to traverse the rooms of memory in the belly of the Leviathan.

	The emphasized accompanying text of the story (quoted in the book’s motto as well) is the favorite story of Daniel, the boy who lives in the world of the story, Pinocchio. Here, Pinocchio is the dummy of the ventriloquist, the writer’s quill, the mythical signifier of the boy who saves the father. The storyteller takes up the ascetic meditative position of Jerome, the Book’s (here: The Book of Memory) translator and commentator. (The central midrash of the book is quoted from Saint Jerome: “You will note that where you would think should be the end of Jonah, there was his safety” (Auster, The Invention of 98). The question that creates the text’s metonymic, synecdochic space is not directed at why the subject is intangible or if it happens to be infected with absence. Instead, it approaches from the angle of how the subject’s illusion can exist at all. While the mythical venture to resolve the anxiety of influence is done in the co-text of the story of Pinocchio, Henry David Thoreau’s Walden (1854) is used as a living text to fragment identity. The experiment to deconstruct identity is so as to unfold “[t]he infinite extent of our relations” (Thoreau 171).

	For the narration, the third person is vital because it is able to narrate the fracturing, radical discontinuity, disjunctivity of the Self and the uncertainty and indecision of the dichotomy that goes with these in the fragmented stories. The distance of language is the prerequisite of the tangibility of the schizophrenia of existence. As Thoreau observed: “For the most part, we are not where we are, but in a false position. Through an infirmity of our natures, we suppose a case, and put ourselves into it, and hence are in two cases at the same time, and it is doubly difficult to get out” (327).

	The paradoxical state of the faith in epistemology is identified in The Book of Memory, which states along with Rimbaud: “Je est un autre” (qtd. in Auster, The Invention of 123). In the loneliness of the locked room, the Self, in third person, stricken through, tours the rooms of memory on a journey to discover the how and why of self-identity. Everything happens twice/for the second time in the synchronicity of the conjured sounds, memory’s topographical, mnemonic space. In the interpretive movement of the connection between the rhymes the opportunity of the subject flashes, filling the one-dimensional, homogenous space with twinkling points, contextual buoys sprinkled everywhere. There is a type of puzzle where the set of numbered and seemingly illogically strewn about points need to be connected using the codes (numbers), only this way can ‘understanding’ be reached, when the picture comes together through the details. In the narrative space of The Book of Memory, the points and buoys are not given, they are only present as the possibility for rhymes on the diegetic level. Differing readings are not only responsible for creating these, but also for generating the hermeneutic codes that tie together the ‘portraits’ (Barthes 1992, 18ff), or in our case, numbers.

	The narrator’s face cannot be created without the reader traversing the rooms that open into each other, without getting completely lost in the labyrinth of possible connections, while also tracing, drawing the contour of their own face through this movement. As soon as the onion layers of the subject are laid on top of each other—and the narrator’s conscience maintains parallel conversations with Mallarmé, Anatole France, Anne Frank, Thoreau—the code system of the implied reader is being created while they develop a relationship with the positions of the developing narrator (narrator, the implied author, the referential author, the narrator as father, the narrator as son, the narrator as the flux personalities), who is continuing conversations with the listed names.

	This same motion projected onto the relationship of father and son in the novel is phrased thus:

	 

	It sometimes seems to A. that his son’s mental perambulations while at play are an exact image of his own progress through the labyrinth of his book. He has even thought that if he could somehow make a diagram of his son at play (an exhaustive description, containing every shift, association, and gesture) and then make a similar diagram of his book (elaborating what takes place in the gaps between words, the interstices of the syntax, the blanks between sections—in other words, unravelling the spool of connections), the two diagram would be the same: the one would fit perfectly over the other. (Auster, The Invention of 165)

	 

	The individual rooms, the possible versions of subjects are not connected through a traditional story, the text resists the archetypical and romantic efforts to return. This poetics will create the two separate categories that many of the Austerean heroes can be put in. The first type of character carries those stories on their backs in which the subject’s starvation, the reduction’s Zenon paradox makes the hero disappear (similar to Daniel Quinn, Blue, Anna Bloom, etc.). The other type of protagonist can be exemplified through the figures of M.S. Fogg (Moon Palace) and Walt (Mr. Vertigo). The latter, in the sign’s illusionary space write themselves back into the story levitating through the aspects of mythical/magical realism.

	 

	7.2.1 Rooms of Memory

	 

	Motto (1): History—which one both participates in and is a witness to, is part of and an apart from. (Auster, The Invention of 139)

	 

	Motto (2): A part of and apart from—Auster strives both to satisfy his great hunger and to preserve it. (Rubin 67)

	 

	 

	Returning to the original line of thought, we arrive at the third person narrator, who is contaminated by loneliness (who becomes A.). The genealogical chain for the referentiality of absence in the chapter on inventing loneliness, A. is defined as both father and son, who occupies bother sides of the prosopopeia’s figure. He is at once the ventriloquist’s dummy, Pinocchio, a pen, an automaton, a ghost, and absence, while at the same time is the animator and voice of other people’s stories, but above all, is Daniel’s puppeteer.

	With the death of the father (and before that with his absence) the oedipal chain pivots. In this story the anxiety of influence is portrayed by the absence and infectious loneliness. Pinocchio-A.’s descent into the underworld, his symbolic death is at once a substitute sacrifice (destroying the father’s absence), and also self-sacrifice which allows the telling of the son’s story (and also the entire story itself). In this regard The Book of Memory is a paraenesis written for the son, alongside the epitaph of the father’s grave, his memoir, portrait, and self-portrait. In the lineage chain of referentiality every floating signifier is at once son and father, and the story that is about this specific break in the chain is about this dichotomy.

	The metonymic dispersion of meaning, the synchronicity expands on two lines. First, meaning production proliferates on the strand of genealogy and lineage. With the death of the father the son becomes both his own father and his own son. The prefigurations become figurations, the signifying structure of the nostalgia for the present overrides the hereditary hierarchy. The other strand belongs to the domain of poetics: the dissemination among the stories that take up the spaces of summoned memory. However, the genealogical aspect permeates these synecdochic, pars pro toto relationships. The stories of fathers and sons, parents and children become inseparably entwined. The pairs of Rembrandt and Titus, Sir Walter Raleigh and Wat, Mallarmé and Anatole, Cvetajeva and Mur narrate the story of the loss of the son. Daniel has pneumonia and his life is in danger; the stories of One Thousand and One Nights are told to save his life and delay his death. The little boy’s first words and spasmodic, mechanical cough suggest that he is the mute puppet or automaton of prosopopeia. His story will be created from the web of texts that refer to each other and explain each other. Similarly to the story of Scheherazade where the tales of the three old men creates the distance and dichotomy that allows the merchant’s story to be seen, and is able to save his life. “In the stories of the three old men, two mirrors face each other, each one reflecting the light of the other. Both are enchantments, both the real and the imaginary, and each exists by virtue of the other. And it is, truly, a matter of life and death” (Auster, The Invention of 153). The questions posited to each other by the representation, the referentiality, and the fictionality remain unanswered. It can be argued by the critics that all of these are nods towards the postmodern (concealing the metaphysical adherence) or even indifferent solipsism.

	Just as in Edmond Jabès’s novel, The Book of Questions (1992), the momentum is carried forward by the rhyming questions, here too the emphasis in the text is on the posed question and the examination of the preconceived perspective based on it.

	In the delayed restoration of the family novel spanning from the time of Henry to Daniel, the questions have a cohesive function, but the attempts at answering them fail every time. This disappointment is the time and continuity of the novel. In this sense the text becomes a (sustained) stream of consciousness, which builds on facts treated as objects for meditation, and in which these facts could not be more fictional (since they signify each other). One allusion of this type of poetics is the novella “The Unknown Masterpiece” by Balzac (1831). Even in Balzac’s writing there is a patch of color in the whiteness of the overriding layers where Frenhofer is able to see the perfection of true beauty in the palimpsest.

	 

	Look at the light on the breast and you’ll see how, by a series of brushstrokes and by accents applied with a full brush, I’ve managed to capture the truth of light and to combine it with the gleaming whiteness of the highlights, and how, by an opposite effort, by smoothing the ridges and the texture of the paint itself, by caressing my figure’s contours and by submerging them in halftones, I have eliminated the very notion of drawing, of artificial means, and given my work the look and the actual solidity of nature. Come closer, you’ll see better how it’s done. At a distance, it vanishes. You see? Here, right here, I believe it’s truly remarkable.

	And with the tip of his brush, he showed the two painters a patch of bright color. (Balzac 41)

	 

	Infinitely wandering through the space of the masterpiece results in the blackness of the palimpsest, which is no longer any different from the whiteness of the canvas. This paradox places the emphasis on the position and function of the author and receiver. The task of the reader and writer is similar to S.’s, Auster’s substitute father’s hopelessly futile art. The opus magnum that will never be ready, never be finished, which was never the goal, it was instead a state of being. In the hopelessness of Don Quixote-like ‘work-to-be-done-that-is-done-in-the-process-of-doing-it’, and in that freedom “S. had found a way of . . . drawing himself several inches closer to the heart of the infinite” (Auster, The Invention of 89). The hypertextual structural space of the story is responsible for the family novel’s narrative failure. Auster quotes Wallace Stevens: “In the presence of extraordinary reality, consciousness takes the place of imagination” (The Invention of 79), which quote echoes Auster’s own observation on Philippe Petit’s actionism. “High-wire walking is not an art of death, but an art of life—and life lived to the very extreme of life. Which is to say, life does not hide from death, but stares it straight in the face” (Auster, The Red Notebook 98). Consciousness, in the web-like labyrinth of infinite-mirroring rooms placed within memory concentrates on light and darkness, not on colors. Since the topic is the changes in the flux and not the stream of consciousness itself, the task at hand for the complex code system of the narration is but to reflect the static and synchronic nature of the relationship possibilities.

	The genealogical hierarchy dissolves in a scale-free network (cf. Barabási 2003) of homogeneity, where any point can be related to any other point in the net. According to one of the hermeneutic codes of the novel, the locked cavernous rooms of the skull can be imagined as a mnemonic map from the Medieval Ages that pictures a spider web or cityscape. The stories from memory and the hereditary relations separately create a hypertextual web, but also in relation to each other. The basic units of the text are the paragraphs treated as lexicons, linear on the level of the narrative signifiers and non-linear on the level of the signifieds. The middle room is itself the central empty space, the gap between two words, the subject of the Real, the created imaginary meaning between the relations of the stories and the Selves. The two-dimensional representation allows for four directions. Since the memories sporadically follow each other in the text’s linearity, the four rooms can be defined in relation to the four locations of the archives and four individuals. There is no such thing as sequential order in a hypertextual system, so each library will be designated with a letter.

	 

	(A) Jonah, Ninive/whale; (B) Anne Frank, Amsterdam; (C) P. A., New York (New Amsterdam); (D) S., Paris.

	 

	These intersections diverge into the hypertext’s basic units, textons, which Espen J. Aarseth defines as the smallest unit of information (Aarseth 60). The text quotes Leibniz, who states that we can reach a whole language by entering a language through any part of it (cf. Auster 1982, 160). These textons relate to each other through various hierarchical levels and interpretational fields. In the practice of reading, we follow those traces in the linearity of the text that the writer as “screener” (Rosello 121) left. Mireille Rosello’s term the “screener” (a concept of randomness to be explicated in detail later) tries to overwrite the dichotomy of the acts of reading and writing, defining both as units and their various chosen relationships. This is the topographical level of practice. Just as Quinn, who follows Stillman in The New York Trilogy, so does the reader follow the writer’s footsteps. In the ‘poetics of randomness’ the difference between the reader as a mirror “screener” (Rosello 151) and the writer as a theoretical filter (Rosello 150) becomes incomprehensible. Since the “screener” wanders through individual themes and motives, the points on the map. The space between the textons becomes a homogenous space where the (written) traces are replaced by (reading) practice, or where the goal of traveling is the act of passing through. The body of the reader as a passive, roaming wanderer carves letters onto the surface of the map. The homogeneity of the map does not mean that it is neutral and unmarked, thus meaning-making is not infinitely arbitrary. The various locations in the text can be signified as diverse motives that prevail on different levels. The two main motives are the following: (the previously mentioned genealogical and poetic strand) the family (child/parent, child/adult, father-son-father, life/death, memory…) and language as a mediating system of codes (poetry, prophecy, coincidence, poetics, life/death, memory…). Connections can be created within the individual motives, and also between them. The following stories’ mise-en-abymes (one room at a time) override the interpretations of the created associations: the Book of Jonah, The Adventures of Pinocchio, One Thousand and One Nights (a mise-en-abyme within a mise-en-abyme), and the myth of Cassandra. The theoretical “screener,” whose act of reading and writing are inseparable, plays up the coincidences of the connections and with this lifts the readers gaze above the map, into the same position as the writer’s gaze (the mythical horizon of the sun’s eye).

	One example is the moment when the reader’s (and) memory’s consciousness steps into the room labeled Anne Frank, Amsterdam. The textons’ chain can be read linearly from the appearance of the Anne Frank motive (Auster, The Invention of 82) thus (this is an excerpt): 

	 

	i.) Paris (the previous room) > Amsterdam > Descartes > Pascal > memory > Israel Lichtenstein > Daniel Auster > mnemonics > Flaubert > the dying grandfather > baseball > Saint Augustus > S. > Cvetajeva > Raleigh > [...] > Jonah > [...]

	 

	The New York Public Library (we again walk into an archive) stores the page on which Auster created his own map. In Aarseth’s system the textons are grouped into scriptons. According to his definition a scripton is the sum and sequence of the same or several textons emerging from the diegetic level of a given text (Aarseth 60). Here are two possible chains of association (scriptons) starting from that same point (B):

	 

	ii.) Anne Frank > Amsterdam > Van Gogh > insanity > Auster’s schizophrenic older sister > Cassandra > prophecy > Jonah > whale

	 

	iii.) Anne Frank > Amsterdam > Rembrandt > Titus > son

	 

	The textons set in a row consolidate the elements of the various archives, but the textons can also be related individually with each of the four sets of associations. This makes it possible for the well-traveled roads of the structures of the metonomic web of motifs to build onto the homogenous space. The first element in the example’s linear sequence, Amsterdam, is itself the identifier of the archive (B), yet it still allows entrance into the other rooms: 

	 

	iiii.) Amsterdam (B) signifies New York (C) (whose earlier name was New Amsterdam) and France (D) (see Descartes’s characterization of Amsterdam), also, Jonah in the belly of the whale (A) (cf. with Anne Frank’s locked room, Amsterdam as a map built on concentric circles).

	 

	The locations of textons listed in the first point also individually contain ‘inter-library’ references. The chain can be continued infinitely since a new branch can be started from any node.

	 

	For instance:

	 

	v.) Daniel Auster (1893-1962) > Daniel’s (A.’s son’s) rhyming pair, his prefiguration > the free Jerusalem’s (the yet to be found promise land) first mayor > the promise of Jerusalem as the promise of baseball’s static world’s win > the sickness named after the baseball player, Lou Gehrig > the dying life of the sick grandfather > poetics > “it’s a matter of life or death” > the Jack Oakey movie: “What isn’t?” (Auster, The Invention of 101) > [...]

	 

	1) The poetics of randomness

	Mireille Rosello suggests the term flâneur (134) or wanderer for this type of movement with the aim to differentiate the body that randomly wanders around a map from the map maker (writer) and the map reader categories.

	 

	I propose randomness as a strategy here because it seems to promote a vision of the traveler that departs (if I may say so) from that of both the user of maps and the creator of maps, which I earlier equated with the reader and the writer. Travelers who do not go anywhere, apparently, do not need maps. They err—they subvert the idea of destination. Their wanderings are not trips, and we may feel that there is no meaning to their aimlessness. But this meaninglessness ceases as soon as the observer wants to make sense of the tracectory. Whoever observes the flâneur (and especially the urban flâneur, who is confronted with a tight network of streets) has to rethink the relationship between the traveler’s body and the map, but also the status of the map as a metaphorical rendition of space: the flâneur’s body, which does not follow a route or invent new paths toward an old destination, also subverts the vision of space as an empty vessel, a mere neutral receptable of the network. If I try to observe the err-er . . . I may be able to think of maps differently, adding new dimensions and accepting that other possible travels than the one which goes from one point of departure to a point of arrival are meaningful. (Rosello 134-135)

	 

	It seems necessary here to make a digression to the novel that The Book of Memory predated and prepared: the first volume of The New York Trilogy. The unsettling experience of the reader’s action of tracking is similar to the unheimlich experience Quinn has in the City of Glass. The steps of the observed individual (Stillman, a father figure) marked on a map produces comprehensible words. For Quinn (an undecidable alterego of a reader/writer), the riddle itself is not the creepy aspect, instead it is the recognition that if he does not note it down then these words would never exist. “This poetics of randomness requires an enormous imaginary displacement,” insists Rosello (150). Blurring the position and perspectives of the writer and the reader creates a weird mirror phase during reading in which the undecided, dichotomic figure of the writer/reader is writing and reading itself. Geppetto carves Pinocchio, who then saves and transforms Geppetto into a father. The ventriloquist puts stories in the mouth of their puppet, and in the end the story becomes the puppet’s own. The rhyming pairs of the textons do not point to any kind of meaning outside of language, they only state the possibility of connection. They do not mean anything else.

