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Paul Auster’s Sunset Park : kaleidoscope of books
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1. 3DD#R

F—A%— (Paul Auster. 1947-) O/h3iid, KA b+ - BEF VBBE»SREONTEL,
72k 21X, Martin (2008) 725, HAHB A RAMEY MEREALTA—AY — ( Auster is
a self-consciously postmodern author”) 2328 5 D, ESEN L., Z L CTHELR Z L IFEEFT
BIEIEITELRWEWIEETH D (“skepticism and a cognitive lack of certainty can be
attached to his non-committal stance” 99), %7z Herzogenrath (1999) &, +—A ¥ —D7F
7 ARNTIE, EHRLBEELZORBIZEHIDIZLZ L, HAVEELERVE—OHT. 74
FUTFALTFAEREOT LT TELRWVWE TS (“neither the subject nor reality can be traced
back to some origin, unity or autonomy” 213). #FE (2012) T, T OFEDAHEENE
BRI, Auster D Invisible (2009) % i fEVy7zo Invisible @ 1 EHRIZHEMR S LFE U < New
York # & & L CER L Tw < Sunset Park (2010) %. I ZTidCurrie (2011) #2549 %
RANES V] PRET S 32008A» LT Elv,

1AEBIE TRAMNEY VNG CHEELBEOBRPEEZELETHLLENH)ZET
&% (“A postmodern novel takes the issue of the relationship of fiction and reality as a central
concern’)o BA FEF /G, BOSOWMAVPEHE TH L2 L2 E 5T H L (“They construct
fictional worlds only to expose them as artificial constructions”) . BHEXELE L . HE L BHE
BL Bzl bbb DTHAH T EERET S (“both the fiction and the reality are, in the
end, fictional”) o B & D EHEME R 20, BHAYWSBEOMRLREE L2, /EEH
BN EERE EVREATZD TS (“a character steps out of a fiction, or an author steps
into it to interact with characters”) FICFEAEMIIIC. RE L BEORER 2RV 21EE D
o HIZEETHY (“lusion-breaking devices, especially ones that highlight the presence
of an author” 2). Sunset Park \=BUTA DX ) 2E&. £ LT [FEVF] OFEIIOVWTIL,
B4 A LT B,

[RAMES V/AH] OO 28I, BEENWREETICEALTH L, Fa—sOMEL
HRIZBWTIE, 77 /7 0Y—0#RICE %H?E’?’%Fﬁfﬂ}ﬁ“@ﬁﬁﬁ‘d\%%ﬁ%‘H%%T% &g
. Fhud [HERN ] OB, EHROEERSORMEXBR T DL 5,

At the level of form, new experiences of time and place that derive from globalisation
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and technological innovation produce experimental narrative forms, especially ones
that reflect the simultaneity of a global village, the loss of linearity in temporal

experience... (4)

Shiloh (2002) i%. Auster D/t Tld, EMRNLZYWEEET Y TAGEHKN LTy M 2 EFDD
b2, BAORME LRINTOERESL D LT 572012, BERIZIZFOBEIBRT A S
E xR T 5%,

The choice of a traditional linear pattern as the underlying structure of all the novels,
and the subversion of this pattern, is Auster’s solution to the conflict between art’s

requirement of form and the chaos of experience.  (200)

[ERE R WEEET] TR, EEPTEIZ2 T2 810 d o TRENICIIAERZ BN EZERT 50
Z S L C Auster DAL, Becket @ Waiting for Godot @ & 9123, & %\ i, Moon

Palace ® Fogg "AHET L H 12, HHIZERINT ., FHREIEROFIZEI NS, £LTX

WEEA D SBHEOTONTWLEDIZ b b, FRETITEVWSERE WV,

...it was the sheer hopeless of the venture...the idea of a useless quest, of setting out
on a journey that was doomed to failure...We would search, but we would not find.
Only the going 'itself would matter, and in the end we would be left with nothing but
the futility of our own ambitions. (288) |

ERNYFEEITORFEITMZ T [KRA MES /MG ORI L LT32BIZHITHoNE DI,
72 A METH D (“Postmodern novels are intertextual novels” Currie, 3)o ZHUd, #B%
REEEL, BYVEL, FELBL T LV BEAEOTUERREE KL TWwE 2R L)
(a more general cultural condition in which cultural forms recycle, repeat, reshape and
rewrite past forms” Currie, 3)o B7 7 A MEDOERL 2 5F 2 FFid, HHEIIW X, TXC
DIEFHEIIMFER (“dialogic”) TH Y, ZOERPLHRBIZNLEORE. 77 A M. Zh
LAED L) IMEIC L o TRIFANSNEHI S N PICBEMFIFT TERENE EN) 2 ET
»5% '

