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Picasso’s Paintings as Allusions:

A Comparative Study of Abe Kobo’s 7he Ruined
Map and Paul Auster’s Ghosts

Kenji OBA (Kyushu University)

I. Introduction

Paul Auster (1947— ), an American postmodern writer, wrote 7he New
York Trilogy (1987): City of Glass (1985), Ghosts (1986), and The Locked Room
(1986) under the strong influence of French contemporary philosophy and
American Renaissance literature. Hence his Ghosts tends to be viewed in
relation to postmodernism or Nathaniel Hawthorne (1804-1864)." Therefore,
the relationship between Ghosts and non-Western literature has not been
argued. However, this paper takes a different approach toward Ghosts. The
purpose of this paper is to argue the relationship between Ghosts by Auster and
The Ruined Map (Moetsukita Chizu, 2 5% 7240¥, 1967) by Abe Kobo (%
AP, 1924-1993), a Japanese avant-garde novelist, through the medium of
paintings by Pablo Picasso (1881-1973). The significance of this comparative
study is that the influence of Japanese literature on American literature is
argued, since comparative literature studies in Japan have a tendency to argue
Western literature’s influence on Japanese literature. In addition, I also write
of the relationship between existentialism in Abe’s 7he Ruined Map and
postmodernism in Auster’s Ghosts. Hence, contemporary literature but also
latter 20"-century philosophy, such as existentialism and post-structuralism.

The similarity between Abe and Auster has been pointed out in previous
studies: Patricia Merivale and Susan Elizabeth Sweeny indicated that Abe and
Auster similarly described missing persons in a manner like unto Hawthorne’s

1. For example, Alison Russel wrote, “Auster’s novels also deconstruct logocentrism, a
primary subject of Jacques Derrida’s subversions. Logocentrism, the term applied to uses
and theories of language grounded in the metaphysics of presence, is the ‘crime’ that
Auster investigates in 7he New York Trilogy” (98).
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Wakefield (1835) (18). Also, according to Merivale, both of Abe and Auster
have written “postmodernized” detective stories reminiscent of “The Man
of the Crowd” (1840) by Edgar Allan Poe (1804-1849) (107). Hence, in
America, novels by Abe and Auster have been regarded as postmodern versions
of Hawthorne and Poe’s works, but set in cities, which Abe and Auster describe
urban cities.

From a Japanese perspective, Tatsumi Takayuki (584%.), a prominent
scholar of American literature in Japan, pointed out that Auster’s literature
shares some specific elements with Abe’s, as well as arguing that Auster was
influenced by Poe, Hawthorne, and Franz Kafka (1883-1924) (195). Umezu
Akihito (#:% \) also noted that both Abe and Auster showed concern about
problems of identity and relationships with others through their works (155).

Despite these connections, little attention has been given to the fact that
Auster himself said that he read Abe Kobo's 7he Woman in the Dunes (Suna no
Onna, %, 1962) and 7he Ruined Map in adiscussion with Shibata Motoyuki
(4, 1954— ), who translated Auster’s works into Japanese (Auster and
Shibata 9). In fact, there are many similarities between Abe’s and Auster’s
writings, especially in relation to the so-called “anti-detective novel” discussed
by Stefano Tani.” Previous researchers have pointed out such resemblance, but
did not clarify their influence on each other. In order to elucidate these mutual
influences, this comparative study focuses on yet another possible connection
that we can discover from reading Ghosts, if Abe’s The Ruined Map influenced
Auster’s Ghosts. These two works often made allusions to paintings by Picasso.
With this as a clue, I will discuss and compare the characteristics of the two
works. The aim of this study is to map the relationship between them through
the medium of paintings by Picasso.

II. The “Picasso lithograph” in Abe Kobo’s 7he Ruined Map

This part focuses on the “Picasso lithograph” (Picasso no sekihanga, &7
7 Fil), described in Abe’s 7he Ruined Map, and the next chapter discusses
how Auster wrote Ghosts under the influence of the “Picasso lithograph” in
Abe’s The Ruined Map. In The Ruined Map, a detective searching for a missing

2. According to Tani, postmodern anti-detective novels feature the absence of a center, a
unifying system and a solution (39—40).
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person in an urban space paradoxically loses his identity in the middle of his
investigation.” Allusions to painting are used in this text, and the “Picasso
lithograph” is found in a room of a client who asked the detective to search for
her missing husband:

The first noticeable thing on entering the living room was a cylindrical
kerosene stove with its flicking circle of blue flame. Then, in the middle of
the room was a round table, with vinyl throw, printed with a lacy design,
that reached all the way to the floor. Bookcases occupied half of the left
wall and the rest was taken up by a window. On the facing wall was a
Picasso lithograph, perhaps clipped out of some magazine, depicting a girl
looking up and to the left. The fact that it had been framed indicated it
had a definite importance for the owner. Next to it was a cutaway sketch
of an engine, Formula I, three times the size of the Picasso. (10)

JEEIC A>T A, RO 2 =725, HF WDl 2 0w 5o 08T
W, PZ T =7, L2 R T ) b L2 B LB o=,
RARZETEEWTWD, EDOBED L% KD, b &P % EhthidHTun
%, ILORZ IS oMt bUINI-72072 25 1ok E2FEFIZHTR 2
LT A OLRE, ISR BEE-oTWb EZAEANIE, 1%
DOMZENSTELTABICED Wi, L, ZOBEICIE, B2V OFD=A5
Yhd. 74— 10EHNI, (Abe Kobo Zenshi 119)