	The unavoidable pattern of the rhyming pairs creates a memory event that—with a newly coined term—I call a memorheme. The rheme, this new semantic element that until a connection was not present, is created when an association is formed. However, this imaginary replacement and involuntary meaning-making paradoxically interrupts the symbolic relationship between the Real and the Imaginary. This nudges the consciousness of the interpreter/observer out of their position and thus generates the experience of unheimlich. To interpret the work of art as reality and to read reality as the impression of the artistic intention is an enterprise that reaches beyond itself. An example of the former is the parody of the Tolstoy opera from War and Peace in the novel, and an example of the latter is Jerusalem as the motif of an unspecified geographical location (cf. Auster, The Invention of 146-147). The illusionary allure of the memorhemes, their bait, gains strength by constantly nudging the interpreter towards the position of their chosen perspective. As the narrator’s contemplation itself emphasizes this effect: “A. realized the world will go on eluding him forever” (146). For Freud, experiencing unheimlich is the manifestation of a regressive level of consciousness, a return to the child’s serious game of meaning-making which does not differ from the actions of the reader and writer (cf. Freud 141ff). This reverses the traditional poetic premise of making the unknown known. In the Austerean postmodern condition the known can only be understood as the unknown, the alien. The undecidability of the positions of the reader and writer can only be deduced from the paradoxical status of understanding. The a priori meaningless pattern of the memorheme is present if the interpreter’s (reader) context assigns meaning to it. In The New York Trilogy, Quinn, reduced to the naked gaze, creates the tracks of Stillman’s aimless wandering by the very act of noting them down. By mapping the wandering, the movements of roaming in the chaotic labyrinth of his failure (in a teleological sense), he simultaneously straightens all these aimlessly winding curves out into an eschatological avenue (cf. the inscription on the map that reads “The Tower of Babel”). Quinn, as the writer of the text (Stillman’s message only exists in his notebook) believes himself to be the reader (and not a paper Auster, the written text played out in the interaction between the two that presupposes both). Except that the message is written by Quinn’s hand, the top of the tower of Babel points to the tip of his pen. He makes the fatal mistake of finding meaning in the code instead of looking for it, thus he completely disappears in the mirroring plays of metaphysical signifiers. Quinn’s hamartia is stemming from a desire for identification. He strongly believes the tower of Babel points to Stillman (the father), his affixed position of reader (son) hides that he himself is a father (grieving his dead son). While reading Walden he looks for the text itself and does not understand that he is only able to write one of the infinite translations and phenomena. The family novel is written in the connotations of the memorhemes, the novel’s topography is defined in the seams and scars of the relationships that cancel or erase each other. The reconstruction of both the family and the language poetics is doomed, but in the space reserved for remembering The Book of Memory’s textual map is born and the family album’s empty pages become filled.

	I wish to illustrate how the poetic and genealogical codes of the memory novel relate to each other by using the textons of one of the memorhemes, the chambre de bonne. During the second World War, M. coincidentally hid in the same bedroom in occupied Paris as his college-age son rented decades later. A.’s first volume of poetry was born in a similar chambre de bonne in Paris (D). This is where his father (just that one time) visited him. The texton can be divided into two parts and includes five paragraphs. The story’s last two sentences in the two rhyming pairs give (syntactically and causally unsignified) extradiegetic instructions by emphasizing that the chamber de bonne is “where he wrote his first book of poems, and where his own father, on his only trip to Europe, once came to see him. To remember his father’s death. And beyond that, to understand—this most important of all—that M.’s story has no meaning” (Auster, The Invention of 78). The motifs (exile, father, Europe, death) and the codes (poetics > poetry, genealogy > father/son) that this rhyme (between memorhemes) is signed come into relation with each other. The signifying chain in the deep structure can be glimpsed in the rhetological gap in the discourse and the space between the end point of the story and the nonfinite imperative verb form of the last phrase (“to understand”). The room, which is an empty place, a white space in the story, takes up a position in the web of associations because of the very codes that relate to it. This web is made up of all the room-metaphors found in the text. The chambre de bonne is being created as a metaphor for the Self in the memory’s work.

	The Book of Memory can be divided into thirteen smaller books and two prologues. The poetics of the erratic, lax structure that resemble annotations is established by the following repeated command: “Initial statements of these themes. Further installments to follow” (77, 85). The relationships of the seemingly disorganized elements of memory create the pattern that draws the route of the flâneur. While the rhymes of the memorhemes slowly fill up the four main rooms, the four separating walls become visible which make up the walls of the chambre de bonne, a fifth room, a room with implosive dimensions. Yet one another scripton may be set up consisting of the libraries enlisted from A) to D) at the beginning of this section. When A. moves to Paris, the chambre de bonne he rents is marked by four other rooms/archives, metonymical spaces occupied by Jonah, Anne Frank, P.A. (a New Yorker subjectivity of the narrator) and S. as his substitute father.

	 

	vi.) Jonah (Ninive/Leviathan) > Anne Frank (Amsterdam) > A. (New York/New Amsterdam) > S. (Paris)

	 

	We can find a parallel for the white space as a dead center of inward and outward projections creating an atopian locus for mirages of the Self in The Invention of Solitude. Here, Auster tells the story of M., a student who—as chance would have it—happens to rent the very same chambre de bonne in Paris, where his father used to hide out from the Nazis decades earlier during the war. The text offers four archives as loci for mirroring subjectivities which create a core for the simulacra of the Self in the constructions of the implied reader and writer. This central room is also an index for an absent father, who now lives thousands of miles away in the homeland (see scripton No. iiii.)1.

	 

	 

	 

	 

	 

	 

	 

	 

	 

	 

	Figure 3
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	The writer/reader persona traverses this room again and again, this is where the simulacrum of the Self emerges, this room becomes the belly of the Leviathan, the womb of existence which gives birth to the possibility of the son’s story (the scripton here is: Harry > Samuel > Paul > Daniel). In the stochastic chaos of the memory-elements the echoes of repetitive, fugue-like footsteps treading a path around the locked room can be heard again and again. Following the associational thought, the recurring, quoted, extradiegetic line always begins with the conjunction “as,” for instance “[m]emory as a place, as a building, as a sequence of columns” (Auster, The Invention of 79). These lines provide the rhythm of the movement of consciousness to create newer levels of associations. If on the first narrative level one finds the textons, the second are the domain of the scriptons built from them, while then the third level paints the mirage of the (reader/writer’s) consciousness that creates the memorhemes.

	On the second page of the book (Auster, The Invention of 75), the wandering consciousness sets off from a room, leaving the scene of labor, and returning to it with every step. I wish to show the circular motions of the wandering consciousness through the repetitive metaphors (“as” textons) which give the text its rhythm of thoughts. 

	 

	
2) Self-referentiality

	“As in the phrase: ‘he wrote The Book of Memory in this room’” (74; 147).

	 

	The absent counterpart of the elliptical trope is retroactively created by the compared entity, that is, the tenor of the comparison. This rhetorical device is called “laconic text” by Carl D. Malmgren (Malmgren, From Work 22). The unfinished sentence includes the unstated possibility, thus the text becomes both unfinished and finished at the same time. With every parabolic experiment the borders of the traversed empty space become more visible and transparent. The conjunction “as” gives the connotation of the room, even though at this point the vehicle and the tenor of this trope coincide with the first appearance of it: it is purely self-referential, one dimensional: “Memory as a room, as a body, as a skull, as a skull that encloses the room in which a body sits. As in the image: ‘a man sat alone in his room’” (Auster, The Invention of 86).

	In this moment the pure fact of signifying is emphasized and belongs to existence in language (“As in the phrase”). The catachrestic signifier of the co-referential structure which lacks an antecedent is language itself. Just by stepping into it the flâneur creates one of the infinite translations of the unknowable language. The result of the meditative situation is that the speaker is in the language, locked in themselves with nostalgia for the present: The Book of Memory has already come into existence (“written”) in the coincidence of past and the present, which is only now being born.

	 

	3) Meditating the locked room

	The next appearance of the parable a few pages later resembles Anne Frank’s room: 

	 

	“As in the phrase: ‘she wrote her diary in this room’” (80).

	 

	According to the narrator, in this moment The Book of Memory begins in Anne Frank’s room: “It was at that moment, he later realized, that The Book of Memory began” (Ibid.). This narrative structure with its two-way forward and backward movement also strengthens the synchronic horizontal narrative structure built on prefigurations and associations. The often-used delayed story launch scheme in Austerean texts can be recognized here: the story begins like this, the story began earlier with, the story began even earlier, while all the while penetrating deeper and deeper into the body of the text. The following quote from Pascal supports this dual (thus infinitely repetitive) beginning: 

	 

	An image, for example, of a man sitting alone in a room. As in Pascal: “All the unhappiness of man stems from one thing only: that he is incapable of staying quietly in his room.” As in the phrase: “he wrote The Book of Memory in this room.” (Auster, The Invention of 74)

	 

	This quote alone stands beside both the first and the second motif and is repeated on page 80. In the text, however, Pascal’s bon mot backfires. In our case every problem in the world stems from one person being unable to leave his room.

	 

	4) The mise-en-abyme as a part for the whole

	“Memory as a room, as a body, as a skull, as a skull that encloses the room in which a body sits. As in the image: ‘a man sat alone in his room’” (Auster, The Invention of 86).

	 

	The creation of the Self in the mirroring of the body and consciousness, reality and language gives a similar image to the description of Emily Dickinson’s room: “For if words are a way of being in the world, he thought, then even if there were no world to enter, the world was already there, in that room, which meant it was the room that was present in the poems and not the reverse” (Auster, The Invention of 122). This pattern of thought, which is built on a circular idea (of language permeating the room as an index for the body that through physical presence and movement writes itself back into language) is further emphasized by the fact that the tenor of the first texton—“An image, for example, of a man sitting alone in a room” (Auster, The Invention of 74)—becomes the vehicle in its reprise: “As in the image: ‘a man sat alone in his room’” (86).

	 

	5) The darkness of rhyming

	“The room. Brief mention of the room and/or the dangers lurking inside it. As in the image: Hölderlin in his room” (Auster, The Invention of 96).

	 

	The room that was salvation/prison to the deranged Hölderlin was available to him through the generosity of Mister Zimmer (German for “room”). The dark side of rhyming is a result of the prefigurative, synchronic character of signification. A. does not dare to visit S. who loves him like a father because he is afraid that S.’s death would be the rhyming pair to his own father’s death (Auster, The Invention of 92). The same thing related to the boy: Mallarmé’s poetry that grieves Anatole could be the first half of a rhyming couplet pointing to Daniel’s death. Here, signifying is infectiously contagious, just like castration in Honoré de Balzac’s Sarassine (1830).

	 

	6) Semiosis — the light of rhyming

	“A young man, twenty years later, winds up living in the same room where his father faced the horror of solitude. . . . It means only what it is. Nothing more, nothing less. Then he writes: to enter this room is to vanish in a place where past and present meet. And then he writes: as in the phrase: ‘he wrote The Book of Memory in this room’” (Auster, The Invention of 147).

	 

	This quote is the last appearance of the “as” motif, which returns to the beginning point, overwrites it by returning to the first, identical texton. The chambre de bonne, the fifth room, is inserted between the quotation marks of the similarity between the first and last variations. The chambre de bonne here means itself and nothing, which allows for the possibility of the son’s story to be created in the Self’s synchronicity, finally in the inextricable genealogical chain of fathers and sons. Samuel’s absence speaks Paul, who makes Daniel speak, in order to tell all of their stories as a ventriloquist: “he spoke each word in a staccato of separate syllables” (Auster, The Invention of 107). The Book of Memory is a constantly constructed Künstlerroman, deconstructed into elements of memory and textons. It celebrates the light of rhyming, the language opportunities in the Babelian chaos, the odds of the writer. Here, Jonah, the writer’s metaphor, is the shipwrecked first person. “This was life as Crusoe would have lived it: shipwreck in the heart of the city” (Auster, The Invention of 89). Jonah here is shown as at once false and true prophet who sinks into the darkness of loneliness in order to speak his story at the price of the silence of death. His mythical counterpart is Cassandra, the woman from whose mouth sounds the truth, but whose story is not the salvation of speaking the truth, but death. The writer is the translator, a ghostwriter lacking essence. He who exists and also not writes the infinitely self-translating text in the realm of infinite possibilities. Such absence is paradoxically at the ‘heart’ of the text of The Invention of Solitude. Structurally, the volume incorporates two mirroring books. The Portrait of an Invisible Man through accounts of scandal, murder, divorce and artistic failure is an homage to the Beckettian imperative of “Fail better!” and is geared at deconstructing the genre of first person singular autobiography presupposing Cartesian unity and essence in regard to the Self. The Book of Memory is a series of intertwining epistemological treatises on the nature of perception, consciousness, cognition, artistic endeavor, and ultimately: absence. For in the touching surfaces of the infinity mirror created by the confronting dialogues of these two books, in the eye of the maelstrom of such mise-en-abymic vortex of signification and meaning production there lies a story impossible to be told in the Austerean work. The Invention of Solitude is but an expression of the failure of writing about one single instant in one person’s life. As the narrator admits: “everything he has written so far, is no more than the translation of a moment or two of his life—those moments he lived through on Christmas Eve, 1979, in his room at 6 Varick Street” (133). What comes after these claims can be seen as typically postmodernist in the sense that the citation will inadvertently be interpreted as a pre- or co-text, a gloss or comment on a story never to be told, yet still embedded in an irreducibly textual universe, but also might be viewed as a radical return to premodernist ontological, epistemological, and aesthetic considerations and sensibilities at the same exact time. Since after delimiting the lacuna of the impossibility of story, a guest text, Pascal’s famous Memorial creates a compulsive return towards the omnipresent absence. Brimming emotions, overwhelming joy, and a blazing hope for humanity fill these pages.

	 

	The moment of illumination that burns across the sky of solitude.

	Pascal in his room on the night of November 23, 1654, sewing the Memorial into the lining of his clothes, so that at any moment, for the rest of his life, he could find beneath his hand the record of that ecstasy. (Auster, The Invention of 136)

	 

	For the writer, linguistic and existential opportunities exist in simultaneity, the chaos of rhyming, the infinite web of associations, the coincidence of oppositional points of view, the paradoxes of overlapping meanings. Entering into any part or fragment of the language that consists of words that are defined in relation to each other leads to attaining the whole of the speaking language. The Book of Memory dwelling in the present moment includes the entirety of the instant and annotations for its own reality, just like the so-called red notebook that occasionally shows up in later works (cf. The Red Notebook). We find out about the notebook, famous from The New York Trilogy, that his grandfather wrote down those jokes that he thought would be worth mentioning in company.

	Thus the Self has occupied the chambre de bonne, the room that is in two places at once, while the writer has filled the red notebook with stories that describe something different than what they are about. These are the first few lines of The Book of Memory: “He lays out a piece of blank paper on the table before him and writes these words with his pen. It was. It will never be again” (73). These lines echoing Blanchot’s already quoted citation—“Memory says of the event: it once was and now it will never be again” (Blanchot, The Space of 30)—are repeated on the last page accompanied by the imperative: “Remember” (Auster, The Invention of 173).

	 

	 

	 

	VIII. Squeeze Play

	 

	Motto: Metaphysically speaking, in the late twentieth century, there is no such thing as a complete meal. (Rowen 233)

	 

	 

	In order to understand the turn in Auster’s career as a writer, we need to jump forward in time to the volume published in 1997, titled Hand to Mouth: A Chronicle of Early Failure. The first 125 pages of the Faber and Faber edition meant to fill the gap include the beginner writer’s traditional autobiography, followed by three appendices. The first one consists of three of Auster’s yet unpublished one-act plays, the second includes a card game of his own design based on baseball which shows up in the novels as a motif, and the third contains his pulp fiction Squeeze Play, published in 1978 under the alias Paul Benjamin (Auster’s full name is Paul Benjamin Auster). The significance of Hand to Mouth is that the already famous writer’s oeuvre has created the demand in the novels for constantly occurring autobiographical references and intertextual play.

	The first autobiographical part rhymes with the forever unsuccessful, condemned to eternal failure figure of Daniel Quinn from The New York Trilogy. Reading this text together with the scene in the City of Glass when the starving, down-and-out, failed Quinn (a failed writer who writes crime novels under an alias…) jealously watches the successful paper Auster in his intimate familial environment and the situation’s Kafkaesque humor takes on a plastic quality. The autobiography as the archetypical Ur-text provides the repository for the written, and to-be-written novels. The autobiography as text is itself a manifestation of these archetypes. We may recognize Pozzi from The Music of Chance in the tough Mike (Auster 1997, 15), but the reverse can also be true. The reader feels a constant temptation to put together the writer’s entire life story from fragments and pieces of mosaics, while getting infinitely far from the Cartesian unity and essence of the subject. In this game, the difference between reality and fiction becomes indecipherable. We can find the eccentric millionaires (Stone and Flower) disguised as Stan and Pan from The Music of Chance in the one-act play Laurel and Hardy Go to Heaven on the other side of the power hierarchy. We come across them while building the terrible wall. The reader experiences the dramatized version of Ghosts in Blackouts with the knowledge that it was transformed into the second novel of The New York Trilogy in prose. Yet the cruel and hopeless moment when the divorced with a kid, unemployed writer is kicked out of an exhibition with his card game stands out from the days of Hand to Mouth that are filled with deprivation, starvation, and intellectual drudgery that is severely underpaid. This scene is jarring and dramatic: the final, desperate attempt of our broken hero to make money is brutally crushed by the agent of the capitalist fascist after an exciting audition, completely humiliating the modern Sisyphus. Except in the middle of the book, the card game is included as an appendix with the precisely printed double sided cards that can be cut out, that we ourselves bought along with the texts. The royalties go to the author, the equilibrium has been restored, and it is hard to miss the irony.