The most crucial aspect of language...is that all language responds to previous
utterances and to pre-existent patterns of meaning and evaluation...All utterances are
dialogic, their meaning and logic dependent upon what has previously been said and

on how they will be received by others. (Allen, 19)

City of Glass THME/NHEZE VTV HIER Quinn by HEDHFEIZOWTERIZIHTDH ST,
K, BED L VEHEPOHMBMEBTHED, BIIINEANLZ & LIFEL TV, ED
PR Z o TR A DR, BAOMHEBERR L OBFR TR, oML DBEBRERS T
Hbo
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Like most péople, Quinn knew almost nothing about crime...Whatever he knew about
these things, he had learned from books, films, and newspapers. He did not, however,
consider this to be a handicap. What interested him about the stories he wrote was -

not their relation to the world but their relation to other stories. (Auster, 1987, 7)

‘dialogic’ (# 5\ it ‘dialogism’) & ix. Mikhail Bakhtin (1895-1975) O HFETH H., T
TOSHABRTHEHEL LD LD L EN5, Bakhtin & OBIEICDOWVTIX, Auster HEH.
Larry McCaffery & DA ¥ % ¥ 2 — TR R_RT\W 5, FFEBILOBEVIZOWTO-ERNIIX L. 8
Xk, FEESTEFOZHEMLZZOEEEFL I LN TE, £nid$ & L < Bakhtin @
‘dialogic’ 2N 5 L& 2 TWwWh, % L TBakhtin O/NAEG~OHEMLLIHERHL T 5,

PA: Like everyone else, I am a multiple being, and I embody a whole range of
attitudes and responses to the world. Depending on my mood, the same event can
make me laugh or make me cry; it can inspire anger or compassion or indifference.
Writing prose allows me to include all of these responses. I no longer have to choose
among them.

LM: That sounds like Bakhtin's notion of “the dialogic imagination,” with the novel
arising out of this welter of conflicting but dynamic voices and opinions.
Heteroglossia...

PA: Exactly. Of all the theories of the novel, Bakhtin's strikes me as the most brilliant,
the one that comes closest to understanding the complexity and the magic of the form.
(Auster, 1997, 304)

Bakhtin 1%, [%7 ] (polyphony) ®#R 7% Fyodor Dostoyevsky (1821-81) D/ % & U720
Z TR A DB N ORED L/NHPHER S NS, Auster D/NIEETIE, D /NFE,
H12 Nathaniel Hawthorne (1804-64) .Edgar Allan Poe (1809-49) .Henry David Thoreau (1817~
62) X, FTAVA Y IVEA Y Y ABROERE O [x55] % wh°. Sunset Park % U
BIZdHTzo T MERNO [£5] Mo [HEE] ICEREZHTTAIV. £LT, 20 [£55]
O [R5 v fEE, 72 2 MER. RANES VR OBBTH Ao 2 o0Eln % &
0 Z ARV LREARE N, Sunset Park DR E#E Y EIFT@ <,

2. [BE]

Sunset Park 1%, [MILES HELLERJ. [BING NATHAN AND COMPANY J. [MORRIS
HELLERJ, TALL] &9 4&E 25K S b, [MILES HELLER] & [ 1] »5 [4] %
TICEVTENTWAS, [BING NATHAN AND COMPANY | @ %& 2k, [Bing Nathan].
[Alice Bergstrom]. [Ellen Bricel. [Miles Heller] & % ®i 4% 2 v» T v %, [MORRIS
HELLER] X, [ 11 » & [ 4] £ TIZEI TS, [ALL] &, [Miles Heller]. [Ellen
Bricel. [Alice Bergstrom]. [Bing Nathan|. [Mary-Lee Swann|. [Morris Heller |, [ Alice
Bergstrom and Ellen Bricel. [Miles Heller] & &R DW/ETHE > TV 5h, ZFEITITTR
TEGE N DOZRIDDT S, BOZKETE 2o T B AW (“he” H A\ I “she”) DR 5[
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E| PELND, HFAWIT Auster iZ X > TEREGZONDD5, HEPE S D% EME it
FUZEATOW A BEMR D Auster 1213, EAWO TWEE] CHEL H722 5 2 LIETE RV,
Auster D/NHIZEANT 72 b DB DTH Y, Auster iTZFEAWITYEERE L TOBENZ
(“authorship and authority”) #5252 &2% %, 2F Y, [WiEl 2 EDLZDELNETIO
Ao [75 ] (“the voice of the fictional character”) DT %,