The above passage refers explicitly to “a Picasso lithograph, perhaps clipped
out of some magazine, depicting a girl looking up and to the left”;* however,
in previous studies, little attention has been given to this “Picasso lithograph”
with the exception of Watanabe Hiroshi (J%J/:1), who pointed out a
resemblance between the interior of the house and Picasso’s paintings (152).
Incidentally, Picasso depicted “a girl looking up and to the left,” but such
depictions mainly featured on canvases or copperplate prints in drafts for 7he

Weeping Woman (1937) in the 1930s. It was in the latter half of the 1940s

3. Richard Swope categorizes Auster’s City of Glass within the “urban Wakefield” (218).
Abe’s The Ruined Map also depicted the “urban Wakefield,” as someone who disappeared
in the urban space, like the protagonist from Hawthorne’s Wakefield.

4 “BHMEE LYo 7207255 e EEARRHC R Tn b L2 fin72, By ol
Jikz i,

5. “Fr LARKFICRCwd L&l E Y oflilm,”
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that he started producing lithographs. Hence, the “Picasso lithograph” in 7he
Ruined Map is an imaginary picture existing only in Abe’s work.

Before we discuss the significance of the “Picasso lithograph” in 7he Ruined
Map, it will be useful to be aware of the relationship between Abe’s works and
Picasso. Tomoda Yoshiyuki (4 H#17) made several important statements on
this. In his study, he noted that the object of the bull featured in 7he Face of
Another (Tanin no Kao, it A2, 1966), a movie with screenplay by Abe Kobo
and directed by Teshigahara Hiroshi (#fdi{)5%%, 1927-2001), was derived
from the bull in Picasso’s Guernica (1937) (Tomoda 239—40). In a discussion
on 7he Ruined Map, Abe said that the cinematic techniques in the novel were
imported from the movie (Sasaki, Teshigahara, and Abe 315). What these
statements make clear is that cinematic technique, which uses Picasso’s work
in the movie 7he Face of Another is imported into the novel 7he Ruined Map.*

On the other hand, Franz Kafka (1883—1924) also described a picture
of a lady clipped from a magazine in the opening of Metamorphosis (Die
Verwandlung, 1915):

What has happened to me? he thought. It was no dream. His room, a
regular human bedroom, only rather too small, lay quiet between the
four familiar walls. Above the table on which a collection of cloth samples
was unpacked and spread out— Samsa was a commercial traveler—hung
the picture which he had recently cut out of an illustrated magazine and
put into a pretty gilt frame. It showed a lady, with a fur cap on and a fur
stole, sitting upright and holding out to the spectator a huge fur muff into

which the whole of her forearm had vanished! (89)

Gregor Samsa, the protagonist of Metamorphosis, “hung the picture which he
had recently cut out of an illustrated magazine and put into a pretty gilt frame”’
featuring a lady in fur clothes.® It may be possible to argue this picture and its

6. The Ruined Map was adapted into a movie by Teshigahara Hiroshi in June 1968. In
this movie, there is no “Picasso lithograph” in the room but “a cutaway sketch of an
engine, Formula 1,” which is depicted in the preceding quotation of 7he Ruined Map.
Abe Machi, who was an artist and Abe’s wife, painted “a cutaway sketch of an engine,
Formula I,” which was put on a wall of her atelier (N. Abe 117).

7. BANMESICH o 20 R W) £ o T ZENWEREOFICANTHIT TB LR
(Henshin 5).
8. Many translations of Kafkas Metamorphosis were published in 1950s Japan. For
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“aura” in the relationship with Charles-Pierre Baudelaire (1821-1867) or Walter
Benjamin (1892-1940), I will begin by arguing the influence of Leopold von
Sacher-Masoch (1836-1895) upon Kafka. Katka depicted this having drawn
influence from Venus in Furs (Venus im Pelz, 1870) by Masoch (Schaffner
194). Discussing Masoch’s influence upon Kafka, Hirano Yoshihiko (%73
Z) insisted that this picture was depicted for stimulating sexual desire and
deprived of original “aura” because the picture is “cut out of an illustrated
magazine” (211).

In the above-noted quotation, Abe also depicted a picture “clipped out
of some magazine.” According to Maeda Ai (#iH1%%, 1931-1987), a Japanese
literary critic who discussed the relationship between Japanese literature and
urban space in Text and the City: Essays on Japanese Modernity (Toshi Kukan
no naka no Bungaku, #iiZEfH % 377, 1982), the room of the “Picasso
lithograph” and its “lemon-yellow curtains” (lemon iro no curtain, L€
% —7 =)’ represent the protagonist’s sexual desire toward the missing
person’s wife (450)."” Hence, Abe intentionally repeated Kafka and depicted
a picture “clipped out of some magazine,” which represents sexual desire.
The central problem of the influence of Kafka on Abe is the relationship
between the picture and its missing “aura.” Because a lithograph is made
by technological reproducibility, the “Picasso lithograph” in 7he Ruined

example, Takahashi Yoshitaka (5465% %, 1913-1995) translated Katka’s Metamorphosis
from the publisher Shinchosha Ciriiflit) in 1952. From the quotation, we can see that
the depiction of the room in 7he Ruined Map by Abe Kobo resembles that of the
Japanese translation of Kafka’s Metamorphosis. This means that Abe wrote 7he Ruined
Map under the influence of Kafka in Japanese translation.