	For the readers, the real sensation of the volume is in the third appendix; Squeeze Play is first published, and as far as the author of this work knows, in a book on the cover of which the name “Paul Auster” appears. The pulp fiction novel written in a classically ‘hard-boiled’ style in 1978 and published in 1982 under the pseudonym Paul Benjamin has been perceived by Auster as evidence of him prostituting himself, he even makes an ironic reference to the work in City of Glass as Suicide Squeeze (Auster, City of 85). Yet, as Joseph S. Walker, one of his critics, has pointed out in his “Criminality and (Self) Discipline: The Case of Paul Auster” (2002), it can be seen as the prototype of The New York Trilogy (Walker 391ff). It is not only the motifs found in the novel (the protagonist Max Klein’s surname, baseball, the Tower of Babel, the appearance of the Austerean motto of “anything can happen”) that are interesting for philologists.

	Giving voice to the first person singular and the third person singular, after inventing the border line between poetry and prose, then stepping over it with The Invention of Solitude this is Auster’s first finished and published novel, an early opportunity for a new voice. From this point of view it is exciting that the text (at least seemingly) needs to keep to those rules of the genre that the metafictional anti-detective story, The New York Trilogy—pretending to play the role of a parasite of genre expectations—will upend. In order to review these aspects of the genre, it is important to reflect on a few elements of the prelude that Auster’s poetics builds on in regard to crime fiction.

	 

	 

	 

	 

	 

	8.1 The Doomed Detective

	 

	Motto: [C]onventions are paradoxically functional in the disintegration of the genre. (Tani 43)

	 

	 

	Stefano Tani’s work, The Doomed Detective: The Contribution of the Detective Novel to Postmodern American & Italian Fiction, published in 1984 gives a comprehensive overview of the crime genre from its beginnings until various classifications of postmodern mutations. Tani primarily examines the contemporary developments built on Anglo-Saxon roots in Italian and American literature, but does not turn much attention to Auster, who at the time was a relative literary newcomer. This makes it necessary to compare his conclusions with the issues raised by genre attributes in The New York Trilogy and Squeeze Play. Past English gothic literature, Tani sees as the forerunner to Edgar Allan Poe’s “The Murders in the Rue Morgue” (1841) short story the Oedipus myth, as the primary archetypical prefiguration for the genre. The search to fill the absence of the father is one of the key motifs in the genre, thus particular emphasis is given to it among the themes of detective fiction. In this sense The Invention of Solitude can be read as a crime novel as well, detecting traces of the not-present father (this is why the presence of violence and murder is not surprising in the book). One of Auster’s reviewers, Sven Birkerts labels the work as a downright “Freudian detective story” (”Postmodern Picaresque”). However, crime fiction can also be interpreted as a genre that guarantees the dominance of Barthes’ hermeneutic codes (Barthes 1992) over the other four discursive codes and which becomes the allegory of reading (and, as we will see, of writing) because of it. 

	Researching the antecedents and precursors to Poe, Tani, along with the mythical pretexts, also emphasizes the importance of Horace Walpole’s and Ann Radcliffe’s gothic novels, which lend the aspect of mystery (mystery novels) to the genre of grotesque and macabre later to be conceived. Thus Auster, in whose writings the experience of unheimlich is recurrent, is already implicated in the crime fiction just for this characteristic of the genre alone. The third element, which along with the other two plays a crucial role in categorizing as magical realism the metafictional anti-detective story of The New York Trilogy is the violent act itself, which undermines the power structure, leads to the “an entirely new creation” (Varvogli 159), the ascetic guerilla action. The fictional space, the genre of crime fiction, where Auster was able to place his first prose, depicts a system based on dichotomy. One end is mystery or paradoxically ‘Poesque’, while the other is the historical evolution of the ‘non-Poesque’ or ‘hard-boiled’ American school’s need for realism. This economy of overwriting genre formations with their own counterparts is, according to Yury Tynyanov in his “Literary Fact,” motivated by “[t]he need for ceaseless dynamism is what gives rise to evolution, because every dynamic system inevitably becomes automatized, and dialectically delineates the opposite constructive principle” (Tynyanov 37). According to the principle of automated construction, texts mechanically produced for mass consumption (in our case, detective stories set in the static world of English rural manors) are replaced by texts born from the opposite constructive principle. The texts, generated by the opposite constructive principle, gain ground by moving in the direction of least resistance (the action-packed, lifelike texts of the ‘hard-boiled’ school inundate the bookshelves). As a result of this proliferation, the genre degenerates (the decline of the ‘hard-boiled’ school after World War II), and the resulting automatism once again triggers the emergence of the opposite constructive principle (giving rise to the likes of the metafictional mysteries of Thomas Pynchon, Margaret Atwood, William Gibson, also, Auster's so-called anti-detective stories). According to such functionality of established genres, one may differentiate between mechanical expressions that are intended for mass consumption (for example the Nick Carter series), and lyrical innovations (for instance, particular works by Vladimir Nabokov, Italo Calvino, and Jorge Luis Borges). The elements of the emerging multidimensional matrix override each other and create such a complex genre which, although the aesthetic possibilities were there from the beginning, has become unavoidable in the genre’s modern and postmodern developments.

	From the very beginning, detective novels have inherently been an allegory for the process of reading and writing. In regard to this, Tamás Bényei in his book Rejtélyes rend – A krimi, a metafizika és a posztmodern [Mysterious Order: Crime Fiction, Metaphysics, and the Postmodern] suggests reversing the polarities of the genre.

	 

	A portion of metaphysical detective stories (Poe, Chesterton) can be considered, in a certain sense, as an “extension” of the classic (not explicitly metaphysical) detective story – because they contain all the defining elements of the crime narrative, including implicit metaphysical assumptions. In fact, it is not the metaphysical detective story that extends the crime narrative; rather, it is the other way around: the crime narrative limits the metaphysical detective story. (my translation) (Bényei 20)

	 

	This shows how much crime fiction includes those paradoxical thought processes which are later exploited in the postmodern expansions if we attempt to differentiate and define the various genre variations. The first model was the ‘Poesque’ which defined itself as rational as opposed to gothic literature. Since the Poe-type of rationalism á la Poe is at once rational and irrational (cf. Edgar Allan Poe’s The Philosophy of Composition, 1846 versus The Poetic Principle, 1850), this self-defying rationalism can be seen as the genre’s self-identifying depository (based on the oppositional constructive principle it replaces the irrational gothic in order for the ‘Poesque’ to later give up its place in favor of the ‘hard-boiled’ school). This undecidability can also be found in Stefano Tani’s categorization since he classifies the mass consumption intentioned, mechanical reproductions of the genre as rational, and the lyrical, intellectual innovations as irrational (Tani 25). And what could possibly be more innovative and irrational than a text that can obviously be tied to the birth of a new genre? 

	During the birth of crime fiction, “The Murders in the Rue Morgue” (1841) links chaos and the rationalism of detection/deduction to each other in parallel lines. In the character of Dupin or (emblematically presented in Auster) William Wilson the split soul, the dichotomy of the soul (Doppelgänger, bi-part soul, doubles, or twins) solves the crime. The decisive moment is the moment of identification (Dupin adopts his opponent’s personality in order to solve the mystery). The “creative moment” (cf. Tani 5) allows for the possibility of identification which, along with the solution, leads to the “resolvent moment” (cf. Tani 6). Except that the observer, the detective’s creative side stands in opposition to the side that finds the solution (the irrationalism of Sherlock Holmes’ opium addiction eliminated the ruthless champion of rationalism). The asceticism of the investigation (another fourth connecting point that ties Auster to the genre) presupposes the fall of the previous (cf. Tani 23). The upper middle class is beguiled by the static world of scientific puzzle solving as “the fairy tale of the Golden Age” (Tani 21) which usually plays out in a peaceful English castle set far away from everything. Against this parlor crime fiction Dashiell Hammett and Raymond Chandler (cf. Chandler 16) rightfully force the ideas of literary realism (‘hard-boiled’ school) in defense of the genre. As the heir of the Middle Ages’ romance, the adventurous, conversational, popular new genre’s angry demand for realism, from the perspective of irrationalism (for example Superman or James Bond), is in itself contradictory.

	 

	What he [the detective] soon discovers is that the “reality” that anyone involved will swear to is in fact itself a construction, a fabrication, a fiction, a faked and alternate reality – and that it has been gotten together before he ever arrived on the scene. And the Op’s work therefore is to deconstruct, decompose, deplot and defictionalize that “reality” and to construct or reconstruct out of it a true fiction, i.e., an account of what “really” happened. (Hammett 2)

	 

	The quotations surrounding “reality” lead to the anti-detective story which puts the emphasis on the side of irrationalism within the dichotomy of rationalism-irrationalism: thus begin the age of the new gothic. The suspension of the resolvent (its finiteness) paradoxically place the end, the solution and closure to the crime as the driving foci of the new genre. The violation and overwriting of the genre’s boundaries create new mutations: there can be a partial solution but the text may even refuse or erase the end or even parody that which the positivistic, Cartesian mind longs so much for.

	Tani differentiates three different techniques (Tani 43) that is able to create such an effect. Innovation, unexpected solution, deconstruction (in crime fiction suspending the center, the solution) and metafiction (the book that knows it is a book). Auster is implicated in and draws on the latter two. Deconstruction allows the text to continuously move and shift the thematic focus (for example one of the characteristics of the anti-detective story is that the protagonist becomes emotionally and personally involved [cf. the character of Oedipa Maas in The Crying of Lot 49] while solving the crime becomes uninteresting). Metafiction can generate an infinite number of worlds through the hide-and-seek between the reader and the writer in the relative opposition of fiction and reality. Thus, the anti-detective story is crime per se. What Stefano Tani writes about Hammett and Chandler is not only true for anti-detective stories, but can be a starting point for Edgar Allan Poe as well: “they intermittently use detective conventions with the precise intention of expressing the disorder and the existential void they find central to our time in a genre designed to epitomize the contrary” (Tani 34) In Auster’s volume of essays, he quotes Beckett (Auster 1993, 13-14) commenting on the shift between modernism and postmodernism. “What I am saying does not mean that there will henceforth be no form in art. It only means that there will be a new form, and that this form will be of such a type the it admits the chaos and does not try to say that the chaos is really something else. . . . To find a form that accommodates the mess, that is the task of the artist now” (Driver 22-23).

	William V. Spanos adds the following about the genre of crime fiction: “the most immediate task . . . in which the contemporary [postmodern] writer must engage himself . . . is that of undermining the detective-like expectations of the positivistic mind . . . by evoking rather than purging pity and terror – anxiety” (169). The chaotic world and threatening atmosphere of the gothic novel at this point comes into connection with the shades of film noir, the realism of the ‘hard-boiled’ school, not completely free of the fantastic itself, and the anorexic feasts of minimalism. The only form that can accept the chaos is that which can question its own boundaries within the chaos itself. According to one of the traditions of the novel’s meaningfulness, its continuity stems from the process of finding the father, which seems inseparable from interrogations into the paradoxical nature of the passage of time. Thus, Oedipus becomes the protagonist, while the plot is time itself. In Tani’s work it is these two characteristics that doom the detective.

	The detective needs a starting point (the time the crime was committed) to move backwards in time, otherwise the investigation would not be anything else except regression ad infinitum. Time in the detective novel is contradictory from numerous points of view. First of all, it is extremely limited. The importance of the present only makes sense if the past is unearthed although the past is finalized before the story begins, just like the decipherable plot. The future is completely out of the question. The damage done in the past brings the doomed detective into the story. The detective is fated to advance backwards in the story. In the case of series like Hercule Poirot or Nick Carter, the Sisyphean hero rolls newer and newer cases in front of him, the episodes spin round and round as copies without an origin. The anti-detective novel avoids the trap of serialization by suspending the closure, however, the Sisyphean task of the investigation is in no way resolved, it just takes on another form. 

	Stefano Tani compares the (deconstructive) anti-detective to Kierkegaard’s ironist (Tani 46), who can choose to not choose at all. Maintaining the infinite, parallel worlds of possibilities guarantees freedom for the hero. The mystery is sustained in the maximum number of potential variations on the story and made endless in the proliferation of meanings for the actual events. As I will attempt to justify during the analysis of The New York Trilogy, in the case of Auster’s metafictional (thus not deconstructive) anti-detective novel, the free play of possibilities is not so much at stake, but instead the nothingness of the limitless and inordinate possibilities.

	 

	8.2 Mazes, Mirrors, and Maps

	In the anti-detective novel, the emphasis is pushed from solving the mystery to the time aspects of the process of detection. Suspending the possible solutions leads to epistemological and existential questions. The anti-detective is archeologist, map maker, and meaning producer all in one person, who leaves tracks while searching in the flux of the present time: a ‘plotter’ in every sense of the word. The flow and process of the present can disport the image of the past. With every passing moment, the detective gets farther and farther away from the moment in the past they are searching for. The present is the creator of the distorted mirror, the past is the creator of the labyrinth in which the perpetrator can completely disappear. In the distorted mirror of the present the past cannot be viewed as a monolithic unit, instead the past as labyrinth denotes infinitely recurring impenetrability. The detective, breaking through the mirror of the present, creates his own counterpart and opposite, his Doppelgänger. Looking back, the past becomes the prefiguration of the undecidability between the pursuer and the pursued (cf. William Wilson, Black and Blue). 

	The result of the penetration is the mirror of the present breaking into myriad shard which signify the infinite possible perspectives while reflecting the intangible white space of reality. Thus, the labyrinth of the past is the space of the mystery waiting to be solved. The mirror stage of the present creates the epistemological distortions, the wrong solutions, while the map designates the solution. Crime fiction can support this three-fold unity or undermine it, whether it is traditional or an anti-detective novel.

	 

	8.2.1 Crime and Self-discipline for Discipline and Punish

	Self-emptying the Self as an epistemological opportunity was already discussed in connection with Auster’s poetry. The obsession with money that forms the relationship between father and son in The Invention of Solitude (one of the demonic visions in the text shows the American national dancing around a dollar tree until he falls down dead), the monomaniacal compulsive thrifting of the father who guarantees financial well-being, supports the social power structures and established indoctrination. In his previously quoted work, Joseph S. Walker determines the elements of the Austerean subtext in these two moments, in such a polarity that constantly interacts with each other creating a dynamic to which Paul Auster’s texts always return (390). Recurring moments of crime (and there are examples in every Auster novel for this type of aggression) are geared at addressing issues with regard to subjectivation and assujettissement á la Fyodor Dostoyevsky and Franz Kafka. Walker uses the terminology from Michel Foucault’s work, Discipline and Punish, to describe the hero’s attempts at freeing himself from the dominant hegemonic structures. According to Foucault’s argument (cf. “Complete and Austere Institutions,” Foucault 1995, 231-256) the social patriarchal and ideological systems in the novels are designed by the literary terminology of the father-son relationship, which can be subverted with self-discipline and the processes of asceticism. The dramatic peak of this program is the crime itself.

	The poststructuralist observation that the Self cannot exist outside of language is here connected to one of the considerations coming from subject theory according to which the Self cannot exist a priori intersubjectivity as it is the Other that endows the perceiving Self with material existence, linguistic form and meaning. Thus, discipline is two-fold. On the one hand, the Self as a social entity is innately contingent, while on the other, the subject that is determined by language subjugates and disciplines itself as well. D.A. Miller’s work The Novel and the Police (1988) arrives at a similar conclusion concerning the impossibility of the metaposition and the paradox of the Self’s attempts at freedom. According to Miller, although the novel seemingly frees the reading subject by creating a private space through establishing the categories of individual, intimate, and homey, creates an enclosed amalgamation of all the above. “What the form really secures is a close imbrication of individual and social, domestic and institutional, private and public, leisure and work” (Miller 82-83). Hence, from this perspective the novel is only one manifestation of the social supervisory institutional system, and not a way out of it. Foucault’s totalizing system incorporates criminal activity as well as one polarity of the given dichotomy (committing the crime cannot undermine the social structure, it can only support it by defining itself as one of the poles in its sustaining relation to the other). The failure of frontal attacks on the totalitarian metastructures of industrial societies that are replaced by the broken contexts of postindustrial societies creates opportunities of local, guerrilla attacks as replacement and substitution in Foucault’s theory. This can lead to the conclusion that the subversion of the grand narrative is just a sign that this type of completely omnipotent metastructure never existed, that the spectacular collapse of the métarécit cannot be tied to one specific point because there has always existed space and time which allowed for authentic resistance.

	 

	8.3 An Identification Alternative to Crime: the Hunger Artist

	 

	Motto: The choice in life and literature is not between conventional practices and a truth or reality lying outside them, but between different conventional practices that make meaning possible. (Martin 71)

	 

	 

	Returning to the question of the genre of Squeeze Play, from among the genre alternations between rationalism and irrationalism Auster chooses the last traditional genre, the ‘hard-boiled’ school. This realism makes it possible for Auster to define his own pursuit counter to the traditions of mystery novels. Their realism allows Auster to define his own aspirations in contrast to the tradition of mystery novels; meanwhile, by disrupting the inherent, archaeological layers within the novel's world through the movements of opposite constructive principle, the plot has the capacity to create the irrational aspects of Auster's text. Just as the presupposed ratiocination of the ‘Poesque’ provides a guaranteed domain and context for the irrational, empty, white space that obliterates the center (the lateral logical solutions—for instance, in “The Purloined Letter,” and even more so, in “The Murders in the Rue Morgue”—question pure rationalism), so becomes the ‘hard-boiled’ crime fiction (that the publisher likely expected from Paul Benjamin) created by Auster a pretext for on the mystery of chance events and ghostlike identities.