* Auster inhabits the minds of his various protagonists, but it is the voice of the fictional
character that dictates the action of a plot...Auster maintains that his novels are the
property of fictional characters. He rewards his fictive creations with authorship and
authority. As the factual Auster inhabits a world in which lack of certainty is
predominant, he is unable to verify the authenticity of each distinct narrative.
(Martin, 99)

ZEIFNZENONYO [F] 1255 [WEE] THY., fido [£5F] Lid, 22T [FE]
LEBEWZTEZATENTELY, FLTENRETID [E] 28 [WH] 2352 L12EoT
Sunset Park IS I N T W5, City of Glass DFBE/NHF Quinn id. /IO L RIS,
FREN (L] &) BALWERT, HREICH-> T [Hul] 2B LAVELERNA2 T
W DTH5D, LHEFRERNTV A998, Sunset Park Ti& [Hl] LIFRZ D3 ZhEh o [FE]
TH5b, \

The centre of the book shifts with-each event that propels it forward. The centre,
then, is everywhere, and no circumference can be drawn until the book has come to
its end. (8) ‘

FLC (&L (8] 0 [WeE] #2WiEE T2, L1220 [HRE] THDH, FL [H
RHE] A, FNEND [E] T, FRPROANYORETEO NS, /28 213, Miles 2’ HA
DL RFEL [E] TF) 2 ki, Bing OFRICE»LN., Morris® [E| THHEIN S,
HDHVIEleniZ LD [E | T, AliceD EBEDH 5N 5EHED LK% “a Mother
Superior” (118) &4 L., BIROEFNIZR > TUT LW E T, AliceldZN 2 W 578, #
HOSEMIZ, 170 — %D Alice® [E| T, 2o [HRHFE] 25D ES /B HAT 5,
FREND %] ZEGRERIC L7225 TEFICHERLET 50 TidZk <, [HEN] OIR
WMELRD SIS EITFEET . 120 THRE] 75, o [#] OO [HRFE]
CEEE E DT U A5 (“dramatizing their own relationship with the outside world”
Currie, 3). Sunset Park 30 LiFohse 100 [HRFE] PEVELELSNDLH. &)
ANPOBREFLHAND S LI LY . BIOBTREELEH S, ThEhD [#] FANLTO
I, HAVIZFHEED L) ICHE LAVED TS\, BERNZWEEITZHATY

On the narrative level, the linear progress of the plot-line is blocked by a mirroring, or
“Chinese-box” effect, producing a fictional world in which everything seems to be

repeating itself, ad infitum. (200) -

i
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Fro, AL THRE] PWEBEOANPORETHESNS Z LI o T, €0 [HRE] OFFIE
AUERE X T o Austerid. ABIATEIET 5 DIFBE 12 X 5 & L T.Jacques Lacan(1901-81) -
I2E /T %o Lacanid ‘mirror stage’ ([#EEHE]) 1ICBWT, RATDVHEICH 72, MET
bHLAGOE (A A—Y) 2HCELTRBHRTHLIADOHANIRILEL LT L, AL L
5\ Sunset Park D& X, ML L2100 [E] THoH LRI, Thehtho [#] 12L-o
THERENSINDL I LI b, FLTEENSHAMORHERET 52 LI2L), Thid&
ANOFETE, & 51213 Auster DT 5 & )12, ABZNEEROGEIEOIMZ KT 2.

We live alone, yes, but at the same time everything we are comes from the fact that
we have been made by others...we can only see ourselves because someone else has
seen us first.  In other words, we learn our solitude from others. In the same way

that we learn language from others.  (Auster, 1997, 314-5)

3. Y5

Varvogli (2001) #SAuster D/EGBEZ O L72FEE0 S A PV TRELZZ L) I,
Auster D/NHBEY —B L THNLTWA T —<D 1 DIk, [HFIEIAR] (The World that is the
Book) £\ H)bDTHh b, HE (2012) TwlLHZ, 22T FET S I L& Wk
EFENTV 2R BV,