9. The color of “lemon-yellow” has been regarded as a color of paint in Japanese literature,
for instance “Lemon” (lemon, #:#5, 1925) by Kajii Motojirdo (#2JFJEAHS, 1901—
1932). It is characteristic that Abe combined the metaphor of “lemon-yellow” with the
existence of residents in urban space.

10. Namigata Tsuyoshi (J%¥50ll) researched the relationship between disappearance
(Shissou/Jouhatsu, %<§5/7%) and urbanization (toshika, #5ili1k) in 1960s Japan, and
wrote that this woman, who lives in an apartment-house (danchi, Fi#), depends on
an illusion of family within the collapse of the family system (140—41). Cf. Namigata,
Tsuyoshi [#¥5MI]. “Abe Kobo Moetsukita Chizu Ron: Sakuhin nai no Dokusha,
Shosetsu no Dokusha, oyobi Doujidai no Dokusha wo megutte” [On Abe Kobd's 7he
Ruined Map: Regarding Readers in the Work, Readers in the Novel, and Readers in
Contemporaries, %A% Tz 5= 72MIX, @ — (FRHNOFE, Dalodis, B
L UTIRDFEH % & & = ). Bungaku Kenkyu Ronshi Vol. 14 [Collected Essays on
Literature 14, SC#RIFER R4 2851475], 1997, pp. 131-52.
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Map and the picture in Metamorphosis are similar in that both pictures are
a “copy” of the “original” ones. According to “The Work of Art in the Age
of Its Technological Reproducibility” (Das Kunstwerk im Zeitalter seiner
technischen Reproduzierbarkeit, 1936) by Walter Benjamin, “what withers in
the age of the technological reproducibility of the work of art is the latter’s
aura” (104). The picture in Metamorphosis lacks its “aura” because it is “cut out
of an illustrated magazine,” as stated above.

On the other hand, it is possible to say that “aura” in 7he Ruined Map is
paradoxically discovered through metaphors of “picture” and “frame.” In 7he
Ruined Map, the word “frame” is used to depict the landscape of urban space:

The view became fainter and fainter, transparent almost to the point
of extinction, and only my face emerged like a picture printed from a
negative. I had had enough of distinguishing myself. For this human
filing cabinet with its endless filing-card apartments was merely the glass
frame, each encasing its own family portraits. (7—8)

B, T ETIEE0IC NI EA ML L WITIE BT ) A bEE
S b BiGRo LI, BAaDLEZF RN EA S, B THS ORI
DOTE, 2N TR D72, 25 ) AED R A o] FHEA LA Tu
Iy wINADOR KL HBmZE) £ A TADHKICT EL WD
... (Abe Kobo Zenshi 117)

But precisely because a picture frame was attached to it, it seemed a
landscape, and because I was convinced it was a landscape, it became
transparent. If the frame were removed, the mist would be quite ordinary.
Insofar as it could not be touched with the hands, it was no different from
a wall of concrete in its nontransparency. (126)

ZH MR O WT B b 2 F, BT 2 | BOR 2 BvGAT s B
DT ... iz 3¢, 2720 .... FlZaNHNZNE W) 72T
T.ARBENEDETIE, a7 ) =L DEELE b L7 ... (Abe Kobo Zenshi
194)

The “landscape” (fukei, i &) of urban space as the setting for this detective
story is not “a priori” but discovered through the metaphor of “picture frame”
(gakubuchi, %/f%) in these quotations. The problem of “frame” (parergon) has
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been argued by many philosophers, such as Immanuel Kant (1724-1804) and
Jacques Derrida (1930-2004). According to Derrida’s 7he Truth in Painting
(La Vérité en Peinture, 1978), “frame” is “a parergon, a hybrid of outside and
inside, but a hybrid which is not a mixture or a half-measure, an outside which
is called to the inside of the inside in order to constitute it as an inside” (63).
Therefore, this shows that Abe and Derrida commonly wrote about “frame”
which paradoxically discovers its inside. In addition, Karatani Kojin (Fi%:
TN, 1941- ), one of the most well-known critics in Japan, also wrote that
“landscape” is not “a priori” but discovered in modernity (kindai, J7ft)
through a frame like “category” of “understanding” (Kant) or “symbolic forms”
(Cassirer) in Origins of Modern Japanese Literature (Nihon Kindai Bungaku
no Kigen, HASEASCFoiE]E, 1980) (22). According to Karube Tadashi
(X5, 1965— ) it is an “important essence of urban space” (toshi no jiyo
na seishitsu, #{iDEE 7 14E) that invents “transparent” “landscape” in 7he
Ruined Map (46—47). In such a “landscape,” there is a “human filing cabinet
with its endless filing-card apartments” (sokkuri onaji jinsei no seiridana, %
-5 EL N A #22EH), which emphasizes an exchangeable namelessness of
urban residents. Hence, it is possible to say that they are deprived of their
“aura” as “singularity” (tandokusei, HAltE) in the same way as with the case
of technological reproducibility. But the protagonist’s “face emerged like a
picture printed from a negative” in the “transparent” “landscape” by using
the metaphors of “picture” and its “frame.” In this process, he became able to
distinguish himself as someone whose singularity is paradoxically discovered.
Judging from the above, the “Picasso lithograph, perhaps clipped out of some
magazine” represents urban residents whose “aura” as singularity is discovered
paradoxically through being put into a “frame.”