	The genre of ‘hard-boiled’ fiction examined as a developmental stage within genre history seems encumbered with the legacy of its antithesis, that is, the mystery (it is enough to consider the atmosphere of film noir adaptations). Auster’s innovations in poetics are that he places the irrational center in the poetics of Squeeze Play on the periphery. The detective Max Klein (who appears as a prefiguration of Max Work, the contingent and two-dimensional alter ego of a Daniel Quinn mourning the loss of his family) fits the image of the archetypical Gum-shoe in American crime fiction mythology. Balancing on the ‘thin, blue line’ between the worlds of law and crime, Klein is not only not subversive but he is in fact a neutral observer in the realm threatened by the Foucauldian panopticon. Klein, a former district attorney, who becomes a private investigator to get away from the institutional corruption, does rebel against social structure, but by bringing to light the state’s dirt in the media he succeeds at replacing one powerful institution with just another. Although he does break some rules, he never questions the power and social hierarchies. Following the rules of the genre, George Chapman presents his case to the detective just as his previous investigation comes to an end. As a brief description of the protagonist's traits and inner qualities, the intriguing aspect of this scene about the previous assignment is that it reveals that nothing could be further from Klein's intentions than to take part in shaping order. A wealthy family had asked him to look for their daughter, who had been lost for years; however, Klein soon found out that hers was not a missing person but an open-and-shut case since the girl was willingly working as a prostitute in a suburb of Boston. By sorting out the truth, his work as a detective comes to an end. Klein does not intervene in the life of a girl who chose her own path, whatever that may be; he merely informs the worried parents about the truth, which they accept acknowledging the fact that their child is at least alive.

	Seeking the truth becomes an acknowledgment that the investigation in no way corresponds to pursuing crime. In our case the moral position of the traditionally idealist private investigator does not raise the protagonist above the polarity of the surveillance systems. The seemingly central position of Klein becomes even more limited in regard to the love story.

	The basic idea of this detective story is a simple inversion: the plot is not about a homicide disguised as suicide, but reversed, self-immolation concealed as murder. The sin is that of the victim’s wife, the traditional unfaithful femme fatale character, who uses the hero to figure out the factual truth and, as a consequence, foils the husband’s, George Chapman’s plan. The strung along detective becomes merely a tool and can only succeed in saving the criminals by blocking the dead baseball star’s revenge, who wanted to trap the adulterous couple with the fake crime. At the end of the novel, Chapman’s wife, Judith, a treacherous seductress offers a new perspective, her own; however, our hero of a sleuth rejects it, he is not interested anymore.

	Klein is content with assigning the woman with the stereotyped role of Brigid O’Shaughnessy from The Maltese Falcon. He does not dwell on how the power structures could unravel if he continues his relentless investigation and uncovering Judith’s accidentally destructive presence. The subversive power of irrationality is not in the protagonist, instead it can be found in the figure of the client. The real crime is not the suicide masked as a murder; it is instead the consequence of George Chapman, the baseball star’s hubris. Baseball, as a team sport, is the allegory of chaos confined within a frame. The observed rules within the natural (green) space surrounded by the white lines result in perfectly unpredictable outcomes, so Chapman’s exceptional talent and unbreakable ascending career are but a curse. The constant war between order and disorder erases the existing order; normativity loses its meaning in the confrontation between regulated structure and chaos. Chapman bets on himself, but not to profit. He is tempting fate, trying to uncover the reason for his success, which cannot be anything other than his pact with the devil. Chapman’s hamartia is to override the stochastic reality of the game with the normativity of his self-identification. For Foucault, the interpretation of such penetration concentrates on the moment of breaking through (Foucault, A preface to 33-35). The terms violation and boundary can only be defined in the conflict between them, their existence that presupposes each other reduces to that boundary line where they become interchangeable and outside of which they cannot exist. However, since their existence builds on this antagonism where they presuppose each other and both their limits and extremities are exhausted, the constant repetition forms a spiral. This movement does not lead to the cause and effect’s self-extinguishing interference because existence on the boundary cannot be depleted by repeated break-throughs. Chapman’s sin creates the opportunity for a new creation, a new order. The baseball star’s talent degrades him to the level of a ventriloquist dummy. He is trapped in a catch-22 from which he can only escape through extreme, chaotic violence against the existing order.

	In the case of Auster’s heroes, violating the boundaries (in The Invention of Solitude the grandmother shoots to kill, Chapman bets on himself, Leviathan’s Sachs blows up symbols, Walt’s finger is cut off and his Doppelgänger is lynched, in Invisible Rudolf Born stabs Cedric Williams) leads to the creation of a new order through self-disciplining asceticism, which overrides the normativity of the social power structure. Just as in the case of the other novels’ heroes the point is not just the gesture of protesting revolt and frontal attacks. Similarly, Chapman, who cheats on purpose, also does not want to form reality. His motivation to commit the crime is much more about trying to win back control over himself and finally influence his own relationship with the world. Thus, Auster does not place the crime within the paradigm of discipline and punishment, instead, he frames it by highlighting the polarity of (social) discipline and self-discipline. As opposed to the external, social definition of the Self that limits the subject, the subject’s self-limitation creates its own definition. Internalizing the systems of discipline falls outside of the dimensions of discipline/punishment and compliance with rules/law-breaking. The process always begins by violating the boundaries.

	This above is essentially true for most Auster heroes, but it is important to note that in the individual novels or power structures, we meet with protagonists that come face to face with different states of equilibrium and that travel diverse trajectories (cf. Fogg from Moon Palace), or protagonists, who have completely diverged from their trajectory (cf. Bones from Timbuktu). In the case of Chapman, his predestined failure is insignificant compared to his attempt at self-definition using the institutions of discipline, self-discipline, and self-observation. Chapman causes his own downfall in an effort to return to maximum normativity and minimum contingency. Next to Knut Hamsun, Kafka, Beckett, and his own heroes destined to disappear, Auster creates for M.S Fogg from Moon Palace and Mr. Vertigo’s Walt a prefiguration, for whom the productivity of the systems of discipline gives opportunity for redefining the Self.

	 

	 

	 

	IX. The New York Trilogy (Volume 1)

	 

	Motto: Whether they conceal or reveal a mystery, these elements that defy all systems have only one serious, obvious quality – that of being there. (Robbe-Grillet 56)

	 

	 

	In order to define the poetic guiding force of the genre regression I quoted Stefano Tani’s conclusion, that is, “conventions are paradoxically functional in the disintegration of the genre” (Tani 43). I believe that the critical confusion around Paul Auster’s later works stems from the reception mainly focusing on the deconstructive readings of the trilogy’s anti-detective fiction, due in part because of the undeniable influence and strong reverberations of Alison Russell’s 1990 seminal study “Deconstructing The New York Trilogy: Paul Auster’s Anti-Detective fiction.” Chapter 8.1 concentrated on metafictional anti-detective fiction for the very reason to attempt at clarifying the relationship between The New York Trilogy and later novels by changing the emphasis from deconstructive readings to the labyrinth of intertextuality and the whirling paradoxical dichotomies of Self/text, reading/writing, and author/reader, as well as onto the invisible absences and the white spaces of identities.

	First and foremost, there is a need to exactly differentiate between the two genres. Tamás Bényei’s book is instructive to this regard, especially in expanding the categorical system from Stefano Tani’s The Doomed Detective. Bényei defines metaphysical detective novels organized partially around the epistemologically allegorical nature of classical crime fiction, and partially around the allegorical nature of reading/interpreting (Bényei 105), and within that, anti-detective fiction with special focus on the metaphysical detective story where the basic claims of classical crime fiction are overridden using irony and/or parody, and in which the solution is suspended, multiplied, or loses its meaning (Bényei 111). Bényei describes the latter as a paradoxical genre configuration.

	 

	[W]hen anti-detective stories begin to engage with the epistemological strategies of metaphysical detective stories, they enter into a dialogue with every detective story. . . . In fact, we could say . . . that the texts I consider to be anti-detective stories are anti-metaphysical detective stories. In other words, they can be read as a deconstructive critique of the metaphysical and logocentric assumptions underlying crime fiction. (my translation) (Bényei 21)

	 

	According to this statement, it can be claimed that anti-detective fiction is inherently deconstructive while being metaphysical at the same time. In his comparison of classical and anti-detective fiction, Bényei characterizes metafiction as a contradictory boundary area, which “surpasses any claim of pure rejection or denial” (my translation) (41). He corroborates this latter premise by making the following comments on the central role of the receiver and the playfulness and the genre’s self-ironic intertextuality:

	 

	In anti-detective stories, the characteristics of the classic crime genre appear on a metafictional level, in quotation marks, while the traits of the anti-detective story are present somewhat unconsciously, stemming from the demands dictated by the genre market. However, in the background of the anti-detective story, there is always a reflected metapoetic framing, a dialogue carried out with the very tradition of the novel. (my translation) (Ibid.)

	 

	Although the typological similarities between the trilogy and the following novels can clearly be shown, the diversity in genres during the first interpretations of The New York Trilogy could have caused contradiction and confusion. It is probable that the critics listed Auster among the first wave of postmodernists, based on the first volume, they would have reflexively related him to John Barth, William Gaddis, Robert Coover, John Hawkes, and Thomas Pynchon.

	I argue that instead of mystery, my choice of the concepts of the (‘hard-boiled’) detective novel, the investigator as writer instead of reader for Auster is based the same ontological, epistemological, aesthetic premises as those that structure his early poetry, dramas, and later prose. The premise of the Tani quote highlights that after writing Squeeze Play, Auster exploits the possibilities in the genre of detective fiction and moves beyond the free play of the open work’s (read from the view of reception: poetics that emphasizes the deconstructive aspects of anti-detective stories) opportunities so that on the path leading from the work to the text, within the labyrinth of metafictionality, it can reach the presence potential of the unlimited, blank, white space that precedes writing.

	 

	9.1 A Fitting Genre

	 

	Motto (1): How many of the normally assigned qualities of the novel, especially those qualities that have become attached to it through critical exegesis, formulation and application of theory, and scientific or semiotic analysis, can be abandoned, mutilated, ruined in and by a narrative that remains identifiable as a novel? (Lavender 219)

	 

	Motto (2): In other words, to what extent would people tolerate blasphemies if they gave them amusement? The answer is obvious, isn’t it? To any extent. (Auster, City of 154)

	 

	 

	The attention of contemporary criticism in regard to The New York Trilogy focused on justifying the conclusion that the novel falls into the latter of Roland Barthes’s binary of work versus text (Barthes, From Work 75ff). Numerous scholars have demonstrated that the genre born from pretexts does not build on mystery (the ‘Poesque’) with stable and decryptable sign and signifier relationships; instead it builds on the ‘hard-boiled’ detective fiction with chaos and contingencies built in. It can also be concluded from this that instead of a modernist work that is closed, “readerly” and operates with symbolic codes and webs of motifs, a plural, web-like, combinatoric, text that can be brought into play can be found (Barthes, S/Z ix.). The emphases in these theorems are placed on the reader instead of the text; the spectacular, inter- and hypertextual structure distracts from the contradictory realism. It has already been covered that the realism in the ‘hard-boiled’ school paradoxically pairs with irrationalism. This research also included that such need for realism, hallmarked by Dashiell Hammett, can be relativized from the correct distance and itself becomes textual and fictive (cf. from a postmodernist point of view, Poirot is no more unlikely a figure than Sam Spade). This claim from Russell stops at the point where it can contrast the dominance of (using Barthes and Todorov’s terminology) the crime, the fable, the story, the proairetic codes, the events that design the plot and the behavior that signifies motivations with detection, the sjuzet, and the mysterious spaces for the plot and hermeneutic codes. It is from this framework that Alison Russell writes that “[t]he lack of any one single solution leaves the narrator, and implied author, of the trilogy free to choose any or none of the potential solutions available to him; he is free to begin another quest in a new world full of possibilities” (83). Following from this logic and based on Tani’s categorical system, Russell identifies the trilogy as deconstructionist anti-detective fiction. 

	This genre in postmodernist metafiction is characterized by the lack of solution, evil’s inscrutable conspiracy, a world that is volatile and intangible from the point of view of the detective, yet still yet to be immersed in evil plots and intricacy from that of the villain. Tani, who uses Pynchon’s The Crying of Lot 49 as its primary example, ties this genre to the traditions of the ‘Poesque’ mystery where the focus of the text is the tracker for who suspending the solution provides an opportunity to face their own interpretation and individuation strategy (Tani 126). It would seem just as problematic to attach Auster’s texts to the narrative characteristics of the first wave of postmodernism as it is to state that, based on his lean stylistic toolbox, the author was a minimalist. In the following, a close reading interpretation will show that The New York Trilogy, instead of a deconstructionist anti-detective story, is metafictional anti-detective fiction. This latter categorization has the advantage of creating an opportunity to show the narrative, aesthetic, epistemological, and ontological relationship between the first typical Auster novel and the ones following it.

	For Tani, the conventional crime fiction tools can barely be found in the metafictional anti-detective fiction, the boundary spaces of irrationalism are emphasized instead (cf. the chaotic ‘hard-boiled’ school); furthermore, the detective function is tied to the reader, and the murderer’s role is tied to the writer’s function (Tani 25). Tani also emphasizes that Doppelgängers, known from deconstructive anti-detective fiction, too get important roles and relativize the positions of the reader and the writer (Tani 132). In metafictional anti-detective prose, the world is the world of texts, reality is always fictional and foremost exposed to constant change. In deconstructive anti-detective fiction, the theoretical considerations undermine the literary representations, although the parallel nascent theoretical axis also strengthens them (Tani 145). In the case of the metafictional counterpart, both the form and the theory remain instable. Jeffrey T. Nealon offers the following insight:

	 

	I want to suggest that City of Glass offers a confrontation not so much with a reading space of play and possibility—the dominant concepts in American postmodernism of the 1970s—but rather with a writing space of (im)possibility, hesitation and response to alterity, those crucial watchwords for the second wave of artistic and critical postmodernist inquiry. If, as Spanos argues, the detective-as-reader is a privileged site for understanding the first wave of destructing postmodernism, I will argue that Auster's detective-as-writer constitutes a privileged site for understanding a slightly different impulse within postmodern American fiction. (emphases added) (95)

	 

	Genre as a collective term is first and foremost context, the sum of those texts that define themselves based on a relationship with one specific genre. The rules of genres draw on presuppositions and identify context based on the relationships between the characters and the relationship between the reader and text. As the Tani motto and the quote from Alain Robbe-Grillet have advanced, I claim the Auster text to be such a text that does not live up to the previously listed expectations. Since the tradition of intertextuality assumes its existence, the genre paradoxically remains functional, creating a textual space where writing and literature in the Blanchotian sense can be characterized as an a priori space.

	In the case of The New York Trilogy, the characteristics of the genre are not satisfied on several levels. Using the opportunities of preemption in postmodernism, as well as mixing the irrationality in ‘Poesque’ literature with the gothic irrationality of the ‘hard-boiled’ school, Auster’s novel moves toward the questions of genre (as a system of assumptions) and obliterates both while simultaneously keeping them in play. The presence of the ‘hard-boiled’ school is obvious; even a film noir/mystery comic book adaptation of City of Glass has been published (cf. Karasik and Mazzucchelli, 1994), but by choosing metafictional anti-detective fiction, Auster keeps the system of presuppositions of the deconstructive anti-detective fiction since, as Tani’s categorization has pointed out, the latter’s characterizations can be found in the metafictional alternative as well (cf. missing solution, uncertain perceptions) (Tani 76; 116). At the same time, by changing the focus from the reader to the writer, he undermines those as well as the free play between the opportunities creates a capacity for radical uncertainties. The unfulfilled premises take control over the textual space and paradoxically stay functional and appear as a drive for organizing the text. Since all this does not lead to a break down in literary communication (because fiction cannot answer to claims regarding demands for truth or falseness), text that is born this way undermines the principle of normativeness of communicational relevance. According to Dan Sperber and Deirdre Wilson's axiom, human communication inherently seeks maximum relevance, making the attribution of discursive meaning normative and thus suspendable (cf. Sperber and Wilson 118-151). The relevance of a literary text would be linked to its genre to tie in normativity; Auster's The New York Trilogy precisely plays with this presumed context-dependent system of signification. To put all of this in another way, fiction cannot lie thus it can only be the truth.

	 

	9.1.1 City of Glass

	 

	Motto: Auster’s detective-as-writer constitutes a privileged site for understanding a slightly different impulse within postmodern American fiction. (Nealon 95)

	 

	 

	The distinction and difference between the work that builds on a readable, closed, symbolic system of codes that have motifs and the writeable, open, disseminated text unfolding in the impactful work by Roland Barthes, From Work to Text, is thematized in the character of Daniel Quinn, the protagonist of City of Glass. For Quinn, who was denied a reference point for contingency, the closed elements of high modernism provide comfort. Daniel Quinn writes ‘hard-boiled’ detective novels under the alias of William Wilson (a self-revealing and contradictory reference to the ‘Poesque’), in which the main character is the fearless Max Work (cf. ‘masterpiece’).