Auster O/NSCIE. TELA] BLIELIEES T 5. The New York Trilogy 1213 Auster
P AT OERDEST 5 L. Invisible T, Cecil® [HFE] b &0 X EITEL ANDHH
HELTW5AHI Lo T\Wh, The Brooklyn Folly TidF A ZANathan Glass &, Book of
Follies #&{ 2L THSDANEZIRY BB, Moon Palace \Z%5¥%5 % Victor Fogg 13, AW
B LAERTHSONEDESXFETHS EES (“Every man is the author of his own life” 7)o
Auster &b, AHA—BELAHECA 4070, HICHAESCHA O [9FE
EED T ANEND B EBRT V5D,

Every whole person...every person with a coherent identity, is in effect narrating the
story of his life to himself at every moment - following the thread of his own story.
For brain-damaged people, however, this thread has been snapped. And once that

happens, it's no longer possible to hold yourself together. (Auster, 1997, 314)

i Cl 72 & 912, Sunset Park Tld, [%75 ] i [£#] Thh. FEOMIC X5
bbb, ZNEFNOED [EYF| I, ZOBEOLHL 2o BB AN OREDPS [V
BE STV DTN, 20 [PWE] RICBWT, KESAMEEDS [WiE]l (772 M) %
#{NTH D Sunset Park Tix, KED [FE)F] 23 T EH AL ASO W] (7
AN EDOLVTWL JWREIDANT TH D, 72 & 2 X Aliceid Freedom to Write Program
(83) 1B Y. EH b The Best Years of Our Lives (97) &% BEIZOWTHLEEWNT
W5 (ZOBETWE o0 [Z] TLIELIEEBS L. 20 [WiE] NEE®RDESh, B
I OEELER > TV )o FOBAD Jakeld/MHE (“fiction writer” 83) T# Y. Ellen
D FRFELSE7E - 72 Samuels d HFIELZHE L T\ 5 (“writing books” 111)0
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Pilar 13, ¥EEE 2L 2 & (“tells the story”). €DFED FOEEM % The Great Gatsby
® Nick ZBNZFERET D, HIIWEEFED (“tells the story”) . UM OMFRIZEZEY (“the
only one who can look outside of himself”). B\ ) 2o CHM L L) LT 5, The Great
Gatsby D/NEFIE Nick 7 U CIIFEFE L%\ (“The book depends on Nick.”). [&BEDEE
F] (“an omniscient narrator”) TR LAZZRWVWI ETHB, L,

...she began to argue that the most important character in the book was not Daisy or
Tom or even Gatsby himself but Nick Carraway. He asked her to explain. Because
he’s the one who tells the story, she said. He's the only chafacter with his feet on the
ground, the only one who can look outside of himself.. The others are all lost and
shallow people, and without Nick’s compassion and understanding, we wouldn't be able
to feel anything for them. The book depends on Nick. If the story had been told by

an omniscient narrator, it wouldn't work half as well as it does. (11)

Sunset Park ClEEANWIZ [WEE] 2TV TW5b, 209 BE% %23 Dix Miles & Morris D [4
7] Tdhbo B LI 2, Sunset Park % BHiY 5 A0 9 . Miles & Morris % 150
S ERE L7z T8 245, Sunset Parkl3Z D2 AFEICEBBE LT #57, UTF, 20
2AD[WE]I LD L H 2 [X55] L. T7-Sunset Park D [FE)F] L LD & 9 HmEEEH>
T DR THIz,

4. Miles DY¥JEE

Miles 28I D2L D, [REZKE (“absent people” 3) OWEE| Th b, Zild. BE
BIRINIZE ) DERER#HAD I L Th b, Sunset Park D% 1E [MILES HELLER] iZ.
70 #C Miles HFL TV HHEOWES SIEE 5o OIS, 5 0 HH TR
FRATRIBETCONTREZEHT LI L TH S, HLWEAFZETHTIEDN, R BH
TAHMAEFE, 22T Miles 1, #EDET R Lo REBEHLEL o RIROEE % L
DIXEH, RIETHN/ZE /725 (“abandoned things” 3) DEE*#H b, 2 Tid. FOF
DENEDEREOHDBOHRT, BREGZONTWIZE /bt RIEOWRL R olzb,
ZOERE [ATE] Thb, BEEF|AZ LIZE > TMilesid [AFE] 28D LI 457,