In this novel, the metaphor of “picture” is used just before the protagonist
goes missing in urban space:

When I considered things, there was absolutely no basis for me to think of
myself as being an office worker. It was merely a far-fetched self-portrait.
It did not necessarily mean that by deceiving myself, the truth was any
different. Was I still incapable of getting a clue about my own name?

Suddenly a numbing pain shot from the nape of my neck to my forehead.

11. “A A 6EEXSF SN 2MiGo & 512, oL T HEHr U Ly b (Abe Kobo Zenshii
7-8).
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The nausea, which I had fortunately forgotten about since I came here,
again rose from deep within me. There was no doubt that I had quite

forgotten even my name. The only thing left was the consciousness that
I was myself. (284)

FLEY HORHOALZ LR THhHh>TnbEI DL LT B2 TAHANIE. &
ARG 70~ Z & 72572072, Z DO HBGRIC L T S hrotzns, B
DERPELLREZAT, HFRITHIEEIEINTUNDLEZH»ELZn, - BlIT. B
F21FHODOAGTDHWMTELZ ZRZDOTFH) L OO FTICWIIAR L%
W !

WERD) B LB > T LUNS LS DlifianHEdhlds, 2 2I2ilh
FWTh b, Fo ENpITF Tnizte o s, HUmEO Ry 58 Eh-
T, LPITIZ R AR ENTLE-72 L9572, »501F. A0 H»HST
BB E O 5720, (Abe Kobo Zenshii 301)

In searching for a missing person, he had memory blackout through an
identity crisis and paradoxically became a missing person, too. In this passage,
his identity as an “office worker” (tsutomebito, #js>\) was nothing but “a
far-fetcched self-portrait” (kojitsuke no jigazs, =U->F 7 EHi{%). He forgot
his name and thought, “the only thing left was the consciousness that I was
myself”"* This “myself” (jibun, F45) was discovered paradoxically through
his identity crisis. It will be possible to say that this substance is a nameless
existence discovered by “phenomenological reduction” against essence or
identity. The “Picasso lithograph” represents such an existential substance with
“aura” and “singularity” in urban space. In consequence, from Kafka to Abe,
they share common problems related to the “aura” of pictures.

. 7he Weeping Woman in Paul Auster’s Ghosts

Next, this research will discuss the allusions to paintings in Auster’s works.
In City of Glass, Auster also describes some paintings. Daniel Quinn, the
protagonist of this novel, responded to a telephone call meant for someone else
and pretended to be a detective. Abe’s influence upon Auster is expressed in a
scene where Quinn went to his client’s house.

12. “b201F, AOoHWHDTTHB E v AT
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She opened the door for Quinn. As he crossed the threshold and entered
the apartment, he could feel himself going blank, as if his brain had
suddenly shut off. He had wanted to take in the details of what he was
seeing, but the task was somehow beyond him at the moment. The
apartment loomed up around him as a kind of blur. He realized that it
was large, perhaps five or six rooms, and that it was richly furnished, with
numerous art objects, silver ashtrays, and elaborately framed paintings on

the walls. (16)

From this passage, we realize that there are “framed paintings on the wall,”
which are associated with Abe’s “Picasso lithograph” in that they were framed.
In contrast to a description of the room in 7he Ruined Map quoted above,
we find that Auster depicted the room arrangement or furniture less than
Abe. In an interview with Joseph Mallia in 1987, Auster talked about detailed
description by an author who makes us think of Abe Koba:

There’s a way in which a writer can do too much, overwhelming the reader
with so many details that he no longer has any air to breathe. Think of
a typical passage in a novel. A character walks into a room. As a writer,
how much of that room do you want to talk about? The possibilities are
infinite. You can give the color of the curtains, the wallpaper pattern,
the objects on the coffee table, the reflection of the light in the mirror.
But how much of this is really necessary? Is the novelist’s job simply
to reproduce physical sensations for their own sake? When I write, the
story is always uppermost in my mind, and I feel that everything must
be sacrificed to it. All the elegant passages, all the curious details, all the
so-called beautiful writing—if they are not truly relevant to what I am
trying to say, then they have to go. (10-11)

In this part of the interview, Auster says that “a writer” can write too many
details of a room, such as “the color of the curtains” or “the wallpaper pattern.”
His reference to “the color of the curtains” might allude to the image of
“lemon-yellow curtains” in Abe’s 7he Ruined Map. Hence, Auster was possibly
referring to Abe. I will give an example to show acceptance of 7he Ruined
Map in the United States: For example, William Joseph Currie argued that
Abe wrote so many details that 7he Ruined Map became stifling (176). Auster
shortened such details and emphasized the importance of storytelling, but he
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did not abbreviate “framed paintings on the wall” and depicted it in City of
Glass with reference to 7he Ruined Map.

Having clarified the influence of Abe’s 7he Ruined Map on Auster’s City
of Glass, I will now explain the allusions to paintings in Auster’s Ghosts. It was
pointed out in this chapter that Auster described the scene at a client’s house
in City of Glass and used allusions of paintings in Ghosts. These allusions were
derived from the “Picasso lithograph” in Abe’s 7he Ruined Map. This “Picasso
lithograph” was repeated with some differences in Ghosts.

The setting of Ghosts is New York in 1947. In this novel, Blue, a detective
and a protagonist of the story, was asked to oversee Black by White. It was said
that Ghosts was influenced by Nathaniel Hawthorne’s Wakefreld (Lewis 55).
Blue, who finally disappeared, leaving his girlfriend, “the future Mrs. Blue,”
was compared to the case of Wakefield.