	 

	Since everything seen or said, even the slightest, most trivial thing, can bear a connection to the outcome of the story, nothing must be overlooked. Everything becomes essence; the center of the book shifts with each event that propels it forward. The center, then, is everywhere, and no circumference can be drawn until the book has come to its end. (Auster, City of 15)

	 

	In order for the great performance of the closed work to happen, there needs to be three Selves. The first is Daniel Quinn (crime fiction writer) who wears Don Quixote’s initials, the second is the literary archetype’s Doppelgänger William Wilson (mimicry), the third is the “Work” (crime fiction) itself. 

	 

	In the triad of selves that Quinn had become, Wilson served as a kind of ventriloquist, Quinn himself was the dummy, and Work was the animated voice that gave purpose to the enterprise. If Wilson was an illusion, he nevertheless justified the lives of the other two. If Wilson did not exist, he nevertheless was the bridge that allowed Quinn to pass from himself into Work. (Auster, City of 13)

	 

	For Quinn, the organizer writer of disorder Wilson provides a way between the reassuring importance of chaos and Work. Quinn reverently pays tribute to Work who, thanks to Wilson, can carry out his reckless deeds and make witty remarks in order to seduce his next love interest in the long line of femmes fatales. Thus, the artwork and Work joined together shall overcome chaos. It is necessary at this point to turn to Maurice Blanchot’s conception of work in order to differentiate between the space of writing and the space of work as well as the illusory space that creates a bridge between them, that is, the Doppelgänger.

	 

	(1) The Work and the Literary Work

	 

	Motto: Fascination is solitude's gaze. It is the gaze of the incessant and interminable. In it blindness is vision still, vision which is no longer the possibility of seeing, but the impossibility of not seeing, the impossibility which becomes visible and perseveres—always and always—in a vision that never comes to an end: a dead gaze, a gaze become the ghost of an eternal vision. (Blanchot, The Space of 32)

	 

	 

	Blanchot separates the basic term of work in two and ties it to the dialectics of denial and transformation. He makes a distinction between the work necessary to create a literary work and the work necessary to develop objects. The former

	 

	takes effort, yet effort evidently quite different from that which we put into making objects and projecting results. We even see now that it is the opposite of purposeful work, although similar in one point. For in both cases, it is certainly a matter of “transformation.” In the world things are transformed into objects in order to be grasped, utilized, made more certain in the distinct rigor of their limits and the affirmation of a homogeneous and divisible space. But in imaginary space things are transformed into that which cannot be grasped. Out of use, beyond wear, they are not in our possession but are the movement of dispossession which releases us both from them and from ourselves. (emphasis added) (Blanchot, The Space of 141)

	 

	For Blanchot, the literary work created with work is what moves history, thus history is nothing else but the story of denial; the possibility of a higher level of transformation is made possible by denial, the dialectics of synthesis can only calm the staunchest believers in progress with its teleological economics. One example of creating objects is the famous Martin Heideggerian hammer. If a person wants to work, they endeavor to use tools. They gather things that do not go together (wood, metal), deny their true nature (wood will become a handle, metal will become a hammer head), and, in order to arrange them in a new order, they create their work, the hammer itself as a unit of meaning. The hammer is ready-to-hand, and we instinctively employ it without theorizing or carrying out analysis. If, on the other hand, we were to scrutinize it as an object detached from our immediate tasks, we could easily make a mistake in identifying it. It is only when the hammer malfunctions or disintegrates that we may view it as an inanimate object lying idle.

	 

	As far as Quinn could tell, the objects . . . were valueless. They seemed to be no more than broken things, discarded things, stray bits of junk. Over the days that passed, Quinn noted a collapsible umbrella shorn of its material, the severed head of a rubber doll, a black glove, the bottom of a shattered light bulb, several pieces of printed matter (soggy magazines, shredded newspapers), a torn photograph, anonymous machinery parts, and sundry other clumps of flotsam he could not identify. (Auster, City of 95)

	 

	Even in such situations, the dysfunctional object might not be entirely inanimate, as it now presents itself as something requiring repair or disposal, becoming a part of our ongoing activities. In this scenario, its essence may be perceived as unreadiness-to-hand. In the case of the literary work, it is a situation that is both similar and different. The writer also denies language in its current form (distorting it, squeezing it into a frame, transforming it) for the purposes of their artistic goals. According to Blanchot, however, the literary object withstands becoming a finished, perfect piece of work. Words cannot be revoked, as elements of the text they are always witnesses to what, based on the work’s possible restrictive intention, (retroactively) could have been left out or were to be left out. The space of literature is just as infinite to Blanchot as the ideal work is closed for Quinn.

	In Blanchot's argument, the open literary text is not a higher-level structure built upon words denied due to inevitable endings and limits of significance. Instead, it is an entity that cannot be restricted, one that resists singularity of meaning. Literature is not one among the many contexts created within boundaries that enable teleological development, but rather a continuous subversion of meaning unguided by closure. As he insists in The Gaze of Orpheus: the literary work “negates the negation of time, it negates the negation of limits. This is why this negation negates nothing, in the end, why the work in which it is realized is not a truly negative, destructive act of transformation, but rather the realization of the inability to negate anything” (Blanchot 35).

	For Quinn, looking for respite in rounded off, closed structures, this all creates serious dilemmas. Not only did the absent author exile him into (according to Russell) a deconstructive anti-detective story with a suspended ending, but also into the space of writing and the space of literature. While Quinn performs as an author, he is able to create contexts using the economics of limits with the help of William Wilson. In the opening scene of the novel, during an accidental phone call, someone is looking for Paul Auster the detective (since this is about a metafictional anti-detective story, the author). The actor as author in the novel is never home, so Quinn finds an opportunity within randomness to become a metaphysical work (Max Work) himself. Our hero, who sees the relationship between sign and signifier as transparent and stable, is proven to be unable to become his own actor (work’s or Work’s) as the plot progresses. The linguistic sign cannot be interpreted as pure function, as there seems to be no relationship motivated by a teleological aim between language and meaning. In Blanchot’s interpretation, the space of the creative writer is that which completely grasps dysfunctionality and the opportunity which the disorganized, fragmented images, unorganized into a unit due to the absence of the promise of closure, carry within themselves.

	 

	(2) The Don Quixote Paradox

	 

	Motto: Metafiction deserves its prefix not because it is “above” (an etymological anomaly), but because it is changing, fiction in a state of metamorphosis. (Lavender 238)

	 

	 

	The ‘white spaces’ in consciousness, the space of writing will completely swallow Quinn, but before that in a short digression we should turn back to William Wilson who, similar to Max Work, is short-lived in this volume. William Wilson (as Black and White) will be given space in Ghosts, the second part of the trilogy. The surface of passage between Quinn and Work’s Doppelgänger is secured by William Wilson, the pure abstraction of doubling and splitting. Within the equation of Doppelgängers, Wilson is the ventriloquist, father figure, and authority.

	Normally, the expectation would be that Quinn is the ventriloquist and Wilson is the puppet, whose words become Work’s narrative (triad of Selves in this case should be as follows: Wilson > ventriloquist, Quinn > puppet, Work > voice). The discrepancy emphasizes that Quinn can only live as long as the words he comes up with lend him existence. Compared to the tradition of the dichotomy of Self that observes itself, the ventriloquist metaphor presents a change by including the author into the relational system of egos, thus creating a trio of Selves instead of the anticipated Doppelgängers. The guarantee of the fictional unity of the voice and puppet and the nature of the work is the author (W.W.), who is the signifier, and without whom the characters would disappear from the space of writing. The author here is a floating signifier, one impossible to locate. At the beginning of the novel, Quinn happens to be in the middle of reading Marco Polo’s travels, specifically the introduction that serves as authentication and asserts the originality of the story when the future client of our hero, Peter Stillman Jr. calls the wrong number, looking for the Auster Detective Agency. Quinn, who (due to the design and intention of Paul Auster, the autobiographical writer) also wishes to become Work, that is, literary work, hence enters into the role of getting along with the game. Just as Don Quixote emerged as a medieval knight, so Quinn now has the opportunity to become a real ‘hard-boiled’ detective. The erroneous phone call is repeated three times. The first time Quinn lets the person on the line know that his must be a wrong call, the entity named Auster (the author) is not present on the other end of the line. The second phone call happens when he is defecating on the toilet. Quinn, who, during the progression of the plotline, is to slowly become a hunger artist, is prevented by excretion (an attribute of the corporeality of the contingent subject) from giving up his still retained identity as a mourning husband and father by excretion as a preceding stage before his self-emptying transformation.

	However, the third time Quinn is prepared to be reborn. While waiting for the call he listens to Joseph Haydn’s opera buffa, Il Mondo della Luna (1777) [The World on the Moon], and he considers it necessary to fit the occasion by completely undressing. The irrationality of the moon, the chaotic, white, empty space of nothingness metonymically signifies the brewing transformation. The emphasized, direct, overdriven, exaggerated, and artificial literariness in showering the reader with clues during these opening scenes creates the effect of self-reflexive distancing and defamiliarization characteristic of double entendre and radical irony; while also bringing into play the poetic tools listed above. Yet, the domain of narrative poetics here is far from homogenous.

	In a deconstructive anti-detective novel the naked paper hero would be prepared to be reborn while listening to Haydn as a specific cultural reference assigning meaning to the very act in order to direct the reader’s attention to the degrading theater setting. However, at this point in the text, the appearance and dissipation of the self-revealing, unveiling center stage and its disintegration only creates a surface for the seduction of the reader (as literary techné) luring and pulling their gaze towards spaces of absence. Here, the Moon indexically connects to the intertwining concepts of perception and enunciation that were discussed in relation to Auster’s poetry with a quote from “Wall Writing”: “And what stands at the edge of whiteness, / invisible / in the eye of the one who speaks” (Collected Poems 81).

	 

	The detective is one who looks, who listens, who moves through this morass of objects and events in search of the thought, the idea that will pull all these things together and make sense of them. In effect, the writer and the detective are interchangeable. The reader sees the world through the detective’s eyes, experiencing the proliferation of its details as if for the first time. He has become awake to the things around him, as if they might speak to him, as if, because of the attentiveness he now brings to them, they might begin to carry a meaning other than the simple fact of their existence. Private eye. The term held a triple meaning for Quinn. Not only was it the letter “i,” standing for “investigator,” it was “I” in the upper case, the tiny life-bud buried in the body of the breathing self. At the same time, it was also the physical eye of the writer, the eye of the man who looks out from himself into the world and demands that the world reveal itself to him. For five years now, Quinn had been living in the grip of this pun. (Auster, City of 15-16)

	 

	Quinn, who wants to transform into a work, does not yet know that he is on the best road possible to first dissipate in a Barthesian text, and finally completely disappear in the space that Blanchot defines as the space of writing in relation to the literary work. Quinn first gets rid of all the traces of the input and output transactions of the contingent subject from his desk: “dead matches, cigarette butts, eddies of ash, spent ink cartridges, a few coins, ticket stubs, doodles, a dirty handkerchief” (Auster, City of 63), and places the red notebook in the center of the table, hoping that he can transform himself into a detective, a writer, a piece of work. Since the text that he exists in neither can offer him a case that can be investigated, nor a central point, or any possible closure for the work, the red notebook does not document anything else in the three volumes of the trilogy except the existence of the protagonist. The chapter cited above concludes with the following lines:

	 

	And then, most important of all: to remember who I am. To remember who I am supposed to be. I do not think this is a game. On the other hand, nothing is clear. For example: who are you? And if you think you know, why do you keep lying about it? I have no answer. All I can say is this: listen to me. My name is Paul Auster. That is not my real name. (66)

	 

	Quinn is reborn as his own story’s author under the name Paul Auster, but he only continues to complicate already turbulent situation of his trichotomous Selves (D.Q. > W.W. > M.W.).

	Seymour Chatman, building his construction of the roles of the reader and writer on Wolfgang Iser’s narrative system, outlines the following general scheme (Chatman 151):

	 

	[writer’s side] Real author > Implied author > (Narrator) >

	[reader’s side] (Narratee) > Implied reader < Real reader

	 

	The implied author of Max Work’s modern crime fiction is William Wilson, who creates for the author Daniel Quinn the position of the implied reader that coincides with his hero’s position. Quinn wants to step out of this role on an extradiegetic level, from reader’s position to writer’s position. He himself is prepared to transform into a detective. In the very moment that Quinn picks up the phone and takes on the figure of detective Paul Auster, a new story is being created with a new protagonist. From here on out, he subjects himself to the Real author’s, Paul Auster’s will, who directs his hero’s doom through the position of implied author. Quinn goes to the first and only meeting with his client as a puppet without a will, an automaton without consciousness. It seems he is again fated for the role of unknowing ventriloquist puppet: “’I seem to be going out,’ he said to himself. . . . ‘I seem to have arrived,’ he said to himself” (Auster, City of 22).

	Later such complications regarding the situation further multiply.

	At one point in the story Quinn wants to find the implied author, the detective Paul Auster, but instead, he can only find the paper copy of Chatman’s ‘Real author,’ the real Auster. Since the novel inherently uses the concept of detective-as-writer, to plot Quinn’s structure of Selves, we need to use the writer’s side of Chatman’s diagram.

	 

	writer Auster0 > detective Auster1 > (Quinn > Wilson > Work) > paper-Auster2

	 

	In this system, Auster1 would be the implied author, but he is missing from the text and is present only as the abstract “primum movens” function. It can only be deduced from the movement of the puppet’s mouth that there needs to be someone who is moving it. On an intradiegetic level, building on the logic of a Chinese box, the Quinn/Wilson/Work trio mirrors the structure of the ventriloquist’s narrative. The system that incorporates another system larger than itself entails a pars pro toto conformation, creating the ad infinitum movement of regression and progression as the structure’s inner vortices. This inner, nucleus structural empty space guarantees that the writer’s and reader’s sides of the narrative structure are interchangeable, inextricable, and undecidable. The complications, however, continue.

	In the figurative third person singular novel, at the end of the first volume, the first person singular friend of Auster2 suddenly appears. Auster2 passes on the red notebook that remained as a trace of Quinn. He testifies that he is the actual narrator who will decipher Quinn’s notes and quotes the authentication process from Marco Polo: “There were moments when the text was difficult to decipher, but I have done my best with it and have refrained from any interpretation” (Auster, City of 202).

	The effects of infinity could be found at various points throughout the structure. The existence of Auster2 cancels out the possibility of the existence of Auster1. It also contradicts the statement of the first person singular narrator that the events are seen throughout the narration from the focalized perspective of Quinn. The construct of Auster’s friend, therefore, can be tied to the protagonist, but can also be seen as an implied author as well, who rebukes Auster2 for their sluggish indifference. In this case, the undecidability does not make infinite, but instead inverts.

	It is enough to outline the writer’s side of Seymour Chatman’s system, since it becomes interchangeable in regard to the reader’s side. In the novel a coded narrative mise-en-abyme can be found that interprets its own narrative structure; the novel itself apparently takes a side in the question of who the narrator is. When he finds Auster2, Quinn (who Stillman called at the advice of Michael Saavedra) gets the chance to hear the idea of the writer’s forthcoming essay, which questions the authorship of Don Quixote. The conclusion of Auster2’s intellectual acrobatics is that Don Quixote wrote the novel under the alias of Cid Hamete Benengeli, using the pen of the barber and priest who noted down the illiterate Sancho Panza’s words. The text was translated into Arabic by the student Sansón Carrasco, and later Cervantes found this translation and had the incognito Don Quixote translate it back into Spanish.

	Following the scheme of the model within a model the first person singular narrator who appears at the end of the text can be identified according to this paradoxical movement as the Doppelgänger of Auster2 (third person singular versus first person singular); Quinn, the protagonist who is writing their own novel (Don Quixote); the function of the implied author (embedded in the elliptical character of Auster1); and creating the closure of the concentric relational system, with the writer Auster0.

	 

	writer Auster0 →detective Auster1 → (Quinn > Wilson > Work) →paper-Auster2→1 SG

	↑_______________↑__________________↑______________↑__________↓

	 

	Intratextually, the multiplying authors in the inner mirroring of the text support Tímea Jablonczay’s statement: “One of the most important intertextual connections between City of Glass and Don Quixote is being created on the level of authorial metalepses á la Gérard Genette” (my translation) (120). William Laveneder outlines a similarly complex system that is different from the one above and makes the following statement about the reader’s side: “We wonder, even, if the layers of readers would not simply distribute themselves among the strata of authors” (223).

	The reader is not only invited into the position of implied reader within the space of the text, but also into the infinite regression and progression of the narrative positions’ pastiche which cancels each other out yet refers to each other as well. The reader is able to state about themselves, along with Quinn: “My name is Paul Auster. This is not my real name” (Auster, City of 66). The questions of identity lead to the questions of textuality, while they undermine the ontological basis of differentiating between the author, the narrator, and the reader. The drama of the text is sustained from the play of the basic misunderstandings in reference to the Cartesian ego, that is, the action is preceded by an actor (where the Self is the cause of the narrative, not an implied product of it), the intention and thought precedes linguistic presentation, and that language is neutral and transparent when it comes to the meaning that is created by it. The recognized commonalities in the differences of the Self are the product of the story that frames the flux of the contradictory experiences although the criterion for this story is not the truth, but the adequacy of the narrative chain. Self-discovery thus creates an intellectual space where the differences between truth and fiction break down.