(] #8228, ZLTEORTHES Ik Auster D/NHBEZEL 77—~ Th bo
72 & 2 \XB1EK % The Invention of Solitudes Z 1. Portrait of an Invisible Man’ (1979)
& ‘The Book of Memory (1980-81) @ 2 DD/ IZH N TWAAS, T 2T ‘an Invisible
Man EAIMEEDXBOI L TH B, TOXBOFRITLT HIELE AN DA, DRXBIT
EFI» S [AE] OXBL7Z-72 (“Even before his death he had been absent” 4)., XEDIE
CEEL, EEDATE) ETH2 8. S0 [RE] 20252 LN, ZHIEER SIS
ZEBR [FIE] W& [RH] ZETIZb ROPBRR5 75, -

It was never possible for him to be where he was. For as long as he lived, he was
somewhere else, between here and there. But never really here. And never really

there.
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One could not believe there was such a man - who lacked feeling, who wanted so
little of others. And if there was not such a man, that means there was another man,
a man hidden inside the man who was not there, and the trick of it, then, is to find
him. On the condition that he is there to be found.

To recognize, right from the start, that the essence of this project is failure. (15-6)

ZLC [RE] ORBA BT SNRNT Eid, 3B POEMREWESD 21T Tk <, BEHF
ZFLTCELFBIIBVT, [EE] ANFETE 2 W I L %KY (“an emblem of the

unavailability of truth, in writing as in life” Varvogli, 9),

I can remain silent, or else I can speak of things that cannot be verified. At the very
least, I want to put down the facts, toroffer them as straightforwardly as possible, and
let them say whatever they have to say. But even the facts do not always tell the
truth. (Auster, 2010, 16)

EEICHL I LIk, S0 [RE] IHEAZ DT TEBL LTEETAZETHL, FHL
. [BEESHRFEHIHFOEREZ VL OORICERT L] 2eThHY . [R2LEIE,
A DITEIRBEOENEEL T ES ORERHGIH o T (T F, 76) DTH %,
ZLTC [Z2203WAWRED A (BH, 282) OWELEROE 5, T/ IWFEE52562
Yoty TEE] EEL . [RTEORD ST 2 & ] (“be recovered from the edge of
absence” Auster, 1997, 184) #3TX %, BB EN/-JEH (“lingering traces of those scattered
lives” 3) 25 [MERKEOWHE] 2oL O THAHA, TNEHENZER, o E8%w1
S0 [FHE) CELZ ETIEE G, [RE] 2O LRE [RE) T HAILRTY [HE]
CEET LI E v, FOLIRSE. [WFE] 245352 L ETH Y. Miles 32
DESEDOWEE Y [RBOWEE] (“a story of failure” 3) L EET o

[RIE] 12 TWEE] 254228, ZTHIZE ST, Austerile o T [FL] &w)HZeT
B D, EOMSEORLHT— i, [RE] OBEREZORTEEMETH Y (“the attempt not
so much to recover even some of that meaning, as to fill the gap that its apparent absence
leaves”) . WHRCATETHA D &, [RIE] BEFEICL > THOLNE Lk Eav ) il
T& 5 (“Auster realizes that, no matter how inadequate his words are, they are the only
means of filling the void”, Varvogli10)o BTk L7z & 512, [ARFE] 2180 2 X EGWRRETIE,
BEY ERALEMICILY DL, TOEKRT, Miles® [RIERKEOWE] (&, Sunset Park O
BOoEED LD ML Z B9

WAz Miles 2528 SO, [Plar OWEE ], T b EPilar DN T BOKREH 2 L 75
Miles (ZEASDRE7- 0o 728% Plar ICHEF L0 L) IS, ERICME LR o Pilar
OEHOEEIZH % L. SATREBMFERELOFMTHBL R CHIEG 2HA b B
HAE LW AERIZ A D S b RO B TFOEIIATEHELICR DI L7205, Miles (&, HLD
Eersi~ein, EEIIRDEAI)EE LD, WhiE, Pilar OELNXEH., NMEZHEL.
W OWEEE BTN, '
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He, the young man without ambitions, the college dropout who spurned the trappings
of his -once privileged life, has taken it upon himself to become ambitious for her, to
push her as far as she is willing to go. The first priority is college, a good college with
a full scholarship, and once she is in, he feels the rest will take care of itself. At the
moment, she is dreaming of becoming a registered nurse, but things will eventually
change, he is certain of that, and he is fully confident that she has it in her to go on to

medical school one day and become a doctor. (11-2)

it Miles 121, £7ZEE LFONTWRWIDBEDO[WEINDH Y . oMM & L T Pilar
DYIFE] BPHFET B LV 5o RED [WFE] Lid, [Bobby 2 K2WEE] 72, Miles 1&.
WBobby # & ®H 5 WVIZHEBTHLETLE o7 MELEMS. ZOMFBED [HE] 2
AR 720, 2D [Bobby D¥FE | 1ZFENED M T A I LD TE %\ ZHidMiles 12& o
THGHFHITH Do HZELOWEDNED [WEE] 1&. T [EE] 24 L. [Bobby % & % Wik
D5EkET 2 2 L (“the end of the story” 19) 247> TWwaH5TéHS (“The entire story.
of his life hinges on what happened that day in the Berkshires, and he still has no grasp of
the truth” 18)o M ¥ TMiles iZ. 2@ [MFEELRIRE] (‘limbo” 17) L& EEH &2 %545
R\,