The most important point of Ghosts is that every woman character cried in
this novel. For instance, during an investigation into Black, Blue saw a woman
who cried at mealtime with Black (183—84). And “a blowsy tart named Violet”
often began to “cry” (190).

Let us examine the meaning of weeping of “the future Mrs. Blue” in
more detail. Nathaniel Hawthorne wrote a scene in which a protagonist, who
previously disappeared, accidentally met his wife in the crowd of London in
Wakefield (137). Auster also depicts a scene in which the disappeared Blue
happened to meet “the future Mrs. Blue” again in Manhattan:

It is as though some spectre has suddenly materialized in front of her, and
the ex-future Mrs. Blue gives out a little gasp, even before she sees who
the spectre is. Blue speaks her name, in a voice that seems strange to him,
and she stops dead in her tracks. Her face registers the shock of seeing
Blue—and then, rapidly, her expression turns to one of anger. (195)

In this scene, she was walking with a man Blue had never seen before. She
saw Blue as a “spectre,” and then she left while “weeping” (196). The most
important point of Ghosts is that every woman character cried in this novel.”
This is a specific feature of Ghosts, which is not found in the other two works

13. In the same period, Anne Vincent Buftaults 7he History of Tears (Histoire des Larmes,
1986) argued on representations of tears in French culture; such as French literature
and diaries.
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of The New York Trilogy: City of Glass and The Locked Room. Blue also cried

after this scene:

He might have been dead for all she knew, and how can he hold it against
her for wanting to live? Blue feels tears forming in his eyes, but more than
grief he feels anger at himself for being such a fool. He has lost whatever
chance he might have had for happiness, and if that is the case, then it
would not be wrong to say that this is truly the beginning of the end. (196)

After the future Mrs. Blue left, Blue felt “tears forming in his eyes” because
he had “lost whatever chance he might have had for happiness.” Hence, the
reason why he cried was that he lost other possibilities. Debra Shostak argues
that Auster wrote “narratives of missing persons” from “the point of view of
those left behind,” according to “the process of mourning” (66). Based on
Shostak, it is not too much to say that tears and crying in Ghosts mean “the
process of mourning” for the loss of other possibilities. In view of the fact that
Ghosts is categorized as a detective novel in hard-boiled style, Auster wrote Blue
as a “Weeping Man” to relativize the masculinity of men who do not cry in
hard-boiled novels."

The expression of “the future Mrs. Blue” indicates that Blue will get
married to her. Auster also used the expression “future wife” in his essay
The Invention of Solitude (1982) to refer to a future wife of his, Lydia Davis
(1947- ), who was also a future translator and a future novelist in her own
right (117). According to Auster, he wrote City of Glass to imagine what would
have happened to him if he had not met his wife (Auster, McCaffery, and
Gregory 16). Hence, it is possible to say that Ghosts depicted “spectre” as other
possibilities if Auster had not married his wife. Therefore, Auster paradoxically
introduced his biographical matters into his novels.

Notably, there is another “Weeping Woman” in Ghosts: The Weeping
Woman painted by Pablo Picasso. It is not surprising that he knew the
painting because he worked as a translator of art books during his stay in
France (1971-1974). This painting pictured a weeping woman with colorful
paint: blue, black, white, brown, gold, gray, green, and violet. These colors are

14. Yasui Nobuko (%Ji5 ) argued the relationship between American literature and
tears, and pointed out that fewer characters cry in hard-boiled novels such as those of

Ernest Hemingway (1899-1961) (319).
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used in Ghosts as the names of characters, such as Blue, Black, or White.”” The
painting’s model was Picasso’s lover, Dora Maar (1907-1997), and it deepened
a theme of Guernica (1937).° Guernica pictured a woman holding her dead
child and represented the “process of mourning” for the child.

With reference to Picasso, the sources of the character’s names are quite
suggestive. In his Blue Period (1901-1904), Picasso painted pictures with blue
backgrounds to mourn the death of a friend, Carlos Casagemas (1881-1901).
Therefore, the blue color represented the “process of mourning.” In Self Portrait
(1901), he pictured himself in black clothes against a blue background. In
general, self-portrait is a kind of self-referencing painting. In addition to that,
there is a self-referencing relationship between Blue and Black in Ghosts.

Let us now return to the relationship between the “Picasso lithograph™ in
Abe Kobo's 7he Ruined Map and The Weeping Woman in Paul Auster’s Ghosts.
I have discussed earlier the likelihood that Auster was influenced by Abe’s 7he
Ruined Map and depicted a client’s room and “framed paintings on the wall”
in City of Glass. The image of paintings is also seen in Ghosts. In the latter half
of the story, Blue disguised himself as a salesman to make contact with Black
and entered his room:

The room is much as he imagined it would be, though perhaps even more
austere. Nothing on the walls, for example, which surprised him a little,
since he always thought there would be a picture or two, an image of
some kind just to break the monotony, a nature scene perhaps, or else a
portrait of someone Black might once have loved. Blue was always curious
to know what the picture would be, thinking it might be a valuable clue,
but now that he sees there is nothing, he understands that this is what he
should have expected all along. Other than that, there’s precious little to
contradict his former notions. (219)

15. Shimojo Keiko points out that the characters’ names “are reflections of one person as all
the colors can be reduced to one” (72). Namely, it can be said that all the characters of
Ghosts are doubles of the protagonist. This comment suggested that Blue and Black as
Blue’s double are parts of one person: “The Weeping Woman.”