	A corollary consequence and continuing process of the general findings about by such poststructuralist theorems lies in inherently aporetic logical structures. If it is stated that ‘true’ self-discovery is impossible, what guarantees this statement’s continuing truthfulness? If a text renounces the transcendent guarantees of the truth it becomes paradoxical where it coherently attacks coherence, and thus itself. The text endeavors to establish a statement for truth conditions, according to which it is impossible to assert previously established or presupposed truth conditions. As such the drama of the text (and the reader) becomes nothing else but the tragedy of the impossibility of self-discovery. Paul Auster quotes Rimbaud in The Invention of Solitude: “Je est un autre” (133).

	Self-discovery is doomed to fail; however, the fact of the text’s existence overwrites the fear, violence, and discouraging power of radical doubt. The stakes of self-discovery cannot be found in its success or failure; the stakes are the story itself. In the space of the pastiche that is the unity of reader, author, and actor, the loser is the one who gives up writing first. The participants of the process of the novel “‘die’ when their signifiers are omitted from the printed page” (Russell 75). The novel itself comments on such conundrum when we read the following line: “The last sentence of the red notebook reads: ‘What will happen when there are no more pages in the red notebook?’” (Auster, The City of 200).

	 

	(3) Semiosis and Genre

	 

	Motto (1): [T]he text is a network or tissue located in the infinite text of the déjà vu. (Malmgren, From Work 22)

	 

	Motto (2): Nostalgia for the present. (Auster, The Invention of 74)

	 

	 

	Stephano Tani’s statement that has appeared multiple times in this text is instructive for the present chapter as well: “conventions are paradoxically functional in the disintegration of the genre” (43). Up to now, this paradox of genre theory has been approached from the view of history (cf. the dialectics of the oppositional constructive principle), epistemology, ontology, aesthetics (cf. Blanchot’s notion of worlds that precede the space of writing), as well as reception theory (cf. the Self-constructions coded in the work). There are two conversations in the City of Glass (the first is between Daniel Quinn and younger Peter Stillman, the second is between Daniel Quinn and older Peter Stillman), which includes semiotics into the disciplines that the text builds on and which it ridicules.

	 

	(4) The gothic metafictional anti-detective story

	The traditional approach is that genre is defined by its own conventions and the context of the following texts (cf. Todorov, 1970). Both critics and writers seem to agree on this question in connection to popular culture and within that especially pulp fiction, where the goal is to create the newest reincarnation of the genre. The definition’s tautological, arbitrary nature foreshadows the always already present opportunity to subvert the genre. The genre’s self-identity is based on the premise that the genre exists, that is, the genre works, which corresponds to retrospectively erected systems of rules, themselves creating the canon which defines the genre and its norms as context. Tony Bex in his Variety in Written English (1996) states a generally accepted opinion when asserting: “Writers . . . construct texts in conformity with perceived generic conventions because they intend their texts to have the particular ’meanings’ associated with the genre and readers interpret such texts according to the same conventions because they are familiar with previous, similar texts and recognise the intentions” (176). Raymond Chandler writes the following about the formal requirements of the mystery genre, while criticizing A.A. Milne’s Red House Mystery:

	 

	Yet, however light in texture the story may be, it is offered as a problem of logic and deduction. If it is not that, it is nothing at all. There is nothing else for it to be. If the situation is false, you cannot even accept it as a light novel, for there is no story for the light novel to be about. If the problem does not contain the elements of truth and plausibility, it is no problem; if the logic is an illusion, there is nothing to deduce. (178)

	 

	The ‘hard-boiled school’ follows the irrational “suspension of disbelief” rationalism, a term originally coined by Samuel Taylor Coleridge as early as in 1834. “It was agreed, that my endeavours should be directed to persons and characters supernatural, or at least romantic, yet so as to transfer from our inward nature a human interest and a semblance of truth sufficient to procure for these shadows of imagination that willing suspension of disbelief for the moment, which constitutes poetic faith” (Coleridge 174). The given possible world’s inner, coherent logic could provide an answer to every fantastical element just because it is consistently built compared to itself. This is the definition of a closed work, where the center “is everywhere, and no circumference can be drawn until the book has come to its end” (Auster, City of 15).

	In his volume on fantastic literature (1970), Tzvetan Todorov differentiates within the genre of the fantastic two sub-genres that border each other, the uncanny (das Unheimliche) and the marvelous. While marvelous means the fantastic with unexplained supernatural features (the reader has to deal with new, unfamiliar laws of nature), while the uncanny provides explanations and possible interpretations for the supernatural (the reader can understand the unexpected event in the known world).

	 

	[I]n order to explain the fantastic—there also exists the uncanny in the pure state. In works that belong to this genre, events are related which may be readily accounted for by the laws of reason, but which are, in one way or another, incredible, extraordinary, shocking, singular, disturbing or unexpected, and which thereby provoke in the character and in the reader a reaction similar to that which works of the fantastic have made familiar. The definition is, as we see, broad and vague, but so is the genre which it describes: the uncanny is not a clearly delimited genre, unlike the fantastic. More precisely it is limited on just one side, that of the fantastic; on the other, it dissolves into the general field of literature (Dostoievsky's novels, for example, may be included in the category of the uncanny). According to Freud, the sense of the uncanny is linked to the appearance of an image which originates in the childhood . . . (Todorov, The Fantastic 46-47)

	 

	The uncanny is a type of fantastic genre which keeps the supernatural within its own space, which maintains its own irrationality. The restrictive relationship and border between the fantastic and uncanny is what creates the openness in the genre that Todorov describes. The New York Trilogy’s constantly changing and developing genre found its form within the openness that stems from this doubledness. Adding on a new precedent to Stefano Tani’s categorization, the exact determination of the trilogy in context of the former information could be gothic metafictional anti-detective fiction. The subgenre uncanny is, in a Freudian sense, the unheimlich experience of itself, its own childhood of the fantastic genre.

	If we extend the genre of the fantastic with a structural displacement to fantastic attributes of genres as such (in an epistemological sense), we return to the problem of the presupposed a priori status of genre. What distinguishes the uncanny from the genres of the fantastic and the marvelous is its characteristic of thematizing questions related to the phenomenology of genre and the preconditions of the genre. The uncanny experience here seems but a given genre’s reminiscing of the a priori space of writing when narrating events or performing language acts, creating rememories on the precedence of language and on the genre’s identity found only in context. The out of context, weird, unhomely, eerie phenomena resist interpretation. The remaining involuntary cognitive functions, however, still attempt again and again to make the alien familiar, to find or create context for the signifiers.

	The reader is forced to give up one by one all of their strategies, which paradoxically does not lead to the complete collapse of literary communication. According to the axiom from Dan Sperber and Deirdre Wilson's 1995 book on the relationships between communication, cognition, and relevance, human consciousness is geared towards maximizing relevance (261). The authors argue that general human communication unconsciously follows the principle of relevance, whereby every obvious communication act presupposes its own optimal relevance (158). In this sense, statements like "business is business" are not tautological. On the receiver's side, this results in the assumption of minimum redundancy and maximum relevance of the message, and it is produced during the decoding process. Communication only collapses (due to the maximization of relevance) when one of the central presuppositions is not met. The latter statement loses its validity in the case of literary communication because maximizing relevance does not aim to maintain a context created here and now but to assert a system of preconditions. The context of the genre rule system represents a network of strategies acquired during the generation of readings, and as a result, it can be suspended. Since the reader, who validates as a basic premise the principle of relevance, is prevented from decoding by unfulfilled systems of assumptions, the process of meaning is placed into the space of metafictional context of the text. The reader, regardless of whether they are able to assign context to the uncanny elements or not, is forced to abandon the maximalization of relevance in the act of reading.

	Just as for Daniel Quinn the border between object and subject slowly disappears, and so does the starving artist/reader slowly make it into the white space of writing. The genre that simultaneously maintains and undermines its own genre (expectations), here, in the case of Austerean poetics, creates a book of questions. Only a genre held in a state of continuous metamorphosis, along with the subject being constituted within it, may reach the contextless flux of floating signifiers. This space is characterized by the poetic titles of such early novels as The Music of Chance or In the Country of Last Things. Unlike the marvelous subgenre, the uncanny does not lead to the free play of possibilities. Quite the opposite, it encapsulates the supernatural and frames the irrational. According to Todorov, to experience the uncanny is to experience the act of overstepping boundaries: “to cross certain frontiers that are inaccessible so long as we have no recourse to it” (The Fantastic 37-38). In decoding the fictional signifiers, the principle of maximum relevance becomes incomprehensible.

	In genres of the uncanny genre, the reader, by constantly and progressively violating the relevance structure, inadvertently overdrives all internalized genre-specific meaning-making mechanisms to the extent that they become suspended, while not questioning either the rules within the genre or the rules of the genres themselves are to be called into question. During such individual operations in the act of reading the effects of semiotic levitation emerge parallel to a destructuring of individuation and subjectivation processes. The observer of the objects deprived of their contextual meanings and coherence becomes exposed to having an unheimlich experience of the subject’s difference from its own singularity while observing its own absence at the same time. The boundary of the genre that still/already exists opens a generic fissure in which the reader’s interpretation, similar to the older Stillman’s broken, unusable umbrella, is still operational, although it is deprived of their functional, discursive, and semiotic purpose. The detective cannot solve the crime since it never existed, yet still, someone happens to be reading the book on mystery. In this anorexic process, under the charm of the dazzling Real, the paper-reader, wasted into a shadow of themselves that only exists in traces, is forced to give up their position and abandon context since it is always unavoidably in it. (This point is also echoed by the plot of Moon Palace.)

	The other possibility, which ultimately is the same as this (and in the case of what happens with Quinn), is that the reader and writer, deprived of their linguistic signifiers, finally disappear into the nothingness outside of language. The uncanny necessarily carries out an attack against itself and its own genre, while avoiding the final downfall. The genre as a hanging signifier resists the normativity of negation, so it defines itself as a text that is impossible to locate. The uncanny, as a genre that traverses its own boundaries (contiguous with the fantastic), while falling to pieces, starts to resemble more and more of itself and shows ever intensifying propensity toward fulfilling expectations set for its genre. Its destruction and the strengthening presence of the uncanny within create a paradoxical flux in which the reader is able to fill in the lacunae left by degradation with previously gained knowledge about the genre. The larger the deficiency, the more ‘connective text’ is needed. This way, it is possible to bring into play the generic associations elicited from the reader, but it is also possible to circumvent them. A context that is considered stable can create the possibility of subversion.

	Todorov, in “The Typology of Detective Fiction” (1970), defines the masterpieces of popularity as works that fulfill the expectations of the genre: “The masterpiece of popular literature is precisely the book which best fits its genre. . . . The whodunit par excellence is not the one which transgresses the rules of the genre, but the one which conforms to them” (43). Popular genres, which are determinate, constantly resist the danger of becoming their own parodies and becoming over-determined. This is especially true of the fantastic and the subgenres bordering on cross-over genre territories. Christine Brooke-Rose in her A Rhetoric of the Unreal: Studies in Narrative and Structure (1981) defines the term “over-determined” in literature thusly:

	 

	A code is over-determined when its information (narrative, ironic, hermeneutic, symbolic, etc.) is too clear, over-encoded, recurring beyond purely informational need. The reader is then in one sense also over-encoded, and does in fact sometimes appear in the text, dramatised, like an extra character: the ‘Dear Reader’. But in another sense he is treated as a kind of fool who has to be told everything, a subcritical (hypo-crite) reader. (106)

	 

	I refer the conclusion itself to the term of genre using the conclusions of Brooke-Rose in regard to the characteristics of overdetermination. Brooke-Rose comes to the conclusion that the lighter, the more itself, and conventional a thematic interpretation becomes, the more subversive it is. Since the copies, phenomenon, that is the individual novels have over debated the rules of the genre, it is a waste to spend any time on them as it is obvious. In the uncanny, the genre haunts the gothic genre, which hunts the main hero, rambling at the porous borders of the text. Daniel Quinn’s fate is in the finished work written in the hard-boiled style, but this fate is transparent because it is over-determined and transparent in the other meaning as well, in that it is a see-through, undetectable surface that resists the observing gaze. Thus, Daniel Quinn’s over-determined fate exhausts the basis of his definiteness. Quinn slowly disappears into the space that precedes the story while convinced that he is following his destiny. The following quote justifies that Quinn, unable to leave the game, knows that he is not part of a finished (readerly) work, but is instead part of the Barthesian writerly text. Yet, because his role is over-determined, this clarity and understanding provide more motivation to finally close the Stillman case. At this point in the plot, all of the presuppositions incorporated by the genre are shattered (there is no case, no crime, no perpetrator, no victim whatsoever), yet Quinn is still reading the text (which slowly but surely banishes him into the space of writing) as a literary work.

	 

	He had tried to contact Virginia Stillman in order to tell her that he was through, but the fates had not allowed it. Quinn paused to consider this. Was “fate” really the word he wanted to use? It seemed like such a ponderous and old-fashioned choice. And yet, as he probed more deeply into it, he discovered that was precisely what he meant to say. Or, if not precisely, it came closer than any other term he could think of. Fate in the sense of what was, of what happened to be. It was something like the word “it” in the phrase “it is raining” or “it is night.” What that “it” referred to Quinn had never known. A generalized condition of things as they were, perhaps; the state of is-ness that was the ground on which the happenings of the world took place. He could not be any more definite than that. But perhaps he was not really searching for anything definite. (Auster, City of 169-170)

	 

	Fate is the intention of the author, the dazzle of the genre. Todorov wrote in 1970 that “[d]etective stories have in our time replaced ghost stories” (The Fantastic 180). The invention of Auster’s poetics is that he exchanges crime fiction with ghost stories, the stories of absence. Overdetermination signifies the infinite possibilities for connection of the contexts; the coding for this at the other end of the polarity results in the maximum sustainable absence. Instead of the concepts of the unfinished work, fragmentation, disintegrating parts, fractures, I will use Carl D. Malmgren’s already mentioned term the “lacunic texts” to describe this absence (From Work 22). Malmgren interprets the unfinished phrases, partial metaphors, and subordinate clauses that were missing main clauses in John Barth’s novel Lost in the Funhouse (1968) thus:

	 

	The above represents the lacunic text, one which is paradoxically complete and incomplete, a text which invites the reader’s active participation in its completion (reader as producer of texts) but at the same time totally precludes such participation (there’s no “space” between the text and the period), which offers itself as a gap at once there and not there. . . . Whether the text is straightforwardly attempting a literary description by turning a figure, or more self-reflectively acknowledging the way in which it might be complex fiction, or obliquely hinting that the operator might know the way out of fiction, by means of the lacuna this text asserts the impossibility of doing any of those things; in fact it not only registers its own insufficiency, it also rejects the reader’s competence to “fill in the blank.” (Ibid.)

	 

	There is no difference between this ineptitude and the helplessness of Brooke-Rose’s subcritical (hypo-crite) reader. The story always begins earlier. The constant regression of the starting point of the narrative relegates the infinite return of the process of reading to the space of writing: “Quinn was nowhere now. He had nothing, he knew nothing, he knew that he knew nothing. Not only had he been sent back to the beginning, he was now before the beginning, and so far before the beginning that it was worse than any end he could imagine” (Auster, City of 159).

	The question of genre that leads to the space of writing brings us to the same space through the subject: “Baudelaire: Il me semble que je serais toujours bien là où je ne suis pas. In other words: It seems to me that I will always be happy in the place where I am not. Or, more bluntly: Wherever I am not is the place where I am myself. Or else, taking the bull by the horns: Anywhere out of the world” (Auster, City of 168).

	 

	9.2 A Genre Ill-fitting for Auster

	 

	S.G.: You must have had mixed feelings about finding yourself labeled so often (at least initially) as a ‘detective writer.’

	P.A.: Yes, I must say I’ve found it rather galling at times. Not that I have anything against detective fiction – it’s just that my work has very little to do with it. . . . Mystery novels always give answers, my work is about questions. (Auster, The Red Notebook 139)

	 

	I will set out to prove through the close reading of three dialogues from City of Glass that the novel is not deconstructive anti-detective fiction, as well as that already from the beginning of the oeuvre how ‘austere’ Auster’s texts are, even though since the publication of complete The New York Trilogy it has become one of the favorite main courses in the banquets given deconstructionist theorists. Examining a few narrative solutions of the novel that appear local it becomes apparent that they are the forms of writing techniques and the dynamics that manifest between them is such a style creating force that in the end it becomes a textbook example of Auster’s individual novel type. This style, as was already discussed in the case of The New York Trilogy, is often identified with what Stefano Tani calls “anti-detective novel” (Tani 35). The later novels of Auster seem to refute this definition, despite the undeniable presence of common traits. Due to the embedded complexities of this prose, its definitive characterization can only be sustained at best but not maintained. No matter how reassuring it may be to label it, with time, the label yellows, the wax beneath dries out, and the vignette peels off.

	The revelation of the systems of interpretations of works deemed popular (myth criticism played an especially large part) created the possibility of expanding and using these genres. After giving life to new genres, the genre of ‘whodunit’ is now making a comeback. For example, medical crime fiction reaps success as a frivolous diva by joining with the medical novel. (In the transitional occupational genre represented by Dr. House, among others, the Sherlock of healing seeks out the perpetrator before the murder is committed: a mysterious, rare sickness.) Its descendent engage in similar affairs; Quentin Tarantino, for instance, recycles the ‘hard-boiled’ crime fiction’s living classic, Elmore Leonard (e.g., Rum Punch vs. Jackie Brown), but the awaited death of espionage fiction is still in its anticipated making. While the newly created tradition leeches off of Ken Follett’s or Ian Fleming’s oeuvre like a parasite, John Edmund Gardner and John le Carré not only do not shun the parasites, on the contrary, they count and build on them. 