They are his own private business, and until he finds an exit from the limbo that has

encircled him for the past seven years, he will not share them with anyone. (17)

Miles 1&. [4Z Z | (“here and now”) TEHEEL W) [WiE] 2&EZ LICHMEL. Rkn
EERTWid o7z (“he is content to remain in the present and not look ahead” 6)., ##
RO TEANL [WRE] THRL LGP BE) Z&idhv, L LERNZYERETT [EE
7% 5] L) BIELZENEE TS [Pilar OWFE] 2FL 2 L0 L > THIE [WRE] 24570
HEWV, RREZAZH (Ylook ahead”) &5 5, Ll 20 [WEE] iX, < FTPilar ® [y
#l ThoTMiles O [HFE] Tid7evro Morris DIEHT 5 &L 912, A [WFE] 2#EH< D
TlE7% < (“refrain from writing another person’s future” Auster, 2010, 279). H4® [¥:E
BERERDOTHSHAS, [Bobby DIFE] HSK5ED 720, Miles RO IS Y S,
RRESO (W] #EZENRTERV, 2L TIOPlar © (Wi oK. Auster®
/NEEIRR, RME LTLE D, \

5. Morris DYJE8

Miles @ 22 [#7E |, [Pilar D¥)7E] & [Bobby D¥5E | 1. MilesiZBI¥ % [Morris D
WEEl & Xl LooFEAI EFNTWL, [Morris O#IFE] &, #1Z [Miles D¥FE] % &
BELTWBH 572, Morris i, Bing & DFHEDR Y ILY %1 L T Miles DFTEI # HUB L T2 5,
[Miles ®#J5E ] 12 [Morris D¥IE] SEE% 5 21505 DiE, EWilla & ORFLREMETH 5,
Miles i\ Morris & Willat OXFEHEZH ST OHEAMSLTLE ), £ZTWilla 3
Miles @ [80) R 72 8% <. %2 HATH V5] (“There’s an anger and a coldness in him
that frighten me, and I hate him for what he’s done to you” 27) &adiR%, F¥7-2 ANixMiles
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WEELIFT, Y BRATYS E L, MilesidBEFVIENE LTRIEEN TV A 2D X H KL
TLEYe B, AMORED L2 VETLIETHL ER SN TS (“They looked on him
now as a walking dead man, as someone without a future” 29) & BvviAAi, BOHEZZD
9 BFRED [JEfr#E] (“black sheep”) & LTHEDNEZEVHEIT LD &35,

He has turned himself into a black sheep. That is the role he has willed himself to
play, and he will go on playing it even in New York, even as he wanders back to the
edge of the flock he left behind. (68)

Morris & Willa DF W72 [ O%EY ZESELETLE ) DT TH S, DM b Morris i3,
Bing £ DFEDOL VI 12X 0. [Miles DHIFE] ZFHA TV 2O, ZHUTIMA TESH
b, EBICMies DT %, £2 THEED LD IZEDS I 29 (The New York Trilogy
DO QuINn D X ) I2) mMiE Chicago To Z D5 Arizona. New Hampshire. % L T Florida C.
FIZR LN WEETA S Miles % B TVv»%  (“always watching from a place where he couldn't
be seen” 178), Florida Tid. Miles & Pilar D&V OBEIZL EB L T b, Bk L7z &)
\Z Pilar |& The Great Gatsby Ok 1) F Nick 2%, HOOSMIOHFIZH %2 kV) AL T
B ) % o TWT, A The Great Gatshy DR EZHFHE I TWE LKL Tz,
Morris b #MEl %> & Miles DR % RFLF 2 X LICL D, [MilesO#FEl #NA LHFESIET
WhHEWZ LN,