16. Brigitte Leal wrote about Guernica: “[I]t would seem that the profile of the Woman
at the window holding the lantern is that of Dora Maar” (396). Cf. Léal, Brigitte.
“For Charming Dora’: Portraits of Dora Maar.” Picasso and Portraiture: Representation
and Transportation, edited by William Robin, The Museum of Modern Art, 1996, pp.
384-407.
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Blue thought that there would be some pictures such as “a portrait of someone
Black might once have loved,” but he found that there were no such paintings.
He “was always curious to know what the picture would be,” which indicates
an important point of influence of Abe on Auster. It was pointed in the
previous part of this article that the “Picasso lithograph” is not a real picture
but an imaginary one in 7he Ruined Map. This scene indicates the possibility
that Auster tried to detect the identity of the “Picasso lithograph” but failed.
Hence, Abe’s 7he Ruined Map left its marks on Auster’s Ghosts as well as City
of Glass. However, Auster wrote about pictures cut out from some magazines
in Blue’s room:

Next to that there is a portrait of Walt Whitman. And finally, directly to
that poet’s left, there is a movie still of Robert Mitchum from one of the
fan magazines: gun in hand, looking as through the world is about to cave
in on him. There is no picture of the ex-future Mrs. Blue, but each time
Blue makes a tour of his little gallery, he pauses in front of a certain blank
spot on the wall and pretends that she, too, is there. (225)

Blue put “a movie still of Robert Mitchum from one of the fan magazines” on
the wall. This suggests influence from “a Picasso lithograph, perhaps clipped
out of some magazine” in Abe’s 7he Ruined Map. Therefore, Auster paraphrased
the “Picasso lithograph” and adapted it into his novel.

Robert Mitchum (1917-1997) was an actor who played the role of a
detective in the movie Out of the Past (1947). The story of this movie is explained
in Ghosts. Mitchum “as an ex-private eye who is trying to build a new life for
himself in a small town under an assumed name” (191). He wanted to escape
from his past as a detective, but a gangster finally killed him because “the past
catches up with Mitchum” (191). This is quite similar to Abe’s 7he Ruined Map,
in that a detective strived to free himself from the past. The protagonist of 7he
Ruined Map finally thought, “I would forget looking for a way to the past™”
(299) and became a missing person in urban space.

As mentioned above, the hidden image of 7he Weeping Woman represented
other possibilities. In the same way, the reference to Out of the Past has
connection with other possibilities too. The following quotation is a scene in
which Blue thought about the relationship between past and possibilities in

17. “BE~ilik 283 nld. 495 & %57 (Abe Kobo Zenshii 311).
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that movie:

He has been marked by the past, and once that happens, nothing can
be done about it. Something happens, Blue thinks, and then it goes on
happening forever. It can never be changed, can never be otherwise. Blue
begins to be haunted by this thought, for he sees it as a kind of warning,
a message delivered up from within himself; and try as he does to push it
away, the darkness of this thought does not leave him. (193)

Because his present life is “marked” by the “past,” other possibilities are
absent. Blue was “haunted” by this idea. This word “mark” suggests Derrida’s
notion “mark” in his “Signature Event Context” (1971), because both Auster
and Derrida connected “mark” with the notion of possibilities."® According
to Derrida, “mark” as “écriture” (written words) has “the possibility of
disengagement and citational graft” to be cut off from the original context and
can have infinite possibilities of meaning (“Signature Event Context” 12). By
the same token, it may be argued that the protagonist of Ghosts disappeared
from his present life (context) and got “other possibilities” in the end of the
story. After he disappeared, the narrator said that “[anything possible” and
“[a]nd from this moment, we know nothing” (232). These statements indicate
that the meaning of disappearance in Ghosts is to get other possibilities. Hence,
Auster applied post-structuralism to repeat the story of missing person and
wrote the postmodern version of Abe’s 7he Ruined Map.

V. Conclusion

This study discusses the relationship between Abe Kobo's 7he Ruined
Map and Paul Auster’s Ghosts, given the fact that Auster said that he read
Abe’s novels. In this article, I explored what we can find from Ghosts, if Abe
influenced Auster. From the contents of this paper, it is concluded that Auster
was influenced by Abe and thus introduced the metaphor of Picasso’s 7he

18. At first, Derrida delivered this lecture on J. L. Austin (1911-1960) and speech act theory
at a Montreal conference in 1971, and this was collected in his Margins of Philosophy
(Marges de la philosophie, 1972). An English translation of this essay appeared in Ghph
in 1977.
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Weeping Woman. The “Picasso lithograph” in 7he Ruined Map was an unreal
lithograph invented in Abe’s imagination, whereas Auster recreated the image
of the painting with some differences.

Abe’s “Picasso lithograph” was derived from Kafka’s Metamorphosis and
cinematic techniques in Teshigahara Hiroshi’s movie. Although the picture in
Metamorphosis lost the “aura” through being cut out of a magazine, the “Picasso
lithograph” represented paradoxically nameless existentialistic substance with
“aura” in urban space.

In Ghosts, all women cried and their tears were shed in the “process of
mourning” for ghosts as lost possibilities. And the hidden image of Picasso’s
The Weeping Woman is represented as the names of main characters, such as
Blue or Black. In this way, from Abe’s literature to Auster’s, the images of
paintings were recreated with some modifications. The difference between Abe
and Auster can be regarded as the difference between Abe’s existentialism and
Auster’s postmodernism. The detective’s disappearance in 7he Ruined Map is
meant to be a nameless existence in the 1960s Japan. On the other hand, the
protagonist in Ghosts finally became a missing person and obtained “other
possibilities” as a postmodern subject. Auster repeated the genre of the “anti-
detective novel” that which Abe tried to write in 7he Ruined Map, and applied
postmodern philosophy to his Ghosts in order to depict postmodernity in
1980s America.