	While the literature that questions the identity of crime fiction is vast, and it would be most appropriate to quote Edgar Allan Poe’s novella “The Purloined Letter” since the publication of arguably the most famous scholarly debate in the history of literary theory (cf. Jacques Lacan, 1973; Jacques Derrida, 1975; Barbara Johnson, 1977), I would rather take a detour in the direction of espionage fiction.

	A typical and conventional episode of an innocent espionage series can better illustrate than the masterpieces how the compulsion of meaning-making in the context of genre can bring various narrative elements into play. The mentioned episode, to cite Tamás Bényei once more, can be likened to “Poe's detective stories, where the reinterpretation of mystery and narrative on a psychological level is the most cherished pursuit of Poe criticism” (27) as long as the series unusually thematizes metafictionality. It may be worth examining what happens when a typical scene from an episode of a popular series is brought into the domain of psychoanalytic interpretation.

	During the 11th and 12th double episodes entitled “The Fictionmakers” in the sixth season of TV series The Saint (1968) the titular protagonist is requested to serve as a bodyguard for the popular adventure author Amos Klein. To his surprise, he discovers that Amos is a young woman using a male pen name. Both of them are captured by a man named Warlock, who has an associate named Galaxy Rose—characters from Klein's books. However, Warlock and Galaxy Rose also assume Amos Klein is a man and are easily deceived when the Saint claims to be Amos and the young woman as his secretary. Warlock wants “Amos” to use his creative novelist's skills to infiltrate Hermetico, a former mine turned into a secure storage for gold and valuable materials. The Saint plays along but attempts to escape with the author. Unfortunately, they are recaptured after fleeing their confinement and are threatened with death unless they cooperate in the break-in, since the evil Warlock locks the spy and his beautiful damsel in distress in a hypersafe high-tech luxury cell that is impossible to escape from.

	The door does not have a lock, the furniture cannot be moved, and the surfaces are hard and smooth. If this was not enough, everything that happens in the room is recorded on videocamera. The hero, backed into a corner, does not have any other choice than to step into the world of his captor, into the grammar of his language in order to undermine Warlock’s system and manipulate him for his own goal. He has to overturn everything to find the key to the solution or it will be his and his beautiful sidekick’s end, which fact, in this case, comes with the realization that it is interpretation that becomes a matter of life and death. The usual gadgets are useless, unlike psychoanalytical interpretation. Our hero carries his gaze over the design and recognizes the structure within. He knows how to get through, he holds the key words and codes in his hands that will lead to escape. Now is the time for action.

	The spy realizes the symbolic relationship between the room and the personality as well as the indexical relationship between the camera’s objective and the super ego, and he understands that he himself stands there as an exclamation mark: an icon of consciousness. It becomes impossible at this point not to see that the weak point of the system can only be the unconscious. Go forth to Freud’s Id! The femme fatale hand reaches out from behind the curtain, veiling a secluded corner, and with an inviting movement of her index finger calls for the protagonist, who hastily heads towards instinctual life (Baker 01:02:45-01:03:30). He embraces his attractive partner and, the devil takes the hindmost, immersing himself into the torrent of kisses as is mandatory of such a heartthrob, Roger Moore [the Saint, who plays Amos Klein (cf. “Max Klein”) as a spy is in actuality the distressed woman writer’s male alterego] unconsciously backs the girl into the corner next to the standing wardrobe. The objective of the super ego has already gotten used to the unconscious falling out of the picture. The camera’s angle in the room does not cover this one specific corner. In this blind spot, they no longer exist for big brother. The spy, who acquires his identity in the dichotomy made with his soon-to-be-uncovered enemy, in this moment, ceases to exist, he manages to escape.

	Of course, if we examine the scene as a traditional episode of espionage fiction and no psychoanalytical interpretation is forced onto it, a reassuring end is included. The guard on duty checks the monitor, sees that the cell is empty, and quickly alerts the other guard who steps into the room. Moore hits him over the head, the door stays open, and the spy and his lovely protégée make a run for it.

	In this short detour about the interpretations of espionage fiction there are two moments that I find typical in deconstructionist anti-detective fiction: the codes, the meaning, the keys that unlock the mystery and the interpretative compulsion in regard to them. The deconstruction of the episode makes solving the mystery/puzzle impossible; thus, the only means of escape for the hero is to break up into pieces according to the law of entropy, to be disseminated in the space of fiction while searching for meaning. As has already been mentioned when evaluating the reception of Auster, a number of critics used the mentioned mechanism in suspending meaning-making in the case of The New York Trilogy. In deconstructionist anti-detective fiction, dissemination is a process within the play area of the narrative. However, when the narrative elements are placed into the space of metafiction, they inevitably come into play with each other, and this play creates the black holes and traps of interpretation. No matter what centrum we might gather these hanging signifiers or metacodes, it is impossible to create a system that has a central point that does not cancel itself out.

	It is not only closure, the solution of the mystery as the central organizing principle, the primum movens of the genre of crime fiction that is postponed, suspended, rather the genre per se is put here under erasure. Thus, the picture is never complete or fully meaningful: a center can never be located, neither as its own precedence, nor in retrospect, which means that to state that it can be placed anywhere would be just as valid an assertion. It does not become deconstructed, nor is it disseminated because it includes within itself (pars pro toto) both classical crime fiction and processes of modern and postmodern fiction. The choice of crime fiction gains its significance from the mysteriousness in mystery, from which fact follows that crime fiction acquires its raison d'être from multiplying questions surrounding predominantly processes of subjectivation.

	I intend to show that opposed to the characteristics of deconstructive anti-detective fiction on an extradiegetic level in Auster’s metafictional anti-detective fiction the emphasis moves from suspending the meaning of the text to the meaning of the genre, on an intradiegetic level onto suspending the meaning of the codes. In Roland Barthes’s seminal work S/Z, he defines five different types of codes; these denote the five voices from which the text is constituted. Among these voices is the already mentioned hermeneutic code, which unites those elements whose job is to formulate a question and the answer to it, as well as the chain of coincidences which could prompt a question, but could also suspend the answer to it. This is that very code of storytelling which creates tension and which is responsible for creating the mystery itself.

	Earlier I used Blanchot’s terminology when I formulated the hypothesis that Auster’s text—instead of attempting at deconstructing or suspending meaning production—puts emphasis on reiterations of the act of reception thus referring the reader to the space of writing. In the Barthesean discourse of interpretation this would translate to stating that in Auster’s novels all the codes might be interpreted as hermeneutic codes, that is, that proairetic, connotative, cultural, and symbolic codes all can be understood as ones carrying out hermeneutic functions. These codes are almost parodically over-determined, codes whose functions become intentionally overemphasized create a text, which—as Bruce Bawer contended in his essay in 1989—may invite the accusation that “[i]t’s all rather overdone” (70). It is impossible to disagree with the strict and rigorous critic, in fact, I wish to shed light on how such narratological mechanism is at work in the three dialogues embedded in City of Glass.

	Daniel Quinn, a crime fiction writer, takes on the identity of Paul Auster, private eye because of an accidental phone call and gets a case where it is his job to protect Peter Stillman from his father, Peter Stillman Sr. It is important to note about the background that the scientist Stillman was trying to research the language of Paradise, and so he locked his young child in a dark room without any outside stimulus for long years (cf. Kaspar Hauser) in the hopes that his descendent would start to speak in the language of God. If the boy did use any of the slight vocabulary that he had been able to learn, corporal punishment of his son followed the transgression. The torture is uncovered accidentally: the linguist is sent to prison; the boy ends up in hospital with permanent damage. Thirteen years later the father gets out, but based on his earlier threatening letter, this spells trouble for the boy. Quinn’s job is to keep an eye on the old professor and keep the young Stillman safe from him no matter what. Quinn follows the old man for weeks and finally convinces himself to speak to him. Quinn meets Stillman three times, always with a different name and hiding behind a different character, but it seems to an uncanny, eerie, and mysterious extent that the professor never recognizes him. For Quinn, their conversation is a matter of life or death, since he is grieving the death of his son, also named Peter, by defending the mentally crippled Peter Stillman Jr.

	This inner motivation of the detective plays on the ‘hard-boiled’ fiction’s narrative apparatus (the hero who is forever on the road because of a dark past), thus the detective novel as surfiction promises the suspension of meaning-making. Therefore, if the following pages are read as deconstructive anti-detective fiction, the assumption is that the codes which can be found will first create the mystery that the text will then dangle as a carrot in front of the reader. In the story, our hero plays the role of Paul Auster, private eye, so, to hide his ‘real’ identity, Daniel Quinn first introduces himself with a double twist under his real name: Daniel Quinn. Alison Russell, one of Auster’s already mentioned critics, states, with a slip of the tongue, that Quinn calls himself Paul Auster during the first meeting.

	 

	Quinn decides to confront physically the logocentric father. Presenting himself alternately as Paul Auster, Henry Dark, and Peter Stillman. (emphasis added) (Russell 75)

	 

	According to the text’s logic, the importance between reality and fiction would disappear if this were to happen. It would strengthen the deconstructionist reading. Playing on the twist of double agent, Quinn, in fact, lies by telling the truth (he introduces himself with his real name, Quinn), thus the real and false polarities are switched, their dialectics lose meaning. Staying with the names it is possible to conclude that monograms (D.Q.) act as indices in this text. As already mentioned, the femme fatale of younger Stillman’s wife (who is also his nurse) got the number for Auster, private eye from Michael Saavedra, a retired police officer.

	The first (overtly conspicuous) code is Cervantes and his main work, Don Quixote. Don Quixote’s metonymic pair is Daniel Quinn himself. The chain of authorship from before (... > Cid Hamete Benengeli > Don Quixote > Sancho Panza > barber/priest Doppelgänger > Sansón Carrasco > Cervantes > Don Quixote > ...) defines the protagonist’s metaleptic structure. If we allow the mise-en-abyme’s vortex to suck us in, we will get in big trouble. “To what extent would people tolerate blasphemies if they gave them amusement? The answer is obvious, isn’t it?” (Auster, City of 154). Auster seems the author, that is Cervantes, except that the story is presented to us by Auster’s unnamed friend, so he must be the translator—in our case, the narrator—who is none other than Don Quixote, that is, Quinn himself, who is, in turn, the story’s main character, and according to our logic, also the author. “I like to imagine that scene in the marketplace at Toledo. Cervantes hiring Don Quixote to decipher the story of Don Quixote himself. There’s great beauty to it” (Auster, City of 154)—says the writer to Auster-Quinn, that is to his own possible self (cf. the derailed author of Hand to Mouth). And we have come full circle. There’s great beauty to it. In the paradoxical thought process of the writer Auster, he does not forget to mention that Don Quixote’s friends try to get him to return to the real world three different times. They attempt three times to enter into his language’s grammar in order to turn it upside down, similar to the spy in the previous example. Again, the compulsion to interpret emerges as a subversive force that damages from within, which has three manifestations that help uncover the narrative structures of the dialogues in the following.

	 

	(1) The first meeting

	In Don Quixote, the barber and the priest dress up as ghosts for the first attempt to recover the hero’s soul. The ghost or specter in Auster’s novels is one of the hermeneutic codes that signify the presence of absence. Daniel Quinn is, at first, a transparent, disappearing entity. “What counts is the thing itself, and the thing that is seen can come to life only when the one who sees is disappeared” (Auster, The Art of 19). Quinn needs to get rid of his self-identity in order to see and understand Stillman. His unique metamorphosis takes place in three stages. During the first meeting “[t]here was light everywhere, an immense light that seemed to radiate outward from each thing the eye caught hold of” (Auster, City of 115) while during the last meeting “the light like gauze on the bricks and leaves, the shadows lengthening” (Auster, The City of 130). The light slowly dissipates because “[o]nly darkness has the power to make a man open his heart to the world, and darkness is what surrounds me whenever I think of what happened” (Auster, The New York 235).

	The codes imply that Quinn, the spy will successfully disappear. The promise of the discovery of mystery thus brings the apparatus of the surfiction into motion for it to forever be unfulfilled. What we are actually reading is an anti-detective novel, but one reads not from the point of view of infinite parallel stories, instead from the point of view of the receiver’s dimensionless gaze. With Quinn’s strategy to disappear, the conversation becomes completely transparent. His contribution to the dialogue is exhausted in the absurdity of the figure of a yes-man. While Stillman explains his linguistic philosophical obsessions, Quinn conveys acceptance and understanding with his entire being: he approves, confirms: “Exactly”; “Yes”; “Of course”; “That’s right”; “Indeed”; “I don’t doubt it” (Auster, City of 117-125), or asks questions: “The key?” “A new language?” (118-121), and marvels: “Ah”; “I can imagine”; “I hadn’t realized”; “You’ve taken on quite a bit”; “An admirable response” (118-120) at the explanations (117-130).

	Barthes calls those codes proairetic that display the behaviors that organize the actions and motivations of the plot. Opposite to the overdetermination of the hermeneutic codes that create the mystery, it is even more apparent when these codes are starved to the bone and become transparent. Quinn addresses Stillman by not saying anything. A new moment that points to the polarity of mystery/solution and also, according to the promise of metafiction, questions it. Quinn sits next to Stillman for twenty minutes, and then stares at him for another five, as if looking at some kind of meditation object: “as if they could begin to burn a hole in Stillman’s skull” (116). The presence of the observer is absorbed into the action of reception. Quinn makes his position completely reliant on his conversationalist partner, he becomes a naked eye as the pure essence of spying. The dialogue is more of a monologue since at its birth Quinn is the midwife, he has nothing to do with paternity or the origin.

	The codes that Stillman offers do not only determine Stillman himself, who will be experienced in his own interpretation by Quinn, but the perceiver Quinn as well, who disappears in his own personalities (Daniel Quinn, poet; William Wilson, crime fiction writer; Max Work, the hero of his own crime fiction; the novel’s narrator—perhaps Paul Auster, private eye; Daniel Quinn, the ghost; as well as the counterparts and alter-egos that he takes on during the next two stages). This disappearance is indicated as an index by Stillman’s name (Still as in “quiet,” “unmoving”): disappearance into quietness. The name and disappearance are connected immediately in the first code that Stillman offers. He states that he is unwilling to speak to anyone until he learns their name. Of course, this is not about rounds of courtesy. As soon as he learns Quinn’s name, he begins playing a game of association with it, which he also disseminates at the same time. This is how he erases the memory of Quinn’s self-identity, which, with a double twist, Quinn was able to maintain by hiding behind his real name. Such association technique continues to be decisive.

	The conversation moves along a lateral thought process without any main lines, still the seeming relativity and coincidence map out a good basic layout. Similar to earlier with Stillman’s route that was seemingly aimless rambling, which Quinn carefully took note of while following him and then drew on a map to find the inscription “Tower of Babel” (111). In this textual universe, there seems to be no reality without imagination. In his improvised language philosophical treatise, Stillman talks about his obsessions jumping from one topic to the next, about the fall of language into sin, Aristotle and Plato, the debate between nominalism and realism, Jonathan Swift’s Laputa, until finally arriving at non-entitative semantics. As an example, he brings a non-functioning, meaning-missing Heideggerian hammer/Austerean umbrella (Heidegger 64ff), which does not have a name, since due to its malfunctioning, it is no longer what it used to be, or is it? The scientist took on the holy mission to find a new, purely and transparently referential language of Paradise: he determines New York to be Babel and himself as the new Adam of naming. These codes and definitions create a possible interpretation of Stillman in Quinn, with which the observer steps into a metonymic relationship at the level and moment of understanding. As a specter, Quinn haunts the Stillman that he constructed for himself and that Stillman has constructed in the gaze of the observer. The next stage and a new encounter is, thus, made possible.

	 

	(2) The second meeting

	Quinn is no longer the same person he was, the observer slowly shapeshifts into the observed. This occurrence is also indexed by a code where their second meeting is actuated in a café named the Mayflower. In Stillman’s personal private mythology, the United States is the land of the new Paradise with the promise of returning to the divine essence of prelapsarian langue by purifying language. The name of the ship is emblematic in that it is the ship that took the pilgrims to Plymouth, and it is that which now Quinn embarks on. Samsón Carrasco, presenting himself as the Knight of the Mirrors, makes a second attempt at breaking the spell that Don Quixote is under. The metonymy is getting stronger in its semiotic force, this time, Quinn introduces himself as Henry Dark.

	 

	“Do I know you?” he asked.

	“I don’t think so,” said Quinn. “My name is Henry Dark.”

	“Ah,” Stillman nodded. “A man who begins with the essential. I like that.”

	“I’m not one to beat around the bush,” said Quinn.

	“The bush? What bush might that be?”

	“The burning bush, of course.”

	“Ah, yes. The burning bush. Of course.” Stillman looked at Quinn’s face—a little more carefully now, but also with what seemed to be a certain confusion. “I’m sorry,” he went on, “but I don’t remember your name. I recall that you gave it to me not long ago, but now it seems to be gone.”