Z LT Morris (3B O AA 72T TR (L BrA R AWIZZEE L TMiles L ERIZEET S (W
Bl AET S FEIIEELTCHAILLR > TWDLDT, BFThAMiles bR AT2H7% 00,
BN o izv v =0y 7 - K==L XD L) B ANYD [WFE] 72

.dressing up in costumes, disguising himself so thoroughly that not even his own son
would recognize him, a demon of disguise in the spirit of Sherlock Holmes, not just the
clothes and the shoes but an entirely different face, entirely different hair, an entirely
different voice, an utter transformation from one being into another, and how many
different old men has he invented since the idea occurred to him...a friendly old fellow
who has lost his way and stops the young man to ask for directions, and then they
would begin to) talk, the old man would invite the young man for a drink, and little by
little the two of them would become friends... (179)

“different old men” @9 H® 1 2% [{EHRVOFE (“Can Man”) OWYFE] 728, =2 —3a—7
OETICHEL T 2 RXEZHREENT, VYT — 25| E 2008 o THELBIIEET L L2
Morris (ZM D NWFEAREE AL “he” & LTRSS TWV B, LR, [HEHRVOF | (“the
Can Man”) & &N D X H12% B “Morris Heller” @ [#E ] T [{EHVOH | (“the Can
Man”) FHREZEFENTVE2, TITEHBFOHRLLS T LFIRELEIAE youo & F
MILT W5, Sunset Park @ [3& 1) F] S Morris 12 “you” &EIEURITTWADITEH, il
FFIC [FEDF] S BELBBOERE MR CSunset Park %A TWA [f#& | (Z5E
T TG Z L2l 572\ Morris (& [WER] OFfllA T —ZICRUBA | FFERIIC [5
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Bl E—MMEL, Morris® [W7k] BFED MWk L% b, (W] 2H 2 LiE, Tz
EBEERPLHLILTODN (WRE 2FL L LHED I LI UMHICHFET D E bWV b,
5% Y [ &, Morris & & b2 Sunset Park OBRTHSEE~ [WE] 28X (its
the reader - or the listener — who actually tells the story to himself” Auster, 1997, 311). &
N REELHFRELETLI L% D,

The one thing I try to do in all my books is to leave enough room in the prose for the
reader to inhabit it. Because I finally believe it's the reader who writes the book and
not the writer. (Auster, 1997, 282)

Z LT, RN IR LA 2 815 L7z (5% ] TH 5 Morris (& Sunset Park @ [¥7%]
#fEw < { %o Sunset Park I2® A BV EBRZOWY L Y 2217, MilesiZlI ) 139 OfF
THEFTH L, Morris i 255 2T i & v 672, BE XK > TL % o 7-Miles |2 Pilar
EDONFED [WEE] 37 ve £ L TMiles® TWEE] 1Z. Morris® [WEE] 2RISR,
Miles iZFED vy, BiiE L22kEDESNER > TWw < (“he wonders if it is worth hoping
for a future when there is no future” 308). ##LiZPilar DN B FID Miles DIRFEIZE S Z &
L£ZZIZBES % L2 ® (“confine himself to the here and now” 6). HEIZE &F D RK%E
H72wZ & &5 (“remain in the present and not look ahead” 6). Auster 25, & Z12% (“But
never really here”) »% 2123 (“And never really there”). RNEEDXEZIED %’I“Cé /N
T&RPolz X912, Miles i Sunset Park D&% T, [AE] 906N TRRICEHEED @
SO TEERETS I EAIRENS (“live only for now, this moment, this passing moment,
the now that is here and then not here, the now that is gone forever” 308)., Auster DD
ANHERE BEANERSNS Z LB, Lo LBdtidb o T T &k T 2 2 & [HEE]
EERUTAHZIEIITES, T2 [WRE] 2BET 5. [ AHEER YT (hmbo) TbHbo
Miles %+ [BEE ] (“abandoned house”) DEEZE & L bk, HEIZIE. HAPEAT
w7z [BEE] (“abandoned house”) % iBbiL, [WFE] EHRMIIK L. MilesWEEL#RL Z &
Lo ToLwTwWe [REREOWE] i3, EIZESHIO [WiEE] “C%)%oto Miles
FHEDEF LD, MOFE,ISIIESN (“invisible 817) . FOFHENEZILHZEThin
K (“would not fit in anywhere” 125) 12, Millie® [AFfE| 2D 5720 (39) 12T A,
[REE] ORDFES Z LI X o CTSunset Park iRMIR %0 KBpiditds (“‘sunset”) 25, 7z
B2, [WEIRED KT, Miles WEZEIZELNTHITH T DL, Green-Wood Cemetery (301) o
FREDBRAIEMTH S, LTI, YKL, Morris I FFEICW S BFEZ AT, BAAILZ
MHEFNZEICBVWEIZES, [AE] 3EDON, 72 [(RFE] L2580 EL. B
WM TESE LT D D 2 WIFTE, Milestd E728i727% [WFE] 2 THEETWTH
5o 72l ZMY DT RVEMY S B, [AE] 2H)D5HL, WRlBGO [WEFE] &
FENTWLZENFNTEDLDD, £ L THER Auster ® [WEE] S IARROBER 2 Fhv T (o
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. Brown (2007). Herzogenrath (1999). Martin (2008). Shiloh (2002). Springer (2001).