161



TRANS-HUMANITIES

Works Cited

Abe, Kobo [Zc#k 28 5]. Abe Kobo Zenshii [Abe Kobo Complete Works, %2552
524 4£]. Vol. 21, Shinchosha [3riiit], 1999.

—. The Ruined Map. Translated by E. Dale Saunders, Tuttle Publishing,
1970.

Abe, Neri [%fl#a0]. Abe Kobo Den [Abe Kobo: A Biography, %A 5 z].
Shinchésha [k, 2011.

Auster, Paul. Cizy of Glass. The New York Trilogy, Penguin, 1990, pp. 1-158.

—. Ghosts. The New York Trilogy, Penguin, 1990, pp. 159-232.

— The Invention of Solitude. Collected Prose: Autobiographical Writings, True
Stories, Critical Essays, Prefaces and Collaborations with Artists, Faber and
Faber, 2003, pp. 1-150.

Auster, Paul, and Joseph Mallia. “Interview with Paul Auster.” Conversations
with Paul Auster, edited by James M. Hutchisson, UP of Mississippi,
2013, pp. 5-12.

Auster, Paul, Larry McCaffery, and Sinda Gregory. “An Interview with Paul
Auster.” Contemporary Literature, vol. 33, no. 1, 1992, pp. 1-23.

Auster, Paul [F—)L - +—2%—], and Shibata Motoyuki [4¢HIt=]. “Watashi
wa Jagaimo” [I'm a Potato, #4132+ 7 { €]. Monkey Business [€> % —t
% 2], vol. 13, 2011, pp. 4-22.

Benjamin, Walter. “The Work of Art in the Age of Its Technological
Reproducibility.” Walter Benjamin: Selected Writings, Volume 3 1935—
1938, edited by Howard Eiland and Michael W. Jennings, translated by
Edmund Jephcott, Howard Eiland, et al., vol. 3, The Belknap Press of
Harvard UP, 2002, pp. 101-33.

Currie, William Joseph [771 1) 72+ 7 1) —]. Sogai no Kouzu: Abe Kobo, Beckett,
Kafka no Shosetsu [Metaphors of Alienation: the Fiction of Abe, Becket
and Kafka, B/t O N—4 30085 7 b %75 O/it]. Translated by
Anzai Tetsuo [Z-P8 ], Shinchosha [ #lit], 1975.

Derrida, Jacques. “Signature Event Context.” Limited Inc. Translated by
Samuel Weber, Northwestern UP, 1988, pp. 1-24.

—. The Truth in Painting. Translated by Geoff Bennington and Ian McLeod,
The U Chicago D, 1987.

Hawthorne, Nathaniel. Wakefield. 1835. The Centenary Edition of the Works of
Nathaniel Hawthorne, edited by William Charvat, Roy Harvey Pearce,
and Claude M. Simpson., vol. 9, Ohio State UP, 1974, pp. 130—40.

162



Picasso’s Paintings as Allusions

Hirano, Yoshihiko [ZF#735%]. Masoch toiu Shisou [Masoch as a Thinker, =
ik &S B8], Seidosha [# +jit], 2004.

Kafka, Franz. Henshin [Metamorphosis, % %]. Translated by Takahashi
Yoshitaka [&#5552%], Shinchosha [#rifil], 1985.

— . “Metamorphosis.” Franz Kafka: The Complete Stories, edited by Nabum
N. Glatzer, translated by Willa and Edwin Muir, Schocken Books, 1971,
pp- 89-139.

Karatani, Kojin [#§%17\]. Teihon Nihon Kindai Bungaku no Kigen [Origins of
Modern Japanese Literature, 5 4 HASEAC S F 2] Iwanami Shoten
[ FhE], 2008.

Karube, Tadashi [Xii#1&]. Abe Kobo no Toshi [Urban Space in Abe Kobd's
Literature, 22 B o #iifi]. Shinchosha [Friifliil], 2012.

Lewis, Barry. “The Strange Case of Paul Auster.” Review of Contemporary
Fiction, vol. 14, no. 1, 1994, pp. 53—61.

Maeda, Ai [FiH%]. Toshi Kukan no Naka no Bungaku [Text and the City, %
i Zef 7 03°F]. Chikumashobo [ 2 57], 1982.

Merivale, Patricia. “Gumshoe Gothics: Poe’s “The Man of the Crowd’ and His
Followers.” Detecting Iexts: The Metaphysical Detective Story from Poe to
Postmodernism, edited by Patricia Merivale and Susan Elizabeth Sweeny,
U of Pennsylvania P, 1999, pp. 101-16.

Merivale, Patricia, and Susan Elizabeth Sweeny. “The Game’s Afoot: On the
Trail of the Metaphysical Detective Story.” Detecting Texts: The
Metaphysical Detective Story from Poe to Postmodernism, edited by Patricia
Merivale and Susan Elizabeth Sweeny, U of Pennsylvania P, 1999, pp.
1-24.