	“Henry Dark,” said Quinn. (Auster, The City of 124)

	 

	Henry Dark is a made-up person (at least compared to Stillman’s reality), who is responsible for having written a fake pamphlet, “The New Babel,” behind which Stillman hid in order to find an excuse to draw attention to his book The Garden and the Tower: Early Visions of the New World even though he himself deems it dangerous (Auster, The City of 67). Thus, the spy can become a person that Stillman created for himself. This is how Quinn becomes a mirror image, and the surface of their personalities’ meeting point is transformed into the mirror itself. By introducing himself by his chosen name, Quinn defines their relationship and Stillman’s place in it, while also defining his own position at the same time. Although at the beginning of the conversation he does not know that Henry Dark is only a figment of Stillman’s imagination, as soon as this becomes clear, Quinn places himself into the imagination of Stillman through the metaphoric act of naming and self-identifying. Stillman would never be able to speak and, in fact, he never does in the text, only in the presence of Quinn. At this level in the metonymical signification, the parasite and host unite in symbiosis. The lateral logic distorts the rhetoric to the extent that it becomes overexaggerated and grotesque, while the capacity for meaning-production spreads horizontally in the discourse, up to a point when its scale-independent semiotics overrides any hierarchical structure in favor of a yet-to-be-determined but seemingly singular purpose. Transport here equals with transgression: anything can be used to take the discourse wherever. Another way of putting it: a plan can be found in the coincidences.

	Not only failing, broken down referentiality is thematized here, but signifying as an ontic, performative act as well. For how could the professor possibly have forgotten the “Quinn alias” when earlier he showed evidence of his monomaniacal obsession with names? For such paradox ‘The Garden of Eden’ code can provide the explanation. Coincidences are such events where we connect two different things, creating a rhyming pair (Freud 151). The paradox of reality and fiction emerges and disappears in these semiotic acts. During the discussion of The Invention of Solitude it was already mentioned that Auster uses the topology of the mnemotechnical systems of the 16th century to show that memory is a place where everything happens twice (Auster, The Invention of 81). Dante Alighieri’s hell can be interpreted thus as the infernal circling of memory, just as the devil’s word has dual meanings in John Milton.

	The singularity of a self-referential, utterly transparent, and self-identical prelapsarian language was irrevocably ruined by the linguistic chaos brought upon mankind by the curse of Babel. For Stillman Sr., the problem that needs to be solved is the paradoxical ontological status of reality as fiction. According to tradition, whoever looks up at the remains of the Tower of Babel, they forget everything. Henry Dark’s prediction professes that the residents of New Babel will start to speak in the prelapsarian language after 40 days. The loss of memory is a code that questions referentiality. The persona of Henry Dark is the commonality between the two conversation partners; during the dialogue he becomes the mirrored surface between them, the Saussurean paper membrane between sign and signifier (Saussure 75). It, however, remains ultimately undecidable which side is the sign and which is the signifier. In connection to referentiality, I-mirroring shows up, which is present in Auster’s novel in three different forms. Each type can be found in the three dialogues although the emphasis is always shifted onto a different one.

	The Selves can be inherently mirror images of each other, doubles or twins, that is, Doppelgängers. Quinn and Stillman’s first meeting is an example of this, during which the professor does not miss the opportunity to mention that the word Quinn rhymes with the word twin. During the first conversation Quinn is transforming into the pure mirror image of Stillman. The Self can leech off the other, and it can also take on the other’s Self as well. When Quinn takes on the identity of Henry Dark, this is exactly what he does. The third type of Self-mirroring is the father-son relationship, in which not only the pursuit for the final signifier of the archetypical Father can be found, but simultaneously the search for self-identity. This latter type is emphasized during the third meeting. For the rest of the dialogue, Stillman elaborates on his breathtakingly meandering ‘egg allegory’ built on from the initials H.D. (Auster, City of 127). In this elongated chain of association, Humpty Dumpty as a language philosophical allegory is connected to Columbus’s egg, which ends up as an index for the new Paradise, which finally finds its continuation in the Moon as a trope for lacunae. Yet, it is not the empty space, the semiotics of nothingness that is later developed into a sublime symbol by Auster (e.g., in Moon Palace), instead it is the similarities in shape to an egg. With this last connecting point, we come dangerously close to the arbitrariness of the total semiotics of Dadaism, which, it would seem, Stillman approaches with increasing confidence through an associative stream of consciousness. Simultaneously, the Moon motive propels the plot forward to the last meeting. As the Knight of the Mirrors, Quinn has played (off) his part; it is time to step up as the Knight of the White Moon in the hopes that he can change the mind of his literary pre/co-text’s Don Quixote.

	 

	(3) The third meeting

	In Auster's texts, the Moon symbolizes the unkowable that dissolves the white space of writing, the subject, and all beliefs in systematicity into irrationality and randomness. Here, the index of irrationality for the last meeting with the older Peter Stillman is Mount Tom, a place favored by one of Auster’s literary father figures, Edgar Allan Poe, who created the doubled character of William Wilson, and who appreciated the traprock peak for its contemplative atmosphere. For the last meeting, reaching the eye of the Maelstrom that dissolves the subject, Quinn will introduce himself as Peter Stillman.

	 

	“My name is Peter Stillman,” said Quinn.

	“That’s my name,” answered Stillman. “I’m Peter Stillman.”

	“I’m the other Peter Stillman,” said Quinn. (Auster, City of 131)

	 

	Following the two types of mirroring, the parasite-host type of relationship and the dichotomy of Doppelgängers, now Lacan’s Other (Autre) is centered on in Auster’s text. The subject as theorized by Lacan is constructed through the Symbolic of language (Seminar on 60). According to Lacan’s interpretation, the Other should be considered a place. Not just any place, but a place where language is constituted (The Seminar 274). Language is always formed as the speech of the Other in performativity, from Ferdinand de Saussure’s langue to parole (Saussure 9-13). In this sense the Other becomes the place of truth and, since the newer Other can be found only in retrospect, in self-mirroring, not beyond the Other, there can simply one language exist; in other words, there is no such thing as metalanguage. That is, Auster’s anti-detective novels are not explosive, they do not strain at the outer limits of the genre, and they are not a progression that attacks, reinterprets, makes a palimpsest of or satirizes its chosen genre, quite the opposite: they are regressive generic implosions where the context of the originary genre serves no more than a pretext á la Angus MacPhail’s MacGuffin.

	The ‘identity’ of the subject is not an entity, instead it is the alienated image that belongs to the realm of imagination, that imaginatively resists constant change. The indices of the hermeneutic codes ultimately point to the Self itself simply being an index in a Charles Sanders Peircean sense, it does not have a fixed reference, thus in its transience it is intangible and volatile. To get a sense of how much the stripping of the Self’s onion peels is not a movement outwards, but instead inwards, he moves out gaze from Lacan’s Other to the older Stillman’s Harold Bloom (cf. Harold Bloom’s The Anxiety of Influence: A Theory of Poetry) and Sigmund Freud:

	 

	“Oh. You mean my son. Yes, that’s possible.” (Ibid.)

	 

	After Quinn assigns Stillman to the position of father (Stillman also assigns Quinn to the position of son), teaching follows about life and death, memory and lies, until the conclusion of the absurd parainesis is that “that money doesn’t grow on trees” (134). The parodical rhetoric completely takes over in the space of the uncanny, the subversiveness of it becomes ecstatic, anything can be related and connected to anything else. Quinn meets Stillman on the third level of the network of infinite metonymic connections, but this encounter was created in the heterotopic space of the impossibility of fixed identities through extrapolating undecidables. After all who was following whom? The codes cancel out one another. Don Quixote can be Daniel Quinn, but it can also be the writer Auster as well. Although it happens to be Peter Stillman that we see walking on the Moon as Don Quixote. He is the one who wears the initials of post scriptum on himself, who, while seemingly trying to reconstruct and reestablish it, negates the power of the main text. As the author himself insists: “Everything, in some sense, can be read as a gloss on everything else” (Auster, The Invention of 80). It is none other than Peter Stillman who wakes up and hires Quinn to follow him. Just as in the case of Black and Blue in the next volume of the trilogy, Stillman exists because he has been accepted. Except that Quinn has to disappear for that, he has to get lost while the border area between the Selves’ meeting point is extended so much that the two sides cannot be differentiated anymore. Quinn acts like a ghost, “pure voice” (cf. Derrida, Of Grammatology 228), and as an Echo.

	Alison Russell (83) quotes Northrop Frye’s Narcissus interpretation from The Secular Scripture: A Study of the Scripture of Romance (54). According to Frye, Narcissus’s mirror image is merely a “sinister doppelganger figure, the hero’s shadow” (117), a portent of the protagonist’s death, who feeds off of Narcissus’s existence as a parasite, leading to his death (Russell 83). Russell’s conclusion that Auster undermines the dichotomy by destroying the hierarchy between the opposites is debatable. In my opinion, the mythotheme does not build on binary opposites as Echo offers herself as the signifier of absence. She is the one who refuses to allow his presence by echoing Narcissus’s (in the co-text, Stillman’s) words. Narcissus’ absence is mirrored in her presence, in Echo, he himself is the surface of the water that both separates and ties together the two narcissists, Stillman and the twin-Stillman. Echo has a similar function as a mythical character to the the role that Ghosts, as the middle volume of the novel, plays in and for the entire trilogy.

	The three Selves cannot be put into a hierarchical order, there cannot be subordinate relationship between them thus followingly its deconstruction could not be brought about similar to the attempts to differentiate between fiction and reality, as the relationship between the two cannot be separated from one or the other either. The two Narcissuses on both sides of the mirror (Echo) play into each other; the reflexive surface’s “denial of presence” (Russell 79) cannot be separated from the essence of narcissism. This is the reason why I find Russell’s statement problematic, according to which Auster’s work would be a “paranoid text” (Russell 76). It is exactly the differences, the break down of the Self that is in Geoffrey O’Brian’s words “dance of doppelgangers,” (qtd. in Bawer 69) which takes over in the textual space. It is just as inconsistent to call Echo “sinister” in this text as it is “overdone” (Bawer 70) to define the fear instinct that drives the text as The New York Trilogy’s textual driving force.

	As much as it is not customary to identify Thomas Pynchon’s art of writing with exclusively The Crying of Lot 49, it is just as misleading to blend Auster and Pynchon together. If one should choose to turn to psychopathology to find an appropriate parallel, it would be more fitting a diagnosis to claim schizophrenia as the reason for the transpersonal patterns of consciousness responsible for the text’s discursive dynamics. This book instigated the examination of the hermeneutic codes of The New York Trilogy with Russell’s statement, who believes Auster’s work can be defined as a deconstructive anti-detective novel. For Russell, the trilogy’s hermeneutic codes create the mystery based on the anti-detective genre’s characteristics, and in her view, these are the very same codes that also suspend it. While in traditional crime/spy fiction the identification between detective and the ‘detected’ leads to the solution (in our example, Roger Moore as the Saint busts the bad guy), in its deconstructionist oppositional pair the text presupposes that the codes will create the mystery which will be, in its turn, disseminated by erasing the closure that retroactively would create the center for the narrative (and here the emphasis is on the mystery suspended).

	Auster’s metafictional anti-detective novel however takes the story in a radically different direction. At the end of the first volume Quinn, hanging on to his umbrella, realizes that Stillman has completely disappeared. Stillman, after Quinn has appeared before him in all three forms (and Stillman in front of Quinn), forever denies his presence from the hero. Here the umbrella is the code (is an umbrella an umbrella if it no longer has the textile?), referring to the paradox of referentiality it points to the mirroring of Self and through it leads to the question of identity (is a character a character if it no longer has the text?). Interpreting the City of Glass in the context of the spy fiction as a reiteration of genre expectations, Quinn proves to be blind to the solution of the Stillman mystery, he fails and loses the target from view. From the point of view of our original example, or from the objective of the observer, as a blind spot, this corner of the world falls out of view. Whereas if we interpret this same writing as a detective novel, the presence denies itself, the suspension of meaning makes it impossible to understand: the failed detective is forever deluded by the dazzling promise of the final signifier’s mirage.

	The text retains both these interpretations in view as a trap while it also terminates both at the same time: they are built into itself as a textual black hole. Reading the novel as a metafictional anti-detective novel, at the intradiegetic level of the text (and at the extradiegetic level in the diegetic level’s mirrored symmetry) already there is a suspension of meaning in the hermeneutic codes themselves. The mystery cannot be constructed as a mystery since the codes, suspending their own meanings, take meaning production away from the opportunity of suspending the mystery. Simultaneously, those same narrative moments that these codes come into relation with are always perceived as a mystery by the discourse because the drives that create the connections hide themselves. On the one hand, for exegesis that is seen as the desire for ever-retracting meanings the only capacity left in such text would be interpreting it as a deconstructionist anti-detective novel, on the other hand, in Auster’s text metafictional reading refers any compulsion for interpretation back to questions of identity, which are responsible for generating the possibility of reception, interiorization, and identification. Tamás Bényei’s statement about Georges Perec’s La Disparation can be read as a comment on Auster’s novel as well: “The criticism of meaning formation fundamentally shatters the coherence of the text to such an extent that it is in the running: the tension between order and randomness fails to materialize, and thus, we do not reach the detective story as such” (my translation) (114).

	Similar to the illustrative example of the Echo parallel, the questions posed by the three stages of identity construction do not disseminate or destruct the stability of the illusory faith in identity, instead it dramatizes it, unraveling how in time the simulacrum is being brought about on mirrored and mirroring surfaces (Baudrillard 166ff). Not only Quinn disappears in the act of reception, but Stillman as well. The hero who looks for the inherent presence (cf. Quinn, who got ‘born’ naked) and not the mystery strays from the path and end up in the weightlessness of freefall. For Quinn, at an elusive point in the text, observation becomes an excuse to dissolve in the ecstatic desire to shake off all ideologies of systems. He begins to shed his peels of personality and subject inflections. He destroys his self-identity to the point that he becomes a work of art “that is the direct expression of the effort to express itself” (Auster, The Art of 13).

	The hero who investigates the mystery has returned to Don Quixote, while with the knight bewitched by books, the reader has returned to questions of identity, the traces of the unknowable, ever-dissolving subject. It is at this point that Auster’s novel’s text and discourse clearly become differentiable, what is more, distinctly differentiated from any definition or concept of the anti-detective genre.

	 

	 

	 

	X. Afterword

	 

	 

	Through processing Paul Auster’s early works, there seems to be unfolding a unique system of poetics that differs from the first wave of postmodern prose (Barth, Pynchon, Coover, Vonnegut, Barthelme, Hawkes, Gaddis). The theoretical questions that arise in Auster’s early works undermine the general understanding that The New York Trilogy has been classified as deconstructionist anti-detective novel. Thus, by outlining the trilogy’s and later work’s metafictional poetics that build on white spaces an opportunity arises to rethink the controversial reception of the oeuvre. This volume was born in the hope to add to a more coherent theoretical basis of Auster’s works for the native critics. The starting point was to give opportunity to connect the already published and future works by mapping the poetic similarities between Auster’s early texts and The New York Trilogy. The reading of City of Glass and the texts that predate it will hopefully corroborate Jeffrey T. Nealon’s conclusion which already made him stand apart from the general criticism in 1996:

	 

	I want to suggest that City of Glass offers a confrontation not so much with a reading space of play and possibility—the dominant concepts in American postmodernism of the 1970s—but rather with a writing space of (im)possibility, hesitation and response to alterity, those crucial watchwords for the second wave of artistic and critical postmodernist inquiry. If, as Spanos argues, the detective-as-reader is a privileged site for understanding the first wave of destructing postmodernism, I will argue that Auster's detective-as-writer constitutes a privileged site for understanding a slightly different impulse within postmodern American fiction. (95)

	 

	Auster’s early failures made him successful, while his future successes, in a sense, made him early a failure. In the shadow of his famous friend, Don DeLillo (whose alter-egos one may come across in Ghosts, Leviathan, The Book of Illusions) his name dims, Beckett turns down his offer when volunteering to translate some of his work, and sixteen publishers reject the manuscript for City of Glass. Finally, when The New York Trilogy brought about the big break, postmodern crime fiction becomes a permanent reference point in criticism on his oeuvre against the evidence that he never wanted to live up to such claims in the first place. Let me quote two mottos from the main text:

	 

	S.G.: You must have had mixed feelings about finding yourself labeled so often (at least initially) as a ‘detective writer.’

	P.A.: Yes, I must say I’ve found it rather galling at times. Not that I have anything against detective fiction – it’s just that my work has very little to do with it. . . . Mystery novels always give answers, my work is about questions. (Auster, The Red Notebook 139)

	 

	It can be said of the native reception that there is a need to expand the reception for Auster’s published works that have been translated to Hungarian since the 1990s, but as far as the international criticism is concerned, a similar conundrum can be detected. This volume was originally started as a project with the goal to bolster the process that could lead to a new critical reading of the published poetry and novels. This is not only important because of the already released novels and other works the book industry and film distribution are still indebted with (I patiently wait to have a chance to hold the plays in my hand in a separate collection or watch the movie adaptation of the novel In the Country of Last Things in English), but also because of the multitude of studies that have not yet been written even after repeated publication of certain works.

	The author of this work would happily read a critical debate on the relationship between reality and fiction regarding referentiality in True Tales of American Life or Here and Now. It would be compelling to gather information from studies and reviews about the dialogue of the sudden shift in 2017 in poetics, or yet another one signaled by the release of Burning Boy: The Life and Work of Stephen Crane and Baumgartner. I assume that through critical attention the tradition of poetics that Auster represents today could become more active a phenomenon not only in Hungarian literature but also in the present socio-political invested American literature as well. This hope is of course not necessarily desirable or essential, yet at the same time it is worthwhile contemplating the native reader’s receptivity to and the unrelenting international popularity of the American writer’s works.
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	Megjegyzések

		[←1]
	 When the final draft of this work was being revised, the proofreader drew my attention to an interview with the author in French that I have not been familiar with, where a similar sketch to Figure 3 is published. In the conversation, Auster states that it is the only mind map he ever made for his work (Auster and Contat, “Le manuscrit” 127).
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