Varvogli (2001) ZEZROZ &,

. Herzogenrath (214) ZEdHBHOT L,
 Auster & Beckett. Kafka ®BRIZOWTIE, Varvogli (69-115) SO Z &,
. Auster ® intertextuality 22 % W5 EZ FIZOWTIILUT 22RO Z &,

At the heart of each language there is a network of rhymes, assonances, and
overlapping meanings, and each of these occurrences functions as a kind of bridge
that joins opposite and contrasting aspects of the world with one another. Language,
then, not simply as a list of separate things to be added up and whose sum total is
equal to the world. Rather, language as it is laid out in the dictionary: an infinitely
complex organism, all of whose elements - cells and sinews, corpuscles and bones,
digits and fluids - are present in the world simultaneously, none of which can exist on
its own. For each word is defined by other words, which means that to enter any

part of language is to enter the whole of it. (Auster, 2010, 137)

. Bakhtin (1981). (1984) ZEDZ &,
. 72& 213 The New York Trilogy Ti%. Quinn (%, Edgar Allan Poe D/NHOBEZTH 5

William Wilson & 9 &7 CHEE/NL A2 E WV TW5S, Ghostid. Henry David Thoreau @
Walden: or. the Life in the Wood (1854) % —a—a—ZIIGHaB L THEVTWnL LS
N5, %7 Bluelt. Nathaniel Hawthorne @ Wakefield \2 2\ TFE¥ o, ZHIZBMEOEKEE
4o T\ B . Auster D The Locked Room 238 12 %o The Locked Room O F NP
4 #1 13 Hawthorne |2 5 7% A 72 Fanshawe & W 9 % i T & %, Sunset Park T &, The
Great Gatsby . Miles & Pilar 2510 &9 Z o 24t 45 L. William Wyler ® The
Best Years of Our Lives (1946) &, Alice 2333 IZE VT WAL T TR, OBk 4 72
(2] CBB A LPEE L. WA i &b, 72 Samuel Beckett @ Happy Days
(1961) 1. Miles#*New York IZR -7z & & L S5 A%, FX Winnie % U 5 DI,
Miles D T2 1) LB D Mary-Lee Swann T 5. [Mary-Lee Swann| @ [E]| T,
Miles (ZBE % b7, 20 [#] &, BFPLEEGERDO L HIZ, FEEL2ADLY
TR ESNTC, HFICHE ) BB X T, 2104 T5SH4%T 2 Winnie
Wik, [ARMERKE] (‘limbo”) THH [422] 1L EFEHE5 %5 %\ Miles %
BIERT 5o

CRAR G2 LI, B2 [AE] RELSELDIE, L 2IE FoRle T Y

& (2014) 2E D FY A%t F (Doris Salcedo 1958-) D[ 7L 4 7 - 51— 5] (Plegaria
Muda 2008-10) % [7 - 7u— )V - 5 - <A )b | (A Flor de Piel 2013) b FETH Ao
HEEau Ly 7 BIRINBLOEE O, BEIENOBE I 2ol [F
HBORLE] HHRDH 5N T <o

Can Man . Auster 54 DS T Con Man (Confidence Man FEEKAT) (2@ L %,
BT THHMiles® 5] 13X B Morris® [WIFE] TINS5, Austerid, HAl7Z
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FHETEDHLP, ReERDL EAGTWMIBEDPHPLD LS bPB LI IR E720, LhLw
[WRE] 2EZENTEL LT A,

It probably also explains why it's so rare for a young person to write a good novel.
You have to grow into yourself before you can take on the demands of fiction. I've
been talking about it in theoretical and literary terms, but there's also the simple fact

of growing older, of acquiring a better sense of who you are. (Auster, 1997, 304)
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