Russell, Alison. “Deconstructing 7he New York Trilogy: Paul Auster’s Anti-
Detective Fiction.” Bloom’s Modern Critical Views: Paul Auster, edited by
Harold Bloom, Chelsea House, 2004, pp. 97-112.

Sasaki, Kiichi [{## A% —], Teshigahara Hiroshi [#}#75%:], and Abe Kobo
(%8R 2sE]. “Moetsukita Chizu® Wo Megutte” [On The Ruined
Map, "z o5724X, 26 ¢-T]. Abe Kobo Zenshu [Abe Kobo:
Complete Works, %:#823 )5 4 4], vol. 21, Shinchosha [#riiit], 1999,
pp- 313—-20.

Schaffner, Anna Katharina. “Visions of Sadistic Women: Sade, Sacher-Masoch,
Kafka.” German Life and Letters, vol. 65, no. 2, 2012, pp. 181-205.

Shimojo, Keioko. “Solo Performance of the Private ‘eye/I’ in Paul Auster’s
Ghosts.” The Journal of American Literature Society of Japan, vol. 5, 2006,

163



TRANS-HUMANITIES

pp. 72—88.

Shostak, Debra. “In the Country of Missing Persons: Paul Auster’s Narrative
of Trauma.” Studies in the Novel, vol. 41, no. 1, 2009, pp. 66—87.
Swope, Richard. “Approaching the Threshold(s) in Postmodern Detective
Fiction: Hawthorne’s “Wakefield” and Other Missing Persons.” Critique,

vol. 39, no. 3, 1998, pp. 207-27.

Tani, Stefano. 7he Doomed Detective: The Contribution of the Detective Novel to
Postmodern American and Italian Fiction. Southern Illinois UP, 1984.

Tatsumi, Takayuki [S8.7]. Metafiction no Bouryaku [Metafiction as Strategy,
2% 7473 3> 0#r%]. Chikumashobd [ 7], 1993.

Tomoda, Yoshiyuki [KHZFEAT]. Sengo Zenei Eiga to Bungaku: Abe Kiobio
Teshigahara Hiroshi [Postwar Avant-garde Pictures and Literature: Abe
Ko6bo Teshigahara Hiroshi, % i fi i i & S A—2c80 4375 dl ey J5 2.
Jinbunshoin [ ASz:#5], 2012.

Umezu, Akihito [fy#iZA]. “Abe Kobo Sakuhin no Hikakubungakuteki
Kenkyt: Robbe-Grillet, Kafka, Rilke, Austertono Kankei kara”
[Comparative Studies of Abe Kobos Works: From the Relationships
with Robbe-Grillet, Kafka, Rilke, and Auster, %528 (T 5o Huiss S0
rse —e 7=z 277 Vv r. F—2AX—cnBMthr» 5],
Dissertation, Osaka University [APz A“#], 2008.

Watanabe, Hiroshi [JZ4/:1]. “Abe Koboto Kyoudoutai” [Abe Kobo and
Society, ‘% E A7 & L AMK]. Kokubungaku: Kaishaku to Kyizai no Kenkyi
[Japanese Literature: Studies of Interpretation and Educational Materials,
[E] 3502 g B iF5E], vol. 17, no. 12, 1972, pp. 147-53.

Yasui, Nobuko [Z:}15F]. “America Bungaku to Namida: Hemingway ha
naze nakanakatta ka” [American Literature and Tears: Why Hemingway
Didn’t Cry, 74 ) 7 30 &=~ 32 77 2 A 378N e 2 > 72 7). Namida
no Bunkagaku: Hito ha naze Naku noka [Cultural Studies on Tears: Why
Humans Cry, I£032{bF— A3 %21 D 7], edited by Imazeki Toshiko
[4-B8f 7], Seikansha [ 75, 2009, pp. 319—44.

164



Picasso’s Paintings as Allusions

Abstract

Most literary criticism of Ghosts (1986) by Paul Auster (1947 ) have focused
on the relationship with postmodernism and American Renaissance literature.
By contrast, this research compares Paul Auster’s Ghosts with 7he Ruined
Map (1967) by Abe Kobo (1924-1993) through the medium of allusions to
paintings by Pablo Picasso (1881-1973). Both Abe and Auster commonly
wrote about disappearance and identity crisis in urban space. In 7he Ruined
Map, there is a “Picasso lithograph” in the room of a client who asks a detective
to find her missing husband. This lithograph, clipped out of a magazine and
depicting a woman looking up and left, was quoted from Mezamorphosis (Die
Verwandlung, 1915) by Franz Kafka (1883—1924). Metamorphosis contains a
picture, which depicted a woman and lost its “aura” through being clipped out
of a magazine. Being influenced by Kafka, the “Picasso lithograph” appears
in 7he Ruined Map. This lithograph paradoxically represents existentialistic
material in urban space through phenomenological reduction. In Ghosts, it is
important that all female characters cry. Their tears represent the “process of
mourning” that works against “ghosts” as lost possibilities. At that time, Jacque
Derrida (1930—2004) also argues the theme of possibilities. Auster connected
the theme of disappearance from the present life (context) with possibilities as
well as Derrida. Moreover, there is another hidden “Weeping Woman.” She is
Picasso’s 7he Weeping Woman (1937). The names of main characters of Ghosts,
such as Blue or Black, indicate the colors in 7he Weeping Woman. Hence,
Auster wrote Ghosts under the influence of Abe, Picasso, and Derrida.

Keywords: Abe Kobo, Paul Auster, Pablo Picasso, paintings as allusions, urban
space, comparative literature
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